‘CHRISTINA DEDOUSSI, PH. D.

THE TROCHAIC TETRAMETER IN MENANDER

In Menander there are four scenes, or rather groups of scenes, writ.
ten in trochaic tetrameters : one in the Perikeir., twoin the Samia
and one in the Dyskolos. Trochaic tetrameters are also found in 25
fragments quoted by ancient authors ; two thirds of them are no longer
than a verse, the longest one consists of six verses and the rest of two
to four verses. They are taken from eighteen different comedies, and as
for their contents, seven are gnomic, nine are parts of a diologue, and the
rest may belong either to a dialogue or to a monologue. Therefore only
in the four long scenes can one study the use of this meter in Menander.
I am not concerned here with its metrical structure ('), but with its rela-
tion. as a characteristic rhythm, to the dramatic material, which the poet
expressed in these scenes, and with its ethos, if it has any.

I. Perikeir 77—163 : the tetrameters begin immediately after a
XOPOY. Moschion and Daos come in haste (v. 75) ; Moschion is excited
by the news which at the same time he cannot believe. After their discus-
sion about the reward (vv. 85—100), Moschion sends Daos into the house
to spy and bring him news (v. 106). Doos goes in (v. 108). Moschion
walking up and down while he is waiting (v. 109), speaks his monologue.
Daos comes back (v. 115) and gives his report. Moschion again sends him
in (v. 120). Daos goes in (v. 120). Moschion continues his strolling, while
he is speaking. Daos comes out (v. 126) walking slowly : this means that
he brings no good news. Moschion gets angry with him. As Daos is very
afraid, he tries to find a way of avoiding imminent punishment for his
lies. Moschion asks him to approach (v. 144), but Daos finds a way out
and persuades Moschion again. Now Daos sends Moschion into the house
(v. 156 and 161). Moschion goes in xooulwg, not with the air of the suc-
cessful lover which he bad, when he first came. Daos is left alone for a
moment and then Sosias enters and a new scene begins in iambic trime-
ters. The characteristic of these small scenes is this : they are full of mo-
vement.

2. Samia 202—270 : the first group of small tetrameter scenes in

1. For this see J. W. White The verse of Greek Comedy Lon.
don 1912 p. 104 ff,, H. Rubenbauer ‘Der Bau des troch. Tetrameter in der neueren
Komoedie’ Philolo gus LXXII 1913 p. 206 ff,
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the Samia is without a beginning, following a gap in the Papyrus.
In the first verse (202) Demeas sends Niketatos in the latter’s house. Ni-
keratos, completely upset, runs into his house (v. 203). Demeas listens
and describes Niheratos®’ activities inside. Nikeratos comes out (v. 210) 3
he is infuriated nith Chrysis and threatens to kill her. He goes in again
(v. 219). Chrysis comes out, pursued by Nikeratos (v. 223). Nikeratos
appears again following Chrysis (v. 225). Demeas pushes Nikeratos and
the latter tries to free himself and catch Chrysis. They fight (vv. 225—230).
They stop their fight and begin arguing (vv. 231—235). Nikeratos moves
again towards Demeas® house (v. 235 f.). Demeas again stands in his way
(v. 237). The violent movement stops; from here onwards he have only
walking up and down (v. 242), while they are having a conversation.
Finally Demeas sends Nikeratos in to make preparations for the wedding.
He remains alone for some moments and then he leaves the stage ;
XOPOY follows. So. here we have the end of an act with trochaic tetra
meters. The characteristic of these scenes : continuous movement ; in the
first half of them the movement is violent, in the second it is calm.

3. Samia 325—341: here the trochaic tetrameters follow iambic
trimeters. After the opening of the act with Moschion’s monologue, Par-
menon comes, his monologue follows, and after a short dialogue between
them, Moschion sends Parmenon into the house to fetch a sword and a
cloak. He comes out speaking trochaic tetrameters (v. 325). Here the
trochaic tetrameters begin with a new scene. Parmenon was annoyed by
Moschion’s order, but now, seeig that things are going well in the house,
forgets about the sword and the cloak and runs to tell his master that
everything is all right. But to his great amazement he infuriates his
master, who sends him again for the sword and the cloak (v. 332). Par-
menon understands nothing of Moschion’s behaviour and hesitates to
carry out his order, he makes a last effort to persuade him, but Moschion
obstinately insists Parmenon goes in unwillingly. Moschion, left alone,
considers the possible consequences of his bold plan. Here the Papyrus
stops. There is, in these scenes too, much actual movement.

It has been shown that the characteristic of the three scenes is
actual movement. The actors performing them must walk, quickly or
slowly, run, and in general they must accompany their lines with ade-
quate movement. So, it is clear that in these scenes this meter was chosen
especially as a rhythm connected nith movement, and consequently these
scenes have a more lively tone than the scenes in iambic trimeters. The
change of speakers within the lines, which occurs more frequently in the
trochaic tetrameters than in the iambic trimeters (), and more frequently

1)G. F. Osmun ‘Intratinear change of speaker in Menander” Class. Phil,
LII 1957 p. 28 £.
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also in the tetrameters of Menander than in anyone else’s ('), stresses the
movement in the dialogue itself and heightens, together with the rhythm,
the general vivid tone of the tetrameter scenes.

4. Dyskolos 708—783 : the beginning of the tetrameters is lost
with the five missing lines of the gap (after line 702). The three mutila-
ted tetrameters (708 —710) belong to Knemon’s speech and it seems pro-
bable that not much of it is missing, perhaps one or two verses. It is
also very probable that, as in the Perikeir. and in the Samia,
here too the tetrameters begin with a new scene and with Knemon’s
speech, after Gorgias coming back with his mother. These 75 tetrameters
belong to the end of act four of the Dyskolos and the dramatic ma-
terial is arranged within them in the following form : Knemon’s speech
(30 vv.)—dialogue (12 vv.), Gorgias’ speech (1o vv.)—dialogue (12 vv.).
Knemon’s §7joig is the most important part of these tetrameters, not only
because it occupies more than half of them, but also because of its con
tent : Knemon here admits that his behaviour has till then been based on
wrong assumptions about life and men, that he has been wrong in living
in the way he has lived. He brings together all his family, adopts Gor-
gias and makes him the head of the family. This part has also a very
important place in the whole comedy : here begins the Mot of the drama.
The characteristic of Knemon’s «rhesis» is, besides its importance in the
plot, a serious and at moments moving tone. The comic element is very
sparse and only in the dialogue parts of the tetrameters, especially in the
second part after Gorgias’ speech. This speech too, apart from being se-
rious, has at the beginning the solemnity of the betrothal. There is also
solemnity in Knemon’ pronouncing his will (vv. 731—739).

The difference between the three scenes in tetrameters already exa-
mined and this one in the Dyskolos is striking: in the first cases
the movement is the necessary means of acting and expressing the psy-
chological situations of the characters, in the second actual movement is
restrained during the speeches. Here the tetrameter seems to serve the
poet a different purpose: it stresses the dramatic material with its vivid
thythm. The dramatic material, as we have seen, is very important in
this point, and the change from the iambic trimeters to trochaic tetrame-
ters does not only agree with the change in Knemon’s attitude, which
brings the Avowg, but also this rhythm seems to give the actor the possi-
bility of reciting his speech in a special manner. On the other hand in
both speeches, Knemon’s and Gorgias', there is a didactic tone directed,
one is inclined to think, rather to the audience of the theatre than to the

1) White The verse of Gr. Com, p. 106, and Krieg ‘Der trochaeische
Tetrameter bei Euripides’ Philologus XCI 1936 p. 48.
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speaker’s listeners in the drama. In other words, Menander wants his
audience to see well what he wants to show them in his comedy and for
this reason he uses a kind of dramatic mannerism.

It seems rather improbable that the trochaic tetrameters were simply
used for variety’s sake and have nothing to do with the dramatic material
expressed in them The opinions, which varius scholars expressed on this
subject, prior to the evidence from the Dyskolos are the following :
Rubenbauer (!) says that the troch. tetrameter in Later Comedy is found
especially in passionate scenes of excitement, like the scene between De-
meas and Nikeratos in the Samia. But the second scene in the S a-
mia, between Moschion and Parmenon, is not especially passionate.
Capps (*) considers this rhythm as a suitable medium of emotion, and
says (°) that the change to trochaic rhythm intimates an emotional scene.
But this does not explain the use of this meter, because emotional scenes
exist in iambic trimeters as well, apart from the fact that there is no par-
ticular stress on emotion in all the tetrameter scenes. Wilamowitz (¢) con-
cludes that this meter is an agitated one and that it stresses the burlesque
tone of the scenes, where characters appropriate to broad comedy are
expected to be found (*), So, he sees the troch. tetrameter as an archaism
which goes back to Old Comedy and consequently farcical material is
expressed in this meter. This opinion is proved completely wrong under
the new evidence from the Dyskolos, because here the material
expressed in trochaic tetrameters is not only far from farcical, but it is
not even comic. Therefore one cannot say that the use of the troch. te-
trameter comes down to Menander from Old Comedy, at least as we see
itin the Dyskolos. The other three cases of tetrameters in Menan-
der are certainly comic, but not all of them farcical ; e. g. the second scene
in the Samia. According to the opinions mentioned the trochaic
rhythm is considered to have a special ethos, i. e. it expresses emotion or
passion, but Menander is not at all responsible for the formation of these
opinions, the story goes back to fifth century Tragedy aud Comedy where
the problem of the use of the troch. tetrameter still exists.

The three Tragedians and Aristophanes wrote scenes in troch. te-
trameters. There are also comic fragments in the same meter, which cover
the period from Aristophanes to Menander, but the majority of them are
very short. The opinions about the use of this meter in Tragedy are va-

1) ‘Der Bau des troch. Tetrameter in der neueren Komoedie Philologus
LXXII 1913 p. 206.

2) Four Plays of Menander Boston 1910 p. 161,

3) Op. cit. note on Samia 468 p. 325.

4 Das Schiedsgericht Berlin 1925 p. 153 £,

5) On the troch, tetrameter as an indication for dating see my paper ‘HpoBlsj-
pota tod Mevdv3poy Hnd ©o gidg 100 AvaoxdAov Platon IA’ tebyog B’ 1959 p. 403 f.
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rious and not, so far, successful in solving the problem. Maas (') denies
any particular ethos to the trochaic tetrameter ; it was used, according to
him, in early Tragedy only for variety, but famous scenes with excite-
inent, written in this meter, had influenced later drama ; e. g. the final
scene of the Agamemnon. Wilamowitz () sees, where Aeschylus
made use of them, a more elevated style, and notices that tetramerers are
suitable for expressing quarrels (!). Fraenkel (‘) notes the jerk with which
the rhythm changes to greater excitement in the final scene of the A ga-
memn on; he adduces as a close parallel the final scene ofthe O ed i p.
T yr., but he also remarks that in the case of the final scene of the Ion
there is a change from trimeters to tetrameters. but without any excite-
ment in the action. This can be explained : it is not the excitement that
the trochaic tetrameter expresses here, but simply the actual movement,
and there is actual movement in all these three final scenes. It is true
that a gnarrel is a usual theme in tetrameter scenes; but are they in te-
trameters because of the quarrels they contain, or because the quarrels
must be acted with much movement ? Why. for example, in the final scene
of the Orestes (1567 ff.) is the quarrel between Orestes and Menelaos
in iambic trimeters, while the scene between the most devoted friends,
Orestes and Pylades (vv. 7290—806), is in troch. tetremeters ? The answer
is that the first has no particular movement, because Orestes speaks from
the top of his palace’s roof ; in the second Pylades’ rapid entrance brings
the tone of movement and action.

Imhof (°) studied in detail the use of the troch. tetrameter in Tragedy.
He finds in them dramatic movement and solemn style, suitable to super-
human beings (°). They are in the form of a stichomythia, antilabai and
rhesis ; sometimes all combined in one scene. In their function they mark
an introduction, a middle and an end, and they express important, often
critical, moments in an epeisodion or tragedy. In Euripides, who in his
late plays has scenes in trochaic tetrameters in increasing numbers ('),
Imhof sees, in these scenes (%), a p ‘~ct development of form, and he

1) Griechische Metrik p. 19 (Gerke - Norden, Einleitung in die
Altertumsw. I, 7 Heft).

2) Griechische Verkunst p. 26s.

3) Op. cit, p. 136.

4 Aeschylus Agamemnon Oxford 1950 III p. 780,

5) “Tatrameterszenen in der Tragoedie' Museum Helveticum 13, 1956
Pp. 125—143.

6) Similar views are expressed by Manning in his book A study of Ar-
chaism in Euripides (1916) p. 63.

7) W. Krieg ‘Der trochaeische Tetrameter bei Euripides’ Philologus XCI
1936 p. 42 ff.

8 Ion, Phoenissae Orestes, Iphigenia Aulidensis.
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wonders whether the scenes are in trochaic tetrameters because they
are exciting and important, or they are exciting and important,
because they are in trochaic tetrameters. Although he notices the dra-
matic movement, he does not notice its relation to the troch. tetra-
meter, because he does not consider the tetrameter scenes from the
point of view of their performance, but only for their particular con-
tents and their meaning. Although this is not the place to discuss this
problem in Tragedy, but only in its relation to Menander, one is very
inclined to accept that, as in Menander, the troch. tetrameter has no spe-
cial ethos in Tragedy either, but only, as a rhythm, it has its own chara-
cteristics, which must have been the reason why this meter was chosen
for special scenes. Aristotle notices the special characteristic of the tro-
chaic tetrameter in the Poetica 1449a, 22 ()and Phetorica
I1I, 8, 4 (1408 b, 31) (*). The tetrameter was used originally in an doym-
oruxmtéga dramatic poetry ; it is also a toxsedg dvduds, and the trochaic
meter is xopdaxuxdregog. Il is then more than clear that originally the
trochaic rthythm was connected with dance (cf. its altenartive name yo
08log), and was a «running rhythm», in other words its characteristic was
movement of various kinds. Aristophanes’ use of this meter presents a
more complicated picture. But, especially in his early plays (because in
his late ones he almost confined the tetrameter to the epirrhemata and
antepirrhemata, and in the Plo utos he did not use it at all), we find
that, besides the rapid entry of the Choros (*), whole scenes follow imme-
diately or later on in trochaic tetrameters. And in these scenes there is
much movement, in one of them there is even an actual dance: Pax
209—338. Cf. also Ach. 302—334, Eq. 242—283. Av. 268—307,
317 —318, 320—326, 336—344, 352—386. It is also notable that these
scenes are closely connected, both in form and content, with the lyric
parts which are near them.

As is shown the trochaic tetrameter in Menander serves two purpo-
ses. The first (Perikeir, Samia) is that as a rhythm helps the
acting, when the movement is especially required, and the second (D y-
skolos) that it gives a special manner to the delivery of important
speeches, which the dramatist wants to be stressed. In the first case Me-

1) T pév ykp mpdrov tetpapétpp dxp@vio ik TO oatupixiy xal dpynoTinmwtépay slvat
v molnawv, Aéfewg 2% yevopdvng adth N @doig td olxelov pétpov sps. pdAota y&p Aexti-
‘wdv Tdv pétpwv o lapbeldy &atiy,

2) ‘0 3% tpoxalog xopdaxixdtepog® Aol 33 Tk tetpdpstpa, Eot ydp tpoxepds Sududg
o TSTPAPETPN.,

3) White The verse of Greek Comedy p. 99 <¢the verseis ada-
pted to rapid movement and is therefore frequently employed when the chorus enters
in haste in the parode».
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nander follows the theatrical tradition in general, but in the second he
shows the influence of the Euripidean technique, as it appears in Euri-
pides’ late plays. Because, as Imhof (') has pointed out, in Euripides’ late
plays the scenes in troch. tetrameters have a specially treated form, where
the rhesis becomes typical. In this case the troch. tetrameter, as we take
it, suggested a special kind of recitation by the actor, which was effective
and successful and so became a manner. The epirrhema and antepirrhema
of Ol1 Comedy can be considered as an alternative source of a rhesis in
trochaic tetrameters, but the case for Euripidean influence seems much
more probable.

1) Loc, cit. in page 63,



NEPIAHVYIZ

‘O 1poxaikdg tetpduetpog EEetdletan v oxéoel mPodC TV dpapaticiv HAnv thv
dmolav 2kopdlet, GAA& &nd v Emoywv i mapaot&oeds G &nl Tfig oknviig kai Bxu
4amd v Enoyv pbévov 100 mepiexouévou kal to0 Babutépov G vorjuatoq.

‘0 otlxoq adtdg Xenowonoeltar Ond 100 Mevévdpou elg oxknvag 8mou #i dpapa-
k) OAn &nautel ik v mapdotaolv g kuplwg xivnowv t&v fBonoidv, v dnolav #
PUoLg 00 TpoXaikoD pétpou 2Eumnpetel. AOTO ouvuBalver elg ™y MepiLketpoy é-
vnv kal iy S aplav &g tyv meplmtwov adthiv & Mévavdpog &koAouvBel v
Beatpixiv mapddootv &v yével. ‘O tpoxaikdg terp&uetpog div padveton va elye elg thv
dpapatikiv molnowv yevik@g dplopévov fifog. ElSik@g elg miv Néav Kopedlav biv elvat
kat&Aoinov tiig [MaAouds, mpowpiopévov did va Ekppdln Pxpooeldi nMePLlEXOUEVOV.

Elg ov AVoxoAov Buwg 6 otixog adtdg nalfet &AAov poéAov. Xpnouo-
noteltar Bk v& tovion v paxpav kuplwg piowv 100 Kvijuwvog, thig dnolag 1 &mayye-
Mo 8 2ylveto xat” adtév 1ov TeémMov Lwnpotépa kal Emonuotépa. ‘EBG ¢alvetan 1
2nidpaorg 100 Edpinidov, 6 dmolog elg t& televtaia tou Epya Xpnowwomolel ouotnua-
uk®G 1OV TPOoXaikdV TETPduUETPOV, Kal p&htota elg uakpdg Poeg &EloAdyou mepie-
Xouévou.



