READING HEXAMETERS

Georgica reverso post Actiacam victoriam Augusto atque Attellae reficiendarum faucium causa commoranti per continuum quadriduum legit, suscipiente Maecenate legendi vicem, quotiens interpelleretur ipse vocis offensione. Pronuntiabat autem cum suavitate et lenociniis miris.

Vita Donati, 27 - 8

“On his return from his victory at Actium, Augustus stopped at Attella to recover from a cold; and there Vergil read the Georgics to him on four consecutive days, handing the reading over to Maecenas whenever his voice gave out. His delivery had a sweetness and a strange attractiveness.”

When we read poetry, we are really listening to the poet’s voice. As with a score of music, we need to put the symbols on the printed page back into sound. We can cultivate the art of reading poetry to one another. But we MUST learn to speak it to ourselves – by reading aloud.

For no other poetry, perhaps, is this so absolutely necessary as for the Latin poetry of the Golden Age – for Catullus, Vergil and Horace. Sermo and oratio – intimate conversation and public rhetoric – together with Greek and some older Latin books, formed the staple intellectual diet of the literary circles in which these poets moved, for whom they wrote and to whom they read. No doubt there was much reading done alone, perhaps even silently; but the poet’s voice was an ever-renewed experience. A wider literary public was reached through the recitations – formal and more or less professional public programmes – which were becoming popular at Rome in the Thirties. This poetry was expected to be HEARD and for that it had to be SPOKEN.

For the modern English reader there is usually a double barrier to overcome: first, a vague but strong inhibition about doing anything demonstrative, even with his voice, and even in his own tongue; and, second, the alien-ness of a foreign and book-learnt language. For the first there is little help but to learn by doing. For the second, where instinct and a little practice carry us along in our mother tongue as it were FROM THE INSIDE (unless we are aspiring to something professional); in Latin we begin ON THE OUTSIDE, and must analyze what is happening, work out special techniques and train ourselves by their application, until gradually something like the instinctive feel we have in English begins to develop. It will never perhaps be the same as the true native instinct; but our dependence on special techniques will largely disappear. It is a pity that the way to the full appreciation of Latin poetry lies through the acquiring of knowledge and skill of a somewhat un-poetical character. But it is well rewarded.

It is useful to distinguish three stages in reading: reading correctly; reading naturally; reading expressively. Let us briefly look at each of these in relation to the Hexameter.

1. READING CORRECTLY.

A) Pronunciation of vowels and consonants, and of their combinations in syllables and words. It is worth distinguishing three elements under this head:

i) The actual sounds we make with our speech organs to represent the letters on the printed page.

ii) Stemming from this, the sense of the difference in duration between the long and short vowels and syllables (on which, of course, the metre is based).

iii) The accentuation of words

On all these matters, but especially the first, W.S. Allen’s “Vox Latina” is most informative and helpful. The bad old days are now past by half a century, when Englishmen pronounced Latin as though it were English, saying for instance the word cives with a hard S at the beginning, a Z at the end, a hard V, and I as in child, and an E as in these. Even so, our native instinct and early training usually produce some ingrained bad habits and mistakes, which have to be painfully unlearned. We must admit, of course, that we can never hope to speak as Vergil spoke, or even always be confident that we know how he spoke. But we know a good deal; and by making the most of it we can hope to capture most of that part of the poetry’s music, which depends on the actual sound of its words.

By way of compensation for our failings in the sounds we make, our native instinct seems to guide us quite naturally to the right accentuation of Latin words. This is a great asset when we come to appreciate the interplay of the twofold stresses – that of the feet and that of the words – which is part of the very life of the Hexameter. We shall need to have the rules only to deal with certain special matters; in general, we can follow our instinct about accent.

B) Scansion of the metre by dactyls and spondees. Most of us have already acquired the skill of scanning on paper, marking elisions, quantities, feet and caesura. Fewer can scan “at sight”, that is to say, pick up the movement of a line as they read it, and of line after line as they read a continuous passage. This, however, is what we must achieve – by patient practice – before we can learn to read naturally, with appreciation and enjoyment.

2. READING NATURALLY.


Once we can scan at sight, and ignoring for the moment the problem of how to read elisions (see appended note), we have two main preoccupations.

A) The interplay of the metrical stress, called ictus (and marked thus: àrma) with the word stress, called accent (and marked thus: árma). It is the interplay between the “beat” of the metre (ictus = stroke), which in the hexameter falls on the first syllable of each of the six feet, and the ordinary speech-accent of the words composing the line. Any Hexameter line will show the counterpoint effect whereby the two kinds of stress sometimes fall together on the same syllable, (which is then marked thus: àrma), and sometimes separately on alternate syllables, thus: (Aen.i.1).


à’rma vi / rù’mque cá / nò, // Trói / àe
qui / prì’mus ab / ò’ris.

More precisely, there is normally counterpoint in the first four feet, and uniform coincidence in the last two. The effect is to relax the drumming out of the metre in the first two-thirds of the line, but then to reassert it strongly in the last third, so ensuring that we neither weary of the rhythm through monotony, nor lose the sense of its movement.

No Latin poet exploited this counterpoint more subtly and powerfully than Vergil, almost as a painter uses lighting and shading, or a composer uses the effects of orchestration, to convey shades of meaning and undertones of feeling; to suggest something over and above what the words state. It takes practice to become sensitive to these effects and to develop a discriminating judgment – but it is very rewarding. It is one key to expressive reading.

A formal scheme for mastering the interplay of ictus and accent, comparable to the exercise of formal scansion, will be suggested below.

B) Phrasing – the breaking-up of the line so as to read it according to the grammar and meaning of the words. Too many of us in fact ignore these natural pauses, and pause mechanically at the line-end and at the caesura. These metrical breaks sometimes do and sometimes do not coincide with the natural sense-breaks in the line. Once again, there is an interplay between the two which gives variety and subtlety, while preserving the feeling of the metre. And once again, Vergil is the acknowledged master, as any passage from his work will illustrate: (Aen.i.7-11; dashes = sense pauses)

Mù’sa, - míhì cáusàs // mémorà, - quo nù’mine là’eso –

quì’dve dólèns – regì’na déùm // tot vò’lvere cà’sus –

ìnsígnèm pietà’te vírùm, - // tot adì’re labò’res

ìmpúlerìt.  tántaèn  // ánimìs caelè’stibus ì’rae? –


Natural pauses are not all of the same duration or weight. It is the grouping of the pauses, lighter and heavier, in a succession of lines which gives shape to a passage like the one just quoted. Some of the pauses, and their weight, are shown by the editors’ punctuation – but not all; and there is considerable room for subjective variation. With the grouping of pauses, or pointing, of a passage we have entered the realm of “expressive” reading.

3. EXPRESSIVE READING


So far we have been concerned with the things that would come to a native speaker by instinct, and which we would expect to find as a basic competence to all readers.


But in Latin, as in English, w should aspire to make our reading and INTERPRETATION of the poetry; that is, to let our voice express all that it can of the meaning and feeling of the poetry. Some of us have a greater natural gift, and some of us have used and trained such gifts as we have, more than others. But it is always a pity to decline the attempt; and it is surprising what can grow from modest beginnings.


The resources we bring into play include:

Variation in the volume or power of the voice;

Variation in its pitch;

Variation in the speed or rate of enunciation;

Variation of the tone or emotional quality of the voice;

Variation of emphasis, which in Latin is an extension of the basic ictus/accent interplay;

Variation in the weight and grouping of pauses, based on the natural phrasing

It is the way in which we use and combine these resources which gives our reading its personal style. To develop it, we have to LISTEN to what our voice is doing and to MOULD it to what will satisfy first our ear, and then our understanding, our judgment and feeling. This will need mental study and analysis of the poetry as well as vocal practice.


There are two preliminary counsels for the expressive reading of Hexameter poetry. The first is: TAKE YOUR TIME. Most of us probably read Hexameters (and, no doubt, all Latin verse, except perhaps the Comedians) MUCH too fast. To read at the rate of ten Hexameters a minute strikes us as quite an acceptable speed. Yet reflect: if Vergil had read the Georgics at that rate to Augustus at Attella, he would have got through the whole thing comfortably in four hours, not four days. The story is apocryphal – but we may be “nearer the original” none-the-less, if we read at what seems to us a rather slow tempo. And it has the great practical advantage that we HAVE THE TIME to be expressive; that we need give less attention to simply getting the words uttered quickly enough to maintain the tempo, and can give more to how we utter them. Only at a slower tempo than most of us actually use do we give ourselves a chance to show what we can really do.


And the second counsel is: CULTIVATE VARIATION. Mostly we read inexpressively, simply because we read at one speed, with constant volume, at an even pitch, with weak emphasis or none, and using the same one or two pauses and qualities of tone. It is by our variations that we bring out contrasts between phrase and phrase, passage and passage, and so throw into relief the feeling of the parts and the meaning of the whole. To do this appropriately, eloquently, illuminatingly – that is the art. Vergil seemingly had it: here, no doubt, lay the suavitas and the lenocinia mira of his reading. But, for a beginning, let us simply cultivate variation – any variation (almost!). In time, it will mature into a style.

ICTUS, ACCENT AND PHRASING


Assuming for the moment that the nature of ictus/accent interplay is already understood, in  principle, from our earlier remarks, we can now take theory a little further, and then proceed to a simple method of training in natural reading, including phrasing. A more fundamental method of approach, which makes no such assumption, but starts from first principles, will follow afterwards.


Perhaps the strongest single piece of evidence for the importance of ictus/accent interplay is the contrast between the last third of the line, where the two stresses regularly coincide, with the first two-thirds, where non-coincidence predominates. Thus, the last two feet are homodyne (Greek homo- = same, dyn- = force), whereas the first four feet may be either homodyne or heterodyne (hetero- = other), with a preponderance of the latter, which is even more marked in Virgil’s hexameters than in those of his predecessors.


A small example may help to show how the interplay is of the very texture of the poetry. The name Aeneas scans as three longs, and therefore always involves a spondee, which must either fall like this: A‘ēnē / ‘ās, or like this: Aē / n‘ēās. But in fact the latter alternative never occurs: Virgil avoids it. Why? We shall find the answer if we put in the word-accent. This gives A‘ēnē’ / ‘ās as against Aē / n‘ē‛ās. The first version gives the three syllables equal weight, each stress balanced by the adjoining one, it holds our attention and gains a certain impressiveness. In the second version, the middle syllable would receive a heavy emphasis at the expense of the other two. This can be a powerful effect in some contexts: à’rma virù’mque. But it would be pointless and rather crude in the naming of the hero. We surely prefer: (Aen.vi.261)

nùnc áni / mìs ópus; / Aèné / à, // nunc / pè’ctore / f ì’rmo       to:

nùnc áni / mìs ópus; / nùnc, // Ae / nè’a, / pè’ctore / f ì’rmo.


From what has been said, it will be clear that, in reading, it is best to give equal weight to the two kinds of stress, and some extra weight to a syllable on which both kinds of stress fall together. This last point can be left to take care of itself: the main task at first is to overcome the tendency to drum out the metre. We must have fluency in the metre FIRST; but then we may for some time have to concentrate on bringing back the word-accents into our reading, so as to achieve the right balance in the end.

The following procedure is offered as a rapid training technique to those who, in principle, feel they have grasped what is going on:

1. Scan the line, marking elisions and caesura; but instead of longs, shorts and feet, mark only the six ictuses of the line, thus: (Aen.i.7)

Àlbanìque patrès // atqu(e) àltae mòenia Ròmae.

2. Now mark the word-accents (for rules see below):

À’lbanì’que pátrès // atqu(e) à’ltae mò’enia Rò’mae.

3. Now read the line aloud, giving equal weight to ictus and accent – which at first may require conscious abandoning of the metrical beat in favour of the word-accents. Where the two coincide, a strong stress will come of itself in reading.

4. Now extend the above procedure to a section of several lines. Note the varied pattern produced by ictus/accent interplay in the first two-thirds of the line. (Aen.i. 1-7):

à’rma virù’mque cánò, // Tróiàe
qui prì’mus ab  ò’ris

Ìtáliàm fátò // prófugùs Lavì’niaque vè’nit

lì’tora. mù’lt(um) ill(e) èt // térrìs iactà’tus et à’lto

vì’ súperùm, sáevàe // mémorèm Iunò’nis ob ì’ram,

mù’lta quóqu(e) èt béllò // pássùs, dum cò’nderet ù’rbem

ì’nferrè’tque déòs // Látiò, genus ù’nde Latì’num

À’lbanì’que pátrès // atqu(e) à’ltae mò’enia Rò’mae.

5. Phrasing. Now divide the passage into units of meaning by marking the natural sense-pauses, using any punctuation in your text as a partial guide, thus (- = sense-pause).

à’rma virù’mque cánò, - // Tróiàe qui prì’mus ab  ò’ris

Ìtáliàm - fátò // prófugùs - Lavì’niaque vè’nit

lì’tora. - mù’lt(um) ill(e) èt // térrìs iactà’tus et à’lto -

vì’ súperùm, - sáevàe // mémorèm Iunò’nis ob ì’ram, -

mù’lta quóqu(e) èt béllò // pássùs, - dum cò’nderet ù’rbem -

ì’nferrè’tque déòs // Látiò, - genus ù’nde Latì’num -

À’lbanì’que pátrès - // atqu(e) à’ltae mò’enia Rò’mae. –

6. Read the passage aloud, bringing out the sense-pauses at the expense of line ending and the caesura, but noting the interplay between the sense units or phrases and the metrical units, especially the full line (for a discussion of the caesura, see the introductory paragraphs of the next section.)  Later, pick out the heavy or main pauses, and group the lighter ones around them.

It will be best not to go on to 5 and 6 until you are beginning to feel at home with 4.

RULES FOR WORD-ACCENT

THE BASIC RULE is that the accent falls on the penultimate syllable when this is long, and on the ante-penultimate when the penultimate is short. This rule covers all words of three syllables, e.g. Aēnē’ās (penultimate long); Iū’ppiter (penultimate short). 

          WORDS OF FOUR OR MORE SYLLABLES sometimes have a secondary accent at or near the beginning. Counting back from the main accent, the secondary accent again falls on the penultimate when this is long, and on the antepenultimate when the penultimate is short; thus: no secondary accent in incípiam (no penultimate present), or in renováre and violéntia (penultimate short and no ante-penultimate present).

Secondary accent on the penultimate in f‛ōrtunáti and fort‛ūnatórum.

Secondary accent on the ante-penultimate in c‛ōnticuére and ‛īnnumerábilis. (penultimate short).


WORDS OF TWO SYLLABLES are accented on the first.  But pyrrics (words of two short syllables) are certainly sometimes, and perhaps normally, unaccented.  It seems best to treat pyrrics as having an optional accent which is less often used with pronouns, adverbs, prepositions and some adjectives – words like tibi, ita, super, tua – than with verbs and nouns, such as venit, Venus

          MONOSYLLABLES are best treated as having an optional accent which is commonly absent in most words, but present in nouns like fas, vis. It is always absent from prepositions such as ad, in, ex, de.

ICTUS, ACCENT AND PHRASING

AN ALTERNATIVE APPROACH

    When we first learn to scan the Hexameter, we are taught how to divide the line into six feet. Each foot consists of a group of syllables – one long and two shorts for a dactyl; two longs for a spondee. We may also be taught to recognize the first long of each foot as bearing the “beat” or ictus of the metre. But surprisingly often this is not made clear, but only the division of foot from foot (which, of course, shows where the ictus falls).

    So we learn to group syllables into feet, without noticing that they already possess a natural grouping of their own – into words; without noticing what happens to the words when we superimpose feet on them.  Occasionally notes will make a distinction between “caesura = breaking” as the name for a word-division which falls in the middle of a foot, and therefore “breaks” it in two, ANYWHERE IN THE LINE and “diaeresis = separation (Greek word) as the name for a word-division which coincides with the end of a foot, again anywhere in the line. All we usually learn of this, however, is to identify “THE” caesura after the first long of the third foot, with an escape clause postponing it to the fourth when no word ends after the first long of the third.

    And so we learn to drum out the metre, and to pause mechanically at the line-end and at the caesura: 

“Tom-tit-tit / tom-tom / tomm- // tit-tit/ tom-tom / tom-tit-tit / tom-tomm. //” – and so on.

    Given that this is our starting-point, the first thing we have to do is to recover our feeling for the way in which syllables are grouped into words marked by their own accent, as well as into feet marked by ictus. Accustomed as we are to a uniform sequence of six feet to a line, it comes as a surprise to find that we can also have a regular, if not uniform sequence of either five or six (or, rarely, four) words or word-equivalents to the line, giving each Hexameter a sequence of five or six accents alongside the sequence of six ictuses. A formal method for identifying this word – and accent – sequence, comparable to the formal scheme by which we learned to scan the metre, may be welcome to those who find they cannot readily develop the sense of ictus/accent interplay (stages I-IV below). Once the basic sense for this interplay is achieved, refinements of accentuation are easily filled in (stage VI).

    The second thing we have to do is to recover our sense for the way in which words are grouped together according to grammar and meaning into phrases and sentences, as well as according to metre into lines – and also, traditionally, into half-lines divided at “the” caesura. Even in our theory of the Latin Hexameter, however, we may wish to make rather less of “the” caesura, bringing it down from its royal pr-eminence to a position of prima inter pares among the other divisions – caesurae and diaereses – in the line. Certainly, in practice we shall SUBSTITUTE the phrase-marks, heavy and light, for the caesura (stage V below), leaving the full line as the only visible metrical unit. It will still appear, here again, that there is an interplay between the sequence of lines and the sequence of phrases – that is, between metre and sense – which parallels the interplay between ictus and accent. There is a  balance – of which Vergil is again the acknowledged master – between those cases where the beginning and ending of the line and of the phrase or sentence coincide, and those where they overlap. This ensures that the metre neither grows monotonous in its regularity, nor gets submerged under too free a variation.

    In the following scheme we shall work from an assumed knowledge of scansion, stage by stage, to a point where “natural reading” shades over into “expressive reading”, both in respect of phrasing (stage V) and of accentuation (stage VI).

STAGE 1

    Write out a passage, marking elisions, but no quantities, feet or caesura. Then put in the six ictuses:

àrma virùmque canò, Troiàe qui prìmus ab òris ……

Àlbanìque patrès  atqu(e) àltae moènia Ròmae. 

Now divide the line into five or six (or, rarely, four) words or word-equivalents by applying the following rules:

1. Words of three or more syllables stand alone.

2. Words of two syllables stand alone except for those covered by rules 5 to 6 below

3. Words of one syllable are normally joined to the next word, thus:

àrma / virùmque / canò, / Troiàe / qui prìmus / ab òris

4. (a) Where two monosyllables come together, EITHER two go together as a dissylable, while the third goes with the preceding or succeeding word, thus: Aen. i.24:

prìma quod / àd Troiàm / pro càris / gèsserat / Àrgis. 

OR the two are taken as together forming a dissyllable, thus: i.18:

sì qua / fàta / sinànt, / iam tùm / tendìtque / fovètque

(b) Where three monosyllables come together, EITHER two go together as a dissyllable, while the third goes with the preceding or succeeding word, thus: i. 253

    
 …… sic nòs / in scèptra / repònis?


    OR all three are taken together as a trissyllable, thus: i. 229:

     
………. Ò qui rès / hominùmque / deùmque.

5. Words of two short syllables (pyrrics), such as tibi, tua, ita; and super, genus, stetit when the next word does not begin with a consonant (which would make the second syllable of the pyrric long, of course), are treated like monosyllables, thus:

a) = Rule 3 above: i. 6

,,,,,,,,, genus ùnde / Latìnum

b) = Rule 4 above: i. 260 and 268

……….. neque mè / sentèntia / vèrtit. …

………   dum rès stetit / Ìlia / règno.

c) Exceptionally, a pyrric stands alone, before a pause or an unaccented long, thus: i. 17 and 236:

….. hìc currùs / fuit; / hòc regnùm / dea gèntibus / èsse;

….. bèll (um) ingèns / geret / Itálià.

6. An elided dissyllable is treated as a monosyllable, thus i. 3 and 261:

lìtora. / mùlt (um) ille / èt terrìs / iactàtus / et àlto;

hic tìbi / (fàbor / enìm, / quand(o) haèc te / cùra / remòrdet

See appended note on elision.

STAGE II:

( SPECIMEN AEN.I. 1-7 )

àrma / virùmque / canò, / Troiàe / qui prìmus / ab òris

Ìtaliàm / fatò / profugùs /  Lavìniaque / vènit

lìtora. / mùlt(um) ill(e) / èt  terrìs / iactàtus / et àlto 

vì superùm, / saevàe / memorèm / Iunònis / ob ìram, 

mùlta / quoqu(e) èt / bellò / passùs, / dum cònderet / ùrbem

ìnferrètque / deòs / Latiò, / genus ùnde / Latìnum 

Àlbanìque / patrès  / atqu(e) àltae / moènia / Ròmae. 

STAGE III:

    Now mark one accent for each word or word-equivalent, according to the basic rule of the penultimate and ante-penultimate, given under “rules for word-accent” above. A sequence of five or six (rarely four) accents now runs alongside the six ictuses: read the passage aloud, stressing the accents.

à’rma / virù’mque / cánò,  / Tróiàe / qui prì’mus / ab  ò’ris

Ìtáliàm / fátò / prófugùs / Lavì’niaque / vè’nit

lì’tora. / mù’lt(um) ill(e) èt / térrìs / iactà’tus / et à’lto /

vì’ súperùm, / sáevàe / mémorèm / Iunò’nis / ob ì’ram, 

mù’lta / quóqu(e) èt / béllò / pássùs,  / dum cò’nderet / ù’rbem 

ì’nferrè’tque / déòs / Látiò, / genus ù’nde / Latì’num 

À’lbanì’que / pátrès / atqu(e) à’ltae / mò’enia / Rò’mae.

STAGE IV:

    Write out the passage afresh, using no dividing lines, and marking only elisions, six ictuses and five or six (rarely four) accents. Now read the passage with an easy balance between ictus and accent.

STAGE IV:

SPECIMEN

à’rma  virù’mque  cánò,   Tróiàe  qui prì’mus  ab  ò’ris

Ìtáliàm  fátò  prófugùs  Lavì’niaque  vè’nit

lì’tora.  mù’lt(um) ill(e) èt  térrìs  iactà’tus  et à’lto 

vì’ súperùm,  sáevàe  mémorèm  Iunò’nis  ob ì’ram, 

mù’lta  quóqu(e) èt  béllò  pássùs,   dum cò’nderet  ù’rbem 

ì’nferrè’tque  déòs  Látiò,  genus ù’nde  Latì’num 

À’lbanì’que  pátrès  atqu(e) à’ltae  mò’enia  Rò’mae.

STAGE V

    Now mark the sense breaks where you naturally pause in reading, using a double mark – for the heavy or main pauses between sentences and a single mark – for all lighter pauses between phrase and phrase. The editor’s punctuation is a useful, but not a complete or infallible  guide. The major heavy pauses are usually indicated by full stops, colons or semi-colons; the lighter ones by a comma, or not at all. There is room for subjective variation, both in the placing of the pauses and in the releative weight assigned to them: on paper it is important not to go into subtleties, which would lead to congestion and confusion.

With the subtler shades of difference between pause and pause, and with the sense of pauses forming groups or clusters so as to convey the relation of phrase to phrase and sentence to sentence, we enter the sphere of expressive reading. In practicing reading at this stage, it will be best to proceed thus:

A. Read with exaggerated pauses where these are marked, and quite evenly between them (including the passing from line to line where no pause is marked). Take care not to relapse into drumming out the metre: if you do, go back to stage IV.

B. Relax to a more natural phrasing, and now note particularly the interplay of the phrasing with the metrical line.

C. Begin to move beyond the markings to expressive phrasing, which involves subtle variation and grouping of pauses to convey meaning and feeling.

STAGE V:

SPECIMEN

à’rma  virù’mque  cánò,  - Tróiàe  qui prì’mus  ab  ò’ris

Ìtáliàm - fátò  prófugùs -  Lavì’niaque  vè’nit

lì’tora. -- mù’lt(um) ill(e) èt  térrìs  iactà’tus  et à’lto -

vì’ súperùm,  - sáevàe  mémorèm  Iunò’nis  ob ì’ram, -

mù’lta  quóqu(e) èt  béllò  pássùs,  - dum cò’nderet  ù’rbem -

ì’nferrè’tque  déòs  Látiò,  - genus ù’nde  Latì’num -

À’lbanì’que  pátrès - atqu(e) à’ltae  mò’enia  Rò’mae. --

Mù’sa, - míhì cáusàs mémorà, - quo nù’mine là’eso –

quì’dve dólèns – regì’na déùm – tot vò’lvere cà’sus –

ìnsígnèm pietà’te vírùm, - tot adì’re labò’res

ìmpúlerìt. –- tantàen’ ánimìs caelè’stibus ì’rae? –-

STAGE VI

A. It now remains, first to take account of the refinements of accentuation, as indicated in the “rules for word-accent” given above (see p.8)

1. Put in the secondary accents, if any, in words of four or more syllables. In the specimen passage this will give ì’nferrè’tque and À’lbanì’que.

2. Put accents as appropriate on monosyllables and pyrric dissyllable. In the specimen passage accents MUST appear at vì’ súperùm and quó nù’mine là’eso (because quo is here interrogative: contrast the relative qui in 1.i; they MAY appear at génus unde (as a noun) and tót twice, for emphasis.

(Note.  In a word-equivalent combination, there is also the possibility that the accent indicated by the scheme will now be REPLACED by a more natural one. Thus, Aen. i.267,

à’t puer / Àscániùs, -- / cúi nùnc / cognò’men / Iù’lo.

But readers have the option of reading both

à’t púer and àt púer, and again of cúi nù’nc, cui nù’nc and even cui nùnc.)

The effect of these refinements is to blur the simplicity of the scheme, with its one-word-per-word (or word-equivalent), as found by the basic rule of the penultimate alone.  Hence they should be postponed UNTIL THE BASIC FEELING FOR ICTUS/ACCENT INTERPLAY IS ESTABLISHED.

B. And, secondly, it remains to recognize that “all accents are equal, but some accents are more equal than others”. As with pauses (see Stage V above), so with accents, their weight varies – not only according as they coincide with the ictus or not, but not only according as they coincide with the ictus or not, but according to the needs of expressive emphasis. For instance: in

 -- tántaèn ’ ánimìs caelè’stibus ì’rae? –- must not tánt receive a special emphasis?

Whereas in:

À’lbanì’que  pátrès - atqu(e) à’ltae  mò’enia  Rò’mae it would surely be a pity for the one heterodyne word pátrès to interrupt or vary the measured tread of history, marching to its fulfillment in Rome.

     A specimen passage illustrating A1 and 2 above would be like that given for Stage III above, with the new accents added. It can easily be done by hand, on p.12: to set out a passage with dividing lines here would be psychologically retrograde.

As for expressive variation of accent, it is better not to try to show this on paper – as with expressive phrasing.  The next and final step after the Stage V specimen, therefore, is

STAGE VI

SPECIMEN

The plain printed text!

CONCLUSION

    We must always remember that in matters of pronunciation, accent, elision and so on, we do not always know what is “right”. Partly this is because we do not always have the evidence for what native Latin speakers normally said.  In particular, we probably miss a good many of the anomalies which common usage sure exhibited. But partly it is because we must allow for an element of personal anomaly or variation between individual readers, which it would be bold even to guess at.

    But this is no invitation to carelessness or despair – on the contrary.  Using the evidence we have, we train our ear and our judgement, from matters of pronunciation, through the twin aspects of natural reading, to the formation of an expressive style.  Constantly we check our developing performance, to overcome inadequacies and correct mistakes – until, gradually, the poetry takes over, and we read instinctively, intuitively, like a ship sailing before a breeze to which we must each moment watchfully trim our sails.

APPENDED NOTE ON ELISION

On paper, there is no problem about elision:  where two vowels (including vowel + M) come together at a word-junction, the first of them is discounted or “knocked out” of the metre (elido = to knock out). But when it comes to reading, many people find this uniform knocking-out intolerable.  The objections include:

A. Hiatus. The rationale of elision is always assumed to be the desire to eliminate hiatus between vowels.  But sometimes elision produces a worse hiatus than it removes, e.g. i. 30 .. Dana (um) atque.

B. Inflections. With the ending of words chopped off, their grammar often becomes irritatingly difficult to follow, and occasionally ambiguous; e.g. i. 30 again: Troas, reliquias Dana’ atqu(e) immitis Achilli.  i. 3 : litora. mult’ ill’ et terris iactatus et alto.  In xii. 52 longe illi dea mater erit…., there are some amusing possibilities with longo and longa. 

C. Truncation. The loss of a long vowel, including those in M, is always too heavy to miss, and is particularly disconcerting in monosyllabic and important words, e.g. i. 239: … nec i(am) exaudire vocatos; i. 13 : Karthag(o), Italiam contra… 

    In protest against uniform elision, the practice has now become quite widespread of not eliding at all in reading. Somehow the metre must accommodate the extra syllable.  Better to admit hiatus wholesale , and dislocate the metre, than to mutilate the words!

    It seems likely that the practice of native Latin speakers was complex and, to some degree, variable; so that even if we could recover it, (which we cannot), it would not provide us with a simple recipe.  It is hoped that the following suggestions may help to breach this formidable barrier to enjoyable reading.

1. Light and heavy elisions.  Where the first vowel at a word-junction is short, we speak of “light” elision; where it is long, of “heavy” elision – which includes diphthongs and the nasalized long vowels represented by vowel + M.  The following is a rough and ready general rule for reading elisions:

ACCEPT LIGHT ELISION, unless an attractive alternative offers itself.

DECLINE HEAVY ELISION  and, if no other alternative seems to offer itself, accept the extra syllable, with its hiatus, into the metre.

2. Prodelision.  When est is preceded by a word ending in a vowel or M, some texts actually print it thus: animost; ventumst. This is prodelision, that is, the knocking-out of the initial vowel of the second word, rather than the final vowel of the first, i.e. conventional elision or, postelision in full.  Now in certain cases, prodelision gives a more acceptable effect than postelision, especially with est, et, atque and the prepositions ab, ad, ex, in, ob, both as separate words and as prefixes in compound words. E.g.: i. 30 … Danaum (a) tqu (e) immitis Achilli;  i.44  illum (e) xpirantem;  i. 89  Teucrorum (e) x oculis. 

3. et and atque.  A special case of the above is the frequent occurrence of et and atque AFTER a natural pause, light or heavy. Here it seems natural to allow the preceding word to stand in full, then pause on a faintly heard ‘t or ‘qu’ (atque being normally used before a word beginning with a vowel).  So in English, “’nd” is often all we hear of “and”. Thus: i. 28:  et genus invisum, ‘t rapti Ganymedis honores;  i.30:  Troas, reliquias Danaum ‘qu’ immitis Achilli;  i. 48;  bella gero.  ‘t quisquam…
4. Accommodation: diphthongs.  Quite often, two vowels which come together are the same, e.g. i. 3: ille et.  In such cases, the two quite naturally and smoothly run together into one vowel shared between the two words.  As an extension of this principle, it is sometimes open to us to run dissimilar vowels together into a shared diphthong.  i. 13 Karthago+Italiam contra (the right accentuation is vital: Karthago+Italiam would jar badly).  The –M vowels can join in, producing shared nasal vowels or diphthongs, e.g., i. 121  iam rapida’+Ilionei. 

5. Accommodation: semi-consonants.  A final I ( and perhaps E) may sometimes naturally be spoken as J before a following vowel.  Similarly, a final U (which is very rare), and final O, may be spoken as V, e.g.: xii.3:  se signarj+oculis, and i. 301: remigiv+alarum.  In the Indian branch of Indo-European, nasal semivowels are also known, and so we may resort to a nasalized J for IM (and perhaps EM), and a nasalized V for UM.  It is the frequency of the ending UM which makes this possibility of accommodation so tempting:  e.g.: i. 103 velv’+adversa ferit;  i. 123: accipiunt inimicV’+imbrem;  i.3: litora.  multv’+ille+et terris … 

Note.  This accommodation cannot be used where the preceding syllable scans short if the J or V as a second consonant would make it long, e.g.: i. 260  magnanimum Aenean ( where, however, one might consider magnan’mv’  Aenean as a plausible alternative for which there is no evidence!) 

    We know that for the poets of the Augustan Age, heavy elision gave the texture of the verse a coarse grain which it needed.  This they still do with the above suggestions – perhaps more truly so, than with uniform post-elision without offending against our feelings for word and metre.

THREE BOOKS

    WE have already noted W.S. Allen’s Vox Latina, (1965), informative and helpful on matters of pronunciation in general.

    D.S. Raven’s Latin Metre (1965) has  a chapter on the Hexameter which offers a serviceable selection and presentation of information about the Hexameter.  But it does not really help us to READ. 

    The same is true of a much older book – S.E. Winbolt’s Latin Hexameter: an aid to composition (1903).  From a more spacious age – or rather, perhaps, from an age of the greater cultivation of the smaller number – this book offers us an anatomy and physiology of hexameter poetry, designed not so much to help us read and appreciate Vergil (was that really taken for granted in those days?), but to serve a learned pastime which it deserves to outlive.  It is no mechanical catalogue, but in general sensibly and sensitively done.  A book to revel in, for anyone who falls in love with the Hexameter – and for someone to bring up to date.
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