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num igitur hi {[sc. poetae] sine musice?
But do they [poets] exist without music?
Quintilian, Institutio oratoria 1.10.29.

FOREWORD

Music, for the Greeks, included everything the Muses presided over, but par-
ticularly poetry, music and dance (as we use the words) together. Poiein means
to create, compose, and the poi€tes (m.) or poi&tria (f.) was a maker, creator,
composer, poet. With the lyric composer-poets (Pindar, Sappho et al.) music may
even have been considered the primary element, as embodied in the sung and danced
rhythm. In comedy and tragedy it played no less indispensable a role. My con-
tention is, to put it very plainly, that we have inherited sufficient information
about ancient Greek music and its performance to create a convincing music for

those works where it is missing, from Homer through Sophocles.

Classics scholars really cannot be faulted for not having searched as dili-
gently as they might have for the Greeks' musical voices, though there have been
and are a few exceptions: the prospect of having to fill a classroom with song
when Greek verbs are shouting for attention could hardly be a welcome one for many
professors. Nevertheless, if we are presented with the real possibility of find-
ing samething 1like an authentic musical voice, then find it we must, if only for
the benefit of our fuller underétanding of the compositions of which we are the
present guardians and interpreters. This is, at least, my working theory here,

a theory that has been reinforced, as noted in the Introduction, by recent dis-
coveries about how speech and song are processed in the human brain. If we can
accept the methods and results of reconstruction, then a repertoire we prize for
its literary beauty and power can take its rightful place as a sounding reality

and a vital part of the world's musical heritage.

A thorough grasp of the present method of reconstruction and performance
will require some knowledge of ancient Greek, owing to the necessarily intimate
connection between the words and the musical expression of them. In order to pro-
vide at least a basic demonstration, however, to those who have little or no
Greek of the techniques that I employ, I present a portion of the examples of
each poetic type with a transliterated text in parallel with the Greek. (The
Greek texts of supporting material are all presented in transliteration, with

apologies to those who find this objectionable.) The rest of the reconstructions
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use the Greek orthography only; to them I have made additions or modifications
as noted (Introduction, p.10) to present the text as performed rather than in
the standard written form of our printed editions. Basic familiarity with musical
notation is also necessary for reading and understanding the musical materials

and reconstructions.

My development of the reconstructions and their performance practice in
these pages has unfortunately been limited somewhat by a lack of students upon
whom to try out and evaluate my methods. I have had considerable assistance and
encouragement from others, nevertheless, most of all from Warren D. Anderson,
of whose brief, sympathetic mentoring I was the fortunate beneficiary until it
was cut off, just before we were to have met in person for the first time, by his
death in 2001. Those who have listened to the music or read and commented on
some of the present work, or both, include Charles and Lindsey Shere, Gary Fern-
gren, David Eiseman, Owen Daly, Ann Basart, Terry and Ann Riley, W.A. Mathieu,
Devi Mathieu, and Richard Crocker, all of whom I thank for their interest and

support.

I am particularly grateful, too, for the challenges offered by my two prin-
cipal Professors of Greek at the University of California, Berkeley, Elroy
Bundy and Gerson Rabinowitz (who set me looking for Homer's song); to Prof. Emeri-
tus C. Bennett Pascal of the University of Oregon for his Greek tutorials (and
who bears no responsibility for whatever mistreatment I may have inflicted on the
language here); and to John Koegel and Brenda Montiel for their 1995 invitation
to contribute to a Festschrift for the distinguishedimusicologist Roland Jackson,
which resulted in my paper on reconstruction and performance;* Nor
without the invaluable aid of Smt. Prof. S.S. Janaki of the Sanskrit College,
Madras, India, would I likely have come to understand the living tradition of sung

Sanskrit poetry of many kinds, which became the key to my work in Greek and Latin.

Beyond the first problem I was confronted with in my 1997 "Experiments"”
essay, the melodic function of the grave accent in ancient Greek prosody., the
present method relies on a handful of hypotheses that are supported more or less

solidly in ancient sources and modern scholarship, but that will nonetheless be

*"Some Experiments in Singing Ancient Greek and Latin Verse," Music in Perform-
ance and Society: Essays in Honor of Roland Jackson. Harmonie Park Pr., 1997, 3-35.

2re
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controversial: the addition of rests to the rhythmic schemes of lyric compositibns;
proposals for a Phrygian harmonia, one of them guite radical; acceptance in the
principles for reconstruction of evidence of the possibility that the pitch ac-
cents of the verbal text could be accommodated by a repeating melody in strophic
compositions, at least in Sappho and Pindar; and an unorthodox interpretation of
the employment of the enharmonic pyknon in melody. These and other aspects of
reconstruction and performance practice are subject to constant scrutiny and re-
finement. Much that is notable in the ancient musical cultures, however, remains
untried here: dithyramb, nomos, skolion, for example; the aulos and tibia have been
left for others to investigate; dance, as essential as it is to Greek music, is

barely touched on.

As mentioned in the Introduction, we have today the advantage of access to
most of the ancient Greek sources on music thanks to many, but especially to
aAndrew Barker. Many of the Greek texts are available in the Loeb Classical Li-
brary series, and Broude Bros. Ltd. has published handsome facsimile reprints of
John Wallis's 1682 critical edition, with Latin translation, of Ptolemy's
Harmonics (1977), and of Marcus Meibom's similar edition of seven treatises in
two volumes (Aristoxenus, Euclid (Cleonides), Nicomachus, Alypius, Gaudentius,

Bacchius senior and Aristides Quintilianus) (Antiguae musicae auctores septem,

1652) (also 1977), in their series Monuments of Music and Music Literature in
Facsimile. (It should be noted that the largest proportion by far of modern

sources I have relied on are in English.)

In Appendices I-V of his Poetry into Drama: Early Tragedy and the Greek

Poetic Tradition (Sather Classical Lectures, 1978; U. of California Pr., 19853),

John Herington offers his own guite comprehensive collections--the only ones I
know of in one location--of ancient information on the performance of poetry,

from religious festivals to the solo and choral song (and dance) of lyric composi-
tions. These (along with the background and interpretation his book itself pro-—
vides) are an invaluable resource. For performance information on tragedy and
comedy, especially the resources of the singing actor and the chorus, Arthur

Pickard-Cambridge's The Dramatic Festivals of Athens2 (oxford: Clarendon, 1968)

is still indispensable; note, however, that for "flute' one must read "aulos" or

"pipes," and the extensive ancient material in Greek is untranslated.

4
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My 1997 essay began with Latin compositions (Eorace, Vergil, Ovid) on the
theory that most anyone who might try my musical experiments would find it easier
to learn the basic musical principles using the Latin poetry based on Greek models,
before moving on to the Greek. I was chided gently but firmly for this by Warren
Anderson, who wrote me (in 1998) that the world of classical scholarship had
little or no room for Roman song. This may be changing; we now have a well
crafted and quite persuasive case for Horace as composer and performer in Stuart

Lyons's Music in the Odes of Horace (Aris & Phillips, 2010), although I have some

doubt that Lyons's repeated reference to Horace as an "entertainer” is helpful

to his case.

The present study begins with the Greek; Latin compositions are treated in
an appendix that is devoted mostly to the particular difficulties of Latin pro-
nunciation and prosody. Greek compositions appear in nearly chronological
sequence, but this does not imply a "progression” of some sort: pre-Homeric Greek
song, all of it lost, must have included compositions of great rhythmic subtlety

and complexity, as we find in the earliest Sanskrit hymns.

While the typescript that follows this temporary foreword has been improved
under the eye of several generous colleagues, it has not been scrutinized by a
specialist in this area of classical studies, a lack that will surely be evident,
though I hope not excessively so. At this point, though every care has been exer-
cised with typography and proofreading, especially of the Greek texts, omissions,

inconsistencies, redundancies, false quantities—-—errors, too--inevitably remain.

I regret that it has proved impossible for me, even over a number of years,
to produce a recording satisfactory to me of any of the compositions presented
here. In any case, a recording, frozen forever in time, cannot capture the liv-
ing qualities of actual performance, especially in orally transmitted literary
and musical traditions. Difficult or even impossible as it may be to learn music
from a book, a book is what I offer. I hope that anyone looking for the sound
of the musical voices of classical antiquity will find clues to that sound here.

I dedicate this volume to the memory of Elroy L. Bundy and of Warren D. Anderson.
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SINGING ANCIENT GREEK

1. INTRODUCTION: Why? What? How?

Durus ... was forever writing verses for some imaginary
arja play. These verses were in the strictest classical
style, I discovered, although the subject was often a con-
siderable surprise. One day he commemorated in verse an
account of an agreeable excursion we had made the day be-
fore. ... Durus had composed this little poem in the
meter of Durma, which has seven lines of different length
to a verse. ...

This is a handsome poem, I said. You must read it.

But instead of reading it he sang it to me, in the
chant proper to the meter. Poetry could not be read, it
seemed; it must be sung.

One day he returned ... with a rare text he had dis-
covered[:] ... a book of recipes and ingredients for dif-
ferent dishes, written in verse. But when I gave it to
Madé Gria, the [scholar and] dalang, to read, he looked
at it for some time, and at last, finding the. stanzas
unfamiliar, he said,

I cannot read it, for I do not know the tune.

But never mind the tune; just read the words.

But he only repeated, I can't; I do not know the
tune ...

Colin McPhee, A House in Bali (New York, 1946), 98-9

It is easy for me to believe that in an earlier, less impoverished era of
human history, at a time when we were more in tune with the living world of which
we are a part, vocal communication was a melodious interchange. Difficult as
it may be for us to imagine today, it seems quite possible that speech has evolved
as levelled song (as I am inclined. to believe, in the.spirit of Rousseau and
Darwin). Not completely levelled, of course, since pitch inflection is an es-
sential element of human speech, though usually not considered melodic in any

sense.

This levelling effect is something we may actually have a record of; it seems
happen about the time that writing began to be used extensively. 1In the archaic
Greek world, Hesiod tells us that he was taught to deliver his precepts and divine
genealogies in song by the Muses themselvesl; Homer and the other aoidoi (bards)
sang their historical accounts, which we usually think of as "tales." They are

typical of the way history, culture, and the laws and customs (nomoi) of society

to
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are transmitted by oral tradition, and they are typically sung, in part because
the repetitive rhythm and melody are a significant aid in éreating, remembering
and recollecting in performance a verbal text. A living example of this is the
sacred texts of Sanskrit, which are sung from memory today as they have been for mil-

lennia.

As to the ancient Greek compositions that have come to us, I like to recall
the injunction, quoted by Lionel Pearson in the Introduction to his edition of the

Elementa 1 ica of Aristoxenus, of a grammarian "of uncertain date" named Dio-—
g

medes, referring to lyric compositions, that we should sing Greek poetry, "even
, 3 . . o .
if we do not know the tune." I would extend his exhortation to include every kind

of poetic composition that we know was meant to be sung.

Words have a strikingly different effect when sung-—-even chanted on a mono-
tone--than when spoken. The origins of this difference have only quite recently
been made clear: sung and spoken utterances are processed differently in mostly
different parts of the brain; newer brain-imaging technology shows these differences
clearly in subjects as they sing or speak, and apparently even as they hear song
or speech.4 What this must mean is that it is impossible for us to comprehend
fully or develop a complete sense of or feeling for a body of compositions, such
as that of ancient Greece, that was meant to be perceived and understood through
the medium of song, unless we ourselves experience it that way. So, we have to
sing, even if modestly: private singing is instructive; group singing is even more
rewarding. No special vocal gifts are necessary to lead us to a grasp of the
synergic effect of the fusion of words and melody. The music that we will sing
of course must be almost entirely reinvented, but, luckily enough information has
survived about the Greeks' music and its performance that this task is far from

impossible, as I hope to demonstrate in the chapters that follow.

A great deal survives of the Greeks' documentation of the nature and uses
of music in their society over centuries, documentation that includes music theory,
comment on and criticism of compositions and performances, a few quite late frag-
ments of notated music, and a wealth of pictorial information from vases, bowls

and the like.

P
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Of particular importance here are their numerous reflections on the history,
as they understood it, of their own music, and on changes in musical style, begin-
ning with that of the Homeric bards, down to the musical revolution that began at
the end of the fifth century BCE. We have the views on musical developments not

only of such compilers as the authors of the Aristotelian Problems and the Plut-

archian On Music, along with Athenaeus (themselves relatively late), but also from
Plato, Aristoxenus, Aristophanes and numerous others, who are generally quite clear
about what is admirable and worthy of emulation--or otherwise--in the musical pract-

ice of their own time.

We are especially fortunate today that in recent decades most of this sur-
viving testimony has been made available in English, above all in the two volumes

of Greek Musical Writings, edited and excellently translated and annotated by

Andrew Barker, which include those sources just mentioned as well as the treatises
on music theory of Aristoxenus (all that survives), Aristides Quintilianus and
Ptolemy. Several recent volumes that treat and interpret ancient Greek music as

a whole have greatly advanced our understanding (building on the insights of one
of the great scholars of the subject, the British classicist R.P. Winnington-

Ingram), particularly Martin West's Ancient Greek Music and Warren Anderson's

Music and Musicians in Ancient Greece.

It is this wealth of information from antiquity, not fatally diminished by
time's depredations, as it illuminates the fundamentals of rhythm and melody that
are inherent in the transmitted verbal texts of the compositions themselves, that
allows us, I am convinced, to dare to venture reconstruction of much of the lost

music.

How much? The revolution that we call the New Music and is associated mainly
with Euripides and Timotheus was seen as a dramatic break with the past: music that
had been straightforwardly built on the rhythms of the long and short syllables
of the words acquired new rhythmic freedoms, and new melodic independence super-
seded what seems to have been a quite strict melodic limitation to the tonal shapes
of the words, given by the written accénts. Plato had decreed that the music must
follow the words {(probably implying that some music of his time did not), while

, 6
three centuries later Dionysius of Halicarnassus says exactly the opposite. The
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New Music embraced virtuoso instrumental performance and contests as well, activi-

7
ties also disliked by Plato.

The evidence we have of the New Music is slender; apart from a few descrip-
tions, there are the briefest of fragments in musical notation, the two most im-
portant of which were possibly composed by Euripides.8 Some later compositions of
Euripides and of Timotheus seem conspicuously lacking in the rhythmic coherence
of the older styles, as several scholars have noted.9 Lacking musical examples
of the melecdic and rhythmic freedoms characteristic of the New Music, we can
hardly begin to imagine its nature and sound, and are forced to conclude that,
absent the revelation of substantial new material, its reconstruction is beyond

our reach.

As for the music of the earlier age, it is described by later admirers as,
for example, "simple and dignified in character," and "limited to a few strings,"
i.e., pitches; it "rejected multiplicity of notes and complexification (poikilia)"
and remained "simple, ... so much better than those that are complex and use many
notes."10 We have further, wonderfully backhanded confirmation of the "old" style of
music from Aristophanes, whose Euripides says of Aeschylus, "I can show he's a
bad composer who always writes the same thing" (Frogs 1249-50); an isolated line
from an unknown work (fr.467) refers to musical performance that is "not the way
they first sang, seven-stringed, all alike." (Timotheus notoriously increased the
number of lyre strings from seven to eleven; a larger complement of strings became

standard, and "seven—-stringed" a term of disparagement.)

This simple, old style, confined to the verbal rhythms and to melody in a
limited vocal range, with limited pitches that are defined by the most used and
admired of the Greeks' harmoniai (modes)--this ancient and by no means unbeautiful
style of music is within our ability to reclaim, using as accompaniment something
not entirely unlike what the Greeks used. Simpler is probably better, I infer from
the ancient commentators' admiration for the "old" style, in maintaining without
extraneous distractions the centrality to the performance of the verbal text, which
is projected through music that one may say is inherent in it, adding to it the

power of incantation.
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After a presentation of ancient Greek pronunciation and of the melodic in-
terpretation of the Greek word-accent notation, we begin with Homer, the founda-
tion of all that follows him, as he was thought of by the Greeks, and as he remains
here. The musical resources for singing Homer are limited; nevertheless, perform-
ing Homer well is challenging and requires the utmost attention to the expression
of his words, and to clarity of diction perhaps above all. Mastering Homeric per-

formance, including memorization, makes everything that follows easier.

Following Homer and epic song is a graded selection of compositions for re-
construction and performance, a selection that turns out to be roughly chronolo-
gical, from the iambics and elegiacs of the archaic poet-composers through the
strophic forms of Sappho, Alcaeus and Anacreon to the larger compositions of
Pindar, Aeschylus, Sophocles and Aristophanes. Rhythmic and metric considerations
are taken up ad hoc, and there are separate chapters on the tonal and intervallic
materials of melody, as well as on solo and choral singing, the accompaniment of

instruments, and dance.

Appendices are of two kinds: studies in somewhat technical detail of meter
and rhythm, modes, scales, and tunings; and a number of larger musical recon-
structions offered both as models and as material for performance. : Appended

also is a brief guide to the performance of the Latin imitations of Greek poetry.

There were a few attempts to recreate the lost music of the Greeks as early
as the middle ages. Attempts to perform some of the notated fragments were also
made: in the Introduction to his 1902 edition and translation of the Harmonics of

Aristoxenus, Henry Macran recounts one such attempt, and the reaction to it:

Some years ago ... Sir Robert Stewart delivered a lecture in Trinity
College, Dublin, on the Music of Distant Times and Places; and il-
lustrated it by specimens from various natiocnalities and periods,

an ancient Greek hymn being included in the number. It was the unan-
imous verdict of all the musicians present that, while the music of

the less civilized nations was often crude, barbarous and monotonous
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to the highest degree, the Greek hymn stood gquite alone in its
absolute lack of meaning and its unredeemed ugliness; and much sur-
prise was expressed that a nation which had delighted all succeeding
generations by its achievements in the other arts should have

failed so completely in the art which it prized and practiced most.

We live in a world today that is quite different, a world in which we hear
and enjoy the very different musics of diverse cultures, thanks to technologies
and travel, and to the development in the 20th century of the academic field of
comparative musicology, which (as I see it) began by studying the music of non-
Western cultures as exotic curiosities, and eventually contributed‘to the eleva-
tion of at least some of them--the music of Japan, Indonesia and West Africa, for
example, and especially those traditions with an ancient and sophisticated theory
of music, India, China and the Arab civilization-—~to a high status in the West.

It is only guite recently, I think, that someone could write, as did Warren Ander-
son in 1994, of the search for "the heard, sounding reality" of ancient Greek music,
"We must venture beyond [the traditional preoccupations of philologyl, to music
history as well as the discipline of ethnomusicology. Doing so means employing

1
comparative technigues, which classical philologists have been slow to accept."

The music of the ancient Greeks fell silent long ago; as important as their
theories of music were in the early development of Western music, there seems to
be little evidence of the influence of the music itself. Yet I believe that the
Greeks nurtured one of the great musical cultures of the world. A substantial
part of that culture remains available to us--above all, of course, the liter-
ary texts of the musical compositions. The music itself has been brought nearer
through increasingly convenient access to the primary evidence, and through recent
interpretive studies, particularly those of West and Anderson, that only the mu-
sical ecumenism of our time could have produced. It is a propitious mément to
bring all these resources to a search for a practical, credible, and not least,

beautiful "sounding reality."
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Terminology, Notation, Texts

The technical terms used here are a mixture of what has seemed to me to work
best: some are from the ancienﬁ theorists and metricists; some are from modern
Classical scholarship; a good many are current musical terms. I use several kinds
of musical notation, including Western staff notation, as well as the generally

accepted symbols of metrical scansion.

To express rhythm, two durational values, long and short, will normally suf-
fice. The latter I sometimes refer to as the unit; it is symbolized by the short-

syllable sign ¥ (called by the Greeks prStos chronos, "time unit"; in classical

analysis, brevis, "short," or mora, "delay”), or its interchangeable equivalent,
the eighth note Cb). The long takes the time of two shorts, and is represented by

the sign =~ (longum) or the quarter note(l\.
The fundamental rhythmic figures as represented notationally here are:

ilamb Vo >$

trochee — 3
dactyl — A S J J—l

anapest vy — n A

J

and are familiarly referred to as feet. The iambic and trochaic rhythms, however,

spondee — - 1

appear regularly in our compositions mostly in pairs (the iambic trimeter is three

pairs of iambs, or six iambic feet); for such a pair we will adopt the traditional
term metron (plural, metra).

Some longer rhythmic patterns' are also called metra by analysts, as they

will be here; the most common are:

ionic UU-—-'- n 1 J

choriambic e wy - l n l

dochmiac % S S }\) J 1’) (in its usual form)
cretic —~ g - 13 s\")-‘! (called either foot or metron)
epitritic e l Dl J )

a few others will be added to these.
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A rhythmic figure longer than these is generally called a colon (pl., cola),
such as the glyconic formula,

e wo— o IDISILbY,

the musical importance of which will emerge in due course.

Poetry is conventionally presented to us in lines, either as understood from
a repeating structure, or arranged by an editor in a process called colometry.
The technical term for a line is verse (Lat. versus); I generally use the word line,
however. Poetry in which each line has the same metrical structure (e.g., the dac-
tylic hexameter; English iambic pentameter) analysis calls stichic (Gr. stichos,
line). This seems to me to make a quite unattractive English word, and I prefer

to use the word unilinear. Stanza and strophe are used as commonly understood;

the latter has a specific use that will be met later. A few other terms will be

defined as they occur.

Not infrequently a long syllable will be replaced by two shorts; this is
called resolution. The fusion of two normally short syllables into a long is norm-
ally called contraction. A fundamental characteristic of indoeuropean poetry is
the indifference to length of certain positions in the line, especially toward its
beginning. For example, the glyconic formula above quite often will begin with
three long syllables rather than long-short-long; the variable syllable is tech-

nically called (syllaba) anceps (Lat. ambi-capitis, pl., ancipitia, of two natures,

undecided), and is indicated either by ¥ or X (my general practice), and in musical

notation t, or (ascending stem may show the preponderant duration) .

At line end the final syllable is in performance almost always a long, either
a long syllable or a short syllable followed by a rest that makes up the time of

a long; the latter is referred to technically as brevis in longo, a short (syllable)

in a long (element), and sometimes (probably erroneously) called "anceps." In my
notation this final syllable will always be presented as a long dufation, and those
rare cases where it could be sung as a short duration will be specifically identi-

fied.

It is worth remembering that musical performance is a more natural, unify-
ing process than may be suggested by the analytic technical terms that are em-

ployed here in the service of illuminating that process.
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An essential musical aspect of this presentation is the interpoiation_of
rests, that is to say, metrical pauses in singing, through which the instruméntal
accompaniment and dance movement will normally continue. Such rests are indispen-—
sable to performance and must be supplied in reconstruction; they are not indicated
in theverbal texts we have, though it can be argued that they are regularly implied
by the composer. The use of rests is a part of the consideration of each musical
example below. I use the ancient sign for. a rest found in the musical fragments,

A, (the Greek letter lambda, for leimma, an omission), as a general rest-sign with
the v/- notation; examples in standard musical notation of course have the familiar
signs for rests. (Since the word pause has a number of confusing meanings in

metrical analysis, I prefer to avoid it.)

The musical term cadence is regularly employed.here for a closing rhythmic

or melodic figure rather than the classical analytic term ¢lausula.

Pitch terminolegy is straightforward. Following the generally accepted con-
vention, the central note of the Greek gamut, mes&, is set at a (the a below c'

or "middle"” c¢); the complete gamut runs therefore from A (proslambanomenos) to a'

(nét& hyperbolaion), two octaves plus a whole tone, with the central vocal range

of the Dorian mode being the e-e' octave. (See "Fundamentals of the Ancient Greek
Pitch System," below, p.52-3.) For the tonal center or "home pitch" of a melody

the modern musical term tonic is generally used.

Most of the reconstructions here are presented in Western staff notation;
the actual interval tunings that are implied in these are those of Pythagorean in-
tonation, unless a different intonation is specified. Egual-temperament intervals
(as, for example, on a guitar) will generally provide serviceable approximations
to Pythagorean tuning for experimental purposes, though not for more critical eval-
uation or performance. The larger question of appropriate interval tunings--a mat-
ter of central importance in the music of antiquity--will be taken up under Tonal

Materials as well as in the appendix on Tuning Procedures.

The sources of the Greek texts used here are all cited in the appropriate places. Most often
used are volumes of the‘Lceb Classical Library (published since 1912 by the Harvard University Press,

and abbreviated LCL below). Recent editions in this series, in their traditional
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facing—-page format, are edited to a generally high critical standard, and the trans-

lations are good.to very good. The translations of the texts of those works con-

sidered musically here, however, are my own, except as noted.

In each chapter, a representative portion of the Greek texts is presented
in a Roman transliteration along with the Greek, in order that the principles
being illustrated may be accessible to a reader without facility in the Greek al-
phabet. The transliterations serve another function that is basic to the present
method, namely, to show the text as performed rather than as spelled; the modifi-

cations of the text that are required are explained in the following chapter.
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To anyone pursuing the method of recovery, reconstruction and performance
in the pages that follow, I recommend keeping present in the mind the following
principles, which I believe are fundamental and necessary to the success and en-

joyment of the undertaking:

1. Perfect your performance of Homer, the fons et origo of so much of the culture

of ancient Greece, preferably by singing some every day, always giving particular

care to pronunciation.

2. Memorize as much as possible: memory was the individual and collective reposi-

tory of the Greek culture, and was a highly developed resource.
3. Value the simple solution over the complex.

4. Let the words always guide the music, and keep their meaning present as they

are transformed into musical sound.

5. Learn a new text by first declaiming it, repeating it until its pronunciation,
rhythms and accentual shapes are comfortably secure, as you listen for and gradu-

ally hear the melody in it.
6. Always give the voice an accompanying instrument.

7. 1Ignore concerns about a "beautiful" voice or "polished" singing; it is the

musical projection of the words that is important.

Our reimaginings of the music of antiquity are always provisional; we are always
ready to try out a better idea, to find a truer musical expression of a composi-
tion. Unlike reconstructions of physical objects, a sculpture or a building, for

example, nothing is destroyed by rethinking or reworking a musical reconstruction.
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NOTES (Introduction)

1. Hesiod, Theogony 31-2: "They breathed into me a heavenly voice , to celebrate
things to come and things past" (%,v;/’rr\ri_u POVIVERS Vid Mot 165:-1v l QE,CT\‘L_\/J cL\/fo\
\«)\QCQL)A,L. 4 T )acco/}\,\_s_vm T(FD/ T tovral).

2. Theogony 66-7: '"[the Muses] glorify the ordinances and the cherished customs

of all the immortals” (fTdvTwy Té va"ywur, Katt fr,/efmg KeSvw ] Z(So(wizu)v wWglouveLy),
LCL Hesiod, vol. 1, ed. and transl. by G.W. Most, 2006 (Most's translation slightly

altered).

3. Oxford University Press, 1990, p. xlix. *p.13

4. Oliver Sacks, Musicophilia (New York: Knopf, 2007), particularly chapter 16,

"Speech and Song: Aphasia and Music Therapy."

5. In addition there are Anderson's many valuable articles, long and short, bio-

graphical and topical, on the subject in The New Grove Dictionary of Music and

Musicians (2nd ed., London: Macmillan, 2001, and New Grove On Line).
6. See Appendix below, "Rhythmics, Metrics."
7. Laws 669d-e, GMW 1, 154.

8. Two fragments of music to dramatic texts of Euripides, AGM 284-7, DAGM fron-

tispiece, 12-21.

9. Some have professed to find such changes reflected in the characteristics of
the poetic style. George Thomson observes in his Lyric Metre (1929; 2nd ed., Cam-
ridge University Press, 1961, p. 150), guoting Euripides's Qrestes 1381-92, that
"in these extravaganzas, Euripides abandons the old rhythmical conventions in
order to give scope to what must have been the central feature of such performan-
ces——-the new experiments in melédy and choreography. ... [I]ln general it is plain
that the old principles, both of phrasing and composition, have broken down." Of
Timotheus's Persae 26-31 he writes, "Here the revolution is complete; poetical
beauty and rhythmical sublety, at least in so far as it was wedded tc the words,

have been thrown to the winds, and we are left with a mere operatic libretto." **p.13

10. The Plutarchian Treatise 11354, 1137b, GMW 1, 218, 223; cf.AGM 356-7, Aristo-

phanes's Clouds 966-72.
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11. Frogs: kal mén ékhd g' hofTs auton apode{xd kakon
[ A

Y , ~ L~ 5/ /
melopoion onta kal poiounta taut' aei.
£fr.467: ouk hola proton &idon heptakhorda pant' homoTa.

12. Early re-creations: DAGM 5. The Harmonics of Aristoxenus, edited with trans-

lation notes introduction and index of words by Henry S. Macran, M.A. (Oxford:

Clarendon Press, 1902), 2.

13. MMAG xi.

/- ~ = L - N .z \ )
*(p.12) add: (tautén ouUn tén lurikén poi&sin del meta mélous anagignoskein, ei kal

N ’ Z £ ~ P P
mé€ parelabomen méte apomemnémetha ta ekeindn mele.)

**(p.12) add: See Barker's "The Musical Revolution of the Later Fifth Century,:

GMW 1, Chapter 7; cf. AGM, Chapter 12, "The New Music," 356-72.
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2. PRONUNCIATION 1: Word-Rhythm

The most challenging éspect of reconstruction and performance of the music
of antiquity, I have found, has been deciding on, practicing, and maintaining a
consistent pronunciation of ancient Greek. This is in part because I was as a
student taught the standard anglo—américan“pronunciation, which is too far
from the sounds (insamuch as we can know them) of the Greek pronunciations of an-
tiquity to be suitable for their musical expression (and the use of the modern stress
accent increases the alienation from the ancient sound-ideal); ne§ertheless I have

found it a habit difficult to shake off.

The sounds I use are based on Allen's Vox graeca, differing in a few details,
as I understand his written descriptions% Perforpers need two somewhat different
pronunciations‘at least; in my practice they are a generalized fifth-century style
for most‘music from Homer through Pindar, Aeschylus and Sophocles; and a specifically

Attic style necessary for Aristophanes. (Differences are noted in the tables below.)

The individual performer will have to decide on pronunciation details, pract-
ice them, and maintain a consistency of pronunciation as carefully as possible
(by constant listening); the sound of the words is the basis of tﬁe musical per-~
formance, and must be clear and precise. It will require some time, effort and
patience for beginners to establish this, the most fundamental aspect of the

music.

In the following tables, the closest value in the International Phonetic

Alphabet is given in the customary brackets.

Vowels. There are five pure vowel sounds in<ancient Greek:

of (a) long or short, as Italian a [a]

r‘ (€) long, as in Italian open e [£:], or as in English "pet,", but long; this
vowel can tend toward the a of English "pat" [a :], i.e., more open

L (i) long or short, as Italian i [i]

w2 (0) long, as Italian open o [9:], or as in English "saw"

U (u) long or short, as in Italian u [w]; in later Attic as French u or German

a [yl

1
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‘Note that Greek orthography does not distinguish between long and shcrt values
of X (a), L (1) and U (u). In the Greek text occasionally, and regularly in the

transliterations, I indicate the long values where the length is consequentiazl.

Diphthongs (all take the time of a long vowel)

oL (ai),(8i),as Italian ai [ad]

du (au), as Italian au [aul

g, gL (e, ei), as Italian close e with light i-offglide, or as in English "day,"
but with lighter offglide. e and ei are short and long values of the same
sound [e'] A

$¢ (eu), as Italian close e with u-offglide {eul]

Nt (€i), € as above with light i-offglide [?_‘»L]

nv (8u}, € as above with u-offglide [gul

o, ov (o, ou), as Italian close ©o with light E—-offglide; in later Attic, ou is
pronounced as u [u:]. o and ou are short and long values of the same sound (O]

OL (oi), as Italian oi, or as in English "boy," but with closer o [oi]

WL (3i), B as above with light i-offglide [o']

UL (ui), as Italian u with i-offglide [u']

Note that the diphthongs, as well as the long vowels —é and 3/ can in practice be
reduced to the length of a short vowel by local circumstances explained below under
th.e technical term correption. The _J‘__—offglide of Zi, 8i and ©i (written both as
subscripts, 9, ], and W, and-—as here--as adscripts,at , Mt , .and wity was probably

audible in elevated speech (Pindar, tragedy, etc.), but at some point disappeared.

Consonants .
The following are as in Ital-ian: ﬁ (b) (voiced bilabial) I[bl; Y (g) (voiced velar)
[g] (see exception below) ; & (d) (voiced dental; not alveolar, as in English)

[d]1; & (k) (mute velar) [k1; X\ (1) (alveolar sonant) [1]; M (m) (bilabial sonant

or nasal) [m] ; ¥ (n) (dental sonant or nasal) [n] (see note below under "semi-
vowels") ;  (p) (bilabial mute) [p]l; ¢, 8,46 (s) (unvoiced alveolar fricative)
[sl; = (t) (dental--not alveolar--mute) [t]. The mutes are unaspirated, as in

Spanish. As in Italian, both consonants of a twinned pair are pronounced.

15



PRON 1--3

h
There are three mute aspirates: 0 (th) [£], <# (ph) {gﬁ and K~(kh’ often trans-
literated as ch) [QW, pronounced as in English "tin," "pin" and "kin," respect-

ively, but with more aspiration (breath explosicn).

The following consonants require more detailed déscription:
X before the velars Y, K, € X (ng before g, k, x, kh) (velar sonant) as ng
in English "sing" [n] (A in my transliterations here)
(z or sd) , a double conscnant, is .sounded sd/zd until quite late, then as dz

(x) is the double consonant ks

¢ (ps) is the double consonaht ps
F (w) is the digamma (obsolete, or in certain dialects), as in English "win" [w]
P

<
(r), e (rh) trilled, as in Italian and Spanish; rh is strongly aspirated as

well (r+h together) [ ;rh]; initial P (rh) is possibly unvoiced [Eh]

n

(h) is the "“rough breathing" sign--over an initial vowel or diphthong or
(x), a strongly aspirated h (unvoiced glottal fricative) [h}, including, in

my own practice, within compounds generally, as explained below; it does not
. a
count as a consonant in prosody (cf. VG, 52-6)

Note that I never voice sigma (s), nor do I pronounce y-(g) as é_before fm(m),

Allen to the contrary.

Semivowels (Sonants, Continuants)
The consonants A, ﬂq v, P (1, m, n, r) serve also as vocalics: they can:and do
carry a musical pitch like the vowels and diphthongs.2 In my transliterations
such vocalics are underlined; as such they function as vowels in every respect,
as will be seen in the musical examples. v (n) is often a generalized nasal sonant
(like the Latin m); in my treatment (confirmed by ancient epigraphic evidence) it
will assimilate to a following consonant (as n or m) where possible, and is reflected
in the transliterated spellings, shown in the following example:

Kﬁ(f)'c(_c_t*?\( fn “l:r‘\/ Tt ,ML)WV chzo Su/uzvax. oLVng\/

kartlsten de ten ge makhem phéto dumenal andron. (Iliad 6.185)

(Strongest was this battle, he said, that he went into with men.)

Syllable Length

Ancient Greek and Latin were quantitative in nature, that is, their words consisted

of syllables of differing time-lengths, long and short; in musical verse generally

16
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a long syllable and two short syllables take exactly the same amount of time to

perform.

A syllable is long if it contains a long vowel or diphthong. If its vowel
is short, the sillable will be long if its vowel is followed by two or more con-
sonants or a double consonant (whether or not these are in the same word); other-
wise it is short. Thus kh&rd is two longs, Eggég two shorts; the first syllables

’ A . 4o .
of hlppos, anthos and 1éx3, for example, are long due to the consonant clusters,

and in the phrase tBQ d' ouk both syllables are long. There are some exceptions
to these rules involving the combination of a consonantal stop plus a "liquid"--

tr, kn, pl and so on——-that we can put off consideration of until later.

Pronunciation must accommodate itself to the precise durational relationship
of long and short. Dionysius observes that certain vowel and consonant combina-
tions require more or less time to enunciate, and thus in performance must be

4
squeezed or stretched a bit to fit into a regular rhythm.

Words themselves are rhythmic.5 As examples of the primary feet listed in
the first chapter, one might choose the Greek words ggé (I) or §£§§ (love), iambic;
eka (slightly) or phEgéé (oak), trochaic; hetér€ (the other, fem.) or égatai (he
admires), anapestic; £81Jthi (afar) or Jdlbios (fortunaﬁe), dactylic. There are
many such disylables as é@é (already) and MoZXrai (the Fates), spondees; aﬁd Egggé

(often) and khdris (favor, grace), pyrrhic. Metra include such words as teleutd

(end), bacchiac; handdnein (to please), cretic; and athénatoi (immortals, masc.,
in its usual poetic rhythm), choriambic. For Dionysius and the many teachers of

rhetoric in antiquity, verbal rhythm was a primary concern in fashioning per-

suasive speech.

Then there is that characteristically musical aspect of the ancient Greek

language, the accent.

17
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NOTES (Pronunciation 1)

1. Sources of information on the pronunciaticns of ancient Greek include:

Vox graeca: the pronunciation of classical Greek, by W. Sidney Allen, 3rd ed.

(Cambridge: Cambridge U. Pr., 1987); The Greek Language, by L.R. Palmer (London,

1980; repr. University of Oklahoma Pr., 1996), p.201-11; The Pronunciation of Greek

and Latin, by Edgar H. Sturtevant, 2nd ed. (1940; repr. Chicago: Ares, 1975); and

The Oxford Classical Dictionary, 3rd ed., ed. by S. Hornblower and A. Spawforth

(Oxford U. Pr., 1996), p.1254-5.

la. below
2. The semivowels in Dionysius are >, Mo Vo P 6/§/C (1, my n, r, s) (DH

96-7). How the normally unvoiced sigma was sung on is a mystery to me. M.L. West
comments on this aspect of performance in his 1966 edition of Hesiod's Theogony

(repr. Oxford: Sandpiper, 1997), p.440.
3. GG (34-36) and VG (104-12) treat these matters in detail; cf. GM 8-18.

4. "{Tlhe former [i.e., long syllables] being .. . regarded as double the shorts,
> / » ’ Vd ~

and the latter as half the longs" (LRAKZILVKC &/ gL’l?‘)\p(CLu)L >\O~(u.n. e TWOV ﬁfx()&ﬂ,_

~ ~ < / ~

IV WXL 1ﬁ161uxc. Ev quchu T{bviﬁuiKFuM/), DH p.108-9; Quintilian gives the same

proportion (Institutio oratoria 9.4.46, Loeb Edition (2001), v.4, p.187). That this

temporal relationship is a given in such late sources (both are first century, C.E.)
is an indication of its durability. Dionysus also said that in the dactylic foot
the long takes a bit less time than two shorts (p.128-9; cf. also his treatment

of "irrational" dactyls, p.162-5). This I believe applies only to spoken recitat-
tion, not, as I wrote in my 1997 study (p.11, n.31), to sung verse. Varying lengths

of longs and shorts, DH 106-7.

5. DH 122ff.

la. Initial vowels and diphthongs of all Greek words invariably carry a breathing

C

mark. The sign over these indicates "rough breathing," the initial aspiration

(h) described above. (Initial v (u, upsilon) is always aspirated.) The "smooth

2

breathing"” sign is in effect an instruction that the word does not begin with

an aspiration.

8



3. PRONUNCIATION 2: Word-Melody

Ancient Greek is classified in modern linguistic terms as a pitch-accent
language, a category it shares with spoken Japanese and a few other languages, in
which almost all words contain one syllable whose pitch rises on its vocalic
sound to a higher level than that of the rest of the word, and falls back within
the same syllable or the next one. This gives each word a melodic shape that is
preserved in the context of speech.1

By virtue of a most fortunate circumstance, the invention by Greek grammar-
ians of an elementary musical notation that preserved the melodic shapes of almost

all of their words, we have those word-melodies today; the invention was that of

the accent-signs, the acute (7), grave (N) and circumflex (A (in the Latin-derived
names by which we refer to them). Their word for this verbal melody was proscdy

(ﬂPDCunéﬁ&) (pros-didia), which, translated into Latin, gave us our word accent

(ad-cantus), meaning the "melodizing" of a word.

We in the modern West are used to the stress-accent of most modern Western
languages: a combination of length, loudhess and pitch~inflection that makes some
syllables more prominent to the ear than others. (Greek gradually became a stress-
accent language, as did Latin and its descendants.) Nevertheless, there are ex-
amples in our speech of prominent pitch-accent, often in formulaic phrases: the
English or French shopkeeper's stock

"Good morning, sir," or

Pitch profile: -

"Bonjour, madame," —
have a similar pitch-profile of low-low-high-middle. In both cases the highest
pitch is on the "weakest" syllable ("-ing," "ma-"), to which the voice seems almost
to bounce up from the primary stress of the phrase ("morn-", "-jour"). Another
example is the introductory phrase of the yuppie-restaurant serving-person, for
example, "My name is Brian, and I'll be your waiter." Both phrases here end with
the highest pitch (like the interrogatory inflection, "My name is Brian?"),
1

A 2
rising from a stressed to an unstressed syllable ("Bri-an," "wait-er").

This is guite similar to what happens in Greek, where the higher pitch can
occur on any syllable, long or short (but:. "No Greék accent can stand farther

back . "than the -antepenult" . (GG, 37), - a restriction character-

19
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ﬁeristic of ancient Greékz); the melodic shape of a word is largely independent

of its rhythmic shape,,és we shall see. a Greek sentence is often a quiﬁe complex
phenomenon, then, consisting of an independent rhythmic pattern of long and short
syllables, the prosody's melodic profile, and in addition ﬁhe possibility of

heavier and lighter syllables and words that result from concatenations of conso-

nants and vowels. (There are many lines = to be found in Homer and elsewhere in
which heavy syllables are created not onlf by virtue of their length but-aleo from
clusters of consonants and semivowels; perceived syllablc weight is reduced, on
the other hand, even of long syllables, by the use of vowels and semivowels in
combination. Such effects can inteﬁsify the meaning of a phrase or line, and add
to the performer's effectiveness, and thus it seems to me misguided to refer to

long syllables as "heavy" and short as "light," as some modern scholars do.)

/

Pitch-accent differentiated words that were otherwise‘identical in spelling.
(The accent—marks were not invented until about 250 BCE and were not regqularly
written until later.) Some examples: §é§9§ (custom, law) and gggéé (pasture) ;
BéEE (when?) ‘and EQEé (once, ever); kale?T (he/she/it calls) and ﬁé&g} (call!, im-

perative). (Compare English "prdject,” noun, and "prbjébt," Verb.)'2a

The rules I use for the musical pérformanqe of the accents, based on my
interpretation of the ancient sources and on the modérh presentatidns of Allen,
Postgaté and others are as follows:.. -

1. Acute accent: rises to a higher pitch within the syllable and falls back on the
following syllable; can occur on a long or short vowel or a*diphthbng. (Note that

a word bearing an acute accent on its last,sYllable is ‘called oxytone-.)

’

2. Circumflex accent: begins with a higher pitch and. falls within the syllable;

occurs only on a lohg vowel or diphthong.

3. Grave accent: exactly like the acute, but usually at a lower pitch; for one or

more syllables before the grave accent the voice will droﬁ to a lower pifch,
rising again on the accented syllable.

This scheme requirés at least three different pitch—levels:"mid&lé[\for most
unaccented syllables and the gféye accent; higher, for the acute and circumflex

tones; and lower, for the preparation of‘the‘grave accent.

20
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The operation of the acute and circumflex accents on the musical pitch of
a syllable is quite straightforward. The significance of the grave accent in
practice, however, is not so clear, and has been the subject of debate and conjec-
ture. The most convincing explanation of its application, to my mind, and the
basis of my treatment of it, as giVen'above, is the change in its use over time
in antiquity. In its later application, which continues today in ancient Greek
texts, the grave accent replaces the acute accent on fhe final syllable of an oxy-
tone word when such a word precedes anbther accented word in a connected word-

seguence (kalds, for example, but kalds pals (handsome child)). 1In earlier pract-

ice, however, "the papyri prefer spellings like kalos anér (for kalos ané;),peri~
xlitos (for periklutds), eté.,“3 quite cleafly.indicating that the pitch of the
marked syllables is to be lower than that of the unmarked.

This explanation accommodates my principal rule of prosody, namely, that
the melodic shape of each word is invariant, and is preserved in the context of
continmuous speech or song, always recognizable to the ear: again, the distinction, e.g.,

between ndmos (falling pitch) and nomds (rising), must be audibly maintained.

The musical examples that follow will clarify these rules as we apply them’
to the "re-melodizing" of words. For the initial examples, we will need only three
pitches, as mentioned above, which are taken from the ancient Greek Dorian mode

(harmonia) in its oldest enharmonic form (the full scale of which we will use later):

.

B
g
the middle pitch, or tonic, e, and its upper and lower neighbors_g and 4. . (The

named pitches here are a modern convention, and will suit most voices, with women
singing an octave higher. Any convenient transposition can of course be used.
Even at this first stage it is useful and agreeable to have some sort of instru-

ment to accoﬁpany the voice-—-a guitar, for example, zither, autoharp, mbira, etc.--

note-for-note, in a simple unison or octave.)
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1. Examples of the acute accent, using two tones only:

B ) % 1} i % 1
1’% Tt ==
/ 2 - /-
f_Pc Bot / 7 puw v OgiLO(C Jegﬁmvac
erTthoi / @émdn oxe{ds drepénas (Tliad 18.550-1)

reapers were reaping, sharp sickles (in their hands)

Note that the short vowel has a single higher pitch, while the long vowel and diph-

thong have an ascending figure; in both cases, the pitch falls on the next syllable.

2. Examples of the circumflex accent, using two tones only:

: — i ——
) Pay—e Y W L

L8
Lo ? Y
Buyepwv sldac vize Axatdov
thugatlrdn efdos (Iliad 6.252) huZles Akhai-&n (stock phrase, Iliad)
daughters' image sons of the Achaeans

Note that here the higher tone is at the beginning of the vowel or diphthong, and

the pitch falls within the syllable. (In the ui diphthong of huTes and elsewherex*

3. Examples of the grave accent, along with acute and circumflex, using three tones:

o o L 1

1 ] i AN 1
1 | ) | i M X

»~

\
koA Fnv ;qwca.u.r)v- /us)ecvz_c, S ava @o—cfuzc V]Ce(v
kalwen khrusef- &nj ‘méla- nes d' ana bdtl-rues esan (Iliad 18.562)
beautiful, in gold; dark throughout the grape-clusters were

Note the preparation of the grave accent (on a long and a short vowel) with the
lower tone_g.4 The acute accent on bdtrues is on a closed syllable created by the
stop t followed by the semivowel r. The syllable-closing consonant usually creates
a brief silence, "stopping" the sound for an instant. The vertical stroke between
the t and r is a conventional sign used with a mute-liquid pair to indicate that

the syllable to the left of the stroke is long (cf. thugaﬂran, above, no.2).

*the i hardens into the semivowel y, giving the approximate pronunciation hu-yes.)
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Accent and Semivowel "Diphthong"

The frequently encountered combination of a short vowel and one of the semi-
vowels 1, m, n, r before another .consonant I treat as a regular diphthong, the pros-
ody following the normal rules for melodic. treatment of the acute and circumflex

accents. For example:

— — L { { N | ot L 4
i 1 I v | h NI Y e ¥ 1
L 0 T Y % TR A | P 7
» g P S I R %;AL
¥ >y gy -

~ ~ e - N o, 5
Tou Msy Yo/(_g Ti Kegou TPETTETel Ypuic PANNVI YRS otékvlc,
~ . ~ 7/ ~
tou men gir te kakou  trepe-tai khros é}ludis é;léi, (Iliad 13.279)
for the coward changes his skin one way and another,
where in treating még and géﬁ as diphthongs, I apply the circumflex~accent rules,

allowing the higher pitch to stand on the vowel. 1In é;ludis and élléi the accented

syllable cannot—--by the accent rules-—be treated as a circumflex, and must follow
the rule for the acute accent on a diphthong; this places the higher pitch on the
semivowel (1l in these cases), as one can see. The higher pitch of an accent on
a long vowel or true diphthong plus a semivowel, before a consonant, occurs en-
tirely on the vocalic sound (cf. ka;wéh in example 3, above). (Further examples

can be found in the next chapter's Iliad passage.)

Sentence—-Accent

The musical sentence or phrase is much improved by the use at some signifi—
cant point of a pitch higher than any of the basic tones. There seems to
be some evidence for such a musical practice in antiquity;6 I employ such an ex-
cursion once (or sometimes more than once, or occasionally not at all) in each
phrase, sentence, or line of verse. Adding the new pitch a (from the Dorian scale)

to a single syllable of the previous example gives us a considerably livelier line—

Nt
~—T S

“*7; ;?é;db——

on
]

o+

Eir S o P S g
~ N . Ve - /,\, N ;/\ 7/>\>\
TOU MEY YAQ TE KoAkol TpelliTel Xpwe dxruvdee o Nt

(I have added for variety another d on te)-—as well as the four pitches to which

I believe it is gquite possible Homer sang and tuned his kithara.
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NOTES (Pronunciation 2)

1. A.M. Devine and Laurence D. Stephens, The Prosody of Greek Speech (Oxford U.

Pr., 1994), Chapter 4; Japanese and Greek, p.211ff. A beginning Japanese—language
instructional recording offers a practical example of the sound of a pitch-accent
language.

My primary source, again, is VG. Two other resources should be mentioned

here: first, W.B. Stanford's The Sound of Greek: Studies in the Greek Theory and

practice of Euphony (U. of California Press, 1967, with an LP of recorded examples),

which contains an abundance of information from ancient sources. His

remarks, in an appendix, "on the pronunciation of the Greek pitch accent" and its
possible musical meaning I have found less than helpful, and perhaps even mis-

guided. The other is The Pronunciation and Reading of Ancient Greek: A Practical

Guide (2nd, revised ed.) by Stephen G. Daitz (2 cassette tapes and a booklet) .
Daitz's pronunciation guide may be useful; he is mainly concerned with recitation,
and singing is not considered. He ignores the grave accent in his treatment of
the prosody.

2. On this rule see the amplification in VG, 116-24.

2a. p.?2%, below .
3. OCDz, p.l1255, s.v. "Pronunciation, Greek"; I have transliterated the Greek

words. Also J.P. Postgate's A Short Guide to the Accentuation of Ancient Greek

(London: Hodder & Stoughton, 1924), p.18-19, as well as the evidence on the nature
of the grave accent marshalled by Stanford (above, note 1), p.158, 159-60n4, and
the analytic presentation of Devine and Stephens, p.180-83, 354-5, 358, 430-1.

4. The basic accentual system has two pitch-levels, a higher one for accented syl-
lables, and a lower. for unaccented-—that is, all other syllables. (Postgate, op-
cit., p.19, quotes the grammarian Choeroboscus (5th c. CE or later) to this effect.)
Musical considerations have led me to adopt a third pitch, lower than the "base"
pitch of unaccented syilables, the better to accommodate the grave accent melo-

dically, especially in Homer.

This is the melodic treatment generallf'of oxytone words in the Delphic

Hymns, our only extensive sources of ancient Greek prosody in music (transcribed

24
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from the musical notation in AGM, p.288-300, and DAGM, p.62-85, with commentary;
analyzed by Postgate, p.16-18, and ccmprehensively by Devine and Stephens).

In the Hymns, the pitch of the oxytone accent is almost always lower than that

of the accent of the following word, and almost always approached from a lower
pitch. Frequently the oxytone pitch is lower than the pitch of a preceding accent
as well. The principles of musical prosody in the Hymns is formulated by Postgate
as follows {p.17-18; cf. Devine and Stephens, p.172-3; AGM, p.198-200); they are

generally compatible with my own practice:

1. The Accented syllable of a word is usually sung on a Higher, or at
least not on a lower note, than the unaccented syllables.

2. In Long syllables which take two notes the First note is usually
the Higher if the syllable has a Circumflex, but the Second if it

has an Acute. ... .

3. A Final Syllable with an Acute accent becoming Grave in the

middle of a sentence is sung on a Higher note than the oﬁher syllables
of its word; but on a Lower or at least not on a higher one than the
Initial and the Accented Syllables of the following word. ...

4. Closed syllables consisting of a short vowel followed by a con-
sonant like on, el, etc., as in am-brdtan, Delph{sin, are treated
like syllables with long vowels and can be sung to Two notes.

[Greek transliterated] ...

5. An unaccented Long syllable which immediately precedes or fol-
lows an accented syllable usually follows the Direction of the
Accent pitch, i.e. its first part has the Lower note if it Precedes,

the Higher if it Follows.

5. This is the only change in prosodic treatment from that of my 1997 essay.
The confirmation of the "semivowel diphthong" from the Delphic Hymns is given by
Postgate  (his item 4 in the preceding note). Prosodic treatment of such cases

as, for example, the first syllables of 5;105 or éﬁtha as circumflex (rather

than as acute) . follows the rule that an accented long penult before a short final

syllable must be circumflex. I have extended this principle to include oxytones and monosyl-

lables such as téﬁ, még, etc. (The rules for the accents can be found in any
grammar of ancient Greek.) Cf. the "Excursus" in West's Theogony edition (Ch.2,

note 2, above), p.438-40, and VG, p.127n31.

2%
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6. Evidence for this from the papyri is cited in Poetry as Performance: Homer

and Beyond by Gregory Nagy (Cambridge U. Pr., 1996), p.132nl113.

2a. Certain frequently occurring words, as is easily noticed, have no accent, ac-
cording the the rules of Greek prosody, which can be found in any Greek grammar.
This should cause no alarm: such words will usually be sung at a level pitch, or

at times may rise toward an accented syllable.

A variety of descriptions of the accents (including the "middle" accent of
Aristotle, about which there is little modern agreement) can be found in the later

grammarians; these seem to offer us little or no helpful information. See Postgate

(note 3), p.11-13, 64-7; VG, p.l122ff.



nos rite coepturi ab Homero videmur
"The proper place for us to begin is with Homer."

Quintilian, Institutio oratoria 10.1.46,

translated by Donald A. Russell (LCL, 2001)

4. HOMER AND EPIC SONG

The poetry of Homer and Hesiocd, the Homeric Hymns, Hellenistic epic, most

of the works of Vergil, Horace's Satires and Epistles, Lucretius's great metaphy-

sical poem, the Metamorphoses of Ovid, and much more: all were composed in dactylic

hexameters, the epic or "heroic" meter first used by the Greek bards, so far as

we know. Yet it may come as a surprise (as it did to me) that the origins of this
dignified yet energetic poetic formula are unknown. There is apparently nothing
like it elsewhere in indoeuropean verse (the basic principle of which is syllable-
count). Some scholars have speculated that it is an exotic borrowing, without
being able to identify a source; others see it as an internal expansion that re-
peats the pattern — «wv found in a shortened form of the glyconic line (which will

2 .1

_— A WS e

be treated extensively in a later chapter), —

The epic line is flexible enough, in the limited variety offered by alter-
nation of its two rhythmic patterns, long-short~short and long-long, overlaid with
a constant variety of word-rhythms, to withstand hundreds, indeed even thousands
of repetitions in a performance without becoming tiresome.2 By contrast, the long
Indian poems--Mah@bharata, Bhagavata, and so on, compositions that are tradi-~

tionally sung--are arranged in stanzas of various lengths and meters.

Just as Greek literature, wisdom, politics and most everything else seem
to acknowledge Homer--at least nominally--as their fons et origo, so here too will
all our musical study devolve from him, and mastery of his style will be the sine
gua non of the understanding and mastery of the later poet-composers, both Greek
and Latin. Before going on to later poetic compositions, particularly the more
complex styles, one should ideally have become completely comfortable with the
singing of Homer, especially the Greek pronunciation and metrical idiosyncracies;

secure rhythm is essential, as is the development of the breath.

Little need be said here about Homer himself, or, one might say, the innu-
merable Homers that have been portrayéd over the millennia. The image I particu-

larly like is perhaps a self-portrait, the "inspired singer" (theTon aciddn)

)
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Demodocus ("Credit to the People"), of whom Homer sings in the Odyssey, who was
"surely taught by the Muse:..or by Apollo” (§_§§,9§ Molus' edidaxe ... g _érgl

ApélISn), a singer who, in an imagined recursion into the depths of the past,
would have sung of other singers, singers who "are entitled to be cherished and

to their share of respect" (timés dmmorof eisi kal aidous).

Recent scholarship and critical thought on Homer and his great epics is

readily found through such resources as OCD, or The Cambridge Companion to Homer,

3
a collection of essays by different scholars (containing typically very . little -

about music), edited by Robert Fowler (Cambridge U. Press, 2004). It is still
rather shocking to realize that it was only in the early 20th century that the
unique style and shape of the Homeric epics came to be explained, through Milman
Parry's investigation and theory of oral composition. Parry tested his theory--
successfully, as is now generally conceded--with his intensive field studies and

recordings of the epic-song tradition of the illiterate bards of Yugoslavia.

Originally varying in length and content from one performance to another,
Homer's tales were assembled and put in writing, probably in the early eighth
century, just as the Greek alphabet was coming into use and the written word was
re—emerging in the Hellenic culture; the Homeric text became set and immutable,
as seems likely » (although tinkered with by editors for centuries), in mid

5 The canonical texts that have so luckily survived, then,

sixth-century Athens.
come to us with their unique oral characteristics, and thus when we sing them,
especialiy from memory, the effect of the process of spinning out a story, of
thinking about what comes next and how it will be expressed, is a palpable part

of our performance experience.

The 34-line passage from the Iliad that follows--Book 18, lines 428-61--
illustrates most of the typical features of the Homeric style, and is intended
for performance as.well as study. It is a part of a speech by the goddess Thetis,
the mother of Achilles, appealing to the weapon-smith Hephaestusvto make new
armor and a new shield for her son to replace those with which he sent his com~
panion Patroclus into a skirmish with the Trojans, in which Patroclus was killed
and Achilles's gear taken. The present lines tell from Thetis's vantage-point

"the story so far," and her urgent request is a critical moment in the Iliad's
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final action.

The example begins with the melodizing of the text in staff-notation, with
transliteration, and includes an instrumental anabolé (prelude), articulatory
extensions, and close. From line 436 the melody is presented in alphabetic nota-
tidn, and thereafter most or all of the melodic decisions—--which, if the rules
are followed, are quite restricted-—~are left to the student; from 436 the rhythm
will also have to be determined from the text. After 441 there is no translitera-
tion, though the English translation--word-for-word and literal to the extent

possible, as will be my practice throughout these pages--continues.

Following the example is a detailed commentary on the prosody of the indi-

vidual lines, and specific advice to the singer.

Dactylic hexameter verse runs in effect on two levels with two sources of
energy: there is the underlying framework and momentum of the meter's ongoing
pulsation. We call this meter dactylic, but in fact 40% or more of the feet are
not dactylic but spondaic, long-long (and in Latin epic verse about half). A
steady beat is necessary for the irresistible forward movement of the words and

the story as they are sung: the linear narrative against the cyclic hexameter.

The regular rhythmic pulse of the meter, however, is to a considerable ex-
tent subliminal: what we attend to is the surface layer of words with their ever-
changing rhythmic patterns that both imply the underlying meter and are held in
check by it, coming into explicit agreement in the cadential figure .A Il l i
that ends most lines.8 (It is worth adding here that the effect of the hexameter
verse is undoubtedly more powerful when sung than in spoken recitation, and--as
I think experiment will confirm~-its force doesn't really take hold until some
threshold is crossed, some minimum number of lines that seems necessary before

one finds oneself carried along with their momentum.)

Poets and bards alike recognized instinctively that the articulation of
words in the line and their consequent rhythmic effect required particular care.
If word-ends regularly coincide with the divisions of the feet, the effect is
clunky. In the hexameter line, word-breaks are most often placed at three points:

two' principal breaks called .caesuras (Lat., "cutting") occur after the first
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syllable of the third foot, and after the second syllable of that foot, if it is
a dactyl. There is often a sense-break at these points, as can be seen in the
following lines from the passage below that show these two caesura positions:

19D ALK D I bbl;}b } Dy

éxokhon | h&rdPn, tho d' anédramen|érnei|wisos (437); and

SRR NS U B A USRI T‘Jl\xkbll

polla mal'| ouk ethélousa;s ho | mén dé|géral|lugroi (434)

(the caesura is indicated by a vertical dotted line).

The third important word-break--apart from line-end, which is naturally the
point at which word- and sense-break most often occur--comes two feet before line-

end; the technical term for this break is bucolic diaeresis (also spelled dieresis,

accent on the second syllable, from Gr. "division" and a supposed association with
bucolic poetry; the word diaeresis is used in analysis rather than caesura for a
break that coincides with foot-division). It marks a freguent "cadence formula"
in the hexameter line; prominent examples in our passage below include 435, éiii

L4
aé moi nin; 446, autar Akhaioﬁs; 447, oude thﬂrasde; 454, ei gé Agéllan; and un-

punctuated in the rest of the lines, in fact, except 43 (te goes with genésthai),
440, 441, 443, 445, 448, 453 and 459.

Caesura and diaeresis are particularly significant in formal metrical analy-
sis. They are mentioned here as an aid in feeling the verbal structure of the line;
in performance, however,they are events that simply occur as the line is sung,

no special notice being given to them.
It is also useful to consider word-phrases as they go against as well as with the

v/
metrical grain. For example, in 431 there are three phrases: hdss' emol ek pasé§n

(JT1 ) 1Y), five longs; Kronidds zels (Jl 1)), three longs; and dlge' éddke (IT131),

the cadential figure of four longs. The following line (432) is(2 + 6>+ 4; the
next two (433-4) divide in the middle (with a short "upbeat" to the second half

of each); and I group 435 as 8 + 4.

Not all Greek words will fit into the hexameter line; the most famous mis-
fit is probably athinatos ("immortal"), a word of four short syllables, which was

altered metri gratia ("for the meter's sake") to Fthanatos, as it remains throughout
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ancient Greek music.9

Similar lengthenings are quite frequent in Homer, whether of a vowel (eis

for es, Oﬁlumpos for diumpos, etc.) or consonant (hdssa for hé%a in 431!, for ex-

ample; cf. also 435 and 455 below). Digamma (F ), = often implied, though
it did not survive in written Homeric texts, can be restored where it was no doubt

sounded; at the beginning of a word it can lengthen the preceding syllable (e.g.,

phutdn wOs, 438). "Movable nu," an opticnal terminal n that could be added to some

word-forms ending in a vowel, can be used to make a long syllable (Odyssey 3.373,

A (5] —

thaﬁmasdeg da' ho geraiés... ("and the old man was amazed"), for thaumasde (there
is no example of this lengthening in our selection). Socme of these adjustments

of duration continue to be used in later compositions.

(The guestion of a syllable's length when a short vowel is followed by a con-
sonantal stop plus a liguid--tr, kl, etc. (see above, chapter 2, p.17 with n.3)--
will mercifully be left until a later stage, as all such combinations in the pas-
sage below make a long syllable, as is most often--but not always—--the case in

Homer.)

The shortening of longs is much more common in epic verse than the length~
ening of shorts. 1In elision, a vowel (sometimes even a diphthong) before a word
beginning with a vowel or diphthong--and consequently an entire syllable-~is sim-

ply left out (the meaning of "elision," from Lat. elidere, "to strike out"); the
coTUELE

omission is represented by an apostrophe.

Correption is the reduction, as may be metrically necessary, from long to
short of a vowel or diphthong before another vowel or diphthong; there are fifteen
such in our passage below; the shortened syllable can be either the first or second

0]
short syllable of a pair (435 or 440, for example).1

The collision of vowels at the end of one word and the beginning of the next
is called hiatus (Lat., "yawning," "gaping"). Many Greek words have internal suc-
cessions of vowels, but such effects . between words - - violated the Greek
ideal of euphony ("fine sound"), perhaps in part because they obscured the boundaries

of separate words. The digamma eliminates a good many cases of hiatus in the written
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text. (For this and other reasons I restore digamma as consistently as I can in
performing Homer; a list of digamma words is giveh at the end of this chapter.)
The movable nu was used by bards and composers where possible to prevent hiatus:

for example, the n of welsin in line 430 below, or of éphthien in 446.

Elision is perhaps the most common device for avoiding hiatus. In some situ-
ations, however, the solution required slurring the vowels together in a kind of
diphthong (or polyphthong), as happens frequently in Italian and Spanish poetry,
for example, an effect for whiéh modern linguists commonly use the (ancient Greek)
term synalepha ("smearing together"). It i1s the only kind of vowel collision

in Greek that can be awkward to enunciate (see examples in lines 431 and 458 below).11

(Note that elision, hiatus and correption are unaffected by the aspiration
of an initial vowel: a vowel is simply a vowel, though a rough breathing following
an elision can effect an “ekposed" consonant, as in thérék(h)'; ha, line 460. The
transliteration confuses this somewhat by representing the rough breathing with
initial h; this letter never counts as a consonant (cf. 442, Eéi Hérai; 455, é;—

kiﬁSh huidn) .)

Most often in Homer a single line contains a complete thought, and the breath
at the end of such a line is a natural and necessary articulation. Not infrequently

a thought additional (but not necessary) to that line will begin the next line:

for example, Aiak{déi PE1ET in 433, which identifies more clearly the "man" (andrl)

of the preceding line (and is in apposition, in the dative case); or &xokhon herdsn

of 437, parallel to the accusative huidn ("son") of 436.

But there are many cases, too, of what is called enjambment (also called
"run-on"), where the sense or syntax of a line, or both, are completed only in
the following line, without a noticeable sense-break at line—-end.12 In such cases
it is best to breathe not at line-end but at the point of a clear articulation or

punctuation. There are several somewhat different examples of enjambment in our

study passage below: in 439-40 the future participle of purpose makhésémenon
depends on the sense of the main verb "sent off," egipro@ééka; the clause
that follows goes over the line-end to 441, and I would argue that these successive

enjambments create a somewhat elevated sense of anxiety that is not inappropriate

32



HOMER-—~7

13
Thetis's supplication. Somewhat different is the phrase "elders of the Argives"

(448-9, g€rontes Argeidn), which can hardly be interrupted by a breath.

Every enjambment seems in practice to be unique: as another example, sense
and syntax clearly continue through the end of line 434 ("he..") to 435 ("lies in
his great hall"), but here a quick breath after lugr%i, if necessary, need not dis-

rupt the required continuity. (The sign ¢ is used to indicate a breath.)

The opposite of enjambment is the rhetorical or structural break,
which interrupts the verbal text with an instrumental extension of appropriate
length--without, of course, disturbing the rhythmic momentum. I use generally a
two—-dactyl break as "quotation marks" to set off direct speech, or for rhetorical
articulation, as in lines 428, 441 and 456 of the passage below. These instru-

mental "tags" allow a moment of breath for performer, story and listeners alike.14

Homer accompanied himself on a four-string, lyre-like instrument he regularly
referred to as a phorminx.15 We don't know for certain how it was tuned, but we
can make a fair guess. I assume that the singer sang only the four pitches of his
instrument's strings, and that voice and instrument always moved together at the
unison or octave. The string's pitches, I believe, belong to the ancient enharmonic

harmonia (mode), also known in music of many cultures as the major—-third pentatonic

scale,
hypaté mesé
) {
;%\ =)
8 \ _ }
hyperhypate lichanos
ard,. specifically, to the . trichord above, from hypat& to mes&, along with the note

a whole tone below the tonic (hypaté), to which the Greeks gave the practical name
hyperhypaté Cﬁthe string] beyond hypatéﬁ#~the conventional pitches and names here are

shown in place on the chart of the Greek gamut in the following chapter.

(This may seem an unduly restricted musical resource. "In traditional epics,"

however, "it is the story which is primary, but musical performance elevates the
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public style of vocal delivery epic such that it attains a power unmatched by
language alone. In purely musical terms the 'melody' might be perceived as banal
or repetitive, but it is a powerful framing device by which the herocic tale attains
heightened artistic communication."I6 )

For many reasons an accompanying instrument is indispensable: the simple ac-
companiment here (which follows Plato's description of the schoolboy's musical
practice17) gives support and occasional respite to the singer, while imparting
both depth and breadth to the performance. In the absence of a Homeric lyrxe, one
can sing quite well with a small harp, zither, hammer dulcimer, autoharp, or even
guitar (using four strings: the open major third, plus two stopped to give the
remaining pitches). A practical and beautiful instrument for singing epic poetry,
I have found, is the African mbira (sometimes nis-called the "thurb pianc"), which is
especially useful if one enjoys singing while walking. The tuning of the inter-
vals is nominally that of the Pythagorean scale, given below in "Tuning Methods, "
Chapter 5, p.61-3. For our purposes at the present stage, however, the standard

equal-temperament intervals are a satisfactory approximation to the Pythagorean.

As to the question of the performance tempo: familiarization with the text
and its musical elaboration will probably result in the settling of a comfortable
pace or tempo of delivery. For me the right pace is about 65 seconds for ten lines
(without instrumental tags), or about 108-~112 long syllables per minute. Two longs
per second (120 on the metronome) is probably a bit too fast: the performance
should move ahead without ever feeling rushed. It may be worth adding that
singing a lengthy succession of hexameters is not made easiexr by speeding up the

pace-~quite the contrary.
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e ef d fa fe
a2/, ' b éﬁ 4 ~
L%o oV v? wwv S xvzgpa/,«.s_v gpvei Flcoc,
éx-okhon hé- ro on, ho d' an-édra-men exr- nel wi-sos,
outstanding among he;oes, and he shot up young-tree-like,
F& e e o f ef_’e
oV /u.av iY\w 9(>q,+o<co< +u—cov ch youveor axwie”
tom mén ego threpsasa phuton wSs gou- noi alo-e
him I nurtured like a tree on the hill of the orchard,

4:OL{E or qf a €

. / s/
VAU CLN ETrLTTpo& Kt kopwwvict FL ALov ELCuJ
néhu- sin epl—prohe—e a ko-rd-nisi Wlll -on eisS

and in the curved ships sent him off to Ilium
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et a
v (¥4
(W.wucg MK co/u.f,vov’ 'Eov 3 ouX_ urtoJLia/,\m auz:.c 440
Trdsl makh somenon, ton d' ouk hupode xo-mai au- tlS

the Trojans to fight; and him shall I not receive again

a 'FE. (oF'h"ona,( '?;Ff’evﬁfon% 2)

W —
v b ud ¥ Y
rouca&& VOC’CfICoLV'Lm Sa/u,ov Hr?k Slov iLCu) :
woika-de nosteé~santa ddmon Pe—le -Yon eisS.

home to his land and the house of Peleus.

e.("al e e'ﬁ: af e

Od’fi S¢ MaL Cuiet et o'oou c‘bo\oc £>\LOL'0

But while he lives and looks on the light of the sun

o € e _

4 v P4 s/ F / ~ b 2 o~ v

AXVV T L, odds T¢ TeouL 5uvuklu.ou Kparcpnest Lovca .

he is troubled, nor at all to him can I be of help, even if I go (to him).
a.Fe

/ N\ / s
KOU?T‘V, ﬁv &Fq FoL NEpac z‘i’,z)ov uu.c A&ou.uuv

The girl who for him as an honor-gift was chosen by the sons of the Achaeans,

de § e or ‘FcL-Fe

trlv ou.}: 2 >\£L()wv EXETO Kpumv Ay¢/Az/uvwv 445
she back from his hands was taken by strong Agamemnon.

e,{‘ A e a fe o\ e 4 4 de

v

w
ﬁtoc o ‘Cv]c atxau)v :F(JzVoLc z4=(9LzV ow’wf A;Ka(couc

And for her his pained heart has been wasting away, while the Achaeans

TPW’:C’ iTFL TFPU/WV”‘ILCLV EFU)\&.OV OUJ{, Bupmgil\/)

bg the Trojans against their ships' sterns are held, nor forth
s f4 e a fe e
5/ 7 / N
Eleov efLivar s Tov Se L)n)n,ccov—co ya()ox/—z:ac
do they allow them to come; he was entreated by the Argive elders,
v e £ af
P‘f‘(U—WV; Kot L Tro\)cc'ﬂ‘ipt.{()\u'toc gu)P O\/O/\Lakgo\/

and many wonderful gifts (for him) they named.

LL e e ‘F e ‘FL F e
Y s ~ ~ S -~ v
;vl’ AUTOC /«A,s,v a‘ﬂ“it_‘c hvaLveTo Moy oV RV Ly 450
But he then refused against disaster to aid (them);

37



HOMER~-12

de fo e F fa fe

®

N ’ ) ~ ~ N N 4 '3 v
tap © TdTporI oV TipL pay fix teuxen Ficee,
nevertheless on Patroclus

his own armor he put,

“ , e a- £ e
, ’ A ’ N Y - 2, v
Mgz 8¢ R0 T\"&E_/K.ollcfi_, TMoruy J a(f.ux AoV OTLCCE
and sent him into battle, and many with him were the men he provided

of or fa . .
Ty & ﬁw /Lo{@vmyto —m_lo\c_ CKOLL\’:)LC.L ~rr6>w}uu'

All day they fought at the Scaean Gates,
o ¥ e u
/ s 7 A ’ >/ - N0 ’ ~
Kt VU kgVv ot.u-cr”u_oLP_ TToA LV f,TrPaLeov, €L /Luq Aronw v
and

on that day the city they would have ravaged, had not Apollo

v foo £ e e fe
/ 5/ e /W
. TIORRK ek Kok [ﬁ)?z‘geo/‘coc Msvertlou «}\_KWV uloy

455
him who had wrought havoc, Menoetius's fighting son (Patroclus),
(optional extension)
L
S Se— NT—% — "I; e =
o Y7 173 r%l| 1Y 4 1 ¥ Y 7 R { JL;I }:
8 % ' g y_'—gu_
>/

v
~ . ~ / 2,
swTaN  EVL (rTf)O/JkO/LKOLCL L LEK‘CE)PL xJdoc Ioxs .

killed in the front ranks, and to Hector the glory given.
ef 2,429'9 e
s ~ - ~ / 5y € 7 v Y,
Todveca vov Ta cot yolved Lkeivo

7 v
Mo, oL K s@EANLcBu
Therefore now to your Kknees

I come, if you would
N A 1 L A
bbb e e e L a——
) ; e Mo w— - ] L B —
"B 4 o — &
-
utLe i,/u-wu

€ n 2 ~ L:) / (S/ > /S N - ’>\ v
ULEL  BHWIL KU).—LOFU.)L GLV acTrLde Kot Pu#a Loy
for my son, whose life will be short, give a shield and helmet
de de

\ X s / — )
Kot kaXFac t<Vr”u_'?_$oLc Url_cquuoc.c, &Fpt(;utfatc"
and beautiful greaves with ankle-clasps fitted,
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de ef d v © fa fe ’
~ - \ ~ v}

N 4 AY \ " 3 I \ ~
kelt Bua Y ® v fou, &mudNscs Tmetoc £tatpoc 460
£ X Yop N foc... ..

and a breastplate; for what was his was lost when his faithful companion was

' 4
1 % T~ 1 t -
y o ) ™ h ) S t ] — N
fi= —17 1 Ty | 7Y o B 7 S S — -
=4 i pi “S—— ;
qg 4

< v oA PN ~ _
:Téu.)c:t gq}.«afc © D S kElTaL ETL ><90V\L Gup\ov &)giu/u)\/.”

by the Trojans killed; and (my son) lies on the ground, heart grieved."”

(&) m
¥ 1 —

-

-
an
\

-

|
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PERFORMANCE NOTES

Continuity

Throughout this passage the word-rhythms seem on the whole concordant with the
dactylic rhythm; the most conspicuous dislocations, to my ear, are in lines 431,
436, 442, 443, 453 and 454. Enjambment, whether required or recommended, is ex-
plained in the following notes, as well as the taking of a breath other than at
line-end. (One hardly needs reminding that the hexameter line is long, and that
breath is the fundamental performance requirement.) The instrumental extensions,
anabolai and closes I improvise in pairs of dactyls, with the number of dactyls

shown here in parentheses. (As noted above, v 1is the sign for a breath.)

Local Effects

There are typical examples here of both correption and syllable-lengthening. As
mentioned previously, I restore digammas as accurately as I can; these eliminate
many cases of hiatus. Movable nu, as explained above, is provided by the poet
within a line for this purpose (the n of weisin, line 430, for example). At line-
end, a breath eliminates hiatus, in my experience; movable nu is unfortunately not
available as a remedy for the troublesome hiatus at the end of 447 (not an ex-

ceptional difficulty in Homer).

Elision naturally takes care of itself; the notes below give the unelided

forms (5)/ (d') is always Jé/é-{ (‘d_e/a/g_\e;)) . There are two instructive =xamples of synalepha
(431 and 458). oOther features are mentioned as they occur, including the inter-

rogati§e accent (431) and internal rough breathing (439, 444).

line 428 The pitch of the oxytone is generally lower than that of the accent of

the following word; if géL is sung on the highest pitch a, kath can be raised also,

to e-f. Elided word: émefbeto.
. . . < . ¢
429 Correption: theai. Elided: Heéphaiste, eis{i.

430 Oxytones retain the acute accent by convention before a punctuation, or at
line-end. Here, performing as lugré (d-e) leads better to the néss' that follows.

(In modern editions, much of the punctuation--commas especially--is editorial.)

Elided: tdssade.

431: d on ek-: I use d here and there in place of e, for melodic variety.
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- v
‘Correption:: emol; synalepha: pasegn (see above), where e and T are sung as
a diphthongf in the time of a long. A question can, I think, have a rising "inter-
rogative" accent on its final syllable; such treatment is, however, speculative

and optional. Pitches on Sdelis: see note on 428. Elided: hdssa, élgea.

432 Elided: me. d on halidsn: see note on preceding line.

433 PEle%: the dieresis on 1 indicates that it is sung as a separate syllable.
A=
Correption: kal. dneros is a dactyl, so the first syllable must be doubled in
P
duration, either by lengthening the first vowel, aneros, or--my preference--by

doubling the semivowel, anneros.

434 geral: see note on 433. Elided: mdla. (See above for enjambment to 435.)
435 Correption: keitgl. To make the necessary long of the second syllable of

enl, the following semivowel m of megdrois must be lengthened. It is actually

written double (Pf&—) in several manuscript sources.18'

436 A convenient shorthand notaticn for musical pitch is simply the use of the
pitch-letter, above the text-syllables beginning with this line, especially to
show recommended placement of the sentence-accent pitch (a). (From this point it

will be necessary to deduce the rhythm from the text.)

437 Breath recommended as shown; €rnei: see note on 433.
A% ‘o AY
438 Correption: goundi. Pitch drops to d on tom to prepare men.

439 Sentence—~accent possible on any acute.lglnternal rough breathing: epipro—hééka.

440 Breath as indicated. Correption: hugodéxomgﬁ. Enjambment recommended to 441.

4
441 Instrumental extension effective here, but optional. Peéléion: see note on 433.
J
442 Correption: €L .

u )
443 Correption: ;{&vu”r/&t, )‘\PDLLC/A:V\COLL-

. N
444 Internal rough breathing: ég—helon. ufgc pronounced hi-yes.

J
446 Correption: \;Tcal.. In enjambment, sing ’A)(\OLLODC,.
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/
447 The hiatus here (see above, 31-2. ) at line-end, between Qu/(_m(;a and d,u)v
of 448, is especially awkward, making a desirable enjambment difficult; still, I
recommend no breath until aftex )ﬁLi/Va(L, as shown. 94{(%91 is pronounced thilrasde.
448 M» is written in some ms. sources (cf. line 435). The phrase YE/(JQVTLC

"'[-\Pxﬁﬁuv should not be broken, in my opinion. This will require a slight length-

ening of the s at line-end to make a long syllable.

449 Breath as indicated. The line-ending syllable -ov is long (vowel + semivowel

diphthong). Elided: S&)Pa(.

~
450 Successive accented syllables can remain at the same pitch (—-‘COC/J:‘_V) . Elided:

> 2/
tvlOw, tMeL o .

u\
454 Correption: }u,v] .

455 Doubled p needed to lengthen last syllable of KiK. (see note on 435). Cor-
¢ /
reption: Mt\/of‘cl.t;U. —o/! of ULLOV, a semivowel diphthong, needs the figure . given.
v 5/
456 Correption: y«t . Optional instrumental extension as given. Elided: 2ZKTAVE,

¢ / (W)
457 Correption: L\<o(\/0/,u¢,. Elided: YaLjVoL‘CoL, Ke .

458 The synalepha here looks more complicated than it is, owing probably to ques-—
tions about the text. Recommended pronunciation of the first four syllables as
given is approximately hu-ye-mo-yS-. (The w of ),AEJL is the open G, but the syllable

is short by correption.)

’
459 depufic pronounced approximately a-ra-ru-yas.

460 Breath as indicated; there are in the ancient Greek compositions not a few
~J
places where a breath is necessary immediately after an elision. Correption: Four.

/
Enjambment recommended with following line. Elided: Bwf’v?x_m.
461 Breath as shown. Correption: Kz'l:'tozt..

Instrumental close: normally 6 dactyls for this function. Some suggested

variants are given in Supplement C, below.
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Each line can be practiced separately at first, but the desired goal is to
sing whole sentences and paragraphs as continuous units of expression. When you
feel comfortable with the preceding passage, you can choose your own selections
from Homer to study, practice and learn; those who do not yet read the Greek al-
phabet easily will face an initial obstacle, but with an excellent body of material
to learn from. Excellent also for singing are the Homeric Hymns and Hesiod,
especially his Theogony. Eventually one can become sufficiently practiced to
sing this repertoire at sight, loocking ahead and anticipating such stylistic idio-
syncracies as correption and metrical lengthening, and even supplying the unwritten

digamma where necessary.

A brief note might usefully be added here about performance style. Mechan-
ical monotony is obviously to be avoided, but in learning to sing Homer it is also
clear that various imperfect stages of development must be passed through. The
relentless and mesmerizing momentum of the musical rhythm is an essential element,
though a very subtle rhythmic elasticity, I feel quite certain, was the mark of
a fine singer, as was the deft use of the accompanying instrument to shape the
story with its contribution to the dramatic and rhetorical effect. But again, it
is the immediacy of the story itself, conveyed in a clear and fluid Greek, its
narrative and its dramatic speeches, that the singer must attend to above all, and

that commands the listener's attention.

Finally, a further word (but not the last) about memory. From our beginnings
with Homer, and on through later works, the memorization of as much of the words
and music as possibie“is not only helpful, iﬁ is probably inaispensable to true
comprehension--in all senses of the word. But beyond that, it awakens the facul-
ties of Memory--Mnemosyn&, Mother of the Muses (Theogony 53ff.)--that were so

2
fundamental to the arts of the ancient Greeks.
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Supplement A

A Brief Guide to Syllable Length

1. All syllables with long vowels or diphthongs are long, except that final syl-
lables may be shortened by correption before a word beginning with a vowel or

diphthong.

2. All syllables with a short vowel are long if the vowel is followed by two or
more consonants or a double consonant ( G 12,14’)T not necessarily in the same word.
In the Homer passage above, all mute + liquid (semivowel) pairs make long syllables,

though they sometimes do.not in Homer, and frequently do not in later compositions.

3. r\(é) and w (5) are always long, as are diphthongs (with the exception in (1),
above). & (a), L (i) and vy (u) may be long or short; they are long if they have

a circumflex accent (SP&L, 442 above; FtCOC, 437; kodoc, 456); a lexicon will give
the quantity; and there are ways to resolve some cases by observation:

*In the final syllable, a vowel is short if. the penult has a circumflex accent
(45L aHﬁP), or the antepenult an acute (434, %BEXOUCQ); if #he penult has an
acute accent, the ultima is likely to be long (459[&Pmpuéac), if it can be.

7
+One might mot know that* the second a is long in both allddn and halié6n,

432, except that a short a in the former, between two known long syllables, would
not fit the meter.
*Knowing that lugré in 430 is neuter plural (modifying kédea) reveals that its -a,

like every neuter-plural -a, is short, and so it is sung to a short note.

4. On an accented syllable, it makes a musical difference whether the syllable's
vowel is long or short. For example, in kordnisi, 439, the accented i has a short
note, while that of wflion is sung to an ascending two-note figure. Becéuse the
second a of kalwéé, 459, is long, it is also sung to two notes, unlike, e.g., the
neuter singular kalwdn: compare the melodic treatment of -on before a vowel--huion

~N
epef{, 436--and before a consonant——gbm men, phutdn wos, 438. L

5. In the case of a difficult line, it may be helpful to begin at its end and work

backwards from the usually clear final syllables. The hupodéxomai autis of 440,

for example, has 1ong syllables_fdéx— and al-, so -mai must be short, otherwise

-Xo~- would be an isolated short syllable. One can work similarly from the other

*(z/sd, x, ps)

14
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end of the line. This sort of detective-work becomes much easier with practice,

and the skills one develops will prove very useful in later repertoire.

Supplement B

Some Digamma WOJ':dsZ2

oLY Vv )M. break

0(3\0) Mt be caught

ocvé&v w please

;{C_fc (9 town

% vt lord
spring

E/JWL wedding gift

Yo VOC  tribe

E"Zé'oc form

&(KDCL twenty

£.LTrDV said

Z—KD(C.‘LOL each

f,lc wv willingly

l:)gv v) Helen

£)mo JI INTLC  hope

Lg si

¢ c/
EO oL, him
Z’TOC, word, epic
ivvuju clothe

a)nyov {f)gu) work

Ioz u) will say

o

QPUU) drag
259') < clothing

&ﬁ‘ri‘.FOC. evening
E-: oC year

é‘f- 7 c kinsman

. 7
ﬁefuc sweet

2 ~
LA‘ELV saw

k=
I—)Loc Ilium (Troy)

2/

(X strength
o

&#L by force

<
Oigd. know
q v
olkKoc house
~
OLVDC, wine
¢/ o ¢/
oc, q,OV his, her,

g}(ec carriage

</
1314 like

Internal Digamma

3 /s '
o(LFiL always
Afoe, AlFf) N4~

v
Fi Fo:.ku am like

its

Zeus

F vFo( Ku) ( lx&w) shout

FlcFoc (Teoe)  equal,

MXFoc_ beautiful
KXEFoc  glory

F fc key
EZ’V FQC_ stranger
s/
OFLC sheep
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Supplement C

Instrumental Close: Several (of Many Possible) Variants

Four Dactyls

Six Dactyls

[}
1 Il
{ —— = ——
@i 5 ‘! T P W I — .
Eight Dactyls
1 m
D SR M 5 St A—1——1} Y ¥ 1
@:ﬂ:};—& ‘ 3 : ] 'ﬂ 5 “i 2
N o
= t - Y
P— 1 1 T T AP

The Prelude, Extensions and Close can, with familiarity, easily be decided on
extemporé in performance. One can also repeat on the instrument the preceding

vocal melodic sequence, taking care that this does not become a mechanical

expedient.

46



HOMER--21

NOTES (Homer and Epic Song)

1. For example, G. Nagy, Comparative Studies in Greek and Indic Meter (Harvard U.

Pr., 1974). A brief account can be found in B. Powell, Homer and the Origin of

the Greek Alphabet (Cambridge U. Pr., 1992), 222. cf. GM, 33ff., IGM, 19ff.

2. Dionysius of Halicarnassus: The dactyl "is very stately and remarkably ef-
fective at producing beauty of expression. The heroic line derives its formal
beauty for the most part from this" (péhu d' estl semnds kal eis to kallos

t8s herm@nefas axiologétatos, kal td ge h&rdikdn métron apo toltou kosmefTtai hds

epl to polﬁ). (DH, 128-9, Usher's translation.)
3. Odyssey 8.43, 488, 480.

4. The Making of Homeric Verse: The Collected Papers of Milman Parry, ed. by A.

Parry (Oxford U. Pr., 1987), and The Singer of Tales, by Albert B. Lord (field-

researcher with Parry in Yugoslavia), 2nd ed., edited by S. Mitchell and G. Nagy,
with audio-video CD (Harvard U. Pr., 2000). OCD3, "Homer," "Epic," "Orality."
AGM, 135-6, 328-9; MMAG, 29-32, 42-52. Also valuable on epic in general is John

Miles Foley's "Epic as Genre," The Cambridge Companion to Homer, edited by

R. Fowler (Cambridge U. Pr., 2004), 171-87.

5. See especially the last chapter ("Conclusions from Probability: How the Iliad

and Odyssey Were Written Down") in Barry Powell's book, note 1 above.
6. About 45% of the Iliad is direct speech; of the Odyssey, about 68%.

7. Sung performance-—as opposed to spoken recitation~-demands a steady beat. Cf.

note 4, chapter 2, above; AGM, 130 with n.4, 135~6.

8. Only about 5% of Homer's lines are "spondaic," i.e., end —--|=--.

9. Other examples include words with a short syllable between two longs, such as

’ — .

g¢eovq10c (aphthénetos), "generous"; " certain proper names can be

problematic.

10. "Internal correption" (within a word) can occur occasionally in epic lines,
._‘UU\“ L L R ~

e.g., tolos edn hoTos ou ... (Iliad 18.105), where hol- is shortened before the

following vowel.

47



HOMER~-22

11. Movable EEA(BE ephelkustikdn, "attracted n") is used variously by modern edi-

tors at line~end. It is usually added to a line-ending vowel, where permitted

(the rules can be found in any Greek grammar), before a line that begins with a
vowel, to prevent hiatus. As argued above, a breath at line-end eliminates the
effect of hiatus, and thus the need for the added n; furthermore, an added semi-
vowel at line—end reguires time to perform, time robbed from that which the per-

former may need for an adeguate breath.

In his Iliad edition, M.L. West adds movable nu at line-end wherever it is
permitted, including before a following consonant. (In our Iliad passage, these
are lines 431-2, 451-3 and 456; in many other editions, lines 431-2 only.) This
is at variance with his earlier practice, in his Theogony edition cited above
@hapter 2, note 3), where he uses movable nu only before a line that begins with
a vowel. (Cf. his note 1, p.vivthere:."The general habit of inscriptions and the
earliest Homeric papyri is to write nu at line-end in all circumstances." This
may or may not inform us about what is best in performance, however.) (Movable nu

is pursued further in note 12, below.)

Synalepha (also spelled synaloepha, pronounced sinnaLEEfa) is also called

synizesis (sunh{z8sis, "falling together"). A general term for the coalescence

of vowels is synekphonesis (sunekphgnééis, "spoken together"). The confusion of

ancient and modern terminology is clarified by West, GM, 191ff.; cf. also VG,

Chapter 4 ("Vowel-Junction"), GG, p.18-24. C(Crasis (kr8sis, "blending") is writ~
ten-out synalepha (GG, p.22-3). See below, p.148, 146-7.
12. The Greek term for enjambment is synapheia (sunhdpheia, "connection"). Recom-

mended and optional enjambments in the Iliad passage are indicated by a solid or

dotted horizontal ligature.

Milman Parry studied enjambment extensively in his analysis of the structure
of Homeric verse ("The Distinctive Character of Enjambement in Homeric Verse" in
Parry, above, note 4); his analytic method has been refined, especially by Carolyn

Higbie (Measure and Music: Enjambement and Sentence Structure in the Iliad (Oxford:

Clarendon Press, 1990)). Our practical approach to enjambment is mainly

contextual and less generalized than these formal treatments.

4@



HOMER-—-23

Enjambment is the one situation in performance where the movable nu can be
used at line-end to eliminate hiatus. No such situation is present in our Iliad
passage (the lack of this expedient at 447-8 has been mentioned), but it does arise

on occasion in Homer, for example in the series of enjambments cited in the

b
following note, Iliad 9, lines 337-8; ...Troessin|Argefous? (-in makes a long here).
N’

13. Cf. Achilles's anger and impatience in his meeting with Agamamnon's delegation,

Iliad 9.330~-43, in an extended, gquite exceptional series of enjambed lines.

14. The musical equivalent of a rhetorical pause is both desirable and indispen-
sable. I do not recommend such a pause at the end of every line, however, as in

the generally elegant performance of Danek and Hagel, at their homer-singen website,

with their rationale given there and in Georg Danek, "Homerische Vortragstechnik:

Rekonstruktion und modernes Publicum,” in Ancient Greek Music in Performance, ed.

by S. Hagel and C. Harrauer (Vienna: Verlag der Osterreichischen Akademie der Wis-
senschaften, 2005), 166-69), for several reasons: first, the rhetorical effect of
enjambment is broken up and rendered ineffective by their regular two-dactyl exten-—
sion; second, a two—-dactyl addition at the end of every line lengthens the actual
performance by a third (an additional twenty minutes for the average one-hour per-
formance time, approximately, of one book of Homer, and eight additional hours for
a complete Iliad performance), quickly becoming tedious to my ear; third, forward
momentum of the story is lost; and finally, if each line has an instrumental ex-

tension, it will not be available as a rhetorical device.

The most serious problem, however, is the distortion of the hexameter line,
which with the regular interpolation of two instrumental dactyls becomes an eight-
unit verse in place of the six units of the epic line, completely altering the
macrorhythm of the poetry. (It should be noted that Stephen G. Daitz, in his “On

Reading Homer Aloud: To Pause or Not to Pause," American Journal of Philology 112.2

(1991), 149~60, recommends a pause, varying in length, at the end of every line,
in spoken recitation. Even here, the regular "stopping and starting" of Daitz's
pauses would seem to disturb the forward momentum, turning each line into an iso-

lated artifact.)
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15. Homer calls his accompanying stringed instruments phorminx or kitharis (the

latter, along with the name lyre (14r3d), not used by Homer, are thought to be non-
Greek words). Ccf. AGM, 49-70; GMW 1, 14, 25. The indispensable, comprehensive

source here is Stringed Instruments of Ancient Greece, by Martha Maas and Jane M.

Snyder (Yale U. Pr., 1989).
16. "Epic, 2" by James Porter, NGZ' 266.
17. Laws 812d; English translation, GMW 1, 162; cf. AGM, 69.

18. Homeri Ilias recensuit ... Martin L. West. Bibliotheca scriptorum graecorum

et romanorum teubneriana. Munich and Leipzig: K.G. Saur, 1998-2000.

19. Many lines have several possible alternatives for placement of a sentence-
accent, as here, and as suggested for lines 445 and 453. Another such line is

443, where any one of the following is possible:

i - oy
e e e T L e S e AE=—ome

>/ A Ve " ~ v Yy o~
uxyutdL Jbvdp«L x@an&q&Kt Lou X

*

20. For Homer we have the recently revised Iliad and Odyssey in the Loeb Classical

Library series, with prose translation (Harvard U. Pr., 1999 and 1998, respectively) .

For students of Greek, Allen Rogers Benner's Selections from Homer's Iliad, with

its commentary, Homeric grammar and vocabulary (first published in 1903 and re-
printed many times), is still to be recommended; D.B. Monro's complete Iliad, with
grammar and commentary (Oxford, 1884; later editions and reprints), continues to

be a useful resource. There are in the LCL new editions of Hesiod (2 vol., ed.

and translated by Glenn W. Most, 2006 and 2007), and of the Homeric Hymns, with
additional Homeric material (ed. and translated by M.L. West, 2003), that offer

a wealth of material and high standards of presentation.

Benner's encouragement (p.352) is surely not mistaken: "The natural flow of
the hexameter, in perfect time, soon becomes a matter of instinct and requires

little conscious foresight."
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21. On the cultivation of memory in antiquity, see The Art of Memory by Frarnces

A. Yates (1966; reprint, Pimlico, 1992), Chapters 1-2. On Simonides, the Gfeek
composer most closely associated with the skill of memory, and mnemonics, see

GL 3, p.350-1, 374ff.

22. The digamma continued to be used, along with an alternative, the vestigial

stigma (4Q ), in the alphabetic Greek numeral notation, representing the number six.

In Homer there are quite a few lines where the digamma we expect will not

scan. An example is Iliad 7.108,

_éeiLzafﬁc %>£ X?LPBC Yrrec. T g%xz’ T évéudgg

dexiter8s héle kheirds épos t' éphat' ek t' ondmasde

GAgamemnon] took hold of [Menelaus] by the right hand and spoke,
calling him by name),

/
where F%noc (wépos) will not fit the meter.

This inconsistency continues to resist definitive explanation. Parry's

studies of the digamma in Homer and later poetry can be found in The Making of

Homeric Verse, above, note 4, pp.222ff. and 391ff. See also VG, 47-51 and L.R.

Palmer's The Greek Language (1980; repr., University of Oklahoma Press, 1996},

p.85-6, 102-3.



FUNDAMENTALS OF THE ANCIENT GREEK PITCH SYSTEM

Over the centuries the Greeks accumulated a large number of technical musical terms.
Most of these we can get along without here, but, in referring to the tetrachords
and their divisions, the ancient names of the pitches--corresponding originally

to the strings of a lyre or kithara-~-seem still to be the most convenient. The
principal structural interval (and principal consonance) of ancient Greek scales
and melody is the perfect fourth; the other two consonances, the fifth and oc-
tave, are of lesser importance. The diatonic Gamut is notated below; its two oc-
taves on the upper staff comprised the Greater Perfect System; its tetrachords are
all conjunct except at the center, where the disjunct pair is separated by the tone
of disjunction, a-b. The open notes of the Gamut are "standing" notes (hestdtes),
whose pitch is fixed; the open notes are "movable" (kinoumenoi); their pitch varies
according to the genus (below) and shade of tuning. The central pitch of the sys-
tem, from which all other pitches are determined, is mes&, whose conventional modern
representation is the pitch a at ca. 220 Hz.

(d.?sjuvlo‘\'-)
- . w
v o ko [iahedd) MESON (rdale) o
YO e )

e M oo ] ool
: “‘E\ ‘91 o e awr—
») = o 250 -
— = Bolarbvr THT 7

5 T * " hypa® mese 2
7 tg lumdQ

- —
proslambanomenos (‘additiona : JM(
h O M 2
L7 b
2.3
The following are the note-names and conventional pitches in the central range (ap-
proximately that of the male voice) of the Greek diatonic gamut, descending:

W\

TN

. _ =N nété (neat) "lowest"”
die?eggmen?n a’ parangtg "next~to~lowest"
("disjunct®) ct trite “third"
tetrachord b paramesée "next-to-middle”
disjunctive tone
_ T a- - mesé& "middle™
mfs?n B g lichanos "index (licking) finger"
("middle™) £ . parhypaté& "next-to—-highest"
tetrachord e hypat@& "highest"
4a hyperhypate "beyond hypatg&"
: QiChanos hypat6® {*index finger of the highest
' (tetrachord)")
—_ a: nété& syn(h)&@mmenon
syn (h)€mmenon g e =
; . c'. parang&t€& syn(h)&mmenon
("conjunct™) b’ trit@ syn(h)&mmenon
tetrachord : - Y
a-. mes&

VA
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"Highest" and "lowest" refer to the position of the strings of the lyre as the
player holds it: as with the guitar, the' lowest~pitch string is uppermost and
vice versa. The names of the notes are adjectives modifying the unexpressed noun

khord€ (“string"); their complete names include that of their tetrachord (e.g.,
lichanos hypaton). (Proslambancmenos modifies the absent phthongos, "note.")

Trichordal Divisions of the Fourth, Hypat&-Mesg

T ) :.d"? Z— [~ ]
E?;———e_:’ e = a——

enharmonic: spondeion: minor—-third (anhemitonic)
major—-third midtone pentatonic
pentatonic pentatonic

(see p.14)

(The semisharp (x) raises the pitch by a quarter to a third of a tone.)

The Genera (tetrachord mesSn) (Gk. genos, pl. gen€)

—Pyknon — —puk hon —
v T 17 : A .
$ [~.d Q_L‘__E:
Eb f
enharmonic chromatic diatonic

Pyknon ("compression"”) is the name for the divided smaller interval in the enhar-

monic¢c and chromatic tetrachords.

See also the section on Tuning Methods at the end of Chapter 5, and Appendix 1
on Tuning Procedures.
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5. TONAL MATERIALS

Almost all the ancient Greek scales and modes, as they have come down to us,
are late and highly systematized. Like the medieval "church modes" (themselves
derived from the Greek system), the organized modes (I use the terms mode and har-
monia interchangeably) are presented as octave scales cycling through the "natural"
notes of the diatonic scale, the Dorian beginning on e, the Phrygian on 4, and so
on.1 The church modes tell us virtually nothing about modal melodies of folk music
or plainchant. The Greek system of scales is similarly uninformative, and we must
turn to earlier sources of information, most of it indirect, though far from insig-
nificant, about the early modes and the nature of melody.2 The survival of the
melodic pitch—accent in the written language, we have already seen, gives us in-

dispensable melodic information.

Melody around the planet can be put into two broad categories of intervallic
structure: pentatonic, with five distinct pitches in an octave, and diatonic, with
seven; the eighth pitch of the diatonic octave returns us in effect to the start-
ing pitch, and so diatonic scales are actually heptatonic (seven-tone). (The
diatonic scale is a quite strictly defined sequence of five whole tones and two
semitones, as in our major scale. The word "octave" means "eighth," and so is
not st¥ictly applicable to non-heptatonic scales; the Greeks used the better de-

scription dia pas®n, "through all [the strings or tones].")

Pentatonic scales are generally of two types: the minor-third or anhemitonic,
the world's most widespread scale type, which Lou Harrison calls "the Prime Penta-
tonic, ... practically The Human Song,'i3 characterized by the adjacent intervals
of a minor third and a whole tone; and the much less frequently encountered major-
third pentatonic scale, the characteristic intervals of which are an adjacent major

third (or ditone) and a semitone.

From the time of the ancient Greeks to our own; the pentatonic scales have
been too often, and altogether inappropriately, described as "defective," "gapped."

"transilient," or "chasmatonic," as if they were primitive and incomplete diatonic
scales. The Greeks supposed that pentatonic scales came about from the omission
of notes in the diatonic scales, or, conversely, that diatonic scales came from
filling gaps in the pentatonic; but all these intervallic structures lack

nothing in their perfect musical integrity. So far as we know, pentatonic and
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diatonic melodies are equally ancient, and, indeed, older than we can know.

The Greeks gave precedence to the majof—third pentatonic scale through their
esteem of the Dorian mode over all others, and thus were at the Western extremity
of "a very ancient major-third-trichord belt extending across southern Asia,"
reaching from the Eastern Mediterranean to Indonesia, India, China and Japan.
Their traditional name for this scale was enharmonic, and we have experienced its

complete intervallic structure in my Homeric lyre tuning of the preceding chapter.

In his immensely valuable treatise, De musica (Peri mousikés, first century

C.E. or later?), Aristides Quintilianus (hereafter AQ) includes a set of mcdal

scales or "harmoniai ... that the divine Plato mentions in the Republic." Some-
times called the Damonian scales, they are given in the (later) enharmonic form
with divided semitones, as a sequence of intervals, as well as in the symbols of

the two ancient Greek musical notations.

With the quarter tones combined into semitones, we have from AQ the following

Dorian scale {using conventional pitches):

me?E
/
N A —
@ o v -] :
‘Q = § &7
Dorian 8 tonic

this will be our Dorian harmonia, with e as the tonic.

It consists of two major-third pentatonic trichords, and has, with the in-
clusion of the lower neighbor-tone hyperhypaté (d), the added symmetry of identical
divisions of the fifths d-a and a-e'. The Dorian scale of AQ, when, as here, semi-
tones stand in place of the quarter-tone pairs, spans seven pitches. This is
a significant fact, since seven is the number of strings on the lyre that suc-
ceded Homer's four-string instrument; as the seventh-century composer Terpander
sang, "For you [Apocllo?] we shall make new hymns resound on a lyre of seven notes,
abandoning our love for the four-voiced [i.e., four-string] song." These seven
strings remained a musically satisfactory resource for a good many generations,
until their number began to be actively increased; most notoriously by the composér
Timotheus, after the mid fifth century, who is supposed to have raised the number

to eleven; around that time, the composer Ion of Chios celebrated the "eleven-string
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1

lyre," disparaging its "previous ... seven-toned" condition. Our melodic needs
here~-~recalling more ancient traditions--will require no more than seven strings,

in the tunings of the oldest of the harmoniai.

The Dorian mode and scale will be our "master" reference scale (much like
the C-major scale in present—-day musical practice), a function it served for the
Greeks as well. (For the Greek musical terms used here, see the chart on pp.52-~3

i

"Fundamentals of the Ancient Greek Pitch System.")

The ancient Lydian scale given by AQ was obtained by cycling the intervalsv
of the Dorian to the next higher pitch position, where the new scale begins with
an isolated quarter tone.9 How to replace quarter tones with semitones in
this unique (and improbable) scale poses a problem to which a solution is evident
if we look at AQ's extended enharmonic scale. Using our conventional pitches, this

is

Deorvia
| N ]
e e? f a b b# c' e' et f£' ...;
t Lyd tan — '
combining the quarter-tone pairs into semitones, we have the scale
— Dorian o
e f a b c' ! £o... .

e
L Lydian ~—I
Now the scale with the next higher pitch position above the Dorian occupies the

octave f-f', which will be the basis of our Lydian harmonia.

At this point it will be useful to take up several practical considerations
of tuning a lyre. I make the assumptions here that (1) the lyre-player, when
changing the tuning from one harmonia to another, preferred to retune as few
strings as necessary, and these by the smallest required change in pitch (since
retuning a string affects its pitch stability, and possibly also the tuning of the
entire instrument); and that (2) the pitch of the middle string mes® (a), the re-
ference-pitch for the other six strings, once set, will not be retuned, no matter

the changes in tuning from one mode to another.

The Dorian tuning,<:> above, gives us an almost complete Lydian scale with

no retuning at all;

me‘se
N €2
=) & O T
-y 77
Lydian 2 tonic
(high)
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By retuning five of the seven strings from the Dorian tuning, however, a more

satisfactory, complete Lydian octave is obtained:

o~ ,
C) == ey e
— r=

Dorian i@:"c:,; = f

)
O =————— ————
Lydian 3

(low) tonic

here the two es and the b are lowered a semitone, to e9% and bp; f and c¢'are raised
11
a tone to g and d'.

Two Lydian modes are mentioned by our ancient informants. Plato refers to
the Lydian as "slack" (khalara), one of the "soft and convivial" harmoniai (mala-

kai te kal sumpotikaf), but he also mentions a tense Lydian mode, the Syntonolydian,

one of AQ's ancient scales. The second of the two proposed Lydian modes above,

as one can see, 1is a tone lower than the first, and thus is certainly the more re-
laxed for the singer. It is the tuning I use in my realization of Pindar's Fourth
Nemean Ode (in the appendix below), where the resonance of the lower pitch seems
concordant with the composer's exhortation to "weave out sweetly now, lyre, in

Lydian mode, this song beloved of Oenone and Cyprus" (44—46).12

Most of our ancient informants also agree that the three principal modes of
antiquity were the Dorian, Lydian and Phrygian. (The Mixolydian, too, was regarded
as significant owing to its association with Sappho and, later, with tragedy; an
experimental Mixolydian is used in a realization of a composition by Sappho, in
an Appendix, below.13) Two of these modes, the Lydian and Phrygian, have non-Greek
names, and all three are connected with the semi-legendary musician Olympus, a com-
poser and player of the twin double-reed pipe, the aulos, and himself a Phrygian

who lived sometime around 700 BCE.14

The Greeks had a gift (in which they seem to have had some pride) for nat-

uralizing materials borrowed from neighboring, non-Greek ("barbarian") cultures:
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music, the ubiguitous aulos, and the lyre family--kithara, phorminx, barbitos,

lura. This type of plucked string instrument may well have been invented in Meso-
potamia; it spread through the Near East and Northeast Africa. The Greeks gave
credit for the aulos to the Phrygians, a tribe living in a laxrge area of the north-

central Turkey of today.15

The nature of the Phrygian harmonia is not only a subject of ancient dis-
agreement, it is more elusive today than that of either the Dorian or Lydian. Was
its effect ecstatic? frenzied? or solemn and dignified? These famous arguments
about the Phrygian mode will not help us much in deciding on a modal scale, since
it was not the scale itself but the musical compositions with which it was associ-

ated that created its character or ethos, and none of these seem to have survived.

An easy solution to the problem is given by AQ's Phrygian scale,

mese l
i

4& = S

@

Phrygian = +§
(BQ) tonic

[~

{w

where the tonic is d; it requires but one string to be retuned from the Dorian

tuning, e' down a tone to 4'.

But this is the enharmonic form of the Phrygian mode, as shown by the semi-
tone-ditone sequence.17 Nevertheless, the scale contains an important clue in its
upper tetrachord, a diatonic sequence not present in AQ's Dorian and Lydian, here
E:gjg'jg'. My own preferred Phrygian mode is radical, strongly influenced by a
statement in Aristotle's Politics comparing basic forms of government to basic
types of modal scales: the philosopher "speaks of a theory which some hold. Ac-
cording to this, there are properly speaking only two modes, Dorian and Phrygian;
all the others are composite rearrangements” (i.e., recyclings of a standard scale).
The Dorian would of course be the major-third pentatonic (enharmonic), its scale
cycled into the Lydian, as we saw. For the most ancient Phrygian I take the other
of the two fundamental pentatonic scales, the minor-third pentatonic, which, as

is clear, can be gotten from the Dorian tuning by changing the pitch of two strings:
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-
@ el — Vs
T o) L

. Y
Dorian P&

©€ﬁ:;:—s:"‘
Phrygian ' 2

(penttatonic) tonic

£ and Ef are raised a tone to g and Qf;AS is the tonic.

The fabled composer Terpander, mentioned above as praising the increase
from four to seven of the standard complement of lyre~strings, is said

to have expanded the range of the seven strings to a full octave. The assumed

earlier tuning would have had the range of a seventh, its diatonic scale con-
sisting of two conjunct fourths, e-f-g-a and Efgf—c'~d'. Terpander reputedly
eliminated the third note from the top, trit€ (our gb) in favor of néte (e'); as

a result, the formerly heptatonic tuning became, with the octave repetition of e,

hexatonic. This scale was most likely

meseé

Y —

8 terrachord ErioReT

and was identical, or nearly so, to the somewhat later lyre tuning attributed to

- 19
Philolaus, an influential Pythagorean philosopher and contemporary of Socrates.

These scales offer us information helpful in drawing some fairly secure prac-
tical information about the earliest harmoniai. The first is that the interval
of the minor third (in several different intonational shades) was fundamental to
Greek mode and melody. TIts quite certain appearance in the venerable scales just
mentioned reflects the division of the fourth into a tone plus a minor third in

the chromatic genus. (See the "Fundamentals" chart, above.)

The second is that a seven-string tuning can (and in certain cases must)
pair two perfect fourths that are subdivided differently. The ancient Dorian mode
has two intervallically identical trichords. AQ's Phrygian, and the hexatonic tun-

ings of Terpander and Philolaus, however, consist of a diatonic tetrachord and a

trichord that is part of a pentatonic scale. {Scales with such non-~identical
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20
fourths are mentioned by later theorists, most notably Aristoxenus and Ptolemy.)

We have seen the fourth divided in three fundamentally differént ways: as
a semitone and ditone; as a tone and a minor third; and as a semitone and two tones.
These divisions belong to the major-third and minor-third pentatonic scales and
the diatonic sca.le, respectively; more significantly for the ancient Greek tonal
system, they are, in the same order, the intervallic structures of the Greek 9_e_rl_é;

(genera), the enharmonic, chromatic and diatonic.

To return to my Phrygian hypothesis: the proposed scale @ is
what I consider a possible earlier form, the purely pentatonic mode given above.
The accumulated evidence seems to suggest a perhaps later Phrygian, a hexatonic
mode of the mixed type just described. My preferréd choice for such a Phrygian-

mode lyre tuning is, then, as follows,

@ ﬁ‘\_ B -] —— =~ =
Dorian 5o —% I
mes€ J‘
® éWs»— -
Phrygian C

where three strings have to be retuned from the Dorian (e to £, £ to g, e' to d');

. 21
the tonic is d.
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The Spondeion Mode

Brief mention must be made here of yet another harmonia attributed to Olympus,
the spondeion or "libation” mode. Similar to the Dorian in its trichordal struc-
ture, this mode included the interval of a three-quarter tone (midtone), either
as its highest melodic interval,

e £ a b c'%,
or in the lower trichord as well,
e £ a b 't

€ can be presumed to be the tonic.

The division of a fourth into a midtone and a neutral or mid third occurs
in Aristoxenus's hemiolic chromatic tuning of 3/8 + 3/8 (=3/4) + 1~-3/4 tones
(75 + 75 (= 150) + 350 cents); the midtone also occurs in the chromatic tetrachord
of Archytas and the tense chromatic and equable diatonic tetrachords of Ptolemy.
Clearly the midtone was not a melodic interval unfamiliar to the ancient Greeks.
It has long been a prominent (and highly expressive) melodic interval--and remains
so today-—in Arab folk and classical music of North Africa and the Near East, and

occurs in traditional Turkish music.

Tuning Methods

The basic interval sequence for tuning by ear all the modal scales consists
of a chain of pure fourths (ratio 4:3) and fifths (3:2), that is, what is generally
called "Pythagorean" tuning.24

Mes€ is the fixed point of departure (like a surveyor's benchmark) for all
tunings; as already mentioned, evidence strongly indicates that the lyre's mese
pitch would have been kept unaltered from one tuniné to another; it seems to have
been the starting pitch for any tuning, as it is here.25

The pentatonic Phrygian (:) can be tuned as a chain of fourths/fifths: be-
ginning with a nominal mes@& of a, we tune up é pure fifth to e', down a pure fourth
to b, and then continue with the same intervals the sequence Ef§?§' concluding with

the e'-e and d'~d octaves. (As noted above, equal~temperament 4ths/5ths give fairly

good approximations to their pure, beatless (Pythagorean) counterparts, but the
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26
differences, small though they may be, are nonetheless dramatic.)

A problem arises in tunings where one or more pitches in the chain of fourths
and fifths is not present in the tuning. Our most inconvenient example here, it

seems, is the Dorian mode (I, whose pitches, laid out in a chain of fifths, are

f-¢ - ~-d-a-e-b.

The gap in this chain would be filled by the note g, which is absent from the

scale. (There is also a gap in the fifths-chain in the hexatonic Phrygian ():

£-c -a-d-a- -k

where the b looks stranded, but in coming from the Dorian tuning, for example,

the pitch b is is obviously already present.)
There are several possible solutions to this problem:

(1) Retuning: for the Dorian harmonia, the f string can be temporarily tuned as
a g (to the d string); from there c' can be tuned, to which the g can be tuned

down to f. This requires time and effort, and such retuning is likely to affect

the pitch stability of a string.

(2) Use a different tuning interval: The Greeks used the pure major third (ratio
5:4) in a number of their different scale tunings, the most important of which is
Archytas's enharmonic tetrachord, from mes€ down to hypat&, 5:4, 36:35, 28:27.
(This tuning includes intervals based ndt onlykon 5 but on 7 as well, which will
be taken up momentarily.) With the added resource of the pure major third, the
Dorian tuning proceeds from meseé with the fourths/fifths Ejgrand a-e-b; then f is
tuned below a as a pure, beatless major third, 5:4; then f-c¢' as a ﬁure fifth, and
the e-e' octave. This tuning of the Dorian has an entirely different musical af-
fect from the Pythagorean; its ditone (major 3rd) is much narrower and sweeter,
and its semitones are noticeably wider. Aristoxenus famously disliked the sound
of this tuning (or perhaps its cultural associations), though he makes it clear

that it was used and enjoyed.

It is also possible to use the Archytan diesis (semitone) 28:27 and its com-
panion interval, the very wide ditone 9:7, in tuning the Dorian, though I find

these intervals make too austere a pentatonic mode for most music. To get the e-f
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interval as 28:27, tune 4 to a, then f to d as the septimal
an interval that takes some patience to find,and time to learn
it was an interval the Greeks themselves had to be able to set

to tune a number of different tetrachords, including the three

(3) Wing it: The most experienced musicians would have learned

produce accurately by ear the ditone and semitone intervals of

TONAL~~-10

minor third 7:6,
to tune accurately:;
correctly in order

of Archytas.28

to remember and re-—

Pythagorean tuning.

(This is a skill I recommend learning.) It is also possible that individual musi-

cians may have adjusted the size of these intervals a bit (as with the narrowing

of the ditone reported by Aristoxenus) to suit their ears' preferences.

As to the spondeion scale, it can be tuned easily by ear in a quite accurate ap-

proximation as follows: starting with the fourths/fifths of the Dorian scale, tune

c' above a (mes&) as a minor third, and then raise its pitch a little, until the

third sounds neither major nor minor (or, alternatively,

ous major and minor third). This will give you the E:Efi as a

_g# can be gotten as a pure fifth below gf#.

like a simultane-

midtone interval;

(See additional tuning information and procedures in the Appendix.)

63



TONAL--11

SUPPLEMENT: Cycled Pentatonic Scales

We have seen an example (p.55-7), given in a synopsis here, of the cycling
of the pitches of one mode (@ Dorian) into another (@ ILydian), without a

change in tuning of the lyre, by moving the tonic to another scale degree,

Fo)
o~ < :
% — — 5 @ Dorian
LI Y
lﬁ ~ (&) = 3
{1 PR —— - e — ® Lydian
g VI {onic
v 4 v 4
- .3
o~ — A +
472 Y PR - X4 @ Lydian transposed
a (% b
tontc

and how by transposing the Dorian scale e to f' down a tone, a complete Lydian
scale will fit into the octave-plus—-tone range of the lyre. (The strings retuned

from the original Dorian tuning @ are indicated with arrows.)

We can similarly locate in my hypothetical Phrygian, minor~third pentatonic
scale (@  p.59), five distinct pentatonic modes, as follows, from the basic

Phrygian scale extended to two octaves.

Each of the scales II-V can then be brought into the lyre (and vocal) range
(sometimes called the "central octave") by transposition, as shown on the fol-

lowing page.
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4 mesE 3
~ [«
r);\ = = < I Phrygian scale (5)
t3 e
L & y S
N 7 S—
W -
fo——— 2 € IT transposed
‘Pa [+
4 1
b Y o~ =
7o — — III transposed
‘e T *© ¥
A O |
A ~ "~ [ =
7 S ~ N IV transposed

Y
an) ﬁ' o e"*p = V transposed

The procedure used here was a part of the process of systematization of
scales, modes and "keys" (tonoi) of the later Greek theorists. See, for example,
GMW 2, Introduction, p.l15ff; AGM, 185, 228; New Grove1 (1980) , Greece I, 8-9,

vol.7, p.666-8 (by R.P. Winnington-Ingram) .

Different scale pitches can function as tonic in each of the above modes.
These modal scales are used in some of the musical reconstructions in later

chapters.
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NOTES (Tonal Materials)

1. Cleonides's Aristoxenian system (probably lst or 2nd century CE) gives '"seven
speciés" of octave: the Mixolydian is (in our conventional pitch assignments) the
octave of "natural" notes B-b; Lydian is c-c¢'; Phrygian d-d'; Dorian e-e'; Hypo-

lydian f-f'; Hypophrygian g-g'; and Locrian or Hypodorian, a-a' (Cleonides, "Har-

monic Introduction," Source Readings in Music History... selected and annotated

by Oliver Strunk (New York: Norton, 1950; second ed., ), p.41-2; the transla-

tion is by Strunk). See also AQ 15.10, GMW 2, 417 with footnotes.

2. R. P. Winnington-Ingram, in his article on ancient Greek music in the first New
Grove (London: Macmillan, 1980), a holdover from the 1950s but still to be recom-

mended as a superior overview of the subject, suggests the following evolution:

(1) the concrete melody sung on some particular occasion by a particular
singer; (2) the formulae and other peculiarities governing a particular
style of song; (3) the notes required for this style arranged in pitch in
order to form a scale (whether or not it was also the tuning of a string
instrument); (4) a basic scale to which all such "modal" scales can be
related. Extant Greek theory deals almost exclusively with (4); the har-
moniai, as scales, fall under (3), but owe their characters to (2).

(vol.7, p.666-7)

We are looking mainly for evidence from stage (2); there are even some useful sur-

viving traces of the first stage.

Serious students of the Greek harmoniai will need to read Winnington-

Ingram's book, Modes in Ancient Greek Music (Cambridge U. Pr., 1936; repr. 1968).

More recent interpretations to be recommended include Andrew Barker's in his OCD3
entry on Music; Anderson's MMAG (50-4, 124-5, 151-7) is especially valuable in ex-
ploring the literary references to the early harmoniai; West's survey of the modes
in AGM is less helpful than one might wish, though references are provided; much

richer is his survey of relevant history and literature in the chapter "Historical

Synthesis: I," 329-55.

3. Lou Harrison's Music Primer: Various Items about Music to 1970. New York:

C.F. Peters, 1971, 27-8.
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4. Greek music theory recognized as determinative the difference between a com-
posite (suntheton) interval, the ditone in the diatonic scale, for example, and an
incomposite (asuntheton) interval, a ditone in the enharmonic scale.

On ancient Mesopotamian diatonic tunings, see M.L. West, “The Babylonian

Musical Notation and the Hurrian Musical Texts," Music & Letters 75 (1993-4), 162;

overview in NG2, "Mesopotamia,”™ v.16, p.485. The major~third pentatonic scale is

the melodic basis of much of the two Delphic Hymns of 127 BCE (AGM 288-301).

5. AGM 389.

6. AQ 19.3, GMW 2, 419-20 (totdn A& kal ho thefos Pl4tdn en t8i politefai mn&mo-
nedei). (See Anderson's note on the Greek text here and its meaning, MMAG- 154 n.9.)
AQ's scales are generally (but not universally) accepted as authentic. J.F.

Mountford's “"The Musical Scales of Plato's Republic,” Classical Quarterly 17 (1923),

125-36, still offers wvaluable insights on the scales.

7. AQ's interval sequence for the Dorian scale is: tone, two quarter tones, ditone,
tone, two quarter tones, ditone. His Greek text, edited, with a Latin translation
by Marcus Meibom (Amsterdam: L. Elzevir, 1652), has been reprinted by Broude Bros.
{(New York, 1977), vol.2. (Vol. 1 confains Meibom's Aristoxenus, Cleonides, Euclid,

Alypius, Gaudentius and Bacchius; the two volumes have the title Antiquae Musicae

Auctores Septem.) On the undivided semitone, see the Plutarchian treatise De musica

(which will be referred to here as "Plutarch") 1135b, GMW 1,217.%

8. Seven-string lyre: Terpander, testimonia 1, 14, 16 (GL 2, pp.294-5, 304-7),

fr.6 (GL 2, 316-9, Campbell's transl.) (sol d' hémeTs tetrégérun apostérxantes
aoidan/heptatdndi phdrmingi ndous kelad&somen himnous). TIon's eleven strings:
elegiac fragment 32, GL 4, pp.366-7 (hendekdkhordd ldra ... prin ...heptdtonon).

Both Terpander and Ion are quoted by Cleonides, given in Strunk (above, note 1),

p.44. See also GMW 1, 208nl8.

9. AQ's Lydian interval sequence is: guarter tone, ditone, tone, two quarter tones,
ditone, quarter tone. (The semisharp (#) raises the pitch an approximate

quarter tone.)

10. Mes& pitch not to be altered: Aristotelian Problems 19.20, GMW 1, 195, and 19.36,

GMW 1, 199; and Dio Chrysostom 68.7: "just as with the lyre musicians first set

*The Greek text of De musica, with an English translation by B. Einarson and P.H.
De Lacy, can be found in vol.14 of Plutarch's Moralia, pp.344-455 (LCL, 1967).
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the middle string and then tune the others to harmonize with that" (hésper en
ldrai ton méson phthdngon katast@santes epeita pros tofiton harmdzontai tols al-
lous), tr. H.L. Crosby (Dio Chrysostom, vol.5, p.134~5, LCL, 1951); not in-
cluded in GMW. While it was the reference-pitch for tuning a lyre, mese€ was not,
however, invariably the tonic pitch, as some have argued (perhaps under the influ-

ence of the surviving compositions of Mesomedes.)

11. A change in harmonia seems normally to have required some change in the tuning
of the lyre, as a passage from Aristophanes's Knights suggests (986-95, GMW 1, 102):
“The boys that went with [Cleon] to school/say he would often tune his lyra only

in the Dorian mode, and refuse to learn another" (phasi gar auton hoi pafdes hol
xunephoftdn, /tén Déristl ménén in harmdttesthai thama +&n ldran, 41l8n d4' ouk
ethélein matheTn). 1In the notation of the scales, arrows indicate the strings to

be retuned from the Dorian.

12. Plato's characterization of Lydian and Syntonolydian harmoniai: Rep.398e,

GMW 1, 130-1. 1In "Plutarch," Soterichus says that Damon was the inventor of the
"relaxed" (epenheimeng) Lydian (1136e). His observations on the modes and their
gualities are well worth reading in their entirety (1136¢-1137b, GMW 1, 220-23).
The intervals of AQ's Syntonolydian scale are: two quarter tones, ditone, trihemi-

tone (minor third).

13. The Mixolydian interval sequence in AQ's scales is: two quarter tones, two
tones, two quarter tones, tritone; he calls this "a complete systéma." With the

quarter tones combined, the scale in our pitches is:

g a b e,

e £ g L
a hexatonic scale of which four pitches must be retuned from the Dorian C). The
Mixolydian mode was characterized by Plato and Aristotle as mournful or anxious

(GMW 1, 130-1, 175). In "Plutarch": invention, according to Aristoxenus, by Sappho,
1136c-d, GMW 1.221; supposed invention by Terpander, 1140e, GMW 1,233; association
with tragedy, 1136c, GMW 1,221; cf. AGM, 182. A treatise perhaps by Psellus

(ca. 1300 CE) states that the modes used most in "the oldest [music of tragedyl

were the Dorian and Mixolydian, the first most suited to solemnity, the Mixolydian
given to lamentation"” (tSn de tondn plefston men he palaiE [tragiﬁé melopoifal

i — . ~ P o N -, . S ~, ~ -— 7 . £ = ~.,
kékhrétai toi te DOridi kail toi Mixoludisi, toi men hos semnot€tos oikeildi, toi
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de Mixoludfdi hds sunergoi pros tous ofktous) (Robert Browning, "“A Byzantine Treat-

ise on Tragedy," LEPAC: Studies Presented to George Thomson ... (Prague: Charles

University, 1963), p.69).

14. Olympus: GL 2, 264, 272-85; cf. AGM with additional ancient material in n.9;
MMAG, 54-4. Dorian, Lydian and Phrygian: "Plutarch" 1134a, GMW 1, 213; Athenaeus
624c, GMW 1, 295; Ptolemy 56.4-6, GMW 2, 329. In addition to these three, there is notable
mention in our ancient sources of an Aeolian harmonia. The tribe of Aiolees was
Greek, but settled in Phrygian territory; the Aeolic dialect is most celebrated

as the language of Sappho and Alcaeus. Some sources equate the Aeolian and Hypodorian
modes; neither is represented in AQ's Damonian scales. The composers Pindar, Lasus
and Pratinas all mention Aeolian music; Lasus calls the Aeolian mode "deep-sounding"
(barubromon; GL 3, 306-7); Pfatinas compares "Aeolizing" in song to "plowing the
middle of the field" (tan mdsan/nedn drouran aidlize t8i mélei; GL 3, 324-5; quoted
in Athenaeus, 624f, GMW 1, 282). On the ancient Aeolian, MMAG is especially good
(p.88-94), as is Isobel Henderson in her stll valuable synopsis, "BAncient Greek

Music," New Oxford History of Music, vol.1l, ed. by E. Wellesz (1957), 382-4. See

also AGM 178-9, 183, 342; GMw 1, 233 nl77, 281-2, and Appendix A, p.l167. West con-
Jectures an Aeolian scale (AGM 342) of d e £ a Ei 4d' (where d is presumably
tonic), not an unreasonable proposal; from our Dorian scale C) two strings would

need retuning to get this sequence of pitches: E_tO.EZ and e' to 4'.
15. On the instruments, see the following chapter.

16. Character of the Phrygian mode: Plato, "moderate," Rep.39%a-c, GMW 1, 131;
Aristotle (critical okalato), "ecstatic," Politics 1340b, 1342b, GMW 1, 176, 181;
cf. Barker's Appendix A, GMW 1, 168; Aristotelian Problems 19.48, GMW 1, 203. The
composer Stesichorus evokes a "tender” (habrds) springtime discovering of a Phry-
gian melody (fr.212, GL 3, 128-9; not included in GMW); Euripides calls for "ec-
static cries to the god of ecstasy/with Phrygian shouts and exclamations," Bacchae
157-8 (tr. D. Kovacs, LCL) (edia ton edion agalldmenai theon/en Phrugfaisi boaTs

enopalsy te), GMW 1, 75.

17. On the enharmonic Phrygian: "Plutarch" 1143b, GMW 1, 240-1; there is the opin-
ion in "Plutarch" that only the enharmonic scale was used by the ancient musicians,
but this seems guite unlikely, and is contradicted elsewhere--by the AQ scales,

for example. AQ's sequence of intervals for the Phrygian scale: tone, two quarter
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tones, ditone, tone, two quarter tones, tone.

18. Aristotle Politics 1290a 19-29 (a passage not included in GMW) as paraphrased

by Anderson in Ethos and Education, p.144, who comments that Aristotle is "using

musical terms to clarify constitutional theory,' viz., the difference between
oligarchic and democratic government. Those to whom Ar. refers could, of course,
have been contrasting the (major-third) pentatonic Dorian with a diatonic, rather
than a pentatonic, Phrygian. In support of this is a remark attributed to Aristo-
xenus (fr.84, not included in GMW, but see AGM 175 n49) that "the enharmonic genus
suits very well the Dorian harmonia, and the diatonic the Phrygian” (proshékei de
el m4la td enharmonion géhos téi D3ristl harmonfai, kal téi Phrugistl td didtonon) .
For the passage from Aristotle as well as my argumentation for a minor-third

pentatonic Phrygian, see the Appendix; use of the pentatonic Phrygian here includes

my musical reconstruction of Pindar’'s Olympian 11 (Appendix).
19. Terpander's scale could also have been (as implied by Barker, GMW 1, 198n62)
e fgac'd e's but without the structural clarity given by the b d' e' trichord;

cf.AGM, 177. Burkert (Lore and Science, 391-4) gives Philolaus's scale as "obvi-

ously e £ g a b d' e'" (393n36), though the main source for his scale, Nicomachus's
Enchiridion ("Manual"), ch.9, 253.3ff, GMW 2, 261-2, presents a confusing and not

quite definitive recipe for it. Cf. AGM, 176-7, 220; Winnington-Ingram, "The

Spondeion Scale" 88 (below, note 22); A. Barker, The Science of Harmonics in Clas-

sical Greece (Cambridge U. Pr., 2007), 276-7, somewhat ambiguously.

20. Mixed scales: Aristoxenus*(his meaning is not entirely clear) 7.1-5, GMW 2,

131; Ptolemy 39, 75-80, GMW 2, 312-13, 351-6. Cf. AQ 29.5, GMW 2, 431.

21. Note that I have changed the relative position of trichord and tetrachord from
that of Terpander/Philolaus to that of AQ. The other possible trichord in C) is,

of course, d e g. My choice of 4 f g is somewhat arbitrary, but is conditioned

by the preference for the more "minor" sound of the scale with the latter trichord,
in keeping with the "minor-type" character of the Phrygian mode in the later, sys=-

tematized scales.

22. The sign ‘ is a semisharp, which raises the pitch by a quarter to a third of

a tone. AQ gives special names for the midtone: he calls the descending interval

*Unless otherwise noted, "Aristoxenus" references are to his Elementa harmonica.
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eklysis ("release"), the ascending, spondeiasmos, De musica 28, GMW 2, 430 with

nl38. Of the two versions of the spondeion scale above, Barker favors the first,
GMW 1, 255-6, while Winnington-Ingram seems to prefer the second ("The Spondeion

Scale,"kglassical Quarterly 22 (1928), 89-91.) cf. AGM, 164n9, 173-4.

23. Douglas Leedy., "Recognizing the Midtone, a Primary Musical Interval," Chez

1'Auteur, 2006.

24, The Greek "method of concordance" (l&psis dia sumphonias ("getting [an inter-

val] by means of concordance")): Aristoxenus, 53.3ff, GMW 2, 168; Euclid, Proposi-
tion 17, GMW 2, 203; "Plutarch" 1145a-c, GMW 1, 245; Ptolemy 1.16, 39.12ff, GMW
2, 312-13.

25. See note 10 above.

26. Aristoxenus (56.15ff, GMW 2, 168-9) suggested, quite mistakenly, that small
discrepancies in the tuning of the consonant intervals have a negligible effect

on their gquality. (Cf. Appendix below on Aristoxenus, p.2 and note 4.)

27. Aristoxenus, 23.1-22, GMW 2, 141-2,

28. On the seven-based intervals in Greek tetrachordal tunings, see Winnington-

Ingram, "Aristoxenus and the Intervals of Greek Music," Classical Quarterly 26

(1932), 195-208.
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6. VOICE, INSTRUMENTS, DANCE

The human voice was the most important musical instrument in ancient Greece,
as it naturally isbmost everywhere. The Greeks had both solo and (unison) choral
song in varying degrees of formality, including songs for girls, women, boys and
men, though men and women did not normally sing together. Both formal and in-
formal song was regularly accompanied by one or more instruments, usually the
lyre or kithara, or-—-for choral song on the stage particularly--the reed-pipe,
the aulos. (Some musical performances and rites prominently included various
percussion instruments, which are not included in this presentation.l) Dance
was considered by the Greeks not only as good for the body and mind, but was of-

ten an equal partner with words and melody in musical performance.

We know very little about vocal quality or performance style in ancient solo

song. A good voice was regularly praised as ligqus or liguros, words meaning,

mainly,‘"cléar"; the words are general and, of course, subjective, and possibly
could even apply to accuracy of pitch as.well as to vocal timbre.2 For our pur-
poses a steady tone is a requirement, that is to say, one without wavering of
pitch, and without vibrato. Since intonational inflections are so important to
Greek melody, an ear sensitive to pitch and intervallic intonation is a desirable
asset, along with good pitch control. As to quality, the only approach to be
avoided is that of the "cultivated" Western-style vocalism one finds particularly
in so-called art music. "Beéuty" of sound is irrelevant, nor apparently is it

a quality invoked by the Greeks. Work on pronunciation--vowel quality in partic-
ular, but also consonant production, dentals especially--will help "place" the

voice as one acquires an "ancient Greek accent."”

The two principal instruments of ancient Greek music, one a woodwind, the
other stringed, were highly specialized . adaptations of older, regional instrument
types for their musical purposes, and were evidently quite similar to double-clari-
net— and lyre-type instruments one can find today in North Africa and the Eastern
Mediterranean.4 Though both instruments were of non-Greek origin, the uses of

each span centuries: Olympus was an aulete (aulos-player), as mentioned earlier;
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VOICE ETC.--2

the instrument's ritual use continued from the eighth century, becoming an accom-
paniment to the chorus in the music of the tragic stage, while, played by women,

it accompanied "popular" song at the typical drinking-party (sumposion).

The lyre appears in a Mycenean fresco at Pylos, ca.1300 BCE,5 and along with
its larger siblings, the phorminx, kithara and barbitos, provided the traditional
accompaniment of heroic and lyric song. Both aulos and kithara in later centuries
became solo instruments, and their players virtuosi who competed for prizes;6 the

Romans in turn used the kithara (cithara, fides) and aulos (tibia) in much the

same way as the Greeks, until.the instruments were done away with by Christian

Rome.

Perhaps the most striking of the Greeks' foundational stories of their in-
struments, that of the supposed invention of the lyre by the infant Hermes (Mer-
cury), while undoubtedly very old, is entertainingly told in the (rather late)
Homeric Hymn to Hermes,7_who not only assembled the instrument from parts of an
unfortunate tortoise, a cow and some sheep, but also immediately played on and
sang to the completed lyre with great skill-—though naturally not as great as that

of Apollo (lines 499-502, 509-10), who receives the instrument as a gift from

Hermes. The aulos is mentioned briefly in the hymn in a rather startling passage,
where Apollo, praising Hermes's musical talent, says, "I too am a follower of the
Olympian Muses, whose concerns are dancing, (?)lively (tethaluia) music and the

delightful noise of the auloi® (450-—2).8

These two instruments create a remarkable thread of musical and cultural
continuity, as their constant invocations in the ancient sources testify, con-
necting, along with voice and dance, what was probably a majority of public and

private activities of every kind over the course of many centuries.

The aulos is not called for specifically in any of the musical reconstruc-
tions here for obvious, practical reasons: attempts to create and play replica
instruments have not been particularly satisfactory, so far as I am aware (not
to mention attempts at digital synthesis). The treatment of the instrument in
the literature of modern times is, however, quite extensive; a few surviving in-

struments or portions of others have been studied carefully and reported on in
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great detail, telling us everything but what we really want to know about the in-

strument's musical attributes. For this we have to read the many and varied an-
cient reports. The aulos, or (plural) auloi, usually a pair of double-reed

pipes, accompanied solo as well as choral singing in (we think) a generally sim-
ple unison style; as a solo instrument its technigue undoubtedly involved elab-
orate ornamentation (as cne can hear in today's playing of the "double clarinet,”

the Arab mijwiz or mizmar). A possible substitute for the accompanying aulos

would be an oboe-clarinet or oboe-English horn unison, or perhaps a pair of oboes,

, 9
shawms or clarinets.

A curious legacy of the aulos, pointed out by John Landels, is the word
diesis, which the Greeks applied to the smallest melodic interval in a tetra-
chordal tuning, and which thus could vary in size from a guarter. tone to a semi-
tone; the word comes from dia-hienai, "to let through," or in Landels's practical
term, "to leak," referring to half-hole fingering technigque on a woodwind. It
is evidently the only technical term in Greek music theory derived from a wind

, 10
instrument.

Literature, both ancient and modern, on the ancient Greek lyre and its rel-
atives is extensive; the most telling references are, I find, those of the com-
posers themselves, Pindar esbecially, whose invocations of the phorminx as the
composer's inspiration are celebrated.11 A few replica instruments have been

i 12
made, played on, and recorded in recent times, with quite musical results.

We do not need the ancient instruments for our purposes here, which will be
very satisfactorily served with a variety of modern substitutions. No apology
need be offered for the use of instruments of the harp, lute (guitar) or zither
families, which are as old as that of the lyre, and members of which turn up
sporadically in the ancient Greek musical world.13 Almost all the musical recon-
structions here are intended for voice and plucked string instrument, which moves
regularly in unison with the voice, in the style of Plato mentioned above, 4 con-
tributing a short prelude (anabol€&) to a song, and brief, metrical interludes at
suitable places in the music; the use of the instrument will be a part of the

presentation of each musical reconstruction in the following chapters.

7t



VOICE ETC.--4

There are various stringed instruments that can serve as a substitute for
a four- or seven-string lyre: an autoharp (plucked with the fingers), zither, or
small harp, for example. As a stand-in for Homer's four-string phorminx, a guitar
can reproduce the intervals I use (p.33 above) with no retuning and two stopped

strings.

ALY (1
x

iﬁz{

—

A plectrum was used regularly from some point, but earlier practice (at
least for our schoolboys) was to pluck the strings with the fingers, which I rec-
ommend, letting the strings ring undarnped.‘!“6 Other later techniques peculiar to
the kithara (and carefully illustrated by Greek artists) included left-hand damp-
ing of strings combined with a swept-string plectrum technique; scme polyphonic
excursions occurred (since Plato specifically forbids them in the Laws passage
referred to previously); . none of these resources will be called for here. For-
mal solo and group song always had the benefit of instrumental support, which,
along with its practical advantages (even, as the Greeks claimed, the covering

17
up of bad singing), gives the music a breadth of effect that it lacks without it.

Modern examples of singing in unison with a plucked string instrument can
be found, for instance, 1in recorded performances by the Nubian vocalist Hamza
El Din, and of music in the Ethiopian Azmari style of voice and krar (a five- or

six-string lyre; the name is cognate with kithara).

The third aspect of musical performance, along with words and melody, was
dance: these together belong to what the Greeks thought of as Music (mousike, sc.
tekhneé), that is, those human endeavors that were overseen by the Muses, with
whose inspiration Sappho, Pindar and other notable poet-musicians created as an

indivisible unity the words, melody and choreography of their compositions.
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Aristides Quintilianus writes,

Rhythm in generel is perceived by three senses, which are these: sight,
as- in dancing; hearing, as in melody; and touch, by which we perceive,
for example, the pulsations of the arteries. Musical rhythm, however,
is perceived by two of them, sight and hearing. Rhythm is imposed in
music upon the movement of the body, upon melody, and upon diction: and

. , 20
each of these appears both alone and in combination with others. . .

As singing projects words into musical and acoustical space, so are words, melody

and rhythm projected by dance into the further dimension of physical space.

“One can get some idea of the place of dance in the lives and culture of an-
cient Greece from their long lists of dances, both formal and informal, and from
the vast numbers of surviving images in sculpture and on pottery--all "snapshots,"
of course--of dancers and dancing. Among other things, these illustrations show

the importance in dance of the role of the arms and hands in physical gesture

(kheironomia, "cheironomy").

What is the modern student to do with the choreutic (khoreutikos, "of or for
the dance") aspect of ancient music? At least some simple experiments of impro-
visational movement to memorized music will be indispensable. For some, especial-

ly those who have experience with Balkan folk dance, such a physical interpreta-
tion of the music in "“dance space" will seem natural and familiar; for others,
myself included, it will be less so, but not without its effect. (Ideally, the
kinesthetic memory of the dance movements will remain, and will be recalled with
words and melody as a single, unified experience of memory.). A few suggestions
about dance movement are offered with some of the separate musical reconstruc-

tions in the following chapters.22

In the introductory chapter of his admirable study of the compositional
technique of Pindar, who is probably the unsurpassed méster of this musical syn-

thesis, William Mullen writes that

the magical power of any rhythm is to heighten attention and lead it

into spheres otherwise inaccessible. When these are spheres where

76



VOICE ETC.--6

the powers of music, dance and language merge under the governance

of a single rhythm, the spell is deep indeed.23

The rhythms of choreography must be considered, however, for a purely prac-
tical reason: the rhythmic structure of the dance in lyric and dramatic composi-
tions was not identical to the metrical structure of the words. As Quintilian
put. it in his "Orator's Education," "Metre is a matter of words only, Rhythm in-
cludes movements of the body." 24 In order to reconstruct and perform the musical
works we therefore have to identify those places where rhythm and meter differ;
inconveniently for us, little or no direct evidence has survived of these differ-
ences. Indirect indications will nevertheless allow us to derive and incorporate
quite straightforwardly in the musical examples the extension of specific lines
with brief instrumental figures, implying dance steps and, for the singers, rests

(kenoi khronoi, "empty time-units")--which of course are needed for breathing in
25

any case.

This aspect of reconstruction will be considered in detail for each work
taken up in the chapters on lyric composition to follow. - For now it need only
be noted that composers seem to have allowed, in the rhythmic structures of re-

peating strophes, for regularly occurring points suitable for such extensions.

Let me close my too tentative treatment of this essential aspect of ancient

Greek music with the encouragement of Lucian, who in his On Dance asks,

Then why is not dancing a thing of utter harmony, putting a fine
edge upon the soul, disciplining the body, delighting the be-
holders and teaching them much that happened of old, to the
accompaniment of aulos and cymbals and cadenced song and magic

that works its spell through eye and ear alike?

17
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NOTES (Voice, Instruments, Dance)

1. Percussion instruments of various kinds were as widely used in ancient Greece
as in most cultures, but their employment in "formal" music appears to have
keen quite limited. AGM has the most useful overview (p.122-8), with many source

citations. Thomas Mathiesen's Apollo's Lyre (Univ. of Nebraska Press, 1999,

p.162-76) gives extensive descriptions of percussion instruments, with illustra-
tions, and some of their uses, including, possibly, in the training of a chorus
(p-166-8). Andrew Barker notes that percussion instruments "appear as accompani-
ment to dance of all sorts, public and private, not only in ... [thel] ecsatatic
rituals of the mystery cults ...; but there are suggestions in some authors ...
that they went with a type of music that was orgiastic and unseemly, not elevated
and dignified. They are natural associates of Dionysus and the aulos, rather than

Apollo and the kithara" (GMW 1, 17).

2. West's chapter in AGM on the voice is especially good: his is the only general

study I am aware of to offer such obviously indispensable treatment. ligus/liguros

can be either "sweet" or "shrill," depending on context.
3. See note 18, below, on recorded examples.

4. Cf. NG2 s.v. "Lyre," "Mizmar," "Arab Music" II.4 with illustrations; AGM,

p-48-9, 81-2, 327-31; MMAG, Chapter 1.
5. Reproduction, MMAG, p.13, £ig.10.

6. Including in at least one case, of a certain Midas of Akragas (Sicily), an

aulos~player, a victory ode from Pindar (Pythian 12, 490 BCE).

7. Homeric Hymns etc., edited and translated by Martin L. West, LCL 2003, p.112-59;

the portion on musical instruments is translated in GMW 1, 42-6 ("this marvellous

poem should be read as a whole," comments Barker, p.42). Particularly good are
Anderson's remarks on musical aspects of the hymn, MMAG 54-6, although in line
54 West's translation, "[the lyrel rang out impressively" seems contextually more

suitable than Andersons "made a fearful clatter" (smerdaléon konabése). Note also

that the child used a plectrum (line 53), probably a later playing techniqgue.

p: (o . . . — ~ - e s \ v
8. kal gar egd Mous€isin Olumpléde551n opedés,/telsl khoroi te meélousi kail aglaos

. o, ~ . /2 / ~
hoTmos aoides/kal molpé tethaluTa kal himerdeis brdémos aulon.
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9. See especially Athenaeus 174a-185a and 616e-618c, GMW 1, 259-75. Kathleen

Schlesinger's monumental study (The Greek Aulos, 1939) is significant now only

for her theory of scale construction, which is not Greek; historical and physical
evidence has' largely discredited her work. Extensive technical information is

given in NG s.v. "Aulos" (A. Bélis); AGM, 81-107; MMAG, 179-84; Apollo's Lyre

2’
(note 1, above), 177-222. BAn excellent technical summary is that of John Landels

(who made a specialty of the aulos and its presumed playing technique), Music in

Ancient Greece and Rome (Routledge, 1999), 24-46.

The most complete treatment I am aware of both of the construction of the
instrument and how it may have been played is to be found in Stefan Hagel's

Ancient Greek Music: A New Technical History (Cambridge, 2010), especially Chap-

ters 9 and 10. (Hagel's demonstration of an aulos replica is mentioned below,
note 12.) There are many images in ancient Greek art of aulci and aulos-playing;
the illustrations of the ancient instruments in the 1980 New Grove are superior

to those in NG,.. Illustrations of mizmar/mijwiz: see note 4, above; illustrations

2
and a recorded performance of mijwiz can also be found in Music of the Arabs, by

Habib Hassan Touma (Amadeus Press, 1996, with CD), p.129-31. Note that the two
pipes of the aulos were separated from one another at an angle of about 15 de-
grees or wider, while those of the mizm3r/mijwiz (double oboe or clarinet) are
adjacent and parallel, with adjacent pairs of finger-holes, each pair of which
can be covered by the joints of a single finger; the playing technique is thus

necessarily very different from that of the aulos.*(gxeu

10. Landels (previous note), p.35; also AGM, 235 n.41. cCcf. further treatment in

the appendix below on the minor-third pentatonic mode.

11. cf. MMAG, p.101ff. Surveys in AGM, 48~70, MMAG, 171-8; NG2, s.vv. "Lyre,"
"Phorminx," "Kithara," "Barbitos." The most extensive modern treatment of these

instruments is by Martha Maas and Jane M. Snyder, Stringed Instruments of Ancient

Greece (Yale, 1989); cf. also Hagel (note 9, above), p.76-96.

12. Better than with attempts to replicate the aulos. Replicas of kithara and
aulos played in various styles can be heard at www.oeaw.ac.at/agm; I regret to
report that these particular attempts are to my ear gquite unappealing. The play-

ing technigques also introduce chordal effects on the kithara and polyphony on the
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auloi that were most likely not part of Greek musical practice in the earlier era
we are concerned with here. (An example of the performance of Homer at the same
website is, however, highly recommended, with the reservations given above, Chap-

ter 4, p.49 n.14.)

13. A sort of catalog of these unusual instruments is to be found in Athenaeus,

634c-637f, GMW 1, 293-300.

14. Unison accompaniment (proskhorda): Plato, Laws 8124, GMW 1, 162-3; cf. "Plut~
arch" 1141b, GMW 1, 235, and Aristotelian Problems 19.9, 19.43, GMW 1, 191, 201-2;
the singing "mistakes" that the aulos supposedly covers up seem to me likely to

have been pitch problems.

15. To transpose these intervalé to a lower pitch will of course require some

retuning; a capo can be used to move them to a higher pitch. Even an ukulele can

be used for Homer: from the standard tuning, simply lower the pitch of string IV

.a tone and put a finger at the second fret of III.

16. Note 14, above. Schoolboys could use either finger or plectrum; see Plato,
[Lysis “209b.

17. Note 14, above.

18. There are several CD albums by Hamza El Din, including "Eclipse" (Rykodisc,

1978); an example of the Azmari accompanied song is the album "Tesfaye" by Seleshe

Damessae (Music of the World, 1990); Damessae's krar playing includes elegant

elaboration of the vocal line as well as interludes.

19. Aeschylus as choreographer: "I myself devised the(dance)figures for the cho-

rus" (toisi khorols autds tha skh&mat' epofoun), Aristophanes, frag.696.

20. ho pas mén oun rhuthmds trisl todtois aisth&t&riois noeftai: dbsis, hos en
oﬁdf%ei; ako8i, hds en mélei; haphéi, h3s hoi tOn artéridn sphugmof. ho d& kata
mousikén,hupb duoin: opseés te kal ako8s. rhuthmizeto d& en mousikéi kin8sis
sématos, meldidfa, 1léxis. toutdn d' hékaston kal kat' hauto thedreTtai, kal kata
ton loipdn ... AQ 31.18-25 (transl. Barker), GMW 2, 434. Cf. Aristoxenus, Ele-

menta rhythmica 2.9, GMW 2, 186.

21. See NG2, s.v. "Cheironomy"; cf. Athenaeus 631c, GMW 1, 291. Cheironomy was

an important part of music and dance in ancient Egypt: see Lise Manniche, Music

and Musicians in Ancient Egypt (British Museum, 1991), p.30ff and passim. As an

%0



VOICE ETC.--10

example of a complex language of cheironomy, see Lewis Powell, Music and Musical

Thought in Early India (Univ. of California Press, 1992), p.65-6. Illus. p.100, below.

22. The main studies of ancient Greek dance in English are by Lillian B. Lawler:

The Dance in Ancient Greece (Wesleyan Univ. Press, 1964) and The Dance of the

Ancient Greek Theatre (Univ. of Iowa Press, 1964); and, much more briefly, by

J.W. Fitton, "Greek Dance," Classical Quarterly 23 (1973), p.254-74. T.B.L. Web-

ster's attempt to supply specific dance steps in The Greek Chorus (Methuen & Co.,

1970) , by putting together ancient pictorial evidence, a basic set of stock dance-

movements and metrical analysis of solo and choral compositions, though largely

unsuccessful, may be of help to some. (His long list of pictorial reproductions
by museum catalog number, etc., could assist in locating specific images on the
internet.)

23. Choreia: Pindar and Dance (Princeton Univ. Press, 1982), p.5.

24. metrum in verbis modo, rhythmos etiam in corporis motu est. Institutio Ora-

toria 9.4.51, transl. Russell. (Cf. the Appendix "Rhythmics, Metrics" below.)

Quintilian (b. ca. 35 CE) has much of great interest to say about music, musical
performance and the Greek composers (especially in Book 1, Ch.9 and Bk.9, Ch.4),

all of which were a part of the training. in rhetoric of ancient times (5 vol., ICL 2002).

25. Quintilian: "Rhythm also more readily allows unoccupied time units [than meter]"
(inania quoque tempora rhythmi facilius accipient), loc. cit. (previous note),
transl. Russell. A look at a typical metrical analysis (from even the most musical
of modern metricians) of a lyric chorus, for example, should immediately prompt

the gquestion, "But where do the singers breathe?"

26, De Saltatione (pericmﬂf%eBs) 72 (2nd c. CE); Lucian, vol.5, transl. by A.M.
Harmon (slightly altered),vLCL, 1936, p.275. P3s olin ou panharménidn ti khrema
JSrkhEsis, thégousa men ten psukhén, askollsa d& kal td sOma, térpousa d& tous

horBntas, diddskousa dé polld ton palai hup' auloTs kal kumbilois kal meldn eu-

R
rhuthmfai kal kélései did te opthalmbn kal ako@s?

*(to note 9 above, p.79) See now aulochrome.com for a recently developed double

woodwind inspired in part by auloi.
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Singing Ancient Greek

Part 2



7. ELEGIAC AND IAMBIC POETRY

This chapter is concerned with poetry that, like epic, is unilinear (stichic),
where, in the‘repetitive verse structures, variety is achieved through small dif-
ferences of rhythm within the line, and especially in the interplay of word di-

vision, accent-melody and the metrical pattern.

Although the elegiaé couplet (distich) consists of two complementary lines, it
is in practice not distinguishable from unilinear poetry. For anyone familiar
with the sound and feel of the dactylic hexameter line, the elegiac couplet poses
no performance problems. Nor is there any lack of material, as elegiac poetry
may have been the most popular poetic style in both Greek and Latin; it encompas-
ses a range of expression from the most serious to the least. It is also ancient,

going back to the seventh century or earlier.

The first line of the couplet is a regular hexameter; in the second, shorter
line, called the "pentameter," there is but one critical detail for the singer:
despite the invariable caesura {word-break) at mid line, no rest can be inter-
polated at that point, such as some 19th- and 20th-century scholars have thought
necessary. The line is sung without interruption. Not infrequently an elision
will occur at midpoint, or it will be bridged syntactically, making interruption
inappropriate. Both are true of the following couplet, by Antipater of Sidon

(2nd c. BCE), from the Greek Anthology:

- —l= |~ v vlzv vl-u vi-ct
2dé dge plassel men huporopha gura kheliddn
—-u.,l\/—--—_ — U U -

oik{a, leimdndn d’ habra gelal pétala.
- ~——

Already the swallow (kheliddn) is building under the roof (her) round

houses, and the meadow's soft leaves smile (gelai).

At the end of the couplet the singer may add a rest of one long (or perhaps more)

for rhetorical effect, but will normally continue directly to the next couplet.1

The easiest melodic approach to the elegiac couplet, and quite satisfactory,
is the simple, four-note epic model. Or one could sing in a more expansive

Dorian, as in the following lines (fr.l) of Mimnermus (later 7th century):

&3
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Anabale @ ELEGIAC ETC.

(4

= s
O+ )] J T 1’ ) - > i . ?ﬂt~j:i::i:i1—“**
8 y 3 i \_,)
tic 8¢ ploc, T( St T_if‘n'Vov o('zzz.f? )(Ez)can?c A:{:Foge:c?c ;
tis de bios, ti ae terpnon ater khrusees Aphrod{t&s?
What is 1life, what (is) pleasure without golden Aphrodite?
R . ¢ lngte

N P ) T " L N
I N 11 N W i R i Y = N
1 ?—TY { Aijt_é 1?7 1Y 7 3
‘ 3 ; ! ‘ " !"l&'
8 ]

e
tié’vmfr{v, oz Mot /u.l:s,u TAOT pgrot,

tethnaf{-&n, héte moi eti talta méloi,

Let me die when for me no longer do these things matter:

b b c.b be b abs bc‘, a b & a ba a,ab,

K.PU"IT'CnL (.f' c}c_)\oulr_ KEL pELALXK Su) A KAL guvh,

ktu~- ptadié phildtées kal meflikha das kal eung,

secrets of amours and soothing gifts and the bed,
Nuete,

fe eF e of de fa £ e & e fe £4o

G of e /

oL anc PV, ycvt'CaL(_ RPNk

ho1' hebes anthea qlnetal harpaléé

such of youth's blossoms that captivate

b c b a b b b

) e 2 N = 7 > \ ’ 9 ~ y 7
anPa(cw ylés, yuwu_gw S AN oéuwzpov ?_Ti)\gr)t
men and women . But when the pain comes on

fe e € af‘ Fe

-2

5

| twstr.

afefE

YI9Re, o T’ xu:x‘aov o,uoc KL KooV ,,g\/épx TeBsl,

of old age, which disfigures even a handsome man,

I s/ > N N ’ : s,
Alel pip c’:Fivxc: a(fmlﬂ Kek&l Tetpovel MEpLuvike,

constantly his heart by miserable cares is worn, ebr
Vst
af de f e I £eb et
287 wye SPELON  TE, N
OVe  XUydc 'ﬂ‘looco{oav TEPMETAL nshloy,
nor is the light he 1ooks on pleasurable from the sun.
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o b <’ ab be ¢ L,
L] ] ~ ~ = / 4 Z N\ Ve
N ex@poc pipm trxiely, ATLpxeroc d2 yovalg (V) -
Rather, (he is) hateful to boys and disrespected by women-- '

st
", . , fe e ;, £ e A.e; l B8 ¢'bA bwe'B oKEF Al
ouTwe dpyMaoy Y?U)ac tOnys Oioc. 10

50 harsh (is) the old age imposed by the god.

Performance notes: Improvise a brief instrumental anabole (p.29, 35 above), per-
haps simply e-f-a-b. Interrogative inflection, end of line 1; correption of kai,

line 3; hiatus from line 4 to 5 can be mitigated by a breath; enjambment 5-6 (no

breath) . For the musical notation beginning with line 3, see above, p.&1.3

Greek elegaic poetry was said to have been performed to the accompaniment
of the aulos, presenting a performance problem absent for the kitharode (singer
accompanying him- or herself on the kithara): singing with the aulos requires at
least two performers, and so the qguestion is, How can the aulos player provide
a unison accompaniment when the verbal text, with its varied prosody, is unfa-
miliar or iﬁprovised? The answer may lie in the ancient practice, common in
Egypt and probably elsewhere (see above, p.76 with note), of cheironomy, an indi-
cation of pitch-change by finger and hand signals (in use today in the performance
of liturgical chant in various parts of the world) given by the singer to the

instrumentalist.4

Iambos is a word of obscure origin and meaning, probably related to the word
dithyramb. TIambic was first used to refer to a style of poetic expression charac-
terized as "bitter," "scornful," "licentious"; later it came to be restricted with-
in this style to a particular metrical pattern that we continue to associate with
the name "iambic."5 The most famous composer of iambic poetry was the seventh-
century Archilochus of Paros (though unfortunately little of his work has sur-
vived) . Iambic meter turned out to be of great and wide-ranging utility in Greek
music: it is the principal vehicle of dialogue in tragedy and comedy, as well as

a basic meter, along with related metrical figures, of solo and choral lyric on

the stage, especially in the tragedies of Aeschylus.

85



ELEGIAC ETC.--4

There would be little to do at this point but present some examples of iambic
composition if the Greek iamb were merely repetitions of that very basic rhythm
of but two elements, short-plus-long (Y ~— or_id ). As it happens in Greek
practice, however, iambic meter is not so simple, and its rhythmic idiosyncracies

present a challenge to the modern sense of rhythm.

A single iambic line, a folk-saying usually attributed to Archilochus (fr.201),
will serve as an example:

L= = oo = = s =y = v

péil' oid' ald- péx, all' ekhT- nos hém méga.

Many things knows the fox, but the hedgehog one (thing), a big (one).

Probably because of their guickness, iambic feet were grouped by the Greek
ear into pairs, called metra (and the pairing of the two is a syzygy, "yoking to-
gether"). Three metra (= six feet), as in our example, make an iambic trimeter,
the most common disposition of iambics, usually referred to simply as "trimeter."
But the rhythm, one notices immediately, is irregular: the Greeks allowed the odd-
numbered feet to be either an iamb, short-long, or a spondee, long-long, while
the even—numbered normally remained unaltered. The variable element is called
anceps ("ambiguous"; above, p.8), represented in metrical analysis by the sym-

bol X; the generalized iambic metron is thus represented symbolically as

x_.u_w.G

The variable foot causes some iambic metra to contain six shorts (units, or

protoi chronoi) and some seven. In modern musical notation, the two metra are
g P 24| ana 44D

foot, checks the speed of the regular iambic rhythm, so that it sounds "a bit

; the second, by virtue of its greater length and spondaic

. 7 . :
slower and heavier," as Horace puts it. The seven-unit metra seem to occur ir-
regularly and arbitrarily: a trimeter line may have none, one, two (as in our

. line above) or three of them.

This effect is guite alien to our modern idea of iambic meter. Expressed

in modern notation (albeit inadequately!), our example line is something like
30 b
g s g gl >l bl DNy
pdll' o1d' a- 15~ peéx, all' e~ khT- nos hem méga.



ELEGIAC ETC.--5

This hardly looks or sounds like the iambics we know, where we normally hear a
short unaccented "upbeat" syllable followed by a stressed "downbeat" syllable of

about equal length--"The cloud-capp'd towers, the gorgeous palaces," for example,

or, with the familiar musical rhythm,
%W? 5 %“,! L S
L {P) [ AN | — — T Y— — D
—t ¥ — 1 p—
Au—- tomne au ciel brumeux, aux horizons navrants ...
Gabriel Fauré, "Automne," op.18, no.3 (A. Silvestre).

I have found that a considerable amount of practice of the iambic trimeter, both

spoken and sung, is required in order to adjust the ear and rhythmic sense to

the unpredictability and elasticity of the Greek model.

Were iambic trimeters sung or spoken? Archilochus is said to have used

several methods of performance, including singing. Our example line might be

sung,

— £ et 1 } )
L L N
T W - T
e =t = =se—reoes
R 2D _ P N
poll' oid' ald- péx, all' e-khT-nos hém méga .

Modal scale: IV, p.65.

Typically of the compositional styles of the archaic period, very little

remains of iambic poetry.

statesman Solon (d.

ca.

559 BCE;

There has survived a remarkable passage by the great

archon or chief magistrate at Athens,

594), who

was a prolific composer of poetry in several styles, describing his enactment of

the seisakhtheia, the "shaking off of burdens," a cancellation of debt (including

body-debt of serfs) and land mortgages.

count expressed as poetry,

. 9
opment of literary prose.)

(It may surprise us to find such an ac-

but Solon preceded by many generations Greece's devel-

Of this document (fr.36) the first seven lines fol-

low; the remaining twenty are given as a supplement at the end of the chapter.

For practice,

can be used,

or the familiar Dorian,

spoken performance is recommended as well as sung;

87

the scale here

or some other melodic framework.
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PO B N Iy
asots GRS
vy - v - T ¥ B ¥
& Ae e %Y? 3 {*& 4* e f* {H {ﬁ (spondees)
&qu JE y LY fxz_v OUIVG,K« g\J\/VI \{otyov (0)
ego de tdm meén houdne -ka xune - ga—-gon
And I, as to those things on which account I%brought together
aa b @ a #ﬁw & ﬁ'éﬂbb
Sr”uav T TodTWv 'Trpl,v ‘l:u;\at,v 5rw(uaquv (2)
de-mon, t{ tod~tdm prin tukheln epau- s&-mén?

-

the people--of these things, before the achievement of which did I stop?

# e Aaa cic;. eo\{*e_ kF”
cumuaaf:ru,omq x0T’ Av EV &_Kr}L )Q;ovou (2
sum-mar~ tu-rof& taut' an en dik&i khrdnou

A witness there will be to this, in the judgement of time:

ew%@ a. b &gﬁ- 4&'4 b a -FK F_g, d_dﬁ

7

MEYP /We,yt.r_-cv] So(L/LLOVUJV Oku/u.rnu)v (2)
mé-tér megl— st& dai-mé-ndn Olum- pl on\/ :

the mighty mother of the gods - of Olympus,

a {ﬂ e Qj‘ b Aﬁﬁ e

teTa A g)«;c.\ro( The By T 5

‘*F n M ne gy« Tott (0)
arl sta, Ge mélai- -na,

and best, dark FEarth, of which it was I who once

e/ > ? ~ V4 v

OpoOVC AVELXOM Trorhatx ML TEWY yoTAC * (1)

the boundaries removed that in many places had been set;

, fie d de & e
MpécOev 82 Sourtlouca, VOV ’ekausa)prz, @gm

previously enslaved, now she is free.

Performance notes: a short a, i, or u in a metron's first position has been -indi-
cated. Enjambment at 1-2, 4-5 etc., postponed breath. Semivowel diphthongs have
underlining where syllable is accented (e.g., 2); underlined nu or sigma make

a long final syllablé in 8, 22 and 26. Hiatus at 5-6, 13-14, where a short vowel

ends the line (but not at 23-4, a syntactic break), makes a brief silence with-

g8
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out a break in continuity. In the third metron of 26, -Trol~ is probably performed
short. Lines 6, 16, internal rough breathing (anheIlon, xunharmésas). At end

of 25 (A), a measured rest of one iamb can be taken. Modal scale: III, p.65.

Iambic trimeter became a workhorse of Greek poetic composition, the most
common meter for dramatic speech in both tragedy and comedy, as men-
tioned above; according to Aristotle, this was due to its closeness in effect to
spoken declamation.11 In comedy, dialogue almost certainly was mostly spoken.
In tragedy, however, there is some evidence thét at least at times it may have
been a sort of "sung speech": Aristides Quintilianus mentions an “"intermediate"
kind of vocal production midway between speech's continuum of pitch and the dis~

crete intervals of song, a "combination of both" that is used "to read poetry."12

For anyohe interested in exploring the musical and dramatic possibilities
of this style of performance, I offer some recommendations from my own experi-
ence: first, to speak in strict rhythm trimeter lines such as the following (and
there is no lack of practice material!); then, to sing them repeatedly--again,
strictly, and preferably from memory, using the simple Dorian intervals given here,
or some other; and finally, to speak them again, but in effect on a "higher level,"”
listening = carefully and letting melody inform the spoken words. Over time,
this kind of melodic speech~~though stylized--will acguire the rhythmic and

rhetorical freedoms of theatrical declamation.

In the following passage is an example of resolution, the substitution for
a long syllable of two shorts, which can occur in most long positions of iambic
trimeter, including the first anceps long of a line. Resolution (normally indi-~
cated ¥M) rarely presents a performance problem, and is not encountered with

great frequency in Aeschylus or Sophocles.

8%



ELEGIAC ETC.--8

Sophocles, Antigone 1087-90

(Teiresias)

~ ~ - -~ ~ -~ v, 2 Vv
3 pa%, su &' h&- m3s apage pros domous, hina

S~

Boy, lead me home, so that
fe 4 e a:f £ e de £ d e fe
—— - v —_ ] w — L)——il)__ \J-—-l
ton thUmon hol- tos es ned- térous aphéi,

-
(his) anger this one [Creon] toward a younger man will vent,

~
\ -, P . — ~ — . P
kal gnoi trephein ten glossan hésukhaiteran
S

and learn to nurture a tongue more peaceable

Y ~ — ~ -~ ~ e .
ton noun t' ameind ¥ tom phrendSn hSn nUm phérei.
-/

and thoughts better than his mind now holds.

Performance notes: ébage (1087) with resolved long; end of same line, —-na is

brevis in longo, followed by unit-~length rest without disturbing enjambment.

The trochaic metron is the mirror image of the iambic metron; it consists

of either two trochaic feet (=—w or J k’) or a trochee and a spondee: that is,

either |J bl }| or |‘j'JJ

. . . . e 13
A poetic meter that was rather widely used in archaic compositions, and

. The generalized trochaic metron is {_.w - XJ.

that remained in use for centuries, was the trochaic tetrameter catalectic (often

referred to simply as "tetrameter"). This line consisted of four trochaic metra
(as defined above), the last of these being catalectic, that is, with its final
element omitted (katalExis from katalégein, "to leave off"). In my interpreta-—
tion, the missing element is in performance replaced by a rest of equal length,

making the line rhythmically complete, though it is metrically shortened, an ex-

90
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ample of the difference--here a very small difference, to be sure, but a most sig-
1
nificant one--between meter and rhythm in ancient Greek poetic compositions.

Let a pair of lines, a fragment (fr.120) from Archilochus, serve as an example:

LY 3 ! L} 1 : L S *L

4

'y Py

»6 Ld » ® b A \ 4

Z —— N Pl
hds Did-ni- sou dnaktos k&lon ex~é§— xai mélos
since Lord Dionysus's lovely song to lead
o <’ a- a &
*g 9 3 g2

(%)

,..u-—UI_. _..._I,_u.—__.r.__,u

> %

——

- 7 o= s — ~ < w
olda di-thd- ram-bon oi-n8i sufh-kerau-nS- thels phrénis.

I know how, the dithyramb, with wine thunderstruck in my senses.

Performance notes: The fourth metron is completed rhythmically by the final one-
unit rest (starred). Both -los and -nas at line~end are brevis in longo. The
sign A will be added, from here on, to the regular scansion signs to indicate a
one-unit (short) rest; and A will indicate (as it did in the ancient rhythmic
notation) a long (two-unit) rest. By itself, A will continue to stand for a rest

of indefinite length (above, p.9). Modal scale: IV, p.65.

Whether such lines were sung or spoken in the archaic period is probably an
unanswerable question, but attention to both interpretations (as well as AQ's

15
middle way), as practice, is useful.

The name trochaic comes from the verb trekhein, "to run," and is usually
thought of as a fast-moving meter of dialogue, as it is in its extended use by
Aristophanes. It can have this effect in tragedy: Theseus, at his second en-

trance in Sophocles's Oedipus at Colonus, announces his hasty arrival in four

lines of tetrameter (887-90), its sole appearance in the play. Tetrameter lines

are, however, long-winded, and can even seem spacious, as in Aeschylus's enployment

of them in Persians to herald the entrance of the Persian Queen (below) , and in
her quite formal opening address (159~72); she then reverts to the more informal--
to my ear--trimeter. (On the other hand, the ghost of Dareius, in a later epi-

sode, seems pressed for time in his tetrameter pronouncements and dialogue (6397-

99, 703-58).)16
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The chorus halts its walking anapests (140-54) and, through its leader,

greets the Queen in tetrameters (155-58):

bél a a a&y a Y o a e £ e A {5& £ e

:: S R NS | —_ U - u _ N - A l
"

w ﬁ«Qquvwv avecex Tepeddey urrs_p'coczq,

° bathuzo -ndn dnas-sa Persi{-ddn huperf tatéE,

O deep-robed Queen of Persians, most exalted,

Wa fe

N o
—_— v u—a-—i..u —_f-l...u.-/\

1':‘::{7 r‘l 1’0200 YilodL—f 7&«2,0&, Ailpac/au yo.;vax,,
mE€~-ter hé Xe£~xou gerai-a, khalre, Da-rei-ou ganai,
mother of Xerxes, elder, hail! Darius's consort,

WPa fa ola
Gzau )u_gv &uwu:zc‘oo( Tzpedv, EEOU Se Kﬂ(L/Lu]T, p ic*:uc
theou mén euni-teira Per-sdn, theou de kal mé- ter ephus,

of Persians' god sharer of the bed, of a god also mother you were born--

eeeote ef e A d e ab a bP oate_ e fe
'LL TL /u.»} éou.)u.wv TOQALEC VOV /ugezc:tv(Ka r_tlawcwf.
ef ti m& daf-mdm pa-laids num methé-sté-ke stra-tdi.

unless, at all, the Fortune of old has changed for (our) army.

Performance notes: If you use the suggested melodic realization, continue the pat-
tern of the first line in the following two. It seems possible that the rest at
line-end could be either a short or a long--in other words, an anceps rest, for
which we could use the sign R. What is essential, however, is to maintain the
rhythmic continuity and momentum from line to line, except where a clear thetorical

break, which could be measured or not, is called for. Mode: Dorian transposed.

The brief empty space produced by catalexis most often coincides, in tetra-—
meters, with a syntactic break (since the considerable length of the line can
easily contain a complete sentence or clause), as in the examples given here.
More rarely, there will instead be enjambment, in which case a syllable will have
to be prolonged to f£ill out the line's rhythm, or a space left without creating

a break in continuity. (For an understanding of long runs of tetrameters, it will
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be helpful to consult Aristophanes: for example, Frogs 686-705/718-37, or Clouds
575-94/607-26. Resolution of long elements is quite common in Aristophanes's

tetrameters, and occurs elsewhere.)

There is an iambic tetrameter catalectic also, less common than the trochaic,
but used by archaic composers, and by Aristophanes as well, at times in rela-
tively long sequences. The example here is a single line of Hippdnax (fr.119):

— = g=lv - v ] mso ~ e -y A

, Ve . e — — \ - Y ~
ef{ moi geénoi- to parthenos k&@lé te kal tereina ...

If for me there were a girl lovely and tender

Aristophanes, again, provides unimpeachable material for practice; the long runs
are indispensable for gaining confidence in continuity and rhythmic accuracy, along

with correct prosody and orthoepy (pronunciation and enunciation).17

Finally, in our lengthy survey of some of the main, long—-lived rhythmic re-
sources of archaic poetry, we meet the entertaining choliambic (from khdlos,

"lame") or scazdn ("limping") meters. The choliambos is a trimeter that ends with

a kind of "pbumping" effect of three longs, as in this example, again from the mid
sixth-century composer Hipponax (fr.26a), much of whose poetry--the little, that

1
is, that we have--is choliambic:

de e e Je e de e g2 g a ad g

= . - R -
oK o\‘C‘tcLYE.eLc Tg KL Awyouc Knﬂ;qp()u\cuv
ouk atta- ggés te kal lagous kata- b&u~kon,

' not on partridges and hares munching,

¢ a- e a  a j

-]y g

= — — o — l

g =3 &:’l L3 ;
ol ‘quuVchc enc uTaoLu 4>oaﬁwccuv,
ou téga~ ni-tFs sé-sdmoi-sY phar-mis-san,
not pancakes with sesame seasoning,

a 4 e ezj e qo- o_‘a a_ 3 e a
o0d’ acrthszc KqFmew i/u.'edv-cwv

oud' atta- nl tds ké-ri-oi-s¥in emba- pton. Modal scale: IV, p.65.

nor waffles in honey dipping.
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SUPPLEMENT: Solon: fr.36, 11.8-27 (continued from p.88)

d de ?,‘F'i&_o_ Fa F ap o\f#
) v P I V
ToNooe & Aev]\m-_ TaTped 2o BeowrLTov
And many men to Athens, homeland established by the gods,

"; V4 v v ,/ Vi
AVAYAY DM TPABLVTAC, dirov 2kSlkwe,
I brought back, men who had been sold, some illegally,

}/ 7 N 2 ~ ~
Doy Sikaioe,” Touc & &v&y\(«u\c T 10

others legally, and those who by necessity's

xpeLode duysyTac,” yhwecay ooxgT AzTiiny

compulsion had fled, the language no longer of Attica

L v € ~ ~ v <
LEVTAL, wC apm Tfo»\oL)Q'IL T\‘kmvw}uszc-

speaking, as may men who widely wander.

tove &' fvBdS® AUTOO Sourinv &eiLKEd

And for them who here in this place slavery's shame

£ v 5 g‘ 2 .
}&c«to«_, V]Er] eCTTOTEWY Tfo/u;:/a/uivouc_,

were suffering, by practices of their masters made to tremble,

) ’ 74 ~ v ~ Ve
g}xfe,uBif)cuc, eONKK . TxOTK MEY KPXTEL 15
freedom I established. These things bg—(my) power,

5/«103 ﬁ(fv?v e Kal gékr’y ﬁf.w;\f:/l_éc&'cv

with force together with justice blended,

s/ v N “ ,~ < c -
/zf;,gx, ket SuhBov we UTTECRE MV *

I did, and completed (them) as I promised.
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~ 2 ~
@ecpove §’ 5/Lofwc T KDL Te KRyt

Laws similarly for the lower and upper classes,

N - Ca e/ e P ’
subelavy tlc fxkaxcTOV XppMO CXC §lenv

for each person putting together a straight justice--—

>/ 5/ ~
EYpaLet . Ké\_f_‘cFov £ axhoe ac Eyw /\mﬁtﬁv, 20

(these) I wrote. And if a goad by another had been taken up as I did,

KollKo chachrz/c TE Kl FLNOKT virq_wv &vﬁlo ,

(by a man) of bad counsel and an avaricious man,

N ’ < /
oLk Yy KATECKE 5"‘2)/'.0\/' VgL yap li(ﬁg\O\_{
he would not have held back the people. For if I had wanted

:\ ~ 2 - Ve “ e
& TOLL EVAVTLOLLLY qvjmvav ToTE,

what to these opponents was pleasing at the time,

> ~ c/ ¢
wdtic & X Toletv oV TEPOL ﬁgac«[«to,

and in turn what for them the others planned,

AN ”~ / ar ? Ve e
TOANDY & avdpwv né ‘v&"\f’“’a’l TroXLE. [A) 25
of many men would have been bereft  this city.

i
TV oovek’ a’LA\c;“,, Toi\_{‘co9£/w ‘rToL;:P//MgvaE

On this account a defence on every side I created,

e 4 e -(—fe. e Fﬁc e a lL dk_f# 15# e o)
~ ~ >

we gy Kucimw 1To>\z\v\t.c.(.v ££'Cfoi<{>r)v Ndkoc. @

as among a dog-pack I wheeled about, (like) a wolf.

25



ELEGIAC ETC.--14

NOTES (Elegiac and Iambic Poetry)

1. Oovid confirms, in Amores 1.1.27-30, that the elegiac couplet has eleven feet
(Musa per undenos emodulanda pedes, 30), thus foreclosing the possibility of an
interpolated rest in the pentameter line. (Cf. GM, 46, and the Appendix below

on Latin poetry.) The latter line is, in print, always indented; the rhythm of
its second half is invariably —~vv—vv—, the last word often being a disyllable.

The couplet is frequently--and in Latin elegiac¢s regularly--a complete sentence.

Some long vowels have been marked here for convenience of scansion. The Greek
Anthology: 12 books in five volumes, transl. by W.R. Paton, LCL 1916-18. The
couplet here is from Book 10 (no.2, lines 3-4). (Most of the Anthology's poems
are elegiacs.) See OCD3{ "Elegiac Poetry, Greek."

2. Greek Elegiac Poetry, ed. and transl. by D. Gerber, LCL 1999. Mimnermus's

poetry 1is particularly fine, though little survives; see also the darker fr.2,

and fr.12, on the sun's journey.

3. 1 continue here my regular practice of assimilating nasal semivowels and under-
lining the semivowel in semivocalic diphthongs (above, p.16), as well as marking

the rough breathing (h) in compounds (p.16, 41).

4. Aulos accompaniment: "Plutarch" 1134a, GMW 1, 213. Cheironomy: Manniche (above,
p.80,n.21), with many pictorial representations; unfortunately such evidence

seems scant or altogether lacking in the case of Greece. (Illus., p.100, below.)

5. "Introduction. Greek Iambic Poetry from the Seventh to the Fifth Centuries

B.C.," by D. Gerber, in Greek Iambic Poetry, ed. and transl. by D. Gerber, LCL

1999. See also OCD3, "Iambic Poetry, Greek."

6. A reminder may be in order that anceps is different from brevis in longo
(above p.8): in the example above, the last syllable is short (mégd), but, as
brevis in longo, takes the time of a long, the remainder of the duration of the

long being silent (in notation, J = bY).

96



ELEGIAC ETC.--15

7. Epistulae 2.3.255-57 Shackleton Bailey ("Ars poetica"): tardior ut paulo gra-
viorgue veniret ad auris,/spondeos stabilis in iura paterna recepit/commodus et
patiens ... (In order that it might strike the ear as a little slower and
weightier, [the iamb] adopted the solid spondees with parental rights, being

agreeable and tolerant ...).

Horace briefly lists in earlier lines (73-86, 92) the main poetic meters and
the compositions associated with them. Of these, the iambic trimeter uniguely
requires a considerably extended explanation and description, excerpted above.

(I myself have most likely spent more time on iambics than on any other "stock”
meter.) 1Indeed, he admits to learning how to distinguish correct rhythms (prob-
ably of iambic trimeter) both by ear and by finger count (274: legitimumque sonum

digitis callemus et aure), a method I rely on.

It has been suggested in modern times that the trimeter's metra are all
equal in time-length, the spondee |J o I being shortened to the duration of an
iamb , bl I. The trimeter line would then proceed by steady, equal beats, and
our‘giimple liﬁﬁkfrom Archilochus would, in modern notation, have therggythm
I% 4 bl ' lll’l ] b-\ bl I (See, for example, AGM, 137-8; ’% PR i‘l I
can be notated alternatively |% ITI.SH l.) This is certainly a false interpreta-—
tion, flatly contradicted by Horace. It is musically trivial and uninteresting,

but as an effect it may have found some use in the music of theatrical comedy;

a possible example will be examined in a later chapter.

(The spondaic foot (spondeios pous) is named from the solemn libations

(spondai) that accompanied the making of a truce or treaty.)

8. "People ... say that Archilochus introduced the practice of having some iam-—
bics spoken with instrumental accompaniment and others sung," "Plutarch" 114la
(transl. Barker), GMW 1, 234.A The sentence continues, "the tragic poets em-
ployed this procedure later([.]" (... ton iambe{dn td ta men lé@esthai pafé te&n
kroUsin, ta de afdesthai; arkhilokon phasi katadeIxai, eTlt' hoitd khrésasthai

tous tragikols poi&tds[.]) Cf. AGM, 40.
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9. On Solon: Plutarch, Parallel Lives, vol.l, transl. by B. Perrin, LCL 1914 (the

ICL "Lives" translations are considered inadequate today); Diogenes Laertius,

Lives of the Eminent Philosophers, vol.1, transl. by R.D. Hicks, LCL 1925/1972.

10. There are also more than a hundred lines of trimeter from the mid seventh-

century poet Semonides (Greek Iambic Poetry, 298-314), the character of which--

particularly on the various types of wives—-I find simply too distasteful,
though such were no doubt popular in their day at men's drinking parties.

Solon's iambics are with his other poetry, in Greek Elegiac Poetry, p.156ff.

11. Poetics 4.18-19, 1449 (not in GMW): "The iambic is indeed the most conversa-
tional of meters, and the proof is that in talking to each other we most often
use iambic lines ...," transl. W.H. Fyfe, LCL 1927, p.18-19. (malista gar lekti-
kon t8n métrdn td iambeTdn estin; sémeTon de todtou, pleTsta gir iambela légomen
en téi dialéktdi t€i pros allélous[.])

In comedy, in addition to fregquent resolution (see below), the second or

fourth iamb of the trimeter is sometimes replaced by an anapest (vwv —), giving

the metron X-—UU——{ instead of the normal X-U-—'. Ccf. GM, 88-9, IGM, 27-8.

12. be Musica 6.3ff, GMW 2, 404 (with Barker's caution, note 25, which I find ex-

. . b \ ~ , - L - - / . ~
cessively sceptical). sunekhés men oun esti phone, hé tas te anheseis kal tas
. . - T . _ TR N _ N N P ~ - ~
epitaseis leléthotds ... diastématiké de, hé tas men taseis phaneras ekhousa; ta
~ P ’ — 7 — - — ~ R — -
de toutdn meétra lelethota. més& dé, h€ ex amphofn sunkeimén&. ... més& 4a€,

B ~ o o E s
hei tas tdn poiématdn anagndseis poioumetha.

In the Enchiridion, Nicomachus, after differentiating speech and scng, adds,
"Anyone who, while conversing, or recounting something, or reading aloud, makes
clear distinctions between the magnitudes associated with each note, dividing and
shifting the vocal sound from one to the next, is said not to be speaking or read-
ing, but chanting” (239.10-16) transl. Barker, GMW 2, 249. (ei gar tis € diale-
gémenos, %‘apologoﬁmenéé tini, s anaginéékan ge, ékddla metaxu kat' hékaston
phthdngon poief ta megéthé, dihistdndn kal metabdlldn tén ph6n%h ap' dllou eis
41lon, oukéti légein ho toiofitos, oud® anaginBskein, alld meledzein légetai.)

cf. AGM, 40.
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13. Including fragments of poetry by Archilochus and Solon. Archaic trochaic

meter: GM, 39-42; 1IGM, 28-9.

14. The distinction in practice between meter and rhythm will be treated more
fully in a later chapter; see also the Appendix, "Rhythmics, Metrics," below.
Note that catalexis generally suggests the possible presence of a metrical rest
at line-end.

West presents his metrical schemata (GM, 40) for trimeter and tetrameter in
parallel, writing that "The only essential difference between the two is that the
tetrameter has three extra positions at the beginning." These are as follows,

with the resolutions of longs and indications of caesura removed for clarity:

trimeter - XK e X Ly e X m o "
tetrameter —_—n e X ey M W — Y "
This is the metrician's analysis. But the genuinely essential difference is found

in the rhythmicist's analysis, which describes what happens in actual performance,
and which I believe is the correct interpretation, a difference that could hardly
be more fundamental: tha£ is, the filling-out of the (catalectic) trochaic line
with a rest, which is symbolically,

%4
.-u...)(.—.u...)(__.u._x_-u_./\"

The trimeter has no such rest; the final long position of a line is followed im-
mediately by the first element of the next. In the tetrameter, a unit rest inter-
venes. In AGM, 139-40 (cf.151-2), West acknowledges the presence of a line-end
rest in the tetrameter without at all clarifying the distinction between meter

and rhythm.

15. Tetrameters in Aristophanes occur also in lyric contexts.

Cf. Parker, Songs of Aristophanes (following note), 36-7.

16. An excellent summary of the use of the trochaic meter, including tetrameter,
in ancient Greek compositions, is provided by L.P.E. Parker in her superb study,

The Songs of Aristophanes (oxford: Clarendon Press, 1997), p.35-40. The book's

introductory overview of Greek meter, in which Parker is one of the outstanding
authorities, is highly recommended to the advanced student. (Note that the book

is lacking a general index; Parker's analyses are those of a metricist.)
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17. Iambic tetrameter catalectic: GM, 42; IGM, 29; in 0ld Comedy (Aristophanes

et al.), GM, 92-3; cf. Parker, Songs (preceding note), 29.

18. Catullus and Martial composed Latin imitations. The most famous choliambic

7 -~ rs
poem is probably Catullus 8, which begins, Miser catdlle, d&sinds Ineptire

("Poor Catullus, stop the foolishness ...").

Niankhkhnum and
'Khnumbhotep at Saqqara; Sth
Dynasty (ce.2202 Rce).
/\'\a/h«ffb\'c,-\’),-g,-, e BOD C.abwe,
P B n, 14,') ,

*KUW1fEEd[?]—F(Fa,PL&SQr-agui,
chetronemist. Detail from the D CC:.':
relief in the tomb of

Al \g

{00



8. LYRIC COMPOSITION 1: Strophic Song

No less ancient, certainly, than unilinear compositions are those composed
in strophes or stanzas that repeat their rhythmic structures. The Rg Veda, for
example, some thousands of years old, is strophic, with a-variety of strophes of
different lengths and meters.1 This compositional form is of course still very

much alive today in the verse-repetitions of songs and hymns.

Of the earliest Greek strophic compositions that have come down to us very
little remains. There are a few strophes of Archilochus, for example, usually
referred to as "Epodes," that give us some idea of the rhythmic combinations his
strophes employed. The strophic forms of Sappho and Alcaeus (late 7th century)
are deservedly renowned, even though (again) too little has survived.

Another celebrated composer of strophic song was Anacreon, court composer
to the tyrant Polycrates of Samos (mid 6th century). His poetry was characterized
generally as "convivial," even "erotic" (by Cicero, for example, on the subject
of erds); Horace wrote that "neither has time destroyed Anacreon's playfulness."3
The ionic metron (vv— ~) was a favorite of his; he used it “straight," and
especially in combination with its anaclastic (anaklastikos, "broken-up") varia-
tion, where the central short and long elements of the normal ionic metron are
exchanged, making from the normal ionic pair

SRV VRV 3 LA L35

the anaclastic:

o m el g [Tgd Dl baad

these were frequently used in alternation, giving an effect like the play of 3/4

(in musical notation);

and 6/8 meters in, for example, some Iberian folk music.

The following two-stanza poem, fr.395 (surviving complete? perhaps performed
with further, improvised stanzas?), uses the anaclastic ionic as the main rhythm,
shifting to pure ionic in the next-to-last line. Note that the local melody fol-
lows the word-accents faithfully, while the melodic shape of phrases repeats iden-
tifiably for corresponding lines of the strophes (lines 2 and 8, for example),
with particular attention to the recognizable repetition of cadential figures in
corresponding lines. This is a fundamental principle of my reconstructions of

lyric melody, and will be treated at some length latér.4
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And so I weep

1 J— Py —
b N ¥ 3 N 1 t
v/ 1 ] 1) ] 1\
g__g_;j | I ]
&h— . -
~ ~
eo(/wx (ocﬁ—cut’ocv SefoLrdde -
often, of Tartarus fearful.

VP YIR Y&F ieTL dgvac
— P

For terrible is Hades's

" s k

| W g Ty .
- N U) f ¥ ) T Y
I | 17 J Y
S :
VXOC . Xpyorn & ic anT ‘
J& &\ 2 FY q &UZO¥ 10
alcove, and grievous, to it, -

L i oy p { Py
1 N 1 i 1™ 3 1 ¥
l 7 1 ‘4& J 17 i 1 \
P S—
& -

kdToSoc © Wk y‘oa’o é‘co'c‘;u.ov

- . . ,
is the road down. And certain it 1is

inste dose
.\ 4 ] ‘ 1 ow o,
N Y S Pt N | 1 =T ™ T | L W
¥ [ { s A W T W Y 5 38 0 W W Y A Y
- sy [ et L2 A ) P
- — O

s > ~
ke T By TL /uq_gwmf?:qwu .

that he who descends does not come back up.
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Performance notes: Enjambment as noted; instrumental anabole, etc. suggested (for

songs of this kind, the mbira gives an excellent accompaniment). Modal scale:

V, p-65, with tuning sequence (which must obviously include the unused b):
5
a-e- (B - £ - ch.
Anacreon's popularity was such that he had countless later imitators, whose

surviving compositions make up what is called the Anacreontea (GL 2, 162-247).

The French revival of ancient gquantitative meters in the Renaissance, known as

vers mesuré, seems to have drawn particularly on Anacreon, especially in the

beautiful part-songs of Claude le Jeune (1528-1602). The following brief example

uses the Anacreontic ionic patterns, an evident favorite of le Jeune.

] IA Z? = . | 1 " <
—— + ‘! 4
¢ hoed e
» g —f - 2 A
T - wr e TP TR %%m%
Et de son ris, et de son chant, et de son devis si plaizant.

Better represented in the remains of Anacreon's work is the glyconic line

(or metron), a rhythmic configuration of the greatest importance (and, apparently,

of great age) that amounts to a sort of rhythmic principle, constantly varied,

and fundamental to much of the poetry that lies before us. It is a formula whose

sound and feel it will be useful to memorize:

X by — U Jpwmm

is the basic shape; a helpful mnemonic is a line from Simonides (fr.512):
~ -~ N ~

TMCve, LV’ & cupdopsiic

pine, pin' epl sumphorafs

Drink, drink for good fbrtune!7

This basic rhythm, the second syllable of which is often long, is recognized as

the "core" rhythm of what is categorized as Aeolic poetry.

The glyconics of Anacreon (who was actually an Ionian) are uncomplicated;

the variable second syllable is regularly a long. In the following example,
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Anacreon fr.357, the strophe consists of two or four glyconic lines followed by

a catalectic glyconic (called a pherecratean, a name useful to recognize), short

by one syllable, creating a cadence:
—X = YU~ ~ (R) i}”l S 3.

As with the catalectic trochaic and iambic lines met earlier, the "missing" syl-
lable implies a rest that completes the rhythm, line, strophe (in this case) and

thought as a musical and rhetorical articulation.9

aviabola “
] [ | ™ T
! ) 3 N
e ¢ s *
P ]
®)
— L § \\ A f ey — £ o m N 1 . L instn
\1( 1 % \’UI %\l(l T3 I\\I\D\! h W 1 \__ !g
S EEEeaT e e e ime=s
e i e —— S S
8'\ o
wvaf, e 5W7¢ Epubc KalL Nu,ufm. Kua.vann&,c, n‘af)éupq T Athao&r'}
Onax, hoi damil@s Erds kal Nu_phal kuanopldes porphure t' Aphrodité
Lord, with whom taming Love and blue-eyed Nymphs and bright Aphrodite
| i k % ] P lk‘(” 1riV\Str‘ T
TN T — S S S Wt S o SR T W B B ==
» T T . M 2 R i 2 e
s P e @ é ¢ & - 4 ®
/ > /’ 2 5 N~ 3 - Lo -
4 cuprcaiGovcry, Emcrpidext & Ufndic wopudie gpdwv
play, you who wander the high-peaked mountains:
) fusfi:
£ FF&@ a_ba.bbc‘bq_ a.bc a,-Fa_ba.I e ef af e@-?a.-?labc

@ Yowou/um. ce, CU 5 i.u{uavqc é\e y\f“¥’ KEXSL LC,-ttW)c 5 EU)Q:J}\Y)C ERKROUEWY -

I implore you, with kindness come to me, if with favor (my) prayer you hear:

a:FEc:F ’-Fa._b d b bo/bq, -FcLl:a b, a af ef fe af f
9 K\ggﬂou)swc oqnaoc szso cU}kpouMc TV i}uax Y ePwt’ u) Aim/uct Si);ir_au

to Cleobulus give good counsel, that my love, O Dlonysus he accept.
mstr. close
N i 7\ ‘ Y ‘IA
't VU S I A ®
=Y T o 4 % %
\LY/ é ® .

Performance notes: I have emended the text of line 5, exchanging the words orddn
and kortfphas in order to change a metric irregularity, in the ILoeb edition, into

glyconic meter. This is the only authority I claim for the ernendation.10 The
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LYRIC 1--6

poem has either three strophes, of 3, 5 and 3 lines, as in Loeb, or, with my emen-
dation and the instrumental line in brackets, four strophes of 3 glyconic lines,
the third of each catalectic. (The bracketed music may be omitted.) The mode

is my high Lydian harmonia, p.56 above, which can be tuned to give one of two very
different sounds (and affects) to the mode, following either the regular fourths/
fifths tuning of the Dorian, p.62 above, or the pure major third tuning (2) on

the same page; the latter is recommended for this poem.

Lyric compositions are nominally those to be sung to the lyre, although
other accompanying instruments were used. Lyric songs were performed chorally
as well as by solo voice; the composer's intent is not always clear. We think
of more intimate lyric poetry as being solo song, but Pindar makes it explicit
that a choral ode could on occasion be sung by a single voice.11 Lyric poetry
is normally composed in strophes. ' BAmong the most celebrated lyfic composers
of Greek antiquity were Sappho and Alcaeus, both of whom lived on the island of
Lesbos in the late seventh and early sixth centuries.12 So far, the poetry we
have encountered has been in Ionic (Eastern) or Ionic-influenced Greek. Sappho
and Alcaeus, however, ccmposed in what has been called a literary Aeolic dialect,
which differs from Ionic in some vocabulary, grammatical inflections, and (like

— . , .13
Doric Greek), often has & for Attic-Ionic €.

Both these composers' names were perpetuated in part through the well known,
eponymous stanzas that they probably created, the Sapphic and the Alcaic, with
their fixed (and closely related) rhythmic structures. The former is presented

in Appendix v below; an example of the latter follows .directly.

Sappho seems to have composed often in glyconic rhythms, and to have used
the glyconic prototype to create longer lines by expansion, as we see in the fol-
lowing example, fr.94, where two lines of simple glyconics are followed by a line
extended by the repetition of a dactyl, —VYVY, a technigue commonly used by com-—

posers to create new (or varied) rhythmic structures.

- R e U e VO e U —
1 J 1 i

T
repeated element
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The musical reconstruction here is of lines 6-8 of fr.94 (GL 1, 116).

anabele N
L3 3 ﬂ . g L
e = | W——— S 51 A W
™ — SN W W W i S . e S S
RS —— o
I v o)
S b
T.aLV s’ gyw T amEL ﬁo /u.aLV
tin a' &g tad' " amei- b&- man:
Her I thus answered,
ﬂ 1 e I N N L et
PR P W Tty N

.‘>! - é ﬁ ﬁt : ?

“;Qu,ifmc’ gf)\eo Ko«/u.s,Bav

"khairois' erkheo k@ame- then

"Farewell and go, and me
N e N ™t ol N s {
d vy 1% \ 74 TSy —

I

glu)/oLLc or.cBo: Yoc‘o a.Jc <3 Tr-aSvlro,in' Lo

memnais' oTstha gar os se pede~ pomen, | "
remember, for you Kknow how for you we cared ... *
m st\‘" fCovitinae ! <lose
P R N M e S s P —
7 A T S " — {
R4 et 30 ) T e Y
.

Performance notes: Aecolic & in tan, ameibdmdn, line 6. The mode here is my "Da-
monian" mixoclydian (above, p.68-9 n.13 and Appendix v, below). It is best tuned

with the fourth/fifth sequence g - 4 - - e, and pure (5:4) major thirds Eﬁ— a’

il

and £- a. (All lyre strings except mesé and n&té must be retuned from the Dorian.)

There have been more than a few methods invented, in literate cultures, for
the notation of musical pitches and rhythms. The ancient Greeks had two separate
but similar sets of symbols for recording melodies, from the fourth century BCE at
the earliest.ls- The musical reconstructions so far have used mostly Western "staff"
notation, convenient for the many who can read it, but needlessly encumbered and

inefficient for our purposes here; as a shorthand notation, I have in earlier ex-
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LYRIC 1--8

amples also used letter-names from the standard Western gamut of pitches. (The
rhythms in our repertoire are of course established by the syllable—lengths of

the verbal texts, with rests introduced conjecturally.)

A logical and legible notation for melody assigns numbers to the degrees of
thé scale, and is similar to the Western solfége syllables (do, re, mi, fa, sol,
la, si (or ti)) and its Indian counterpart (§§, ri (or re), ga, ma, pa, dha, ni).
Usually called cipher or numeral notation, it is widely used in writing down, for

example, the Indonesian gamelan repertoires.

In my use of cipher notation here, the number 1 is assigned to the tonic of

a nominally heptatonic scale; thus the diatonic Dorian octave:

e

| Hh
|
|o
e}
Jo?

g
1 2 3 4 5 6 7

—e |

Scales with fewer than seven tones pretend to be subsets of the heptatonic octave,
so that the pentatonic Dorian scale C), p.55, is ‘Z 1245686 i of the above
scale, and (with 1 still as e) my pentatonic Phrygian (:), p.59, is Z 13457 i.
The subscript and superscript dots show the octaves bhelow and above the central
octave, respectively. It will be obvious that the pitches (and, here, the tuning

of the lyre's strings) to which the numbers are assigned must be indicated.

The rhythm of sung texts, as just mentioned, is that of the syllabic quanti-
ties, but in order to represent the purely instrumental passages in the recon-
structions in cipher notation, rhythmic signs must be introduced; the rules for

these are as follows:

1. a number by itself is long (quarter note);

2. a number with a subscript line (e.g., 2, 3 5) is short (eighth note);

3. a long rest is indicated by a dot ¢ (which can be accumulated for longer
measured rests); and

4. a short rest is indicated by an underlined dot ..

An example of the application of these rules (modified from Anacreon, p.102 above,
line 6) is the following.

7z

e e 175 .5
L I S . S 2 S——n—— 6 12 4 221 1«41 21612
- o *'\-‘“ L
1éleiptai AENELTTTOL *
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> 3/
Sappho's i&y‘S ;.u)(above) will appear as follows, faithfully transcribed into
D

cipher notation.

121432 12 212 3 2345 4 34
2143 1 , 34
TV & Z\mu 4’ évigﬂgofuiv'

~ ~ ~
57 5 45 43 45 4 4 12
Sf -

¢« )Qouf‘oo e’ s,)o&g'o u(io{f.—s_B A
32 3 54 3 2 3 2 11211

, P > N > é?/
pepvaLe, otcOx Y“P‘”C ¢t Ts qupaV'.“

)

~ A

kA

Itontinue § close_(\

54321232121

The ten extant strophes of this composition can be performed if in the la-
17
cunae the voice is simply silent, leaving the melody to the instrument. For

example, lines 9-11 (with somewhat different instrumental transitions):

1 2 12 3 434 5412 54345 4 e
< \ ol _—
dl gi-}glijd\)é, c Eva 9{>¢U

If not, then you I would

57 5 4 54 3 4 54 12
; 54 3 4 54 12
q¢VMLC¢L ., ol

remind .- . .

343543 55 4 1 2 1 12 345 4 54 3 54341 2 1
-_—— —_— . N ~ B —— ———e — — -—_
N U 29 eﬁo/\c;@ju_w.

. . . and the good times we experienced.

The basic compositional principle of the Sapphic and Alcaic stanzas is the
syllable-count of the line, guite likely the most ancient poetic structural prin-

ciple in the Indceuropean languages, present in the Vedic hymns as well as in
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Dante, Rimbaud and Mallarmé, and much Romance-~-language verse. It is entirely dif-

ferent from the later hexameter, the main principle of which is isochrony, where

. 18
a line consists of a number of units that are equally spaced in time.
Within a line whose number of syllables is fixed (isosyllabic), "stock" pat-
terns of long and short (and anceps) positions are repeated. Suitable patterns

are few, rather closely related, and often seen as built of smaller elements (some
scholars believe the basic elements are but two, —~v— and —uU--19) . For some
reason eleven seems to be the most popular number of syllables for an isosyllabic
line; hendecasyllabic constructions are common from the earliest Sanskrit verse

to that of modern times.

Without attempting to analyze closely their rhythmic structures (see Sup-
plement A at chapter-end for comments on metrical analysis), I present below
several different hendecasyllabic lines for comparison. BAmong the conspicuous
features are the indifferent (anceps) syllables, which are confined to the first
half of a line; the "anchoring” dactyl --%VY (some analysts point instead to a
choriamb ~wvwuv— ); and the cadential figure, the most narrowly restricted part
of the line rhythmically--here =V — 0r e~ « — . (The much wider compositional
importance of the latter of these will become evident presently.) It is perhaps
worth pointing out the position in these lines of the principal caesura (an as-
pect of the line I have tended to avoid), which composers' ears have most often
insisted should divide the dactyl at midpoint (i.e., the long of the dactyl is
usually a word-ending. syllable). Composers (in all three languages below) tend
to position caesuras to allow word-rhythms to overlap metrical rhythmic patterns,
as in this case (compare the similar treatment of Homer, above, p.29-30), rather
than to coincide with them. Of great importance for later music, among the many
rhythmic patterns the ear will pick up in the lines below, is the glyconic and

its varied expansions.

«++ «+ glyconic colon ....

»
-
.

Alcaic (fr.298) K ot U otoe Ko U Y o U e -
o 7 -~ - , -
e man k'Akhai-ois' €s po- lu bél- te- ron |
sapphic (fr.l, App. V) _— Ve X o U U e U e e
poi~ki- *18thron' &~tha—nat' A- phrd-di- - ta
Indravajra ("Indra's thui)gerbol ") y, G- Y o oo L U e U ooa e
(Bhagavad-Gita 2.4) gu-rin . a- ha-tvd hi ma- h&- nu- bhi-, van

Catullus 1 K K e U VUV o U U ca ==

cul do- no le- pi- dm no- vum® li-bel- lun?

L A e e L I D I I L R B
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This seems a suitable point to offer a reminder of the differences between
our bisaes of perception and those of the Greeks--their ways of perception, or
aisth&sis. The glyconic formula provides simple and typically Greek material.

No ancient Greek would have internalized this rhythmic pattern from its symbolic,
visual representation, as we are conditioned to do, but rather through the ear,

sounded as rhythmic syllables, clapped or tapped, sung or spoken as a verbal text.

Parallel to the aural experience of rhythm is the kinesthetic ("pertaining
to the sensation of motion"), so important to the Greeks, the expression of rhythm
in bodily movement. I advocate clapping rhythmic figures as a (limited) kines-
thetic experience of them; the Greeks clearly favored involving the entire body
in rhythmic expression, allowing the kinetic memory of the body, along with the

aural memory in the mind, to retain the imprint of the composed rhythms.21

How does one "dance" the glyconic rhythm? My suggestions are utterly basic,
limited by my own shortcomings (though I have found the little "floor work" I have
done to be an indispensable part of rhythmic comprehension). One can begin with
the simplest steps, forward and backward, side to side, one step for each long
or short element (including the possibility of a single "long" step for the double

short, or even three shorts)-~and here again we must rely on visual explanation:

I8 3?3 DR bl:”;%l?l gl b1:"

LRL R L R L R (same step patterns,
or LRIL R - L RL but with long anceps)
22
then R L R L - R L R.

In executing simpler or more complex steps to such figures, the Greek per-
former had to recognize a variable (anceps) position in order to execute a quicker
or longer step in that place as necessary. (The anceps length must of course be
at least briefly anticipated, which is why, as already noted, dance required the

knowledge of the words being expressed in movement.)

Anyone continuing on to the rhythmic intricacies of the music of the next
and final chapter will, I believe, find it a considerable advantage to bear in

mind constantly the Greek aisthé&seis of sound and movement.
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Musical reconstruction, lines 4-11, Alcaeus fr.298 (GL 1, 338).

anabole _
'} TTJ? oA o~ P s i S e B S S i Tfﬁ
S B T —— T o B P T i E— — o S——
1 ) A A S St P e
Tg ’ » T
~ -~ D ~ ~
547543541 3 17 13 1 34 3 4 5 4 57 5 5 431
- - /
v’] f'wLY «’ Axziotc Ae oAU @;s)s‘c&f)ov
g man k' BAkhafois @s pdlu Dbél-te-ron

b~

n truth, for the Achaeans it would have been much better

3 43 45 7 5 4 3 04 3 1 5431
L) ~ 7 rd —
oL ToY BeoPrhafsvTo wKoLTEKTLVOV'

ai tb& theo—ﬂlében—ta katé~kta—nog;

if the violator of the gods had been killed:

32 3 1 3 4 3 4 45 4 534

S - s/

OCUTW KE§ '\TpL,OT(‘)sf,O\/ Tt ALYou_c

od-t3 ke par- plé-on-tes Af-gais

thus in sailing past Aegae
! . ~ o

(g 57 15 74 5 1 3 1 547543541 3 (1)

i

TFFoLUTa(DdC. atu;\ov Barocce
pra-i- té-ras etukhon thaléé—sés;

gquieter would they have found the sea.

1 7 3 1 32 3 45 4 75 431
2 N L 7 /7 i
XN & mev 2V vadwl T(‘oucjuz..) TvRic
But in the temple Priam's daughter

G{Yot%,ﬁ AR vEEc TONOKL doc

the statue of Athena, giver of many spoils,

/ —
DZMr X ETATITEVE yevAw,

racing, grasping the chin,

~ N >/
Sucfa_{vaac §% ToAn  Frqmov

while the enemy the city were harassing,
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Performance notes: I have left open much of this composition for completion,
either following my melody, or creating a different one for the entire poem.
(The text of the incomplete first stanza is “very uncertain™ (Campbell, GL 1,
p.341) and has been omitted here; three further stanzas and part of a fourth are
given in Supplement C, p.128, below.) To help exemplify my reconstruction pro-
cedure of establishing identical-sounding (if not exactly identical) cadential
figures for each line, I give below, for comparison, possible final cadences for
each strophe (lines 7, 11, 15, 19 and 23). The mode here is my pentatonic Phry-

gian I on p.65, above.

7 4 54 1 3 1 5 7 45 4 1 1
2/ 7 . Va 7 — )
ETUXOV Badccoke” 7 e puov Tedurs 19
they had found the sea of the blessed (gods) is

5 745 4 31 1 5 7 4% 4 31 1
é\ P ? V4 7 Vd

g'rrokr) £~ Tov 11 TrONE ALt ém:;f oy 23
the city they attacked of war give

7 452 1 31 1 (7 4 54 1 3 1) 27

-
MedLoy Kovc?l—;@- 15
the plain it filled
The first two lines of the Alcaic stanza are rhythmically identical (chart

above, p.110}; the third and fourth clearly derive their rhythms from the first:

line three has a similar opening, but its second half echoes that opening incon-
clusively, ¥ -V —~ X~V .. The fourth line concludes solidly with the familiar
cadence v ~ — , but here this figure is joined to the two preceding dactyls (no
anceps syllables in this line): _yu..VU .U ... We have seen this figure before
as the "long" form of the trochaic metron _u__.x (p.20, above), but here it has
assumed the contextually different role of the epitrite, or epitritic metron

(with a unit-count of seven in a ratio of four to three, the epitritic ratio),

as a straightforward expression of the so-called dactylo-epitrite meter of our

final strophic composition, Bacchylides's victory ode (probably before ca.495)

for Alexander, heir to the Macedonian throne.
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Musical reconstruction: Bacchylides fr.20B (GL 4, 276)

1272124245

65 56 5 5 4 5 4 5 4 42 1 2 1
-
w ﬁo&ﬁ&LT&, /u-rlv\ztt_ ‘rro(caoL)xov c{:u)ga(c_coqv
% bar bi-te, m&-ké-ti pas sa- lom phulas— sSn
0] lyre, no longer to your peg keep,
2 4 2 1 7 1 12 4 2 1 21 1 421
EMTATOVOV )\L\(upaw KTV £ Y“FL’V
hepta- t8- non li-gu- r3n kap pau--:e ga- run;
(the) seven-toned clarity withholding (of your) voice:
21 2 1 24 5 4 5'% 61 65 4 56 54
Ss,up tc i/.LoLc &a‘o«c oE (v ‘C(. Trg/lLffiLV
delr’ e- mis khé-ras: hor— mai-nd pem—- pein
come to my hands! I am eager to send
2451 2 42 4 55 a1 1 21 24124 5 4

Noucf,ov Movecav A)sef;owgpwn. T‘“czfiov
khruse —om Mou-san A- le- xan- dr01 pte-ron

to Alexander a golden wing of the Muses

S A L Y4 s 2 P Ve
kol cupatocioieLy oLYoOx};, eV flxadgcelV,

and for banquets an ornament at month-end,

) ’ (4 N v ~n> 2 4 -—
EDTE VEWY omxAoy y)\umu oLVo\¥KoL

when for (men) young and tender a sweet compulsion

- p gl 6 5° B ,
CLUSMEVAY KUMKWV BaxtTnct Bumoy,
of hastening cups warms the spirit,

KGW’FLJJC > £NTTle SLU\LGGCCV}I_._ ?pg/wu__

and the expectation of Aphrodite makes hearts flutter

U4
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3 7/ — - Y 7 .
BUpE LY VU TV & Arovicelotec Sw(omc

(as it) mingles with Dionysius's gifts:

&vgf:&ct 5’ Gd(orofttw T{f_-!;rri,L /uifn;l}_v&c'

for men to the heights it sends the thoughts;

i 65 4
LUTLRX MEM TIONLWY KPAOE pver AogL,
at once of cities the battlements he destroys,

-~ * 9 ra 7 . ~
TacL 8 avBpdmoLe JrovepxhceLy Soxel *

and over all people to be going to rule he expects;

Xpu et & intpuvti Tt ,uokf/uotipoucw oLkot

with gold and ivory gleaming 1is (his) house,

TG{)%J/)OL i xot’ o-LE.YXo,L&'_V'COL MoV IOV

and wheat-laden, over a brilliant sea
5 S i 65
~ 5/ ) 5 A’ Vs -
Ve c AyouclLyY &XIT LYUW'C'OU /us,yLC'co,u.v
ships bring from Egypt the greatest

~ ‘ N A Ve ,
m™olTov® de TLvoVvTOoC éf_?{.LoU.VzL HEMD,

_/wealth-—— so, of the drinker, stirs the heart.

> ~ { N < ’ K e —
oL

O Tl peysrokhetc UL}J UXEOC A}«w}_/‘ctx,

0 son great-famed of high-vaunting Amyntas,

— u fOoUTW VY BV X — U — —

56 61 65 4
- u >\c/kxov‘ T( yx SLVOFJJTFOLC.L pelgoy

they achieved (?); for what is for men greater
, « 54 -5 6 4 4 L 2 42564 21
2 — -~ P ~ —

Kif)d’oc N Buopwt )@Fy;acﬁou KoAel ...

gain than the Aeart's gratification from fine deeds ...7

115
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Performance notes: 2nceps in lines 1-3 of strophe, fifth position from line-end,
between dactyls and epitrite (called by some a "1link" syllable). Necessary en-—
jambment 15-16, 19-20 seems to rule out a rest between lines 3-4 of the strophe.
KEMMaUE (2) is a contraction of KKTXIWUE, BUMELYVONE(9) of dvept - . The

noblest harmonia, here, will suit well this gorgeous piece of flattery.

Bacchylides's rhythms in this short ode (evidently of eight strophes) present
a guite basic and unelaborated expression of the dactylo-epitritic structure in
a graceful, dignified stanza. The first three lines are metrically identical,

but for the initial, additional long syllable of the first (in parentheses):
(=) = VU —~ VU e X U -,

The fourth line is almost a "signature" of this meter: a series of dactylo-epi-
trite metra, usually three or four, with the last sometimes catalectic, as it is

here, strongly suggesting a metrical rest of some duration at line-end:
.—-u——'———-vu..———--——u-—‘An

The character and construction of this meter affect the aural and kinesthetic
senses much differently from those of the variations on the glyconic formula.
It is a rather loose joining of the dactyl with livelier iambic or trochaic ele-
ments; poets must have found this juxtaposition pleasing, as it seems quite old.
Archilochus composes epodes in this style; seemingly identical rhythms are found

in Alcman (fl. ca.670), Stesichorus (fl. ca.610) and Anacreon as well.24

Dactylo-epitrites occur not at all in Aeschylus, apparently, but occasion-
ally appear in Sophocles and early Euripides, as well as in Aristophanes. Its
imporﬁance to us comes from the richness of its contribution to Pindar's music
(some two dozen of the victory odes and some larger fragments) and that of Bac-

chylides.

In the re-creation of music for the strophic compositions in this chapter,
a crucial objective, as I hope the examples make clear, has been to create a melody
that is, or seems to the ear to be, the same for each strophe, while at the same
time maintaining therintegrity of the prosody, the accentual micro-melody of the
words. The conventional modern opinion is that in strophic song the repetition
of the melody from one strophe to the next meant that the word-accents must have

been largely disregarded.25
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Meledy and prosody are the subject of Appendix vi, below, but in anticipa-
tion of examples and arguments there, I want to use the preceding composition to
bring to attention some accentual correspondences in its strophes that may have
been intentional rather than random. 1In line three of the extant strophes all

fifth syllables fran the end carry an acute accent; the accented words themselves

seem to be part of a “climax" effect in the line: (3) hormaind ("I am eager") ;

(7} thglgési ("warms"); (11) krademna ("battlements") (here a short anceps, but
long in the four corresponding syllables); (15) ap' Aiglptou ("from Egypt") ; and
(19) anthréboisi ("for men").

In the final line of the five strophes, the first syllable bears either an

acute or circumflex accent: (4) khriseon ("golden™); (8) Kﬁéridos ("Aphrodite") ;
(12) pasi ("all"); (16) plouton ("wealth"); and (20) kérdos ("profit"); and in

line 24, last line of a very lacunose sixth strophe, a reasonable conjecture for
the first word, oitis ("no one"), would make a sixth correspondence, and would
have some verbal force, though within a familiar gnomic sentiment: "no man ever
gets complete prosperity (throughout his life)" (JSlbon d' éskhe pénta odtis an-
thréban...; transl. D. Campbell). There are also several correspondences of ac-—
cent in four of the five strophes that would facilitate repeating cadential
figures at the end of lines 1 (penultimate syllable, strophes 1, 3-5), 2 (penulti-
mate syllable, strophes 1-4), and 4 (ante-antepenultimate syllable, strophes 1-4).
My view is that these accentual agreements have the look of cdmpositional intent;
but in any case they make it easy to repeat melodic figures that emphasize certain
verbal features. (I have provided a possible musical realization of the corre-

spondences——underlined--in line three.)

Inventing Strophic Melody

Given that it is possible to create melodies that repeat convincingly from
one strophe to another and at the same time deliver the correct prosody--and whe-
ther or not our Greek composers may have done this will remain a question for dis-

cussion in Appendix vi, below-~a few guidelines for strophic melodic construction

are offered here, drawing on musical examples in these pages.

In restoring a musical voice to a chosen strophic composition, its words and

prosody must first, it goes without saying, be learned thoroughly through repeated

17
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recitation; the repetition will gradually disclose to the ear the shaping of the
poem, not only its verbal sense and dramatic contours but, in my experience, of
latent melodic contours as well. At this point one can decide on an appropriate
harmonia and begin to improvise melodic figures vocally for the words, always
making sure that the rules of prosody—--the melodic shapes of the words themselves

—-—are carefully observed.

In considering then an entire poem, one can pick a single strophe to begin
to melodize, deciding on the vocal register for each line (change of register is
an inherently dramatic, articulatory device); on the scale degrees for the cadence
pitches of each; on what the overall melodic shape of each line will be; and on
where (and with what possible scale pitches) the "climax" points will occur; and

then, for each line, on a suitable opening figure or interval.

Next, one can turn to cadential figures (cf. the Alcaeus example, above,
p-113), fitting them to the words, and adjusting them, at the corresponding points

in each strophe, as well as locating corresponding line-end rests.

From here all the strophes need to be worked on simultaneously, but still
piecemeal, adjustments being made as one goes along: cadences, opening figures,
line gestalt, and "motivic" figures that are prominent to the ear and will occur,
or seem to occur, at exactly the same point in each strophe. (The examples of
musical reconstruction in this chapter will probably be helpful.) This process
is, most of the time, not nearly as hard as it may seem, but we may be humbled
by the examples of Pindar, Aeschylus and others, who, whatever their method of
composition, likely carried it out . entirely by memory, with no kind of musi-
cal notation, and possibly without even a written verbal text; moreover, the

words and melody were quite likely a simultaneous creation.

We have the relatively modern idea that a melody must repeat exactly from
one stanza to another, but this is not true of much non-Western music. In the
following example, Pindar's Eleventh Olympian Ode, strophe/antistrophe line 1-2,
the opening figures (underlined) are quite different, yet they are heard as equiv-

alent, I believe, in the melodies of the two lines (as reconstructed, Appendix vii
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4571
abd'e’
17 5 875 455 54 57 5 75 5
—_— — — = MM W W —_— — _— .
A P - P ~
dstin anthrdpois an€mdn héte pleistd khresis - 1-2
5 1755 75 5454575 755

-_— W oan - —_— Y e UV e - -—

—

aphthdné&tos d' afnos Olumpiontkais | hoflitos

Devising an instrumental anabolé&, close, and figures for the (vocal) rests,

which were located earlier at the same points in all the strophes (cf. above,
Anacreon, p.103; Sappho, p.109; Bacchylides, p.114), may be done last. The methad

just outlined is my general modus operandi; others will no doubt f£ind their own

congenial ways of working.
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Supplement A: Terminology Trouble

The rhythm and meter of ancient Greek compositions have constituted a spe-
cialized study since antiquity. Such study is pursued today by more than a few
classics scholars, and is indispensable to formal text-critical and style-critical
work. Metrical analysis has accumulated layers of daunting terminology that have
historical and practical rationales, but may at times seem impenetrable to stu-

. . 26
dents of Greek poetry (and its Latin imitations).

The ancient metrical analysis served mainly to identify rhythmic components
as a sequence of familiar feet and metra that added up to a larger element, a
colon, line, and so on. For example, the 2nd.~century C.E. grammarian Hephaestion

analyzed the Sapphic line (above, p.110)~-he refers to "an epichoriambic ... which

is called the Sapphic eleven-syllable"--as consisting of "a trochaic of six or
seven time-units, ... a choriambic, ...[and] an iambus and the indifferent sylla-

ble," i.e., —v—x plus — vu—~, plus v— and X -27

This sort of analysis has been disparaged by modern experts in favor of
identifying and naming larger metrical structures that different poets use in dif-
ferent contexts. Modern analyses tend to look like West's, for example, of the
strophe of Pindar's Fourth Nemean Ode (Appendix wvii.2, below),28 the first three

lines of which are parsed as follows:

[V R — (GRS . 4 — —— L S
-, Vel . ., N .
Aristos euphrosuna pdénon Kek&lméhog anaclastic telesillean plus
reversed dodrans
—— L —_ v v
= 4 N S / .
Idtros, hai de sophai anaclastic telesillean
— em Vo UV e — e (V) —
T 'e £ . 4 . s . -
Moisan thugatres aoidal thelxan nin haptdmenai. the same, plus anaclastic gly-

conic

Needless to say, this process is very like that of the ancients, except that
.the chunks are larger. And such thinking is unlikely to have been a significant
part of the compositional process, which concerned itself with the sound and feel

of the rhythms of chosen words (whose rhythms, of course, affected their choice).

A limited number of variations of the glyconic formula have been .re-

cognized (and named) over time by modern scholars as recurring patterns in the
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West writes, "New insights have necessitated the cre-
29
i

work of various composers.

ation of new technical terms ... Why certain of these varied glyconics were

used repeatedly and others not is probably not knowable. Most of those that were

are arranged as follows, mainly to show rhythmic affinities, as well as for re-

cognition.
glyconic — e N
pherecratean —_—D e O U e e
dodrans SN VRS R §
aristophanean _, D U e U
anaclastic glyconic1 - VY et U U —
reizianum A VU e
telesillean Koew QDU ™V
hagesichorean K om U o U oo e
reversed dodrans —_—X v v
hipponactean —_—X ek VU em T = e
anaclastic telesillean Ko X v U
enneasyllable Koo X e U U o U -
anaclastic glyconic2 AR Vv U

30
"Aeolo—choriambic cola seem capable of endless variation"; and we have al-

ready seen how the glyconic metron can be expanded internally.

Some analysis, at least, will often be helpful for the performer, making
clearer and more recognizable to the ear the most frequently used cola, and how
seemingly different patterns may be related. In the glyconic variants above, for
example, the pherecratean is obviously a catalectic glyconic, while the telesil-
lean is a glyconic that is "headless" (acephalic); some changes extend the gly-
conic colon at its beginning or end, while others shorten it, or both. It seems
quite sufficient for the performer simply to recognize the glyconic principle in

its different permutations; noting a line as "gly. var." will be adequate for

most performance needs.
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In sharp contrast to the abundantly accumulated terxminology for the aeolo-
choriambic variations on the glyconic formula is the now-standard shorthand
analysis of dactylo-epitrite compositions (as well as isolated lines), invented
by Paul Maas:31 in the interest of efficiency in the use of symbols, it obscures
rather than clarifies the nature of this important category of rhythmic composi-
tion. Maas uses four basic symbols: e stands for — v —; d for wwwv—; E for
an extended e, —mu=N ~u—; and D for an extended g, —_— U JU (There are
several subcategories of these as well, which we don't need here.) Maas would

analyze the strophe of Bacchylides fr.20B as follows:
~Dxe—-| DXe— (twice) I E~e.

Everything is in this formulation neatly accounted for, but something has gone

guite wrong.

D is unexceptionable, although this familiar colon appears in an entirely
different context as one half of the elegiac pentameter (above, p.83); modern
metrical studies refer to it as the hemieEes.32 More problematic is &, identical
with the choriamb, and which in part for that reason fails to remind the ear of
dactyls; moreover, in order to become "dactylic," 4 has to be compounded with a
long syllable, d—. The letter e is presumably intended to stand for epitrite,
the incomposite 7~unit metron, but in Maas's system it is in fact instead the 5-
unit cretic foot, and, again, the supplement of a long is necessary, e— , to com-
plete an epitritic metron. Clever though it is, Maas's analytic schema falsifies

to the ear the groupings of dactylo-epitrite meter--to my ear, at any rate.

This meter is not so rigid as the analytic formulations make it seem: it is
very malleable in the hands of Pindar, who often begins a line with the epitrite
rather than the dactyl, as in Olympian 11, referred to above; in only two lines
of its strophe—antistrophe—epode triad, 13 and 19, do the dactyls precede the epi-

trites.

The juncture of dactyl and epitrite has not been accounted for adequately
in metrical theory. There are various explanations for the origin and function
of the so-called "1link" anceps syllable, but I find it persuasive to hear the
shorf anceps with the preceding long as an extended epitrite: —mu—wva .., while

the long anceps stays with the preceding dactyls.
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Finally, there is the question, especially relevant to the music of the fol-

lowing chapter, of syncopation (sunkop€, "cutting short"), an effect associated

primarily with the extensive passages of lyric (sung) iambics in the tragedies.
Rhythmic figures often found together with iambics are the cretic (wu —), bac-
chaic (or baccheic, wv-.) and spondaic ( — ..) feet. These are today usually in-
terpreted in iambic context as incomplete, or syncopated, iambic metra, where the
subscript sign A indicates a missing (short) element. The syncopation seems to
be a modern analytic concept, based on the ancient principle of catalexis (above,
p-920-1); in consulting modern metrical analyses, the performer will need to be

familiar with the terminology and abbreviations; the latter are as follows:

Aia — cretic (cr)
iaA U o— — bacchiac (ba)
AiqA —_—— spondaic (sp).35

The question of context is, of course, central, as has been suggested before.
But even in the context of iambics, can we hear cretics and bacchiacs absolutely,
as the 5-unit elements they are, or do they inevitably become "reduced" iambics?
(The analysis of the spondee as a doubly syncopated iamb I find excessively reduc-

tionist.) There is often for me an inherent ambiguity in many of these rhythms.

As an example, I offer the sung choral lines of the kommos strophe (1398-
1421) of the powerful final scene of Sophocles's Electra,36 where Orestes and
Pylades, offstage, are murdering Orestes's mother Clytemnestra (murderer of her
husband and Orestes's father, Agamemncn), while Electra, Orestes's sister, is tel-
ling the chorus of women what is happening. The poetry, not metrically atypical,
is partly the familiar trimeters of dialogue, spoken in high tragic style, with
interruptions of cries from Clytemnéstra, of urgent questions, spoken, from voices
in the chorus, and with interjected, sung reactions from the entire chorus, cre-
ating a deliberate confusion of high emotion. The entire strophe is given in
literal translation, italicized, below; the sung lines of the chorus, Greek and
English, are provided with abbreviated analysis, as well as the suggestion of a

simple Dorian-mode (p.33, 55, above) melody for singing.
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712% '

ELECTRA. Dearest women: the men at this moment 1398
are doing their work; but be silent and wait. Tburial

CHORUS. How, then? What are they doing now? EL. She [Clytemnestra].is with the
urn [for the supposedly dead Orestes], preparing it; the two men stand nearby.
CHO. And you hurried out for what? EL. To guard against

Aegisthus [Cl.'s lover], without our knowledge, coming.

CLYTEMNESTRA. Aiai! Alas for the house,

of friends forsaken, and with murderers filled! 1405

EL. Someone is shouting inside--do you hear it, friends?

“~ ~
12 1 1242 1 2
— — [ R—" —_— —-—
- s - N . .
CHO. ekous' aneékousta du- ia cr 1a pla
I heard the unhearable, to my
11 12 1 421
- J —-— J — —

g . .
stanos, hoste phrTxai. cr ba Ala iay
misfortune--it made me shudder!

CL. Alas for me! Aegisthus, wherever are you?
EL. There--again someone cries out. CL. (My) son, son, 1410

pity your mother! EL. But from you

there was no pity for him, nor for his begetter and father!

21 21 21771242 1 21 1
_— W WU UV e Y e e

CHO. o pélls, O genea télalna, nun soi. dactylo-epitrite Due=-—

Ch city, oh family wretched, now your

21 771121 421 2 1
_— UV . WU L= B [ R
moira kath3mer{a phthinei phthinei. dactylo-epitrite Dwe
, . , ti
fate is day by day dying, dying. catalectic
CL. Oh, I've been hit! EL. Hit, if you have the strength, again! 1415

CL. Oh, again! EL. If only Aegisthus had the same!
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121 712 421 12
(W) — I — P ) v—"
CHO. telols' arai: zO0sin hoi ia cr ia Ala

This is the work of the curses: come alive are those
a2 1o 7112 11
— A e e W Q&?)
gds hupal kefmenoi. cr cr Ala ala
beneath the earth lying:
-~ ~ ~ o~
224 2 1 2 42 1 2 12 42

1
Ve W D e Ve e e L

~~

[

!

palirrhuton gar haTm' hupexhairolisi ton ' 3 ia 3 ia 1420
for flowing~agéin is blood taken away from the

~—~ 7~ (o)
7121 71 2 1 721 1
U m w0 P = U - -
ktanégtan hoi palai thandntes. ba cr ba iapn aAla iap

slayers by those who earlier died.

The context of these choral responses is largely iambic; the dactylo~epi-
trites of 1413~14 are unusual (and would have been noticed as such). But cretics
are almost as numerous as iambs. Do we feel these as 5-unit elements mixed with

6~ or 7-unit iambic metra? Or do we feel the opening iamb of telolis' araf become

diminished (or compressed) by the loss of a syllable in 2z8sin hoi, gas hupafi, and
37

e .
keimenoi?

Then there is the effect of colometry, the editorial division of the text
into lines that visually influences our sense of the rhythmic groupings. With

« . by - . . .
"teloUs' arai: zO0sin hoi g8s hupal keimenoi" we have a single sentence, and like-

wise with 1407-8, 1413-14 and 1420-21. What the performer has to do, of course,
is reunite the pieces--foot, metron, colon, phrase, sentence, strophe-—into a
semblance of the composer's unified conception. The sense of the text is perhaps
what we regard today as fundamental in linking the composition's structural ele-
ments; the rhythms of the words, as we are constantly reminded, are the rhythms

of the composition. In reconstituting a melodic element, we regain another indis-
pensable component of the original; it is music that has, arguably, the primary

role--as it once did--in shaping, clarifying and unifying the composer's work.
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Supplement B: Sappho: fr.94, lines 1-5, 12-29 (continued from p.109)

. b ? /. -
_— X e U e 3 | 'LEBVAKV{V 5 O,LCSO)UJC. Biku)‘
to be dead, honestly, I wish.
¥74 S Ve
& pmt 4/L¢A’o,¢avm K& T EALMTTAV £V 2
She me tearfully was leaving, (with)
. 5 s / , (2 > > - -
o Kt 0 e(fjetne pol’ | “ip’ e Sglve TETOVIsMULY,
many (tears), and said this to me, "Alas for the bad luck we have had,
) e~ 2z * s’ - R
Tawd’, | paY € &ikotc’ ZTUALUTIEY . 5
Sappho: truly against my will I leave you."

(to lines 6-11, p.108-9)

) >l \ , / e
ToXoLe yep cTegdvore Leov | el @Po&oy Kporlwy T Omot
For many were the wreaths of violets and roses and Crocuses

- ~ »f d
kel x — Tap €poL Tt‘a‘Oer(KAO, 14
by my side you put on ,

KoL el tc Drroaei/u.ufotc— | TO\EkTale &/w{a’ KTTANKL  BEpiit

and many garlands woven about (your) tender throat

7/ >/
dvBiwv tparec memoqumivalc, 17

from flowers made you put.
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Kd\l_ TFé)\)\uJL VU e . /\Aalflou)b [ PFZVGE,LIMJL. VU — O —

and with much perfume costly

’z?,o“«xsé.};ié KL BrciX g fwe,

20
you anointed yourself, and with basileion,

Kol C_‘E‘DUG /M_VELV e ,.LO)\EA/[(&\/ 1

and on a bed

?o'ma&ayb TR U — v IV

soft tender ...
[ I s
gfine TBBov —~ LU . Vidwy, 23
you would satisfy your desire ..
174 . 2/ o * AV
kwoTte Tie uvo olrs TL | Lpov oddu o — o _
and neither any ... nor any sacred place ...
Y , oS 3/ y
ETALT’ ommebeV AMPEC ATELEOMEY 26
was there from which we were absent,
Y 94 - P -~
OUk aAcoc vy xopog | — x = LU — l{JOqBOC
no grove ... dance ... sound . ..
— X~ UU — v U oOL8LeL .. 29

Performance notes (continued): TLC, line 24, and the final syllables of 28 and

29 should be sung as long.
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degabde
7r3457 1

LYRIC

Alcaeus: fr.298, lines 12-24 (continued from p.112)

X — U — a&cC A&f#apé! <’ Zf/wx

and Deiphobus also

27 { 4 7 2 2 0N 7/
&T&#Vov, otlvtwyaa § ATV TELXEOC
they killed, and wailing from the wall

1y ) N 7 Y .
o w,oz, kL Tr'aLLSwv AU T.oh

arose, and from the children a shout

AAF&(VLO/LL Tri/SL_oY Ka(f»'-"];ga'

the Dardanian plain filled.

) - ey b 2 — 2/
Alace 8§i Noccav qxe DNE &N ExuV

And Ajax in deadly madness came

" 2/ a EA ’
tc valov oyvee Tllddadoc, & Ofwv

1--.28

to the temple of holy Pallas, who of the gods

/ z Ve
BvakToLcl Beocbict TRy TV

for mortals sacrilegious, of all

- - 7 ” —
alvoTaTx MAKAOWY TTE S TKE "
most terrible of the blessed (gods) is,

{22

15
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4 » o/ /7 2 »
Xtppeect & o«,m}cn/««— Tapfevicdy €xwv 20
and with both hands the maiden seizing,

Vg 7 /7
CEM VL ‘(T‘ok{i SCTAKOLCKV o’(\{a(_)__\}A,oL‘z:L
( she) standing by the holy image,

/ - y ~> o/
i}(ﬁzp«._r_c ) /\o’&lf}oc, o0d ESsLes

(her) the Locrian ravished, nor did he fear

Tt Aloc TTO)\{./.A_MJ Sc;'z:alo[)ozy‘ @ 23

the daughter of Zeus, of war's (victory) giver,

7 71 1 31 4 54 4 5 7, 5 5 431
Ve . . 2 “ ~ 3 e )/x ) —
yopywmLy % 8¢ Sslvov Ot ofpuct
. fierce-eyed; but she, terribly, beneath her brows,
(3 43 45 75 434 3 1 5431
34 3 13 4 3 445 4 534
) )
57157454 1 3 1 547 543 541 3 1)
- > Vd
Performance notes (continued): ep@&pon, p.112, line 11, is from 24>Eﬂa3 (ep(i) -
hépa), in its psilotic ("smooth," i.e., avoiding aspiration), Aeolic form. It

is at least possible that the short syllables ending lines 12 (3&&& ), 20
(“}uxTZ) and 22 ZSELCJL ) were performed short rather than long, as expected,
giving a surprising lurch into the following line and an increased dramatic
effect. (This may happen at some line~endings in the Sappho fr.l, Appendix v,
below.) Lines 25-27 are omitted here as apparently being out of place (GL 2,
338, 341 n.5). (My translations of the Sappho, Alcaeus and Bacchylides poems

above have relied substantially on those of David Campbell in GL.)
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Supplement D: Some Very 0Old Drinking Songs

Strophic form is a characteristically Indo-European technigque of poetic com-

. 38 . . -
position. An example of this genre that has the appearance of ancient origin,
but has been, I think, too little examined, is a traditional Greek drinking-song,
the scolion (skolion, pl. skolia, "crocked"--cf. the modern medical term "scoli-
osis.” Antiquity's explanations of this name are not satisfactory; see GLS5,
274-9). A group of scolia with varied texts but identical meter seems to be among

the oldest such Greek songs we have, quoted in Athenaeus's Deipnosophistae or The

Learned Bangueters (15.694-5; GL5, 278-293, nos. 884-90, 893-96, 907). The

rhythmic structure resembles that of the isosyllabic Alcaic stanza (above, p.112-

13): a a b ¢, b a shorter line, and all three closely related rhythmically:

—_— - -G U o U G o~
Pallds TrIitogénei' &nass' Athena,
g

a
el P g _—
Srthou ténde pdlin te kal polTtds, A
U o P W e —— VoV oa
Y -
dter algédn kal stasedn b
— UU-—U-—I.—- W [ 5] —~— W =
~ L= = -~ > <
kal thanatdn adrdn, su te kal pater. c

(884; translation below, p.133)

Line a we would probably call an extended glyconic, b perhaps an anaclastic
glyconic, with its first two syllables thrown back from the line-end; the mod-
ern analysis of c is as two dodrans cola (above, p.121; dodrans is a recent term,
Latin for "three gquarters" (de quadrans), i.e., six of the eight positions of
a regular glyconic).39 But at its double short, a breaks into Anacreon's ana-
clastic ionic rhythm,.which continues into b, changing to a choriamb, which in

turn begins c: a very satisfying concatenation of rhythms.

These basic, recurrent rhythmic patterns, here found in popular songs, likely
were ingrained in the language, especially in timeless phrases, proverbs and say-
ings. They bear a strong resemblance to stock meters of Vedic and Classical

Sanskrit, as noted above (p.110), the Classical Upajdti, for example,

X oeme B o od U U ey U em e

or Drutavilambita,
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UVULU L uv i VU — U —

whose second half (and first half, almost) is the dodrans.40

1t seems likely that this particular strophic song, for which Athenaeus
gives twelve different sets of words (one incomplete; all of these are given,
with translations, at the end of this supplement), was sung to one or another fa-
miliar tune. To the chosen tune, at the symposium, or drinking party, new stro-
phes were improvised, some of which were no doubt like those Athenaeus has pre-
served, while others were decisively not. This is still of course an occasional
amusement, though today it is to autonomous, rather inflexible~~if familiar--
melodies that lyrics may be improvised. My arbitrary assumption here is that
the rules of prosody (pitch-accent) were generally observed by the symposiasts,
and so--again, this is simply a working principle of my reconstructions--generic
melodic shapes for the lines were adhered to within one traditional mode or

41
another.

Assigning a mixed scale, then (cf. below, ), I imagine my hypothetical

partyers singing the the above strophe as follows:

231216 6 1 6121 21 1 232
Pallas Tritogénei'dnass' Ath&na

53 1 21 32 212 2333 12
Srthou ténde pbélin te kal polTtds, A

32 233 43 12 322
dter algédn kal stdsedn

23 342 1121 2 1 61 612 213 21
kal thandtdn adrdn, st te kal patdr.

Note that for the second'line the melody of the strophe as a whole requires a
different melodic shape from that of the first, despite the identical rhythm.
It appears that a rest of a long is fitting and desirable for all the strophes
after line two, filled in by the instrument; between strophes there will cer-
tainly be a brief, "stock" instrumental connection, as suggested above. (§E§;

sedon here is three syllables, without synizesis; I have marked long a, i and u.)
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To construct a recognizably repeating melody--the repetition of which, as
mentioned earlier, is the principal unifying factor of strophic composition--

for this group of 11 complete strophes, I make use of the following melodic ge-

stalt:
6 1 2 3 2 a’
2 1 3 23 4 3 a"
3 2 4 3 2 1 3 2 b
2 3 4 2 1 6 1 2 1 c.

-

The cadence of each line drops in pitch, simply because most phrases in Greek

end paroxytone (penultimate-syllable acute accent) or proparoxytone (antepenulti-
mate aéute). The circumflex poses no problem on either of the two word-final
syllables where it can occur, e.g., Ath&n&, 884.1. The sole difficulty for caden-
tial prosody results from a phrase-~final oxytone (acute ultima), as EEEEE' 884.4.
My solution for this, already noted (above, p. }), 1s resolution of the melody
to the tonic by the omnipresent accompanying instrument, as in the melodized
strophe just presented.. To be perfectly clear, here is the end of 884.4 in mod-

ern musical notation; the next strophe will begin on e.

1

]

Sz
hdJ

(next verse)

“ZES -~ - hl ~ - -
... su te kal patér.

Finally, here are realizations of the fourth line (c) 884-7, following my

melodic template akove; there are, as easily seen, few problems.

53 03 4 2 1 2 1 2 1 & s 2
884.4 kal tha- nd- tdn a- S5 rdn, sa te kal pa-  tér.

23 2 3 2 1 12 1 2 1 61 2 1
885.4 khaf- re- ton, el de tand' am- phé~ pe- tom pS- lin.

23 2 3 32 2 1 21 2 1 61 2 1
886.4 Br- te- min, ha gu- nai- k8m még' é- khei kra—- tos.

~ ~ ~

23 3 4’ 2 1 1 21 2 1 61 2 1
887.4 eu- phro- si- nais, a- oi- d38i ke~ kha-~ ré&- mé- nos.
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Twelve Scolia from Athenaeus 694c-695e

P.M.G 884

HaMas Tpiroyéver’, dvaco’ *Abnva,
oplov Tiivde wéAw Te Kal moliras,
aTep aAyéwy kal oTdoewy

\ 0 ’ > 7 ’ \ ,
KatL vavaTwy AQWPWY OoU TE KOl TATNP.

885

HAovrov untép’ *Olvumiar delSw
AnjunTpa oredavnddpois év dpas,
o¢ Te, mwal Auds, Depoeddvn-

xalpetov, b 8¢ Tdvd’ audémerov wéAw.

886
ev Ajdw mor’ &rucre maida Aard,

DotBov xpvoorduav, dvarr’ *AméMw,
élagmBirov 7 dyporépay

’IA (3 ~ /7 54 4
PTELLY, A YUVALKWY ney EXGL KpaTos.

887
& Ildv, "Apradlas uédwv kAeewvids, .
opynora Bpoulais dmade Ndudas,
’ > A~ " .
veddoewas, & Ildv, én’ uals
3 : ~ ~
elpoot 7aled’ dowdals’ keyapnuévos.

888
) ’ e ) ’
EVIKNOALEY WS EIBOUAO[LGO'QCL,
vy 3 \ ’
KatL ViKMy 6800'(11/ 0‘60(. (]SG,DOV'TGS . o

889 .

3 3f A 3 ~2 5 o
lf’ ééfy omoids Tis My €xaoTos

. ~ 4 b 4 -~
10 oTflos SieAdvT’, émeita TOV vody
éodovta, KAeloavra mdAw,

dvbpa pirov vouillew adoAw Ppevi.

890

¢ 4 \ L4 3 1 ~
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Pallas, Trito-born, our Lady Athe-
na, guide this our city and her
citizens aright, thou and thy
Father too, free from pains and
factions and death untimely.

I sing of Plutus's mother, Olym-
pian Demeter; at the season when
wreaths are worn, and thee too,
daughter of Zeus, Persephone;
hail, ye twain, and guard ye both
our city well.

In Delos, once upon a time, Leto
bore a son, Phoebus of the golden
hair, Lord Apollo; ay, and the
deer-slaying huntress Artemis,

who holds mighty power over women.

O Pan, ruler over glorious Arca-
dia, dancing attendance with the
revelling ﬁymphs, smile joyously
on these merry songs of mine.

We won as we desired; ay, the
gods have given the victory, bring-—
ing ...

Would that, to see what sort of
man each is, we could open his
breast and look at his mind, then
locking it up once more, regard
him surely as our friend.

To have health is mortal man's
highest boon; second to that is to
be born handsome; third, to have
honest wealth; and fourth, to en-
joy youth with our friends.
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In a myrtle-branch I will carry
my sword, as did Harmodius and
Aristogeiton, when they slew the
tyrant and made Athens a city of
equal rights.

Dearest Harmodius, thou art not
dead, I ween, but they say that thou
art in the Islands of the Blest,
where swift-footed Achilles lives,
and, they say, the brave son of
Tydeus, Diomed.

In a myrtle-branch I will carry
my sword, as did Harmodius and
Aristogeiton, when at the feast
of Athena they slew the tyrant
Hipparchus.

Ever shall your fame live in the
earth, dearest Harmodius and
Aristogeiton, for that ye slew the
tyrant and made Athens a city of
equal rights.

Alas for Leipsydrium, betrayer of
comrades, what heroes hast thou
slain! Brave soldiers they, and
sons of nobles, who showed on
that day what fathers they had.



NOTES (Lyric Composition 1)

1. Most Sanskrit strophes are of three or (usually) four lines, and in most of
these the lines are all in the same meter; the Vedic line allows some rhythmic
variation; with an important exception, meters are based on syllable count with
a fixed cadence at line end. A Sanskrit strophe can be difficult for the novice
to recognize, as the devandgari text is regularly printed, space permitting, on

a single line. See A.A. Macdonell, A Vedic Grammar for Students (Oxford U. Pr.,

1916; many reprints).

With Greek, we have the impression that the earliest poetry was composed in
hexameters; it is likely, however, that other types of composition, some more com-
plex, were as old or even much older, but no evidence of them has survived. See,

for example, Gregory Nagy's Comparative Studies in Greek and Indic Meter (Harvard

U. Pr., 1974) and the appendix to his Pindar's Homer (Johns Hopkins U. Pr., 1990)

for examples and arguments.

2. Among thé most ancient strophic compositions that we have at least a
part of is Alcman's so-called "Louvre Partheneion" (fr.l1), five of whose unusually
long, beautiful strophes exist almost intact (GL 2, 360-77). (The elegiac couplet
is usually considered strophic, though I have placed it in the unilinear category
for practical reasons. Technical definitions can be found, e.g., in GM, "Units

of Analysis," p.4ff., an exposition well worth reading.)

3. Cicero, Tusculan Disputations 4.71: nam Anacreontis quidem tota poesis est ama-

toria. Horace, Odes 4.9.9f.: nec si quid olim lusit Anacreon|delevit aetas.

4. Fr.395, GL 2, 78-81; other ionic fragments complete enough to sing include
356 a-b. There is, however, similar, singable poetry aplenty in the Anacrontea.

Ionic meter: ocn3, 973; GM, 58-9, 124-7; IGM, 41f., 61-3; AGM, 45-7; SA, 61-4.

5. The mode here may not gqualify as Anacreontean: Posidonius, quoted in Athenaeus
(635§—d) "says that Anacreon mentions three kinds of melody, Phrygian, Dorian and
Lydian, since these alone were employed by him" (transl. Barker, GMW 1, 295) (kal
ho mén Poseidéniéé ph&sin tridn meldididén autdn mn€monetein, Phrugfbu te kal

Doriou kai Ludiou; taﬁfais gar ménais Anakréonta kekhrésthai.)
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6. "O rdze reyne des fleurs," Le printemps de Claude le Jeune (Paris, 1603;

no.10), as given in Geschichte der Musik in Beispielen, ed. by A. Schering

(Leipzig: Breitkopf und Hartel, 1931), no.144. Le Jeune is perhaps the best known
composer of music for vers mesuré, a revival of the quantitative meters, whose
importance in the music of renaissance and baroque France is a subject of Dance

Rhythms of the French Barogue by Betty Bang Mather (Indiana U. Pr., 1987), espe-

cially chapters 4, 7 and 8.

7. Quoted by Aristophanes, Knights 406; as translated there by J. Henderson:
"Drink, Drink on a Happy Occasion!" (Aristophanes I, LCL 1998). SumEhoré is a

neutral word (often signifying misfortune) .

8. Anacreon's glyconics: GL 2, frr.357-61. The different poetic styles (Dorian,
Ionic, Aeolic) are distinguished clearly in West's GM, 29, 35, 46-7. Horace re-
marks that Anacreon sang his love-songs (such as fr.357?) tearfully, with the

hollow lyre, "in uncomplicated meter" (non elaboratum ad pedem, Epode 14.12).

9. Formulaic metrical patterns and entire stanzas are often named for composers;
Sapphic and Alcaic are two well known examples. See the named meters in Supple-

ment A, below.

10. The line in the Loeb edition (GL 2, p.54) reads (assuming e + §Asynizesis)
— e Y DY
d' hupsélas oré?n koruphis,
which strikes my ear as out of place, though presumably not impossible. I invite

anyone who rejects my emendation to supply a melody for the Loeb text.

11. For example in the Fourth Nemean Ode, where he ventures that Timasarchus's
father, were he alive, would have celebrated his son in singing this very ode to
the cithara (see Appendix vii.2, lines 13-16). On Greek lyric poetry, see the

excellent essay by Christopher Carey, OCD., pp.899-900. David Campbell's splendid

3
five-volume collection (GL) gives us the edited corpus of Greek lyric verse from

Alcman and Stesichorus to Timotheus, with English translation.

12. Alcaeus seems to have been the older by a few years, born probably ca.625.

Ancient biographical sources for the two: GL 1, pp.2-51, 206-33.
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13. Greek dialects: see OCD,, 653-4; GG, 3-4.

14. West, GM, 30ff., covers this technique quite thoroughly. A further example

is Sappho's fr.44a, a unilinear, narrative poem:

H LI | 1 ¢ -1
— X _— VY - U Y e U W e U e
Phoibdi khrisokdmdi, ton &tikte RSB kbé6rid (GL 1, p.90, line 2)

Phoebus the golden-haired, who was born of Coeus's daughter (Leto),

with two repetitions of the dactyl. Please note that in this chapter and the
next all the ancient texts are given, for clarity, without any of the editorial
symbols that are part of the critical texts; one can find the text-critical record,

or its most important information, in Campbell's GL edition, for example.
15. AGM, chapter 9; cf. also Appendix iii, below.

16. Numeral notation has been used for centuries in China and Japan; see NG2,
"Notation" II1.6, "Numbers"; the Western practice is credited to Rousseau, and be-
came widely employed under the Galin-Paris-Chevé system in nineteenth-century

France. See also Lou Harrison's Music Primer (above, p.66 n.3), 8-9. The Greeks

also seem to have had a very limited, evidently late, solfége-type set of sylla-
bles indicating the positions of pitches in a generalized tetrachord: AGM, 265;

AQ 77.30-81.6, GMW 2, 479ff.

17. T first encountered this surprising and lovely effect in Eve Beglarian's
musical reconstructions of Sappho, performed al fresco by the New York Greek Drama
Co., directed by Peter Steadman ("The Songs of Sappho," video recording, 1988,

now on YouTube). On mode in Sappho's music, "Plutarch" 16, 1136c¢c-d, GMW 1.221,

AGM, 182. The remainder of the text of fr.94 is given in Supplement B, above.

18. Ancient Greek music can be divided into two categories, one based on additive
rhythms, including isosyllabic verse, and the other isochronous, including hexa-
meter, elegiac and anapestic poetry, the ionic rhythms of Anacreon, and composi-

tions in regular cretic (5-unit) rhythms, the two Delphic Hymns, for example.

19. See, for example, Epiploke: Rhythmical Continuity and Poetic Structure in

Greek Lyric, by Thomas Cole (Harvard U. Pr., 1988); cf. GM, 19.
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20. "(Better in this world) to live (on alms) without killing the mighty elders,*
Mahabhdrata, Book 6 ("Bhishma"), transl. by Alex Cherniak, vol.l, 26.5, p.180-1.
The Clay Sanskrit Lirary (NYU Press, 2008). As with Greek and ILatin, Sanskrit has

several different eleven-syllable lines. See A.A. Macdonell, A Sanskrit Grammar

for Students3 (Oxford U. Pr., 1927), 231-5; and the admirable treatment of clas-

sical Sanskrit meters in Michael Coulson's Sanskrit: An Introduction to the Clas-

sical Language (Teach Yourself Books; Hodder & Stoughton, 1976), 249ff., 310ff.

Catullus 1.1: “To whom do I give (my) nifty new book ...7?"

21. Cf. Chapter 6, above; Lawler, The Dance in Ancient Greece (above, p.81 n.22),

p-.124-5 and passim; Plato: GMW 1, 141-2.

22. I find myself inclined to turn the steps into rather narrow circles, changing

direction a piacere.

23. GL 4, 276-9; Bacchylides: A Selection, ed. by H. Maehler (Cambridge Greek and

Latin Classics; Cambridge U. Pr., 2004), 72-4 (Greek only); extensive commentary,
243-51; the volume includes an excellent introductory essay on the background,

language, meter and style of the composer, and is highly recommended.

24. The earliest dactylo-epitrite is usually thought to be found in the poetry

of Stesichorus: I believe, however, that the meter is present earlier in Alcman
(fr.1, the "Louvre Partheneion,” lines 43-4, 48-9). While AQ accepts the seven-
unit epitrite as a usable rhythm (1.18, 38.20; GMW 2, 443), Aristoxenus rejects

it on what can only be arbitrary grounds (Elementa rhythmica 35; GMW 2, 189).

An Archilochus epodic line (fr.188.1), perhaps a dactylo-epitrite precursor, runs

as follows (for Archilochus, see p.96 n.5, above):

v oL o v v

—_— (S — — — —_ AT e VY e -

: - ~ Zo
oukét' Thomds thalleis hapaldn khrda; karpetai gar &d&
no longer as before do you bloom with soft skin; for withered now,
and is imitatedlby Horace (Qdes 1.4.1),
solvitur &cris hiems grat3d vice vEris et Favdni
Yielding is sharp winter, with the pleasant change of spring and the zephyr{.]

This meter generally: GM, 69-76, 132; IGM, 43ff., 65-7; SA, 85-90; Maehler (above,
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n.23), 15-16; AGM, 151-2 with a caution about West's treatment of the "irrational
long" and his interpretation (without the text!) in ex. 5.17. Stesichorus, GI,
49, 70. "The 'link-syllable" is a false concept as far as the process.of creation
is concerned. Greek poefs compose with cola and need no mortar to join them."

(West GM, 70)

25. AGM, 198-9: "[I]ln strophic compositions, ...correspondence of melody and accent
could only have been achieved if each strophe sung to a given melody had been so .
composed as to have the same pattern of word accents. So far as we can see, this

was never attempted." Cf. VG, 118. Contra, cf. Dale, The Lyric Meters... (p.131

n.35 below), 204-6.

26. See "Metre and the Transmission of the Text,” SA, 94-119, for a history, which
West gives, along with a rationale for present practice, including its shortcom-
ings, GM, 27-8. (In this section we are concerned with meter only, not rhythm,

as understood in ancient Greek theory. Cf. Appendix i, below.)}) Most of the rec~-
ognized line or colon rhythms were named in antiquity after poets who presumably
were associated with them--Glycon, Telesilla, Pherecrates, for example. Other
names are of recent coinage--the reizianum, for instance, or the hagesichorean

or wilamowitzianus; see GM 30, 191-201. "History of Metrical Studies," OCDB, 974-5.

27. Hephaestion on Metre, a Translation and Commentary by J.M. van Ophﬁijsen,

(Mnemosyne: Bibliotheca classica Batava; supplementum centesimum) (E.J. Brill,
1987), xiv/43.11-16, p.130. The epichoriambic is defined in AQ 1.28, 51.14f.,

as a combination of trochaic and choriambic metra (GMW 2, 456). AQ relies on a
similar kind of analysis, and, as mentioned before, his extensive treatment of
metrics and rhythmics (which van Ophuijsen correlates with Hephaestion's treatise)
is essential to a thorough understanding of the principles of ancient Greek rhythm.

(A reminder: the "indifferent" syllable at line-end we regularly take to be a long.)

28. Moderns on the ancients, cf. GM, 28; Maas (below, n.31). Nemean 4: GM, 62;

this ode is "monostrophic,” i.e., strophic, in our current definition. (For trans-

lation, see Appendix vii.)

29. GM, 28.
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30. L.P.E. Parker on Aeolo~choriambic: OCD3, 974. Several anaclastic forms in
West's list, GM, xi-xii, have been omitted: those of the hagesichorean and hip-
ponactean. "Dodrans" is Latin for three quarters (de-quadrans). Full disclosure
requires me to give the information here that the — X figure that opens the gly-

conic, pherecratean, reversed dodrans and hipponactean cola can be —uv, — ., some-—

times Ww—, and rarely vu (in Sappho, for example).

31. Greek Metre, by Paul Maas. Transl. by Hugh Lloyd-Jones. (1923; clarendon
Pr., 1962), 40ff. c¢f. GM, xi-xii, 69ff,; IGM, 43-4, 65-6.

32. GM, 196. It is obviously not half an epic line, as the name implies. The
ancient term was penthemimer (penth&mimer€s, "of five halves," i.e., five half-feet
of some line, as of the dactylic hexameter), Hephaestion 22.1 (above, note 27),
for example. (West's (modern) penthemimer, X —u -3, is based on the iambic

metron, GM, 198, 30.)

33. Hephaestion's dactylo-epitrites (15.10, 50.9-51.2) he calls encomiologic
("of the meter of a praise-ode"), giving as examples Alcaeus, fr.383 (GL1, 404-5)

and Anacreon, fr.393 (GL 2, 78-9).

34. West's definition, GM, 200, of syncopation as "combining Y- or — V into a
single triseme [i.e., 3-unit] position” is, I believe, quite misleading. He gives
the subject thorough treatment on 68-9 and 99-106, mentioning the triseme only

in the context of Euripides's tragedies, which are beyond the scope of this study.

35. The abbreviations are as given in GM, xii, 31, 62; IMG, x, 52. See also the

comprehensive and illuminating treatment in A. Marjorie Dale's The Lyric Metres

of Greek Drama, 2nd edition (Cambridge U. Pr., 1968) (referred to below as LMGD2),

chapter 5, p.69-86. "Cretic" refers of course to the island of Crete; "bacchaic®
to Bacchus and associated rites; "spondaic" comes from the solemn nature of liba-

tions (spondé&) at the ratifying of a treaty (cf. p.61, above).

William Scott's studies of musical implications and forms in the tragedies,

"as performed," of Aeschylus and Sophocles, Musical Design in Aeschylean Theater

and Musical Design in Sophoclean Theater (Dartmouth College; Univ. Pr. of New

England, 1984 and 1996), are accessible and valuable resources for the student
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of these compositions: they give for each play the dramatic context along with
clear metrical analyses of many of the lyric solos and choruses. (There are

suggestions and recommendations of music in both volumes, but no actual music.)

36. kommos, "a wild lament”" in Attic drama, from koptein ("to strike," "beat the
breast in lamentation"”). My text and colometry are those of Pearson's Oxford
edition of 1924. Editions of Electra include that of LCL, ed. and transl. by

H. Lloyd-Jones (1994); J.H. Kells's Greek text with commentary in the Cambridge
Greek and Latin Classics series (1973); and the edition with commentary and transla-

tion by Richard Jebb, Sophocles: the Plays and Fragments, Part VI (Cambridge,

1907; reprint, Scholarly Pr., 1976). I hear line 1404, Clytemnestra's initial

. . - s . . . . . . .
excamation--aial! id stégai etc.--as beginning with iambics, truncated in this

line at three feet, rather than the dochmiac of Scott and others; his reading of
the cry aial as long-short I find unnatural, and would scan short-long or long-

long.

37. There are technical explanations, mostly statistical, for the differentiation

of cretics and bacchiacs from syncopated iambics: LGDMZ, 73-5.

38. Cf. Calvert Watkins, How to Kill a Dragon: Aspects of Indo~European Poetics

(Oxford U. Press, 1995), p.19~21 and Part III.

39. Dodrans is Parker's most elemental rhythm of this genre, rather than the gly-

conic (sSA, 70ff.).

40. A.A. Macdonell, A Sanskrit Grammar for Students3 (Ooxford U. Pr., 1927), 234.
Few Sanskrit meters have a repeated dactylic foot, as here. The mysterious ori-
gins of the dactylic hexameter (referred to above, p.27, 47 n.l) perhaps reflected
an idiosyncrasy of Greek musico-verbal expression; it is ironic that the oldest
surviving Greek poetry uses a younger metrical framework, the hexameter, than
those of the older indoeuropean prototypes, which reach us in Greek through Sappho,
Pindar et al. But there may be some links between dactyl, elegiac pentameter and
dodrans, particularly in cadential formulas: if the second half of an pentameter
line (above, p.B83) is deprived of its final position by catalexis, where the ﬁew

final position becomes a long, a dodrans results:
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c
le

l
|

Elegiac pentameter — Y —_— e D e I U e

dodrans Dt W e U e -
The "greater asclepiad" line, the meter of Athenaeus's scolia 897, 902-5 and
908, which one may call a glyconic with double-choriambic extension (GM, p.32,

59-60; IGM, 85), terminates in a dodrans colcn:

— ot e DV o e VU e | ot O e VY e o
| W I } .

(Of Athenaeus's other scolia, 891 is an Alcaic stanza, 892 telesillean and gly-
conic; 898-901 are couplets, anaclastic glyconic + dodrans; and 906 is an elegiac

couplet (cf. GM, p.59-60).)

41. 1t is, of course, principally the development of writing that gave rise to
the literalness of melodic repetition we are accustomed to, as well as to the pri-

macy of melody over word.

42. These are all of Athenaeus's scolia of the rhythmic genre discussed above.

P.M.G. numbers are those, in standard use, of D.L. Page's Poetae melici graeci

(Oxford U. Pr., 1962). Note that 883 is incomplete, and that there are metrical
irregularities in 896.2. The Greek text and the translations are taken from the
ILCL edition (vol.7, 1941) of Athenaeus by C.B. Gulick; editorial notes on the

former and footnotes on the latter are omitted.
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9. LYRIC COMPOSITION 2: Free Composition

The culmination of the ancient Greek musical art is in its great lyric works
for solo voice and for chorus, composed mostly for some kind of collective ritual,
whether in celebration of a victory or a marriage or a religious event, or in the
theater. These works are "free compositions" in the sense that the composer makes
use, on a large scale, of every diverse rhythmic and melodic resource, within the
generally understood musical and dramatic structures of the art: compositions were
mainly strophic (with composed strophes that were sometimes long, elaborate and
ampkﬂlL and in theatrical works were shaped by the conventional forms of the
drama, though composed uniquely for the necessity of each work. This is of course
Pne way composers are accustomed to create, working freely within a familiar frame-
work. (The strophic form, as mentioned earlier, is still indispensable to much

music.)

We have already made the acquaintance of many of the basic rhythmic formulas
that were used in larger works, as well as of the most important of the melodic
modes or harmoniai. A few more "stock" rhythmic figures have yet to be introduced,
mainly the anapestic, choriambic, cretic and dochmiac meters. The rhythmic figu-
ration used in larger compositions by the musical masters--Pindar and Bacchylides,
Aeschylus and Sophocles, Aristophanes; Euripdes, as already explained, became a
part of a stylistic revolution that is musically obscure to us--1is of an intricacy
and complexity enjgyed by the musicians and dancers of their time, though presenting

considerable challenges for performers today.

First, however, it will I think be advantageous to return briefly to the
iambic and trochaic meters we met earlier, in Chapter 7, above all to consider

the extensive and varied role of iambic meter in solo and choral lyric.

As mentioned, the iambic trimeter (which we are referring to simply as "tri-
meter") is the most common vehicle for dialogue, whether spoken (probably) in com-
edy, or declaimed in an elevated, stylized speech-song manner, as I think likely,
in tragedy.2 Enjambment is frequent, controlling where one can and cannot take
a breath; examples are in the Solon passage above, p.88, 94-5. Very occasionally

there will be an elision at a syntactic break, as .in our Homer passage above,
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p.38-9, lines 459-60 (with note, p.4%), where a breath could be taken. Here is
an example from Aeschylus's Agamemnon (1417-18), where a breath is natural and
perhaps necessary, even though the elision (of a) is disrupted}

(Clytemnestra) éthisen hautou pafda, philt4té&n emol
he sacrificed his own child, dearest to me

_.c_«'\/_.\ —aq £ = _—
odin', epoidon Thré&ikidn aématon.
of children, a charm against Thrace's gales![.]

There is regular caesura (word-end) in the trimeter, coming normally after
the fifth position in the line4 (penthemimeral caesura, i.e., five and a half
feet), as in the two lines above; if not, there will likely be a caesura five posi-
tions before line-end; these typical breaks are easy to see in any trimeter pas-
sage. As noted in the Homer chapter, caesura is not a feature to be marked in
any way by in performance; it is a structural artifact of the poetic compositicnal
process that the listener will recognize subconsciously as part of the verbal and

rhythmic articulation of the line.

Trochaic rhythms seem only rarely to raise performance guestions. In the cata-
lectic tetrameter (above, p.90ff.) there is always time for a breath in the
rest at line-end (even, probably, in the relatively infrequent cases of enjambment) .
Caesura occurs very reliably at mid line in the tetrameter, contributing to its

somewhat sing-song effect, no doubt an advantage in comedy .

Modern metricists posit a category called iambo-trochaic, which needs a bit

of clarification here. It goes back to at least one ancient scholar's idea of
epiplok& ("interweaving"), a sort of endless interwoven braid of iambic and tro-
chaic

e e K VR XL

(to a lesser extent of dactyl and anapest as well), with the iambic's initial,

or the trochaic's terminal, ancepsﬁ

An important metrical formula falls into this category, by some modern scho-
lars' reckoning, the colon known as the lecythion (or lekuthion), the basic form

of which,

—U e X T =,
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is recognizable as part of the epiplok€& segment above.6 Occasional resolution

of one or more longs is allowed, as happens in the (partial) line from which the
figure gets its name, Aristophanes's Frogs 1208-50, where it is a comic refrain,

a trimeter minus its first five positions, with which "Aeschylus" repeatedly inter-
rupts "Euripides"'s attempts to qguote his own verse, breaking into the latter's

lines with the words
(X.—-U’——Et{> _ Y [u.7.u.—
. - . .7 18kdthion apSlesen
(my) little oil-flask is lost.

The fact that lecythia begin as trochees and finish. as iambs has
caused consternation, it seems, among metricians. For the performer, however,
it is fundamentally trochaic (cf. GM, p.99-100). One might think it has the lock
of a catalectic dimeter, but this would be mistaken for two reasons: first, the
lecythion has its own catalectic form, sometimes used cadentially, called the
ithyphallic ("erect phallus")7

SRV /N

and secondly, lecythia freguently abut one another directly, without any possible

intermediary rest such as is often signalled by catalexis, as in the following

example, Agamemnon 160—2:8
— | e Y~ U eV
Zels, hdstis pot' estin, ei téd au- sp lek
Zeus, whoever he is, if this to
— V e U e U -
t8i philoh kekléméndi, lek

him is a frieHdly name/f. ]

where it is clear there can be no break between the two cola. Both lecythion
and ithyphallic associate comfortably and fregquently with iambic and cretic metra,

as often in Aeschylus, e.g., Agamemnon 480-2.(Epode):
Al D
phlogos parangelmasin - ia cr

... from fires' reports,
Jo, U | e —~ N e N

("}
néois purdthénta kardian ébeitlH ia lek
new, fired up, does the heart, then,
L ¥ . e L™ R
allagai légou kame1n? lek
“with a different story, weaken?
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Sophocles Electra, 1384-97

Strophe

—_—— e —

71242 5 4 5 4 4 5 21

{det' hépou pronémetai 2 cr
See where advancing,

2 142 1 42 2 454 21
to dusériston halma phiisén Arss. 1385 2 doch
invincible, with bloody breath, is Ares.

7211 121 7217 121 17
bebasin drti ddmatdn hupdstegoi 3 ia
They are come now under the house's roof,

72 112 242 1123245 4
met§q§omoi kakOm panourgd8matdn 2 doch
the pursuers of evil's perpetrators:

5 445 54

dphuktoi kines; doch
the inescapable hounds.

s 21 771 2 7113

hdst' ou maE;én et' ammeneT 2 ia

So, not for long will be held

7 17 121 4211 7 7112 11 171242
toumom phrendn dneiron aidroUmenon. 1390 3 ia

my mind's vision in suspense.

The Greek composers of our period took frequent advantage of the so-called
cretic meter, named for the island culture of its supposed origin, a meter we think
of as quintuple, commonly indicated as 5/8 or 5/4 in modern musical notation.

We have met the cretic metron — w —~ earlier, analyzed as a "syncopated iamb"”
(N —=vw — , p.123), but it exists as an autonomous gquintuple rhythm among iambs.
Composers have written entire songs in cretic meter, two extended examples of
which are given below: Aristophanes's straightforward parabasis-—-song, Acharnians

665-75 and 692-702, in Appendix viii; and the far more elaborate, "free" cretic
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Antistrophe

45 44 5 4 5 21
/ N >, 7
TAPAYETAL &P ENIPWY

For he sidles in, the dead's

- / e
doXtbTrove é({aw\(\oc slews creyac,

stealthy-footed champion, into the house,

> p ¢ N > S /
o(e;\oLLoTT%autaL *\To(t/JOC SLC oW,

anciently wealthy, the father's palace,

v Id A ~ 2/
Kovntov Al Lv LIV !
VeX nto el )(\gc_Po ex

with newly sharpened blood on his hands:

P ~ -~
6 Maxlac §i Telc

and he, Maia's son

1395

CEP/Aac e’ ;{Yf_L dENON STt

Hermes ,; draws the deception, in dark

kplPac TPoC auTo Tépu, KOOKET® dyapivel. (o 1398, p.124)

concealed, to the very end, and no longer delays.

that is the rhythmic basis of Pindar's
two longest compositions to survive in
Hymns of 127 BCE, were compcsed almost

was almost altogether resistant to the

Second Olympian Ode (Appendix vii). The
ancient Greek musical notation, the Delphic
entirely in cretic meter. 19 (The cretic meter

attempts of 19th- and 20th-century rhythmi-

cists to bend it to northern European principles of verse-rhythm, but at least

one scholar, Emile Martin, for example, has interpreted as I J Pl. [ the recur-

ring cretic I i pi [.11)
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Perhaps the most characteristically Greek of metrical formulas is the dochmiac
metron (dokhmios, "obligue,™ "on a slant"), a compressed rhythmic figure favored
by composers at moments of high excitement or emotion. Despite some varied forms,
it is almost always recognizable to our modern ears. The simplest dochmiac appears
as in Aeschylus, Seven against Thebes 126-7,

1 3 S S N A N S

dorussols sagals ' pulais hebddmais
with spear and harness at the seven gates ,]

appearing, as often, paired, the pairs divided by word—end.12 To my ear there is a
clear grouping of fivé elements. The syllable lengths can vary, though the last
two are normally short-long; resolution is common. Here are some typical variants,

again from Seven against Thebes, a tragedy that is a compendium of dochmiac rhythms:

[ U5 S, ' A W R U UV S G S L A L = e
potatai brémei d4'‘amakhétou dikdn'hddatos orotupou. (85~6)
It flies, roars like an irresistible mountain flood.

= = M = Y = Y - 13
all' © Zeu pater,:pantds ekhon telos, ... (116-17)
But o father Zeus, of all things holder of the fate, ...
e e S i - — —
kuma perl ptdélin : dokhmoldphdn andrdni{.] (112-13)

waves, around the city, of plume-helmeted men/.]

Dochmiac regularly associates with related rhythms, especially iambic (the
dochmiac at times feels like a prolonged, and at other times a rushed, ilambic se-
guence), and with cretic as well. A particularly trenchant example of the inter-
play of iambic, cretic and dochmiac rhythms is the brief, menacing chorus, on the
preceding two pages, that adumbrates the climactic violence in the scene that fol-
lows it immediately, given above, p.124-5. As in that realization, a basic Dorian
(synh&mmenon, above, p.52) is used; the melody given for the strophe can be fit
to the antistrophe's words with very few adjustments, despite the relatively poor
correspondence of accents (Appendix vi, below). (For the musical notation in this
chapter, see above, p.107-9; and for the crasis in line 1390, p.146 (toumon) and

1397, p.147 (koukét'), see p.48, note 11.)
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The "glyconic variaticons" were considered in the preceding chapter (p.l104ff.,
120f£.). A kind of line with clear rhythmic kinship has managed, quite uniquely,
to elude definitive capture as an analytic category, and while relatively uncom-

mon, occurs importantly enough to be singled out:. the so-called choriambic dimeter.

The misnomer is immediately evident; it is not in fact a pair of choriambic metra
but rather an eight-syllable rhythmic configuration (occasionally with a resolved
long) that begins or ends with a choriamb, and whose other half is usually an
iambic metron. This rhythmic pairing of double-short and single-short elements
is ancient, with examples in Archilochus; the present pattern is today traced to
Anacreon.14 There are few extended passages of choriambic dimeter in the trag-
edies we possess; it may have been felt in part as a kind of transitional rhythm
between glyconic~type movement and (lyric) iambic. The following strophe, com—

plete, from the parhodos of Sophocles's Trachiniae (The Women of Trachis), 112-21,

conveys something of its inherent gracefulness, in a beautiful, hortatory song

. 15 ;
to the troubled Deianira, in the absence of her husband, Hercules:
~ A _Z 1 ld
polla gar host akamantos D -

For in the way that many, from the tireless
— Y e UY m
N W 7 .
€ notou € borea tis D —
south wind, or the north, are the

—~— W e VWY o e

£ ' /o P
kiimat' &n euréi pontdi D -
waves on the wide sea

-;‘ UV -y [ S

b

bant' epiénta t' fdoi, A 115 D
advancing that one may see,

Teancing e eng gay
hottd de ton Kadmogene chor 4
so also a Theban man

U w — - VU e

Ve -~ . .
tréphei, td d' ad- xei bidtou chor d
is sustained gnd grows strong in life

VUV uLvuLU - —_ YU —
poluponon h3s- per pelagos chor d
from difficuﬁties, as does a Cretan

-—;UU ~— \;J
Kr&sion; al- la tis theon chor 4
sea. But by some god
—_— - g —_—— -~
aien anam- plakéton Hai- 120 chor d
always from error and Ha-

— [ JEY W R B W R

- 7 . 2z . .
da sphe domSn ertkei. A arist
des's house he is protected.

— [ 6 Qe
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Note the resolution of a long in 118 and the correption (shortening) of ~tou
in 113; final -s in 112 makes a long syllable. The preceding strophic pair (94-
111) is dactylic and dactylo-epitrite; the epode (132-40) that follows the anti-
strophe to the above is mainly iambic and cretic. Coincidentally, the catalectic
form of the choriambic dimeter, line 121 (where it calls for a rest) is a common
~~and particularly Aeschylean--cadential line (clausula), and as such is invari-

able, usually taking the technical name aristophanean (glyconic chart above,

p-121). Fortunately performers are largely absolved of anxiety as to which met-
rical box a particular rhythmic expression belongs in; acguiring aural familiarity
with basic patterns, however, will substantially enhance one's apprehension and

: - . 1
understanding of a composition's particular schema (skhéma, "form, figure").

The dactyl, especially in its six~-foot, epic form, is at times an important
and expressive rhythmic resource of choral lyric, imparting to it its qualities
of dignity and weight.17 ILonger choral or solo songs that are entirely or large-
ly dactylic include the opening of Aeschylus's Agamemnon (104-59, perhaps suggest-
ing epic nostos); the final scene of Sophocles's Philoctetes, in particular the
astrophic exchange between the protagonist and members of the chorus, 1169ff.;

and the scene between chorus and Oedipus, also astrophic, in Oedipus at Colonus,

207-53.

Ionic meter is relatively uncommon in tragic lyric, but there is "an excep~
tional concentration of pure, or almost pure, ionic stanzas" in Aeschylus's
Persians that invite a musical example. We sang Anacreon's ionics a chapter ago;
these, though of tragedy, will be entirely familiar, both “straight" and anaclas-
tic.18 The effect of this chorus is unigue and particularly arresting. I propose
using a spodeion tetrachord, which includes midtone (3/4-tone) intexrvals, familiar
in Persian folk and art music. (See p.6l1 and 63, above and Appendix i, p.174.)

The first strophe (65-72) of this lengthy and powerful chorus follows:
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Aeschylus Persians, 65-73

Strophe 1
12124321 1211 2 1 2 4 32121
peperdkem mén ho perséptolis &d& 65
Gone the destroyer of cities now,
1211 12 1 2 432 23 21 121
basileios stratds eis antiporon geftona khdran,
royal army, across the strait to neighboring land,
234 2 342 1 2 112 1
lincdésm&i skhedidi porthmon ameipsas

on linen-bound pontoons crossing over

U U o vou — - V Vo (¥ 4 (O
s 65 16 5 565 6 16 3
Athamant {dos HEllds, polugomphon hddisma 70-1

Athamas's Helle, a many-bolted road,

v L v [ =

1 S
45 6 545 5 15 655 5616

zugdn amphibaldn aukhéni pdntou.

a yoke throwing around the neck of the sea.

Antistrophe 1
112 1 121 2432 1';2 1

> s 4 P2
Tro}\ué!%cou & Acldc Hou(JLOC ZPXWV etc.

And of populous Asia the warlike ruler ...

Anapestic feet and metra occur frequently in drama, serving various functions.
The anapest is one of the regular meters of Greek poetry, as opposed to the addi-
tive meters, such as the glycénic and its varieties, or the sporadic, spondaic re-
tardations characteristic of iambic and trochaic metra, and a few related figures.
The regular meters have feet or metra of equal length, as, for example, modern
regular meters with equal bar lengths, whose variety comes from various internal
arrangements of rhythm. In addion to the anapest, regular Greek meters include

the dactyls of epic verse, cretic meter (with its resolved-long varieties, often
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called paeonic), and ionic, including Anacreon's formulaic ionic stanzas (Chapter
5, above). The anapestic foot is nominally two shorts and a long ( VU~ r3$),

the reverse of the dactyl (anapaestic, as the British more correctly spell it,

is from anapaiein, "to knock back, reverse"), but it appears variously not only
as UU -, but as — =, _.LHJ; and sometimes Vv W U as well. Unlike the dactyl,
but more like iambic and trochaic, the anapest was normally felt as a metron of

paired feet.

The nearly absolute regularity of the anapestic meter presents no difficul-
ties for the modern "4 x 4"-oriented ear: anapests appear in highly regulated
groups of 4, 8 and so on; a section of anapests will normally signal its end with
catalexis and a rest. Anapestic rhythm, with its symmetrical regularities, is
said to come from Spartan military marching songs, and its most prominent use
on the tragic stage is to accompany the movement of the chorus in its entrances
- or exits. The following brief excerpt from the parhodos of Aeschylus's Agamemncn

(102~103) 1is typical (the catalectic line has the technical name paroemiac):&'9

v — W U-—l —_— - -

toté d' ek thusidn h&s anaphaineis

But now, from the sacrifices you (Clytemnestra) show us,
_\uuv_— __.;,;) |;l—._-

elpls aminei phrontid' apl&ston

a hope deflects (our) insatiable concern

kal thiimobdrom phréni 1dpé&n. A
and gnawing heart-pain.
The chorus also "speaks" not infrequently in anapests during the course of
a tragedy, often in connection with a choral song; this is sometimes called "reci-

tative anapests," but it is not known whether such verses were spoken or chanted,

or if they may have had instrumental accompaniment.

Sung or melic anapests can convey intense emotion, as at the beginning of
Sophocles's Electra (56-120; 193-243 is heavily infused with anapest and spondee),
and in the lament of the returning, defeated Xerxes, with the chorus of elders,
in Aeschylus's Persians (909-49), a passage with irregular phrase-lengths and ana-

pests of four short syllables, which contribute to the powerful effect.

For Aristophanes, in stark contrast, the anapest is a lively, energetic

vehicle of hilarity, which he uses to build long scenes, one of which is given
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in Appendix vii, below (Acharnians, 626ff.); characteristically, this scene in-

cludes a pnigos ("choker," "strangler"), a closing section in which the meter con-
tinues, but without catalexis, depriving the actor of any opportunity for a

22
breath.

Most of the compositions we have considered here are strophic, or, as in the
Victory Odes (Appendix vii, below), triadic, where (except in the cases of odes
comprising of a single triad, such as Olympian 11, in the Appendix) a repeating
strophic pair is followed by a repeating strophic epode with its own rhythmic
structure. There is also a substantial number in both tragedy and comedy, of

astrophic lyric passages, some of considerable length; these can be considered

genuinely free compositions. There are free solo songs, as well as astrophic
scenes with an exchange (amoibaion, "alternation") between two characters, or a

character and the chorus.. The difficulty that such free composition creates for

us today is the lack of information from strophic metrical responsion (the repe-
tition of the meter) that can help us identify possible problems with the meter
itself, or with the text. Where the‘transmission of the text of an astrophic song
is uncertain (as, for example, in the final scene of Aristophanes's Lysistrata),
different scholars wili propose different solutions, and on one or another of

.. . 23
these the musical reconstruction and performance will have to rely.

Nothing has been said about tempo since the suggestions for the pace of epic
in Chapter 4, above. Dialogue in tragedy probably was a bit slower and more de-
liberate than natural speech; that of comedy must often have been rapid-fire.

The sung and danced lyric movements need to find their own natural, steady tempo;
solo lyric has perhaps a small degree of freedom except if danced. There is no
way to prescribe a precise tempo: the right one will declare itself with practice
and experience--memorization, too: neither too slow nor too fast. "William Blake's
advice applies here: the deliberate, practical knowledge of too fast and too slow

is an important key to the tempo giusto.
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Synthesis in the Choral Ode

The choral ode of Sophocles that follows--"the most famous of his songs"-—
is the 90-year-old composer's evocation of his birthplace, Colonus, a district
then on the outskirts of Athens, to whose groves sacred to the Eumenides and Dio-
nysus Oedipus has come, and where his mysterious disappearance--perhaps a sort
of apotheosisﬁ—iﬁ reported at the drama's close.24‘ Here the chorus receives the

aged wanderer, "a pitiful ghost of a man" (andros &athlion efddlon, 109-10), led

by his daughter Antigone, the fear and hostility expressed earlier having been
calmed by the intervention of Theseus, Athens's king, who through prophecies be-
lieves that Oedipus, in his final resting-place at Colonus, will bring a future
benefit to Athens. Thié extraordinary composition is treated as music here;

. . . . 2
there are eloguent studies of its literary qualities.

The music of this ode is unusually free of rhythmic or metrical complica-
tions: it is straightforward, graceful, and perfectly balanced. The first stro-
phic pair is composed mainly in regular glyconics, with a few variations, the
second in ionic and iambic metra. This final musical example is one of the easi-
est here, in fact, to grasp.rhythmically and to sing; Scott justly describes its
musical structure (reflecting its dramatic circumstances) as one of "pervasive
order,"26 and the rhythmic clarity and beauty of language make this chorus a par-

ticularly rewarding study in musical reconstruction.

There are perceptible clues to the organic unity of this movement, relation-
ships among the rhythms--treated as separate elements in metrical analysis-—that
are embodied in Sophocles's composition. In the second strophic pair, the gly-

conics of the first metamorphose into ionics: for example,
o~ _— e
éstin d' hoTon egd g&s ...
(VIR [
of line 694 almost completes a glyconic colon,- - but then, with as{ds ouk, and then
Vo e
egakoﬁa, the ear senses a retrospective mutation of glyconics into the beginning

— e - W e e
o

of an ionic series. BAnd in the final line, N&r8idon akd&louthos, do we hear two

ionic metra ( WYV contracted to =), or a catalectic glyconic? &And what of the
seemingly disconnected iambic rhythms of 699/712? A key here seems to be the

figure U —= O ~ = , used in the construction of six lines altogether (first at
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u—-u——lu_u...._
698: phuteum' akhefrBlton autopoidn), that may well have suggested to the ancient

Greek ear the familiar anaclastic variation of Anacreon's ionics (above, p.101ff.),
VLo EL:::ii:;:’ where a long and a short exchange places.27 The indissoluble
unity- of such a composition as this comes in large part from rhythmic interpene-
tration, fluidity, and even rhythmic ambiguity.28 Rhythms and word-melodies of
lyric compositions are shaped by the composer's words, and these in turn are
shaped by their own rhythmic and prdsodic figures in mutual reflections and re-—

sonances that become their music.

Reconstruction and performance notes: The Greek text (as with the preceding pas-
sages from Sophocles) follows that of Lloyd-Jones and Wilson (Oxford, 1990). Due
to limitations of space, the first strophic pair is given only in transliteration,
the second only in Greek orthography, and several pairs of lines have been writ-
ten as single lines: 672-3/685-6, 674-5/687-8, 704-5/717-8. The rests after 686,
676/689, 679/692, 714, and 716 are more rhetorical than syntactic, but arxe, I
think, easily accommodated by the text, except perhaps at 691~2, where there is
an unresolved textual guestion (and where I follow Pearson's 1924 edition). The
final foot of the dactylic line 676/689 is altered by my rest at line-end from

— VYV to — —~ ; with the rest, the rhythm changes from dactyl i 0 to epitrite

d k’l * i as a result, the final syllable of epinisetai (689) is not shortened
by correption, and,anhélion (676) ends with a semivowel diphthong. (CE£. similar

diphthongal lengthening in the final syllables of 686, 698, 711, 714 and 716; for

this effect, see above, p.42, note on lines 448, 449, and p.2% .)

My tabulation of accentual responsion (the coincidence of accents in corre-
sponding lines of strophe and antistrophe) for this chorus gives nearly the low-
est rate, 40%, of any of the strophic works I compared, barely above the puta-
tive "random" correlation of ca. 35% (see Appendix vi, below). The composer has
nevertheless not created insurmountable obstacles to a convincing melodic reali-
zation, although there are a few awkward moments, most of all the displacement
of the melodic apex at the end of 678 in the strophe (bacchié;) to the beginning

of the antistrophe's next line, 692 (Mou/san). At the end of 718, I propose

notes continue on p.160.
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Sophocles Qedipus at Colonus, 681-719

defabbbadiely
71245571

Strophe 1

145454575 45 4 54 544 57
euhippou, xéne, tasde kho-

Of fine horses, stranger, is this place

4 574 1 21 2 4d242 1

r3s hikou ta kritista gas épaula,
to which you have come, noblest of the land's homes:

~ ~ ~

2 12 421 1 2 4 54

> ~ -

ton argeta Koldnon, éét' 670
bright Colonus, where
4 54455754

> 2
ha l1ligeia minfiretai
with clear-voiced song
57582 42 1212 1 21 71 28 1 42

tham{zousa malist' addon khldraTs hupo bassais, A
frequents especially the nightingale, beneath green glades,

4 21245 a4 2 121 12 12 42 4 454

ton 0indpon ékhousa kisson kal t&@n dbaton theol 674-5
with wine-dark ivy and the goddess's untouched

2454 4454 2 11271 21

phulléda mUridkarpon anhdlion A

verdure, rich in fruit, from sun protected
7 71121 1 231

anénemég te pégtan

and from winds of all

12 24 1 a 2 a 557
kheimdndn; hin' ho bakkhid-

winter storms; and where bacchic

4 234 5754454575 42

—— e - s \
tas ael DiénTsos embateuei A

Dionysus ever roves,

121 1 71721 1241 7124 1 21242
thefais amphipoldn tith®nais. ; 680

of the goddesses the companion, who were his nurses.
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Antistrophe 1
45 4 4454 5 7
thAillei d' ouranids hup' &-

And (where) flourish, with heaven's

4 5 5 75 4 2 422 1 12
b3 ~ b
khnas ho kallfbogyus kat' emar aiel

dew, lovely clusters, ever daily,
24 2 1 2 4 24 454

. Vd ~
narkissos, megalain thealn

of the narcissus, the two great goddesses' [Demeter and Persephone]

4 a4 5 74 5 4
arkhaion stephdndm’', hd te

ancient crown, and the

5 445 75 42 21 1 217 14 2 1 42

kﬂrﬁsaugés krékos; oud' &hupnoi krénai minGthousin A 685-6
gold-gleaming crocus. Nor do the sleepless springs

11242 454 24 31 12 424 4 454 4
Képhisod nomades rheétHrdn, all' aidn ep' Gmati

lessen the (river) Cephisus's wandering flow, but aiways each day

24 454 4542111271 21
Skutdkos pedidn epinisetai A

swift to birth crops, they the plains water,
77121 1 2 1
ak8ratdi xun Smbrdi 690
with untainted moisture,
i2 22 1 2 4 4 5 45
e
sternoukhou khthonés; oudé Mou-

of the broad-breasted earth. Nor do the Mu-

~ -~

5 424 5 45 754 45 75 42

3
~ ¢ o ¢~
an khorol nin apestugesan, oud' au N

S

ses' choruses spurn it, nor, in (her) turn,
17 112 11 2 134 1 71241 24545
hd khrishanios Aphrodita.

Aphrodite of the golden reins.
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Strophe 2
— — —_ —~ - —~
7 5b4 5b44 2 24 5b4 1217 1 21 241
>/ 5‘\ a >N ~ s P > > P
1oy ARV olov eyw yxe Aclee oUk EMakeuw, 695

But there is such a thing I have not heard exists in Asian lands,

Sba 4 Spb4 S5p 7 4  345p 4 24 2 27 1
>~y 2 - N Z “

oud’ v TxL /ULiYoD\ocL AwplS vkewe ThroToc

nor on the great Dorian island of Pelops,

~

12 1 2 7 1
I N
TTwTToTe @?\&C’COM—_

a tree never yet

5p 4 4 57 Sb 4 24 4 4 5b4  5Db4
X7 s > Ve 2 rd
csbutaulu. Axglpw> TOV  aToTIOLS Y A

raised by human hand, but created of itself--

51 75 750 4 5 7 5b4

P Pl - J""'/'

EYXgit oppra S&Lev,

to their spears, a terror of enemies—-—

5 75 5o  45b- 4 7 5 4 24 4

r4 ~ - g /7 -

© Tdilde Goxdstr miyLeTo XuopRe 700
that flourishes strongly in this land,

454 2 1 2 1 42 1 7121 4217121
~ e > _—
Y)\dUKoLC TTochYo—cfzocbau $CxNov halEe. A
‘the gray-green, child-nurturing leaf of the olive.
4 554 4 2 .245b 2 4 121
\X s 5 2 JEEEN A\ e
Tao PEV TLC OV vaxpoc ouds ‘YWPML

This shall no youth, nor one who with old age

~~ -~ -~ ~~ ~
Zl 12/17 k 2 2% 2 1 { %A 1 7112
CUVVAL WYV  ohtwecet XEpL TspLac: A
lives, destroy by hand of violence:
2 s d 4 5p4 7 5 71 75 75b 4 542 1 2
< h) > < ~ Vd - 4 ~
o & atev opV kO oe Aslccel ViM MOPLOU Avoc 704-5

and it is ever with watchful eye looked after by Zeus Morios

17 12 422 124 1 7121241245

p
X& \(XocchI)TrLc AGava.
and by gray-eyed Athena.
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Antistrophe 2

—~ —~ I L —
750 504 spa4 4 2 17 12 1 21 2 4 2 1
3, ? ) 2 - s -~ -

Ephov 8 alvov Eyw PLTPOTIENE L Taids KPATLCTOV,

And more praise have I for this (our) mother-city, -strong (praise)-—

N ~~ [ jp

5b4 4 5Sb4 Sb 7 4 45b 4 2 2 42 71
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gift of the great gods: to tell the land's
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pride supreme,
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el CtTov , elmawAov, sUBOxecov. A
pride of horses, pride of colts, pride. of the sea.
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