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PREFACE

HE English reader does not need to make a detailed

study of the rules of versification in order to enjoy English
poetry. He can recognise blank verse, or the sonnet, or the
heroic couplet, when he meets it, and for the rest he can safely
trust his ear to guide him. But with Greek poetry it is different.
The Greek convention is foreign to him, and more elaborate
than his own. He reads a piece of Aeschylean lyric, for example.
Parts of it seem quite straightforward; they appeal to his
instinct for rhythm and, although he might find it no easy
matter to analyse them, he is satisfied. Other parts are not
so simple—he succeeds, with difficulty, in getting some sort
of rhythm out of them, but he is not at all sure that it is the
right rhythm. And in other parts again he feels that he is alto-
gether astray. This is a serious obstacle to his enjoyment of
Greek poetry.

The first business of the student of Greek metre should be
to remove this obstacle; and much has been done in this
direction by German scholars—Wilamowitz, Schroder, and
others—in the last quarter of a century. Discarding the
arbitrary preconceptions of their predecessors and the Pro-
crustean methods with which they contorted the facts to fit
them, and relying on what is best and most authoritative in
ancient tradition, these scholars succeeded in clearing away
many difficulties and in illuminating much that was formerly
obscure. Not only have they shown the modern reader how
to distinguish the various types of Greek rhythm, but they
have given him a general idea of the smaller elements—the
phrases—without doing violence to his ear,

Much, however, still remains to be done. Granted that this
passage is in one rhythm and that in another, that this phrase
is Glyconic and that “iambo-choriambic,” why, the reader may
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fairly ask, does one rhythm give place, within the compass of
a single poem, or even of a single strophe, to another, why
does iambo-choriambic follow Glyconic and yield in turn to
choriambic, with such bewildering unexpectedness? Is there
any rhyme or reason in it at all?

The first scholar to tackle this problem was the late Walter
Headlam. He showed, in the first place, that these transitions
are not arbitrary or abrupt; that, in the hands of the Greek
poet, one rhythm grows out of another, naturally and beauti-
fully, in accordance with a few rhythmical laws so simple that
anyone with an ear for rhythm can understand them. And in
the second place, not content with explaining Aow these transi-
tions were effected, he went on to enquire w/ky, and discovered
that certain rhythms tended to be associated with certain ideas,
thus laying the foundations for a theory of significant rhythm.

Unhappily, Headlam did not live to complete the work he
had begun; and the only monument of his metrical discoveries
that he has left behind him is his brief, but brilliant, article in
the Journal of Hellenic Studies', Naturally,it was impossible for
him to prove to others, within the compass of that article, that
his principles stood the test of application to all the facts,
though those who are familiar with Headlam'’s scholarship can
have little doubt that he had proved it to himself. The primary
object of this book is to show that they do stand this test, that
not only do they remove obstacles from the path of the reader
who wishes to read Greek lyric poetry with pleasure and dis-
cernment, but they bring to light new beauties which have
hitherto lain unsuspected.

Therefore it is my application of Headlam’s theory, rather
than the theory itself, that is new. At the same time, it will
be seen that I have developed his theory in certain important
directions along lines indicated by him but not followed up.
For the sake of completeness I have incorporated his work
into my own, with acknowledgments where they are due, but

vV JLH.S, vol. xx11 (1goz), pp. 209-27.
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the reader who is interested in the subject will find it helpful,
I think, to study Headlam’s article in conjunction with this
book.

Further, [ must mention my debt to Mr J. T. Sheppard, who
taught me the right method of approach to the study of Greek
poetical technique. Some of his work has been published, and
to that I shall refer in the proper place, but most of it has
been conveyed to me through the more intimate channels of
college teaching, and for that no reference can be given, nor
any adequate acknowledgment.

Lastly, I wish to thank Professor D. 5. Robertson for cor-
recting some mistakes and for several helpful suggestions.

GEORGE THOMSON

CAMBRIDGE, Jfanuary, 1929

NOTE

References:

To the lyric poets (except Bacchylides): Bergk, Poetae Lyrici Graeci
(vol. 1, 1900; vol. 11, 1915; vol 111, 1914), also Diehl, Antholojyia
Lyrica, 1922-5 (in the Index).

To Bacchylides: Jebb, 1g9o5.

To Aeschylus: Wecklein, 1885 (see also page 158).

To Sophocles: Pearson, 1924.

To Euripides: Murray, 1902-13.
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PREFACE TO THE SECOND EDITION

T is now more than thirty years since this book was pub-
lished. I started work on it when still reading for the
Tripos, my interest having been aroused by Headlam's article

on the subject (1goz) and also by one of Yeats’s essays, in
which he wrote.

The relation between formal music and speech will-yet become the
subject of science, not less than the occasion of artistic discovery. I
suggest that we will discover in this relation a very early stage in the
development of music, with its own great beauty, and that those who
love lyric poetry but cannot tell one tune from another repeat a state
of mind which created music and yet was incapable of the emotional
abstraction which delights in patterns of sound separated from
words?.

I remember pondering over these remarks, which seemed to
find confirmation in my own experience of Irish peasant
poetry, and thinking how quick Yeats would have been to
appreciate Headlam's work on Greek lyric metre, if only he
had known Greek. It occurred to me that, if I could make
a systematic study, based on the languages best known to me,
of the common origins of poetry and music, I might succeed
in verifying at least the first part of Yeats's prediction.
That study has occupied me ever since. My first results
were published in Marxism and Poefry*—a little book which
has circulated widely in Europe and America and has been
republished in India and translated into Arabic, Chinese and
Japanese, The first part of it was reprinted in Volume 1
of Studies in Ancient Greek Society®, in which I endeavoured to
reconstruct the common basis underlying all forms of Greek
1 W. B. Yeats, Essays (1924), p. 24.

* London, 1946; 2nd ed. Bombay, 1953.
% The Prehistoric Aegean, London, 1949; 2nd ed. 1954.
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poetry, sung and unsung. A further discussion of the origin
of speech, which, as Yeats divined, is bound up with the
origin of music, will be found in the opening chapter of
Volume 11 of the same work!. These problems are so complex
that no solution to them can be more than provisional; but
my conclusions tend to confirm the soundness of Headlam’s
approach to Greek lyric metre. His account of that subject is
the only one to have become part of a general theory of the
origin of music, poetry and speech.

It has not often fallen to the lot of a poet to become a
professor of Greek; but it has happened. Gerard Manley
Hopkins was an accomplished Greek scholar, and during his
last years, when he was professor of Greek at University
College, Dublin, he was engaged in writing a book on Greek
lyric metre. In a letter dated January 27, 1887, he wrote.

I have done some part of a book on Pindar's metres and Greek metres
in general and metre in general and almost on art in general®,

The MS. is lost, but his views on the subject have become
available in his Leffers (1935-38) and Notebooks (1937). In
many respects they were very close to Headlam's. This has
been pointed out by Professor W. H. Gardner, who writes:
The subtle rhythmic effects in Greek lyric, as noted and described by
such recent investigators as Headlam and Thomson, were at least

practically known to Hopkins through the ear; and when it is a
question of rhythm, the ear of a true poet needs no theoretical bush.

He continues:

The work which Hopkins failed to complete has been carried out, in
part at least, in such a book as Thomson's Greek Lyric Melre, an
exposition which explains admirably many of those aspects of the
Greek " individual metres " which bear the most striking resemblance
to the rhythms of Hopkins®.

Thus, it may be claimed that, if Headlam made Greek lyric
metre the subject of science, Hopkins had already made it an
L The Firsi Philosophers, London, 1955.

¥ Lefters, vol. 11, p. 150.

¥ W. H. Gardner, Gerard Manley Hopkins (London, 1947-49), vol. 11,
pp. 10I-2,
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occasion of artistic discovery; and Headlam'’s principles re-
ceive further confirmation from the fact of their having been
anticipated by one who was both scholar and poet.

My book is now republished with only a few alterations.
Some corrections and modifications will be found in my
editions of the Prometheus Bound (1932) and the Oresteia
(1938) and some substantial developments in Chapter x1v of
Studies 1, mentioned above. In addition to these, several of
my interpretations of particular passages are, as it now seems
to me, unacceptable. In general, I failed to allow sufficiently
for the subjective element which enters into all judgments of
this kind. Some of these defects were pointed out at the time
in a review by Professor H. D. F. Kitto, whose criticisms I
accept!. If I have let them stand, it 1s because I hesitate to
tamper with a work of youthful enthusiasm for fear of burying
the poetry under a load of learning, as so many scholars
have done.

GEORGE THOMSON

BIRMINGHAM, 1960

v Classical Review, 192q, p. 173.
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CHAFTER ONE
POETRY AND MUSIC

HE arts of poetry and music, sprung from a common
mother—the dance—are sisters; but their relations to each
other have not always been the same. In modern Europe
they are almost entirely independent; poets require no know-
ledge of music, nor musicians of poetry. And when the two
consent to collaborate, it is usually on the strict understanding
that music shall be mistress. In the Wagnerian ideal of grand
opera, music, poetry and dancing were to be harmoniously
combined—music supreme, supported by the other two.
Similarly, in setting a poem to music, the modern composer
1s not usually concerned to heighten the value of the piece
as poetry; his object is rather to adapt the poet’s idea to
a new artistic form, and in pursuit of that object he does not
scruple to abandon the natural rhythm and melody of the
poetry in favour of a new rhythm and melody of his own.
This form of song, in which music is the dominant, poetry
the subordinate, element, has not prevailed in every age.
Listening to an Elizabethan song, we feel that the two are
more evenly balanced. The music is simple; it does not defy,
but enforces and amplifies, the rhythm of the poetry. The
poetry is also simple, and so lends itself the more readily
to musical accompaniment. Turning to the ancient Greek
convention, we find yet a further difference. The greater part
of Greek poetry, outside didactic verse and dramatic dialogue,
was written expressly for musical accompaniment: even Homer
may, like his own Demodocus, have sung to the lyre. More-
over, if poetry and music commonly went hand in hand, there
was no question but that poetry was the mistress and music
the handmaid. We know little of Greek music, but what we
know confirms this view. There was no harmony; the choir
sang in unison to the accompaniment often of a single in-
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strument—sometimes to the lyre and flute combined. The
words of the singer were the dominant element, and often
reached, both in sense and in rhythm, a degree of elaboration
rarely equalled in the poetry of other ages. The music which
accompanied such poetry was necessarily simple.

The age of which [ am speaking is the great lyrical period,
from its inauguration by Terpander to its culmination in
Aeschylus and Pindar and in the earlier work of Sophocles,
Already, in the fifth century, a change was setting in; but
the evidence for this change only confirms what has been
said of the earlier period. Thus Pratinas, a contemporary of
Aeschylus, complains of certain musical innovations in the
form of the choral dance known as the hyporcheme, He declares
that the flute is no longer made to follow the singer, but the
singer the flute?,

Tis o 8opvBos 68¢; Ti Tdde Ta yopelpaTa ;

Tis UBpis épohev émi Awovvaidda molvmrdraya Guuérar ;

The rhythm of this apparently incoherent succession of short
syllables cannot be determined without the aid of the music
which accompanied it. Having thus playfully imitated the
new-fangled style of which he disapproves, Pratinas goes on
to explain what the flute-player’s proper business is:

Tav aowbav katéoTace Iliepis Bacihetar: o & allos

JoTepor yopevéTw: kai ydap éal’ Umnpéras.

“The song is mistress, the music her handmaid.’ And with
these words, set to a rhythm that is unmistakable, Pratinas
returns to the more seemly practice of his ancestors.

But younger poets were not deterred by this protest from
carrying their innovations into tragedy itself. In many of the
choral songs of Euripides, we feel that the author is writing

' Bergk 11 (pp. s57-9); Athen, xiv 6178 Ilparivas 3¢ & PMacios alhnris ral
yopevray puofogdpwr xarexdvrwr Tas dpyhorpas, dyavaxTelr Tras éwl Ty Tols
alAnTds uh ouravheir Tois yopois, kafamrep nr warpor, dhha Tols yopols cuvwglewr Tols
alhgrais: dr oUy elye Bvpdr xard Tor raira wowdetwry o [lparivas dugarile Sid
roirde ToU Umopyfuares. Plato agreed with Pratinas : Aeg. iii 398 D xal pip vhr ye
dpuoviar xal pufudr drxohovlelr dei T Moy,

LUNIVERSITY OF CALIFORNIA



POETRY AND MUSIC 3

for an audience which is more intent on following his music
than his poetry. The words are weak and sometimes repeated
without regard to the sense for the sake of the musical ac-
companiment, much in the manner of the modern song.

Eur. Or. 1414-17

mepl 8¢ yovv yépas ikeaiovs €Balov éBalov "Elévas dudw,

ava 8¢ pouades éopov EGopov audimoror Ppiryes.

The Aeschylus of the Frogs ridicules Euripides for writing in
this new-fangled style:

Ar. Ran. 1353-5%

éuol & dye dyea KaTEMLTE,

ddxpva Saxpvd T' am’ opudTwy

éBalov éBalov a@ TAdpwY,

If we may trust the same critic, Euripides did not stop there.
His music sometimes broke right away from the rhythm of
the words, which was contorted to fit the unnatural pattern:

fbid. 1346-8

éyw 8 a Tdlawa mwpogéyova ETvyov

éuavtiis Epyoiat,

Aivov pegTov drpaxTov

eletetethicoovaa yepoiv....

No doubt, Aristophanes is exaggerating; but the fact that
such a parody was possible shows that, in the hands of
Euripides, the music was becoming more, and the poetry less,
important, and that these tendencies were new,

The full effect of Greek choral lyric is irrecoverable, because
of the three elements which made up that composite art only
the poetry survives. We can still hear the words of the poet;
but his lyre is dumb, and the feet of his dancers have vanished.
We may, however, console ourselves with the knowledge that
the one element we possess was, at least in the earlier period,
the most important of the three. Down to the middle of the
fifth century, the flute-player played, and the dancer danced,
in time with the natural rhythm of the poetry.

Once this is granted, the task of analysing the extant

LUNIVERSITY OF CALIFORNIA



4 GREEK LYRIC METRE

remains of Greek metre becomes very much simpler. If we
may assume that the rhythm of the music followed the rhythm
of the words, then the surest way of discovering the metre of
a piece of Greek lyric is to read it according to the sense.
Recite it aloud, marking the natural pauses and word-groupings,
the climaxes and the cadences, which the sense of the words
dictates to the understanding, and the ear will grasp the
rhythm. Moreover, since we possess in the words the rhythmical
element of the musical accompaniment, by examining them
we may hope to discover something of the nature of Greek
music. Most students of that subject have concentrated their
attention on the melody—a problem beset with difficulties;
they have tended to overlook the easier method of approach—
the rhythm of the words preserved in our texts.

All that is required to grasp the principles of Greek metre
is a sense of rhythm and of poetry. A knowledge of modern
music will make the task still easier. Since Pindar was a
musician as well as a poet, we must remember that, while the
sense and emotional value of his words is always his first
consideration, he will tend to use his rhythms as a musician
uses them. Music has developed, in the last two centuries,
into an art different in many respects from the music of any
other period; but it has preserved the fundamental qualities
characteristic of the music of all ages. If we can isolate these,
sifting the universal from the particular, we shall be entitled
to avail ourselves of what light they may throw on the study
of Greek metre; and I venture to predict that our method
will be justified by its results,

We must begin, however, with an account, as simple as
possible, of the verse or phrase, and of the feet of which it is
composed. We will pass on to the group of phrases, or
sentence; and so, working our way through the strophe and
the triad, we will conclude our enquiry with some account
of the poem as a whole—the single Pindaric ode, and the
dramatic stasimon, which must be considered in relation to
the still larger units of the play and the trilogy.



CHAPTER TWO

THE PHRASE

I 2
-~
3] i : —
[ ) -
» 1 » N _— s
4 == —
© Dear harp of my country, in dark - ness 1
3 4
- - e
——+4 T B : i~
52— L - - 1=
< v —o = - !
*J

found thee, the cold chain of  silence had hung o'er thee long.!

HE smallest rhythmical units into which this piece of
music may be divided are the bars, which mark the dis-
position of the recurrent beats or accents. But they give no
indication of the rhythm of the passage as a whole :
Dear [ harp of my/country, in [ darkness [ [ found thee, the/cold chain of
silence had | hung o'er thee [ long.
A better clue is provided by the four figures or sections, which
are independent of the bars:
Dear harp of my country,
In darkness 1 found thee,
The cold chain of silence
Had hung o'er thee long.
Even that, however, is not entirely satisfactory. As we listen
to the song, we feel that the first two figures, and the last two,
should be taken tocether:
Dear harp of my country, in darkness | found thee,
The cold chain of silence had hung o'er thee long.
These are phrases—the smallest units which are sufficiently
self-contained to convey an adequate impression of the rhythm

' See Stewart Macpherson, Form fn Music, pp. g—t0, from which this example is
taken.

UNIVERSITY OF CALIFORMNIA



6 GREEK LYRIC METRE

The same principle holds good in English prosody. Take
any piece of versification, the simpler the better :
Of all the girls that are so smart
There's none hke pretty Sally.
We may, if we like, divide these lines into feet: Of all / the
airls [ that are [ so smart [ there's none [ like pret/. . . and
so on. But it does not help much, because, if we want to grasp
the rhythm, we must attend, not to the individual feet, but to
the verse as a whole. So in Greek :

Ar, Ach. 836
evdaipovel y avfpwmos. ovk frovaas ol wpoBaiver .

This passage may be divided into feet (iambi and spondees),
or into two figures (-+ v+ —+£ v+ and -+ v+ v=+-) but the
vital rhythmical unit consists of these two figures taken to-
gether—the verse or phrase.

We shall look to the phrase, therefore, rather than to the
feet of which it is composed, as the organic unit of measure-
ment in Greek metre, and in this we shall be justified by the
principles underlying prosody and music alike. In the case
of Greek metre, moreover, there is a further reason why we
should adopt this method. The phrase is immediately appre-
hended by the ear, the bar or foot only by a more conscious
process of analysis. Now, in modern music we can always
find out how the phrases are barred, if our ears cannot do it
for us, by reference to the score. But the scores of Greek
music have perished ; and though we can grasp the unity of
the phrase as a whole, we do not always know how it was
divided into bars—indeed, we cannot be sure that it was
barred, in the modern sense, at all.

The modern composer invents his phrases as he goes along,
Bound by no convention, he gives free rein to his fancy, and
the only authority to which he owes obedience is his ear. So,
to some extent, with the Greek poet; he too is at liberty to
invent phrases of his own if he pleases. At the same time, he
possesses in common with his audience a large stock of

UNIVERSITY OF CALIFORMNIA



THE PHRASE 7

phrases which have become stereotyped by constant usage;
and it is out of these elements that he constructs the frame-
work of most of his rhythmical designs.

Our first business, therefore, will be to identify and classify
the various phrases admitted by common convention. For the
present we will content ourselves with noticing only the most
frequent ;. once. these have been grasped, the rest will be ac-
quired without difficulty in the subsequent stages of our
enquiry.

The Greek poet recognised four classes of rhythm, each of
which contains a number of these standard phrases. The
simplest, and one of the most important, is the rhythm which
most modern metricians call dactylo-epitrite; but we will
study it under the less formidable name which Headlam gave
it'—Dorian.

Dorian phrases are built up of two figures : one is dactylic,
the other is called the epitrite, and may be represented by the
symbol £ v + =2,

Pind, 0. iii 1
Tuvdapidais Te Ppihoelvors abeiv kalhimhoxdug 8 'Eléva.

Here we have two such dactylic phrases, with an cpitrite
between them. They are called prosodiacs, and normally con-
sist of two dactyls followed by a spondee, as in the first
example (weak ending), or by a single long syllable, as in the
second (strong ending). Sometimes they contain three dactyls,
and sometimes only one. Similarly, the epitrite consists of a
trochee followed either by a spondee, or by a single long
(++v <) And here again we sometimes find a longer form,
with two trochees instead of one (+v £+ £ =), Finally, in both

! W. Headlam, /. A.5. vol. xx11, p. 212.

? Whether the Greeks recognised a rhythmical beat, or scfus, is not certain (see
J. M. Edmonds, Lyra Graeca, 111, pp. 587-9) : but the modern reader will find it
easier to distinguish between the various Greek rhythms if he assumes that they
did. I have therefore marked the rhythmical beat on those syllables where, to an
English ear, it would naturally fall.

T 2

UNIVERSITY OF CALIFORMIA
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prosodiac and epitrite the final spondee may be represented
by a trochee: £vv £uv 25 and £v <,

The typical Dorian phrase is made up of these two figures
combined in various ways. In the following example, each
verse represents a phrase, and ought always to be printed as
such, while the component figures are marked off by horizontal

lines :
Aesch. P.V. 542-51

F o8 F ¥ ¥ O T T ¥ F " P #
unbau o wavra vépwy Oeit éud yrvwpa kparos avrimaiov Zevs,

und’ ewveaiut Beovs oaiais folvais ToTivicaouéva

¥ LI | - % ' f
Bovdovors rap (lxeavot mwaTpos acBeaTor wopov,

und aliTorpt Aoyors, dAhd pot 108 éppévor kal uimor' éxrarely.

Qur second class of rhythm is called Ionian, and its most
characteristic phrases are built up out of the foot called lonic
a minore (v v £ -), which will be familiar to readers of Horace :

Hor. Od. iii 12

Miserarum est neque amori dare ludum...
Aesch. Pers. 88-01

Soxtpos & olris UmoaTas peydh pevpate pwTdv
éyupols épreaiv elpyew duayov kbpa faldaans.

A slight change in the rhythmical accent will give us, instead
of Ionic a minore (~ « < -), another rhythm: + v « - Thisis
choriambic
Soph. O.7. 483-4
Sewva pév olv Sewva rapdoael copos oiwvobéras.

Now look again at the passage just quoted from the Persae.
It proceeds :

Aesch. Pers. g2-3
ampogotaTos yap o llepody eTpaTos alkidpwy Te Aaos.

The first of these two figures is plain lonic a minore. The
second is a variation: it contains the same number of longs
and shorts, but the third and fourth are inverted: vvt vt w2

LUNIVERSITY OF CALIFORNIA



THE PHRASE 9

instead of vv+- vwx—, This process of inversion is called
anaclasis. 1t is very common in blank verse:

To bé [ or ndt [ to bé: | #lds 75 | the question.

Whéther | 'tis nobler . .

There, it is the stress-accent that is inverted ; here, the syllabic
quantity. And here, the result of the process is the very
common rhythm known as Anacreontic, after the poet who
invented it:

Anacr. 62
Pép’ D8wp, Ppép’ olvov, & mal,
dpépe & avBeucivras Huiv
oreddvovs, Evetxov, ws &)
wpos 'Epwra wukralil.
Choriambic too yields a variant by the same process. Instead
of tvvs tuvs we get otv+ £uw, This phrase labours,
for want of a better, under the name of iambo-choriambic:

Soph. Trach. 116-181

ovrw 8¢ Tov Kaduoyers
aTpéder, To & avfer BroTov
moAUTOVOY, WOTEP MENAYOS. . .

We saw that Dorian rhythm was made up of two figures—
one dactylic and the other trochaic. In our third class, which
I will call Aeolian? these two feet again predominate, but
they are more closely combined. Each phrase contains one
dactyl and one or more trochees, The most important will be
found in Horace :

Hor, O0d. i 3,1
Sic te diva potens Cypri.

This is the Glyconic: 45 +wv £v £ a trochee or spondee,
a dactyl, another trochee, and a final long syllable.

! In the last of these phrases the initial iambus is resolved into three shorts
(a tribrach).

? [ would have called it by its old-fashioned name of logacedic, but that is now
forbidden : see J. M. Edmonds, Lyra Graeca, 111, p. 617 ».

LUMIVERSITY OF CALIFORMIA
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Anacr. 1 1-3

yovwvolpal o', éxadnBoke,

Eavln mai Asos, aypiov

Séamow’ "Aprept Onpiov.

This passage, which begins with two Glyconics, introduces us
to another very important Aeolian phrase—the Pherecratic.
Its basis is one trochee or spondee, one dactyl, and one spondee:
+g +ww +—  In both phrases, the dactyl normally occupies
second place, but its position varies. In the Pherecratic, it is
sometimes the first foot ; in the Glyconic, the first or third:

Soph. 7Track. 119-21

Kpnowov: adkd tis Oeddv alév avapmrdentor Alda ode Sopwr
Glyconic Glyconic Pherecratic...
épuket.

Lastly, we may mention a shorter phrase often found in com-

bination with these two—the Aeolian tripody: +vw 2o £ or
AN R

Soph. E/ 245

[l # N N " L R 5] ]
€l yap o pev Bavav ya Te kal oddév av .

We have already observed how Ionian rhythm yielded
Anacreontic and iambo-choriambic by the process called
anaclasis. Aeolian rhythm is varied in the same way. Instead

of the normal Glyconic we often find an anaclastic form:
e s L L f{]r Loy L Loy L

Anacr. 6

Meis pev 89 Hoaidniav
éoTnrey, vedéras &' Ddwp
Bapiver, Aia " ayprot

YELLDVES KATAYOUT LY.

So with the Pherecratic ; instead of the normal +v 2vo 2o
we find v+ £uv £

LUNIVERSITY OF CALIFORMNIA
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Soph. Plil. 1123-5

OLUOL QoL Kal Tov ToALAS
wovtov Buos éprjuevos,
YEAQ pov, yepi malAww.

“Tuny & “Tuévar’ “Tuny,
“Tunr & “Tuévas' o.

Cat. xxxiv 1-4

Dianae sumus in fide

puellae, et pueri integri:

Dianam pueri integri
puellaeque canamus.

Our fourth and last classjof rhythm is Paeonic. The im-

portant feet to remember are the cretic (£ v £) and the
bacchius (v + -):

Aesch. Supp. 423-5
¢povTicor xai yevodlmavdixws eloeSys mpokevos.
Aesch. Eum. 791-3
arevalw ; Ti péfw; yévwuar SvaoloTa mokiTais;

The other feet belonging to this class are merely resolved
forms of these two. Thus the cretic may be resolved into the
first paeon (£ v <v )

Ar. Ach. 216
amovdodopos odTos U’ duod ToTe Siwrduevos .

Similarly, both cretic and bacchius may be resolved into the
fourth paeon (v w2 or v ¢u )

Aesch. Eum. 32030
émi 6¢ T¢ Tebupéve Tode wélos, Tapaxomd .

Combine any of these feet with an iambus and you get the

Paeonic figure known as the dochmiac. It has many forms,
of which the commonest are: v 2~ v 2 or v2 v 2 (“slow”

LUNIVERSITY OF CALIFORNIA
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dochmiac), ¢vv £ v £ or v £owv £l (“quick” dochmiac).
Most dochmiac passages contain an admixture of cretics and
bacchii and often of pure iambic:

Aesch. Agam. 249-58
kpoxov Badas & és médov yéovaa
EBal\\’ &cacTov Buripwy am’ Sppatos Béker dihoikTe

- [
mwpémovad 6" ws év ypadais, wpogevveTeLy

Bérova’, émel molhdkls

1 -~ F
waTpos kar avdpawvas evtpamelovs

éuelyrev. ayva 8 artavpwTos avda

-~ # F
waTpos pihov TpiToomovdoy eliwoTpor Taldva Gilws €TLUA.
Pherecratic

Instead of ¢vv+ v+ we sometimes find £wwv<£ «£; that is to
say, the initial syllable of this form of the dochmiac is some-
times long:

Aesch. P. V. 618-19

F -~ L] = b} L [
mrofev ot av waTpos dvou’ amvers;

elmé woi Td poyepa Tic wv .

This completes our examination of the more common
standard phrases. In the course of our enquiry we shall come
across others which will be readily recognised as variants
based on these types. Let us now consider how these phrases
are combined in groups so as to form the rhythmical period

or sentence.

I There is also another form found in dochmiac, which is sufficiently commeon to
deserve mention here : ~ < = <£, Cf. Aesch. Agam. 379 Aws whayar.



CHAPTER THREE
THE SENTENCE

URNING back for a moment to the Irish air quoted at

the head of the last chapter, we remember that the phrase,
and not the bar or the figure, was the smallest unit which
could convey to the ear an adequate impression of the rhythm,
But even the phrase is not entirely self-contained. We feel
that, although the first of the two phrases comes to an end in
the middle of the fourth bar, the rhythm continues without
a break to the climax in the eighth. In other words, the two
phrases must be taken together as parts of a single musical
sentence. The first phrase, as it were, raises our expectations;
the second satisfies them. The first makes an announcement ;
the second answers it with an appropriate responsion,

The stanza of modern verse is built up in the same way.
Read, for example, the opening of Drayton’s Agincourt :

Fair stood the wind for France—

that is the announcing phrase. It is twice repeated:

When we our sails advance,
Nor now to prove our chance—

we feel that the rhythm is moving towards a climax. And so
it is:

Fair stood the wind for France,

When we our sails advance,

Nor now to prove our chance
Longer will tarry.

The ear is satisfied; the stanza is complete. The last verse
has rounded off the rhythmical period with a suitable cadence.
Or read the well-known Aeolian couplet:

Tunv & "Trévad “Tunp,

“Tunw o ‘Tuéval o.

THE CA-
DENCE
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That, too, is a complete sentence. The Glyconic announces,

the Pherecratic responds. Reverse the order of the two phrases,
and this sense of completeness is lost. The Pherecratic is a

natural cadence, the Glyconic is not.
Different rhythms demand different cadences. A favourite

one in Dorian rhythm is a phrase of pure epitrite:

Pind. O. vi 19-21
W . A W 1 4 w
oUTe OUoNpPLs €wr oUT @v didhovikos ayaw,
xkal péyav Spkov dudooais TovTo yé ol cadéws
papTupnow: peiidpboyyor 8 émirpéyrovtt Moioa..

Ionic a minore finds its most complete cadence in its ana-
clastic form, the Anacreontic. Another, less complete, is
obtained by the same process in a different way. Just as
choriambic (+ v+ £) gives two iambi (v < v ), so Ionic a minore

gives two trochees (£ v £ v):

Aesch. Supp. 1029-361
e pav dorvd’ dvaxtas pdrapas Oeovs yavaevTes moliovyovs
1€ xal of yeiu' 'Epacivov wepivaiovow malaiov.

vmobékaale & dmadoi uelos: alvos 8e mohw THrde IleAaoyav
éyétw, und éri Neidov mpoyoas céBwuer Juvous.

Choriambic tends to slip into Aeolian:

Soph. Phil. 714-15
olvoyUTov meuatos fally Sexérn ypovov.
Aeol. tripody

In Aeolian rhythm the usual cadence is Pherecratic, of which
an example has just been given. The same phrase is often
used as a cadence in Paeonic. An example will be found
at the end of the dochmiac passage from the Agawiemnnon
which was quoted in the last chapter®

1 1029 dorvd’ dvaxras Tucker: dorvdraxras. to3jr wepwalovow Marckscheffel :
wrepwaleTe. ? See above, p. 12.

UNIVERSITY OF CALIFORMIA



THE SENTENCE 15

The announcement does not necessarily consist of only a
single phrase. A favourite device is to follow up one sentence
with another, which repeats the general scheme of the first,
but with a longer announcement:

Anacr. 1
yovvotuai ', éhadnBole, (First sentence)
Eavly mal Ao, aypiwv
Séomowr’ "ApTeps Onpaw
n xov vov €mi Anfaiov (Second sentence)
dtvnot Bpacvkapbiwy
avdpdv éoxaTopas mohty
yaipova'* ob yap dvnuépovs
TOLPALVELS TONL)TAS.
This device will be familiar to Englishmen:

God save our gracious King, (First sentence)
Long live our noble King,

God save the King.
Send him victorious, (Second sentence)

Happy and glorious,
Long to reign over us;

God save the King.

Nor are all the announcing phrases necessarily identical. The
following sentence begins with an Ionian phrase (-+ vv£ v£)1
and a Glyconic:

Soph. O.T. 1186-8

N % - L] L - a % % \ r ) -
iw yeveali BpoTdv, as vuds loa kai To undév {waas évapilfud.

This scheme is repeated in the sentence which follows, except
that there we have two Glyconics instead of one:

Ibid, 1189-92

Tis ydp, TiS avnp TAEor Tas evdaipovias pepet

7} TocovTov 6oov doxeiv kai dofavt’ dmoxAiva;

! For this and other Ionian phrases, see Appendix

UNIVERSITY OF CALIFORMNIA
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The final cadence may be strengthened by extending it
beyond its normal length:

Soph. Track. 947-9

r
TOTEPA TPOTEPOV ETITTEVW, TOTEPA TENER TEPALTEN W,

Glyconic (resolved) Repeat
Svarpir’ Euorye Svordve.
Pherecratic (protracted)

The last of these three phrases is a Pherecratic augmented to
the extent of one syllable: tvv £v £ _ instead of £vw £v £,
The effect is heavy, and appropriate to the sense. The same
device is used in Dorian rhythm, where the epitrite may be
protracted in this way:

Stesich. 32

OUK €0T ETUMOS ANOyos oUTOS*

ovd éBas év vavaiv evaélpors.
Epitrite (protracted)

Nor is it confined to the end of the sentence: wherever
the poetical cffect is slow, heavy or laboured, we may expect
it to be enforced by protraction. Perhaps the finest example
is found in the Ewmenides, where the Furies, rising out of
sleep, begin their binding-song with an invocation of their
dread mother, Night:

Aesch. Enm. 322-4

parep, & w Erikres, w parep NuE,
alaolot xai Seboprooiy mowad,....

A still more effective means of enforcing the final cadence
is provided by another musical device known as everlap. Let
us continue our analysis of that strophe from the Oedipns
Tyrannus (1186-96): iw wyeveai Bporar. We have seen that
the second sentence is a repetition of the first, except that
the Pherecratic cadence is held up, and so enforced, by the
interposition of an additional Glyconic. Qur third sentence

LUMIVERSITY OF CALIFORMIA
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is to bring the strophe to an end, and so will require a cadence
even more forcible than either of the preceding:

Soph. 0.7, 1193-6

% F # LI ] % F N ¥ >
TOV oov ToiL Tapdderyu’ éxwy, Tov oov daipova, TOV GOV, ®

Glyconic Glyconic
Pherecratic

Thapor Oldiroda, Bporwr ovdér paxapilw.

Glyconic

The announcement consists, as before, of a Glyconic twice
repeated; the cadence, as before, of a Pherecratic. But here
the Pherecratic is dovetailed into the preceding Glyconic in
such a way that, if the rhythmical effect is tobe fully appreciated,
the second syllable of Bpor@v must be regarded as common
to both. This is very important.

Ar. Ach. 836-41

¥ ~ % o ] w #
evdatpovei y avBpwmos: otk fikovaas ol wpoPaive

1 2
] [l - / r k] L.
TO Tpayua Toi SovAevuaros; KAPTWTETAL Yap avnp

I 2

év Tayopa xalnuevos+ xav elain Tis Kryoias
I I
Pherecratic
1) cukopdavTns ailos, oluwlwy xaledeitad.
I

Aesch. Eum. 320-31

Pherecratic
émi 8¢ T Teflupéve T68e uélos, maparxord, mapapopa ppevodars
Fourth paeons
We are now in a better position to understand that Choriambic-
Aeolian rhythm noticed above:

Soph. Phil. 714-15

Choriambic

oivoxUTov TwpaTtos nallny Sexérn ypovor
Aeolian tripody
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Aesch. Supp. 553-5

Choriambic
avtimwopov yaiav év aioca diaTéuvovoa mopov kupatiav opiles.
Pherecratic

So in English:

None but the brave, none but the brave, none but the brave deserves
the fair.

You would spoil that rhythm if you read it thus:

None but the brave, none but the brave, none but the brave
Deserves the fair.

Unfortunately, many Greek rhythms are spoiled, or at least

obscured, by the way in which they are printed. Take the
Sapphic stanzal:

Sappho 2

wowkinoBpor’ abdvar’ "AppodiTa,

wail Atos Solomhoxs, Miogaoual oe,

pn p' doaiot ymd oviawg: Gapva,
mworvia, Bupor,

Is that the right way to read it? Does not the ear feel
instinctively that the third and fourth lines should be taken
more closely together?

LI ¥ L F
motcilofpoy’ abdvat' "Adpodita,
qrai Alos 8ohomhoke, Migooual oe,
pn u' doatoe und oviatat ddura, wotvia, dipov.

That is how anyone with an ear for rhythm reads the stanza,
and that is how it ought to be printed. If we hesitate to
accept the authority of our ears, we have only to notice that
hiatus is not allowed between the third and fourth lines, as
usually printed, though between the others it is common, and

1 This account of the Sapphic stanza is taken from W. Headlam, /lfustrations of
Greel Metre, 11 (Camb. Univ. Press). See also Lobel, Sappho, p. lxvi.
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that a single word is often divided between the third and
fourth, between the others never.
How, then, is the stanza to be analysed?

motciholpor’ abdvar’ "Adpodita

That is clear enough. The first phrase is made up of two
figures—an epitrite and a Pherecratic. And the second 1is
a repetition of the first: wai Aios, dohomhoxe, Macoual ge.
So is the third—but with a difference. Being the last of the
stanza, it ends with a more perfect cadence than either of the
preceding:

p p' acaiae und oviaiot dauva, wotwia, Bouov.

Is not this very beautiful?

Aphrodite, goddess enthroned in splendour,

Child of Zeus Almighty, immortal, artful,

I beseech thee, break not my heart, O QQueen, with sorrow and anguish !
Rather come, O come as I often saw thee,

Quick to hear my voice from afar, descending

From thy Father's mansion to mount thy golden chariot drawn by

Wings of sparrows fluttering down from heaven

Through the cloudless blue; and a smile was shining,

Blessed Lady, on thy immortal lips, as standing beside me

Thou didst ask: ** Well, what 1s it now? what is that

Frantic heart's desire? Do you need my magic?

Whom then must [ lure to your arms? who is it, Sappho, that wrongs
you?

On she flies, yet soon she shall follow after;
Gifts she spurns, yet soon she shall be the giver;
Love she will not, yet, if it be your will, then surely she shall love."

So come now, and free me from grief and trouble,
Bringing all to pass as my heart desires it!
Answer, come, and stand at my side in arms, O Queen, to defend me|
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CHAPTER FOUR

METHODS OF TRANSITION

HE sentences we examined in the last chapter were

mostly homogeneous; that is to say, their component
phrases were all drawn from one or other of the four recog-
nised classes of rhythm. But the Greek poet did not hesitate
to mix his rhythms, when the effect seemed to require it, and
indeed we find every variety of sentence, from complete
homogeneity to the utmost diversity. Some phrases have
natural affinities with each other, irrespective of the class to
which they belong, and these may be freely mixed without
violence to the ear. Such are the Aeolian tripody and the
dochmiac, happily combined by Aeschylus in The Suppliants :

Aesch. Supp. 641-61

pnmrore mupipartor Tavde Ilehaayiav Tov dyopov Boav
Aeolian tripody Aeolian tripody Dochmiac

kticat paxhor "Apn, Tov apotois Oepilovra Bpotous év d\hots.
Dochmiac Dochmiac Pherecratic

Others, however, do not possess this natural affinity, If
they are to be satisfactorily combined, the poet must find
some means of mitigating the abruptness of the transition.
There are five such methods of transition, or shifts as they
may be called: shift by anacrusis, resolution, link, echo and
overlap?®

I. ANACRUSIS.

If we look back at the phrases we have been considering
in the preceding chapters, we shall find that they may be
divided into two classes according to the disposition of the

I 641 rawde Ilehaoylar Klausen: rév Ilehacylar wéhr.
* See Headlam, /.f7S. vol. xx11, pp. 21619, for shift by echo, link and overlap.



METHODS OF TRANSITION 21

rhythmical accents. First, there are the phrases based on such
feet as the iambus and anapaest, which begin with an unac-
cented syllable. These are in what is called 77simg rhythm.
And secondly, there are the phrases based on such feet as the
trochee and dactyl, which begin with an accented syllable.
These are in falling rhythm.

There is a peculiar feature of falling rhythm which must
now be explained ; though it is so common in the poetry of
all languages that it hardly needs explanation.

With a waist and with a side

White as Hehe's, when her zone

Slipt its golden clasp, and down

Fell her kirtle to her feet,

While she held the goblet sweet,

And Jove grew languid.—DBreak the mesh
Of the Fancy’s silken leash ;

Quickly break her prison-string,
And such joys as these she’ll bring.

This passage is plainly in falling rhythm. The feet corre-
spond to the Greek trochee, and begin with the rhythmical
accent—all except the last line but three: “And Jove grew
languid....” What are we to make of it? If it stood alone,
we might take it as rising rhythm (iambi): “And Jove [ grew
lang/uid,—Break [ the leash.” But the context compels us to
take it in falling rhythm like the rest:

Fell her [ kirtle [ to her / feet,

While she [ held the / goblet [ sweet,
And | Jove grew [ languid....

The initial syllable stands outside the metrical scheme. This
is anacrusis. In Greek, too, falling rhythm is frequently varied
by the addition of a prefix of this kind—usually a single
syllable, long or short, more rarely two shorts.

Stesich. 32

¥ o LI r ,
OUK €TT ETUOS AO7YOS OUTOR
Prosodiac with anacrusis
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Alcm. 23. 36-7

Eoti Tis oL@y Tigs. o & ONSios GaTis elppwr .
Trochaic Pherecratic with anacrusis
Pind. P. ii1 23

perapmvia Onpedwy axpdyvrors élmiow.
Prosodiac with anacr.

It is not difficult to see how anacrusis comes to be used as
a means of transition between rising and falling rhythm:

Aesch. Supp. 8o0-5*

wofev 8¢ por yévour’ dv aibépos Bpovos,

mwpos dv yiwv U8pnha ryiyverar védn,

f) Moads avyiliyr dmpoadeprTos oloppwy Kpeuds
yvmids métpa, Bald wrdpa paprvpoiicd pot .

After two iambic trimeters we hear the phrase -+ v+ v+ o2,
an iambic dimeter, which, while continuing the rising rhythm
with which we began, at the same time suggests trochaic with
anacrusis, and so provides an easy transition to the trochaic
phrases which follow.

Soph. Ant. 948-55

xaiToL xKai yyevea Tiuos, w mwal mai,

xai Znvos Tapleveaxe yovas YpuaopuToUs®

aA\’ a powpidia Tis dtvaois dewd-

These are prosodiacs—strongly marked falling rhythm. Hence,
when we come to the next two phrases—

ot av wv dABos ol A prs,
oU TUpPYOS, OUY GNLKTUTOL

we take them as also in falling rhythm—trochaic with ana-
crusis. But trochaic with anacrusis suggests iambic, rising,
rhythm, and by this means we are enabled to pass to dochmiac:

xehaival vaes éxdiryotev.

1 Bor xuww...wégm Porson: végn 8'...xuiw. Boz-3 dwpdodeprros Weil ; awpdodeixros.



METHODS OF TRANSITION 23
Soph. Ant. 332-8

molAa Ta Sewd xobdév avBpaymov Sewvdrepor wéler:

- L1 -
TOUTO kal Toliob mépay TOVTOV Yeiuepip vOTE

Xwoei, mepiBpuyiotoy .
Pherecratic with anacrusis
This is an Aeolian sentence of a type with which we are

already familiar. But the closing Pherecratic has anacrusis.
And so we proceed in rising rhythm :

el [ 4 ¥ i 1) -
Tepwy Um oiduaciv, Oedv Te Tav dmreprdrav, [av .

II. RESOLUTION.

There is another, more subtle, means of transition between
rising and falling rhythm. An iambus may be resolved into
a tribrach (v < into v ¢v): so may a trochee (< v into & v v).
Hence the tribrach provides a convenient link between the two.

Aesch. Cho. 22-351

¥ b [ » L L ¥ # r
vaktos éx Sopwy éBny yoas mpomoumos oEyeipt auv KoTE.
lambic dimeter lambic trimeter

wpémes mapnat Powviais duvyuos Svvyos dhoxt VeoTouQ.

The first three phrases are iambic. The fourth opens with
three tribrachs, which might be iambic too. Only when we
reach the end of the phrase do we realise that they stand for.
trochaic: Yv v Su v Su v 2,

Aesch. P. V., 160-76

Tis wbe TAnCLedpdios Bedy G TdS émiyaph;
lambic Iambic

¥ ¥ - -~ - [ . L3 E‘r ¥ F ¥ 1
Tis ov Evvacyald xaxois Teoiot, diya ye Atos; 0 O €mikoTWS ae
lambic [ambic
Oéuevos dyvaumrtov voov Sduvarar Odpaviav yévvar, ovde Anke.
Epitr. resolved Epitrite Prosodiac Epitrite

The first four phrases are iambic (rising rhythm). In the fifth,
we pass to Dorian (falling rhythm): but the transition is made

1 34 wappoee Hermann: wapnls. gowlais duvypds Conington: golwes’ duvypols.

T 3
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easy by the resolution of the first foot of the epitrite: Svw £-
instead of £v £—,

Soph. Aj. 605-7
YPOVE TPUYOpEVOS, kakay EATiS Eywy

rising rising
éri pé mor’ avioew Tov amotpomor dibnhov Albav.
shift to falling Aeolian enneasyllable (resolved)!

A pretty example of shift by resolution is to be found in
Pindar’s first Olympian—a composition we will examine in
detail in a later chapter:

Pind. O. i 7-8

Trochaic

pnd' ‘Olvuias ayova déprepov alddaoouey:
Pherecratic

60ev o wohvpaTos Dpvos aupiSdiheTar . .

The first of these two phrases is in falling rhythm, though a
hint of rising is contained in the iambus appended at the end.
The second begins with two tribrachs. Of these the first,
6fev/o, is so divided as to suggest trochaic, while the second,
molUga, is doubtful, and so prepares the way for the undis-
guised iambic which follows, and for the rising rhythm which
continues to the end of the strophe.

III. LINK.

Some figures and phrases contain in themselves the elements
of both rising and falling rhythm. The fourth paeon, for
example, may stand for a cretic, which is in falling rhythm
(¢~ve for £w2), or for a bacchius (vdwv < for w+-), in which

! See Appendix. Thus the last phrase of the strophe echoes the first (zgfi-7):
@ khewd Eahawes, ov wér wov. CF Phdl. 8277Tme’ d8dwas diafs, "Trve &' dhypdwr =
838 wohv T wohd wapd woda kparos dprvrar.  Resolution is used, not as a shift, but
as an anticipation of a change of rhythm, in Soph. Track. 116-19 (see above,
pp- 9—10), where woliwowor (for —=+=) anticipates the dactyl Kpyewor: ef. Aesch.
Theb, B18 yéveos. For other cases of shift by resolution, cf. Eur. &. F. 413 &yopor,
El (8o Exaver, Hel. 341 woTepa.
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case it is in rising rhythm. Hence it comes to be used as a
shift from one to the other.

Aesch. Supp. 787-911

pélas yevoluay xamwvos vépeaa yertovady Avos,
lambic (rising) lambic (rising)
b - L T T4 L) % W as r
T0 wav & adavros auweTns AioToS WS
Iambic (rising)
[ |4 ’ ¥ r
xovis ateplle wTepuywyr olotpay,
Paeon (link) Pherecratic (falling)

In the same way, the so-called iambo-choriambic (v+v+
+<vv+) may be regarded as beginning in rising (iambic), and
as ending in falling (choriambic) rhythm. That is why it is
used in the following passage:

Aesch. Cho. 48-52
{w mdvoilus éoTia, (o xaTaokadpal Sopwy dvihiol, BpoTooTyyeis
Iambic (rising) lambic (nsing) * lambic (rising)

Svodor kalimrovor dopovs Seamoriv favdroiot.
lambo-choriambic (link) Pherecratic (falling)

The transition is sometimes effected by a non-descript phrase
invented for the occasion:
Aesch. Agam. 745-8

SUoebpos kai Svaouiros cvpéva llpiapidaiow,
lonic a minore (rising)

wopumd Aios Eeviov, vupdoxiavtos "Epuvis.
Link Pherecratic (falling)

Aesch. Supp. 879-82

xai yap Svamalduws Shoto
Aeolian enneasyllable

8’ alipputor dAoos xara Zapmndoviov ywpa wmoliyrappov
Link lonic a minore
alabeis.

1 790 duwerys digror ws Haupt: durerdrar docwa,
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IV. EcHo.

The dominant factor in the rhythm of Greek lyric, as was
suggested at the outset of this inquiry, is the natural rhythm
dictated by the sense of the words. Sometimes, especially in
the case of the simpler and commoner rhythms, the words are
so grouped as to break across the outlines of the metrical
pattern, thus creating a rhythmical undercurrent, as it were,
of their own. Common dochmiac, for example, can be so
arranged as to suggest trochaic:

Aesch. Agam. 202-3

Dochmiac Dochmiac

wvoal & amo %Iﬁﬂ‘é"‘“ porovaas
(Trochaic)

Dochmiac Dochmiac

KGKXOTYONOL, pﬁfﬂﬁﬂ,ﬁﬁﬂ'ﬂpﬂgﬁ .
(Trochaic)

Often the purpose of such effects is merely to give the ear
variety ; but the poet is quick to take advantage of them for
another purpose:

Aesch. Agam. 387-g1!

Dochmiac Dochmiac Dochmiac Dochmiac
TVEOVT@V peilov 1) dueaiws, Preovrav SwpdTwv Umépev
( Trochaic) (Trochaic)

Dochmiac Dochmiac Trochaic (echo)

Umép T0 BéATiaTor. éoTw & amiuavrov daT dmapkeiv
Pherecratic

[ ¥ .
e wpamwidwy AaxovTe.

The trochaic movement is at first heard as an undercurrent
running beneath the rising rhythm of the dochmiacs; but
presently it emerges as an independent phrase, and so affords

an easy transition to the falling rhythm of the final Phere-
cratic,

1 391 hayorre Headlam : Aayoyra.
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Aesch., Supp. 58-63!

€l 8¢ xupel Tis mENas olwvomordy Eyyatos olkTov dlwv,

Choriambic Trochaic with anacrusis

Sokdaer Tis axovety

Pherecratic

éma tas Typetas piridos oiktpds akoyov xipknhdTov T dndovos.
lonic a minore Trochaic

The latter part of the Pherecratic (s axovew) suggests lonic
a minore : and this is echoed at the beginning of the next
phrase (émwa Tas Ty-), which continues in lonic a minore.

Aesch., Theb. 712-3*

Ionic a minore Aeolian decasyllable?
xatdpas Oibiréda Bhavidpovos. waidorérwp 8 "Epis éfotpiver.
e

Soph. O. C. 121-37

Molottus €—=) and cretic  Molottus and cretic
mpoadéprov, hebaaé viv, Tpoamwevfov wavtayy.
Bacchius  Anaclastic Glvconic
wAavdras, whavdras Tis 0 wpéoPus, ovd
echo

Glyconic

éyywpos® TpoagiSa yap ovk
Glyconic Glyconmic
dv wor doTiBés dhaos é¢ Tard apaipakeTar xopav,

Aeolian tripody Aeolian tripody

s Tpépouer Aéyew, xai mapapeSopect’

Bacchius  Anaclastic Glyconic Glyconic

AdéprTws, upwrws, dAdyws TO Tas evpdpov aTopa Gportidos
echo

Anaclastic Glyconic Pherecratic

{évres Ta 6¢ viv T Hxewr Aoyos obder alovd’

echo

! g8 oluwowordw Headlam, after Tucker: olwvowdhwr. 59 olkror Schwenk : olkrow

olkTpor.

? 213 forpire. Headlam: &8 drplver.

* See Appendix for this phrase. Its function here is to combine an echo of chor-
iambic with the i"herecratic cadence.
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Anapaests
Ov éyw Aeboowr mepi mav obmw SUvauar Téuevos

Yr@vat Tov joiL TOTE vaieL.

In this last passage—an excellent example of the uses of the
echo—the cretic wavrayj is followed by a bacchius (7whavaras),
which is repeated as the opening of an anaclastic Glyconic?,
and so prepares us for common Glyconic. We hear the
bacchius again at adépxrws: again it is taken up as the
opening of an anaclastic Glyconic, and so we come back to
common Glyconic again, The bacchius is re-echoed a third
time in (évtes, thus preparing the ear for the rising rhythm
of the anapaests, which bring this beautiful strophe to an
end.

Sophocles, of all the poets, delighted in the effects which
can be obtained from this device of echo. In his pursuit of
them, he sometimes abandons the standard phrase almost
entirely, and gives free rein to his fancy, allowing one rhythm
to grow out of another, phrase upon phrase, just as they
suggest themselves to his sensitive ear. Thus, the following
passage is based on certain standard phrases (given above the
words): but it owes its organic unity to the delicate interplay
of echoes (given below the words).

Soph. Aj. 221-32*

Epitrite? Epitrite Prosodiac Epitrite

T T 3 5 = ¥ # W L ’
olav édnlwaas avdpos aiflovos dyyeliav dTAaTov ovdé devkTav,
S i :

Prosodiac Prosodiacs

TOr peyalwy Aavawy Umo kiplouévay, Tav o uéyas pibos aéfer,
b echoed N d d echoed e

1 Cf. Eur. Sugp. 1012-13 opld & rehevrar v’ foraxa- Tiya 8¢ poi
* See Headlam, /. &.5. vol. xx11, pp. 218—y.

¥ —z—sfor £=£=: see Appendix.
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lambo-choriambic Pherecratic

olpor ¢poSBoiuar To wpogépmor. TepidavTos avnp

a echoed e echoed A .
B

Anaclastic Pherecratic
Oaveitar, mapaThdkTe) Yepl TUYKATAKTAS

f echoed e echoed g echoed

Prosodiac Epitrite
erlmrlniq Eideow Bora kai ﬁGTﬁ_pgq i*!r'.'qut_-'cé#m_:.
f echoed ¢ echoed

V. OVERLAP.

The use of overlap for enforcing the final cadence has
already been illustrated. As a shift, it is not confined to the
cadence.

Soph. £/ 10049

Acolian couplet!

xai Tav Ovpaviav Oéuw Sapov odk amovnTol.

Glyconic

w ybovia Bpotoict Pdpa, kata pot Boacov oikTpdv
Anacreontic Anacreontic

éra Tois évepld Arpelbais ayopevta Pépove’ aveidn.

Anacreontic Pherecratic with anacrusis

Eur. Hel 1451-5

Tambo-choriambic Iambo-choriambic
Doivicoa ZLibwrias & Tayeia koma poblioiat, patnp
Pherecratic
Glyconic Pherecratic
ewpeaias pila, yopaye TAY kalhiyopwr Sehdpivwy, éTav alpais...
lambo-choriambic

Aesch, P, V., 412-17?

lambo-choriambic lambo-choriambic
oTévw e Tas ovhopévas Tuyas, llpounbei- Saxpvoioraxta &
Anacreontic lIonic a minore

1 1 give the name Aeolian couplet, for the sake of convenience, to the Glyconic
followed by a Pherecratic.

¥ 415 daxpuoloraxra Minckwitz: daxpverieraxror.
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amw’ doocwv padivdv heBouéva péos mapeav

(contd.) Anacreontic
voTiows éteyEa myyais.
Anacreontic

Overlap reaches its highest point of development in a con-

tinuous contrapuntal effect, in which two different rhythms
are made to run side by side for the duration of several
phrases. This may be called concurrent rhythm?,

Aesch. P. V. 130-40

Iambo-choriambic Iambo-choriambic

pndev pofnbys: ¢uhia yap nde Tafis wrepUywy
Anacreontic Anacreontic...
Iambo-choriambic

Goais apidrats mpogéSa
(conitd.)
Pherecratic Iambo-choriambic

Tovde mwdyoy, TaTpwas poyis Tapelmovoa dpévas:
Aeolian decasyllable
kpaiTvogopol 8€ pu émeprav adpat.
Phaeaati
lambo-choriambic Iambo-choriambic
kTumov ydp axw ydivBos Sinkev dvtpwr vy, éx &
Anacreontic Anacreontic...
Iambo-choriambic

émanEé pov Tav Qepepimv aibn

(conid.) Pherecratic

Aeolian decasyllable
avbny & dmédiros Sxep mrepuT.
(Pherecratic) )

The concurrent phrases are iambo-choriambic and Anacreontic.
Both are indispensable to the design—the first because it
forms the basis of the metrical pattern, the second because
the natural grouping of the words demands it. If we analyse
the first sentence, for example, as iambo-choriambic alone—

! See Headlam, J.A.5. vol. xx11, pp. 219-121.
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pndev doBnbis- dikia

yap Nde Tafis wTepUyw

foals auidhais mpocéSa.
the result looks well enough on paper, but does not satisfy
the ear; for the dominant rhythm of the middle of the sentence
is Anacreontic:

pndev PpoSnbys-

pehia yap nde Takis

mwrepiywy Boats duidhais

mwpocéSa.
The distinctive feature of the passage as a whole is its lack of
phrase-pauses. Before we approach the end of one phrase we
are carried onwards by the beginning of the next. The effect
is undulating. Could Aeschylus have devised a happier
rhythmical accompaniment to the flight of his Ocean Nymphs
as they ride through the air on their winged sea-horses?
Perhaps that is why Sophocles uses the same rhythm in a
passage in the Electra:

Soph. £/ 1058-62

Iambo-choriambic Iambo-choriambic lambo-choriambic...
Ti Tous dvwber ppovipwTdTous oiwvovs éocopwuevor Tpodas xn-

Anacreontic Anacreontic
(contd.) lambo-choriambic Iambo-choriambic...

douévous ad’ dv Te PBrdoTwoir ad’ dv T dracw elpw-
Anacreontic Anacreontic
(contd.)

oL, TA® oux €m loas Te\oUuerv;
Pherecratic

In the Ajax, he compounds Anacreontic in the same way
with Glyconic:

Soph. Aj. 695-701

Glyconic Glyconic
& Ilav IMav ahimraykre Kvhhavias yiovoxTimov
Anaclastic Glyconic Anacreontic...

meTpaias amwo delpados
(comid.) Anacreontic...

LUNIVERSITY OF CALIFORNIA
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(Glyconic Glyconic
pdvnl', & Bewv yopomoi dvak, dmws por Mucia Kvwat' op-
(contd.) Anacreontic
Glyconic Glyconic
xnipar avtobail Evvaw ldyrns: viv yap éuoi uéhet yopeboal.
Anacreontic Anacreontic
If we ask why Sophocles uses this rhythm here, perhaps we
shall Aind the answer in a fragment of Pindar's:

Pind. fr. g5
Glyconic Glyconic
& Ilav 'Apkadias pedéwr, kai aepviv adirov puhaf .
Glyconic Glyconic .
patpos peyakas omade, ceprav Xapitov péknua Tepmrov.
Anacreontic Anacreontic

When Sophocles addresses a hymn to Pan, he writes in the
rhythm used by Pindar for the same purpose before him.
Possibly, the intention of both was to remind their audiences
of a traditional song: or did the song take its shape in
reminiscence of the poets? For it is in the same rhythm:

Scolium 5, Bergk 111 p. 644

Glyconic

o [lav 'Aprabdias pebéwr xhecvvas,
Anacreontic

Glyconic
opx"MoTd, Epﬂ;.ufaﬂ‘ orade Nuudars,
Anacreontic

+ veragiaws + & [Mav én’ éuais
Glyconic Glyconic
evppoguvaidt, Taiod aoidais xkeyapnuevos . . .

Anacreontic

Rhythmical effects such as these—and surely they are very
beautiful—are not to be found, so far as I know, in the poetry
of any other language. No doubt, Greek lends itself more
easily than most to intricate rhythmical design, but part of
the credit must be given to the Greek poets themselves who
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excelled all others in the subtlety of their sense of rhythm.
For it is possible to produce effects—less precise, but similar

—in a language which by comparison is so intractable as
English:

You need not fear us, we are friends. Our father said no, but we .
pleaded, then in haste took to the air,

Breathlessly beating long wings,

And on and on raced with the wind,

Riding the crests of the mountain breezes.

We heard the dull strokes of a hammer through the sea-caves, and we
leapt ahorse without time to remember manners,

Each foot in the stirrup without a sandal.

We see, Prometheus, and a sullen cloud has drawn down in a moment
drifting tears over our eyes,

Oh what a sight we see here—

Immortal limbs grappled in steel,

Wasting to death in this iron winter

The world has new masters, and Zeus usurping all power to himself
proclaims a new order of harsh oppression.

The giants that were have been brought to nothing.
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CHAPTER FIVE

MUSICAL FORM IN GREEK POETRY

HE kindred arts of poetry and music differ in one most

important respect. Poetry tells a story ; like sculpture, it
is a representativeart. A poem often takes its shape from the
impress of its subject-matter—for every story has a beginning
and an end—and thus assumes a natural coherence which
diminishes the necessity of an artificial form. Music, on the
other hand, tells no story; like architecture, it is a non-repre-
sentative art, Not being a direct narrative of human experience,
it depends for its coherence upon a superimposed,artistic form,
which will appeal to the aesthetic instincts of the hearer and
convey to him a proper sense of unity and completeness. It
is only natural, therefore, that conscious artistic form should
have been more highly developed by musicians, for whom it
is indispensable, than by poets, for whom it is not. And it
reaches its highest development in the hands of those com-
posers whose work is furthest removed from direct representa-
tion of human experience—in the fugues of Bach, the quartets
of Mozart, the symphonies of Beethoven, which cannot be
fully appreciated without previous acquaintance with the
formal principles underlying their composition.

We saw that the simplest kind of musical sentence owes its
coherence to a natural response by which the second of its
component phrases provides a complement or counterpart to
the first. The same principle underlies the simplest kind of
musical design, known among musicians as Two-part form.
If we listen to God Save the King, for example, we find that,
both rhythmically and melodically, the design falls into two
more or less equal portions, the second being a restatement,
in similar though not identical terms, of the first. This is
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Two-part form: and, for convenience, we may represent it
by the symbol A-B,

Musicians felt the need of a design which would offer them
greater scope than is afforded by simple Two-part form. Hence
the rise of what is called T/ree-part form. Listen to a stanza
of The Red Flag, and you will find that the composition falls
not into two but into three parts, the third being a restate-
ment of the first, and the second something in the nature of
a digression or development. Statement—digression—restate-
ment. First subject—second subject—first subject. The design
may be described in various ways, or symbolically A-B-A.
Minuet-and-trio form is based on this principle. The first piece
of the design, the minuet, begins with a first subject which
develops into a second, and it ends by returning to the first.
The second piece, the Trio, is constructed in the same way,
and the third is a repetition of the first.

A. Minuet: A-B-A.
B. Trio: A-B-A.
A. Minuet: A-B-A.

The Rondo is a further elaboration of the same principle.
In the Simple Rondo the first subject is repeated twice—in
the middle and at the end ; but the first and second statements
of it, and the second and third, are separated by two digressions
or episodes, thus: A-B-A-C-A. The Sonata-Rondo is even
more elaborate. There are two subjects and a central episode.
The first subject is followed by the second, then the first
recurs ; in the middle comes the episode; then the first sub-
ject returns, then the second, and finally the first again:
A-B-A-C-A-B-A.

Sometimes, the completion of the design by the return to
the opening subject is followed by an extension or appendage,
added either to soften a too abrupt conclusion or to provide
a sort of epilogue in which the main themes of the composition
are summarised. This is the coda.

THREE-
PART
FORM

MINUET
AND
RONDO

THE
CODA



CYCLIC
FORM

36 GREEK LYRIC METRE

The superior flexibility of Three-part over Two-part form
may be seen from its use in continuous composition, where
the second subject of one piece of the design is sometimes
taken up as the first subject of the next: A-B-A, B-C-B,
C-D-C, etc. This is Cyclic form, and reminds us of the ferza
rima of The Divine Comedy, in which the first verse of each
terzetta thymes with the third, and the second with the first
and third of the next fersetta :

La gloria di colui che tutto move

per l'universo penetra, e risplende
in una parte pii e meno altrove.

Nel ciel che piu della sua luce prende
fu' io; e vidi cose che ridire
né sa né pud qual di lassh discende.

Of course, it must not be supposed that these formal prin-
ciples are rules which the composer is bound rigidly to observe:
they are merely the fundamental laws, based on aesthetic
instinct, which form the groundwork of his art. He is free
to vary them as much as he chooses: only, even when he
diverges from them, his work cannot be rightly understood
without reference to these original types.

That the Greek poets were endowed with a finer sense of
form than most poets of modern times, will hardly be denied.
Nor is it difficult to see how they came by this highly de-
veloped sense of form : they were also musicians. Mr Sheppard
has shown by a detailed study of the structural form of Greek
poetry, how, in epic, lyric and tragedy alike, they strove to
attain a formal unity by the artistic arrangement of episodes,
images and ideas!. The principles of composition which he
discovered by a study of the subject-matter alone are essenti-
ally the same as those which underlie the form of modern
music. We shall have more to say on this important subject
later; for the moment, let us note the parallel, and remember

1 J. T. Sheppard, Pattern of the lliad (1922). See also Aeschylus and Sophocles
(1937), Cambridge Ancient History, vol. v, chap. v, and his articles in J.A.5.
(1932), pp- 220 ff., C. K. (1922}, pp. 5-11.
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that nothing is more natural than that poets who were also
musicians should have revealed in their poetry a musical
technique. _

One link is still wanting to make our argument complete.
Musical composition is based on certain fundamental prin-
ciples of artistic form; and we have evidence that these
principles underlie the formal technique evolved by the Greek
poets. Can they be traced in their rhythms? To answer this
question we must examine a unit in the rhythmical design
larger than any we have noticed so far—the strophe.

In some songs written in Three-part form—in The Red
Flag for example—the rhythm of the words is the same
throughout : the musical form depends on variations in the
melody alone. In others, however, the form is reflected in
rhythm and melody alike. In Schumann’s Freisinn, for in-
stance, the second subject begins with a change of rhythm—
a change which is reflected in the words themselves.

A. Lasst mich nur auf meinem Sattel gelten,
Bleibt in euren Hiitten, euren Zelten,

Und ich reite froh in alle Ferne,
Ueber meine Miitze nur die Sterne.

B. Er hat euch die Gestirne gesetzt
Als Leiter zu Land und See,
Damit er euch daran ergitzt,

Stets blickend in die Héh'
A. Lasst mich nur, etc.

Now the melody of Greek music has perished, but the
rhythm has survived. In many pieces, the rhythm is the
same from beginning to end, and their musical form, if they
had a musical form, has perished along with the melodies
which accompanied them. In others the rhythm varies. Let
us examine these with a view to discovering on what principle
the rhythms are built up.

Starting from the isolated foot, we advanced, through the
fizure and phrase, to the sentence. We now come to the
strophe—the recurrent group of sentences which constitutes

LUNIVERSITY OF CALIFORNIA
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the framework of the poem as a whole. Strophic lyric is of
three kinds—monostrophic, antistrophic and triadic. The
monostrophic poem falls into a number of single strophes,
each identical in rhythmical form. The antistrophic poem
falls into pairs of strophes: no two pairs are alike, while the
strophe and antistrophe of which each pair is composed are
identical. In the triadic poem, strophe and antistrophe are
followed by an epode, which differs from them in form, though
similar in its general character: and this tripartite design is
repeated without variation in detail or in the order of its parts.
Thus, in the first two kinds it is the strophe, in the third the
triad, which is the organic unit—the largest the poem contains.
Here, if anywhere, we shall expect to find traces of formal
design. And since, for the reason explained above, these
traces are less likely to appear in homogeneous rhythm than
in heterogeneous, let us begin with some simple examples of
Two-part form in homogeneous Dorian.

Aesch. Pers. 854-992,
Str. 1
A & momot, 1} peydhas ayablds Te mohiooovouov Siords émre-

xvpoapev, €08’ o ynpaios

B mavrapkis, dedrns, duayos Bacikels, icofeos Aapelos dpye
Yw@pas.

Str. 2

A Bocas & elhe mohews mopov ov SiaBas” Ahvos mworauolio, ovd’

ad éorias cvbels,

B oiat Zrpupoviov meldryous 'Ayxelwldes eigl mwdpoikor Bpy-
KLV €Taviwy.

Str. 3

A vagol & al kata mwpdv' dov meplklvaTol Tade ya mwpoay-

peva,

1 This free form of Dorian is Stesichorean: see W. Headlam, /.A.5. vol. xxu1,
p- 215; and cf. below, pp. 103-4. Its peculiar characteristic—the long dactylic
phrase—is obtained by resolution of the final spondee of the presodiac.
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B ola AéoBos, énatoduTos Te Bdpos, Xios 78¢ [Tdpos, Nakos,
Mvixovos, Trive Te avvdmrrova’ "Avbpos ayyiyeitwr.

All these sentences are of the same type—a long dactylic
announcement, followed by an epitritic or trochaic responsion.
And each strophe consists of two such sentences.

Eur. Andr. 766—76
A 1 un yevoipav 7 marépwv ayaliv
einy wolvkTTOY TE Sopwy péToYOS.
€l TL fyap wATYOL TIS AUXAVOV, ANKES
oU TTaAvLs €UyEVETALS,
B xnpuvocouévoios 8 an’ éaf\dv Swudrav
Tipd kal xK\éos* oUror heirava Tov ayabov
dvBpdv dparpeitar ypovos' d & dpera
xat Bavolor Adures.
Both sentences are quadruple ; but in this case the responsions
are different. The Two-part character of the whole, however,
is perfectly clear.
Pindar elaborates this simple form by the addition of a coda:

Pind. . ix 1-5
A Kopdoouev mwap’ ’Amorhwvos Zexvwvole, Moicar,
Tav veoktioTav és Altvav, &vf avamemrrauévar Eelvov vevi-
avtai Gupad,
B d\Biov és Xpopiov 8dp’. arl’ éméwv yhuxvr Duvov mpdoaere.
70 kpaTiaimmoy yap és dpu’ dvaBaivav patépi kal Si8Vuois
maibecow aldav uavie
C Ilvfadvos aimetvds oudxhdpols émomTais.
The first two sentences both end with a double epitrite
(vt 2£u2); the third, the coda, is composed of three epitrites
—a common conclusion to Dorian periods known as the Zrqna-
xnp&'fmf i
A clear example of Two-part form in Ionian rhythm will
be found in a strophe already quoted from 7/ie Suppliants of

1 Another example of two-part form with coda will be found in the twelfth
Pythian.
T 4
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Aeschylus (1029—-36)Y. The first sentence concludes with a
ditrochee, the second with an Anacreontic; and in both the
length of the announcing phrase is the same. Another, in
heterogeneous rhythm, will be found in the strophe from the
Prometheus analysed at the end of the last chapter (P.V,
130-40)% Here, the announcement is Anacreontic and iambo-
choriambic, the responsion an Aeolian decasyllable ; and both
sentences are similar, except that the second is more condensed.
We shall come across many more strophes of this type when
we examine the plays of Aeschylus in detail.

Three-part form may be seen at its simplest in a strophe
like the following, where the first phrase is repeated after a
short digression :

Aesch. Agam. 1135-41 {(Dochmiac)
A ¢pevopaviis Tis el BeodopnTos, dudi & airas Opoels
B wopov avouov. old Tis Eovfa
axopetos Bods, ¢pev, Takatvars ppeciv
A "Irvr"Irvr orévove’ apdpiBary xaxois andwr Biov.

More commonly, however, the restatement of the opening
subject is shorter than its first occurrence:

Aesch, Agam. 170-7. A Trochaic: B Dactylic

* - - ¥
A Zels doTis mot éoTiv, €l Tod avTd Pidov xexAnuéve, TouTO

Vv TpoTevvéTw. oUd Exw TpodeikdoaitTdvt émioTabpwpevos

B wAnv Ados, €l 10 pdrav dmwo ppovridos dxbos

A ypn Bakeiv érnriuws.

Nor need the formal divisions be coterminous with the sen-
tences. In the passage which follows they are independent :

Aesch. Supp. 638-46. A Aeolian: B Paeonic.

[ = - e L
viv ote kai Beoi Aloyeveis kAUoLT elkTaia ryével Yeovoas:
(A) Tripody Pherecratic Pherecratic

! See above, p. 14 ? See above, p. 3o.
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prmrore mupidpaTor tdvde Ilehacyiav Tov dyopor Soav

Tripody Tripody (B) Dochmiac
kTicatr payiov " Apn
Dochmiac

Tov dpoTois BepilovTa Spotovs év ailais.
Dochmiac (A) Pherecratic

In a few cases, we find that the Greek poets developed
Three-part form somewhat on the lines of the modern Rondo.
In the strophe which follows, the three main subjects are
trochaic, dactylic and dochmiac, with cretic as a link between
the first and third :

Aesch. Agam. 9g66-771. A Trochaic: B Dactylic: C Dochmiac. DEVELOP-

Form: A-B-A-C-A. MENT ‘C'F
THREE-

rimre por T8 éuméduws delpa wpooTaTipiov PART

A FORM

xapdias Tepagkomwov woTATAL,

pavtimohel 8 axélevaros duiobfos doidd,

B

oUd dmomricas dikav Svokpitwy dvetpdTwy

A

fdpaos elmrefés iLew dpevos didov Opovov;

(cretics) A

yxpovos 6 émel mpvuvnoiov EvvepBolas Yraupas axta wapi-
C A (cretics)

dnoev, ebf U’ “Ihiov dpro vavBdras orpaTos.

A

No poet was more skilful in his development of Three-part
form than Pindar. So let us conclude this account of strophic
composition with an analysis of three of his odes, which will

illustrate almost all the metrical principles I have hitherto
enunciated.

L g74-5 EvwepSolds yauuds dera waphgmrer Headlam: Evwep@ihos Yapmas drdra
wapnfinoer.
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Pind. . vi. Monostrophic. A Paeonic: B Aeolian.
Form: A-B-A-B-A-B-A.

(A; Dochmiac

"Axovoar’s 3 yap é\wamidos 'Adpodiras dpovpay 7 XapiTwy
(B) Pherecratic Tripody with anacrusis

(paeon) (A) Dochmiac Link

Eu"&;ﬁigfupw.ﬁ pdadov épiSpopov xBovos s vaiov wpoooiyouevor:

Tripody (B} Glyconic

IvBiovikos Evb oASiotow Eppevidas

Tripody Glyconic

(paeon) (A) Dochmiac

f&-;}iﬁ}f;;{ 'Axpdyavti kai pdv SevoxpdTel

Trnpody

Dochmiac

éToipos Upvwy Onoavpos év molvypvop
(B) Pherecratic

(A) Dochmiac
‘Amodl\wrig TeTelyioTAL vATg.

Pind. P.v. Triadic. A Paeonic: B Aeolian. There is also
a recurrent figure +vw+ or <-4, Form of strophe: A-B-A-
B-A-B-A-B-A. Form of epode: A-B-A-B-A-B-A-B-A-
B-A.

Str,

(A) Dochmiac Dochmiac

‘O mhoiros eﬁpuwéevﬁv. oTav Tis apera xexpauévov xablapa
(B) Glyconic

(A) Dochmiac (A) Paeon

Bpotiiaios avnp woTuov wapaddvros abrov avdyy

{B) Glyconic

Dochmiac

molvpihov éméTar,

Paeon (+—~<) Dochmiac (£—£)

] L . r Ay L]
w Beopop’ "Apreaiha, av Tol viv kAuTds al@vos

axpdv Babuibwy dmro
(B, Tripody with anacrusis
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(A) Dochmiac
ouv evdofia ueraviceat
(B) Tripody
(A) Dochmiac
éxaTi ypuvoappatov Kdoropos:
Cretic (£-~£) Paeon & Cretic
evdiav bs peta yepépiov duBpov Teav

Dochmiac
katalfuooe pdeatpay éotiav,

Ep.
(A) Bacchius & Paeon

(B) Glyconic
RN (A) Dochmiac
Kuvpdras yhvevr dudi xamov "Adpoditas detdopevor,
Anaclastic Glyconic (B) Tripody

wavri pév Geov alrior Umrepriféper,

Tripody Tripody

(A) Dochmiac

pireiv 8¢ Kappwrov éfoy’ éraipwv:
(B) Pherecratic

R (A) Pagon  ([£=-t) (A) Cretic
bs ov Tav "Emipabiéos dywy oyrivoov Buyarépa mpépaciv Barridav
Anaclastic Tripody (B) Tripody

Dochmiac Dochmiac Cretics

adikero dopouvs Ocpionpeovrwv: all apiobapuaroy

(A) Dochmiac
U8ari Kaocrakias Eevwlels yépas dupéBale Tealaw ropars.
(B) Glyconic (ilyconic!

Pind. V. vii. Triadic.c A Aeolian: B Aeolian and Paeonic
combined. There are also some dochmiac and iambic figures.
Form of strophe: A-B-A. Form of epode: the same.

1 o e e o [ e Lo e £
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The principal phrases are as follows:
A {I] e ke

sy L L L

(2) v gvwv Luv £u 2=  Decasyllable with anacrusis!
(3) dvv tvv Luv 2 Glyconic

L e ] - -_
(4) =+ = } Pherecratics

Fi
i L L—

(§) — 4w~ £ & Tripody with anacrusis
(6) £ww 2w Suvv +uv £— Hendecasyllable

B (?) - L -LU-Lfa:-vu RAVEWIN S A
(B) S AW W S —’J,ll PR R B

(g) G&u Loas L l;r vewrw L oL

Str.
(A) 1 Iambic
"ExeiBuia, mapebpe Mopav SBabidpovwy,
6 —
7ai peyakooOevéos, dxovaov,” Hpas, yevéreipa Téxvar

4
lambic
avev oéllev
4 Iambic Dochmiac
o0 pdos, ov péhawav SpaxévTes edppovav Teav adehdeav
2 Link lambic
endyopev dryhadyviov” HBav. dvamvéopev 8’ ovy dmavTes éme Fioa,

a
(B) 7
elpyes 8¢ worpg Luyévd Erepov Erepa, guw 8¢ Tly
a echoed

8
xai mais o Bedpiwvos apera kpubeis
(A) 5 I

ebdofos detderal S wyévys peta mevTaédhoss.

1 Cf. Pind. O. xiv, 1, Kaguolwr 03drwr Aayoizar. But the analysis of {Adyouer
is doubtful. It may stand for a dactyl.

LUMIVERSITY OF CALIFORMIA



MUSICAL FORM IN GREEN POETRY 45

Ep.

(A) 4
codol 8¢ pé\hovra Tpitaior dvepov
Do et
4 [ambus
Euabov, o0d Umo xépder BraPer
e
(B) 9
apreos meviypos Te Bavdrov mweépas
2 =
aua véovrai® éyw &€ mhéov' ElmTouat
(A} 3 !
Aoyor 'Obvaaéos 1) wabav dua Tov adverij yevéat "Ounpov.
c ¢ echoed

To reduce these beautiful and intricate rhythmical designs
to a paper analysis is a difficult and not altogether satisfactory
task. Rhythmical composition is a flexible, delicate art, and
cannot be adcquately presented except through its proper
medium—oral recitation. The arbiter must always be the ear,
not the eye; and it is not easy to appeal to the ear through
the eye. Therefore, | ask the reader, after studying the analyses
given above, to recite the words of the poet aloud for himself,
and to consider whether, guided by the principles of phrasing
and of composition which have been laid down, he does not
find in them a natural, organic unity appealing directly to his
ear and to his sense of form,

UNIVERSITY OF CALIFORMNIA



THE LEIT-
MOTIV

CHAPTER 51X

SIGNIFICANT RHAYTHM

SUGGESTED at the beginning of the last chapter that,

by comparison with poetry, music was a non-representative
art—an abstraction or sublimation rather than a direct de-
scription of human experience. But this is not equally true
of all music. Even in modern Europe, where the art has
attained its highest development, we have, along with the
fugues of Bach and the symphonies of Beethoven, the music-
dramas of Wagner. Operatic music is not complete in itself:
though still mistress over poetry, it is the servant of the drama,
and in virtue of that relationship it assumes certain features
which distinguish it from music of the purer and more abstract
kind. Different combinations of melody and rhythm produce
different emotional associations; and out of this property of
music Wagner contrives to create many of his most striking
dramatic effects. Wotan, Briinnhilde, Siegfried—not only do
we see these figures on the stage, we hear them in the music,
and so can be reminded of them through our ears when they
are no longer visible to our eyes. Fate, Love, and Death—
the Ring, the Sword, the Curse—all these themes have their
appropriate musical Leit-motives, which are so skilfully woven
into the dramatic texture as to provide, as it were, a running
musical commentary on the varying fortunes of gods and
heroes displayed to us on the stage.

Greek music, in general, did not exist for its own sake,
and perhaps its most important function was to provide an
appropriate accompaniment to drama and the dance. In this
respect, it was more closely related to the operatic music of
Wagner than to the abstract music of Bach and Beethoven.
Hence we are not surprised to find that the Greeks attached
the greatest importance to the emotional associations—the

UMIVERSITY OF CALIFORMIA
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nfos—of the different modes. The Dorian mode was solemn,
manly, characteristically Greek. The Ionian was relaxed,
effeminate—there was something un-Greek about it. The
Lydian was voluptuous, the Phrygian exciting and passionatel.
All this is a matter of common knowledge: but what we have
now to consider is whether similar ethical significances were
attached to the different classes of rhythm—that is to say,
whether the ethical quality of a piece of Greek music depended
on the kind of rhythm, as well as upon the kind of melody,
in which it was composed. For an answer to this question we
must turn to the poets themselves, and in particular to the
dramatists, who change their rhythms incessantly, and may
be expected to have some reason for doing so.

The characteristic Dorian virtues, associated in the minds
of the Greeks with the Dorian mode, were dperd, evoéBeta,
cwgpoaiva. For this reason, Aristotle held that the Dorian
mode was the most suitable for purposes of education?. He
also wrote a hymn to "Apera. We may presume that he wrote
it in the Dorian mode: we know that he wrote it in the Dorian
rhythm :

Arist. (Bergk II pp. 360-2)
Prosodiac

"Apetd, mohbpoy e yéver Bpoteip, Orpapa kdAhiaTov Biy,

- [ [ -
agas wepe, mapbeéve, popdas

kai Yaveir LalwTos év "EAAdd: woTmos

Kai Tovous TATvat palepovs aKduavras.
Hesiod had said that 'Aperd dwelt upon a rocky height3,

Simonides recalled the theme of the epic poet in a lyrical
setting; and he used the Dorian rhythm:

Simon. §8

r 4 % 1 ]
éoTe Tis hoyos mwote Tav Aperav

& # ¥ & £
vaiew dvoapBatois éwi TETpais,

! For references see below, p. 67 n.
¥ Arist. Pol. 1342 A, 3 Hes. Op. 284-g0.

THE
ETHICAL
CHARAC-
TER OF
THE
MODES

DORIAN
FOR THE
DORIAN
VIRTUES
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FOR THE
GREEKS
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vov 8¢ piv Bedw yapov ayvov audémey

oud amarrav Bhedpapois Qvatav égomrov,

@ pn SaxéBuuos (Spws évbobBer poky &', IxnTai T° és depov

avopeias .

The Chorus of the Andromacke extol the virtue that comes
of noble birth in a strophe which has already been quoted as
an example of Dorian rhythm?, and ends:

oUtot Aeirava Tov ayalov

avépav adaipeitar ypoves: a & dpera

xal Bavovas Aapmet.

The Chorus of the Medea declare that the course of over-
passionate love runs counter to virtue and good fame:

Eur. Med. 627-41 (Dorian)

épwres Umép wév dyav éABovres otk evdofiav

ovd apetav mapédwrav avépaciv .

aTépyor 8¢ ue cwdpoaiva, dwpnua xdrhiotov Gemv?,

In the Oedipus Tyrannus the Theban elders pray, in Dorian
rhythm, for purity of word and action—for evoéBeta:

Soph. 0. T.863-5

3 [ - % W ¥ [ [
€l oL Euusm ¢Epﬂlﬂ'£ HOLpA TAY EVTETTOV (AYVEIAY lavymp

. F ¥
EpywY TE MWAVTWY I VOUOL TPOKELITAL. .

We observed that the Dorian was felt to be the most Greek
of the modes. In the same way, the Dorian rhythm seems to
have been used in preference to others by the poets for
narrating the exploits of the Greek race, or for the contrast
of Greek with Asiatic. Stesichorus used it for his poem on
the sack of Troy:

Stesich. 18
weTelpe yap avtov Dowp alel popéovra Aios kolpa Bacikeloiv.

1 Eur. Andr. 7 6-801: see above, p. 30.
* For other examples of Dorian for "Aperd,see Eur. /. A. 562-3, Hel. 11514, fr.
11 Nauck; Mel. fr. adesp. 104 B ol priwore Tar dperar dAMdfopasr drr’ ddixov xépdeos.
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Aeschylus treated the same subject in the same rhythm:

Aesch. Agam. 104-51

xvpLos el Bpoeiv 68iov xkpaTos aioiov avbpav

ExTENEQWY .

The same theme was a favourite with Euripides,and the rhythm
is usually Dorian:

Eur. fHec. 928-32

xérevopa & v kar dotv Tpolas 108"+ ") waides ‘EANd-
[ammbic Dorian .

vwy, moTe &n moTe Tav T\wdda oxomiav

F L ¥ L
mepaavtes nEer oikovs;

fbid. gos—g
av pév, & watpls 'Ih\ids, Tov dmopliTey mokis olxére Nékn:
lonian Dorian .

Totov "EANdvav védos audi ae xpimrer Sopi 87 Sopi mépaanv.

In the next passage the effect of the Dorian is enforced by a
happy contrast with Aeolian:

Eur. /. A. 751-5

nEer 67 Zipoevta kal Slvas apyupoerbels

Aeolian couplet?®

W r ’ [ ¥ - 4 \ [id
ayupis 'EXdavorv eTpaTtias ava Te vavoiv xal ovv GmAoLs
Dorian .

“Ihitov és 10 Tpoias.
Aeolian
The Chorus of the Amndromache are Greeks, Andromache

herself is a Trojan. When the Chorus come to comfort her,
they sing in the rhythm which befits their nationality:

Eur. Andr. 117-34*

@ yuvae, i Oéribos damedov kai avdxropa Bdooers

Sapov ovdé helmers,

1 See below, p. 104,

¥ Cf. Aesch. Agam. 6gg-700 xehodrrwr Ziuderros durds éx’ defipidhous.

% Here we have two examples of the prosodiac with final dactyl: fee o Lo
for £— £— 21—, See Appendix for other examples.
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Dbias dpws Euolov moTi gav "AgTila yévvar,

E & ¥
€i Ti oo Suvvaipav .

Lastly, no doubt because of its connotation of eepvorns and

of its peculiarly Greek character, the Dorian rhythm seems to
have been consecrated to the name of Zeus:

Aesch. P. V. 542-60

punddu’ o wdvra véuwy Beit’ ua yvopa kpdros dvrimakov Zevs.
The Ocean nymphs have already expressed, in mournful
measures, their compassion for the suffering Titan. They now
turn to address to Zeus a solemn hymn in which they preach
the necessity of submission to his will. The change of subject,
impressive enough in itself, is made doubly so by the change
of rhythm. So, in The Supgpliants, the daughters of Danaus,
after lamenting their plight in Ionian strains, remind them-
selves that the ways of Zeus are dark and past searching out:

Aesch. Supp. 88—go?!

el eln Ados e ravalnBws—Auos [pepos ok

evbnparos éruyln.

In the Choeplioroe Orestes and Electra begin their invocation
over their father's tomb with a lament, and the metre is

Aeolian; but they go on to pray for vengeance, and their
voices become more passionate. The brother cries:

Aesch. Cho. 379-81%

ToiTo diaumepéws (ke amep 11 Béhos: Zet, Zeb vaTwlev (dANwv.
Prosodiacs Pherecratic

The sister echoes his cry :
Ihid. 393-4
kai mor &v dpdibarns Zevs émwi yelpa Bakot.

By a natural extension of idea, Dorian rhythm came to be
associated not only with Zeus, but with the offspring of Zeus,

1 88 eId ely Headlam: elfely.
2 379 Suapwepdws Headlam : Siapmwepés ols.



SIGNIFICANT REYTHM 51

divine and mortal, when the poet had their lofty origin in
mind. The Theban elders address the Voice of Zeus made
manifest at Delphi:
Soph. O. 7. 151-67

@ Awos ddvemés Pdri, Tis wore Tds woAvypioov

I1vlivos ayhaas éBas
O Bac; éxrérapar poBepav dpéva Seipart wdrlwy.

They go on to invoke the daughter of Zeus, Athena: —FOR

mpdTd o€ Kexhopuevos, Biyarep Ads, duBpor’ "Abdva . ATHENA

The sailors of Salamis ascribe their leader’s reported madness —FOR
to the intervention of Artemis, daughter of Zeus: ARTEMIS

Soph. A4j. 172-91
7} pd oe Tavpowora Awds "Apreuts, & peydra ¢dris, & udrep

¥ & "~
atayvvas éuas,

dpuace wavbduovs éml Bods dryehaias .

And they pray to Zeus and Apollo to prove the report untrue: —FOR

i * [ 4 ¥ B # .ﬁ.P L
did T&—P dv Oeta vooos: aih aTeEPUKOL OLLO

xal Zevs kaxadv xal PolBos "Apyelwy ddriv.

The old men of Colonus entreat Zeus and his holy child
Athena to grant the Athenians victory in battle:

Soph. O. C. 1085951

lw Bedv Tavrapye, mravromra Zev, mopois yds tacde Sauov-

xois aléver "muvikeip Tov ebaypov Tedetdaoar hoyov,

geuva 1€ wais [lalias "Afava.

The Trojans pray for victory to Apollo as son of Zeus, in the
same rhythm :

! For Dorian for Zeus and Athena, cf. also Mel. fr. adesp. 82 A-B Bergk (111 p. 710)
kM08l wor Zaros e xovpn Zavl ¥ dhevfeply: Lamprocles 1 Bergk (111 pp. 554-5).
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Eur, Bl 224-41

- -
OvuBpaic xal Ad\ie kai Avkias vaov euSatevwy

YAmoMov, @ Ala kedakd, uohe ToEnpns, koD évviyios

Kai yevol CwTNPLOS AVEPL TOUTAS

aryepwy kai EvdhaBe Aaplaridais,

o Taykparés, o Tpolas Telyn wakata Seipas.

The votaries of Tauric Artemis praise Apollo, son of Zeus
by l.cto, in the same measure :

Eur. /. 7. 1234-51

evmrais o Aatods yoves, Tov Tote Anhias év

[ ¥ »
kapmodopots yUvahois ETIKTE . . .

Epaphus, the offspring of Io, was begotten by Zeus. So the
Danaids invoke the aid of their divine ancestor in Dorian:

Aesch. Supp. 40-57

- "~ F # -
vov 8 émexhouéva Alov mopTiv UmepmwovTiov Tipdop viv . . .

Zeus begot Perseus of Danae, visiting her in a shower of gold:

Soph. Ant. 944-50

ét\a xal Aavdas oUpdriov ¢@s

arhaEat Sépas €v yalkodéTots aviais®

kpurropéva 8 év TuuBiiper Bakduw ratefelybn.
Pherecratic protracted®

# - -
xaiToiL Kal yeveda Tiptos, ® wal wai,

xal Znvos TaplEveTKe yorous YpUaopUToUS.

Heracles, the greatest of Dorian heroes, was the son of
Zeus by Alcmena: and Dorian is used for Heracles both by
Sophocles—

1 Cf. Pind. fr. 87-88 Xaip v feoduara Mwapowhonduov waldeaae Aarols inepodoraror

Epros.
% Cf. in the same play 816 dA\N"Axépormi vupgpetow, 846 fuppdprupas fup’ émuerdpa.
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Soph. Trach. 94-111

lamho-choriambic?

o [ y

ov atoha Nuf évapllopéva Tixrer katevvaler e phoyilopevor
AXliov," ANtor aitm

TovTo kapvfar Tov Adlxpivas, moli poi wobe pot wals

vaier wor', @ Aauwpd orepord Ppreyéfwv,

7) morTias avAovas i) Stocaiow ameipots khibeis,

E?’:'r' E\‘: EPHTIE‘TEI:PMF J'lf\“.'il-".l"|I Eﬁpﬂ,

and by Euripides :
Eur. A. F. 798-806

@ AékTpwy Svo cuyyevels evvai, Bvatoyevois Te xal
Aeolian
Auos, b5 Abev és edvav Noudas tas [epanidos: as

wiaTOY poL TO Talatov 10n Aéyos, & Zeb, cov ém’ olk
Dorian .
éntide davln, haumwpav & édelf’ & ypovos Tav ‘Hparxiéos dhwdy.

Helen was the daughter of Zeus by Leto. Stesichorus —FOR
sought to appease her in Dorian rhythm : HELEN

Stesich. 32

¥ W L r *
OUK €TT ETUMOS AOY0S OUTOS®

ov8’ éBas év vavoiv ebaéhpoats, 008 (xeo mépyapa Tpolas.

When her companions in Egypt assert her divine origin,
they use the same rhythm:

Eur. Hell 114462
av Aws édus, @ ‘Exéva, Quydryp:

b b 3 ¥ ’ L [
TTavos yap ev koATos o€ Aijdas éTéxvwae waTnp.

The Dioscuri were her brothers. Pindar’s hymn to the Twins —FOR

is in Dorian: THE
DIOSCURI

1 For this introduction to Dorian cf. below, p. g2.
* The analysis of o¢ Awds £us is doubtful: the antistrophe (1158 § Tpiawidos) does
not correspond.
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Pind. O. iii
Tuvdapidais Te pihokeivois adeiv karhimhoxdup 6" "Erévg . . .

So was Alcman’s:
Alem. g

- L ¥
Kdotwp Te molor axéwv Spatipes, immoras oodoi,

xai [Twrvdevrns xudpos.

Euripides introduces a touch of Dorian rhythm for the sake
of a passing mention of all three together:

Eur, 7. A. 766-72
elpecia meldlny ZipovyTiows oyeTols
Aeolian
Tav Tov év aibépt Sicadv Avookovpwv ‘Elévay
Epitrite + prosodiac

éx Mpidpov xopigar Bélwy és yav "EArd8a Sopimovois
Aeolian
domice kal Noyyais "Axaidv.
Prosodiac + epitrite

Dorian, then, stands for the Dorian way of life, for Greece
as opposed to Asia, and for the head of the Greek Olympus.
All this implies a contrast. We look for other rhythms to
represent the Ionian way of life, Asia as opposed to Greece,
and other gods less characteristically Greek than Zeus.

Let us turn, first of all, to Ionic a minore. Unlike the
manly Dorian, it is relaxed and luxuriant in effect—the

measure of passionate lamentation, of tearful sighs and groans.
Aesch. P. V. 415-16

daxpuciorarta & am’ Socwy paduwdv hetSouéva péos mapeid.
lonic a minore Anacreontic

Soph. El 826-311

"H\. €& alal. Xo. & mal, T{ Saxpieis;

"Hh. ¢ed. Xo. undév uéy’ aveops. "HA. amoeis. Xo. mas;

1 It will be noticed in this and the following passages that continuous Ionic a
minore is varied by occasional spondees, bacchii and anapaests.
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Eur. Supp. 42-53
éoioiia’ oinTpd pév docwy Sdrpy’ audl Breddpois, pu-

ga 8¢ capkiv

wohidv katadpipparta yepav: Tt ydp; & pBipévovs Tai-

das éuovs olire Sopous mpoflépar oiTe Tidwy ywuaTa yalas

éoopd.
Eur. Phoen. 1530-42
Ti W, & mwapbéve, Baxtpedpaat Tudprod mobos éEdyayes és pids

Aevipn oxotiowr éx Bala 1 1 ) )
exnpn iy pwy olkTpoTdToiaiv Saxplotaiy .

Sappho 62

katlvacxes, Kvbéon', dBpos "Abwuis, Ti xe Oeluer;

xatrumreale, xopai, kal xkatepeikeale yiTwvas.

Aeschylus uses Ionic a minore for the lament of the night-
ingale :

Aesch. Supp. 61-3
émra tas Tnpelas pyridos ointpds aloyov xipxnhatov &

andaovos.
Sophocles does the same:

Soph. Aj. 6279

alAwwov al Mvov, oUd’ oikTpds yoov Spviflos andois .

The distinctive character of the Ionian way of life is summed
up in the word aBporns; and we find that Ionic a minore is
the rhythm appropriate to this idea and to the peoples among
whom this way of life prevailed. Thus, when Aeschylus wishes
to describe Helen, not as the daughter of Zeus, but as she
really was—a woman, delicately-veiled, who fired the hearts
of men with love, he gives us a touch of Ionic a minore in the
musical accompaniment:

T 5

—FOR
ASIATIC
LUXURY
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Aesch. Agam. 692-6

"EXévav; émei mpemovTws é\évavs éhavdpos ENéTToNs €k TRV
Anacreontic Link lonic a minore

aBpotipwy wpoxalvuudTov Emhevoey Zedpipov yiyavros alpa . . .
Ionic 4 m. Anacreontic

Bacchylides, addressing Theseus, ‘ King of the delicately-
living Ionians,” gives us a suggestion of the same rhythm:

Bacchyl. xvii 1-2

Baa\eb Tdv tepav 'Abavav, Tawv aBpoBiwy dvaf laovwr.

Stesichorus, who sang of the martial exploits of the Greeks
in Dorian rhythm, sang of the loves of Leontichus and Rhadine
of Samos in Tonic a minore :

Stesich. 44

dye, Moloa Aiver', dpEov aoidas épatwvipov

Zapiwy Tepi maidwy épard pleyyopcva Aipa.

Just as Dorian rhythm was extended beyond its primary
association with the Dorians so as to embrace the Greeks as
a whole, so Ionic a minore came to be used of the inhabitants
of Asia generally, barbarian as well as lIonian. In the Persae,
it accompanies the description of the manhood of Asia which
has gone forth to meet the Greeks at Salamis:

Aesch, Pers, 66-116

i r [ wF #
Tremépaner uev o wepoemTods 7107 Pacihetos aTpaTos €is avri-
Topov ryeiTOva YWpay . .

Pindar uses it with similar effect in the seventh Olympian?,
Diagoras, whose victory he celebrates, comes from the Dorian
city of Rhodes. But Rhodes, before its colonization by the
Dorians, was lonian; and in delicate allusion to this mixed
origin of the Rhodians Pindar softens his Dorian rhythm, in
which the main part of the poem is composed, with a few
light touches of Tonic a minore :

1 Headlam, J. &. 5. vol. xx11, pp. 224-0.
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Pind. O. vii
(1) Puahav as el Tis adveds amo yeLpos Elwy
Ionic am. Dorian

(6) mapeovrav Oixé viv LalwTov opodpovos evvas
lonic a m. Dorian

Dorian
(18) "Agias edpuyopov Tpimohiw vagor wélas
lonic a m.

Lastly, we may observe that Ionic a minore is one of the —FOR
leading motives in the Bacchae. That is because the hero of PIONYSUS
that play, Dionysus, was not in origin a Greek god. He was
a newcomer to Olympus; and he came out of Asial.

Eur, Bacch. 64-52

'Agias amwo yaias tepov Tuwhov aueiraca Goalw . . .

ITbid. 83-88
iTe Baxyat, ite Bdrxyat, Bpdpiov waiba feov Beov

Awovvaov katdyovaar Ppvyiwv €€ opéwr ‘E-

Pherecratic Choriambus
Adados evpuyopous ayuids, Tov Bpoutov,

Similar to Ionic a minore in form, though different in effect, CHOR-
is choriambic. [t is a rapid, lively measure suitable to restless IAMBIC
or animated motion. Aeschylus uses it in 7/e Suppliants for
the flight of the vanquished, and for the wanderings of Io%;
Sophocles, for the turmoil of battle:

Soph. Ant. 138-40

Pherecratic
ala & ém' d\\ots érevapua arvdedilor péyas'Apns dekioceipos.
Choriambic

! Tonic a minore is again used for Dionysus in Ar. Ran. 314-36.
2 64 I read yalas for yas: cf. 68 ris o8, ris o8¢, ris;

¥ See below Chap. viir; and cf. Ar. Lys. 321-49. There was nothing particularly
solemn about it (J. M. Edmonds, Lyra Graeca, 111, p. 589 note).
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Euripides uses it for the flight of Perseus:
Eur. £/ 458-63

wepidpoup wév ITvos &8pa

Glyconic (resolved)

Ilepoéa Natporopav Umép

Enneasyllable

Iambo-choriambic Glyconic .

alos moravoiat wedihotar pvav Topyovoes loyew, Aws dy-
Choriambic i

(conitd.) Pherecratic

vérp ovv ‘Epud, Tp Maias ayporiipe xovpe.

Choriambic

And for the lioness in chase of her prey:

Ibid. 471-5 (same rhythm)

émi 8¢ ypuooTime Kpave:

Zpiyyes SvvEiv doidipov

dypav dpépovoar’ mepimhelpy 8é xiTer wipmyoos éomevde Spoue
Aéawa yarais [ewpnvaiov opaca marov.

Simonides for the winter storms:
Simon. 12!

g £ r A #
©s aToTAY YELNépLoy kAT UNVa MIYUTKY

Zels dpuara Téooapa xai déxa .
Sometimes it denotes mental rather than physical agitation :

Aesch. Clo. 390-2
wapoifev 8¢ mpepas Spiuds anrar kpadias Quuos, Eykorov aTivyos.

And hence it comes to be associated with the inspired frenzy
of the grophet

Soph. 0. T 483-4
beva pev oy Beiva Tapacael aogos otwrobéTas .
Aesch. Supp. 58

1 5 -~ ¥ 1 -~
€L O€ KUPEL TLS TEAAS OLWVOTOAGY .

L CIL Sooh. 0. C. 1240-1 Bopeios ws 7es detd xupardwdnf yewepio xhoveirar.
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Aesch, Agam., 208-12

émei 8¢ xal mikpol yeipaTos GAANo ufyap BpibiTepov mpopoioLy
Iambic Pherecratic Pherecratic

pavtes éxharyEev mpodépwr "Aprepy, daTe .
Choriambic

Soph. E/ -
p 473-4 Aeolian tripody

€ un yo rapadpwv pdrris Epuy kal yrouas Aevrouéva aopas . .

Soph. 0.7 1086-8
elmep éyw pdrTis elpi kal kara yvouay (8pis,

ov Tov "Olvumor ameipwy .

In the last example the metre is pure Dorian ; but the initial
prosodiac suggests choriambic.

Mid-way between these Ionian rhythms and Dorian comes AEOLIAN
Aeolian : it is neither solemn like Dorian, nor so relaxed and
passionate as lonian. In general, its effect may be said to be
light and tender. Like Ionic a minore, it is used for lamenta-
tion, but for a grief less abandoned, more pensive and pathetic.

Aesch. Agam. 1449-50
pei, Tis dv év Tdyei, u1) wepudduvos, undé SepvioTrpns |

This is the first time we have heard Aeolian since the murder
of Agamemnon ; and coming, as it does, after the impassioned
Paeonic of the long Cassandra scene, it serves to relieve the
emotional tension, It appears again at the opening of the
invocation in the Choephoroe :

Aesch. Cho. 314-17!

» # ¥ »
® TATEP aivomarep, TL goi pduevos 1) T péfas,

We hear it again at the end of the same scene, when the

1 yéfer or ¢ Exad' Headlam: fxafer.
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Chorus, exhausted by their passionate appeal for vengeance,
turn once more to lamentation :

Aesch., Cho. 4646

& Tovos éyyerns Kal mapduovoos ATNS aipaToecoa TAAyd,

It has a similar effect in the Electra of Sophocles:
Soph. E/, 245-6

el yap o pev Bavav ya e kal obdév av xeicerar Tdlas.
Trochaic

Soph, O. T, 1186-1204
(o ryeveal BpoTdv, @s vuds ica xal To undév Lwoas évapilfud.

Soph. Pkil. 169-g0

oixtipw viv Eywy' dmws pij Tov xndouévov BpoTdv

pndé Evvrpodov dup’ éywy, Sloravos, uovos alel,

Soph. 0. C. 1211-38

un divar Tov amwavra vika Aoyor* To O, emel pavy,

Bivar xeioc’ omobfev mep Nrer molD SevTeporv ws TdyLoTA.

But Aeolian is not invariably set to sorrowful themes. So
long as the poetical tone is light and tender, Aeolian provides
an appropriate accompaniment, It is often found in con-
junction with merrymaking, singing and dancing. It is in
Acolian that the Suppliants pray the gods to shower all
manner of blessings on the city which has undertaken to
protect them::

Aesch. Supp. 702-5
evpruois & émi Bwuols poboav Oeiat’ dowdol-

ayviov T €k oToudtwr depéale Pnua PuiodopuiyE,

Eur. A.F. 348-51

allwov pev ém evrvyel pohma Poifos layel

Tov kdAher PpOitov, xibapay Edalvwy TAjeTpw YpUTénm.
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The Thebans rejoice over the deliverance of their city from
the villainous Lynceus in this measure:

lbid. 763-4"

xopoi yopoi kai Baliat uédovor OnBas iepov kat’ daTv.

The Bacchants long for their midnight dances:
Eur. Bacch, 862-96

ap €v mavvuvyiows yopois Onow morTé hevkov

L~ L ¥ r ¥, F ¥ L ¥ % L ¥
wod avaBaxyevovoa, deépav eis aiblépa Spocepor pimTove
Protracted Pherecratic®
Ld % .l L & * [ ]
ws veBpos yAoepais eumailovoa Aeiuakos ndovais . . .
Protracted Pherecratic

The captive Trojans look back on the days when the sounds
of revelry were heard in the city:

Eur. Tro. 10716
¢poidai oot Buaiar yophv T ebdPnuor kélador kar dp-

dvav Te mavvvyides Oedw, ypuoéwr T¢ Fodvwv TUTOL

DPpvyar Te Laleor ogehavar cvvdwdexa mhnbet.

Anacreon, the poet of wine and song, makes frequent use of
Aeolian :

Anacr. 17

nploTnoa uév iTplov AemTod uikpov dmroxlas,

oivov &' éfémiov xadow, viv & dBpis époecaar

Yradkw mnxtida T idy kepaloy tracdi aBpn.t

Sometimes he combines it with the more lively choriambic:

Anacr. 24
Pherecratic

avaméropar 8y mwpos "Olvumwor wrepuyeoot kovpais
Choriambic

Pherecratic

Sia Tov "Epat’* ol yap fuoi mais éféres avvnBav.
Choriambic

V' Cf. 781-9, a reminiscence of Soph., A»¢. 100-9, in the same rhythm.

2 The analysis 153 £— dmmm L2 for Lo S Lo
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The fashion set by Anacreon was followed by many a name-
less author of drinking-songs:

Scolium 22, Bergk 111, p. 650
ooy ot wive, cuvifa, cvvépa, cvoTeparndapel,
oy poi paivouévy paiveo, avv cwdpovt cwdpoveL
Hence when Euripides sings of Anacreon’s favourite theme

—the delights of fleeting youth, the cares of approaching age
—he uses the rhythm which Anacreon has made familiar :

Eur. A.F, 637-41

Pherecratic
& vedTas pot dikov aleir To 8¢ yijpas aybos
Choriambic

Pherecratic
BapiTepor AlTvas ckomélwy éme kpati keitar Shepapwv oxo-
Choriambic Pherecratic .
Pherecratic

Tewvor paos emikalvyrar.
(contd.)
Weary of war, the Trojans sing:

Eur, R4 360-7

Glyconic Glyconic

v ] F

dpa wot abdbis a wakata Tpoia Tovs TpomwoTas wavapepeu-
Iambo-choriambic Anacreontic

Pherecratic

cer Bidoovs épwTav
Choriambic
Lo 5 , ¥ ¥ f F r i
Yralpoiol kai kvhikwy otvomhavytev Umodefiats amik-
Epitrite Anacreontic
Dorian )
Aaws katad wovTor ATpeidav Smwaprav olyopévwy

Pherecratic
"I\iabos map’ artas;

Will the city of Trov ever again ring to the sounds of night-
long merrymaking? They are heard in the rhythm. Will the
Greeks ever cease from fighting? We hear for a moment the
sturdy Dorian; and then, as—in the singer’s imagination—
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the invaders retreat across the sea, leaving Troy in peace, the
Dorian rhythm dies away, and we return to Aeolian?,

Dorian for the Dorians, Ionic a minore for the Ionians.
It would be strange if the Athenian poets failed to select a
rhythm which would be as appropriate to Athens as Dorian
to her Peloponnesian rivals and Ionian to the cities beyond
the Aegean. Their choice fell on the brilliant rhythm which
occupied an intermediate place between the two—Aeolian.

The sailors of Salamis muse with longing over the glories
of their island home :

Soph. A7. 506—9

@ xkhewa Sdhapis, oU uéy Tov valels alimhaxTos evdai-

pwy Taciy mepidavros alel.

They yearn for the sight of the Athenian acropolis, which
greets the eyes of the homecoming seafarer as he rounds
Cape Sunium:

fbid 1217-22

yevoluay (v UNAEY EmeoTi wovTov mpofSinu’ dhikAvaTov, d-
Bacchius Anac. Glyconic Glycomic

Anacl. Pherecratic
kpav UTo Thaka Zovviov, Tas iepas dTws Tpooeimorper "Aldvas.
Glyconic Glyconic
The Argive Herald threatens war if the Athenians refuse
to give up Heracles’ widow and children. They reply that
theirs is a city not accustomed to yield to menaces:

Eur. Held, 35561

pimw Tals peydiaiow obtw kai kalleyopois Afn-

vais ein* ov & ddpwv, & T "Apyer Zhevélov Tipavvos.

And, after the victory has been won, they rejoice that their
city has granted to the children of Heracles the protection
which their guardian-goddess Athena gave to Heracles him-
self:

1 Thus the scheme of this passage is similar to that of Eur. /. 4. 751-5 (see
above, p. 49).
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fbid. 919-23
cupdéperar T& wOANE woANols® Kal ydp wartpi rars 'Afavav
Aéyoua® émixovpov elvai, kai Tovade feds milis kai Aaos éowae

xelvas.
Aristophanes varies his Aeolian with a touch of Anacreontic:

Ar. Eg. 581—04!

ﬁi.n'u:renntlc
& mohtodye Ilahas, & 775 (epwTdTNS awa-
{ﬂ} Aeﬂlnn

Sedip’ aguxov huﬂuua-u v év gTpaTials Te xal payals
nuérepov Evvepyov
Nikny, # yopixdv éoTv étaipa, Tois T éybOpoioe el 7-
(B) Dorian
pav oracialet.

viv obw Sebpo pavnli: Bei yap Tois dvpace Toiade wa-
(A) Aeolian
an Téxry mwoploar g€ vikny elTep mToTE Kal viv.

The Knights call upon Athena in Aeolian; but, at the name
Nixn, as they pray for victory in battle, the rhythm changes
and we hear a touch of Dorian. Is this an accident? Anyhow,
Niké dwells with Zeus in Olympus:

Bacchyl. x. 1 (Dorian)

Nixa [y vevdwpe, peyiorav ol malrnp wragae Tipav
inrilvy[os Odparvidav] év morvypiae & 'Orvumre

Znvi mapioTauéva.

The famous ode in the Oedipus Coloneus begins :
Soph. 0. C. 668-719

Anacreontic
5 F L4 [ ’ L ] I - w
evimmov, Eéve, Tacde ywpas ikov Ta kpdTioTa yis émavia.
Glyconic Glyconic
This is common Aeolian, passing into Anacreontic, as in the

1 Aeolian is again used for Athena in Ar. Thesm. 1135-47.

UNIVERSITY OF CALIFORMIA



SIGNIFICANT RHYTHM 65

previous example. The poet then returns to Aeolian to
describe the song of the nightingale as he has often heard
it in his native woods at Colonus, In his second strophe he
goes on to describe the greatest glory of the Athenian country-
side—the olive:

Pherecratic Ionic a minore
éotwv & olov éyw yas 'Agias ok émaxoiw,
e e e
Dorian Ionic a minore
oud v TG peyala &mpfﬁn vaace llehomos mwmwoTe BhagTov
Dochmiac Trochaic
PuTevn dyeipwtov altomaior éyyéwv ¢pofnua dalwy,
Dochmiac
b 7a8e OdArer péyiora ywpa,

Dorian
yAavkas maidoTpopov dpuAlor é\aias-
Dochmiac?
T0 péy TIS OV veapos oude yrpa
Ionic a minore Glyconic?
ouvvaiov alaael yepl Tépaas® 0 yap eloaiiy opav KUKAos
ot o LR
Glyconic Pherecratic

Aevaaer viv Mopiov Aios ya yhaveams "Afava.

That this design is woven out of diverse rhythms is plain
enough. But observe how it is made to enforce the significance
of the poetry. There is a plant which does not grow on Asiatic
soil (Agias ovx émraxovw)—the rhythm is lonic a minore ; nor
in the Dorian isle of Pelops (008’ év 1@ peyalg Awpidi vdog)*

1 For this shift, cf. Aesch. Sugp. bo—1 (p. 27).

foetetun Sttt of, Aesch. Theb. 508 wéroifa rdv Aubs.

4 This is the Euripidean Glyconic that arouses the indignation of Aeschylos in
the Frogs (1320~3) olvarflas yavos duwélov, Borpvos Fhika wauvsrirovor. weplSall’

& Téxvor Whivas, L.e. f== L= t= £ for £- 2w 1= 2 Sgphocles, however, might

plead the excuse that, as he uses it, it provides a pretty transition from lonic a
minore.

4 1 am aware that, taken syllable by syllable, this phrase might be regarded as
Ionic a minore, like the last: but the natural rhythm of the words, to my ear, is
unmistakably prosodiac.
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—the rhythm is Dorian: but only in Attica, where it shall
never perish, for it flourishes under the watchful eyes of Zeus
and Pallas Athena (Aevooer vv Mopiov Aios ya yhavk@mis
'Afava)—the rhythm is Aeolian. Rarely have words and
rhythm been wedded in so perfect a harmony?.

One other class of rhythm remains to be discussed—Paeonic,
If Dorian was proper to the Dorians, Ionic a minore to the
Ionians, Aeolian to Athens, Paeonic seems to have had a
special connexion with Crete.

Simon, 31

otav 8¢ ympddaar . . . éxapporv Spynu’ doiba modav muyripev-

Kpfita uww xakéoat rpomov, 70 &' pyavor Morooaiv.
Aeoclian

Mel. fr. adesp. 118
Kpnelots év puBuols maia péryroper .

Ar. Ran. 1356-7
aa\', & Kpiites,"18as Téxva, Ta Tofa hafSovres émauivare.

Bacchylides uses Paeonic for his sixteenth ode—the story of
Theseus’ expedition to Crete. Apollo, too, according to an
ancient tradition, came from Crete: hence we find that Paeonic,
as well as Dorian, is used for that god.

Simon. 26 B
Aaloyevés, eite Avkiav . . . ypvoeoxduas " Exare, wal Avos.

Aesch. Agam. 1064-5

ARTEMIS “Aqolhov "Amordov dyuiar’ "Amwohiav éuos,

Ibid. 153®

- '- ¥
iniov 8¢ karéw llaiara.

i For other examples f Aeclian fo: Athens, of. Bur, Aid. 748=54, Jfon 184-9.

? The third foot (Ilawara) is a weliufaryeor: see Appendik.  Alcman used
Paeonic for his hymn to Apeollo’s sister, Actemis: 1o 08¢ & Kraxdhw o082 rd
Nupovha,
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Soph, Track. 205-24
dvorodvEdrw Sopos édeatiows ahalayais

0 peANdvvudos: év 8¢ xowods apoévav
Iambic trimeter
iTw KAayyad Tov ebdapérpay 'Amordwra mpoaTarav.

Mel. fr. adesp. 85

[
Uuvov @v khveTe TéuTw O€ viv

ws oé, Khet@éutos mad,
Aeolian

Aeolian

"Amoriwve pév Bedv, arap avpiv Eyexparer maidi [Tvfayyérw.

The principal function of Paeonic rhythm, apart from these —FOR EX-
particular associations, was to accompany intense or violent CITEMENT
emotion, such as terror or religious fervour!. In this capacity
it was much used by the dramatists, and will be considered
when we come to discuss how the dramatists used all these
rhythms, not merely for the sake of passing effects, but as
part of the very fibre of their plots.

The Dorian mode, as we saw at the beginning of this
chapter, was Greek, the Ionian un-Greek, in effect. The
Dorian was dv8pwdns, peyalomwpemns?, ceuvos®, pérpios, cw-
ppwr®: the lonian ~hadupos®, palaxos, cuumorikos®. The
Mixolydian was Opnradns?, the Phrygian é&vfeos®. Without
attempting to identify mode with rhythm too closely, we are
now in a position to point out that these are the very attri-
butes we should ascribe to the different rhythms in view of
the emotional quality of the poetry which thev accompany,

It is clear therefore that the distinction between one rhythm

1 Cretics, in particulur, are used for earnest entreaty: Acsch. Supp, 423-8 ¢pbe-
rigor kal yevoi nrh. (see below, p. g1}, Soph. O. 7. 649-52 mfol deddoas Pporgras
7, dvaf, Moropar, Ar. Eecl, g52 [. Selpe 5 Selpo 84, ¢pidor duov, Selpd uor wpiaehde
xal fovevvos Tip evdporyy dwws frea (an amusing piece of musical parody).

T Athen. xiv, 614. ¥ Plut. de Mus. xvii. * Plat. Kep. iii, 300 A.
b Lacian, Harmon. 1. ® Plat. ibid. 358 E. T Jbid. 308 k.

8 Lucian, #8:d. 1.
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and another, as between one mode and another, was partly
ethical. And in the case of rhythm we may go further and
say that the poets took advantage of these ethical distinctions
to evolve an elaborate convention of significant music. How
elaborate the convention was, we cannot say, because the
melodies, which presumably enforced the significance of the
words as emphatically as the rhythms, have perished. But we
know that few peoples have had sharper ears than the Greeks,
or a keener sense of poetry. We need not be surprised there-
fore, if the Greek poet, relying on the quickness of his audience,
sometimes invested his rhythms with a significance even more
subtle than those I have explained above. We remember that
charming fragment of Simonides, in which poor Danae, adrift
on the waves of the sea, lulls her child to sleep.

Simon, 37. g-19
Dorian
aipav & Umrepbev Teav xopav Balelav

Ionic a m. Doran
r ) ¥ Ty [ 7 [
MAPLOVTOS KULATOS OUK aAéyels, ovd avépwy pfoyyov, Topdupéa

a b b b
xeipevos €v YAavii, mpocwmov khibév wpoowmp.
C
Aeolian tripody Echoes!
€l 0é ToL Sewwov To ye Sewwov Ny, KAl Kev ERAY PHudTWY
d  fromb from d

Pherecratic, from c
AemwTov Umelyes ovas.

Echo from a Anacreontic
kéhopar &' evde, Spédos, ebdéTw 8¢ movros,

Glvconic Anacreontic

1 £t 2t this phrase grows naturally out of a Glyconic or Acolian tripody:
cf. Pind, . x, 2 paxaipa Oecoakla: warpds &' dugorépars éf dwds: and cf. H. D.
F. Kitto, C. &. XL11, pp. §1-3.
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Dorian
Zev martep, €x aelev: otTi 8¢ Bapoaléor émos ebyouat voo-

b dixas, ocvyyrwli pot.

The rhythm has passed from Dorian, through Aeolian, into
Anacreontic, and finally, at the mention of the name of Zeus,
back to Dorian. The effect of those Anacreontics, in con-
junction with Aeolian and in contrast to Dorian, is tender,
pathetic; and that in itself would be sufficient reason for
introducing them. At the same time, I cannot help thinking
that Simonides had in mind, and wished to recall to his
audience, a poem of Alcman's:

Alcm. 60
ebdovair & opéwy xopudal Te Kai Paparyyes,
Dorian Anacreontic

Tpwovés T€ kal yapadpat,
Dorian

dpvANa @ épmeTa 8 Gooca Tpédel perara yala,
Aeolian tripody Anacreontic

f7ipés T dpeaka oL kai yévos peltaoav
Dorian!

xai kvwda)’ év Bévbea. moppupéas dhos
Glyconic

ebdovaw & siwvar dtda TarvTTepUyw.
Dorian

Here too the principal subject is Dorian, and here again it is
blended—to my ear very happily—with Aeolian and Ana-
creontic. The Greek poets collaborated in a conscious striving,
not after novelty, but after an artistic ideal, and each successive
artist knew that his own work would gain, not lose, by being
displayed against the background provided by the work of
his predecessors. As Bacchylides well said:

2 r L4 4 -
érepos €E érépov aodos TO Te TAAAL TO TE VW,

1 The first of these epitrites is a good example of rallentands effect obtained by
anacrusis and protractivn.
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CHAPTER SEVEN
PINDAR'S FIRST OLYMPIAN

HE modern reader, making the acquaintance of the Odes
Tuf Pindar for the first time, is apt to be puzzled by their
apparent incoherence. He admires the fine language, the
swiftness and the wealth of splendid imagery, but he is be-
wildered by the abrupt changes of subject and the seeming
lack of any close unity of form. He feels perhaps that the
lines of Horace, intended as praise of the poet’s style, might
be equally justified as a criticism of the arrangement of his

subject-matter:
monte decurrens velut amnis, imbres
quem super notas aluere ripas,
fervet immensusque ruit profundo
Pindarus ore,

Does the fault lie with the poet or with his reader? The
novice in modern music, as he listens to one of Beethoven's
symphonies for the first time, feels similarly at a loss. He is
impressed by many fine and moving passages, and receives
at the end, perhaps, a sense of satisfaction and finality, but he
is a little puzzled all the same. As his acquaintance with the
symphony advances, this difficulty resolves itself: he comes
to feel that, so far from being chaotic, it is really an organic
unity, in which each part performs a definite function in re-
lation to the whole. And if he pursues his enquiry still further,
he will find that the musician is directing his inspiration along
certain well-recognised channels of musical form. The work of
Pindar is entitled to the same consideration. Modern literary
critics devote less attention than musical critics to artistic
form—in modern poetry it is less important. But in Greek
poetry—related so closely, as we have seen, to music—it is
essential. This is the key to the solution of our difficulty in
understanding Pindar.
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The First Olympian celebrates the victory of Hiero of
Syracuse, and his horse Pherenicus, at the festival of 476. In
order to understand the poem, it will help us if we try to
envisage the circumstances in which it was performed. The
banquet is over, Hiero and his guests recline on their couches,
drinking the wine with which their golden cups are replenished
by the beautiful pages in attendance on the feast. The musi-
cians and the dancers come in, room is made for them in the
body of the hall,and the ode begins—a blend of song and dance,
in which the poet tells of the love of Poseidon for Pelops, son
of Tantalus—how he carried him off to Olympus to serve, like
Ganymede, at the banquets of the Immortals. According to
the old story, the gods feasted on his flesh. But that was a
lie: the gods are not cannibals. No, Poseidon stole Pelops
for love. Even so, however, he was not to enjoy his company
in heaven for long. The boy's father, Tantalus, upon whom
the gods had bestowed the gift of immortality, grew over-
proud in his prosperity, and stole from them their nectar and
ambrosia. For this sin he was cast into Hades, and his son
sent back to the life on earth, where, with the help of his
heavenly lover, he overthrew the King of Elis, made the
King's daughter his bride, and the glorious festival of Olympia
was founded in his honour.

The poet begins with praise of the festival, “like water, or
gold, or the sun in the sky.” The names of Zeus, the god of
Olympia, and of Hiero, the victor, are coupled together, and
with them a suggestion of the poet himself, by whose art the
greatness of both is fitly celebrated. In the middle of the ode
comes the myth—the story of Poseidon's love for Pelops,
Finally, the poet completes his design by reminding us of
the themes with which the ode began. We have just heard
how Pelops was accorded, at the end of his days, an honoured
burial in Olympia: and this brings us back to the thought of
the Olympian festival, Hiero’s victory, May God, who watches
over him, grant him in the time to come a yet more splendid
victory—in the chariot-race! Kings are the greatest of men:

T &
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only, let them not peer too far—let not their greatness beget
in them the pride that ruined Tantalus! And, in the mean-
time, the greatest of kings shall continue to be honoured by
the greatest of poets.

A The Olvmpian Festival.
Zeus, poets, Hiero.
The victory of Pherenicus.

B Poseidon’s love for Pelops.
False legends.
Poseidon’s love for Pelops.
False legends.
Tantalus ruined by pride in prosperity.
Poseidon’s love for Pelops: the race with Oenomaus.

A  The Olympian Festival.
The victory of Pherenicus.
God, Hiero—
Moderation in prosperity.
The poet.

It would be a pleasant task to examine other odes of Pindar,
and show how they, too, are designed in similar fashion; to
compare the lyric technique of Pindar with the dramatic tech-
nique of Aeschylus, and to trace both back to their common
origin in the epic technique of Homer. But that would lead
us beyond the scope of this book: we must content ourselves
with observing that here we have an excellent illustration of
the use, for the purposes of poetry, of those principles of formal
composition which we have already examined in relation to
rhythm,

Let us now look at the metre of the poem, and see how it
contributes to the general effect. First of all, we must analyse
the metrical form; and to do that, we turn to the first strophe,
in obedience to a principle which Pindar observes in all his
odes. As was said in the first chapter, the surest means of
discovering the metre of a piece of Greek lyric is to read it
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according to the sense of the words, which the metre is de-
signed to emphasise. Pindar begins his odes by stating the
metrical form in the clearest manner possible—that is, by
making the rhythmical periods and the sense-periods co-
incide. But as the poem proceeds, as strophe is followed by
antistrophe and epode by epode, the metrical form becomes
increasingly familiar to the ear; and so, without danger of
obscurity, the poet can vary his design by making his sense-
periods run counter to the periods dictated by the metrical
form, by introducing pauses in the sense in the middle of a
phrase, or by allowing the words to run over from one phrase
into another. By this means what might have been crude and
stereotyped, becomes subtle and capable of infinite variety

Let us begin, then, with the first sentence:
"ApioToy pév DBwp, o 8¢ ypuoos alBouevor wip

dte Stampémer vuetl peydvopos éEoya mhovTov.

That is plain enough. First of all, we have a Glyconic followed
by a Pherecratic—a combination already familiar to us under
the name of the Aeolian couplet. Pindar begins his poem by
stating in the simplest terms this very simple rhythm. The
only peculiarity to be noticed is that the opening of the Gly-
conic is inverted—that is to say, it is anaclastic—a variant so
common that Pindar can trust his audience to recognise it at
once. Next comes a short figure: vvwvsov+, The falling
rhythm of the preceding Pherecratic inclines us to take it as
trochaic—as a resolved form of +tw+v+, And the last figure
confirms this impression: it is in strongly-marked falling
rhythm—a prosodiac.

et & defha yapiev ENBear, Pidov frop, unkéd’ akiov oxomet

arho BalmvoTepor év auépa pacvvor daTpov épnuas 8t aibépos,

This is rather more elaborate, First we return-to trochaic—a

! See Headlam, /A5, vol. xxi1, p. 216. And compare, in this ode, the first
strophe with the third or the fourth antistrophe.
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dimeter this time, and that in turn is followed by another
Pherecratic; then a dimeter again. The opening of the next
phrase, also, is clearly trochaic—a trimeter with the third foot
resolved : but it passes, by overlap of one syllable, into yet
a third Pherecratic. Previously we heard the trochaic and
Pherecratic movements separately ; now they are dovetailed
together. And what of that figure at the end of the last
phrase—3&:’ aiflépos? It seems to be iambic, in rising rhythm,
thus carrying on the hints of rising rhythm already let fall in
dptotor and in are diampémer. Let us proceed.

und "Olvumias dyaova péprepov avddaoucy:

Again the opening is trochaic (a dimeter); again the trochaic
passes by overlap of one syllable into a Pherecratic; and again
the Pherecratic is followed by an iambic appendage—shorter
this time, and not marked off, as before, by the division of
the words.

We have now come to the end of the second musical sen-
tence, and we notice how both have been marked off by the
two pauses in the sense. Looking back over this, the first
rhythmical period, we find that falling rhythm has prevailed—
Aeolian and trochaic, with a diversion into dactylic: but at
the same time we have heard suggestions of rising rhythm
which make us await with interest the second period, to see
whether those suggestions will be followed up.

d0er 0 molUpaTos Durvos audiBaiieTar

We have already come across this phrase as a beautiful
example of shift by resolutionl. The two opening feet are
tribrachs, of which the first suggests trochaic, while the second
is neutral, and so brings us to plain iambic. By this means
the transition to rising rhythm is completed.

Pindar has still one more development in store for us before
bringing his strophe to a close. Iambic suggests another rising

1 See above, p. 24.
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rhythm—Paeonic. And that is why he has introduced iambic
here:

copav untiecat, xehadetv Kpovov maid’ é advedv (xouévous

paxaipay lépwros éoriav.

Iambic has given place to Paeonic. And now we see why the
initial Glyconic was anaclastic—dpioror suggests a bacchius
(copav un- Kpovov maid’); and why the first foot of that
trochaic figure dre diuarpéme: was resolved—it may be regarded
equally well as a dochmiac.

Thus, starting from Aeolian, the poet has led us through
trochaic and iambic to Paeonic, and he has worked his tran-
sitions with such skill that each step follows smoothly and
naturally from the last.

Now turn to the epode. The strophe has led us from
Aeolian through trochaic and iambic to Paeonic. The epode
will lead us back again.

Svpaxogiov irmoxapuav Baciiija: Aaumer 8¢ of k\éos

There is no difficulty here: first, dochmiac; then a Phere-
cratic; and the Pherecratic is again followed by that iambic
appendage with which the strophe has made us familiar.

év eddvopt Avdod TléNomos amoixia.

The first of these figures is new—or rather an old figure under
a new disguise. It is a Pherecratic with anaclasis: v+-vo =«
instead of £v v v +—. The opening év eba- suggests a bacchius,
like apioTor at the beginning of the strophe ; and if the first
half of the figure echoes Paeonic, the second (vop: Avdoi) adds
a touch—transitory and slight—of Ionic a minore. Then we
have another iambic figure, with the first foot resolved. Why ?
The resolution (Ilé\omos) prepares us for the rext figure—
trochaic:

Tob peyaclevns épadooarto yaiaoyos
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This phrase reminds us of one already heard in the strophe:

un8’ 'Olvumias aydva péprepov adbddoouer.

It is, in fact, identical, except that this time the poet, relying
on our familiarity with the earlier passage, allows himself an
overlap of three syllables instead of one.

Mooceibar—apioTor: the reminiscence is unmistakable. And
it is deliberate, because what follows is a repetition of the
Aeolian couplet with which the strophe began. The only
difference is that there the Glyconic and Pherecratic were
independent, here they overlap. The return to the opening
subject has been anticipated, but it is not yet complete.

élédavti paldipov wpov xkexaduévov.

Fa ¢ &, » L] =
7 BavuaTa wol\a, kai mwovu Ti kai BpoTdv

The poet is playing with that Pherecratic-iambic motive with
which we are now thoroughly acquainted, and thus holds us
in suspense before his conclusion. The first two Pherecratics
are varied by anacrusis—echoing rising rhythm, while the
third is resolved in such a way as to echo Paeonic. And now
for the conclusion:

Sedatdaluévor Yrevdear mowxihos éEamatavte ubbou.

[loceidar, émet vov. . . As before, we hear an initial bacchius,
but this time the Aeolian couplet which follows is uncondensed,
like the opening of the strophe: dpioTov pev D8wp, o 8¢ ypuaos
aifouevor mwipl,

The first subject, then, is the Aeolian couplet, with which
the composition begins and ends. In the middle we are intro-

1 An exact parallel, in poetica/ composition, to this anticipation of the full return
to the opening subject has been pointed out to me by Mr Sheppard in the opening
paragraph of the Oresfera: 1 dwalhaynr wérwr...19 Siarorovuérov, 20 dralhayy
wdrowr.
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duced to the second subject—I’aeonic; and the transition from
the one to the other is in both cases effected by trochaic and
iambic. In other words the design is an elaboration of Three-
part form on the lines of the modern Rondo: A-C-B-C-A.

Thus, the metrical composition of this poem is not hap-
hazard, as we might be led to suppose from the silence of
most metricians, who content themselves with distinguishing
and labelling the various phrases without attempting to con-
sider the design as a whole: it is artistic, being based on definite
principles of musical form. Can we say any more than this?
Pindar is telling a story with a musical accompaniment, and
we have seen that this accompaniment is artistically designed.
Can we say that it is in any special sense appropriate to its
subject ?

The principal rhythms employed are Aeolian, Paeonic,
trochaic and iambic, with a touch of Dorian and a still slighter
touch of lonian. As was explained in the last chapter, most
of these rhythms were conventionally associated with different
feelings or ideas, Is there any trace of those associations here ?
If so, we shall hardly expect them to recur with each recurrence
of the corresponding rhythm—triadic form is too strict a con-
vention to allow of so close a conformity as that between sense
and rhythm: but do they recur often enough to suggest that
the poet is deliberately using significant rhythm to heighten
his effects ? We shall remember, moreover, that such associa-
tions probably depended on melody as much as on rhythm ;
and this would enable the poet to enforce the significance of
his rhythms, where he wants to enforce it, to disguise it where
it is of no use to him.

Let us begin with the Aeolian rhythms. The Aeolian
couplet is the rhythm of one of the best-known Greek wed-
ding-songs:

“Tunv, & duévar’ “Tugp, Tun & duévar’ o.
I hope to show later how Aeschylus uses the couplet with the
significance it had acquired from popular association with the
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idea of marriage or love; and, presumably, when he used
the popular rhythm, he used the popular melody tool. So
here: in three passages, each of which describes an important
step in the progress of the story, the Aeolian couplet is asso-
ciated with love or marriage.

Poseidon falls in love with Pelops:

¥
(40-1) 7ot &rylﬂmpfuwap tip':rcia'm.
Sauévra dpévas (uépw, ypuoéatal T av (mwwois .
H 2

Here the suggestion in the music of the Love-motive is only
slight: but it is clearer in the second passage. Pelops falls in
love with Hippodameia:

(69-71) éroluov avedppovricer yauov
Micdra wapa marpos ebidoov ‘lmrmodaueiar

oyebeper,

And the third time, when, after the contest with Oenomaus,
he wins his bride, the wedding-tune rings out in full force,—

(88) &rev & Olvopaov Biav waplévov Te auvevvor.

The other Aeolian rhythm employed in this poem is the

trochaic-Pherecratic couplet familiar to us from the Partheneion
of Alcman:

Alcm. 23. 36-40

E€aTL TIS oL@V Tigs. o & OASios 0oTiS eUPpwy

auépav diamiéxel dxhavaTos. éywy & aeidw .

It is a light, tripping measure, with the connotation common
to most Aeolian rhythms—merrymaking, festivity and song.
(3-4) €l & defra yapiev [ ENBear, Pidov 7jTOp, ...
(14-17) ayhaiteras 8¢ xai povaikas év awty,

ola mailopev ¢pikav dvdpes audi apa Tpamelav.
1 Euripides puts a reminiscence of the same popular refrain on the lips of his mad
Cassandra—in conjunction with Paeonic, in allusion to the Aeschylean Cassandra
{Eur. 7ro. 307-124). Cf. also Eur. Held. g17-18, /. 4. 1056-7, 1078-q, Higp.
554
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(43-5) €évfa Sevrépw ypove [HAOe kai [avvundns
Zmyi TwbT émi ypéos.

(61-3) aMkegar guuToTals véktap auBpociav Te
OWKEY, ...

(90-2) wiw & év aiparovpials dyhaaiot weuikTal
"Ahdeod mopw xAibels, ...
Thirdly, let us follow through the poem that Dorian figure
we noted at the beginning of the strophe. Dorian rhythm, we

remember, 1s appropriate to manliness and courage among
men, and to Zeus among gods.

i r Y # ) s
(2)  arte duamwpémer vurTl peyavopos €Eoya mhodTov.

(13) Zikelia, Spémwv uév kopudds dpeTdv amo macdv,...

(42) {DmaTov elputipov mori Sdua Aios ueraSacad.

(89) Téxe Te Aayéras €€ aperalol pepadtas viovs.

Each strophe culminates in Paeonic—a strenuous, excited
rhythm well adapted to convey the idea of speed:

(20-2) &1e map 'ANded ouTo Sépas
axéptnTor v dpopoLal Tapéywy,
kpdteL 0¢ mpoaéueife Seamorav.
(77-8) éue & émi Tayvrdrwy mopevaoy appdTwy
ée TAMiy, xpti'rf:; 8¢ méhagov.
(93-6) To 8¢ Khéos
TyAobev Bédopre Tav 'ONvumiddur év Spopots
IIénomos, iva Tayvras modiv épilerad
axpali T’ {oyvoes Bpagimovor.

Among the dramatists, as we shall see, this rhythm is
constantly used with a sinister suggestion of impending
tragedy. So here, in the second antistrophe, where (not with-
out playfulness) the poet alludes in hushed tones to the
slanderous story of the cannibal banquet of the gods, the
horror of the scene is heightened by the Paeonic accompani-
ment:
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(47-51) €vveme kpvda Tis avtika Pplovepav yeirovwy
UdaTos 0Ti Te Tupl Léoroav els axkpay
payaipa Tduov Kata ey,

¥ # ¥ ¥ L L
Tpamwebaial T, audi devraTta, kpedv
aélev Sieddoavro xal ddyov.

To feel the full significance of these rhythms you must take
them with their context. Read the poem through, therefore,
noting how the amorous couplet gives place to the manly or
solemn Dorian, and that, in turn, to festive Aeolian, and to
rapid Paeonic. These delicate transitions of rhythm and of
feeling are to my mind among the most beautiful features of
the poem.

(41-4) Odauévra ¢ppévas tuépp, ypvoéaioi T av' immois
Love
imraTov evpuripov mwori ddua Aws peraBicar
Olympus

évfa Sevrépp ypovw NAbe xai Tavvundne
Festivity

(88-91) énev &' Olvopdov Biav wapbévor Teé aivevvoy:
Love

Téxe Te Naryéras & aperalol pepaoras viovs.
Valour

viv & €v aipakxovpiais ayhaalol peépRIKTAL.. ..
Festivity

To have woven all the types of rhythm known to Greek
lyric into a single musical design is in itself a feat of no mean
artistic skill: but Pindar has done more than this—he has
handled them with such delicacy that each serves to throw
into relief the varying emotional effects of the poetry. We
shall not grudge him, therefore, the praise which he bestows
upon himself at the end of this remarkable composition:

wpopavrov codia xald' “EXhavas éovra wavrd.
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CHAPTER EIGHT

THE SUPPLIANTS OF AESCHYLUS

ESCHYLUS learnt not a little of his tragic art from the
A_ lyric poets: that is to say, he took over the technique

of choral lyric and adapted it to the needs of drama. In the
Oresteia this process of adaptation is complete: the long
choral odes are worked with such skill into the dramatic
framework that they are no less essential to the effect of the
whole than the action of the plot itself. In The Suppliants—
the earliest of his extant plays—the lyrical element is as yet
imperfectly assimilated. Regarded as lyrical compositions,
the choral odes of that play are perfect, but they are static
in quality rather than dynamic—more like the odes of Pindar
or Bacchylides than those of the Agamemnon.

A minor example of the advance made by Aeschylus as an
artist between the earliest and the latest of his extant com-
positions will be found in his treatment of significant rhythm.
We noticed in our study of the first Olympian that the triadic
convention in which that poem is written is such that the poet
cannot avail himself of the associative value of each rhythm
every time it recurs. The tragedians abandoned this con-
vention of the repeated triad. They occasionally use a single
triad—a strophe, antistrophe, and epode—but it is never re-
peated; and in general they prefer the dyadic system of
strophe and antistrophe, without an epode, each successive
strophe being different from the last. No doubt, they chose
this form because it was the most flexible. Even so, however,
it required no little skill to make the rhythms of both strophe
and antistrophe equally effective, when, as often happened, the
sense of the words was entirely different. In several passages in
The Suppliants, for example, we find a coincidence of rhythm
and idea which holds good for the strophe but not for the
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antistrophe, or good for the antistrophe but not for the
strophe. This difficulty will appear less serious in the light
of what has been said about melody, which could be used to
enforce a significant rhythm, to disguise an irrelevant one.
Still, it is awkward. But I believe that this awkwardness was
felt by Aeschylus himself. He wrote this play at a time when
he had not yet mastered the art of antistrophic composition
as a dramatic medium. In the Oresteia—nearly forty years
later—he has completely mastered that art, and contrives with
amazing skill to make the two identical patterns of strophe
and antistrophe serve with equal efficacy two entirely different
purposes.

The fifty Danaids'—descendants of lo, the bride of Zeus—
have sought refuge in Argos, the birthplace of their great
ancestress, from their fifty cousins, the sons of Aegyptus,
who seek to marry them against their will. They appeal
for protection to Zeus, who brought the wanderings of their
ancestress to a happy consummation, and to Pelasgus, the
King of Argos: and in both cases they threaten, if their
prayers are not answered, to kill themselves at the altars of
the Argive gods. Pelasgus grants them protection, and the
Herald sent by the sons of Aegyptus to demand their sur-
render is forced to retire in discomfiture. The Suppliants are
escorted amid rejoicing to their new homes, and all ends
happily—for the time. The remainder of the trilogy is lost,
but we know that their confidence in the protection of Zeus
is misplaced. in the sequel he rejected their prayer, because
it conflicted with other and greater designs of his own.

The dominant theme of the play is Zeus—the lover of Io
and the greatest of the gods, the inscrutable governor of the
destinies of man. It is from Zeus that the whole trilogy de-
rives its significance, and around his name that the composition
is designed. The shape the play is to take is clearly outlined
in the anapaestic parodos (1-39), which is arranged as follows:

! In this account of the furm and dramatic significance of The Suppliants 1 am
following Mr Sheppard. See Preface, p. vii
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Zeus the Suppliant.
Egypt.

Epaphus, child of Zeus and lo.
Argos.

Zeus and the Gods of the Dead.
Invocation.

Qe =l

The form of the first stasimon (40-181) is similar: the opening
theme is taken from the midd/e of the preceding anapaests,
and in the middle of the stasimon we are introduced to a new
theme, Zeus the All-Highest:

A Epaphus, child of Zeus and lo.
B Lamentation.
A Zeus the All-Highest,

C Invocation.

A Zeus of the Dead.

The second stasimon (533-607) proceeds along similar lines.
We begin and end with the middle theme of the preceding
stasimon, and in the middle return to the theme of Epaphus:

A Zeus the All-Highest.

B Invocation,

A Zeus and lo: birth of Epaphus.
B Invocation.

A Zeus the All-Highest,

The third (638-717) is arranged somewhat differently, but
the leading theme is still the name of Zeus, with which the
Suppliants now couple that of Ares, in unconscious antici-
pation of the bloodshed that is to come.

Zeus.

Ares,
Zeus.

Ares, Aphrodite.
Zeus,

Artemis, Ares.
Zeus.

Ares, Justice,
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Let us turn back to the frst stasimon. We have already
analysed the poetical form : let us now look at the rhythmical
form, and see how the two coincide. The Suppliants begin in
Dorian, for Zeus (40-57): then, as they turn to lamentation,
comparing their fate to that of the hapless nightingale, we
hear Ionic a minore and Aeolian (58-87). They remind them-
selves that the will of Zeus is inscrutable and incontestable :
the rhythm is again Dorian (88-101). They appeal to him to
exercise his will on their behalf—to smite their pursuers with
a storm which will swallow them up before they can reach
the shores of Argos. This is the climax of the Ode: the
Suppliants have worked themselves into a frenzy of religious
incantation, and the rhythm is accordingly dochmiac (110-59).
Their frenzy dies away: but they still have one shaft in their
quiver—if Zeus is deaf to their appeal, they will hang them-
selves at his altar! The rhythm is not, as we might expect,
Dorian again, but a slow trochaic measure, the significance of
which will appear in due course (160-81).

Having grasped the significance of the stasimon as a whole
let us now examine it in detail, strophe by strophe, observing
how these rhythms grow out of one another, and taking note
of one or two others which have not been included in our
summary of the whole.

Str. 1Y, Two-part form: A-B. Dorian.

- [
A viv & émikexhopéva Alov wopTiv UrepmovTiov Tipdop', lviw

Prosodiacs Epitrites
B  avfovouoivoas mwpoyovov Boos €E émimvoias
Prosodiacs

F o i ] [ L | *# ¥ 3y
Zmuos* épavriv érwvvuia 8 émexpaiveto popoipos alwv

ethoyws, "Emrador v’ éyévvaoce.

Epitrites
The first part (A) is Dorian of the simplest kind: two pro-
sodiacs followed by two epitrites. The second part (B) repeats
this scheme in an enlarged form, with variations. Instead of

1 45. Zywos® Epayr Headlam: Zagwds Epayfwr,
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the two prosodiacs, we have two long dactylic phrases which
arise out of the normal prosodiac by resolution of the final
spondee : and instead of the two normal epitrites we have two
variants of that foot: £v +v v and the protracted form £v £-£1,
Notice, too, that the second part began with that short form of
the prosodiac which is identical with the choriambus (avfove-
pov-). This gives us a starting-point for our second strophe.

Str. 2. Three-part: AB-C-AB.

€l 8¢ xupel Tis mENas olwvoTodwy Eyyaios oikTov alwy

(A) Choriambic (B) Trochaic

dofdoeL Tis axovew

(C) Pherecratic

§mwa tas Tpelas pryTidos oixTpds aloyov xipxnidTov 8 andévos.
(A} lonic a minore (B) Trochaic
Choriambic for prophecy?®; Ionic a minore for the lament of
the nightingale®. And Pherecratic as a shift between the two:
like choriambic, it is in falling rhythm, but its last four
syllables, marked off for this purpose by the division of words
(Tes axovew), suggest Ionic a minore. The trochaic cadences
recall the epitrite cadences of the first strophe: they also
prepare for a new development in the next strophe,

Str. 34 Two-part: AB-AB.
T@s kai éyw Ppuhoduptos laovioios vouoio:
A

1 For these variants, see Appendix. Note how this, and the two following strophes,
obtain their coherence from similarity of cadence : Eyyaios olkror dfwr = kiprghdrov
&' dndbwos, etc. Cf. S. Macpherson, Form in Music, p. 64: " This illustrates a
very important factor in the matter of obtaining coherence of musical design, viz.
some sort of repetition, at a later period of a movement, of some figure or passage
that has been heard earlier in its course. One of the simplest methods of carrying
out this idea of repetition is for the cadence-bars of the first half of the piece to
be reproduced—with change of key, where necessary—at the end of the second
part.” Cf. Aesch. Supp. 533-9(p- 92), 547-55 (pp- 93-3), Agam. 738-48 (pp. 114~
15), Cho. 22-31 (p- 121), and for further examples see Appendix.

1 See above, pp. 58-9. * p. 55,

4 =3 elhofepii Bothe: wedofepfi. 76 Jepalvove’ dgpbvov Headlam: Sepalvovea

pDous.
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ddmrw Tav arakav eidoblepn mrapelav
Pherecratic

amepodaxpvr Te xapdiav' yoedva & dvfeuilouar
Pherecratic? (B) Iambic

Setpaivove’ adovov Tacde puyas aeplas amo yas
(A} Prosodiac Choriambus  Frosodiac

el Tis €oTL KNOepwy,
(B) Trochaic

The strophe opens with what sounds as if it were going to
be an lonic elegiac couplet?; but after the first half of the
pentameter (8dwTw Tav amalav) it turns into a Pherecratic.
This figure is repeated, with anacrusis, leading to a phrase
identical in form with the first cadence of the previous strophe:
éyyatos olktov alwr. There, coming after strongly marked
falling rhythm, it sounded like trochaic: here, coming after
the anacrusis of the Pherecratic, we are tempted to take it
as iambic. The fact is, a change from falling to rising rhythm
is impending, and this hint of iambic is a preparation for it.
The next figure I have called a prosodiac: its function
is to recall the announcement of the preceding sentence:
Setpaivove’ ddovov=8amrTw Tav amaiav. In the same way,
the next figure but one, deplas amo vas, reminds us of Tas
xai éyw pidobup-. The two figures are echoes, and in between
them is set an echo of that choriambic movement which we
have already heard twice since the ode began. Why does it
recur here? It is a rapid measure, appropriate, as we have
seen, to restless motion such as flicht: and that is its conno-
tation here, both in strophe and in antistrophe—

76-7 dewpatvova’ adovov Tacde Puyds aeplas amo yas .

85-6 €ori 8¢ kak mohépov Tetpouévois Bwuos apis duydow .

! 1 take 74 vapdiar as a disyllable: cf. B3 ervybrres, and see Verrall, Seven arainst
Thebes, p. 134

Headlam, ad foc.
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Str. 3. Two-part: A-B. Dorian.
el eln Awos ed mavarnbas—~Aos Tpepos ovx ebfnpatos ériybn:
(A) Prosodiacs
- ] ¥ ¥ 4 5 ’ r
mavrd Tot Pheyeller xav oxoTe pelaiva Evv Tuya pepomecat
(B) Prosodiac Epitrites
Aaots.

The thoughts of the Suppliants return to Zeus: so does the
rhythm. The second part of this strophe resembles the second
part of the opening strophe, except that here the final epitrite
is not protracted. We may also notice that the division of
words in both passages (ebAoyws, xdv oxoTe, Evv TUya) suggests
a new rhythm—Paeonic.

Str. 5%
idmree & énmibwr ad’ IWrmipywr mavwkers Bpotovs,
Bacchius 4 Cretic Dochmiac Dochmiac

Biav & olriv’ éEomhiler-
Bacchius Dochmiac

% 4 LI # - F
Tav dmovov 8 apuoviav Huevos du dpovnud Tws
Choriambic Glyconic

avrofev éEémpaker Eumas édpdvwr ad’ ayvdv,
Aeolian couplet

The Suppliants now begin their invocation in real earnest,
and for the first time we hear Paeonic—at present the slow
unresolved forms, v+- and v+v<- rather than ¢vv< and
duwsos In the middle of the strophe we hear another chor-
iambic passage. This is for the sake of the antistrophe, where
the Suppliants pray that their enemies may be afflicted with
heaven-sent madness, driving them to ruin like the gadfly
which persecuted lo (114-5)*:

dvemrapaBovhoiot ppeaiv, xai Siavotopaivoliy
kévTpov éxwy ddukTov, dTas awrdTay weralyous.
I BB el# ey [eadlam: elfely.

4 106~7 S50 Headlam : vdr dwowror Saiporiwy: fueror drw.

3 114 dwavoropalvolr supp. Headlam : Sidvoiar palvohww. 115 So Tucker: drar 3
dwdrg uerayrols.

T 7
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Str. 6% Two-part: A-B.

rowavra malea pélea Bpeopéva 8 éyw hiyéa Bapéa dakpuvomerd,
(A) lambic

¥ g ¥ ¥

¢, i1, inhépototr éudepn Ldaa yoois pe Tiuw.
(B) Pherecratic

This is the climax of the invocation: the Suppliants perform
a passionate dirge, rending their veils and beating their breasts.
The rhythm is iambic, largely resolved, which has been pre-
pared for by the iambic figures of the preceding strophes.
That resolved iambic is the appropriate accompaniment for
such performances is shown by a number of parallel passages.
We shall come across more than one in the Oresteia : others
will be found in the Persae (1039-66), in The Seven against
Thebes (941-95), and in the A/lcestis (86-7).

The sixth strophe is followed by a refrain® The first sub-
ject is Aeolian. There are two others: spondaic, and quick,
resolved Paeonic. A-BC-A.

iAopar uév 'Amiar Bodvw: xapBav’ addav ed, ya, xovveis.

{A) Glyconic (B) Spondaic
modhdxe 8 éumiTvew Aaridi ovv Mvootvel Zidovia kakimTpa.
(C) Dochmiac Faeons (A) Pherecratic h

Str. 7. Two-part: AB-AB.
wAdTa pev odv Awoppadis Te Bouos dla oTéywy Sopos

(A)" lambic _(13) Trochaic?
AYELLATOV ji ETEUTE CUY TYOALS
(A) laminc

oubé péudopar Tehevtas 8 év ypove maTnp o wavrTimwTas
(B} Trochaic

TPEVUEVELS KTLTELED.

The religious fervour of the Suppliants begins to die away.
The iambics are no longer resolved, and give place to trochaic.

Y var dugepy Tucker: dumpeni.
? 123 Potwwr- kapBdr': Boiww, xapfiva &'

* With resolution of the first foot to ease the shift from iambic.
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The weak ending of the first figure (Awwoppads Te) anticipates
the weak ending of the first trochaic figure (re\evras &), and
this in turn prepares us for the protraction of the next phrase
(mavromwras). The effect of these trochaic figures, coming as
they do after the excited iambics, is slow and heavy. They
also suggest, unless my ear deceives me, an undercurrent of
that slow dochmiac rhythm which we heard in the two pre-
ceding strophes and will hear many times again before the
play is over:

] 3 [ ] LI | F 5 4 ¥
oUd¢ péudouart Tehevras 8 év ypove maTnp o TavromwTas.

Str. 8. Trochaic

el 8¢ p1, pehavleés nhiokTuTOV YéVOS,

% i & r - - ¥
Tov yaiov, Tov molvEevwtaTor Zfjva TOV KEXUNKOTOY

iEopeaBa ovv khadous, aprdvais Bavoicas,

un Tvyovoar Gedv 'Olvumiwy.

This trochaic measure is a favourite with Aeschylus, He
employs it many times in the Oresteia and again in the Persae
(117-28)—mostly with the connotation of sinister foreboding
or suspense. In the Persae, it is contrasted with the sweeping
Ionics a minore which preceded it; here it offers no less
striking a contrast to the resolved iambics and Paeonic which
marked the height of the invocation. This last strophe is, as
it were, an afterthought. The Suppliants threaten to kill
themselves if their appeal is not granted. At the beginning
of the stasimon they appealed to the son of Zeus, Epaphus—
in Dorian rhythm; in the middle, to Zeus—again in Dorian;
now they threaten to appeal to another Zeus—the King of
the Dead, and accordingly the Dorian rhythm, which we
might have expected to recur in this passage, is abandoned
in favour of these slowly-moving, ominous trochaics.

Danaus, who has listened to his daughters’ prayer in silence,
now espies an approaching chariot and warns them to take
sanctuary at the altar of the gods. The chariot appears,

UMIVERSITY OF CALIFORMIA



Qo GREEK LVYRIC METRE

bringing Pelasgus, King of Argos, who questions the new-
comers as to their origin and business. They appeal to him,
as they appealed to Zeus, for protection. Pelasgus hesitates.
They renew their appeal in a short lyrical dialogue (350-411),
containing three strophes from the Chorus, which are answered
by Pelasgus in iambic trimeters. The main theme is quick,
resolved dochmiac—a development of the dochmiac move-
ment which we heard in the latter part of the first stasimon.
The first strophe contains an admixture of Aeolian; the
second is in dochmiac almost throughout, and a touch of
Aeolian duly returns in the third.

Str. 1. Two-part: AB-AB.

MahaiyBovos Téxos, kA pov mpoporve xapdia, Ilehacydv dvaf.
(A) lambic Cretic Dochmiacs

i8¢ pe Tav ixéTwv duydda mepibpopor AvkodiwxToy we

{B) Aeol. tripody’ {A) Dochmiac
Sapakiy ap wETPALS

pAeBdTocs, v aled mwiovvos pépuxe ppabovaa Botiipt uoybovs.
(B) Aeol. tripody Aeolian couplet

Str. 2. The second strophe is pure dochmiac, except for a
single phrase : A-B-A.

oy ToL wOALs, oV O¢ TO Srjuiov, wpUTavs dxpiTes Wy,
T :

kpatvrvets Bouov, éaTiav yfovos, povorrndoiot revpaoiv oéfe,

povooxnmTpoias & év Bpovois ypeos wav émikpaivess -
- (B} Prosodiac

dyos puhdaaov.
A

The exception is that prosodiac: wav emwpaivers. Zeus, the
Suppliants declared in their previous appeal, is omnipotent:
he governs the world from his heavenly throne. He has the
power to succour: let him exercise it, and so avert bloodshed
on his altars! Now they appeal to Pelasgus. He too, in his

1 352 [le e shift by resolution.
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own kingdom, is omnipotent; his nod, like the nod of Zeus,
knows no gainsaying ; seated upon his royal throne, he controls
the destinies of Argos. Let him too avert bloodshed on his
altars! Clearly, the Suppliants are drawing a parallel between
the King of Heaven and the King of Argos. they assume that
they have won the heavenly King to their side, and use this
assumption to win the goodwill of the earthly king. This
slight reminiscence of the Dorian rhythm which accompanied
their appeal to Zeus adds force to the parallel.

The third and last strophe brings the lyrical dialogue to a
close with a reminiscence of the Aeolian rhythm we heard in
the first, Three-part: A-B-A,

MITL TOT 0UV fYEVOLULAY DTOYEIPLOS KPATETLY APTEVDY.

(A} Aeolian tnpodies? {B) Dochmiac
Umraatpov 8¢ Tow pnyap opionar yauov Svodpovos

duydav. Evupayov & éhoupcvos Aixav, kpive aéBas To wpos Beav.
(A) Pherecratic

{

The King still hesitates, whereupon the Suppliants address
to him a short stasimon (423—46), mainly in cretics?, with a
few paeons and dochmiacs. Finally, in the dialogue which
ensues, they reiterate their threat of suicide, and Pelasgus
departs to consult his people.

The Suppliants turn once more to Zeus. Their first appeal
culminated in slow dochmiac, leading to quick dochmiac at
the height of the invocation. They have appealed to Pelasgus
in the same rhythm—quick dochmiac. The second stasimon
(533-607) carries on the development of this dochmiac motive.,
The Dorian and Aeolian of the earlier strophes are freely
mixed with slow dochmiac; and the climax comes in the last

1 400 ¢vydr Heath: guyal.

# These Aeolian tripodies might of course be taken as dochmiacs with a long
initial syllable (see p. 12) like 399 wfxap dpifouar. But the initial syllables are
long in the antistrophe as well, whereas 399 wixap dplfouar corresponds to 409
&8ica pdv xaxols: therefore I prefer to take them as Aeolian.

¥ See above, p. 67 n. 1.
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strophe, which is slow dochmiac throughout. Thus, at the
end of the stasimon, we still await a further climax—quick
dochmiac.

The second stasimon begins, like the first, with the name
of Zeus; and the opening strophe is so contrived as to combine
the leading themes—Aeolian and dochmiac—with Dorian. It
is held together by the twice-repeated Pherecratic cadence,
and its torm might be stated thus: ABC-AC-BC.

Str. 11(533-9)

Iambo-choriambic (B) Prosodiac

dvaf avdakTwv, pakdpwy paKdpTaTe Kai TEAEWY
(A) Dochmiac

Prosodiac

TeEMELOTATOV KpdTos, OASie Zeb,
(C) Pherecratic

(C) Pherecratic
mwifol Te kal yéver o dhevaov avdpav UB3pw €0 oTuyoas:
(A) Dochmiac
Aipva & éuBale mopdupoeidel Tav peavolvy' drav.
(B) Prosodiac (C) Pherecratic

The opening phrase, it will be observed, is an iambo-chori-
ambic: dvaf dvderev, paxdpwy. Its function here is to suggest
simultaneously dochmiac (dvaf dvdxrwv) and prosodiac (-rww,
pakapwy). It is used, somewhat similarly, as an introduction
to Dorian in the Trackiniae (94), where it anticipates the
iambo-choriambic movement of the second strophe (116-8).

Str. 2 (547-55)

malaiov 8 eis iyvos petéoTav patépos avfoviuovs émwmds,
Dochmiac Aeolian decasyllable

Aewpdva Bovyilhov, évler 'l olorpw épecaouéva
Dochmiac Prosodiac

Ppetyer apaptivoos, worha Spordwv StapeSouéva

' 536 kal yéve 0@ Schiitz: xal yeréobfw,
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Piha, Siyn & avrimopov yaiav év aiga Siatéuvovaa mopov
Choriambic
Pherecratic

xupaTiav opilet.

(contd.)
This strophe, like the last, is loosely constructed; it owes
what coherence it has to the two Pherecratic cadences: for
the latter part of the Aeolian decasyllable at the end of the
first sentence, avfovopovs €rwmds, is equivalent to a Phere-
cratic, and this is recalled by the Pherecratic at the end. The
first part of the same figure, patépos avBovéuous, leads to the
prosodiacs which occupy the centre of the strophe, and out of
these (avfovopous, morra PBporav) is developed choriambic,
The last time we heard choriambic was in the first stasimon,
where it was used for the frenzy of the prophet, and later for
the flight of fugitives from battle, and for the divine persecution
of the wicked sons of Aegyptus. Here, both in strophe and
antistrophe, it is used for the wanderings of the frenzied Io,
and its occurrence is sufficiently striking to be regarded as
something in the nature of a climax. It is, in fact, the con-
summation of the scattered choriambic themes of the first

stasimon.

Str. 3 (565-73). Two-part: AB-AB.

ixvelTar 8n cwovpéva Béker Bovkdhov mTepoerTos
(A) Dochm. lambic (B) Pherecratic

Atov mauBoTor aloos,

Pherecratic

Aeip@va yovoBoakov, GvT €mépyeTat
Iambic trimeter

Tudd péves, D8wp To Neihov vogois dbikrov,
Link? Dochmiac

patvouéva movois atipors 0dvvars Te kevrpodainriar Buids "Hpas.
Glyconic Aeoclian couplet

1 565 37 cwovudra Headlam : ¥ elowvovpévov.
? — -~ a figure not uncommon in dochmiac: see Appendix.
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That short but arresting phrase Tugpm uévos aptly describes
the monster Typho. The strophe ends with an Aeolian
couplet. The same couplet at the end of the antistrophe
(580-2) asks a question:

xal Tote &n Tis v o BérEas molvmhayktovr afhiav oioTpo-
Sovnrov 'lw;

The answer is given in the next strophe: Zeus. And as the
Suppliants allude to the mysterious union of Zeus with Io,
we hear once more the Aeolian couplet, which cannot fail to
remind us of the happy tune: "Tunv & tuévad “Tuny, "Tug &
vuéval o.

Str. 4' (583-9). AB-AB-AB. Dochmiac and iambic, and
Aeolian.

8. aldvos kpéwy dravaTou (L— Lvw L-)

(A) Dochmiac (B) Pherecratic
Bia & amwnpatoclével xai Belats émmvoiacs
(A) lambic (B) Pherecratic

mavetai, daxpvwv & amoartdaler mévbiunor ail.
Aeolian couplet

AafBotoa & éppa Alov avrevdei Noyw yeivaTo waid dueuds.
(A) lambic trimeter (B) Pherecratic

In the last strophe the singers return to the solemn thought
of the omnipotent will of Zeus. The rhythm marks the con-
summation of the dochmiac movement which has run through
the whole stasimon.

Str. 5* (598-602). Dochmiac, and iambic. Three-part: A-
B-A.

! & Hermann: Zeds. 584 flg &' dwquarocfevel Headlam: Sla 8 drpudirg oféve.
¥ boo. (alros) adrdyep Voss: cf. Schol ad Joc. abrds & warfp ¢urrovpyos Tobd
yévous, & 7§ davroi xepl fepawedoas Tiw 'Lw. So Soph. Ant. 52 alrés atrovpyy
xepl. Thus the verse is an iambic trimeter: cf. 568, <88, Most editors have
assumed a lacuna before wardp: elré 4¢ Hermann, fore 8 Schwerdt, alrde &
Heimsoeth, e yip or even o yap Tucker. All these conjectures, except Tucker's,
are attempts to reconcile the metre of this verse with that of 6os elrruves (corr. in
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Tiv' dv Bedv évdixwTépotoiy xexhoipay ebAoyws émr €pyors;
(A) Dochmiac

matnp Gutovpyos avTos avToyewp drvak,
(B) lambic trimeter

yévous makaodpwr péyas TékTwy, TO Tav unyap obpios Zevs.
lambic (A) Dochmiac
I have analysed the last two figures as a dochmiac and a

trochaic dipody. They might equally well be regarded as
dochmiac: péyas TéxTwv, T6 mav uijyap ovpros Zevs. The fact

is that both rhythms are heard: the second stasimon ends
with an echo of the slow trochaic movement which was heard
at the end of the first.

Danaus, who accompanied Pelasgus on his mission to the
people of Argos,now returns,and announcesthat the Suppliants
are safe— Argos has granted them protection. They reply with
a hymn of thanksgiving, in which they pray the gods to prosper
the city which has consented to defend them from their
enemies (638-717). The rhythmical structure of this ode is
too simple to need detailed analysis here. The principal
subject is Aeolian, with which we are already acquainted as
the accompaniment of festivity and rejoicing; but we hear
beneath this cheerful Aeolian a more sinister motive—quick
dochmiac. It appears in the first strophe (Three-part:
A Aeolian, B Dochmiac, A Aeolian); it is abandoned in the
second, which is entirely Aeolian; but re-appears in the
third (Two-part: A Aeolian, B Dochmiac); while the last
strophe is in slow dochmiac, like the last of the previous
stasimon. It is, as it were, a running comment on this pre-

mature rejoicing, and drives home a sinister effect in the
Srrwvor M) dvwler fuévor oéBer kdrw. But it is the Jatter verse that is unrhyth-
mical: I can find no parallel for a first paeon followed by iambi in this fashion.
olrwos is probably a gloss on #rov (cf. schol. ad Eur. fee. 353). For kdrw Bam-
berger sugpested xpdry, Heath xpdros (cf. Agam. a70). In the previous verse
(fo4) the Schol. seems to have read xparivwy for xparive codd. (Paley, Oberdick).
I therefore propose: (6oz-s)...Zevs, in" dpxds ofirwos fodfwr (ro welow xpegobrwy
kparirawy) Grov xarwler Nuevos aéfe xpdry.
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words themselves—the constant harping on the name of the
God of bloodshed. And, in the slow dochmiacs of the last
strophe, the Suppliants bring their song to an end with the
reflection that one of the cardinal duties of man is obedience
to his parents. In the sequel they are destined, despite their
prayers, to marry their cousins; and, at their father’s command,
they will murder them on the wedding-night.

Quick dochmiac, then, which was abandoned in the last
stasimon, is creeping in again. But the climax of this stasimon,
as of the last, is still slow dochmiac. We feel that the rhyth-
mical design is moving towards a further climax in continuous
quick dochmiac.

Hardly is their song of rejoicing at an end when Danaus
sights the sons of Aegyptus sailing into the bay. Seized with
terror, the Suppliants cluster round their father, who seeks in
vain to calm their fears with the assurance that it will be some
time yet before their cousins can bring their ship to harbour and
disembark. Finally, despite his daughters’ protests, he departs
to summon help from the city. The scene is partly lyrical,
the Suppliants expressing their terror in quick dochmiac,
their father seeking to reassure them in iambic trimeters.
It corresponds therefore to the earlier scene in which the
Suppliants appealed to Pelasgus; and just as that scene
marked the first climax of the quick dochmiac theme, so this
marks the second. And, like the earlier scene, it is followed by
a short stasimon (784-831), in which the Suppliants, deserted,
as they now are, without even their father to protect them,
give themselves up to terror-stricken lamentation.

The first strophe is composed of themes with which we are
already familiar—dochmiac and iambic, with a Pherecratic
close. The second is important.

Str. 2 (800-7). lambic and trochaic.
moBev 8¢ pot yévorr' dv aifépos Bpovos,
Iambic trimeter

wpos v xiwv Udpmha yiyverar védn,
lambic trimeter
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1) Mgaas alyilyr ampoacdepktos olodpwr kpeuds
Shift by anacrusis Trochaic

yvmias wetpa, Bald wrdua paprvpoied pot,

mpiv daixTopos Bia xapdias yduov kupijoar;

At the end of the first stasimon the Suppliants threatened
to take refuge with the God of the Underworld rather than
submit to the marriage they abhor. Now they wish they might
throw themselves from a mountain-height rather than endure
such a fate. The rhythm in both passages is the same; and, as
if to drive home the significance of this coincidence between
sense and rhythm, the idea of the strophe is repeated in the
antistrophe (810-13):

1o yap Baveiv énevBepoimar pihatakTdv Kaxdv.
éNdéTw pdpos wpo xoitas yapniiov Tuywy.

The text of the next scene (832-921) is corrupt beyond hope
of restoration, but the broader rhythmical effects are fairly
clear. As soon as the Egyptian herald appears, the Suppliants
express their abhorrence in free verse or awroleAvuéva (832-48),
and the Herald, whose language is as uncouth as a villainous
African’s should be, replies in equally irregular verse, with
a plentiful use of spondees and resolved dochmiacs (849-55):

¥ - ¥ [ b L] ¥
oUxoDY oUkoDY TiAuoi TiApol kai oTiyuol,
P
moAvaiuwy Govios aTeKoTa KpaTos .

We are reminded of the spondees which accompanied the
hardly less barbaric utterances of the Suppliants themselves

(124-5):

xapBay’ aldav el, ya, xovvels,

The Suppliants begin to lament, in Aeolian (856-7):
eld ava molvpuTov dunevra mopov . . .

But their lamentations are interrupted by renewed outbursts
of amohedvuéva from the Herald (860-5,872-7). As he repeats
his threats, their cries become more hysterical. They acclaimed
his coming with such exclamations as §46 4, d& & 4 (832) and
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7€ 7€ (844). Now they cry aiai alai (878) and oloi oioi (887).
The rhythm too becomes more passionate: Aeolian gives
place to Ionic a minore (879-83)%

xai yap dvomaldpws ohoto
Aeolian decasyllable
8¢ arippuror dhoos, xata Tapmndovior yaua molirappuov
Shift lonic a minore

aialeis

(contd.)
Edpelaiar atipars.
Pherecratic
The Herald is now carrying his threats into effect, and speaks
with the calm determination of the iambic trimeter (893-5,
904-5, 914-15). The Suppliants reply in quick dochmiac—
the final culmination of that motive,—and for the third time
we hear those barbarous spondees as they utter a last appeal to

Earth, Epaphus and Zeus (8¢g6-903)%:

¥ A F # ot L *» LI
oiol, watep, BpeTeos apos avdTa. pala O dayet

dpayvos ws Sadnv. dvap dvap uéiav. éToToToTOL

pa I'a, pa I'a, Boav poBepov amorpeme, & Ba I'das mwal Zeb.

About to be carried off, they utter a cry of despair in the hope
that the people of Argos may hear them:

(916) iw mohews ayol wpouot, Sduvauac.

(919)* Siwhouesd - doemt, dvaf, maoyouev.

Danaus arrives with King Pelasgus in the nick of time,
and the Herald is forced to retire. The King announces that
quarters have been assigned to the Suppliants in the city,
Danaus warns the young women not to abuse their privileges,
and the play ends with a jubilant exeunt omnes. At least, they
begin jubilantly, with a song of rejoicing: but their song is set
to Ionic a minore—the rhythm of lamentation (1029-62).
And as they leave for their new homes, we overhear a dialogue
1 883 Edpetawrwr Paley: edpeiass eiv.

1 Bgb avdra’ dra ex schol. Abresch. udha & Bothe: pdhda.
3 gi1g doewr’ Tucker: dedrr’.
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among the Suppliants which shows that there are some whose
fears for the future have not been entirely allayed by their
recent triumph (1063-72).

Then the last strophe of the play:

Str. 3. Three-part: A-B-A,
Zevs drvak amoaTepoin yduov Suadvopa Sdiov, wamep 1o
(A) Trochaic (B) Pherecratic

Tnpovas cAvoar ab yeipi ra;mwfc': KaTATYETOV,
{A) Trochaic

¥ L r r
evpever Sia kTioas.

“Zeus, avert this marriage, or we will hang ourselves at the
altar!” they cried, in trochaics, at the end of the first stasi-
mon. “Rather than submit to this marriage, let us throw
ourselves from the mountain-tops!” they cried, again in
trochaics, just before the arrival of the Herald. And now
for the third time, “May Zeus avert this marriage!” The
alternative is not repeated in the words, but it is clearly
implied in the rhythm.

The sequel is lost, but we know from other sources what
form that alternative ultimately took. The women who ap-
pealed in the first play of the trilogy for protection with the

piteous cry (757):
yurn povwlels ovdév: olx Eveot “Apns—

are destined, in the second, to show not a little of that manly
spirit they professed to lack:

yuvn yap avdp' éxacTov alwvos aTepel,

Sinkrov év opayaior Bayraca Eipos®.

! 1075 dowep Auratus: Sowep. 1076 al Headlam: el 1077 xardoyeror Weil:
xaTasydfuwe.

* P. V. BiE—g.
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CHAFTER NINE
ITHE ORESTEIA

UR study of The Suppliants has shown that in order to
appreciate fully the choral element in the play we must
regard each ode, not as an independent unity, but as part of a
larger musical design which runs parallel with the plot and
accelerates or retards its pace in accordance with the dramatic
necessities of the moment. But the play itself is not complete :
it is only the first of three acts. In the same way, we may
suppose that the musical design of the first play is no more
than the first movement in a still larger design which embraces
the trilogy as a whole. Direct proof of this, in the case of T/e
Suppliants, is impossible, because the sequel is lost. If we want
to see how Aeschylus welded his single plays into a trilogy, we
must turn to the Oresteia—the only complete trilogy that we
possess. There we shall find the same principles of composition
at work, and we shall find that by this means not only is one
ode bound to another, but each play bound to the next, like a
three-panelled design in tapestry in which certain threads run
through the whole. Or a closer analogy would be Wagner's
great tetralogy, conceived on the Aeschylean model. There,
each play stands out, a unity—to some extent—in itself, but
at the same time part of a still greater unity; and the musical
themes which were heard for the first time in Rheingold are
heard again in Die Walkiire and in Siggfried, and culminate
in Gotterdimmerung. Similarly, the design of the 4gamemnon,
and again of the Choephoroe, has a certain unity of its own, but
at the same time it forms part of a larger unity which is not
fully grasped till we have reached the end of the Eumenides
and the musical themes which we hear first in the Agamem-
non we hear again in the Choeplioroe, until they too reach their
final consummation in the Eumenides.
Nevertheless, there are important differences of technique
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between 7The Suppliants and the Orestesa—the sort of differ-
ences we should expect between an early and a late work,
between a simple and an elaborate composition. In the first
place, let us compare the poetical form of the two pieces. We
observed that the earlier odes of The Suppliants were designed
according to principles familiar to us from previous stagesof our
enquiry, and that these designs were built out of a few simple
themes—Zeus in different aspects. The form of the later odes
was less precise: that was natural, because, while thematic
composition of this kind is helpful in expounding the dramatic
situation, and in providing a setting from which the plot begins
to take shape and move, it would be a hindrance if maintained
in the same degree of elaboration after the plot has gathered
impetus and has begun to advance with increasing rapidity
towards the climax. The composition of the earlier odes of
the Agamemnon is based on the same principles, but treated
with far greater subtlety. The transitions from one theme to
another are less obvious, and the themes themselves are less
clearly-defined, more numerous and various. They are there-
fore much harder to explain on paper. The attempt which
follows does not pretend to be complete. Only the leading
themes are taken into consideration, and even they are stated
with a definiteness which scarcely does justice to the subtle
skill with which they are introduced. That, however, is un-
avoidable in reducing to analysis so elaborate and so delicate
a composition. At the same time, the reader will feel, as he
passes from one ode to the next, that the emotional value of
each, and the dramatic connexion between them, owe some-
thing to the manner in which these themes are arranged?,

First stasimon (104-269)
A. Omen.
B. Zeus chastens the sinner.
A. Fulhlment of the omen,
! T owe this summary of the form of the Agamemmnon to Mr Sheppard’s valuable

account in Aeschyius and Sophocles, pp. 16-39: see also Camb. Univ. Reporter,
vol. LIX, no. i15, pp. 430-1I.
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Second stasimon (367-480)

B. Zeus has chastened the sinner, Paris.
C. Helen.

B. Zeus will chasten the sinner, Agamemnon.

Third stasimon (686-773)
C. Helen.
D. The lion's whelp.
C. Helen.

The second subject of each movement is restated as the first
subject of the next. Is not this very similar to the structure
of the early odes of Te Suppliants, analysed in the last chapter,
and are we not reminded of the ¢ye/ic form of some composi-
tions in modern music?

We have noticed how the poetical form of The Suppliants is
gradually relaxed, as the play progresses, in order that the plot
may move more freely. The metrical form developes in the
same way. In the early odes most of the strophes were found
to be in strict Two-part or Three-part form: in the later, they
were often more loosely constructed, though rarely without
some hint of formal design, sufficient to satisfy an ear which had
already grasped the more obvious unity of the earlier strophes.
In the Oresteta we find that Aeschylus has advanced further
along this line of development. Strophic form is now so
familiar to himself and to his audiences that he can dispense
with the more obvious indications of it and so allow himself
greater freedom in composition. From time to time he gives
us a strophe as strict as any in T/he Suppliants, and on these
occasions we can see that he is deliberately retarding the
dramatic movement. An excellent example will be found in
the first stasimon (104-269). The first and third parts of this
poem are loosely constructed—the one in flowing dactylic, the
other in continuous dochmiac: in both he is telling a story—
the marshalling of the host at Aulis, and the sacrifice of
Iphigeneia ; and nothing must be allowed to impede the swift
march of events. But in the middle he makes a digression—
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a meditation on the theme of Zeus who chastens the sinner—
solemn in character and slow in movement,—a striking con-
trast to its setting. And here he gives us a strophe composed
out of slow trochaic in regular Three-part form.

We have already had occasion to notice the variety of Dorian
rhythm developed by Stesichorus!. Prosodiacs are combined
to produce a single, long dactylic phrase, which has something
of the sweep and fluency of the epic hexameter:

Stesich. 18
@rTeLpe yap alTov Vdwp alel bopéovta Aws kovpa Baciheiow.

Sometimes the final spondees are replaced by dactyls, with
the result that the prosodiac basis disappears entirely:

Tbid. 7

Zxvmrdeor 8¢ AaBwv Séras Euuerpor ws TpLddyuvov

mwivey émiayouevos, To pa ol mapénre Polos xepdaas.

Epitrites are rarer than is usual in Dorian, and when they occur
have the effect of retarding the rhythm:

Ibid, 26

obvera Tuvddpeos pélwy mote mao: Oeois povvas Aalber’ fmriodwpw
Kumpibos+ xeiva &¢ Tvvdapéov xopais

Yorwaauévn duydpuovs Te kai Tpiyapovs Tilnow

% I
KGL MTETAvopas .

It was in this form of Dorian that Stesichorus wrote his
Sack of Troy and his Oresteia. Aeschylus makes the Sack of
Troy one of the leading themes of the earlier part of his own
Oresteta, and no doubt, for the Greek audience, the theme as
he treated it derived not a little of its significance from the
reminiscences it evoked in their minds of the work of Stesi-
chorus. This is only another example of the habitual method
of the Greek poets—they loved to enforce the effect of their
own poetry by conscious allusion to their predecessors. In the

1 See above, pp. 38, 48.
T B
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present case, the modern reader is at a disadvantage, because
the work of Stesichorus has perished ; but even we can see that
Aeschylus begins his long first stasimon in the rhythm which
Stesichorus had made familiar before him:

x & F ¥ E Ll -'E s o h S -
vpios etpe Bpoely 68tov kpaTos aloiov avdpiv
¥ w % L [
éxTeréwr* €Tt yap Oeofev xatamveie

mebw, wokmrav alkdv, cvpdpuros aiwy*

dmws "Ayaov .

The first phrase is a dactylic hexameter ; the next two move
more slowly, because spondees are substituted for dactyls. The
fourth is something new. Perhaps it is an epitrite with ana-
crusis!: but it suggests rising rhythm, and, as we shall see, its
resemblance to slow dochmiac (v+v£-)is not without signifi-
cance for the sequel (115-119).

- - - & L -
olwvay Bagihevs Bagikelal vedvy, 0 kehawos & T éEomw dpyds,
4 b ¥ % [
pavévres ixrap, perhabpwv yepos ék Sopumrairov .

At the end of the strophe (121-3) it leads to the climax:
Boaxopevor haylvay, épicipara Gpépuari, yévvav,
PraBévra Nowobiwy Spopwy.

This last phrase clearly suggests iambic, rising rhythm (v 2o+
v+£wt), in striking contrast to the falling rhythm of the rapid
dactylics which it interrupts. Read the strophe through again,
and you will feel its emotional effect: by breaking the fluent
movement of the dactylic narrative, it emphasises the sinister
meaning conveyed in the words?

Now turn to the epode (146)3:
TOoOV TEP EVPpwY .
This is the same quasi-dochmiac phrase we heard in the strophe,
and this time no dactylic phrases precede it to make us regard

I Cf. Terpand. 2 dugl pol alre dvay® écarafbhor | dadérw ppie.

# It has the same effect in the antistrophe (144) ervyel 8¢ Seirvor aleri,
3 146 véoor [ h, Headlam: réooor M.



THE ORESTEIA 105

it as an epitrite: its dochmiac character is becoming clearer.
We continue in rising rhythm (146-7)':
ToooV Tep elPpwr 8¢ kaka Spocoiat NemwTols pakepdv AeovTwy

The second figure is an Anacreontic. The effect is tender;
and here again the sense of the words explains the rhythm. As
he speaks of the “offspring of lions” the prophet is thinking of
Iphigeneia, the daughter of the House of Mycenae, whose
emblem was a lion% Anacreontic will recur in this connexion.
The third figure patepiv Aeortwr brings this little excursion
into rising rhythm to an end with a suggestion of a Phere-
cratic cadence (-ois parepav Aeovtwr)® and we return to the
dactylic movement of the strophe (148-52)4:

maAVTOY T AYpovouwy GLAoudTTOoLS

Onpav oBpicakois, eiep Tiva, TovTwv aiver Evpfoha xpavat
decbia pév, katapopuda 8¢ pdopat dvopboiv.

That is the first sentence. The second begins (153), like the
first, with a suggestion of Paeonic—even clearer this time:
iniov &€ karéw Ilaiava .

Two iambi; then a fourth paeon, as the prophet cries to Apollo
the Healer; and then a palimbacchius (-+v), which serves as
a convenient shift back to falling rhythm (154-6):

p1 Tivas avrimvoovs Aavaois ypovias éyevnidas

amhoias Tevy .

At first, dactyls, light and rapid; then that heavy spondaic
prosodiac +— +— <, The ships are storm-bound; the rhythm
is held up. And then suddenly it quickens (157-63):
omevBopéva Buaiav étépav dvopov T, ddaitov,

vewéwy TéxTova oiuduToy, ol Seorvopa pipver

1 146 8¢ xakd Spdomae herrois Headlam: & xaka Spbooiwrwr dédrrons.

2 Headlam, ad foc.

% For this lonian cadence, cf. below 214, 236 (p. 109), 451 (p. 111), Cho. 319
(p- 125).

4 140 df8pucdhocs elwep rovd Headlam : d8picdhowee repred. 150 alver Gilbert: alre,
152 pdopar’ dropfoiv Wecklein : ¢dopara arpoviar.
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yap ¢oBepa makivopros
otkovopos Solia uvdpwy URvis TEKVOTOLVOS.

With that pregnant word (vengeance for a child? or of a child?)
the rhythm, which has been gathering speed in the preceding
phrases, comes to an abrupt stop. All that remains to do now
is to round off the epode with a couple of smooth dactylic
hexameters (164-7), which recall, both in sense and rhythm,
the opening of the strophe:

rotade Kdlyas Evv peyahols ayalois aréxhayEev
popaip’ ar' opvifwr 0diwv oikors Baailelows.

And finally we hear the refrain, bringing the triad formally to
a close (168-9):

Tols & opopwvov

ailiwoy ai\ivov €imé, 70 & €U vikdaTo.

At this point the rhythm completely changes. Instead of
long, sweeping dactylic, we hear that slow insistent trochaic
measure which was used with such effect in The Suppliants
(170-7)":

Zevs, 00Tis wOT €oTiv, €L TOO aUTw pilov KEkANuEv,
TOUTO Vv TpogevvéT® *
ok Exw Tpoceikacatl mavt emioTaluwpevos .

As the old men think of their only solace in the hour of trouble,
their spirits rise and the rhythm quickens, returning for a
moment to dactylic:
wAv Aios, € T6 parav amwo Gpovtibos dybos
xpn Baletv érnripws.

The same effect is repeated in the antistrophe (183-5). The

ancient rulers of the world —Quranos, Kronos—have fallen, but
Zeus—

Ziva &€ Tis wpodpovws emvikia kKhafwy
revEetar ppevddv 1o mav.

1 For the form (three-part) see above, p. 40.
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In the next strophe (186—-93) the dactylic second subject is
abandoned in favour of a still slower variety of trochaic:

A Tov dpoveir Bpotovs odwoavra, Tov waber pabos

EE;l'*"T{l #UPEMQ Exﬂ-i-".

B arale & év & Umrw wpo kapdias pympormijpwr movos

xai map drxovras nibe cwppoveiv.

A daipovwr 8¢ mov ydapis Biatos célpa cepvor Nuévewv,

The cretics in the middle of the second subject recall Paeonic
rhythm (prpoirypwy moves); and does not the end of the last
figure but one (ydpis Biaies) remind us of that slow dochmiac
(Tocor mep elppwr) which we heard some time ago?
The antistrophe (194-201) is even more remarkable. It de-
scribes how the storm came at Aulis: and the words are made
to break across the phrases so as to produce in the rhythm a
slow, heavy, straining effect exactly appropriate to the sense:
kai 108 Nyepwv o wpéaBus vedv 'Ayaiuxov,
pavTiv oUTiva ey,

EuTai-os TUYaloL cuuTréwy, €T amhoia kevayyel Bapuvvovt
"Ayauxos hews

Xatxidos mépav Eywy makippoy-Bois v AdNidos Tomos.

Note in particular how a suggestion of bacchii and iambic is
made to run counter to the cretic and trochaic figures of the
second subject: amhoia [ kevayyel [ Bapivort'| "Ayauxos Aews.
The effect is not merely to retard the rhythm,; we have here
a direct anticipation of the return to rising rhythm in the next
strophe (202-3).

e LI | h T F -
mroai & amwo XTpupoves polovoat

L L S
xaxooyohot, vaTides, Svoopuot .

drws "Axaidv, pavévres iktap, Togov mep ebdpwv . . . The
significance of those scattered hints of dochmiac is now clear:
they have anticipated the dochmiac movement of the present
strophe,
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Here again the words break across the phrasing:

wroai & amo ETpvpovos wolovoal

xaxoayohot, vijaTibes, Svgopuot . . .

Does not this straining effect, this tense struggle between
dochmiac and trochaic, suggest as clearly as rhythm can the
straining of the ropes as the fleet lies at anchor, pitching and
rolling in the storm? Moreover, if the words Zrtpupovoes
pohovoal, vioTibes Svaopuor recall the trochaic rhythm of the
preceding strophe, the words mvoai 8 amo, kaxooyohot antici-
pate the next figure:

Bpotav dalat, .
Then we return:
vedv T€ Kal meiogudTwy adedels (vLvL- vLiuLo)

the same effect as before. And then, more slowly still:
malippnkn ypovor Tilfetocat (wL—L wiu L)

until at last a protracted dochmiac brings the rhythm to
a halt:

TpiBw xaTéfaivor avlos 'Apyelwy. (vtut— viuL_2)!

The deadlock is complete, both in sense and rhythm. The
situation seems hopeless: Artemis has frustrated the king's
high enterprise. How can she be appeased?

émei 8¢ xal mikpov .

Those iambics hold us in suspense for a moment: they are
lighter, and we feel that we are moving towards a solution of

the deadlock. Then the rhythm gathers speed: the prophet

sees the way out, and his voice rises to a cry at the name of
the offended goddess:

émel 8¢ xal mikpol yelpaTos dAho ufiyap BpiliTepor mpopoiaww

lambic Pherecratic Pherecratic
pavris Exhayker wpodépwr “Aprepiy .
Choriambic

1 Cf. Soph. 0.7, 1332 Exrawre § adrdyep v offris dAN’ eyl TAduwr.
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But the cure is worse than the disease; no sooner is it pre-
scribed than we hear the music of lamentation:

woTe yAova Bdrrpors émicpovoavras 'ATpeibas
Shift! lonic a minore

Sdkpv py katacyeiv.
Cadence?

Surely this is a remarkable composition. We hear in the
rhythm the storm-bound ships straining at their anchors, we
feel the spirit of despondency which oppresses the crews that
man them. Suddenly the ships are released, and our spirits
rise—but only to fall away into weeping and lamentation,

What of the antistrophe? It will, I think, show the art of
strophic composition at its height: Aeschylus has mastered
the difficulty which gave him trouble in The Suppliants.

(215-37)°

avak & o wpéaBus 108 elme Ppwray:

Bapeia pév xnp o pn mibécbau,

Bapeta & e

Téxvor Salfw, Sopwy ayalua,

ptaivov TapBevoaddayoiaiy

poais marpwovs yépas méhas Bwpob.

The straining effect being no longer required, the dochmiacs
are unbroken: instead, they are insistent in their monotony.
Agamemnon cannot make up his mind, and finally breaks
down, overcome at the thought of the terrible decision that
lies before him.

Ti TV AVEV KAKDV ]
He is moving towards a decision: which will it be? Again, the

1 If we looked only to the metrical pattern, we might take this phrase (212-3)
like the last as choriambic: but the words are so divided that they demand, to
my ear, to be taken as lonic a minore.

2 Cf. above 147 (p. 105) wakepow Aedprwr,

3 220 poais Schoemann : pel@pois h. 221 wéhas Swpoli Blomheld : Swpol wéhas
(the more usual order: cf. Eur. /. 4. 1420, Andr. 1157, Hcld, 73 Bupoli wékas).
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rhythm quickens; and he asserts that to betray his political
allies is impossible, to shed his daughter’s blood is—right!
wds Mmwovavs yévwuas, Evppayias apaptov;
mravoavéuov yap Buaias mapbeviov §' aiparos opyd
mepiopyds émibupeiv Bépis: b yap eln.

The next strophe returns to dochmiac, now more sinister
than ever—an ominous comment on the king’'s decision:

émet &' avdyxas é8v Aémadvov

dpevos mréwy SuaoelSn TpoTaiay

dvaryvoy, aviepov .

Another climax: the resolved iambic suggests a fourth paeon
(aviepov <ww~<+), This is the second time we have heard that
rhythm.

dvaryvov, aviepov, Tobev

TO TAVTOTOAEOV POVELY UETEYVW,

Bpotols Bpaaiver yap aloypopnTis

Tﬂr!lﬂi.l-'ﬂ "ﬂ'ﬂ-_i,'lﬂ.#ﬂﬂ'l‘.'i 'ﬂ'pﬂ}Tﬂ‘!T?iF-ﬂJF.

aviepov—mapaxomd : the dramatic significance of this fourth
paeon is becoming clear. It is something to do with the
heaven-sent madness which drives the man with blood on his
hands to his own undoing.

étha & otv Burnp yevéoBar Quvyarpis, yuraikomroivwy

Bacchius Dochmiac Anacreontic
moNéuwy Apwyar Kai TPOTENELQ vamy.
Shift Pherecratic

Again an Anacreontic—for Iphigeneia and Helen.

The last strophe, describing the sacrifice of Iphigeneia, is in
dochmiac throughout except for the Pherecratic close—hence
it marks a climax in the rhythm as well as in the narrative,
The predominant phrase is still v£v£— w£o2_ which has been
heard with increasing frequency from the time of its introduc-
tion under the guise of epitrite among the dactylics of the
opening strophe. But we also hear, for the first time, a second
variety of the same rhythm: v4-v+ (248 avavdy uéved).
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The second stasimon (379-480) begins by taking up the
dochmiac climax of the first, thus leading us to suppose that
this movement will be developed still further. In addition to
wituvdo witouit— we hear w£-=L whudo wloud wludo and
other combinations of these elements. Towards the end of the
first strophe (387-91) we pass through trochaic to Pherecratic,
in preparation for the Aeolian refrain!. The second strophe,
also dochmiac, demands no comment, except perhaps for the
concluding phrase (424):

ddopa Sofer Sopwr dvdoaew.
This is dochmiac lopped, as it were, of its initial syllable (+v+—
viv+— instead of v+v£— viu£) s0 as to suggest trochaic

(£w+ 2v2vs-), in anticipation of the trochaic movement of
the third strophe (445-51):

o ypvaapoiBos & "Apns copaTwv

Dochmiac
xai Tahavrovyos €v payn dopos wupwlev €€ Ihiov
Trochaic Dochmiac
pirowa mépmer Bapv Yrijyna dvadaxpurov av-
Dochmiac Trochaic
Tivopos omobov yeuilwr NéBnras evbérovs.
(contd.)

At this point the rhythm shifts by anacrusis to iambic:

orévovat 8 €U AéyovTes avdpa Tov pev s paymns idp:s,

Tov & €v dorvals xakds mecovT —

And then another shift which brings us, as we think of the
woman who is the cause of all this bloodshed, to Anacreontic:

a\lotpias Swai yuvaiss, Tdde aiya Tis Baile,

Anacreontic
pBovepov 8 U’ dhyos Epmer wpodixois "Arpeidacs.
Anacreontic Cadence

The first stasimon worked slow dochmiac up to a climax,
the second has maintained it as the predominant rhythm, the
third and fourth will carry it still further.

1 See abave, p. 126.
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The third stasimon (686-773) begins, gravely, in trochaic
(686-y01)*:

i L | £ 3 ] % - ] F
TLS TTOT mmﬂafw wo €5 TO Tav ETNTULDS "

e ————

pTes BTy’ oy opipev .

The third phrase has a weak ending. Having thrown out this
hint of developments to come, the poet brings us back to
the phrases with which the strophe began by making the last
syllable of the third phrase do duty as the first of the next—
an equally well-known trochaic rhythm:

RITIS OUTIY OUY OP@MEY TPOVOLALTL TOU TETP®UEVOU

yADooar €v Tﬂxq véuwy ; Tav dopiyaiBpov audiveinn &

That last phrase marks a further advance: the weak ending is
repeated, and a dactyl is substituted for a trochee in the first
foot. It prepares us for the sequel. Repeat it without its
initial syllable, and we get an Anacreontic just in time to
accompany the first mention of Helen’s name in the play:

rav dopiyauBpov audpiwexs & ‘Elévav; émei mpemovrws
Anacreontic

Having thus passed from trochaic into Anacreontic, the rhythm
undergoes another metamorphosis,
é\évavs Elavdpos .

Another Anacreontic, you will say. But no: with the next
word é\émrolts we pass to lonic a minore, the rhythm associ-
ated with the luxury (aBpdrns) of Asia:

érévavs Elavdpos éNérTohis éx TOY aSpoTipwy
Shift lonic a minore

And then back to Anacreontic. Helen is wafted over the sea
by the wind whose child was Love:

mpokalvpudTwy émhevoer Zedupov yiyavros alpe,

! This account of 686-517 is largely based on Headlam, J. . 8. vol. xxi1,
pp- 221-3.
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The Greeks speed after her:

molvardpol Te pepdamides kvvayol xaT lyvos mhartav adavroy
Echo

Then the rhythm slows down again as they beach their ships
at Troy:

xeAodvTey SiuoevTos dktas ém ackipuidovs
Aeohan couplet!

With this phrase—an effective final cadence—the strophe
might have ended. Hence, if more is to follow, it is likely to
be emphatic. We have yet to hear a horrified whisper:
&t €pwv aluatoecoar.
It is another Pherecratic, but the resolution of the first foot
suggests a fourth paeon (¢vw<+), The thought is of bloodshed.
The antistrophe deserves attention, because it does not ex-
actly correspond. This may be a sign of textual corruption.
If so, it is the only sign; and before trying to emend, we
should consider whether the lack of correspondence may not
be intentional. That, I believe, is the explanation here.
As before, we proceed from trochaic to Anacreontic. Then
instead of:
éNévavs Eravdpos éNémTohis éx Taw afpoTipwy
Shift lonic a minore

we find (700-10):

L3 o F " ¥ [ L 3 ¥
Upévaiov, bs 70T €méppemey yauSpoiow aeideiw.

This is an Aeolian couplet, with overlap of one syllable, and,
if Ionic a minore is appropriate to the sense of the first pas-
sage, the Aeolian couplet is no less appropriate to the sense
of the second: “Tungr & vuéval “Tugy, Tugr & duéval . It
would be easy enough to alter éméppemer into eméppeme, but to
do so would be to spoil a beautiful effect. And our contention is
1 This couplet moves slowly, partly because of the division of dx-rds, and partly
because of the ambiguity of kehederwr: is it in nsing rhythm (-+-), like the
phrases which precede, or in falling (£--), as the sequel shows? Euripides

writes, in the same rhythm, gfe 8 Zjuberra xai dlvas dpyuvpoebers (.4, 751-12,
p- 49) and oiw ‘Ayauéuvor: Tpwlas éwi Zouovwridos derds (EL 440-1).
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supported by a later passage in the same antistrophe (715-6)?,
where the poet forgoes exact correspondence in order to re-
echo this Aeolian rhythm :

rapmpoad 1 wolvBpnuov aldy’ audl wokiray

Lastly, the antistrophe ends with the same ominous whisper
as the strophe, again coupling the hint of a fourth paeon with
the thought of bloodshed:
péreov aly’ avaridoa.

The second strophe (718-27) begins by taking up this
Aeolian rhythm:

éfpeyrev 8¢ AéovTos trer bopnts ayararxta Sov-
Glyconic Glyconic

Tas avnp ¢ihouaatov,
Pherecratic

The first of these two Glyconics is anaclastic: éfpeyrer. We re-
member how the same device was used by Pindar in his first
Olympian (dptoror) as an anticipation of Paeonic®. We shall
see that it has the same function here. Then follow three pros-
odiacs—their dactylic movement is lively and cheerful:

év Buwotov mwpoTeheioss duepov evdihomaida xai yepapois émi-
xapTov,

Then, more slowly, trochaic, with two resolutions suggesting
the fourth paeon again:

BE R L A EEida s SRk b

And finally we return to the opening subject:

daibpwmov woTi yelpa calvovta yacTpos avaykals.
Aceolian couplet

The third strophe reintroduces dochmiac (738-48)3:

Tapavra & énletv és 'Ihiov molwy

Aéyorpu' av ppovnua peév ynvénov yalavas,
daxagkaioy 8 dyalua ThouTov,

1 oyg rduwpocd’ n Headlam: wauwpoosdi. 2 p.73. 3 w40 § add. Porson.
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I have analysed the last but one of these phrases as a bacchius
followed by two slow dochmiacs, It might be taken equally

well as follows:

Aéyowu' dv ppornua pév vvépov yakavas

In other words, the phrase contains a hint of falling rhythm
(vmrépov ~yardras), and by this means we are prepared for the
next development :

parfaxor opuntwy Bélos, dnElfvuor EpwTos avlos.

Glyconic Decasyllable

The decasyllable is introduced for the sake of its weak ending,
which anticipates a further change of rhythm:

mapakiirac’ éméxpaver 8é yauov wikpds TelevTds,

lonic a minore Anacreontic

ovaedpos rai Svoouthos cvuéva Tlpiauidaray,

lonic a minore

wouta Aios Eeviov vupdoxhavros "Epwus.

Aeol. tripody Pherecratic

Ionic a minore for the misery brought about by that fateful
wedding, Anacreontic for the bride—Helen, And then, through
a shift by anacrusis, we are brought back to our Pherecratic

cadence,
The third strophe introduces the climax of the ode (760-6),

and again the rhythm is dochmiac:
dihei 8¢ TinTew UBpws uév malawd vedlovoar év kaxois BpoTiv

Slow dochmiac Bacchi lambic
[ L . L LY P F

UBpw tor 7 Tof' OTe To xUpLov poly,

Iambic

These bacchii and iambi hold us in suspense: the resolution
éte 10 kUpiov (Lvw+w+ quick dochmiac) marks an advance
and leads directly to the climax:

Babvaxorov Saipova TiTav duayov amoleuov,

Slow dochmiac  4th paeon  Quick dochmiac (resolved)

aviepov Gpdaos .

Quick dochmiac

L 763 Bafirxoror Maehly, rirar Heimsoeth: veapd ¢dovs xdror, Saluora re Tdw,
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Rhythm as well as sense drives home the reminiscence:
dvayvov dviepov . . . TdAawa wapakomd . . . aviepov Bpdaos.

The climax is over, and the strophe is brought to a close
with the usual cadence:

A ' ¥ ¥ ] F -
aviepov Opacgos pelaivas penalooiaiw dras elbopévar Toxebaiv.
Pherecratic Pherecratic

Let us review the development of this dochmiac theme,
which is clearly destined to be the central movement in the
musical design of the play. In the first stasimon, the slow
dochmiac v+v+— was developed out of epitrite with anacrusis;
in the second stasimon it was the leading theme, accompanied
by the other slow dochmiac v+-+~+, From time to time we
heard suggestions of the fourth paeon (<« < <), and this has now,
in the third stasimon, been combined with the slow dochmiac
theme so as to produce a new development—the quick doch-
miac ¢vwv+ws, Slow dochmiac has had its climax, and quick
dochmiac has grown out of it: we feel that the climax of quick
dochmiac cannot be long delayed.

It does not, however, come immediately. The fourth stasi-
mon—the last before the crisis of the plot—keepsus in suspense.
Agamemnon has entered the palace, and the conviction is
growing on his faithful adherents that he will not be seen alive
again. They sing in the slow trochaic measure which was
heard in the third stasimon (g66-8):

I ey o5 P - 4
Timre pot 768 éumédws Selua mpoararipiov

E L -
xnpﬁmq TEPE—E’EET‘I’EU TOTETEL,

There can be no doubt about the emotional effect of trochaic
here: the short, slow phrases heighten our sense of sinister
foreboding. Aeschylus is repeating an effect which he had
already used in the Persae (117-8):1

TabTd pov pelayyitwv dppnr duicoerar doSy.

The first strophe has been analysed in a former chapter®

! See above p. 8g. This rhythm, with its connotation of suspense, is burlesqued
by Euripides in the Cypelops: GoB—11 Myperar rdv rpdynhov dvrbrws & vaprlvos Toi
fevblarrvpbros: wupl ap tdya guwopdpous dher xdpas. 2 p 4.
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In the second, we think of the dangers attendant on excessive
prosperity, and the rhythm is appropriately Ionic a minore
(9g0o-1003)":

pala ydp Tou Tas mwoAAas Uyielas axdpeaTov

lonic a minore

Tépua* vooos yap del Biotdv oudToryos épeidet

Dactylic, echoed from str. I

xai woTpos evfvmropiw dvdpos Eraioer ddrw

Prosodiacs

dvarvylas mpos ddavrov épua.
Aeolian decasyllable

If only a man will exercise moderation, all will be well :

Kai TO pév mpo YpNudTOV KTNC Iy dkvos Balov
Trochaic, from str. 1
apevbovas am’ evuérpov,

ovk édv mpomas Sopos, Touovas yéuwy dyav,

ovd’ émovrice axddos.

As we think of the happiness of the ‘modest competence,’
we become almost cheerful?:

moAhd Toi Soois éx Aios audihadi)s Te xai éE aloxwy émereidv
Dactylic
- W *
VNOTIV WAETEY VooOV.
Trochaic

Suddenly, we recall the situation. Again, that whisper of
horror at the thought of bloodshed (1004-6)3:
10 & €mwi yav weoov amak Bavdoipov wpomwapod avépos pékav
Fourth paeons

alua....
This is why we heard those fourth paeons in the third stasi-
mon : 8¢’ épwv aluaroecaav, uékeov aly’ avaridca. And from

1 gg1 del suppl. Blomfield. gg1 Biordr sugg. Wecklein: yelrwr. 994 d¢vw Suory-
xlas wpds suppl. Headlam.

3 We are reminded how slow trochaic broke similarly into cheerful dactylic at the
mention of Zeus in vv. 170-185: see above pp. 106-107.

? 1004 weodr Auratus: weoord'. 1005 wpowdpod' h: wpéwap,
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now on we shall have little respite from this rhythm till we
have heard the Furies cry: emi 8¢ 7o tefupeve Tode uéhos,
wapadopd, wapaxoma ppevodaiys.

It is a striking climax, and [ suggest that the violation of
antistrophic correspondence, to which it owes not a little of its
effect, was the work of the poet, not of his mediaeval copyists.
Hence to seek to emend v. ggo into conformity with v. 1004,
as Headlam and Wecklein have done, is a pity; and when
Verrall, more cautiously, observes that “the rhythm of ggo, as
compared with 1004, is, or appears to be, exceptional and un-
satisfactory,”! we may reply with some confidence that its
unsatisfactoriness is only apparent, while its exceptional
character is real and deliberate.

The tragedy is brought to its climax—the murder of Aga-
memnon—Dby the prophetic utterances of Cassandra; and the
rhythm of that scene is quick dochmiac almost throughout,
reaching its culmination as the distracted girl sees the Furies
exulting over the downfall of the Atreidae (1101-7):

. ] ] i r r +¥ r ! Fd b ] [
¢ ¢ ramal wamwal, Ti Tobe paiverar; 1) SikTvov Ti v Albov;
Quick dochmiac Iambic

ai\’ apxus 1 Evvevvos, 7 .fu:rm'rfti
lambic

Povov. oTdais 8 dxopeTos yéver kaToroAvEdTw
Quick dochmiac

Qvuaros hevaipov,
Cretic

Agamemnon and Cassandra lie dead., The Elders, still
intensely excited, reproach the murderess in the same rhythm
(1406-7):

Ti kakor, & yuvai, yBovoTpepés édavov # mworov

mracapéva putas éE alos dpuevoy . .

Clytemnestra, standing over the bodies of her victims, replies

Verrall, Agamemnon, p. 134.
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undaunted in iambics. The excitement of the Elders begins
to subside, and dochmiac gives place to Aeolian (1449-55)*:

Ped Tis dv év Tdyer un mepiwduvos undé Sepvioripns,
Aeolian tripodies ‘Pherecratic }
Aeolian decasyllable

pohot Tov aiel pépova’ opihely Moip' daTélevrov Umvov Sauévros
Dochmiacs e
¢ﬁla£ﬂ¢ evueveorTaTov kal Toléa TAAYTOS YUraikos diatl ;
4th paeon Slow dochmiac 4th paeon  Cretics
mpos yuvaikos & amédfiaev Blov.
Trochaic

The second strophe (1482—9)? is similar in effect:

X & i r W [ # ¥ -
n péyav 1 péyav oixows daluova xai Sapiunviv aivels,

Prosodiac Aeolian decasyllable

Pet pev kaxov alvov arypds Tiyas deopéaTov*
Pherecratic Pherecratic

LY i LY 5 r F

w i1, Sial Aios mavartiov wavepyéTa®

lambic

Ti yap BpoTols dvev Atos Tekeltas;

lambic Dochmiac

~ Pherecratic
Ti T@vd ov Heoxpavrov éoTiv;
Dacchius

Dochmiac is receding into the background; but it will assert
itsell once more before the play is over. “Iphigeneia,” cries
Clytemnestra, “was murdered by Agamemnon, and I have
murdered him!” The Elders reply, at first in subdued tones

(1532-8)%

aunyave Gpovridos orepnbeis edmalaupor pépiuvav
Slow dochmiac Pherecratic

oA Tpamwpal TITVOVTOS 0LKOUY,

Slow dochmiac

8édowka &' SuBpov krimov Sopoodaly

Slow dochmiac lambic

U rggr dpudeiv Headlam : dv fuiv. 1454 wohéa Haupt @ wohha.
* 1482 ) péyar suppl. Headlam.
* 1537-8 So Headlam : Alxg...0%yer. .. Onyaras.

T
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ToV aipaTnpov: yYrexas O€ AnyeL.
Slow dochmiac

Aixa & ém’ d\\o mwpaypa Onyerar BrafBns
Iambic

mrpos arhais Onydavaiot Moipa.
Slow dochmiac

Then more emphatically, in the antistrophe:

Péper Ppépov’, éxtiver 8" 0 raivwy:

wiuver 8¢ piuvovros €v Bpove Aios

wraleiv Tov épEavra: Béopiov yap.

We are moving towards the last climax of the play, when,
in the altercation with Aegisthus, the name of Orestes will
ring out, in much the same way as the Siegfried motive rings
out at the end of Die Walkiire. The law of vengeance which
has destroyed Agamemnon shall destroy Clytemnestra too.
Blood calls for blood: the first round in this cycle of sin and
punishment is over, the second is about to begin. Surely it is
not an accident that at the end of the lyrical portion of the play
that slow dochmiac rhythm, which marked the first step to-
wards the musical climax, is revived. Qur ears, as well as our
sense of drama, are led to expect a similar movement rising
to a similar climax. Both will be satisfied in the Choeplioroe.

* - *

The night is over; and Clytemnestra has had bad dreams.
The dead are angry, she fears, and so she sends her serving-
maids—captives from the sack of Troy—to her murdered
husband’s tomb with placatory offerings. They obey her as
slave obeys master—by compulsion, Their goodwill is reserved
for the Avenger, when he comes,

They step down from the palace-doors dancing to iambic
rhythm, largely resolved®: they are performing a dirge, rending
their veils and beating their breasts.

! The appropriate rhythm : see p. B8.
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Str. 1 (22--31)!

taltos éx Sopwr EBmy yods mpomoumos 6EUyelpL aUY KoY.
lambic lambic

B S R el S e P i i i il

wpémeL wapHior powlais auvyuos|Svvyos dhoke veoToue:
Iambic Trochaic resolved
8¢ aidvos & lvypoior Booketar xéap:
Bacch. Trochaic
MvopbBopor &' UdpacudTwr Aaxides Eprador Um dhyeaiv
lambic lambic
TPOTTEPVOL TTOAUOL TEMAWY AYEAAOTOLS
Spondaic
Evpdopais meminyuévor.
Trochaic
[ambic shifts by anacrusis to trochaic. In the middle we hear
a suggestion of Paeonic rhythm—a bacchius. Then we return
to iambic, and through spondaic to trochaic again.
The second and third strophes develop this suggestion of

Paeonic:

Str. 2 (42-52)

(Dochmiac)

TotdvBe Ydpiw dydpLTOV ATOTPOTTOY KAK®DY,
lambic
(W yala paia, popera p LaAAeL
Shift Trochaic

(Dochmiac) ‘
SooBeos yuvd+ dofoinar 8 Eros 168 exBareiv-
Trochaic Trochaic
TiL yap AUTPOV TETOVTOS AlpuaTos TEd®;

Iambic

Y F F Fd kY LY F

ww mavotlvs eoTia, ww kaTackadal Sopwr.

lambic lambic

¥ r - i #

avnhiot BpoToagTuyeis dvodoi kalvTTOVTL BOUOUS
lambic Shift?

Sdeamorar Havdroiat.

Pherecratic

1 14 wapyoe Hermann, gowlar duvyuos Conington : mapnis dolvicr’ auvymois.

? See above, p. 125.
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Str. 3 (64-8)"

8¢ aluar’ éxmobévd Omo yBovos Tpodov

lambic

# ¥ 4 ¥ #
riTas dovos wémnyer ov Siappidav.
lambic

¥ L W L / A N w i,
alavns dra Siadéper vooov Tavaprois Tov altiov Bpvew.
Spondaic Paeon  Dochmiac lambic

The epode at the end of the stasimon marks the first
climax—slow dochmiac.

Ep. (74-82)?

éuoi 8 (avdyrav yap audpimrolw Beoi Tpoonveyrar: éx vyap
Dochmiacs

ﬂ:ﬂ'&] v
(contd.)

raTpwwr dupov dyov aloav) Sixkata xai un mwpémovt’ am’ apyas

Bia ¢ppevav aivécar, wikpov oTiyos kpaTovay.

Saxpiw &8 U@’ elpdrwr pataloot Seomorar Toyais, kpuvdainis
Trochaic Dochmiac

mrevleaiv mayvovuern.

Trochaic

At Electra's request, the captives sing a “Paean for the dead.”
They still use the same resolved iambic, but with it they mingle
unmistakable hints of quick dochmiac (1§2-63)*:

leTe Sdrpu xavayés ohouevov ohouéve Seamora,
Trochaic resolved 4th paeon + Cretic

Iambic lambic
keyvptvoy yoar. xAve &¢ pot, océBas,
Quick dochmiac Quick dochmiac

1 64 dxwolévd Schiitz: Fewofer. 66-8 So Headlam: Swadyhs dry Siagdper tiv
alrior rarapciras vogou Splewr,

? o6 1 suppest duwgor ayor provisionally for the unrhythmical dodhior ésdyor. 78 dn’
apyas Headlam: dpyas Slov. 579 So Headlam: gepopdvar alvéoar, mxpdr gperiv,

¥ 1556 oéfas, x\' Bamberger: xAde oéfSas. 159 rw ris Bothe: lw rls. 161 fpyg
Headiam: év Epyyp Séhn. 162 dpis Headlam: “Apns.
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Al L # 7 ¥ - r ¥ -
kAU, w 8eamor , €€ apavpas ¢ppevos. oToToToTOTOTOTOL.

Slow dochmiac Slow dochmiac
{Tw Tic SopuaBevijs avip avarutyp Souwy Zxvbind T év yepolv
Slow dochmiac Quick dochmiac  Quick dochmiac

makivror épyw ‘mimdAlwy dpfs
Slow dochmiac Slow dochmiac

a'xéﬁui T avToxwma rounyr Fein.
Quick dochimac  Slow dochmiac

That is the first movement in the musical design of the
Choephoroe: the first stasimon culminated in slow dochmiac,
and now we have quick dochmiac. The second movement will
repeat these two developments with redoubled effect.

We now come to the central piece in the musical design—
the joint prayers of Orestes, Electra and the Trojan captives
at the tomb of Agamemnon (305—476). It is a dirge; and, as
usual in Greek dirges, the mourners are divided into  leaders’
(of €Edpyovres) and chorus. In the dirge for Hector in the last
book of the [fiad' Andromache, Hecuba and Helen are the
leaders, and Trojan women are the chorus:

mapd & eloav doidovs
Bpnvewv éEapyovs, of Te oTovoeaaay dowdny
_ ol pév 87 Oprjveow, émi 8¢ aTevdyovTo yuvaixes®,
The Homeric dirge is arranged as follows:

Andromache: Hector (thrice)

émi 8¢ oTevdyovro yuvaixes (Chorus).
Hecuba: Hector!

yoov & daMaaTov dpive (Chorus),
Helen: Hector!

émri 8¢ aTéve Sijuos ameipov (Chorus).

The arrangement of the Aeschylean dirge is rather more
elaborate. The leaders are only two—OQrestes and Electra.

Anapaests: Aixn pey' avrel
Or. O Father.
Cho. The dead.
El O Father.

1 Hom. M xxiv, 718-76. ¥ Ibid. 730-1.
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Anapaests: mawdrv ev pekdbpos.
Or. Troy.
Cho. The dead,
El  Troy.

Anapaests: SumAdjs papdyvns dotmros ikveitad.
Or. Zeus,
Cho. Revenge!
El, Zeus,
Anapaests: Boa howyos 'Epwiv.
Or. The survivors of the house,
Cho. Apprehension.
El Sufferings of the survivors.

Cho. Renewal of dirge.

El.  A’s dishonoured burial.
Or. Revenge!

Cho. Mutilation of the body.
El, My own sufferings.

Or. EL Cho. O Father!
Or. El. Cho. Aixn.

Cho. Apprehension,

The brother and sister begin by lamenting their father's
death: the Trojan women urge them to pray also for revenge.,
They obey, but now the Trojans begin to lose heart, disquieted
by fears for the future (409-13). Reminding themselves, how-
ever, of the horror of Clytemnestra's crime, they renew the
dirge with added vigour (422-7), and the same thought drives
Orestes and Electra to pray still more passionately for revenge.
The fears of the Chorus return, and finally, overcome with ap-
prehension, they drop out altogether, leaving brother and sister
to finish their invocation in iambic dialogue.

Thus the poem falls into two parts. In the first (305-421)
the Chorus take the lead, in the sccond (422-76) they lose
confidence. In the first, the brother and sister are slow in
framing the vengeful prayer which the Trojan women dictate
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to them, in the second they pray for vengeance with the great-
est vehemence,
Orestes begins the invocation, gently, in Aeolian:

Str. 1 (314-21)1

; - , NI
& mdrep alvorarep, Ti oot pduevos 7 Ti péEas

Aeolian enneasyllable Pherecratic

TUyou' dv Tobev olpicas, évla o Eyovair etvai;
Anacl. Glyconic FPherecratic

aKkoTe pdos avtipotpov: ydpiTes & ouolws
Pherecratic with anacr. Echo

kéxAnrTal yoos evkhens mpootodouors *Atpeidais.
Anacl. Glyconic Pherecratic

The shift to rising rhythm in the middle (ydpires 8’ duoiws)
anticipates the movement of the second strophe, which intro-
duces Anacreontic—a rhythm associated, like the kindred
Ionic a minore, with lamentation?;

Str. 2 (322-30)

Tékvor, ppornua Tod Bavivros ov Saudle

Tambic lambic

mupos pakepa yvdbos, dpaiver &' Dorepov dpyds:

Shift Pherecratic

otorvlerar 6 o Ovpokwr, avadaiverar 8 o BhdmwTwv.
Anacreontic Anacreontic

TaTEPWY TE KAl TEXOVTWY Y005 EvBLKOS UATEVEL
Anacreontic Anacreontic

Shift

TO v audhadns rapaybeis.

Pherecratic
Notice how the shift from rising rhythm back to Pherecratic
is made an opportunity of introducing a touch of Paeonic,
This is developed in the third strophe, which, while still mainly
Aeolian, introduces slow dochmiac:

1 316 &y Thfer or ¢’ Exafer Headlam : &r #xaber,

* For Anacreontic with the idea of lamentation, cf. Aesch. P. V. 413-21, Soph.
FPhil. 1176-7, Eur. /. 3g8. It is a recurrent theme in the Plhadocsetes (136, 687-

go, 711, 850, 1140, 1145, 1170-7): cf. Ane. 383, 023, 791-2, 839—40.
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Str. 3 (344-52)"
ei yap vm "I\iw mpos Twos Avkiwy, mdrep,
(A) Aeol. tripody  Glyconic
Sopitunros karnvapiolne, My dv elixdetav év Sopotarw
Slow dochmiac Slow dochmiac
Tékvwv T €v kedevflows émioTpemrTor alw
Bacchii
kTioas molvywaTov Ay €iyes Tador SiamovTiov yas
Dactylic with anacrusis {A) Pherecratic with anacr.
Sdwupacwv ebpopnTov.
Pherecratic
Orestes appeals to Zeus. Accordingly, his Aeolian is mixed
with prosodiac, anticipated by the dactylic phrase in the last

strophe:

Str. 4 (379-84)*

TovTo Stapmepéws iked dmep i Bélos. Ziel, Zel kaTwlev ldA\wy
FProsodiac Prosodiac Pherecratc

loTepomotvor arav

Pherecratc
Bacchins
"~ [ % * % - L -
ﬁpurmp Tlﬂpnm K@l Tavovpymw YELP! TOKEUTL & O @S TENELTAL.
FPherecratic Decasyllable

In the fifth strophe the excitement of the captives is at its
height, as is indicated by the abrupt changes of rhythm and by
a touch of choriambic:

Str. 5 (385-92)°

édvurioar yévoiTo pot TevnnerT GNoAvywor avdpos

Dochmiac Aeohan decasyllaﬁl@

Bewvouérou, yuvaikds T ONAupévas® Ti ydp xel-
FPherecratic Pherecratic

Ow ¢pév’ b oeiov Eumas worarar; mwapoibev de wpwpas
Pherecratic Bacchii

Spiuts dnratr kpadlas Bvpos, Eyxorov oTiyos,
Choriambic Trochaic

1 330 evicas Headlam : xricoas.
? 379 diapwepfws Headlam: Siapmwepis ols. 381 [dhhwr Emperius: durdurwr.
3 389 ¢pdv’ 8 ceiov Headlam: gpevos feiow.

LUNIVERSITY OF CALIFORNIA



THE ORESTEIA 127

Orestes now takes the lead, and develops the dochmiac
theme introduced in the third strophe:

Str. 6 (404-8)1

ool bd, veprépmv Tuparvides
Slow dochmiac

[beTe mohvkpaTels apai TeBuuévwy,
Quick dochmiac

(et "Arpedar Ta hoim’ aunydvws

Slow dochnuac

F * Eod ] , L 5 -~
éyovra xa: Swpdtwr dTipa. wa TS TpamworT dv, w Zeb;
Slow dochmiac

With this dochmiac climax the first part of the invocation
comes to an end. The Chorus resumes the dirge in resolved
iambic with an admixture of Paeonic (422-7); and with the

next utterance of Orestes slow dochmiac returns, now more
insistent than ever:

Str. 8 (433-7)

N a ¥ o W 5 » on ¥ » F
TO TAV ATLHOS E?«E‘g"nq; OLLOL. TATPOS & (ATLLWTLY apa TLTEL
Slow dochmiacs

éxaTe pev Satuorwy, éxate 8 audv yephov.
Slow dochmiacs

émetT € voodigas oholuar,

Slow dochmiacs

And the same rhythm is maintained till we reach the climax

of the dirge. Brother and sister are crying out for their mother’s
blood:

Str. 9 (454-8)
'Op. o€ Tor Néyw, Evyyevol, matep. ¢pilos.

'HX. éyw & émidbéyyopar kexhavuéva.

Xo. araois 8¢ mayxowos b émippolel,

axovaor €5 ddos polwr, Evv 8¢ yevod mpos éxbpais.
lambic Pherecratic

That last Pherecratic—we have not heard this phrase in the

! 404 mowoi 6@ Headlam: woi woi 8% 405 Tefupévwr Hermann: ¢fiuévwr,
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last three strophes—brings us to the conclusion. The Trojan
captives are no longer inciting their masters to pray for
vengeance, they are weeping for the sorrows of the house of
Atreus, past, present and to come, and return to the Aeolian
rhythms with which the scene began:

Str. 10 (464-8)

- r ¥ % 5 W L [ I
W TOVos Eyyerns Kai Tapduovoos ATNS aipaToecca Thaya,
Aeolian tripody  Pherecratic Pherecratic

iw dvoTor' ddepra kndy: lw SvoxardmavaTor alyos.
Pherecratic Pherecratic

There are two more stasima before the crisis of the play, and
both are composed mainly in that trochaic rhythm which was
used for the same purpose in the Agamemnon (686 and g66),
The first (583-648) contains four strophes: strophe 1 has tro-
chaic and dactylic for its two subjects, and they are arranged
in the same manner as Agamemnon 170-85 (A-B-A); strophe
2 introduces Aeolian; and strophes 3 and 4 bring us back
to slow dochmiac, The second (779-836) marks a further
advance. Orestes has entered the palace, the hour of vengeance
is come, and the Trojan captives pray that his enterprise may

PI'DSPEL
Str. 1 (779-84)*

viv mapatrovuéva pot, marep Zev Oedv 'Ohvumriow,

(A) Cretic Trochaic
Sos TUyas: Tuyeiv 8¢ pov xupiws To cwdpoveiv
Trochaic Trochaic

patopevors (deiv. dia dixas mwav émwos [Ehaxov. @
(B) Quick dochm. 4th pason Cretic 4th paeon
Zet, ov viv pvhacaos.
(A) Trochaic
Then follows a refrain in which the captives continue their
prayer in Ionic a minore—the rhythm of lamentation,—and in

1 782 rd cwgpoveiv Headlam: ra swgposwev. 7H3 Sid dikas Pauw: Sadicdrar.
784 Ehaxor. o Led, o wov Hermann : Ehaxor. Leli, oi 6¢ wiv.
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quick dochmiac—the rhythm which the A gamemnon has taught
us to associate with bloodshed, and its price—suffering.

€ & mpo 8¢ &% 'xBpdv Tov éqwler pedalbpwr, Zeb,

Ionic a minore

O¢s, émel viv pwéyav apas, didvua Kai TPLWH
lonic a minore Quick paeonic

mralipmowa Géhwy dpeiyret.
Pherecratic

“ And thou shalt exact payment twice, yea thrice over.” From
Clytemnestra? or from Orestes?

The captives have forgotten, in the excitement of the mo-
ment, the fears for the future they expressed at the end of the
invocation of the dead; but the rhythm in which they sing
prevents the audience from forgetting. The refrain appended
to the second strophe is no less significant (802-7)1:

Pherecratic
TO 8¢ Ka\@ds KTiuEvOr @ péya valwy
4th paeon 4th paeon

aToutov, eb 8os avadeiv douov avdpos,

kai viv énevlepiws Aapmpov i8elv pihiois
Dactylic Dactyhic

4 ¥ L) #
dupaciv éx Svodepds xalivmwrpas.
Aeolian decasyllable

Could anything be more untimely than the cheerfulness of those
light dactylic and Aeolian phrases! Aeschylus is here strongly
contrasting rhythm with sense—for dramatic effect.

The cries of Aegisthus are heard as Orestes puts him to death.
Clytemnestra comes to the palace-door in alarm. Orestes fol-
lows her, and rejecting his mother’'s appeal for mercy drives
her to her fate.

The Trojan captives are overjoyed, and they utter a cry of
Alleluia! But they sing to the music of the Furies (934-7),

! Boy dvadelr Headlam: dwdeiv. 806 Mapwpdv Ahrens: Mauwpds. 807 Supacw éx
Hermann @ dupadsi.
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just as Siegfried and Brunnhilde,all unconsciously, sing of their
happiness to the tune of the curse which overhangs them:

éuore pév Aika Tlpiapibais ypove, Bapvdixos Ilowa:

éuore &8 &5 Souov Tov  Ayapéuvovos Stmhois Méwv, Sumrhois “Apns.

Here at last we have the theme of the Avengers of blood-
shed—the rhythm which accompanied the wild utterances
of Cassandra as she saw the fearful revellers at their feast.
« Justice came in time to Priam, even so has Orestes brought
justice to the house of Agamemnon.” Therefore (941-4):

émohorvEar’ o Secmocivwy Somwy

¥ - ] i -~
ﬂl-'ﬂ-(illﬂ&ﬂ‘ KaKxwy Kl KTEAVV TPI,SEQ

Vo Ovoty #ma'fﬁpuw. dvooipov Tl;j('ﬂ-';'.

Our analogy between the first and second plays of the tri-
logy is now complete: the musical structure of both has cul-
minated in the rhythm which Aeschylus has consecrated to
the unseen Avengers, who have made, then Clytemnestra, now
Orestes, their instruments. In the third play of the trilogy
these terrible divinities will appear before our eyes, and will
themselves chant the fatal song which casts the spell of mad-
ness over their unhappy victim.

Awoken by the shade of Clytemnestra, one by one the Furies
rise and step out of the semi-darkness of Apollo’s shrine
into the light of day. The rhythm is what we expect it to be
(143-6):

tov cov, rumrak. émabouerv, dilat,

emrabouey wabos dvoayes, & momo,

W r
adepTor kaxov.

They begin their binding-song slowly in cretic and heavily
protracted trochaic (322-8). Then comes the refrain—the
magic spell (320-34):

émi 8¢ 1o TeBuuéve To8e pélos, Tapaxoma, Tapadopa ppevodains

“ Sce above, p. 10.
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The music of the Agamemnon echoes in our ears (1004-5):

10 & éml yav wegov dmwaf Oavdaipor mpomwdpoild’ dvdpos pélav
alpa .

Thus, the rhythm which marked the climax of the Agamem-
non and the Choephoroe now marks the climax of the whole
trilogy—the most tremendous scene in Greek tragedy; it
created a panic in the theatre at the time, and was remem-
bered long afterwards. When Sophocles and Euripides wished
to allude to this episode in their own versions of the legend,
they wisely refrained from attempting new effects, and con-
tented themselves with recalling the old:

Soph. E/ 1384-8

(0ed dmov mwpovéueTal To SvaépiaTor alua puoar A pys.
BeBaow dpti bwpdTwy UToTTEYOL

peTddpopot kak@y TavovpynudTwy dpukTol KUVes.

Eur. Or. 316-23

LI # b r # ¥,
aial, Spouddes & wrepodopor moTviades Pead,
aBdxyevtov al Biacov édyer’ év Saxpuae xal yoous,
pekdyypwTes evpevides, aire Tov

% ¥ Y ¥ s o

ravaov aillép’ aumaiesd, aiparos
TivUpevar dikav, Tivupevas govor . ..

The dominant rhythm of the third stasimon is trochaic
(493-568); and here again the Eumenides closely follows the
two preceding plays. This is the rhythm used by the Argive
elders to express their foreboding of Clytemnestra’s vengeance,
and by the Trojan captives as they awaited the vengeance of
Orestes, Now we hear it a third time as the Furies await the
verdict which is to decide whether or no they may take ven-
geance on Orestes.

Before the stasimon ends, slow dochmiac creeps in again

(553-5):

éxwy & avaryxas drep dikatos @y ovk dvorBos éoTas

mavwhelpos & obmer Av vyévoiro.
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To what climax does it lead now? To the threat of the Furies
that they will lay a heavy hand on the city which has dis-
honoured them; and as that threat is uttered, we hear the
fourth paeon and a touch of quick dochmiac for the last time
(783-96)":

éyw & dtipos 7 Tdhawa Bapixotos

€v rya Tade, ped,

lov lov avrimevlij pebeica xapdias aralayuov

xBovi ddopov- éx 8é Tol Netynv ddurhos dTexvos,

L] o r ) r
tw Atxa, Tedov émiovueros

Bporodfopovs xnhidas év ywpa Balel.
orevalw; Ti péEw; yévwpar dvaoloTa mokiTals ;

érabor & peyara tow Kopar Svarvyels Nukros aripomevBels.
Pherecratic

And yet again, a little later (840-3):

éueé mabeiv Tdde, dev, éué malatodpova, kaTd Te yav oixeiv

arietov, pel pvoos. mwréw Tol péves aTavTd Te KoTOV.

Happily, their threat is not carried out. Instead, they accept
the friendship of Athena and the honours of her beloved city.
They are escorted to their new homes by a band of Athenian
citizens, and for the last time we hear the cry of Alleluia!

ohoAvEaTe viv émi pokTais.

The full musical beauty of the Oresteia has perished beyond
recall. However closely we may study the rhythm, the melody
still eludes us, The fruit has withered, and we are left with the
husk. But we can get a good deal of pleasure, even out of the
husk.

1 794 w: i,
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SUPPLEMENTARY NOTES.

1. Aeschylus, Prometheus Vinctus.

The lyrical design of this play is very simple—rather
Sophoclean in manner,—compared with that of 7T/he Supplices
or the Oresteia. There are five musical scenes—a parodos, a
monody, and three short stasima. The leading theme of the
parodos and of the first stasimon is the Anacreontic, while the
last two stasima are in Dorian rhythm. This change of subject
reflects a change in the attitude of the Oceanids towards
Prometheus. At first, they are more compassionate than re-
monstrative—hence the Anacreontics of the parodos (130-60)
and the Anacreontics and Ionics a minore of the first stasimon
(413-30). But they also feel that Prometheus has sinned
against the virtue of moderation in transgressing the will of
Zeus—hence the solemn Dorian of the second stasimon
(542-80). The subject of the third stasimon (g13-38) is the
wisdom of moderation in marriage, again in Dorian—the
rhythm used by Euripides, we remember, for the same subject
in the Medea (627-41, p. 48). Besides these two motives, we
must notice the development of a third—Paeonic. [t appears
first in the soliloquy of Prometheus: 115-6 ris dayw, vis 6dud
wpogémra p dpeyyis; 118 ixeTo Tepuoviov émwi mwdyov. It re-
appears under cover of the resolved iambics of the parodos
(170 émeyaph), 173 émxorws dei), and again in the epode ap-
pended to the first stasimon: 441-9 pdvov 8% mpioaBev dANoy
év wovois ... Terdva Adpas éoibouar Beov ... kehawos &' ¥ Aidos
UmoBpéper puyos. This motive reaches its consummation in
the continuous Paeonic of the monody of Io (588-633).

174 @épevos ayvaumrov voov: two epitrites (see p. 23). The
corresponding phrase in the antistrophe is plain iambic: 196
8édia ryap audi cals Tiyars. But perhaps we should read 8édia
& (Triclinius), the yap having originated in the common gloss
o 8¢ avrl Tob vydp; cf schol, in 556, and schol. Eur. Or. 36
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Aesch. Agam. 425 ebpopdwr 8¢ vulg. edpopdwy yap h. This
strophe is bound to the preceding by the cadence: 179 =135,
cf. 140.

436. Note the resolution in anticipation of Paeonic (Yvwv—
wtot ),
542-80. The first strophe is pure Dorian, the second begins in
rising rhythm for the sake of a passing allusion to Anacre-
ontic: §61-3 ¢ép dmws ydpis a ydpis® @ dikos, eimweé wOU TIS

ahka ; 571-3 éuaflov Tdde cas mpoaidoia’ oloas Tiyas, Ilpo-

unfet—a clear reminiscence of 413-14 oTérw ge Tas ovho-

pévas Tuyas, [IpounBet. Anacreontic will recur once again: 721

méppix’ €aiboioa mpakw lovs. 559 idia is corrupt, The original

reading was perhaps oixela (Tricl.), glossed by ¢dia (which crept
into the text) and by aifa:pére (gl. rec.) to show that the word
is used here in its sense of proprius, not propinguus: cf. Cho.
671 oixeig adyn: emi ibia wpaypaTeia schol, Hesych, oixeioe-
ol xkat émuyaulav dAljhots wpoorkovres: 1) ldwi. For the
shortening of the diphthong before the vowel cf. Theb. 710
evktaiav, Anacr. 1, 4 Anfaiov, Soph. £/ 849 deithaia deihaiwy,
1058 otwvovs, Ajax 1190 Tpoiav, O. C. 118 vaier, Ant. 1307
avraiav, Eur. H. F. 409 MawoTw, Bacchyl. xvi 129 raidvitar.

2. Sophocles, Antigone.

The regular accompaniment of the tragic crisis in the plays
of Sophocles and Euripides is Paeonic, after the example set
by Aeschylus in 7The Suppliants and the Oresteia. In the
Antigone we have a good example of the way in which the
Paeonic climax is built up.

The parodos begins in Aeolian (100-27):

Glyconic Glyconic
axTis weAlov, T0 KAAMOTTOV ETMTATUAQ Pavey

Glyconic Anacl. Glyconic
®nBa Tv wpoTepov pdos, épavins wor, @ Ypuroeéas
Tripody Glyconic

apépas Bhepapov, Aipxaiwy vmép peébpwr polotoa .
Pherecratc
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Observe how the words are grouped (always important in
Sophocles: the divisions are the same in the antistrophe):
axTis aekiov suggests auépas Shédapov, To KaAALoTOV érTATUAW
suggests épavfns motr’, @ ypvoéas, while & ypvaéas anticipates
the choriambic movement in the next strophe. Further, in 7o
kdAAiorov, and still more in épdavfins mor’, &), do we not hear
an intimation of rising rhythm—Paeonic?

The first stasimon begins in the same Aeolian rhythm
(332-41):

Glyconic Glyconic
moAAa Ta dewvd, kovdév avtpwirou SewoTepov Téler .

L]

In the body of the strophe there is a touch of iambic, then a
dactylic phrase (see p. 23), and finally the following close:
ety yéver mohevwy. The dactyls we have just heard incline
us to take this phrase as trochaic; at the same time we can
hardly fail to recognise in immelew an echo of avfpamov. This
leaves us with péver mohedwvr—a dochmiac. After this, we
shall not be surprised to hear in the next strophe, following
three prosodiacs (derived from the dactyls of the first strophe):
dvaaihwy waywy vraibpea xai SUoouSpa pevyer Sénn.

The second stasimon (583-625) begins in Dorian. Now we
know why we had those prosodiacs in the last stasimon: 5§83
evdaipoves olol xaxdv repeats 354 xai ¢Pféyua xai dvéuoev.
But again notice the division of the words:

Prosodiac Epitrite
evdaijoves ologe Kax@y AyEVaTOS alwy
Dochmiac

Accordingly, at the end of the strophe we hear: 500 xvAivder
Buvaoolev xehaivav.

The third stasimon (781-80t1) is the hymn to Eros: Dorian
gives place to Aeolian, and dochmiac is temporarily discarded.
In the antistrophe (not in the strophe) the words are grouped
sO as to suggest Anacreontic: 791-2 gv xai Sikalwy adixovs

¢ppévas mapaomas. This is in anticipation of the lyrical lament

T 10
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which follows, Is it also a reminiscence of 622 1o xaxov
Soxeiv ot éahov?

Anacl. Glyconic Anacl. Pherecratic Pherecratic with
"Epws dvixate pdyav, "Epws b év xrriveat wimrets, o5 év pakaxals
lambo-choriambic lambo-choriambic

anacrusis Repeat
mapetals veavibos évvvyeves . .

Here Aeolian runs against iambo-choriambic. In the next
strophe (806) this effect is repeated:
Iambo-choriambic
0paT €y, w ryds mwatpias woriTat
Pherecratic
Then Aeolian is abandoned, giving place to Anacreontic

(839-40):
Iambo-choriambic
ool yehdpar. Ti pe wpos Bedv maTpowy . .
Anacreontic

In opar’ &, & vyas, and still more clearly in oipot yerdpat, we
hear dochmiac. And so, before long, we get (852) péroixos,
ot Ldawy, ov Bavodow and (856) marpdov & éxrivers T’ abhov.

The fourth stasimon (g44-87) resumes the Dorian motive,
but those sinister dochmiacs are becoming more insistent than
ever: 954 xeAawai vdes éxduiyoter, 973~0 Tvdrwbév € dyplas
dapapTos . . . apayBévtwv ud’ aipaTnpais yeipeaat kal xepribwy
axpaiow. Finally, after a short stasimon which begins with
an echo of 583 (1116 moAvevvue Kabueias dyaipa vipdas)

the Paeonic climax is at last released: 1261 f. (@ ¢Pperaw
Svopporwy duapTiuata otepea BavaToert .

3. Sophocles, Ajax.

Here there are two Paeonic pieces—the first for the scene
(348-428" in which Ajax determines to die (cf. 394-6 (@ axoTos
épov ddos, épsBos W paevvoTaTov s éuoi, Eeall' ENeclé W oin-
ropa), and the second for the scene (866—960) in which his
dead body is discovered (cf. ¢25-8 €ueldes TdAas éuelles
Xpovy orepeodpwr dp éfavicoiw xaxav poipav ameipeciwy
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mrovwy), The other odes are grouped around these two scenes.
The first stasimon (172-256) begins in Dorian.—The epitrites
Yevalelo' abwpos...q) yarixobwpaf (178-9) lead, in the second
strophe, to 227 oipo. ¢poBodpuar and 245 dpa T’ %y, in anti-
cipation of dochmiac. The first Paeonic scene contains touches
of Aeolian: 399 o0f’ duepiwv &' dfios, 408-9 dv pe yeipi
¢ovevor. We are thus prepared for the next stasimon (596-645)
in which the sailors sing of their longing for Salamis and for
rest from war in Aeolian (pp. 63 and 24). Dochmiac is heard
in 600 éyw & o TAduwy, 601 uipvwv av' “18av, 624 % mov
makaid, 625 Aevkg Te yipa, 634 duvypa yaitas. Notice also
mol\ids apvypua yaitas—an Anacreontic. In the next stasimon
(693-718) despondency gives way to gaiety: dochmiac dis-
appears (except perhaps for 705 éuoi Evvein), and Glyconic is
combined with Anacreontic (pp. 31-2). But this misplaced
confidence only serves to heighten the tragic effect of the next
scene—the second Paeonic climax. There is one more stasimon
(1185-1202), which brings us back to the ode to Salamis, both
in thought—longing for peace and home, and in rhythm—
Aeolian:
Glyconic Pherecratic
TiS dpa véatos és more Ajfel molvmhayxTwy éréwy apibuos ;
Chonambic
And again at the end {1217-22: p. 63), Aeolian provides an
appropriate accompaniment to the mention of holy Athens.
Peace after suffering—a peace won only by the wisdom of
the servant of Athena: that is the consummation effected in
the last scene of the Ajaxr. Is not this consummation beauti-
fully anticipated in the last movement of the music?

4. Sophocles, Electra,

This play, which is later than the Antigone and Ajax, is
marked by certain departures from the Aeschylean tradition,
both in phrasing and in composition. Nevertheless, though
latent, the old principles are still at work.

First of all we have the parodos (121-250), the main subjects
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of which are the following: (1) spondaic, passing readily into
anapaestic; (2) the dactylic tetrapody, usually in pairs (124~5,
130-3, 166-70, 236-7); (3) +vwwv+ (a rhythm not easy to
classify: see Appendix) in various combinations (156, 160-3,
207, 209-10, 212); (4) Aeolian (tripodies 205§, 243-5; Glyconic
248; Pherecratic 232?); (5) dochmiac. The form of the com-
position as a whole is defined by the dochmiac cadences: thus
the figure v£—+ v2u2_ occurs thrice—at the end of the first
part of str. 1 (128 dhoer’ el pot Oéuis Tod' advdar), at the end of
str. 2 (172 wofdv & ok akiol pavijvar), and finally at the end
of the epode (250 dmrdvrav T edoéBeia Bvariw) which is further
emphasised by a repetition from the close of str. 1 (249 éppoc
T dv aibws repeats 136 alal ixvobuad). Similarly, in str. 1 the
dochmiac close (135-6) answers the dochmiac already heard
in 128, in str. 2 171-2 answers 155 and 159. The 4vvwv+
motive accompanies the Airst mention of the Avenger, Orestes
(160-3 oABios, bv a xhewa ya wore Muknpraiwy Seferar edmrar-
pidav, Awos ebdpove Bripart pordvra Tdvde yav 'Opéarav), and
is again associated with Orestes in the corresponding part of
the antistrophe (180-4 ofite yap o Tav Kpica Bolvopor éywv
detav wais “Avyaueuvovidas amepitporos). In 209-10 ols feos
o péyas 'ONdumios moivipa wdabea mabetv mwipot, the same
rhythm marks an appeal to Zeus for vengeance. It will be
heard again at the end of the first stasimon (504-15) in the
description of the fatal race of Pelops (an apt prelude to the
race of Orestes, which is not the less ominous because it is
fictitious) and yet again in the renewed appeal to Zeus at the
beginning of the next stasimon (823 mob mote xepavrvoi Acos...).
Clearly, the motive has a dramatic significance, Sophocles has
not departed from the practice of his predecessor so far as to
abandon the leit-motive.

The first stasimon (473-515) begins in choriambic (for
prophecy, p. 59). Then we get some trochaic and iambic
phrases and a Pherecratic: in 479 and 495 read fpacos, not
fapoos. Then comes a long phrase (repeated) not found in
Aeschylus (482-53).
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ov yap ot auvacTel y o ¢pioas ¢’ ‘EXhdvev dvaf,

ovd’ a walaid yakxomiaxTos duddrns yévus,

The first figure seems to be based on the epitrite, while the
second (duddxns yévus) seems to be derived from the Aeolian
tripody heard at the end of the choriambics above: Aetropeva
gopas. Then, finally, we get another Pherecratic and a pro-
tracted epitrite:

a v kaTémeduer alayiorais év aikelacs.

The epode reintroduces the £+ v <+ motive already noticed,
and with it évvov £—2 (roldmovos (wrmeia—equivalent to e
u7 Yo mapippwv=mfes wal wolimous), two spondaic figures
(s10-11), and a touch of cretic (507, 513).

In the next stasimon (823-70) the initial allusion to the
+uwvws motive passes, through a resumption of choriambic,
into Ionic a minore. The second strophe reintroduces spondaic
(850-2) and dochmiac (855 mapaydyps &' o). The third
stasimon (1058-97) is in concurrentiambo-choriambic and Ana-
creontic, with an Aeolian centre (pp. 31, 29). The second
strophe (Dorian, with iambic) brings us back to dochmiac:
1083 kaxds ebxhetay aioyivat Oéhet, 1089 ocodd T’ dpiora Te mwals
kexhijobar. Then comes the avayvwpios (1232-87), passionate
and tragic, in Paeonic, which leads directly to the tragic crisis
(1384-1441), again in Paeonic.

5. Pindar.

The following notes, supplementing the account [ have
already given in Chapters V and VII, may be of use to the
reader who wishes to study some of the more difficult Pindaric
Odes. It will be seen that in many of them the poet discards
the conventional phrasing of the early lyrical tradition, and
that his formal design, so far as it depends on the rhythm, is
often implicit and allusive, being based upon echo and re-
miniscence rather than upon the formal arrangement of definite
themes. This is just what we should expect: as soon as an
artistic convention has become established, the progressive
artist tends to work away from it.
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M. vi. Triadic: Paeonic, Aeolian and Dorian.
Str.
Bacchius  Glyconic Paeon
&v avdpav, & Beav ryévos, €x uias de Tvéouev
(Cretic) (Cretic) echo
Glyconic Glyconic
patpis duditepor: dueipyes 8¢ maaa Kexpiuéva
(Tripody) - (Tripody)
Acol. tripody Repeat
Svvauis, ws 10 pév obdév, o 8¢ yalreos aodalés aiey &os
| " Anapaests...
péve odpavds. @AMd Ti mpoodépouer Eumav 1) peyav
Epitrites

voor fjToi Puowr abavdros,
Anap. Prosodiac
xaimep épaueplay obx eldores ovdé peTa vixTa
Prosodiac Prosodiac Epitrite

Glyconic
dppe moTpos dvTw' Eypayre Spapéuer mwoti oTabluav.
Epitrite Prosodiac

Ep.

Paeon
ixveaw év llpabidanavros éov moda véuwy
Prosodiac  Prosodiac
Glyconic
TaATPOwdTOpPOS opatuiois. keivos yap 'Olvumiovicos éwy Alaridais
Prosodiac Prosodiac
Aeol. tripody
épvea mpiTos Eveer am' Aldeod,
Frosodiac
kai mevraxis louol oredavwaduevos,
Prosodiac Prosodiac
Link Dochmiac Bacch. Aeol. tripody

echo
‘Aynaipdye véwy yéveto.
Prosodiac
The Glyconics at the beginning of the strophe are resumed in

the Glyconic at the end of the strophe; the hacchius followed

LUMIVERSITY OF CALIFORMIA
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by a Glyconic at the beginning of the strophe is resumed in
the bacchius followed by an Aeolian tripody in the last phrase
but one of the epode. This gives the composition a loose three-
part form: in the strophe, Aeolian—Dorian—Aeolian, in the
epode Dorian—Aeclian—Dorian, with Paeonic as a recurrent

motive throughout.
(. v. Triadic: Dorian and dochmiac.

Str.

Prosodiac Link (Pherecratic)

UYrphdy dpeTar kai cTedpaver dwTov yAuxiy
Dochmiac

Prosodiac Epitrite

srrearrriTEEssaas

axapavromodos T amivas déxev Vaduwos Te Sdpa.

Link (anapaests) Dochmiac Epitrite
Ep.
Prosodiac Epitrite

lmrmous fpiovois Te povautTukia Te. Tiv 8¢ xidos aBpov
Prosodiac

vikdcais avélne kal dv matép’ *Axpwy’

éxapvke kai Tav véowxov E8pav,

Dochmiac  Epitrite

Both strophe and epode end with the same dochmiac-epitrite
phrase, which has been anticipated in the strophe by dwrov
yAuvedy and by xapdia yelavei, in the epode by Tiv 8¢ xidos

afBpov.

P.ii. Trnadic: Aeolian and Paeonic, with variations.
Str.

Trochaic

peyaromohies @ Zupdroaat, Sabvmrolépov

Pherecratic Pherecratic Tripody

[P TR TE L LT PP R PP e ey

Anapaests

Duuiy Tode Tav Mmwapav awo ®nBav ¢épawv
Anapaests

pélos épyopar dyyeliay TeTpaopias eheliybovos,
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Trm‘:haic chﬂriambic

Tmﬁhmc-chnrmmhlc
Thavyéaiv avédnaer 'Optuyiav aTepdvacs,
Tripnd‘,r

wafupma* édos 'ApTéidos, ds olx dTep
Paeon Cretic

Tripody Trochaic-choriambic
[ ¥ - 1 i F E] # ¥
xeivas ayavaiow €v yepoi wowcihaviovs édauacae Twlovs.
Pherecratic

Ep.
Glyconic Tripody
tepéa kTihov "Appoditas: @yew &€ xdpis

Glyconic Tripody
¢ilwr Toi Tivos avti épywv omiloucva’

e S T PP T T ]

Glyconic Tripody
ce O, w Dewwoucveie Tai, Lepupa mpo Souwy

Glyconic Tripody Trochaic
Aoxpis wapfévos amves, molepiwy xapdTwy €§ apaydvwy

Tl"lpﬂd}-’ Dochmiac
dua va Svvapiy Spaxeic’ aadarés.

i i o 8 e A

Dochmiac Pherecratic + iambus

(Dochmiac)
Pherecratic +1ambus Tripody
A€EyeLr €v TTEPOEVTL TPOY P TAVTA KUMLVOOUEVOY®

P 8 i Bl B

L-chumc G|j"ﬂﬂl‘ll¢

e A S e - B

Pherecratic

A difficult piece, but interesting. The design is held together
by the Pherecratics: at the beginning of the strophe we have
two Pherccratics, at the end a Pherecratic cadence, and the
same arrangement is repeated in the epode. But the point of
the piece lies in the gradual emergence, both in strophe and

in epode, of "aeonic.
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We begin with a long trochaic phrase: cf, P, vii 1 xd\\ioTov
ai peyalomohies "Afdvar. 1 call it trochaic, but SBa8vmroréuov
may stand for a choriambus, anticipating & xparéwr and
'"Oprvyiav. It is impossible to decide without the music. Then
come two Pherecratics, the second with anacrusis, and an
Aeolian tripody. The second Pherecratic is now taken up by
anapaests, which lead to a short phrase aro &nBav pépwr—
a dochmiac all but for one short syllablee. We return to
anapaests, and then, after a figure in which anapaests are mixed
with iambi, we hear a longish figure which seems to echo the
trochaic phrase with which we began: for the sake of a name, I
call it trochaic-choriambic, It is repeated; notice in both cases
the hint of Paeonic— -os ‘1épwy,-oww dvédn-. Afterareminiscence
of the anapaests heard above, we go on to a tripody, with thé first
foot resolved (worauias). Repeat this effect, and you get a
paeon, and again a creticc. We have arrived at Paeonic. Then
another tripody; and then, for the third time, that trochaic-
choriambic figure, running into the Pherecratic cadence.

The epode begins with a Glyconic followed by a tripody,
Notice again that the first foot of the Glyconic is resolved
(tepéa). Repeat both figures, this time transforming lepéa still
further into ¢ilwr moi. Repeat again, and this time resolve
the tripody (Zegupia); repeat, and add €éf apaydver—a tro-
chaic figure which is often used as a form of the dochmiac
(see Appendix). The tripody is repeated in its resolved form,
and at last Paeonic re-emerges in two dochmiac figures. Then
a Pherecratic followed by an iambus (the same phrase played
a similar part in the First Olympian: see p. 76); this is
repeated (in anaclastic form to remind us of Paeonic), then
we get a tripody. Finally, the opening of the strophe is re-
called by a Glyconic (again anaclastic); this is repeated and
runs into the Pherecratic cadence.

6. Euripides, Alcestss.

The Aeschylean Chorus plays an integral part in the drama—
hence the long choral odes, with their elaborate and highly



144 SUPPLEMENTARY NOTES

dramatic organisation. Sophocles uses his Chorus for the
same purpose, but less obviously: he maintains the technique
of the recurrent leit-motive, but his odes tend to be shorter,
less dynamic, more self-contained. In Euripides the Aeschylean
tradition is beginning to weaken. The part played by the
Chorus is relatively unimportant, and in many plays his odes
are not interconnected as the successive movements of a single
musical unity—they are more in the nature of musical entr’actes,
both in form and in subject-matter, though, within these limits,
as we have seen, he makes frequent use of strict strophic form
and of significant rhythm. There are, in fact, two tendencies
discernible in the work of this poet: one is the continuance of
the Aeschylean convention—weaker, it is true, and more lax
both in phrasing and in composition, but still quite clearly
in the old tradition; the other is a new departure, in which he
is the forerunner of Timotheus. The first may be illustrated
from his earliest extant tragedy—the A/cestis.

The leading themes of the play are epitomised in the first

strophe (86—97):

KAVEL Tis 1) TTevaypov 1) XeLp@V KTUTOV KaTa aTéyas
Tambic

1) yoov @S Tewpayuvav;

Glyconic

Iambic and Glyconic—both themes will be developed. Then we
have a run of dactylic (80—g0)—this too is important, At
go-1 (et yap peTaxvpios dras) the dactyls turn into anapaests,
and at g3 the anapaestic movement is interrupted for a moment
in order to introduce a passing allusion to lonic a minore
(véxvs 8n, echoing éotwmwr). The second strophe introduces
dochmiac and trochaic—Dboth natural developments of iambic:

al\’ ovdé vavknplav éocd omoi Tis alas .

After a couple of dactylic phrases and an echo (116 'Auuwwniddas
echoing éml rds avvdpous) we get a Pherecratic, and then a
resumption of the opening of the first strophe:
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Jruydv* popos yap amorouos mhaber, Gedv 8 ém' éoydpais
Iambic

Finally, an Aeolian tripody brings the strophe to a close with
a repetition of the Pherecratic cadence.

The first strophe of the second lyrical scene (213-71) resumes
the dochmiac, iambic, trochaic and Glyconic motives:
iw Zed, Tis dv wd wopos xaxdw
Dochmiac

yévoito xal Abgis TUyas @ TapeoTe Kotpdvols ;
lambic Trochaic

alal* eloi Tis, ) Tépw Tpiya,

Glyconic
kal pélava oToruoy memwy audiSarwuetd 7oy ;
Glyconic! Pherecratic

Dochmiac and iambic return, and the Pherecratic cadence :
Siiha pév didot, Efha ', dAN' duws
Dochmiac

Oeoiaiv ebywuecla- Oewv yap Svvauis neyiora.
lambic*® Pherecratic

Iambic returns at 222, then we hear a suggestion of dactylic
(AvTipios éx Bavatov yevor), leading to the third and final
Pherecratic cadence: ¢ovior & dmwomavoor Aldav.

The second strophe is a short one, but it has a beautiful

cadence:
Pherecratic

"AM\ie kai daos auépas, ovpamai Te divar vepéras Spopaiov.
Enneasyllable Pherecratic

The third begins with an echo of the first:

0p®d Sikwmov opd ardpos €v Aiprva* vexvwy 8¢ mopluevs .
= Avrnpios €x Qavarov Pherecratic

1 A Glyconic, in spite of erohude : cf. 229 Bpéxw. The licence is characteristic
of Eunipides: fom 1229, Supp. 1001, 1005-7, . F. 366.

? This figure sounds more like dochmiac, but the corresponding figure in the
antistrophe (2132) is iambic.
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This echo is combined, in op@ dikwmor, with an anticipation
of the return to iambic which follows immediately:

Exwv yép' émi xorte Xdpwv p’ 180 xakel, Ti péhes;

Ti pélhews is echoed (émeiyov), and so leads to another touch
of Ionic a minore before we return to the Pherecratic cadence:

oU xaTeipyels. Tdde Tol pe owepyouevos Tayuvet.
Ionic a minore Pherecratic

The epode (266-71) reintroduces trochaic, with a touch of
dactylic (mAnaiov Aldas echoed in olwére pudrnp ocdgy éoTw)

and an unorthodox figure gxoria & ém’ docoiae v édépme,
which seems to combine an echo of the trochaic we have
already heard with an anticipation of the concluding figure of
the scene:
XaipovTes, & Téxva, Tode Ppdos op@Tov.
Pherecratic

The next lyrical piece (393—415) begins by repeating 212-13:

{w poi TVyas. paia 8y katw BéBaxev, ovkér doTw, &

Dochmiac lambic

F_l:lirecratit _
watep, U’ diip. mpohiToioa & dpov Biov @pdpavicoe TAduwy.
Dochmiac Anacreontic

This Anacreontic, introduced by a shift which gives us a hint
of Pherecratic, is a new motive. We return to dochmiac?, then,
with another shift (mdxoveoor droveor @) to trochaic, Glyconic,
and the Pherecratic cadence:

parep, avridtw. éyw o éyw, pdrep,

Trochaic Dochmiac

. 7 - & r 4
xka\olpai o 0 00§ TOTL COITL TLTVWY TTOUGT (Y VEOTTOS.
Glyconic Pherecratic

Next (435-75) we have a stasimon, and the rhythm changes
to Dorian—a development of the dactylic phrases scattered
through the earlier scenes, while the trochaics are now taken

1 399 fAépapor should be Shépapa.
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up as epitrites. But the austerity of Dorian rhythm is tempered
with several touches of the tender Anacreontic!, and with a
Pherecratic cadence:

Prosodiacs
@ llehiov Buryatep, yaipovod por eiv *Aidao Sopos

Anacreontic
Tov dvaiov olkov olkeTevoLs.
FProsodiacs
{oTw & 'Aibas o pehayyaitas Heos 65 T €ml kwma

Prosodiac Epitrite
mnbalip Te yépwr vexpomoumos ilet,

Anacreontic
oAU &1 moAv &7 yuvaix' apicTav

Anacreontic
Aipvay 'Ayepovtiay mopevoas élata Sikwme.
Pherecrauc

The second strophe begins where the last ended—with
Pherecratic, which works, first by anaclasis, then by anacrusis,
to a suggestion of Paeonic:

Pherecratic with anaclasis
w YR ¥ L] ¥ % i - & r I
eil’ ém €uoi wév eim, dvvaipav dé ae mEurar

with anacrusis
¢dos €k 'Aida Tepapvwr xai Kwxvroio peéfpwr
Paeon Trochaic
Kl 1 L4
'JI'(}‘TEFH;I- HEPTEP? TE I-MTT?.

The touches of Anacreontic return—between them, this
time, is an lonic a minore (ov Tov airas); then we shift, through
spondaic, to dactylic, the trochaic phrase is repeated (ua\’ av
éuowy’ v €in), and the strophe concludes with a touch of doch-
miac (oTvynleis Téxvois Te Tois cols), in fulfilment of the
promise contained in Svvaipav...mworauia.

The next stasimon (560-605) begins in Dorian like the last,

1 Cf. Aesch. A V. s62-3 (p. 134), also Simon. 5, 1 dvlp dyafiir wér drabéws
yewédofai, Bacchyl. xvii, ¢ edAwiyf woheunlay docddr.
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some of the same phrases being repeated, but its main function
is to reintroduce Aeolian:

étAa 8¢ goigt unhovouas év Souois yevéolal,

Glyconic Trochaic
Soyutav Sid khiTvwr Bogknuaas colat avpilwy
Glyconic See footnote!

TOLUVLTAS UMEraiLovs.
Pherecratic

The first strophe of the xouuos (861-933) is in the usual
dochmiac; but the Aeolian motive is still maintained (876-7):
Glyconic
70 ot eigideiv Pilias dhoyov mpoowmTov .

Pherecratic

The second strophe is somewhat unorthodox: itis composed
of fragmentary echoes of almost all the themes we have heard
in the earlier odes, ending with an [onian cadence like that in
Aesch, Agam. 147 (p. 105). The short phrases, if somewhat
irregular, are not inappropriate to the emotional tone of the
words, which is personal, pathetic—a new note in Greek
tragedy:

éuoi Tis N v ryéver, @ xopos akioBpnros wher’ v Souotowy
lambic Dactylic Trochaic

povoTats® @i\’ éumwas édepe xaxov ahis, dTExVOS W,
Ionic a minore ? Glyconic resolved

mrohtds €ml yaitas N1y wpomerns wy BioTov Te wopow.
lonic a minore Cadence

Passing on to the final stasimon (g62-10035), we find that the
Glyconics and Pherecratics which we have heaid at frequent
intervals ever since that initial ¥ yoor ds Tempayuévwr reach
their consummation at last in a passage of continuous Aeolian:

éyw «al dia povoas xai uetapaios ffa, xal

wAelo Ty drapevos Aoywv kpeigoor andéy dvayxas .

1 A protracted Pherecratic? or is it yet another Euripidean variant of the Glyconie,
with a spondee instead of a trochee in the third oot ? CF Higp, 141, 1434, Hor.
4671, El 116,
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On the whole, therefore, we may say that this, the earliest
of the extant tragedies of Euripides, has yielded to the methods
of analysis which we applied to the plays of Aeschylus, though
the dramatic organisation is less highly developed, and here
and there we have come across phrases which might have
prompted the older poet to protest.

Euripides never abandoned the old convention entirely:
many examples have been quoted in previous chapters from
his plays, both early and late, in which he uses significant
rhythm and strophic form hardly less effectively than his
predecessor, But along with this maintenanceof the Aeschylean
tradition it is possible to trace the beginnings of a new
development, particularly in his monodies—that feature of
his later style which Aristophanes singled out for his shafts of
good-humoured ridicule.

Hel. 241-8

a 8¢ ypuaéows Bpovois Aigs Umrayxalioua oeuvoy
“Hpa Tov wxivmovy émreuyre Maiddos yovor:

05 pe yYhoepa dpemropévay éocw mémhwy podea méTala,
Xahktotkov @s pokowp', avapmrdaas 8¢ aifépos

ravde yatav els dvorSBov épv épwv Tdlaway éfero
Hpiapidaiaur "Exiados.

This is not difficult to analyse—it is a very simple composition
in trochaic and iambic. But rhythmically it is dull: it has none
of the flexibility and subtlety with which Aeschylusand Pindar
wove their masterly designs. That is not because Euripides
was a duller artist—he could weave as beautiful a design as any
when he chose to do so: but here he is attempting something
different. It is clear that the point of this passage, and of
others like it, does not lie in the rhythm; it seems probable
that it lay in the lost melody which accompanied it.

As Pratinas perceived, the danger- point lay in such perfor-
mances as the hyporcheme and dithyramb, where there were
no dramatic requirements, insisting on the supremacy of the
words, to hold the innovating musician in check. The Euripi-
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dean monody belongs to this class. Its function is merely to

express a mood, or to provide an appropriate setting for a song

or dance. There is little dramatic significance in the words,

and hence no rhythmical elaboration is required to bring it

out. Accordingly, in these extravaganzas Euripides abandons

the old rhythmical conventions in order to give scope to what

must have been the central feature of such performances—the

new experiments in melody and choreography.

Or. 1381-g2

“Ihiov, “Thiov, dpor pou,

Dpiyiov dotv kal xaXhiBwhov "I8as dpos iepov, ws o ohopevov
oTéV®

BapBape Boa &' opviboyovor

Supa xuxvomwTépov xadloovvas, Andas oxduvov, ducelévas,
dvaelévas,

Eeativ mepydpwy ‘ATollwrioy

épiviy otToToi* laléuwv lalépwy

Aapdavia T Gpov Tavvundeos immooiva Avos elvera.

Here and there we hear an echo of standard phrases, but in

general it is plain that the old principles, both of phrasing and

of composition, have broken down.

Timotheus, Persae 26-31

oTepeomayii & Epépero oria poliSa micoaevta Te mepiSola
wupl preyouer' €v dmroToudat Sovdopors,

ddpeoe 8¢ Bioros éfver’ adwis Umo Tavumrépoiol yahkoxpaot
VEVPOT EVTATOLS.

Here the revolution is complete: poetical beauty and
rhythmical subtlety, at least in so far as it was wedded to the
words, have been thrown to the winds, and we are left with a
mere operatic libretto. In the words of Timotheus himself (he
seems to revive for a moment the dying convention in order
to point the contrast)!:
ovk deibw Tad Talaid, kawa yap pdla Kpeloow®
véos o Zevus Baoihever, 76 mdiar & v Kpoves dpywr:
amite Moica walaid.

1 fr. 14
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Appended is (1) a summary of the standard phrases in each class of
rhythm, together with variants and rare forms not mentioned in
Chapter II; and (z) a list of further examples in illustration of the
metrical principles formulated in Chapters IV-V,

I. Dorian.
The normal figures are:
(1) Prosodiac: 4uw Luu +(-)
Liru Lo L £(-)
tow ()
The first two forms require no illustration. For the third, cf. Pind.
P. iv 20 parpémolw @1 Soph. Af. 181 -reicare Awfav: O. C. 1090
IMaMAas "Afdva: Pind. V. viii 2 -a yAeddpots: 16 -wv oradiwv: xi 5 ol
oe yepai-: Aesch. Sugp. 43 dvBovouor-,
(2) Epitrite: +o £-
L, L
Ay doy L
For the third of these forms (not used by Pindar or Bacchylides)
cf. Simon. 57, 6 ¢wrds ade Bovhd: Aesch. £ V. 551 unwor éxraxeiy :
Supp. g2-3 kav oxory pedlawvg. For the fourth, cf. Pind. V. | 72
daicavra rﬁp, Simon. 37, 9 Eﬁ.,m'.u-' & ﬁﬂ':p-, Sﬂph. .e‘ff; 221 olav t‘&i-,
O. T 863 e por fvrei-, 0. C. 1090 ceuvd te wats, Eur. /. 7" 1234
evrais 0 Aa-, KA 224 Ovufpaie xai, 363 Yadpoire xai.

Anacrusis.

(1) Single (v or —). In prosodiac: Pind. O. iii 3 @yjpwrves Olup-
movikav: V. v 13 6 tas Heot ov Wapdafea. In epitrite: Pind. [ i 5
i pidrepor xed-: 0. vill 22 mdpedpos aoxel-: 44 meudbiv Bapvybor-,
(2z) Double (ww). Only in prosodiac: Pind. A. i1 23 perdpuwra
Onped- : Arist. Bergk 11 pp. 360-2 "Apera wolipoxbe ye-

Resolution.
(1) Of prosodiac: Pind. /. iv 45 Luv Suww - fpred Teleowada ToA-.
Long dactylic phrases obtained by resolution of the final spondee :

T 11
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Pind. P. iii 4 Obpavida yovov elpupedovra Kpovov: Soph. 47. 172 4 pa
oe Tavpomwoha Aws "Apreus, & peyada daris &: O. T, 151-2 & Aws
adverés Pary, ris more tis wolvypioov: Aesch. Supp. 45-6 Znvos-
ipaduv drwvupdp 8 érexpaivero popopos aiwv: Eur. Andr. 117 & yivay,
d ®éridos Samedov xai dvaxtopa Bacoes. This is the origin of the long
dactylic phrases of Stesichorus (see pp. 103-4).

(2) Of epitrite: Suw <— Pind. O. xi 15 Zedvpiwv Aox-: P. i 17
Kikikiov Opé-. Lwow < Pind. P. 1 15 mohéuios: [ i 15 -ev dvadeio-.
2o Yuw—- Pind. 1. iv 54 b -wvos pédov-. <o <uw Simon. 4, § ovf &
ravdapa- : Aesch. Supp. 47-8 edoyws Ema-: ibid. 93-4 v Tixq pepo-.
Substitution.

(1) In prosodiac: trochee for final spondee: Pind. 7. iv 4 &fa wori
XpUoéwy Awos ale-: V. v 2 dAxados &v 7 u.'mi.".rq.l yAv-: O viil 17 "Adcpe-
Sovra 8¢ map Kpo-: Soph. Ant 582 eldaipoves olot xaxav a-

(3) In epitrite : trochee for final spondee : Pind. £. iv 5 -os Tuxovres:
ibid. 23 8étar’ alot-,

Anaclasis.

The following irregular openings in Pindar are perhaps due to ana-
clasis :

wt— (for £w—=?): Pind. O. vi 6 cwowo-.

wwt~ (for ~uw+?): Pind. O. vii 1 ¢uadar ws, cf. 7, 18 (see p. 57):
viii 6 dperav Bv-: P. i 20 vidoeso’ Alr-: ix 1 é0éhw xal-. From this
variant we get by substitution ww£w Pind. £. 1x 3 Tekeoixpa-. There
is a still further variant ww+ in M viil 13 ixéras.

FProtraction.

Of epitrite: Stesich. 32, 2 vaveiv eboédpos, Aesch. Supp. 48 -ov 7
éyéwace, Soph. 4. 602 aitv evapar, O. I 1097 tair’ dpéor «ly,
0. C. 1085-6 -apxe mavrorra.

II. Iowian.
(1) Ionic a minore : ww<-—

Variants, by substitution: -+~ Sappho 62 xarfvaoxe, Soph. 4;. 629
obd oixTpds. wwtuw Aesch. Pers. g7 -patos ebmeré-, Eur. Bacch. 522 16
Aws Bpédos.

Variants, by anaclasis : 2w Aesch. Supp. 1032 -w walawr, Pers.
953—4 -$ppaxros "Apns, P. V. 421 -vvow alypurv.
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Continuous Ionic a minore often contains occasional anapaests or
spondees, and bacchii: Eur. Bacch. 64-167, 370-432, 519-75, passim;
Soph. £/ 829 d wat, Eur, Phoen. 1539—42. The usual cadences are
Anacreontic (Aesch. Supp. 1036, 1053) and wwtut~ (Eur. Bach,
385 vmvov augiSardy, the latter being coinmonly taken in conjunction
with the preceding phrase to suggest, by overlap, a Pherecratic (p. 105).

(2) Anacreontic: woiofoL-— obtained from Ionic a minore by
anaclasis (see p. 8).

(3) Choriambic: £uw+, Variants: £—< Soph. £/ 473-4 xai yvupas:
Gwwws Anacr. 24 avamwéropad.

Choriambic phrases often have a spondee or trochee prefixed:
Alcaeus 374, 41, Soph. £L 473 : and very commonly they pass by
overlap into a Pherecratic or Aeolian tripody: Alcaeus 37 a, 41,
Anacreon z2-5, 28,

(4) Iambo-choriambic: «+u+ <uu+ obtained from choriambic by
anaclasis (see p. g). We also find —+u+ tuu+ Aesch. F. Vi 130
pnbdiv Gofybis: didia, and vt-+ Luu+ Eur. Supp. 975 dodai 6" ds
Xpvooxopas, and —£—+ Lo+ Eur. Hel. 1316 &yxe Topydmis wdvorlos.

(3) There are a number of other phrases which may be conveniently
classified as Ionian. Some of them, in which anapaests and 1ambics
are combined, seem to be developments of the Anacreontic.

wot wt oL Eur, Higp. 125 66 pol mis v pika.

vt wt ut wte Pind. O. ix 22 pakepals émphéywv dodals, iv 8,
N vi 20.

Do+ wut o+ At beginning of strophe Pind. O. ix 1 16 pév "Apyiddyov
peros, Soph. O. T 1186, O. C. 10446, Eur. fec. 466-7, Supgp. 178,
El 167 ; elsewhere Ar. Eg. 1111-30, Soph. Ant. 612, O. T. 467-8,
Eur. Jon 468-q.

ToLuwdtutit— Eur. Ale. 437 Tov avadlwov olkov olkerevors, idid. 442,
460, Hipp. 5268, Hec. 927, Rk goo-1, Pind. [ vii 1.

ot wt wut— Pind, O.1v 1 ﬂﬂﬁ}ﬂ ﬁrfprnfi Bﬂﬂi"‘l’i’i‘.

III. AEOLIAN.

(1) Glyconic: +g +uw <o £, The dactyl normally occupies second
place, but is often found in first or third. The substitution of
spondees for trochees is Euripidean (pp. 145 n., 148 n.). Resolution
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1s common in the first and second feet : Pind. V. vii 21 Aoyor "'Odvo-
oéos 4 wabav, Soph. Track. 947 wirepa wpirepov dmoréww: in the
third, Pind. P. v 32 -Beis yépas dudéfare reai-: in the fourth, Eur.
Hipp. 146 = 156 -ras éfoppos dvip Aipéva, Hec. 452 kadliorov Vddrov
warépa, Bacck. 91o 1o 8¢ xat’ fuap orw Piores: in all four, Hel 1308
xporala 8¢ Spopwa Siampioov. Also, an anapaest is found in place of
the initial spondee in a few cases, Soph. O. C. 704, Eur. ap. Ar. Ran.
1322 (see p. 65): cf. Hel 1314 pera xovparv, deddomodes. By anaclasis
we get the common form v+ Luu Lo £,

(2) Pherecratic: g +uw +— and Luw Lv £—, The first trochee is
often resolved, sometimes in order to suggest Paeonic : Pind. 0. i 28b
daris vmép Tov uhaby. Resolution in third foot: Pind. V. vii 17 -ovra
Tpitaiov avepov (p. 45: but perhaps this is iambo-choriambic followed
by a fourth paeon). There is also a protracted form: Soph. Trach.
949 Svoxkpir' duocye dvoravy, Ant. 816, 846, A4;. 1191, and an ana-
clastic form : Pind. 0.1 24 & ebdvopt Avlot, Anacr. 16, 2, Eur. H. F.
390, fon 1080, 1089, Soph. Pl 1125.

{3} T"pﬂ'df s Lo Low Land Lo Lo L,

(4) Enneasyllables: 4o <uw +u £— Aesch. Cho. 386 mevknért dho-
Avypov dvBpds 1 Luw Luw Lut Eur, Ale. 244 "AMe kai ¢dos dpépas.
(5) Decasyllable: +vo +uv <o £~ Aesch. . V. 135 xpaimvoddpo
8¢ p‘ ememjay m';pm..

(6) Hendecasyllable: +vu £u +u <o +- Pind. V. vii 2 mal peya-

AooBevéos dxovoov "Hpas.

(7) Heptasyllable: <uu< £+, This is not a standard phrase, but
grows out of Glyconic by isolation of the choriambic and cretic
elements in that phrase: Simon. 37, 14, Pind. 7. x 2 (see p. 68).

IV. PaeoNiIC:

(1) Simple Paeonic:

Cretic <o+, Bacchius v+ -, First paeon +uiw, Fourth paeon Suw+,
Palimbacchius —+v (Aesch. Agam. 153 [Tawava, 1057 droAlov dmroAdor),
and (if this foot is Paeonic) «—=+ Molottus (Soph. O. C. 121-2).

(2) Dochmiac (obtained by combination of the above feet with
1ambic) :
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“ Slow " dochmiac: wt—ut

bl -

4utu+ (Pind. O. i1 16 & Sixg Te xai, Soph. A/,

401-2, 403-5, O. T\ 1208-11).
“Qﬂiﬂk = dﬂl:hﬂ'liﬂ.l:: WA

ko,

By substitution Juu4us gives Luusus, by resolution w+o+— gives
viutuw (Soph. O. C. 702 70 péev s ol vea-, Aesch. Theb. 508
wémworfa Tov Aus), by protraction wtu+ - gives wtuL——(Aesch. Agam.
207-8, see p. 108). A rare form of dochmiac (first paeon +iambic)
occurs in Aesch. Theb. 508 dvrirvroy éxorr.

The following figures also, as well as the simple Paeonic feet and
1ambic figures, are found in continuous dochmiac composition :

wwwt—— Aesch. Cho. 935 Bapvdixos Mowd, Eur. Bacch. 1168 "Aciades
Paxxad.

wt—— Aesch. dgam. 206 wakippuney, 379 Aws mAaydy.

—+o+ Pind. O. 11 7 ebwwopwy, Aesch. Supp. 569 Tvpa pévos.

—2—u - (for v£—u<+) Soph. Ant. 1311 Sehaia ¢ ovy-,

— gyt — [‘I-ﬂl' - —— —*—} Pind. O. 11 3 ‘.Iiﬂill Mica jal-ilﬂ

TRoCHAIC.
The common phrases are :

(1) £u 2w Ly L
(1‘} s Ly e

{3} Ly ey Ly £

(4\ I N R N St g 4

The first of these is used by Alcman and by Pindar in Aeolian (see
p. 78). In continuous trochaic we often find a cretic variant +u+ £+

(Aesch. Agam. 190 poumuey Tovos),

Iamsic,

The common phrases are :
(1) ot ot

(2} N R S .

(3} ot Ui g ud

(4) the iambic trimeter.
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There 1s another rhythm, +uwo+, which does not fall readily into
any of the above-mentioned classes, though it seems to have originated

in the resolution of the common epitritic or dochmiac variant —+u< :
Pind. O. xiv 10 IIv6iov "AmdéAA- (from 1 Kadioiwr).

Lowut Aesch. Theb. 138 "Aprept ¢pida, Soph. Phil. 201 eorop’ ixe,
wai, 833 & réxvow, dpa, Pind. /7. 75. 5 edxAé’ dyopdv.

Luwuty Pind. fr. 76-77, 2 "EAAddos épaopa.

Lt ~— Soph. Phil, 835 dpovridoes dpds evder

Luvutus Pind. fr. 75, 2 wéumere xapor Geol.

Two-part Form.

For further examples of two-part form, see Eur. Hipp. 525-33
(A 525-9, B 530-3), Supp. 373-6 (A iambic, B Paeonic), 955-62
(A 955-7, B 958-62), H. F. 106-17 (A 106~12, B 113~17), 408-18
(A 408-11, B 412-18), Ar. Ack. 836—41.

Three-part Form.

For further examples of three-part form, see Soph. 0. T. 151—9
{ﬁ sas vroluxpfrcrw, B +..i.3m;, A... #ﬂlmr, C... Hn.ui:v, A ..xpfﬂir,
A ... ®dua), Track. 132-40 (A Paeonic, B trochaic and iambic,
A Paeonic), Fhil. 169-79 (A Glyconic and Pherecratic, B 175-7,
A Glyconic and Pherecratic), 827-38 (A 827, B spondaic, C touus,
B spondaic, A 838), 1140-5 (1140=1145), O. C. 668-80 (668—9 =
678-g), 6g4-706 (694 = 7c6), Eur. Andr. 117-25 (A Donan,
B Paeonic, A Dorian), A. £ 348-58 (A Aeolian, B 352-3, A Aeolian),
Jon 1229-43 (A Aeolian, B 1233-41, A Aeolian), Tro. 1060-70
(A Glyconic and Pherecratic, B 1066-70, A final Pherecratic), Phoen.
23949 (A trochaic dimeters, B 246-8, A trochaic dimeter), Bacch.
105-19 (A Glyconic and Pherecratic, B lonic a minore and dactylic,
A Glyconic and Pherecratic), Ar. Zys. 321-34 (A 1ambo-choriambic
and choriambiec, B choriambic into Pherecratic, A iambo-choriambic
and choriambic), Plut. 290-5, 316-21, Ack. 1008-17, Timocr. 1 (str.,
cf. epode), Pind. O. iii str. (A-B-A 1-3, C-D-C 4-5).

A looser variety of three-part form is obtained by making the closing
cadence repeat a phrase which has been heard already in the course
of the early part of the design (see p. 85, n. 1) : Aesch. Theb. 738 dore
patpds ayvav = 742 vuppiovs ppevwrers, 818 yéveos Oldimov " dpa = 824
-8¢ fvvavAia Sopos, Soph. 4. 224 arharov oldt pevarar =232 PBornpas
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imwovdpas, 598 wdow wepidpavros alel = 607 rov dwrdrpomroy aidnlov Aldav,
El 505 molvmovos immeia =515 moAvmovos alkela, 0. T 464 Aekdis
elme mérpa = 472 Kajpes dvarddxyro, Ant. 606 rav vl vmvos alpel wol
o wavroynpus = 614 Bvardv Biory wapmolv y' dxros dras, Eur. Held. 354
oot whéov ob pélovrar = 361 -ye Efevéhov Tupavvos, 773 mopevoov aldg
rov ol dikalws = }"j’ﬁ Sikaros u'.‘r.r.' EXTETELY Feliﬂpm}q Hee. 4415 axaTovs
ér’ oldpa Aipvas =454 -mbavir wéda Amaivew, Tro. 521 év muhacs
"Axatol = 530 dohiov doyov arav, Hel. 1452 xumra poliowrt parjp = 1464
oixwy ‘Edevay éx' dxrais, Alcman 23, 37 6 & oASws Somis eldpur = 49
tromerplbiwy dveipwy,

Pindar gives unity to his strophe or epode, or binds strophe and
epode together, in the same way; only with him the repetition often
comes a little before the end of the design: O. iv 4 {oavar atrix
dyyehioy = 24 véois év dvdpdow moliat, O. vii I ¢ralav ws = 7 mopevorTwy
=18 'Aclas e, xiv 1 Tal Te walere xallimwlov &pav=11 -Bovre
warpds OAvumiowo Typav, P. il 2 Imwwv Te odapoyappav =8 -viovs
dBaparoe mudovs = 24 droyouévovs Tiveafal



— e me— B s ogemaowe o L aELme ko

REFERENCES TO AESCHYLUS
The following table will help the reader to adjust Wecklein's
numeration of Aeschylus to that of the Oxford Classical Text

(1955).

Wecklein Oxford Classical Text
Supp. T heb. Pers.  Agam. Cho. Eum. P.V.
100 04 103 113 100 101 100 100
200 194 214 197 190 201 200 184
300 204 313 297 288 301 300 284
400 395 413 397 390 401 397 384
500 491 513 497 495 502 497 484
600 592 613 597 595 6o1 597 577
700 692 713 693 697 704 697 673
Boo 792 B15 798 809 8os 797 774
Goo 880 gib 898 909 gol1 899 874
1000 g8g 1000 997 1013 1002 999 968
110D I113 i nﬁ;
1200 1201
1300 1301
1400 1401
1500 1499
1600 1600
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INDEX.

Aeschylus, Supplices: Bi-gg
40-57: Dorian for Epaphus 53
43: prosodiac 151
45-6: long prosodiac 152
47-8: resolution in epitrite 153
48: protracted epitrite 152
58: choriambie for prophecy 58
58-63: shift by echo 27
61-3: Ionic a minore for the nightin-
gale 53
BE-go: Dorian for Zeus so
g1-3: epitrite 151
93—4: resolution in epitrite 152
4313-%: cretics 11; cretics for en-
treaty 67 n.
553-5: overlap 18
56 : dochmiac variant 155
638-46: three-part form 401
b41-6: combination of dochmiac and
Aeolian tripody 20
702-5: Aeolian for festivity 6o
787—91: shift by link ag
B79-82: shift by link 25
1029-36: cadences in [onic a minore
14
1032: anaclasis in Ionic a minore
153
1036, 1053: Anacreontic cadence in
Ionic a minore 153
—— Fersae 66-116: Ionic a minore
for the Persian army 36
B8-g1: Ionic a minore 89
91-3: Anacreontic 8-¢9
g7 : resolation in Ionic a minore 182
117-8: trochaic for suspense 116
824-99: two-part form 38-9
Q53~4 : anaclasis in Ionic a minore
153
1030-66: iambic for dirge 88
Sepiem contra Thebas 138 L~—wst
158
508 : resolution in dochmiac 68, 155
508 : rare form of dochmiac 155
s12-3: shift by echo 27

Aeschylus, Septem: contra Thebas
(comt.)
738=743, B18=814: repeated ca-
dence 156

818: resolution in anticipation of
change of rhythm 24n.
g41-8: iambic for dirge 88
—— Oresteia: 100-313
—— Agamemnon 104-5: Dorian for
the Greeks at Troy 49
153: Paeonic for Apollo 66
153, 1057: palimbacchius 154
170~7 : three-part form 40
1go: cretics in trochaic 158
202-3: trochaic undercurrent in
dochmiac 126
206, 379 : dochmiac variant 15§
207-8: protracted dochmiac 155
208-12: choriambic for prophecy 59
249-58: dochmiac 12
a70: compared with Aesch. Supp.
bos: ggn.
387-g1 : shift by echo 26
693-6: Ionic a minore for af8pbrys 56
6gg-700: compared with Eur. /. A.
75I-1. 40 N.
438-48: repeated cadence 8g5n.
745-8: shift by link a5
g66—77: three-part form 41
106i4—5 : Paeonic for Apollo 66
1135—-41: three-part form 4o
144050 Aeolian for lamentation gg
—— Choephoroe 11-5: shift by resolu-
tion 23
23-31: repeated cadence 8gn.
48-53: shift by link 25
314-17: Aeolian for lamentation 59
379-81: Dorian for Zeus go
386: Aeolian enneasyllable 134
3go—12: choriambic for mental agita-
tion &8
393—4: Dorian for Zeus so
464—6: Aeolian for lamentation 6o
935 : dochmiac variant 155
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Aeschylus, Eumenides 331—4: pro-
traction 16

32¢-30: fourth pasons 11

339~31: overlap 17

791=3: bacchii 11

—— Prometheus Vinctus: 133-4

rjo: substitution in iambo-chor-
iambic 153

130-40: concurrent rhythm 3o-1

135: Aeolian decasyllable 154

16g—76 : shift by resolution 23

412-17: shift by overlap 29-30

413—-11: anacreontic for lamentation
125N,

415-16: Ionic a minore for lamen-
tation 54

421 : anaclasis in [onic a minore 152

543-51: Dorian rhythm 8; for Zeus
50

£&1: epitrite 151

g61=3: Anacreonticin Dorian 147 n.

618-1g: substitution in dochmiac 12

BEB—g: sequel to The Suppliants g9

Alcaeus, 374, 41 (Diehl 87, g6): tro-
chee prefixed to chonambic, which
passes by overlap into an Aeolian
tripody 153

Alcman, g (Diehl 2): Dorian for Dios-
curi 54

19 (Diehl 61): Paeonic for Artemis
66 n.

23 (Diehl 1), 36-7: Pherecratic with
anacrusis 121; 36—40: compared
with Pind. O. 1 98; 37=49: re-
peated cadence 157

6o (Diehl 58): analysis 6g

Anacreon, 1 (Diehl 1): lengthened
second sentence 15; 1=-3: Glyconic
and Pherecratic 10; 4: Anfalov
134

6 (Diehl 6): anaclastic Glyconic 10

16, 3 (Diehl 25): anaclastic Phere-
cratic 154

17 (Diehl 6g): Aeoclian for festivity
b1

22-5, 28 (Diehl 71-3, s53~3, 51):
choriambic into Pherecratic 153 -

INDEX

Anacreon (cont.)

24 (Diehl 52): Aeolian and chori-
ambic combined 61% resolution of
choriambus 153

62 (Diehl 27): Anacreontic g

Aristophanes, Acharnenses a16: first
paeons 11

836: significance of the phrase 6

836—41 : overlap in final cadence 17;
two-part form 156

1008-17: three-part form 156

—— Eguites 5Bi-g4: Aeolian for
Athena combined with Dorian for
Victory 64n.

11r1-30: Ionian phrases 153

—— Lysistrata 331-49: choriambic
for animated movement 57 n.;
three-part form 156

—— Thesmophoriazusae 1137-47: Ae-
olian for Athena 64n.

— Ranae 324-36: Ionic a minore
for Dionysus 57 n.

1320-3: form of Glyconic 65

1332: initial anapaest in Glyconic
154

1346-8, 1353-5: Aeschylus made to
criticise versification of Euripides 3

1356—7: cretic for Crete 66

Ecclesiazusae g5af,: cretics for

entreaty 67 n.

e .‘:‘;’u!w 2go—5: three-part form
15

Aristotle, Bergk 11 pp. 360-2: Dorian
for dperd 47; double anacrusis in
prosodiac 151

—— Politics 1343 A: Dorian mode
best for education 47

Athenaeus, xiv 617 58: Pratinas 2

6a4: ethical quality of Dorian mode
67 n.

Bacchylides, x 1: Dorian for Victory
64

xvi 129: waudrifar 134

xvii 1-2: JIonic a minore for d8pbrys
56

Catullus, xi ¢-12, 17-20: Sapphic
stanza in Greek style 19
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Catullus, xxxiv 1-4: anaclastic Gly-
conic and Pherecratic 11
Euripides, Cyclops Go8-11: parody
of Aeschylean trochaics 116 n.
— Alcestis: 1449
86-7: iambic for dirge 88
144: Aeolian enneasyllable 154
308: Anacreontic for- lamentation
125m.
437, 447, 400 Ionian phrases 153
—— Medea 627-41: Dorian for dperd
48; compared with Aesch. F.V.
9r3-38 133
—— Heraclidae
109 n.
354 = 301 : repeated cadence 157
358-61: Aeolian for Athens 63
v48-54: Aeolian for Athens 66n.
773=1776: repeated cadence 157
g17—-18: marriage motive 78n.
gig—123: Aeolian for Athens 64
— Hippolytus 125: lonian phrase
153
141, 143—4: spondee in third foot of
Glyconic 148 n.
146=156: resolution in Glyconic
154
525-33: two-part form 156
516-8: Ionian phrases 153
554 marriage motive 78n.
—— Andromache 117: long prosodiac
152
117-2%; three-part form 156
117-34: Dorian for the Greeks 49—
S0
766-76: two-part form 39; Dorian
for dperd 48
1156: Bwuol wéhas 109N,
—— Hecuba  353: compared with
Aesch. Sugp. 605 g5 n.
440=454: repeated cadence 15y
452: resolution in Glyconic 154
4066-7: Ionian phrases 153
409-71: spondee in third foot of
Glyconic 148 n.
gos=g: Donan for the Greeks at
Troy 49

73: PBuwpel wehas

161

Euripides, Hecuba (cont.):
9127 : lonian phrase 153
928-33: Dorian for the Greeks at
Troy 49
—— Supplices 42-53: lonic a minore
for lJamentation 55
373-0: two-part form 156
778: Ionian phrase 153
955-62 : two-part form 156
975 : substitution in iambo-choriambic
153
1001, 1005-7: spondee in second
foot of Glyconic 145n.

1012-13: bacchius repeated as
opening of anaclastic Glyconic
28 n.!

—— Hercules Furems 106-17: two-
part form 156
348-51: Aeolian for festivity 6o
348-58: three-part form 156
366 : spondee in second foot of Gly-
conic I45M.
390: anaclastic Pherecratic 154
408=18: two-part form 156
400 Madre 134
413 shilt by resolution 24n.
637-41: Aeclian and choriambic
combined 62
763-4: Aeolian for festivity 61
781-9: reminiscence of Soph. Anv.
100-g 61n.
798-806 : Dorian for Heracles 53
fon 184-9: Aeolian for Athens
66 n,
468-g: Tonian phrases 153
1080, 108g: anaclastic Pherecratic
154
122g: spondee in second foot of Gly-
conic 145n.
122Q-43 : three-part form 156
—— J{rotades 307-124: marriage mo-
tive y8n.
521=7530: repeated cadence g7
1obo—70: three-part form 156
1071-6: Aeolian for festivity 61
—— Eileetra 116: spondee in third
foot of Glyconic 148n.
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Euripides, Electra (cont.)
167: Tonian phrase 153
440—1 : reminiscence of Aesch. 4gam.
6gg-700 113N
458-63 : choriambic for animated
movement &8
471-5: choriambic for animated
movement 58
480: shift by resolution 24n.
—— [lphigeneia Taurica 1134 epitrite
151
1234-5: Dorian for Apollo sz
—— Helena 241-8: 149
341 : shift by resolution a4n.
1144-0: Dorian for Helen 53
1151—4: Donan for dperd 48
1308 : resolution in Glyconic 154
1314: initial anapaest in Glyconic
154
1316: substitution in iambo-chor-
iambic 153
1451-5: shift by overlap 29
14531 =1404: repeated cadence 157
—— Phoenissac  339-49 : three-part
form 156
1530—42: lonic a minore for lamen-
tation g5; bacchii in lonic a
minore 153
—— Orestes 316-13: quick dochmiac
for the Furies 131
1381—93: 150
1414-17: words repeated for sake of
musical accompaniment 3
—— Bacchae 64-5: lonic a minore
for Dionysus 57
64-117, 370—431, 51g—75: anapaests,
spondees and bacchii in lIonic a
minore 153
83-88: lonic a minore for Dionysus
57
105-1g: three-part form 156
385 : lonic cadence 153
522 resolution in Ionic a2 minore 153
E61-76: Aeeolian for festivity 61
1168: dochmiac variant 15§
— [phireneia  Awlidensis
Diorian for dperd 48

53-3:

INDEX

Euripides, fphigeneia Aulidensis(cont.)
751-3 : reminiscence of Aesch. dgam.
699700 113
751-5: Dorian, contrasted with Ae-
olian, for the Greeks at Troy 49
266-72: Dorian for Dioscuri and
Helen x4
1056—7, 1078—9: marriage motive
79n.
1416 : Bwpol wékar 109N,
Rhesus 214: epitrite
234-32: Dorian for Apollo sa
360~7: combined Aeolian and chor-
iambic contrasted with Dorian 62
363: epitrite 151
goo—1: Ionian phrases 153
Fr.'11 (Nauck): Dorian for dperd
48
Hesiod, Op. 284—g0: "Aperd 47
Homer, Jliad xxiv 718-76: form of the
Bpfivor 123
Horace, Carm. i 1. 29, 25. 11: Sap-
phic stanza in Greek style 19
i3, 1: Glyconic ¢
iii 12: Ionic a minore 8
Lamprocles, 1 (Diehl 1): Dorian for
Zeus and Athena x1n.
Lucian, Harmon. 1: ethical quality of
lonian and Phrygian modes 67 n.
Melic Fr. adesp. 82 A-B: Dorian for
Zeus and Athena 51n.
85: Paeonic for Apollo 67
104 B: Donan for dperd 48
118: cretic 66
Pindar, Olympians i: j0-80
1: opéning compared with Aesch.
Agam. 718: 114
»—8: shift by resolution 24
14 : anaclastic Pherecratic 154
28 & resolution in Pherecratic 154
ii 7: dochmiac variant 155
16: £~+—+ dochmiac 155
iti: Dorian for Dioscuri 54
str. ! three-part form 156
t : Dorian phrase 7
3! anacrusis in prosodiac 151
iv 1: Ionian phrase 153
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Pindar, Qlympians (cont.)
4=14: 1epeated cadence 157
8: lonian phrase 153
Vi 141
vi 6: irregular figure in Dorian 152
1g—31: Donan cadence 14
vii 1, 6, 18: Ionic a minore added
to Dorian 56-7, 153
1=0: repeated figure 157
viii 6: irregular figure in Dorian 152
17 : substitution in prosodiac 152
23, 44 Anacrusis in epitrite 151
ix 1: lonian phrase 153
23 : Ionian phrase 153
xi 15: resolution in epitrite 152
xiv 1=11: repeated cadence 157
10; L=t J56
——— Pythians 115, 17: resolution in
epitrite 152
20: irregular figure in Dorian 153
1 141-3
1=8=14: repeated cadence 157
iii 4: long prosodiac 152’
23: double anacrusis in prosodiac
151
v 4 : substitution in prosodiac 153
§, 23 substitution in epitrite 152
20: prosodiac 151
Vi 41-3
31 : resolution in Glyconic 154
vii 42
vii 1: compared with Pyh. il 1 143
ix 1, 3: wregular figures in Donan
1512
x 2: development out of Glyconic
68n., 154
xii: two-part form with coda 3gn.
Nemeans 1 72 : epitnte 151
v 2: substitution in prosodiac 152
13: anacrusis in prosodiac 151
Vi: 140-1
20: lonian phrase 153
vil: 43-5
7: Aeolian hendecasyllable 154
17: alternative analysis (cf. p. 45)

154
vii 21 : resolution in Glyconic 154

163

Pindar, MNemeans (cont.)
viii 3, 16: prosodiac 151
13: irregular figure in Dorian 152
ix 1-5: two-part form with coda 39
xi § : prosodiac 151

—— J[fsthmians i 5: anacrusis in epi-

trite 151
il 15: resolution in epitrite 152
iv 45: resolution of prosodiac 151
54 &: resolution in epitrite 152
vii 1: Ionian phrase 153
— Fragmenis 75, 3
156
76=7, 3: £ewwst- 186
87-88: Donan for Apollo san.
95: significance of concurrent Gly-
conic and Anacreontic 32

Plato, Republic 398 p: the rhythm

must follow the words 12

398 £ : ethical quality of Ionian and
Mixolydian modes 67 n.

iii 399 A: ethical quality of Dorian
mode 67 n.

Plutarch, de Mus, xviii: ethical quality
of Dorian mode 67 n.

Pratinas, i (Diehl 1) 1-2, 6-7: relation
between musical accompaniment
and the words 2

Sappho, 1 (Diehl 2): Sapphic stanza
18

62 (Diehl 106): Ionic a minore for
lamentation 55 ; molottus for lonic
a minore 152

Scolia, g (Diehl 4) : significance of con-
current Glyconic and Anacreontic
31

23 (Diehl 1g9): Aeolian and chor-
iambic combined 63

Simonides, 4, 5 (Diehl 5): resolution

in epitrite 153

&, 1 (Diehl 4): Anacreontic 147 n.

12 (Diehl 20): choriambic for tem-
pest 58

26 B: Paeonic for Apollo 66

31: cretics for Crete 66

37, Q: epitrite 151

37, g—19 (Diehl 13): analysis 68—g
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Simonides (cont.) Sophocles, Qedipus Tyrannus (cont.)

37, 14: Aeolian heptasyllable 154

57, 6 (Diehl 48): epitrite 151

58 (Diehl 37): Dorian for dperd 47-8

Sophocles, Antigone: 134-6

52 : compared with Aesch. Sugp. 6oo
94 0.

100—): recalled in Eur, . F. 781-9
61 n.

138—40: choriambic for animated
movement 57

333-8: shift by anacrusis 23

58a2: substitution in prosodiac 153

583, 6313, 791-3, B39—40: Anacreontic
1250.

606 =614 : repeated cadence 157

612: lonian phrase 153

816, B46: protracted Pherecratics
1

g.;.:;a: Dorian for Zeus and Danae
53

g48-55 : shift by anacrusis 22

1307 drralay 134

— Ajax: 136-7

172: long prosodiac 152

172—g1: Dorian for Artemis, Zeus
and Apollo 51

181 : prosodiac 151

221: epitrite 157

221-32: continuous use of echo 28—g

224=231: repeated cadence 156

401-12, 403-5: £~£L—+L dochmiac 155

596—9 : Aeolian for Athens 63

596—607: opening phrase repeated as
last in resolved form 24n.

598 =607 : repeated cadence 156

6o2: protracted epitrite 1532

Gos-7: shift by resolution 24

627-9: Lonica minore for the nightin-
gale 55 _

62g: molottus in Ionic a minore 152

Ggs-7o1: concurrent rhythm 31-3

11go: Tpolar 134

11g1: protracted Pherecratic 154

1217-22: Aeolian for Athens 63

—— Qedipus Tyrannus 151-2: long

prosodiac 152

151—9 : three-part form 156

151=67: Dorian for Zeus and Athena
3

464=473: repeated cadence 156-7

467-8: Ionian phrases 153

483-4: choriambic 8; for prophecy
58

649-53: cretics for entreaty 67 n.

863 : epitrite 151

B63-5: Dorian for edréSeia 48

1080-8 : choriambic for prophecy g9

1097 : protracted epitrite 152

1186: Ionian phrase 153

1186~-92 (lengthened second sent-
ence): 1§

1186-1304 : Aecolian for lamentation
o

1193~0: overlap in final cadence 17

1333: protracted dochmiac 108 n.

—— Electra: 1379

245 : Aeolian tripody 10

145—0: Aeolian for lamentation 6o

473-4: choriambic for prophecy 59;
molottus for choriambus 153

505 =515: repeated cadence 156

816-31: lonic a minore for lamen-
tation 3z4

829 : spondee in Ionic a minore 153

B40: Sehala Jedalwr 134

1058: olwwols 134

1058-62: concurrent thythm 31

1064-g: shift by overlap 29

1384-8: quick dochmiac for the
Furies 131

—— Trachiniae 94 : iambo-choriambic

in Dorian g3
g4—111: Dorian for Heracles 53
116-18: iambo-choriambic ¢
116-1g: resclution in anticipation of
change of rhythm a4n.
11g—21 ¢ Glyconic and Pherecratic 10
131—-40: three-part form 156
20524 : Paeonic for Apollo 67
g47: resolution in Glyconic 154
g47—9: protracted Pherecratic 16
949: protracted FPherecratic 154
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Sophocles, Fhiloctetes 136, 687-g0,
711, Bgh, 1140, 1145, 1176-7:
Anacreontic 125 n.

16g-go: Aeolian for lamentation 6o,
three-part form 156

201, By3: L=~=< 150

714-15: cadence in choriambic 14;
overlap 17

827-38 : opening phrase repeated as
last in resolved form 24n.; three-
part form 150

535- S | Isﬁ

1123-5: anaclastic Pherecratic ri

1125: anaclastic Pherecratic 154

1140-5: three-part form 156

1176-7: Anacreontic for lamentation
125 M.

—— Oedigus Colonens 118 vala: 134
121-2: molottus in Paeonic 15§
121-37: continuous use of echo 27-8
668-8o: three-part form 156
668-719: significant use of Aeclian,

Ionic a minore and Dorian 64=6
6g4—706 : three-part form 156
702 : resolution in dochmiac 155
704 : initial anapaest in Glyconic 154

165

Sophocles, Oedipus Coloneus (cont.)
1044-6: Ionian phrases 153
10856 : protracted epitrite 153
1085—g5: Dorian for Zeus and Athene
51
10go: prosodiac and epitrite 151
1211-38 : Aeolian for lamentation 6o
1240-1: choriambic for tempest g8n.
Stesichorus, 7 (Diehl 5): Stesichorean
form of Dorian 103
18 (Diehl g): Dorian for the Greeks
48 long form of Dorian re3
26 (Diehl 17): Stesichorean form of
Donan 1o3
32 (Diehl 11): protracted epitrite
16, 132; prosodiac with anacrusis
21; Dorian for Helen 53
44 (Diehl 16): Ionic a minore for
Rhadine 56
Terpander, 2 (Diehl 2): compared
with Aesch. dgam. 110 1040,
Timocreon, 1 (str. cf. epode) {Diehl 1):
three-part form 156
Timotheus, Fersae a6-31: 150
12 (Diehl 7): 150
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