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THE

BIBLIOTHECA SACRA.

ARTICLE I.

THE TWOFOLD FUNDAMENTAL LAW OF RHYTHM AND
ACCENTUATION; OR, THE RELATION OF THE RHYTH-
MICAL TO THE LOGICAL PRINCIPLE OF THE MELODY
OF HUMAN SPEECH.

TRANSLATED FROM THE GERMAN OF PROY. HUPFELD BY REV. CHARLES M.
MEAD, PH.D., PROFESSOR IN ANDOVER THEOLOGICAL SEMINARY.

THE investigations hitherto made in regard to the principle
of Hebrew accentuation — growing out of the conviction that
the cantillation now practised in the Jewish synagogues does
not correctly represent it, and that its real significance can
not be chiefly musical —have established the fact that the
main prineiple underlying this accentuation must be a logical
one, a division according to the sense, but that in connection
with this there is also a phonetic or musical element, belong-
ing to the sphere of modulation, which is not to be over-
looked. But the significance and extent of the latter element
and its relation to the first were not clear, and continued to
be a subject of controversy. Years ago I deduced this ele-
ment from the nature of rhythm, and sought to find in it the
higher principle in which logic and phonetics meet together.l
But in order to a clear understanding of the subject, and a

1Tn the “Geschichte der Hebr. Sinnabtheilung® (3d Part: Beleuchtung
dunkler Stellen der alttestlamentlichen Text geschichte) in the “ Theologische
Studien und Kritiken” of 1837, No. 4; also in the first number of my Heb.
Grammar, {§ 23, 24.
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2 RHYTHM AND ACCENTUATION. [Jan.

definitive settlement of the long-disputed question, relating,
as it does, to so difficult and remote a department of philol-
ogy and anthropology, great clearness and distinctness of
ideas is necessary ; and in order to gain this, 8 more minute
and exhaustive discussion is required than I was then able to
give. TFirst of all, we must find the law of nature out of
which the phonetico-musical, or physical, element in human
speech proceeds, in order to gain an understanding of its
relation to the logical principle of speech, and of the co-opera-
tion of both elements in the rhythm and accent of melodious
language. To this ead we proveed first to examine more
particularly accent, in which the phenomena in question most
tlearly come to view.

Accent or tone is, as all know, that emphasis or stress
{rovos), i.e. that raising of the voice, by which one part of the
discourse —one syllable or word — is raised above the others
and distinguished as the chief syllable or chief word. It is
the simple and wonderful means by which the mind (whose
business it is in general to penetrate and illuminate the wast
quantity and multitudinous forms of matter, and thus to
simplify them and assimilate them to itself) points out and
enforces that, in a series of words and sentences, which for
its purpose is most essential ; that in which the chief idea,
and so the unity, of the whole series lies. It describes to the
ear the course of the mind above the discourse, and its several
strokes are, as it were, the audible footsteps of the mind’s
march. Without it language would form a crude, lifeless
mass of sound. It is this which breathes life and soul into
that mass of sound, by presenting to the ear smaller and
larger members or parts of speech, of which each constitutes
by itself & notion, and by constructing out of these members
the meaning of the whole, forming them into a sort of organic
body, proceeding in & regular gradation from the smaller to
the greater members. At the lowest stage it constructs
words, by reducing to one single notion -an aggregate of
sounds and syllables, together with the distinct elements of
root and inflection involved in them, by meaus of emphssi-
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laid on the principal eyllable (verbal accent).! Next, by em-
phasizing the prineipal one of a series of words (i.e. the prin-
oipad syllable of this wond, by means therefore of the verbal
accent) it unites the series into a single sentenes. In like
manner several sentenoces, by the prominence given to the
principal sentence, are made to form a peried. And even
beyond this limit, aceent operstes in still greater divisions,
acoordiug 88 the mind by means of it is able to master the
quantity. This depends, on the ome hand, on the wental
clearness and vivacity of the speakar er resder; on the
other, on his power over his voice — on his elooution. That
* which constitutes the principle of unity ia these divisions of
speech is also the principle of their separation; and it is
accordingly accent whieh effects the division of the eense —
the separation of the words and the division jnto sentences
sad periods — which is designated in writing partly by inter-
spaces, partly by puactuation? Bat the influence of aceent
is by no means limited to giving prominence to those parts
of spoken language which (in ¢he way just described) receive
the intomation, and form the exponents of the contents of &
whole series, tho illuminated peaks, as it were, whioh tower
ap-out of the obscure mass of words. It embraces within its
sphere the whole mass of words, its intonations being gradu-
ated and classified aocording to their logical relations. And
only by this fact can be explained the secret of its power,

1 Cf. Wm. von Humboldt : Ueber Entstehung der grammatischen Formen, in
den Abhandlungen der Berliner Akademie 1824, p. 423. According to its prin-
eiple the secens ought stricdy always 10.fall npon that syllable which is for the
notion the chief syllable, which constitntes the logical centre and the kernel of
the word, therefore the stem syllable. But this is the case actually only in the
German language, where the terminations have been by degrees subdued and
suppressed. In other languages, where this has not been accomplished, the
secert must depend on the streagth of the final syllahles, according t0 a phonetie
(rbythmical) law. See below.

2 But only the Hebrew writings of the Old Test. in their present form desig-
nate the divisions of the sense within the period (the socalled verse) simply by
its system of accents, and so by that which constitutes the principle of the divi-
sion. Respecting the sncient designation of the larger sections and their histori-
cal development into the present accentuation, see the above-mentioned Essay
in the-Stad. nad Krit. 1837, p. 836 5., .and Heb. Gram. ¢4 16-88.
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viz. that it is able to blend a plurality of sounds into unity,
and to mark single sounds as exponents of the contents of
the whole series. This is done simply by making prominent
one of a series of sounds, and thus giving to the others a point
around which they may group themselves (in ascending and
descending gradation), forming, therefore, a centre and ker-
nel, and thus producing a unity of sound, which represents
to the ear the unity of idea. In the case of the verbal accent,
as related to the other syllables of the word, this is at once
obvious. Inasmuch, now, as the accent of the sentence is
nothing else than the verbal accent of the principal word,
and therefore, in order to be the accent of the sentence must
make itself more prominent than the verbal accent of the
other words of the sentence, and inasmuch as the same is
true in a still higher degree of the accent of the leading sen-
tence in a period, there results at once a gradation, a rank,
among the accents, according to the logical importance of
the sphere of each in relation to the whole. At the same
time, however, it is, as a matter of course, to be inferred
from this that the gradation is not confined to the tones
of the principal words of the sentence, but extends to that
of all the other words; in short, that the tone of every word
accords with its logical relation to the whole. And this is
fully confirmed by a closer consideration and comparison
of the accents with which the separate words are spoken.!
Furthermore, a similar difference will show itself in respect
. to the duration of the tone, or of the rapidity of the move-
ment of the voice among the different parts of the discourse.
As in every word the unaccented (earlier). syllables hasten
towards the accented syllable, so in every sentence the accent
hastens from one word quickly o another more closely con-
nected with it in sense, or dwells longer on another, and sep-
arates it from the rest, in accordance with the notion it is
aiming to express; here pressing towards the chief word of
the sentence as its highest point; there calmly passing it by,
and gradually sinking down. Thus, out of the rough image

1 Of this more below, in treating of the rhythmical principle of speech.
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of articulate sound there rises up a finer, more spiritnal, as
it were a rectified image, which, with its infinitely fine grada-
tions and shades, presents exactly the order of the notions
(the logical relations),as well as the relations of the feelings, in-
volved in the discourse. These gradations of the accent are
primarily gradations of the force or strength of the tone of
the voice ; but, since every increase of force is also connected
with a slight raising of the scale, there results at the same
time a certain melody in speech. ' N
Thus far the principle of accent, and of the melody which
it introduces into speech, seems to be a purely mental one,
concerning merely the understanding and (in so far as the
emotions participate in it) the feelings. Accordingly’ one
might think that accent is something voluntary, arbitrary,
which may be used or omitted at pleasure; an ornament, or
an accomplishment, without which, indeed, speech does not
fully express what is in the mind (therefore essential to the
perfection of speech), but which one may in many cases fore-
go. But this would be a complete error. Accent is rather
a physical necessity, which in speaking we cannot avoid,
even if we would. Even when one takes pains to speak
without accent (e.g. for the sake of affecting gentility, or of
concealing his feelings), he can do no more than to dimin-
ish the gradations of it as much as possible and make them
unnoticeable, but cannot entirely suppress them. Accent
must therefore grow out of a law of nature, to which the
voice in its progress is bound. And this law is in physics
well known as the law of motion in all fluids. It is the law
of undulation, of fluctuation.! That the voice also moves
according to this law, that its counrse is * undulatory,” i.e.

1 This, by the way, is etymologically the fundamental notion of the words for
motion: In German bewegen, related to wogen, wage, wisge, wagen, etc. ; Latin,
ago (properly vago, Aeol. Bdyw, from which vagus, vacillo, wackeln, cognate veho,
Fxos, wagon, nectis, scales) ; from it agina, scales, axis, axle, axilla, shoulder (con-
tracted, ala), especially of things which move around a fixed centre; again,
805 (i.e. equiponderant); oculus, Sanscr. akshas, eye (from its rolling, axle-like
motion), etc. Cf. my Essay in A. Kuhn’s Zeitschrift fiir vergleichende Sprach-
forscheng, VIIL 370 aq.
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constantiy rises snd falls, is elevated and depressed, was fong
ago observed,! and the law in this application known by the
name of rise and fall.? But how does the voice come to be
sabject to this law? The more immediate cause lies in the
so-called beating of the pulse or heart, i.e. in the undulatory
strokes of the blood, and of the breathing which stands in
reciprocal relation to it. For speaking is an action connected
with expiration, and is produced by sounds of various kinds
being elicited from it, as the air pssses through its canal at
two principal points {the head of the windpipe and the mouth)
through the co-operation of the organs there situated. The
tones prodeced at the first place are clear tones (vowels);
the others are sounds, more or léss perceptible, which serve
a8 accompaniments to the former (hence called eonsonants},
and together with them form a single sound or syllable® It
is eonsequently clear that, when one speaks, the supply of
breath (i.e. of the air thrown out after each inhalation) which
is expended in the production of articulate sounds, is divided
into as many parts or single expulsions of the breath as there
are separate members or single sounds in the discourse.
Since, however, the breath expelled proceeds from a source
characterized by undulation, i.e. from the beating of the heart,
its separate expulsions cannot flow out in a uniform, smooth
stream, but must eonstantly rise and fall in waves, fike those
of the bloo? in the beating of the pulse, i.e. exhibit a con-
stant altermation of strength and weakness, elevation and
depression. And this alternationr expresses itself, of course,
in the tones produced by is, primarily therefore in an alter-

1 Eg. by DeWeite, Introd. to Commentary on the Psalms, No. VIE., p. 58
of ed. 8. (It is wanting in the 4th ed.)

2 Probably borrowed from the term used by the Greek grammarians, &pois
and #deis which is applied by Priseianus and modermy writers o metre (especially
by Bentley, in the Schedinania de meiris Terentianis, 1.) to the voice, but properly
refers to the movement of the foot or hand i beating time, and has, therefore,
just the opposite meaning, via. 8éors is the stroke of the foot or hand (Latin
ictus) which secompanies the accented part of the mensure; Epous is the unae-
conted part. Bo sublatio and positio i Quimetilian.

$ Vid. my Essay “Von der Natur und den Arten der Sprachisute ” in Jahn’s
Jahrbiicher der Philalagie, 1829, Val. 1. No. 4, p. 451 eq.
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nation of strong and weak syllables, and thus manifests itself

as a law of the movement of the voice.! This is the natural -

law from which the so-called accent or tone proceeds, which,
in this aspect of it,is nothing else than those elevations (sum-
mits) of the waves of the breath and voice, or of the stronger
expulsions of the breath, which, alternating with weaker ex-
pulsions or depressions of the voice, produce in speech the an-
tithesis of tone and tonelessness, of accented and unaccented
parts of speech, like the antithesis of light and shade. Now,
this antithesis, and its regular, constant return, is in speech,
strictly speaking, what is designated by a Greek word, much
used but little understood, rhythm ? (Lat. numerus or numeri),
snd is the same thing as measurs. Accent, as the climax
of this, appears accordingly to be of rhythmical origin and
nature ; i.e. the origin of it, as well as the law of its move-
ment, is not chiefly logical, but physical, i.e. traceable to
the rhythm or nndulation of the blood and breath,and henee
of the voice. ‘

That this is the origin and character of accent is shown by
observing in all langnages — at least in all whieh have long
and short syllables and any definite acoent at all — the rules
respecting the position of the accent, or the determination
of the location and quality of the stress. This — whatever
infiuence etymology and composition may in particular cases
have upon it — is everywhere subject to, and conditioned by,
the higher law of rhythm or statics. Inasmuch as this law
of accentuation has, so far as I kpow, not been sufficiently

1 Voice is, properly speaking, the clear tone (80 vor, pemf)) produced in the
glottis, contained in the vowel (hence vocolis, pwifess) and constituting the
loud, sounding element of the language; then in a wider sense, instrument of
speech in general. 'The breath in its modifications just mentioned works pri.
marily only on the tone of the glottis, or a vowel which it produces; but, since
this is the soul of the sy[lable, and of language in general, it works by means of
it on the whole language.

2 Etymologically it denotes (from péw, to flow) a stream = peSux. Applied to
the Sow of speech, it must designate ejther, as Buttmann thinks, an easy, flowing
motion, or, since that is too vague for the figure gnd the thing meant, the wave-
ke, rocking, nniform rise and fall of the motion, and so just the essence of tho
so-called rhythm. Cf. above, note 4.
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noticed or recognized, I have undertaken to give a more par-
ticular demonstration of it in the appended excursus.

Before following the rhythmical principle of accentuation
in its wider application to the larger divisions of speech, it
may be well to illustrate briefly its manifestations in other
expressions of human life. It is self-evident that the same
law must hold especially with regard to other tones produced
by the breath — to singing and to the music of wind instru-
ments, in all of which, together with the alternation of high
and low tones (melody), is observable a constant antithesis
of loud and soft tones. This antithesis and regular alterna-
nation — which, on account of the stronger intonation and
unfolding of the voice, is here much more prominent than
in speaking — has here long ago been noticed and known by
the name of measure, designated in written music by the so-
called bar, by which the musical strains are divided into
parts, all equal to each other in length. The rationale of meas-
ure, however, is to be found in nothing else than this constant
alternation of loud and soft tones, or of accented and unac-
cented tones. Between these, however, at the same time is
obgervable, much more than in speaking, a relation of equilib-
rium or parallelism. For, since this antithesis flows from the
undulatory pulsation of the blood and the breath, both parts,
according to the law of hydrostatics, balance each other;
and of this that regularity of movement in music is only
a consequence although not a necessary one; and accord-
ingly in many ancient rhythms and melodies, Greek as well
as German, the measure is looser. Now it is well known
that the so-called measure or rhythm is not only characteristic
of singing and the music of wind instruments, but is conmon
to all music, even to that of instruments played by the hand,
nay, even to all movements of the human body (of the feet
in walking and dancing, of the hands, arms, etc.); and is

the more conspicuous in proportion to the force and amount
~ of these movements. How is it, now, in these cases to be
" explained? Just as in the others, by the pulsation of the blood
and breath, because these are the sources of all our physical
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life, and hence their movement communicates itself to all
the movements and actions, or vital functions of man. Nay,
it passes over in its influence into those expressions and states
of the emotions which stand in more immediate connection
with the physical state (of this more below), and it stamps
upon them the law of parallelism, measure, rhythm, i.e. of
the constant alternation of two antithetic movements, corres-
ponding to, and counterbalancing, each other.?

Returning now to the proper subject of our investigation,
language, we should be led by the foregoing discussion to

1In the details, however, i.e. in the, individual members and functions of the
human organism, the correspondence of their motions with that of those sources
cannot be mathematically proved, i.e. cannot be traced to the same number or
to a definite mathematical ratio; nor indeed is there an exact equality in the
undulatory strokes of those sources themselves, the blood and the breath (toone
inhalation there are ordinarily three or four beats of the pulse). Hence the
physiologists whose investigations are directed almost exclusively to the mechan-
ical and chemical stracture of the buman organism, and who measure, weigh,
and count everything, entirely ignore the above considered phenomena of the
higher organic life, —accent, rhythm, measure, etc., —or if they incidentally
speak of them, yet know scientifically nothing about their origin and laws, as
little as they do about the reciprocal action of mind and body and the resultant
mixed states and phenomena of this border region, which equally concern physi-
ology and psychology. The law above laid down is rather to be derived from
the whole, grand antithetic character which pervades the human organism —
and in a lower degree sll organic existences —in its countless members and
sctivities, both in the structnre of its mechanism, i.e. in the composition sand
adaptation of its limbs and organs and in the mixture of their elements, and in
its movement and activity, i.c. in the individual functions and the co-operation
of those organs, in other words, in the life of the organism. Everywhere is
seen here reciprocal action, oscillation, regular alternation of opposite qualities,
activities, motions or stages of motion, in order constantly to preserve or restore
equilibrium and barmony among them ; and just herein consists the peculiar
and wonderful character of organic life. 'To this is to be added the great expan-
sibility and elasticity of the organs as influenced by the mind, as is best to be
seen in the breath, which by artificial means can be used so much more exten-
sively than is essential to life, and can be adapted to other motions. Hence,
however varions and diverse the mathematical relation or the exponent of the
motion in the several members may be, yet in the general effect the particular
deviations and incongruities are lost in the general harmony, in such a way that
the organism a8 & whole exhibits in its movements the great law of rhythm, and
stamps it on all organic actions, and thus makes man, so to speak, & rhythmi-
eal creature, whose movements however, as may readily be conceived, cannot be
mathematically calculated and determined.

Vou. XXIV. No. 93. 2
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confine rhythm and the accent belonging to it to the syllables,
or the smallest parts of speech, and thus make it a mere syl-
labie rhythm and its accent merely a syllabic accent, return-
ing with each couplet of syllables, without regard to the sense
and the corresponding divisions naturally made in a discourse.
But rhythm does not end with this; and now there presents
itself & new, higher aspect of accentuation — that from which
we started — its being used by the mind for its own purposes.
It serves, as we have seen, as & means by which the mind
by making prominent certain leading syllables, reduces te
smaller or greater wholes, or single conceptions, the variety
of sounds and syllables of which language, outwardly con-
sidered, is composed (which, as it were, constitute the body
of language), or rather by which the mind animates these
structures or members of the dead body of language, and
pictures outwardly to the ear its inner unity. This is done
by elevating the accent (raising it to a higher power), apply-
ing it to words and sentences as well as to syllables, adapting
it by various gradations and distinctions to the sense, in the
way described above. Thus, to the simple rhythmical prin-
ciple of accentuation, a second, complex, logical, or intellect-
ual is joined. These two are quite different from each other.
The former is a mechanical one, measuring off the tones
with mechanical regularity according to the number of sylla-
bles. The latter is an organic one, by which the accentua-
tion is divided into various members and, as it were, built
into an organic structure. Hence there arises between them
a conflict, especially at the lower stage, in regard to the sin-
gle word. For the former demands, in accordance with the
rhythmical law, the repetition of the accent in polysyllabic
words as often as two syllables occur, and on the other hand
refuses to give it to & monosyllabic word which immediately
follows an accented syllable, in order to avoid such a con-
currence of two elevations of the voice as is contrary to the
rhythmical law. The latter, on the contrary, can allow to
the longest word only one accent, as the exponent of the one
notion contained in it, and cannot refuse it even to the small-
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est mounosyllable, however many of them may follow one an-
other. Accordingly in such cases the dilemma seems to be
presented : either one principle or the other must be given
up; either, in aceordance with the first, we must cease
attempting to emphasize the unity of the word, or, in accord-
ance with the second, we must forego rhythm. Nevertheless
we see even here how the flexibility and elasticity of organic
antithesis adjusts the eonflict. This is done as follows. On
the one hand, the rhythmical accents of polysyllabiec words
are sabordinated to the verbal aceent, and thus arises the
antithesis of primary and seeondary accent,! which forms an
intermediate step between accented syliables and those wholly
anaccented. On the ether hand, monosyllabic words, which,
besides being weak in a phonetic and rhythmical point of
view, are also in their logiecal relation not gualified to stand
alone, i.e. which, as to their impert, are always joined with
other words (e.g. particles of all sorts, auxiliary verbs}), or
by chance are construed with another, and unite with it to
form one commeon notien, give up their aceent to this other,
and in pronunciation lean upon it (enclisis, etc.). The re-
maining incongruities (in which, in general — at least in prose,
— the logical principle precedes, and the rhythmical follows,
while in poetry, on the contrary, the latter decidedly prepon-
derates) may be to & great extent harmonized by an elastic
pronunciation, and so the rhythmical law be satisfied; this
depends on the character of the delivery and the mood or art
of the speaker. Sines, according to the foregoing, the rhyth-
mical principle unites with the logical, or with the division
according to the sense, there is presented, together with the
logical gradation and division, a corresponding division of

1 In Hebrew, where under the name of Metheg it is very regularly written,
since the verbal accent rests universally on the latter part of the word (the last
two syllables), it is throughout a preliminary accent, which may appear not
only once, but very frequently, according to the number and nature of the sylia-
bles ; twice, nay even three times, e.g. T2¥2, {137, JTRIVY, Isa. xxii. 19;
ﬂ‘»“?!sgl,'_‘, Deut. viii. 16. Similarly in English, where the secondary accent is
regularly two syllables distant from the primary, and in polysyllables may recur

twice, e.g. indivisible, indivisibdlity.
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the rhythm, which brings the rise and fall of each smaller or
larger logical member into parallelism with one another, by
which means the stream of the discourse is broken up, in
accordance with the logical division, into larger or smaller
waves, from whole sentences and periods down to the single
parts of the sentence and to the words, of which the former
very nearly correspond to the breaths drawn in and expelled,
the latter to the beating of the pulse ; which rhythmical divi-
sion, however, is variously limited and modified by the
amount of breath inhaled, by the expense of power in the
use of the voice, and by the law of rhythm. At the same
time all these divisions are separated from each other by pro-
portionate suspensions of the voice, or pauses, which, in
accordance with the static law, form a series corresponding
to the length of the several divisions, and are therefore in a cer-
tain sense the exponents of these, asare on the other hand the
force and elevation of the rising slide in them (accents). We
will now more particularly consider this division, passing in
order from the smaller to the larger parts of a discourse.

1. At the first or lowest stage, where the syllabic accent
assumes the character of verbal accent, the syllabic rhythm
also becomes verbal rhythm, i.e. a parallelism between the
accented and unaccented part of the word ;! this becomes,
in polysyllables, especially in compound words, an antithesis
between the primary and secondary accent. Furthermore,

11In Hebrew this parallellism — conformably to the rigorously rhythmical
character of the ecclesiastical elocation marked by the accentuation — is devel-
oped into a decided equilibrium between the accented syllable and the foregoing
unaccented part of the word, which determines the quantity of the vocalization.
On the one hand, in forms which have before the accented syllable only one
open syliable, the latter is prolonged, e.g. ®BR, B¥PZ. On the other hand, in
forms which have several syllables before the accent, the open ones are as far
as possible rejected, in order to preserve the dissyllabic character ; this is done
unconditionally with the third syllable from the accent, as h'i?":PTT‘ s Dl;j?'-;p';
conditionally with the syllable next preceding, as E“étﬂp (with = ), whereas
< in forms like ©"P>¥Y remains. Similarly in English, where the quantity,
and accordingly the pronunciation, of the same open syllables changes according
as they stand alone or in pairs before the accent, e.g. déprive, dildte, prépdre,
réstore ; but déprivdtion, dildtdtion, prépdrdtion, etc.
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the different position of the accent occasions likewise various
forms of rhythm. If it falls on the first syllable or, at least,
on the fore part of the word, and one or more syllables fol-
low, so that the elevation precedes and the depression follows,
then the rhythm is trochaic or dactylic. If however it rests
on the final syllable or on the latter part of the word, so that
the depression begins the measure and the elevation succeeds,
then the rhythm is iambic or anapestic. Inasmuch as in
every language the accent has a general tendency towards
either the fore or the latter part of the words, in each lan-
guage one or the other of those movements is the prevailing
one.!

2. A second stage is presented when two words, or rather
two notions, are united into one compound notion, either
into a sentence (in its simplest form) or a part of a sentence.
Then the elevations (accents), in accordance with the law of
rhythm, assume the character of intensified elevations and
depressions, i.e. of high and low tones, or rather of higher
and lower tones, or of the preliminary tone and the principal
tone, according as the first or second word is to be empha-
sized. Such cases are especially the following: The con-
struction with the genitive, as, lord’ of the land, or, on the
contrary, with the emphasis on the genitive, as, king’dom of
God”, voice’ of the peo”ple; logically identical with this is the
case of compound words (the status constructus of the Semitic
languages), only with the order reversed, as, Volks'stim'me.
Further, when similar things are paired, or put into apposi-
tion with each other, as, heav'en and earth , God’ and Lord ;
but on the other hand, come’ and see”, God’ the Fa”ther (in

1Tn languages which, like the Sanscrit, Arabic, and Ethiopic, for the most
part have weakened the words with open and short syllables, or their terminations
(the present German, and still more the English), and hence draw the accent
back as far as possible, the movement is principally dactylic or trochaic, as kdt-
ald, jaltdio, odudrds. In others, in which, through the apocope of the vowel of
the final consonant, the compound or (for other rcasouns) long final syllable has
the accent (as in Hebrew, Syriac, and, among modern languages, in Spanish
and French), the movement is gencrally iambic (or anapestic), of. kdtdl, jikidl,
milger, (from mudiér), dnimdl, (from dnbmdl), solvér (from solvére), sabér, savoir

(from sdpére).
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distinction from the Som). Aguain, substantives with adjec-
tives or other modifiers ; as, the almi‘ghty God', God’ in hear -
en; or, on the other hand, great’ God” (exclamation). Like-
‘wise verbs, with adwerbs or objeets and other modifiers ; as,
rule’ justly, fear’ God , bring’ to nought ; or, gov'ern wise”ly,
fear’ God” (not men), etc. Finally, the union of subject and
predicate in one sentence (when the predicate is complete in
one word or notion) ; s, the sun’ shines , the wind’ blews", let-
us-break’ our-bands'; or the boy’ lies”, love’ 1s blind”. The
first rhythm, that of the high awd low tone, as being the ane
adapted to fhe natural course and intenation of the voice, and
as constituting in itself a small rhythmical period, is the
most common and prevalent. The other, being oconsioned
by a special emphaeis of the sense (especially by antithesis),
produces a tension which requires to be relieved, in order
that the sentence mmay have e rhythmical eonclasion ; hence
admissible only in the protesis or in:a member of a longer
period, not at the end of m series.!

3. A third stage is presented, when more than two notions
are united into ore sentenes or into an extended member of
s senbence. From these compound, fogical members of the
semtence there result compound members of the rhythm, i.e.
various stages of elevatiom and depression, which become
here really (in the strict sense) high and low tones (in a nar-
rower sense than that deseribed in No. 2). If they forma
complete sentence (completing the sense), so that the voiee
afber rising sinks again tp nest, then by its rise and fall it

1 Corresponding to this stage of rhythm is in Hebrew the composition of a
rhythmical member out of a so-cilled conjunctivus and a distinctivus, also of
a subordinate distinctivus with a superior. Again, in classic prosody, the
dipody, according to which the iambic and trochaic rhythms were measnred
(also in the Latin senarius, according to Terentianus Maur., six loci, but only
three ictds were counted, hence called trimeter, “scandendo binos quod pedes
conjungimus ™), somewhat as the Roman passis in measuring distances are
double steps. This measurement rests on the same rhythmicdl principle and
impulse, viz. to bting two members (* foet™) into the relation of rising and fall-
ing tone. Hence its scheme is to be constructedthus: — 2 _ ‘Y or / _ ' —
(Why the iambic rhythms are measured as trochees, is from a rhythmical point
of view unintelligible, and seems to rest only on a conceit of Bentley).
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desoribes a complote bow or semivircle (periodus), consisting
of two segments, and having its points or the boundaries of
its segments where that part of the sentence comes which
is most imxportant in relation to the sense, i.e. where the
srongest verbal accent (the high tone) falls. And the height
to whioh it rises is determined partly by the wumber and
imrpertance (the emphasis) of the parts of the sentence, and
aecordingly of the intervals between the elevations and
depressions, partly by the strength of the voice. Within this
bow, however, and within each of its segments, this alternate
rise and fall is repeated on a smaller scale (like ripples on
wawes), Be often as pairs of closely related words or phrases
occur in it (like those givem in No. 2). These are accord-
ingly only relstive elevations and depressions, in contradis-
tinction to the proper high and low tones wlrich forn a sphece
of absolute rise and fall. As an example of 8 rhythmienl
wentence in four parts, where the rise and fall are uniform,
we wuy take the first sentenve in ths Bible: .

In the begin'ing created God” | the heav'en and the esrth™.
‘Bere the boundary between the rising and the falling part is
n the-word“* God,” each part being composed of two rhythmi-
cal members or stages in the fise and fll of the voice, each
of which, taken by itself, would consist of 2 relatively high
and low tone according to the scheme -~ < -~ -; but uni-
ted into a sentence the first consists of two stages of elevation,
the latter of two stages of depression, somewhat as follows :

Nevertheless those smaller distinctions of relative rise and fall
are faintly traceable in connection with the more prominent
ones when one pays careful attention ; and hence the figure of
4he rhyshm, in order to be exaot, must assume a form some-
what like the following :

4 7 \ W

e ey = | -

In like manner the rhythmical member, ® created-God,” is,
properly speakiug, composed of two logical members which,
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taken by themselves, would constitute a rising and a falling
tone, but in this connection are united into one member with
the rising inflection.! By extending the members of the sen-
tence this simple rhythm becomes complex, composed of sev-
eral stages, in which case, of course, with the number of the
stages their difference diminishes, and with the number of
the members of the hemistich, or of one stage, their move-
ment becomes more rapid ; e.g. with three members in the
part having the falling slide :

In the begin'ning created God” | the heav'en and the earth* and its in-
hab“itants.
Here the word “earth” stands in a double parallelism:
“ heav’en and earth',” and ¢ earth’ and its inhab'itants”’; in
the former it has the falling, in the latter, the rising slide,
go that its accent would strictly be represented by * (a figure
which has already been used in treating of Latin and Greek
accents, in cases of contraction, where an acute appears
instead of a circumflex, e.g. éoraws, from éorads) ; its into-
nation is therefore intermediate between the rising slide
of ¢ heaven” and the falling slide of ¢ inhabitants’ ; and
so the following figure of a triple subdivision of the part
affected with the falling slide is presented:

. AY Ay A\Y

’ v \

— . —  —

Or, by resolving the antithesis into two parallelisms, with
four members in the falling slide :

In the begin'ning created God' | the heav’en and its host', the earth’
and all that is therein',

in the following scheme:

4 7 \ W
7 \ 7

\
— ——— | ] — — e

Or, as in Neh. ix. 6, three parallel sentences with six members:

The heavens with all-their-host, the earth and all-things-that-are-therein,
the seas and all-that-is-therein :

1In the Hebrew original this sentence contains no genuine rising slide,
becaunse, as a single verse (period), it is, as usual, divided into two independent
hemistiches, which are too small to take a rising slide.
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where furthermore in each of the three parallelisms the fall-
ing part is composed of a smaller elevation and depression :
¢ all’-their-host',”” etc. ; so that in that portion of the sentence
which has the downward slide there is produced a compound
rhythm having three gradations:

If, however, the expression ¢ in the beginning” is to be em-
phasized, or, as in Neh. ix. 6 (where this expression does not
precede), the subject, ¢ Thou, Jekovah, alone | hast made
heaven,” etc., so that it alone has the rising inflection, and
all the rest the downward, then the former part must rise all
the higher, in order, as it were, to keep balance with the com-
plex falling part, and to furnish the latter a sufficient height
from which to fall. Thus: '

” \ W
In the beginning | crea’ted God* the heav’en and the earth".

w
r” 7 )

Thou alone! Jehovah' | hast made’ heav'en and its host’, etc.
Sometimes the sentence is composed of two small ones (prot-
asis and apodosis, etc.) with the same melody, as,

He speaks/, and-it-is-done' — his command’ is obéyed".

When several notions belong logically together, as factors of
8 larger member of the sentence, and even when they are
united in the same way (e.g. by the same grammatical con-
struction) they separate again into pairs according to the
strength of the attraction of each for the other, according to
their affinities, e.g.

The voice | of the blood of thy brother ||

where the words ¢ voice of the blood ” naturally belong
together, but the genitive is drawn away from this connection
by a second genitive still more closely connected with it.
And thus, through the enlargement of a sentence, or of a
part of a sentence, by the addition of new factors, there result
constantly among them new groupings, and consequently

modifications of the rhythm and melody ; in regard to which
Yoi. XXIV. No. 93.
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the change in the position of the words also has much in-
fluence. '

4. As a fourth stage in the development of rhythm may be
considered the case when two or more sentences, which are
connected together as protasis and apodosis or in some other
logical relation, and accordingly constitute a logical period,
assume the relation to each other of elevation and depression
(high and low tone) in the higher sense of the terms. Two

sentences, e.g. antecedent and consequent :
' ’ ’” “

And God’ spake' | let there de/ light* || and there was’ light\.
Antithesis:
’ “w

And God' cdlled the Light' Day” | and the dark'ness be cillled Nighs'.

When more than two sentences form a period they unite
according to their logical affinities in the rising or the falling
scale, and constitute compound members in the parallelism.
Examples of the most manifold logical relations and arrange-
ments of sentences in a period — at the same time rhythmi-
cally controlled by the symmetry of the parallelism, and
extending even to the strophe — are given in Hebrew poetry
and in the discourses of the prophets (cf. the compilation in.
De Wette’'s Commentary on the Psalms, Introd. vii., or In-
trod. to the Old Test. § 129 sq.). Asanexample of a longer
rhetorical period, composed of several smaller periods, we
adduce only Isa. i. 15:

When-ye-spread-forth your-hands, I-will-hide mine-eyes ; when-ye-make
many prayers, 1 will not Aear: || for your hands are full of blood.

’ r”
7 N 7 \ . w
7 \ 7 \ ” 7 ) 4 ) ” 7 )
——

AR NENAUR
Here two smaller periods, consisting of antecedent and con-
sequent, compose the first member, the elevation preceding
the concluding sentence, which contains the explanation (the
reason) of what goes before ; the first period constitutes the
first stage in the elevation ; the other, the second, or the eli-
max of the rising tone. Within these again each antecedent
rises while the consequent falls; but these depressions are




~ -
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only relative and are suspended because they belong to the
rising part of the period (especially the latter, which belongs
to the second stage of the rising scale) ; only in the conclud-
ing sentence is the fall an absolute one. In general, every
depression is lower, the nearer it leaves the sense complete,
i.e. the greater the whole is which it terminates, and wvice
versa.

This is the melody of speech, which was above simply shown
to belong to the logical accent, but which is made complete
only by the co-operation of the logical and the rhythmical
principle, in which also is alone to be found the full notion
of accent. Properly to express or render this melody is the
business of elocution or declamation. On account of the
manifold shades in the accent — which image forth the logi-
cal relations of the sense — this melody is richer than that
of music; but its extreme high and low tones — even in the
most elevated intonation of rhetorical feeling — are confined
within smaller intervals of the musical scale, and its tones
can accordingly no more be represented musically (by notes)
than can these gradations or intervals. Not till rhetorical
tones rise into musical tones does the voice rise and fall in
intervals that are strictly musical.!

1 This relation did not escape the old Greek and Latin grammarians and rhet-
oricians, who exhibit in general, concerning everything relating to language
and oratory (both as to essence and form), an accuracy and delicacy of observa-
tion, a perspicuity and definiteness of coneeption, which forms a mortifying con-
trast with the crndeness with which our modern (especially German) gramma-
rians and writers view and treat their language. Tho most accurate treatment
of it is to be found in Dionysius (Halicarn.), De Compositione verborum, chap.
xi. (ed. Schaefer), p. 126, where he reckons the melody of an ordinary speech to
embrace five notes, with the additional remark that it does not rise more than
three and a half tones in the ascending ; nor fall more than this in the descend-
ing scale: *“ &) pevpeiras SaorfiuaTs, 7§ Aeyopdvy Sidwevre (as opposed to the
musical octave, called 3:& waodv) bs fyyioras xal obre éxerelveras wépa 13y Tpiov
réwor xal Hpuroviov ¢x) Td Bv (rising slide), obre &vidvar Tot xwplov Toured wAeior
ix} 7 Bapé (falling slide). Dionysius treats minately of the musical intervals
(p- 130,) where he correctly defines the difference between musical melody (7 dpya-
rich xal J3uch poboa, i.e. instrumental and vocal music) and the melody of speech
by saying that it T&s Adfes Tols uéheqiy Swordrrery &kios, xal ob T& uéAn 7als
Aeow (i.e. that here the rhythmico-musical element sudordinates the logical’
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This leads now to the further question : What is the rela-
tion of the rhythm of common speech just considered, to that
of poetry, or rhythmical discourse properly so called (of the
numerosa oratio to the numeris adstricta) ; what is the rela-
tion of the melody of speech to strict melody, or that of song;
and how does the latter grow out of the former ? For if, as we
have seen, thythm and melody are not peculiarly the orna-
ment of poetry and song, but belong by a general law to all
human speech, how does it happen that men generally attri-
bute them only to poetic language, and call it (exclusively or
pre-eminently) ¢ rhythmical,” in contradistinction to erdinary
language, as though the latter were unrhythmical and irregu-
lar (prosa numeris soluta) ? And if this, as being an error or
an inaccuracy, needs no further consideration, why is poetry
characterized by a rhythm so much more regular and palpable
than that of prose, by a rhythm which even in its external
features is so unmistakable, and strikes every one’s eye and
ear by the form of the words themselves and the sentences,
(also in writing outwardly represented by breaks or lines),
as well as by the whole movement of the thought, all of
which are throughout shaped according to a definite rhythmi-

element, whereas in the former the rhythm and melody must accommodate
themselves to the meaning and the logical relations) ; and then he gives an
example of the deviation of the musical pronunciation from the ordinary intona-
tion (Siapopd % Siapépes povoixh, sc. P#34 Aoyws) in a passage from Euripides.
P. 185 he expresses the character of the melody of ordinary language (uéros
pwvhs Yirfs) as distinguished from song (@8ixh) by apt adjectives: it is, he says,
eduerds not duuerés, etpvinor not ¥ppvluoy (canora, but not cantus ; numercsa, but
not wumeris adstricta). Cf. also the fine observations on rhetorical rhythm, and
its difference from the poetical, in Cicero, De Oratore iii. 43 sq., and especially
in the Orator, chap. 16-20, 41-71. In modern literature I have found the
above proposition, that language has far finer intervals, and hence a much richer
“octave ” (?) than song, in G. v. Scckendorff’s Vorlesungen iiber Declama-
tion und Mimik, i. 55-58 ; the best work on declamation that I am acquainted
with; the anthor was, as a practical speaker, a celebrated virtnoso. He cou-
siders language and declamation in general, especially from p. 116 on, constantly
from its musical principle and in correct relation to musical melody. Only the
ground of the relation to the musical tone is sought too one-sidedly in the
swrength of it. It will be seen below that the musical tone is specifically (quali-
tatively) different from that of speech, and arises from a peculiar intonation.
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cal law and set form, and which seem to constitute the spe-
cific difference between poetry and prose ? Isrhythm in this
form and application nothing but an arbitrary, artificial
ornament and embellishment of poetry ? or is it the product
of a law of human nature, the natural utterance of a partie-
ular state of the human mind, as was above demonstrated
with regard to rhythm in general ? If| now, only the latter
can be assumed, what is the law or impulse of human nature
which produces such a rhythm, and what is that state of the
mind which naturally expresses itself in it? The question
likewise presents itself: Of what mental state is song the
natural utterance rather than common language, and how
are its particular tones formed? To this more intricate
question — & full answer to which would require a more
extended anthropological investigation than I can here enter
upon — we devote a brief discussion in conclusion.?
Although rhythm, as a fundamental law of human speech,
cannot be lacking in any kind of discourse, it is yet suscepti-
ble of very different degrees of development and cultiva-
tion. It is more prominent and distinct, the more forci-
bly the voice pronounces its intonations and, as it were,
swells its waves, and thus increases the force and momen-
tum of the movement; for then its elevations and depres-
sions are separated more widely from each other and thus
come more decidedly to balance one another, just as the
wave rises the higher, the greater the quantity of water and
the force which sets it in motion. This strength of intona-
tion or of the undulation of the voice may indeed be arbitra-
rily produced, but it is naturally the effect of an elevated
state of the mind; primarily, of a state of excitement or
emotion, which raises the undulation of the blood, and hence
increases the force of the voice, as well as of all other vital
manifestations. But this only to a certain point. An intel-
lectual element must interpose, by which the emotion is kept
from breaking out into a wild tumult, controlled and con-

1Cf. in the Appendix to my Psalms Vol. iv. (Untersuchung der Psalmen-
ssmmlung fiberhaupt), § 6, where this is somewhat more minntely treated.
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ducted in a particular direction, and thus brought into a
regular undulation ; so that the modulation of the voice flows
from a similar movement of the soul. Now this is the case
in the poetic mood or enthusiasm. This is that state of the
mind in which emotional excitement is produced by & poetic
idea, i.e. by a conception which rouses the feelings and at
the same time attracts to itself the intellectua lcontemplation,
thus occupying at once both the intellect and the feelings; a
state, therefore, in which neither the one nor the other one-
sidedly sways the soul, but each permeates the other, and is
thus held in balance; in which consequently the excited
fountain of emotion, curbed and guided by the intellectual
element of thought, is brought into an undulatory, vibratory
(i.e. rhythmieal) motion, swinging, as it were, upon which
the soul can pour out its feelings and meditations in no other
way than in wavelike or symmetrical (i.e. rhythmical) sen-
tences.!

This rhythmical movement of the soul in the poetic mood
seizes the whole man with irresistible force, and hence ex-
presses itself through all the human organs which are capable
of movement or activity, external or internal, bodily or
mental. Externally (physically), in the first place, by the
rhythmical movement of the feet, and accompanied by cor-
responding movements of the whole body, i.e. by dancing,
in its original significance — the rudest and most expressive
utterance of the poetic mood in a state of nature. Next by
rhythmico-musical tones or sounds of the voice, i.e. by singing,
which even without words serves to express poetic moods,
especially joyous moods. This is an elevation or intensifica-
tion of common language, -yet specifically different from it,
i.e. not only in the degree of force, but also in the kind of
intonation. Its tones arise not only from the stronger into-
nation of the voice (which is produced also in crying or
shouting in a still greater degree, yet without becoming song),
but also from the peculiar swell and oscillation which the

1 This may be both psychologically and physically more particularly shown ;
bat there is no space for it here (vid. my Psalms, as quoted p. 21, note).
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voice assumes, in a noticeable undulation, on which the voice
pours out distinctly vibratory (elastic) tones, which rise and
fall at great intervals, i.e. musical tones. Song can, it is
true, be at any time arbitrarily produced ; but, as a free and
natural utterance, it is exclusively characteristic of the poetic
mood, and is its specific language, so that this mood may be
properly defined and illustrated by designating it as the mood
in which one “sings.” These tones and strains, when pro-
duced by an instrument, instead of by the voice, give us
instrumental musie, which is likewise primarily an expres-
sion of the poetic mood. This mood finds its most spiritual
expression, when it gives utterance not only to a general,
vague feeling in rude tones of melody or music, but to a
definite idea, consisting of distinct notions, in words, i.e. in
song. This is poetry in its full development, i.e. brought
before the consciousness and spiritually transfigured, and is
the most perfect expression of the poetic mood. This mood
manifests itself most strikingly in the union and harmonious
eo-operation of all the three modes of expression — dancing,
musie, and singing, as it is found among people in a state of
pature ; but this union is natural and feasible only at a
certain stage of cultivation ; when this is passed, music and
singing are scparated from dancing; instrumental, further,
from vocal music ; and song becomes a mere poem not to be
sung. By this separation the several arts receive more cul-
tivation, but are in danger of becoming too artificial and of
degenerating, i.e. of passing beyond the bounds of the truly
poetical, of being removed from their original source, and of
forgetting their proper nature and design.! In so far, how-
ever, as singing and dancing are an expression of poetic
feeling, which consists in a rhythmical, undulatory movement
of the soul, the law of their movement and their essential
character must consist in the parallelism of their members.
This parallelism, however, is susceptible of various degrees
of development, according as it relates to the larger series
or the smaller members of the series. This is most clearly .

1 Cf. Herder, Spirit of Heb. Poctry, ii. 7, p. 266 sq.
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seen in the dance, where either the only discernible rhythm
consists in parallel rows (circular dance, chorus) as in the
dances of rude people and the old national dances of Ger-
many, which dramatically represent a poetic mood, situation
or experience of the human heart and life, and so involve
the soul of dance without measuring off its separate move-
ments ; or the movement is likewise rhythmically regulated
- and divided off, down to its smallest parts, the single steps,
by the constant return of a uniform parallelism of the step,
i.e. by the alternation of heavy and light treads in the same
measure ; or, finally, there remains nothing but the dancing
steps without any larger rows, and so without expressing
any poetic thought (body without soul), like our waltzes, ete.
The same distinctions are to be seen in the rhythm of music
and of other tones (e.g. of the drum), which must assert itself
not only in the minutiae, by means of the so-called measure,
i.e. the constant recurrence of the parallelism of accented
and unaccented tones, but also on a larger scale, by means
of the parallelism of the musical strains and periods. And
this is found in its most perfect and noble form in poetic
utterance, in song. This, as a marrying of the inward with
the outward, of thought with tones or words, includes two
methods by which the poetic mood expresses itself, therefore
a twofold rhythm. First, an inward rhythm, that of the
thoughts themselves. For since the essence of the poetic
mood consists in a regular undulation of excited feeling, the
course of poetic thought must also be undulatory, conse-
quently must consist in a continuous parallelism of thoughts
and sentences. This is the soul of poetry and the founda-
tion of all rhythm. This inner rhythm, or rhythm of the
thoughts, manifests itself outwardly in language (song) in
gradations similar to those of the rhythm of dancing and of
music. At first it only brings the larger series, the sentences
and periods, into parallelism, making verses and strophes,
the latter sometimes outwardly represented by responding
choruses (Heb. my of the chorus, Exod. xv. 21; 1 Sam.
xviii. 7). This is the oldest and most essential form of
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rhythm, further thar which the poetry of the Old Testament
did not get. In modern poetry it is distinguished by rhyme,
i.e. by the similar sound of the termination of the correspond-
ing series, in order to make the parallelism strike the ear
more distinctly. Or the separate words and syllables are
also rhythmically regulated (syllabic rhythm) by the regular
recurrence of the undulation of elevated and depressed syl-
lables (‘¢ foot,” pes, more correctly, verse-step, analogous to
the dancing-step, pas, from passus); in which case the
syllables are either measured according to their length
(metre), or only counted, with or without regard to the ver-
bal accent. This is the most perfect rhythm: a thorough-
going division of articulate language from the largest down
to the smallest parts. Descending (analytically) it is attained
by a continued dichotomy or dissection of the periods (of the
verse), by means of an incision in the middle (the so-called
caesura of classical prosody), into parallel members or antith-
eses, then into hemistiches, then into dipodies (parallel double
steps). Then, in an ascending direction, the verses are united
into groups of verses (strophes), first into distiches, then into
various other combinations; but everywhere is parallelism.
Even when the rhythm in all its gradations and forms is tri-
partite (compound}), the fundamental law of parallelism, or
of the antithesis of two members, is not abolished ; because
then two parts always stand over against a third, often in the
completed form of thesis, antithesis, and synthesis, which
seeks to reconcile the opposition in a higher unity.! And
as there are dances which consist merely in dancing-steps

1 The same law appears in the region of visible things as the law of symmetry
— a fandamental condition of every manifestation and form of the beautiful, the
perfect analogne of rhythm for the ear, not transferred from the latter to the
eye, but proceeding from the same fundamental law of human life. And whence
the bewitching charm which everything that conforms to this law has for us?
Whence in particular the wonderful power of music over man, celebrated even
in the myths of antiquity? What is there in it that makes us so proud sund
buoyant and quickens every pulse? It is not the tickling effect of the tones,
but its rhythm, which, proceeding from the quickened pulse of the source of our life,
excite the same pulsation of elevated life in every hearer; it rests therefore on agree-
ment with the law of our life.

Vou. XXIV. No. 93. 4
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which are not united into larger choral dances, so there is a
rhythm in speech which prevails only in the separate words
and their syllables without extending to the sentences and
periods, as, e.g. when one writes prose in iambics.!

Next to poetry, the language of elevated oratory presents
the most marked and distinct development of rhythm. It
too flows from an excited, elevated mood (so-called pathos) ;
but, in so far as the stimulating idea is a general truth or a
moral good, it seeks to fill others with enthusiasm for it and
incite them to action; hence it aims at an effect on the outer
world, and serves accordingly an intelligent design ; whereas
poetry proper has no other end than to discharge the contents
of its feelings in words, and thus to satisfy itself. In case
of preponderating emotion, at the highest point of oratorical
enthusiasm, the language will rise into almost the musical
flow and rhythm of that of poetry, and will advance in par-
allel sentences, nay, even periods, which, as a general rule,
are distinguished from those of lyric poetry only by a greater
fulness in thought and expression (so with the prophets or
orators of the Old Testament). When the intellectual ele-
ment preponderates, on the other hand, it will approximate
to prose, and the rhythm or parallelism peculiar to every
elevated mood will manifest itself only in a more free and
unconstrained form, in a general striving after parailelism
and fulness of expression, sonorousness in the final words,
etc. (so-called oratorical numerus); while at the same time
the increased strength of the voice calls up the logical an-
titheses involved in every discourse, and finely unfolds them
in series of sounds rhythmically controlled, i.e. as much as
possible made to balance each other. In ordinary discourse,
or so-called common prose, where, in the total lack of cmo-
tional excitement, the strcam of the discourse glides along
calmly and without any visible undulation, so that in it the

1 These various grades of rhythm, as also the analogy of dancing, have been
already pointed out by De Wette in the Introd. to his Commentary on the
Psalms, § viii., where in general excellent observations on rhythm are to be
found.
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logical members and antitheses sink and disappear, rhythm
seems t0 be wholly wanting, and it is generally designated,
in distinction from poetry and rhetorico-rhythmical prose, as
unrhythmical. But, as has been already observed, this is
only relatively correct. In fact there is rhythm here as well
as accent, but in such fine and obscure gradations that they
are for the ear scarcely perceptible. But the concealed
rhythm of prose discloses itself at once, as soon as the voice
pronounces stronger intonations, and by this means all prose,
even the most speculative and profound, may be spoken and
read in perfect rhythm (in which case, to be sure, there is
presented a ridiculous incongruity of matter and delivery).
Such a rhythmical elocution, and that too, of the most
solemn kind, has become customary among the Jews, as also
among other people, especially in reading the scriptures, all
parts of them, even the purely historical. And after it had
for a long time been verbally handed down as an acquired
art of the prelectors aid grammarians, it finally received a
fixed designation in the text of the sacred books, as we find
it now in the manuscripts of the Old Testament. To prepare
the way for a correct understanding of this, is the object of
this investigation.

Excursus.

The rhythmical law manifests itself, in the first place, in
the position of the accent, i.e. in the determination of the
syllable which it shall affect. Here the general rule holds,
that the verbal accent, without regard to the position of the
root, rests, even in the longest word, only on one of the
three last syllables, and according to the quantity or length
of the two last. If these are both short, the accent rests
on the antepenultimate ; if both are long, or even only one
of them (in Greek it is the last, in Latin the next to the
last), on the penultimate (on the accent on the last sylla-
ble, sce below); and aftetwards the tone moves forwards
and backwards. E.g. Greek: oroudrds, oropdrov; dvlpw-
wos, avlpaomwy; TUmTw, éTumov, érvmérny. Latin: Mdcéds,
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Macédinés, Macédonid ; ptércs, puerérum, puercrémgue;
addiont, audicbam, audiebdmus.! Arabic and Ethiopic :
kdtald, katdlta, kataltcnna ; jdktols, jaktsla, jaktsina, jak-
tlina ; jakdla, jaklana; vdlldidd, vallddikd, valladdtdkd ;
Substantives: kdtcli, katéldtu, katelina ; medindti, indtu,
indtdni; also with enclitics: kélldmd, ‘énddmd, but ’éldmd,
etc.? At first sight the Hebrew intonation, which puts the

1 S0 in the Romance languages (N. B. in so far as the Latin quantity has been
preserved, especially in Italian), as credere, credeva, credevdmo ; amdba, Gbdmo (in
Spanish dbdmos, because the penultimate is here shortened) ; dené¢f¥co, but pudico,
etc. ; in Spanish, even in case of apocope of the final vowel if the quantity is not
thus, as usual, lengthened, as dngél, drdén, dificél, dmdn (Ital. @mdno, from amant).
Even in English the Latin accentuation, under the same conditions makes itself
felt; e.g. the words in -dfor, /4ity, -tety, (Latin /-¥as, f¥tas), l-ent (Latin -ens),
“¥mén ; adjectives in -Ic, -¥f¥c, 4d, W, etc., e.g. proitfic, historic, mosdic, intrépid,
tllfcit, and many others which cannot be traced to any definite termination. It
is true that in many other words from the Latin (or French) the accent, con-
forming to the English rhythm, which springs from the accent of the German
element, and is applied to the Romanic, where it, of course, can only produce
confusion, is thrown back further than in Latin. This, however, has always
been first brought about by apocope, together with a shortening of the last syl-
lables, while the rule for the position of the accent itsclf remains in general
unshaken. Only in many forms, in which many syllables of formation are
heaped together at the close, the German tendency to shorten these and draw
dack the accent as near as possible upon the root conflicts with the rule, e.g.
dmicdbly, dm¥dblénéss, where the accent is crowded back upon the fourth and
fifth syllable. The same thing is effected in Italian and Spanish, especially by
the appending of short, unaccented suffixes to the verb; e.g. mdnda-vis&n?, bnls-
ca-méls. But these are consequences which, in a certain sense, are forced upon
language against its will, and which in pronunciation are either as far as pos-
sible accommodated to the normal measure, or are entirely avoided, as for the
most part in Italian. Since in all these languages the Latin quantity and accen-
tuation is so powerful as to determine the pronunciation, the latter can of course
be understood and fixed only by reference to the Latin forms; and it is quite
preposterons to seek to fix it merely by mechanical rules — according to the gen-
eral form of the final syllables without regard to derivation — rules which have
just as many or even more exceptions, and are of no use at all, and through
which thick volumes, especially on English pronunciation, are made fruitless
and aimless.

2 When this Essay was first published (1852) I assumed that also in Sanscrit —
whose vocalization rivals thc Arabic and Ethiopic in purity and truencss to its
original character — the etymological principle of accentuation, as in Greek,
stands under the rhythmical law, all the more inasmuch as the remarkable law
running through all forms — the law of equilibrium between root and formation
or inflexion endings — testifies to the power of thislaw, This assumption, never-
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accent for the most part on the last syllable, and only by way
of exception on the penultimate, never on the antepenulti-

theless, has not been confirmed by the later investigations respecting the actual
Sanscrit accentuation as regards the final syllables, — in Benfey’s Grammatik
(Leipsic, 1852} and Bopp’s Vergleichende Accentuationssystem des Sanscrit
und des Griechischen (Berlin, 1854). Bopp makes it even exactly opposed to
the rhythmical law, whose prevalence in the Greek language he considers a
mark of degeneracy, and designates, as the principle of the Sanscrit accent, the
“ pushing back ”’ of the tone as far as possible towards the beginning of the word,
which, he aays, was esteemed the “ most dignified and forcible” accentuation
{p- 16). This would surely be no principle at all ; and so in his preface (p. v)
he lays it down, over against the logical principle of the German languages and
the rhythmical principle of the others, as a third, free or grammatical, in Sanscrit
confined to no limits {without law therefore). Not baving grasped the signif-
icance of the rhythmical law, which, as I have shown, is a law of nature, and
finding, in the consequent fact that the accent is limited to the last three syl-
lables, only an arbitrary confinement of the accent, he makes the principle of
the Sanscrit accent only to consist negatively in frcedom from this constraint,
withoat stating clearly what the positive law is. This is, however, in fact, of a
rhythmical character; for the Sanscrit accent, to express it briefly, follows the
centre of gravity, ie. that point in the word where the equilibrium between
different elements or factors of the word rests. Only it is not merely mechanical,
determined by the outward gravity (length) of the syllables, as in most langunages,
bat chiefly organic, determined by the significance of the syllable in question in
its relation to the whole word and the other factors, i.e. it rests upon the syllable
which is for the form the most important (as the soul of the word), and the out-
ward weight of the other factors operates only conditionally. Accordingly the
sccentrests: (1) on the root, on the kernel of the word (as in German), where the
root appears strong (i.e. when the formation-endings are defective, strengthened
from the simple root), either absolutely strong or conditionally so, according
to the strength of the terminations that are added ; (2) on the syllable of forma~
tion which determines the sense : either (a) derivatively, from the root to the
particalar form in appended vowels, a, u (nu), nd, these likewise partly absolutely,
partly conditionally strong ; or (b) derivatively, and at the same time serving
as inflection syllables in prefixes — augment and reduplication (longand short) ;
the first absolute and changeless, the latter conditioned by the strength of the
inflection-endings, and hence changing except in the desiderative. But when
the accent is conditioned and changeable, there is seen an oscillation between
four elements (factors) — stem, vowel of formation, mode-vowel, and personal
ending. First, between the mode-vowel and personal ending of weak stems, viz.
in the modus obliquus (potential, subjunctive, where the significance of the word
lies in the mode-vowel and the personal endings are shortened, as in the preterite);
bere the accent rests either on the strong mode-vowel before the weak personal
ending, or on the strong personal ending after a shortened mode-vowel ; on the
other hand, in case of reduplication, on this; in the Subj. 1st Pers., either on the
strong stem or vowel of formation, in spite of the strong mode-vowel 4, and in
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mate — just contrary to the Arabic and Ethiopic intonation
(cf. katdl, jiktsl with kdtala, jdktolo) —seems to deviate
entirely from - this rule. Yet a closer view shows that the
variation is only accidental, and that there is a substantial
agreement. The reason why the Hebrew accent is limited
to the last two syllables is the same as operates similarly in
other languages, viz. because these syllables, like the syl-
lables in general, according to the punctuation of the Hebrew
language handed down to us, are always long or heavy,
partly by position, partly by nature, or by artificial length-
ening of the vowels. That it mainly rests on the ultimate,
arises from the fact that this syllable, on account of the
general apocope of the original final vowel (still retained in
the Arabic and Ethiopic languages), has become in all radical
words compound, i.e. the product of a contraction of two
simple ones (<¥al and -tal from -¢dld, £l from +éld, ete.),
and therefore, in a language which has such rigid rules and
so delicate a sense for syllabication in regard to the consonant
as the Semitic have, must necessarily draw the accent to
itself. And this bolds true, of course, also of the inflected
final syllables of the same kind.! The accent can fall on the

the Imp. (2d and 3d Pers. exc. 3d Sing.), when the stem is weak and without
mode-vowel, on the personal ending. Next, the oscillation takes place between
the vowel of formation and the personal ending: when the strong vowcl a occurs,
unconditionally upon it; when the weak vowels u, nu, ni occar, conditionally,
according to the weakness of the personal ending. Finally, between the stem
and the personal endings (when no vowel of formation comes between, and the
personal endings are immediately appended), on the strong stem before weak
personal endings, and vice versa.

1 The same phenomenon appears also in the Romanic languages, especially
in the Spauish, where in consequence of apocope compound final syllables arise,
which are now prolonged, and draw the accent to itself; e.g. solvér from the
Latin sdlvér¢. In French this lengthening is often carried still further, so as to
form diphthongs, as sdp¥r?, sabér, savolr. Also in Arabic and Ethiopic this rule
must hold, although not recognized. That the Arabian grammarians say noth-
ing about it, is quite explicable from the fact that the thing with them is only
an exception ; and, considering the defectiveness of their rules on this subjcct
(in most langnages the one least noticed ; cf. the meagre, shallow, and discon-
nected statements in Silvestre de Sacy, Gram. Art.i. p. 145, ed. 1), this omission
can prove nothing against analogy and the nature of the case. An indireer,
although distorted, testimony for it is found, moreover, in the droll statement
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penultimate only in two cases: either when a word originally
monosyllabic and ending in two consonants receives, accord-
ing to the rules for syllables, a second unaccented one, as
kédesch from kidsch, téhu instead of tokv, chsli for cholj;
or when an inflection-ending, forming an open syllable, has
been added. According to this simple law, its position
changes in words to which new syllables are added, accord-
ing to the character of the final syllables; e.g. verbs: katdl,
katdlti, ktalt 'm, ktaltihu, ketaltthem ; jakimd, j'kuman, jku-
mini, jrhuminichcm; substantives: kit l, kot'lih, kot'lim ;
m'dindh, m'dinsth, m'dinithdim ; dabdr, d'birim, dbréchim.
Yet many inflection-endings with open final syllables — these
being always long by nature ~—draw the accent to themselves;
either unconditionally, by their greater length and importance,
as, e.g. the feminine ending ¢k (M=) in the noun (in contra-
distinction to the unaccented accusative ending ¢k) and the
pronomiual suffixes £ and particularly é and 44 (m~), which,
as being contractions from ¢k4 and dhd, must have the
accent ; or only in the connection of the sentence, when the
open penultimate syllable, which strictly should have the
accent, is thrown out; whereas at the close of the sentence
(in pause) it reappears on the latter. Thus, katlsd, katdld;
kab'da, kcbédd (from kabéd); vajjhi, vajjéhi (cf. matpés,
matépos). Sometimes also the accent is drawn back from the
ultimate upon the open penultimate for particular reasons,

{in Silvestre de Sacy, ibid. No. 7), that every compound syllable, as often as it
occurs in a word is to be accented, e.g. éstdehrdgtu! (This Bopp also, ibid Rem.
159, finds inconceivable.) That the compound final syllable of the imperative
bas the accent (e.g. sktel) is stated by Ewald, Gram. Ar. i. § 142. The same
must be true of the Future apocop. and the pronominal suffixes tom, fom and
hom, as well as of the paragogic Future and Imperative in an (for dnna) ; with the
penultimate compound syllable before open inflection-endings itis of course the
case. In Ethiopic the unaccented pronunciation of the compound final syllable
in the noun, as mdnfds, déng¥l (nominative) from the full mdnfdsd of the Ace.
and status constructus, remains ; and 8o is to be explained doubtless also that of
the Fut. (which is here always apocopated ) Iydbét, jébdr, i.e. it arises from the pre-
vailing accent of the full forms on the antepenultimate (cf. the above-mentioned
extension of the opposite Hebrew rhythm beyond its limits). This is true per-
hspe also of the Arabic Fut. apocop. But I cannot believe it to be original and
normal.
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especially when an accented syllable immediately follows,
e.g. kdrd, 15 (instead of kara), ldiét, l'chd (from latét).

But all this accords entirely with the rhythmical law of
the alternation and equilibrium of rise and fall, and indeed
can be explained only by it. The reason why the accent can
stand only on one of the last three syllables is that a simple
rhythmical department, the elevation in which is marked by
the accent, can, strictly speaking, include only two syllables,
and can include three only when in the descending part two
short syllables (or syllables shortened in pronunciation) are
equal to one long one; so that the regulative scheme / _
or / _ here alternates with the variations 2 _ _, ~ _ _,
according to the nature of the syllables; in which connection
it is to be observed that the emphasis of the rising slide givés
to the short syllables so much force that it can balance even
a protracted downward slide, and that the lack of intonation
in the downward slide shortens long syllables. In polysyl-
lables the fore part of the word forms a sphere in which
preliminary strokes introduce the accented part, and, when
it consists of several syllables, secondary accents come in
of themselves, which in most languages are recognized and
fixed, and in many, as the Hebrew and the English, are
rhythmically regulated. The verbal accent however must,
in such words, select not the fore, but the latter, part for
its sphere (which part, on account of the inflection-endings
which modify the sense, is also the most important part
of the word), because only here can the rhythm be prom-
inent, since it would otherwise be destroyed again by the
unaccented syllables following. So also the rhythm of a

1 A real exoeption to the rule of accentuation in question is found however in
the German language in its present form, in which, on account of a weakening
of the former full, strong endings, and on the other hand a lengthening and con-
tracting of short syllables in the middle, the accent has gradually come to be put
always on the kernel of the word, on the root, and thus depends on the sense,
not the length of the syllable. Yet even here the exception is not uniform ;
e.g. cf. lebéndig with lebend, wahrhdftiy with wdhrhafl, allmdchtig with dllmacht.
On this transition in general, vid. J. Grimm, Deutsche Grammatik, i. 12 sq.
{2d ed.).
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sentence (the so-called numerus oratorius) is satisfied with
a development at the close of the sentence (cf. Cicero, De
Oratore, iii. 46).

But also the difference in the kind of intonation in many
languages, depending on the position and nature of the ac-
cented syllable, js explainable only by the nature of rhythm.
This is true especially of the distinction of the acute (6£ds),
grave (Bapix), and extended or circumflex (wepiomdpevos) in
Greek, i.e. of elevated tone, depressed tone, and the tone
composed of both, ~, | and A or »; of which the last two
are only special modifications and representatives of the first,
as of the normal tone. That the so-called acute or rising
tone stands only on the penultimate or antepenultimate, while
on the ultimate it is exchanged for the grave or falling tone,
is explained by the fact that it constitutes the elevation of
the rhythmical undulation of the voice, and therefore requires
and presupposes a subsequent depression as the necessary
support of the elevation ; consequently that, where the latter
is wanting, as on the last syllable, it can, of course, not notice-
ably rise,! and becomes a low tone, or rather a relatively
lower or depressed tone.? But it rises again and becomes a
high tone, as soon as a syllable is added to it, e.g. elxdw,
elcovos 5 dvrl, avrlos, 8s, 8a7is; godds, copia, and goddsts;
or when it stands at the close of a senience, where on account
of the pause it is enabled to rise.® This is called also by the
Greek grammarians éyelpeww Tdvov (also opforiverv), in op-
position to xouuilew, which was used of the depression in the

1 The height of the elevation is variable, and corresponds to the extent of the
falling part (of which more hereafter). '

2 The Jewish grammarians also call the accent on the final syllable yﬁ’pu,

“below,” i.e. deep tone, in opposition to byl “above,” i.e. high tone, on 'the
penultimate. As opposed however to the acute, i.e. sharp tone, it would be
appropriately called the obtuse or suppressed tone (&uBAds, as it really is termed
by one Greck grammarian) ; somewhat as in German poetry for similar reasons
the monosyllabic rhymes are callied obtuse, in contradistinction to the more me-
lodions dissyllabic rhymes.

? Something similar is found in Hebrew, where in pause the short vowel of
the final syllable is lengthened, and the rejected penultimate is restored and
receives the accent : katdl, katal™ : katels, katd'ls.

Vor. XX1V. No. 93. . 5
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low ione (th.e forrier therefore Leing resa i.d 8 v erect
one, «2.'%, the lauer as the recumben. cr inelined one).
Tl same 1s the case with the Italiau gravs c1 4 al- ;llables
wlohh have become such through the »ncne .. us the final
sylabie (hence called voct fron.7e), and thus na 3 {one over
from the former high tone i~ the present low ¢ 55 e.g vt
pieti, pud, from the mor .ic’ont fde, dde, pu te (Latin,
virtlte, pietdte,ete.). This intonation of he £ al syllal 1 of
polysyllabic words, confl.cting, as it Joes, w_ch the pau!..1-]
rhythm, and hence - many languoges aknown or not - -
ognized, is in geneval wnquestionably oving » the prepu:-
derance which-t.is syllable (alwsys a :,llable ¢f formation
or ir.!- ction) has obtained, on the one ha-.d, by i-: own weight
(nartly quantitat: ., partly logical or etymolozical),. on i~
other hand, by ire incidental weakness of the ~oot, oo th:
incapacity of the . ~llable of formraticn or corasecting vowcl
immediately preceding to receive th~ accent, or “y the rejec-
tion of this syllable. It is owing, therefore, to the fact that
the equilibrium hetween root anc termi:.ation (inosi clearly
discernible in the Sanscrit) is pushec forword up.n rhe latter,
Here * slong, first, grave casee.'ngs.  Tiiese are cithe: ah-
solucety zrave, as -ei, -t (-1i, ~0~.), #s wArdnuel, & ool (Wineh
1 tak~ to be a case-ending, instrumenilis tie lik. of which
arc ¥ 1...d in most of the adverbial endings) ; ur the.relatively
grave i the genitive and Jda* ve of the tlird declens’on of ali
wurs o Ui monosyllaiios, as pnvos, -l, with uive, pives

1 This i:, to be sure, in ‘xrx n not reccrmzable in the short endings of these
cases in tue Sing. of the 2d Del.; but it 35 in the 1st and 24, -~here the short
vowcls of the Nom., Acens,, aind Vee,, & and o, are lengrner . and those already
long aca ccented take the cirenmflex : -ys, -p; -ov, -¢  but -« -av, -os, -o», -€:
as, -&; -is, n; -ob. -§ ; -aiv -o7s, but A, - -, o¥s. This is explained by the
fanserit. in whicl. these case:, togetber viith the locative and instrumenta’
are the oblig:: cases, and have forz ~u.dings, i~ contradistinction to the weaker
sndingr of t' - casus reeti (to wh:-!'. besid: s th Nc.n. and Voc., also the Accus.
belon,. j, and are cliarscterizeC Ly rectproenl action and equilibrium between
reot and terminstion, formation :nlings and case-endings, as in all parts of
specch. As here th. sasws oliy 'ue znd in the verb the modus obl:quus as opposed
Lo the rotus, wre Arsigiiar Sy sivong or terminations, so, on the otber hand, also

Doernipegerger esop; 4 Jhe normal masculine, as in ali languages.
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(sometimes with an abbrevia‘ion of tiie root, as xepos, xepi,
with xelpa; wipos, uios, from wiyp, uis), or in dissyllubles
with the expulsion of the vowel nf the syllable of formation,
as waTpos, ardpos, yaaTpds instead of warépos, etc. (also trans-
ferred to umrpos, Gvyarpos instead of usjrepos, ete., like Bpyxos
instead of @prjixos), xiwos instead of xvoves (more of the same
in Sanscrit). Next, here belongs a series of formation-end-
ings joined, as a general rule, to the simple root. Thus, the
participles of the 2d Aor. act. and pass. -wv, -ov and -eis, -&v
(Sanscrit -ant, -at), the Perf. act. -os, -via, -05 (Sanscrit “vin,
fem. -ushi, neut. -vas from ivans) ; e.g. piyov together with
Pelrywy, TUmeis with Tiyras ; likewise the participles in -as, -€is,
-otx, -U5, neut. ~av, -&v, etc. of the verbs in -us (Sanscrit -ant,
-want, neut. -at, -vat); pass. Part. -ros, with rejection of the
connecting vowel (Sanscrit <tds, 4ds), e.g. vrTos, giaros,
Oeros, Taros, x\vros (also Sanscrit tuptis, sthitds, Thitis titds,
&ru’tds). Aga:n, substantives from the simple root, some-
times w:th tb v 'v2] modified ; as, the grave feminine ending
-, -d (Sanscrit «". e.g. Toun, iy, ¢plopa; -ovy, c.g. 780w,
avor), Sanserit -a ', e.g. jdtand, vandand ; and denomina~
tives in «a (Sanscrit 4.f), also -Us, -7is, -4 (-ados) ; and the
masculine ceds (Sanscrit -us, 18), as, Toueds ; -rip (Sanscrit 4r
accus. {dram and 4dram) fem. -rpis, e.g. Oiryp, Sorp, warip,
but ugrnp (Sanscrit pitl from pd, but mdtd); -uds (Sanscrit
-mds) and fem. -9 (from short stems, otherwise -;juy, etc.), but
neut. -pa (S.:scrit -man and -mam), .8 Deouods, Seouds, -ouzy,
oreypn, but Ofjua, oriypa. Adjectives: added to the simple
stem, -os (Sanscr. -ds, trasis),as ¢avos, Touos, -vos pass.==-ros
(Sanscrit -nds) ; denom. -ivos, -ewos (Sanscrit -in. <nds), -Aos,
-7\os, wAos (Sanscrit ds, -alds, -ilas, -ulas), from which the
abstract -wAy; -pos with the conneeting vowel -pos, -npés, -wpds
(Sanscrit -rds, -irds, -urds, -éras, -6ras), ~«os, -axos (Sanscrit
-akds, -ikds) ; -vs neut. -0 (Sanscrit -28, -2) from which again
-ucos (Sanscr. -ukds), -5s neut. -& (Sanscr. -4s, -ds). 1agereral
Cf. on the Semitic languages my “ Abhandlung fiber das Systom dor Sew it.

Demoustrativbildung u. 8. w.” in the “Zeitschrift fiir Kiinde des N..recn-
lands 7’ ji. 150 sq.
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that which draws the tone to one ending rather than another
not different in quantity, is the more pointed concrete signif-
1cance, as e.g. the concrete, as opposed to the purely abstract,
a positive gender, as opposed to the lack of gender (neuter),
a derivative, individualized notion, as opposed to a general,
radical notion. Cf. the same ending as concrete, -0, as ab-
stract masc. and neut. -os, adj. -3s, -9, -els, vs. abstr. neut.
-05 ; IMAsc., fem. -uds, -us, vs. neut.-ua. In another class of
monosyllables and dissyllables, especially particles — like the
prepositions, indefinite pronouns, and adverbs—which either
receive no tone and lean upon another word (enclitics), oz
at the most receive, like dissyllables, the grave accent, their
incapacity to take the rising slide lies in the dependent char-
acter of the notion which they represent, and their consequent
close connection with the following or foregoing word. But
as soon as, by a change in their position or meaning, they
become independent, the unaccented words and enclitics
receive the grave, the others the acute accent, e.g. éf, d,
and &, ds,; mept, wépe; 715, T, Tés; MWoTe, WOTE, WoTe. In
like manuner the verbs eiue and ¢nus, which on account of
their close connection with other words often stand without
accent, have, when in a different position, the agute accent
on the final syllable of all the forms of the present, as, elui,
éorov, etc., which otherwise do not have it, and éorc then
receives the acute, éore. A perfect analogy to this is fur-
nished in the above-mentioned Hebrew accentuation in the
course of the sentence (katl2) as distingnished form that of
the pause kafd’ld.! Finally, as regards the prolonged or

1The above examples may suffice to illustrate the part which the rhythmical
law has in the position of the grave accent-—a point which needs and deserves
a minute and thorough investigation, but which I could here only touch apon
incidentally. Yet I can now at least refer to the complete presentation of the
facts and the comparison with the Sanscrit in Bopp’s Vergleichende Accentu-
ationssystem, although the principle is there not recognized. The view above
propounded respecting this accent, as being low tone, conflicts with the prevalent
doctrine, according to which it is made equivalent to tonelcssness. This con-
ception rests, it is true, on the unanimous testimony of the Greck and Latin
grammarians, who also, following Dionysius Thrax and his commentators,
make the inference that therefore all unacrented syllables sbould strictly be
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circumflex tone, that which determines its use instead of the
acute accent, lies also in the rhythmical relation between

marked with this accent ; and the odd statement is even added, that the ancient,
more accurate grammarians really had so written (of which of course there is no
trace to be found in the MSS.); vid. Villoison, Anecdota ii. 111 &q., 118 sq.
On this notion rests farthermore the singular designation of the verba wapotirova
by Bapirera, which is also found as early as Dionysius Thrax (art. gramm. cap.
16, in Fabricius, biblioth. gr. vii. 81). And this view might be traced back
even to the anthority of Plato, Crat. 35 (the oldest mention of accents, of course
only of the oral accents), where undoubtedly Bapeia is used, in contradistinction
t0 8keia, of a syliable that has become toneless (s in Alpiros, from Al and piros).
Nevertheless I do not hesitate to pronounce this notion & misunderstanding on
the part of the ancient grammarians, such as are so often found in them, as in
the earlier grammarians of every nation. Only so much seems to be true in it :
the word Bapeia, in distinction from dfeia as used of an accented syllable, was
used also {(and perhaps first, if we may draw a conclusion from that passage in
Plato) of an unaccented syliable (for both words, as used by Plato, relate to
syllables, not to wposwdia, as in later writers), 3fds and &fdva being probably a¢
first used only in the wider sense of the intonation (properly speaking, the making
sharp or prominent} of a syllable in general, that is, exactly like our “ rise ” and
“ fall,” by which we understand primarily only accent and lack of accent. But
this holds of course only of the orsl pronunciation, not'of the signs now used.
That the inventors of these designated by > only the absence of accent, and
originally applied it to every unaccented syllable (which in that case, to be sure,
they must have done), is too foolish a thing to accuse them of ; but it is also
positively senseless, because it is in contradiction to the actual use of the sign
on the ultimate. For if it is nothing but a sign of tonelessness, then it is incom-
prehensible what it has to do just here, since with this exception it never stands
on the unaccented syllables. But if, a8 Dionysius and his followers say (what
is quite true), it here stands instead of the acute accent in the midst of a
sentence (év Tf ovwéweg, vid. Villoison ii. 112), then that is & new significance,
different from the other, and this, as the only one actually in use, is also the only
one, and nothing more is to be said about it, except to state the kind of the tone.
Accordingly that alleged significance of tonelessness, which never appears in
actual use, is at any rate a transcendental, prehistoric one, and without any
practical validity ; without doubt, however, even as an alleged fact of literary
history, from the very first groundiess, and the offspring of a false inference.
It is rather qnite clear that the sign, which is likewise a8 tone-sign, can denote
nothing but a kind of tone different from the acute; indeed the invention of
various signs necessarily implies the observance of varioas kinds of intonation ;
and to this must be referred also the terms dfefa and Bapeia in the langunage of
grammarians (what kind of tone it designates, is clear enough of itself, and its
use is, I trust, sufficiently illustrated above). It is therefore, time that our phi-
lologists stop repeating that megningless fable, which the thoughtful Battmann
(ausfithrliche Gr. ¢ 9, 2) gives with the discreet remark added, * according to
the theory of the ancients,” and § 13 A. 3 attempts to modify and rectify againsg
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elevaliun and depression. dor, as the acute accent. us was
sccii ohove, is in place only when the elevation, throwgh its
grar‘ity or its tone, st-.ui ir a certain equilibrium with th:3
fotlowmyg derression (2 .. 7L _, 22 _, 2 Xor_ . 1}
go, on the other hand, the pioiracted accent takes its place
when the syllable of elevadion, *hre gh its nature and position,
has a decided preponderance over the following depression, or
(by mean: of contraction) absorbs it into itsclf. Hence the
ancient grammarians describe this tone not merely as simply
protracted, but as curved, i.e. as rising and then 1.iliny, thus
uniting in jtself elevation and depressior,* vhich was appro-
priately represented by the sign » or -, and d>signated by
the term mepiomopevos (also ovimuuévos and rexhagpéroc or
wepucexhaouévos.  Consequently it stands (1) not on a sy’
lable merely lengthened by position, but on’y c¢n one long
by nature, because only such an one is capable vl pru:raction
and of a preponderance; (2) not on the anicponuitiu ate
(because the two following syllables completely v.lance the
elevation), but only one of the last two; (3) ulse pot on a
long penultimate, when one equally long follows (bo:ause
then again the depression forms the same equilibrium with
the elevation as in the preceding case, and keeps the latter
within bounds), but only when the following syllable is short,
and thus gives the preponderance to the preceding, and gives
to the accent full liberty to extend itself at pleasure, and thus,
in a certain sense, to take a part of the depression into itself,
as is wont to be done involuntarily in following the rhythmi-
cal impulse to fill up the measure and restore the equilibrium,
e.g. mpdTos == . ; , but mpwTov = ,o e (whereas d\\os is

his own faint, yet well-grounded doubts, nevertheless, without examining more

csrefully the correciness of the premise. Also the usual designation of the words
" in question as a¢frova I must consider incorrect, and not justitied by the fact thas
they appear at the close of the sentence. This position gives the accent & special
force, and raises it thus to a high toae, but proves nothing as to the normal tone
of the ultimate in connected discoursc, any more than does in Hebrew the length-
ening of a syllable in pause as to the normal quantity.

1 This is also virtually confirmed by the fact that in cases of enclisis another
accent may follow this one immediately in the same word, as caud kov, olds Te.
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rat .cr & pure trochee, = @ ;) 3 (4) on the last syllable only
|

either when it is known or obscurely felt to be a syllable
formed by the contraction of two into one, hence really ety-
mologically composed of rise and fall, as is shown in the sign

2 (musically ropresented @ or la ), in which cases very early

contractions have Loen retained in the feeling of the language
(as, that of 4w froa. dwy, cf. Lat. -drum, found even in the
Sanscrit), or whuu, as an inflection-ending, it receives special
emphasis (a grave inflection-ending). Here belong, in the
noun, in the 1st and 2d Decl., the terranations of the oblique
cases of the genitive and dative, in distinction from those of
the casus recti, which receive the si,uple yrave tone (on which
see p. 34, note): 1st Decl. -fs, - - %y, -, als, but 3, -4
-ai, -ds ; 2d decl. -0, -, -olv, -ow. ois. bt a, -oi, -cs; Attic
2d Decl. -¢ v, -ov, -@s, but -as. v, w -¢, o (only ihe Gen.
sing. -» deviates fromr the rule); co...racted forms of thc 3d
Decl. -ois, -0, -oiv, -@v, vis. hut - in tho New o and Ace. ing.
and dual.l Here &-¢ o b reckenec also scme adverbial
forms, which strr -!v. i in all lanznages, are similar oblique
cases; not only chose .at are ccmonly counted among
this class, in -3, -7, -ob, 4 fc. -5, ot (11 names of places, as
locative), as éEfjs, opod, el but also, as I think, the :nost
common adverbial eading -wy, when the final syllable is
aceented (cf. tho Sanserii rdverbinl endings -4t and -dgja,
the former al.(z.1ve, t..: laior genitive of words in -as=-os,
from which -ws). ¢ the vorb, the grave endiugs in the
simple (shortened) sic.n " th: 2d Mor. Inf. -€iv, Subj. pass. -G,
-, ete., Imp. middle w2 .. - ~) of the so-culled 2d Fut. of

1 ghese are commor'y ext,” el Ly the =ules of coniraction, and for the ree-
nsant Accusative -& (inswec - © -& fro M 4e) an arbitrary analogy, i.e. conformity
w0 the Nom., is assute . “ut gy vefcrer~e to (¢ 1bove general law of declen-
sions the diffiea?t 1¢ solved without d2ine .y vicienes.  The difficult Vocative
o7, formd wntn the i-0m. ¢ (vhese Jiphthiong also i Houscerit underpoes a rni-
fieation i.-. a diphthongification of the é and » . +he Yoc. 1n &, = ni, an (cu))
has the ¢1* “umflex probauiy on aeen ne o~ diphihong (v hich, as being com-
pound, is everywhere held to b2 louger thau & ..« '» leag- s, able, sod accord-
ingl can more easily draw tbe cirennflex 0 itse}:: | & iromn ebs (in an open
syllable, made such by the dmpp:py of the tinal ;.
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the verbs in A, p, v, p: -®, -, ete., iy, -wv, and of the so-
called Attic Fut. -®, -els, etc.; whose strong circumflex
endings I would derive, not, with Buttmann, from contraction
after the previous rejection of the s in the future, but from
the weak or pure stem and an inflection peculiar to itself, and
independent of that of the 1st Fut. (as of the 1st Aor.).!
As to the cases in which this accent stands on monosyllables
which seem to be neither contractions nor inflection-endings,
the interrogatives wrds, moi, mod, etc. are doubtless to be
taken as case-endings, like the corresponding adverbial-end-
ings; in other cases, the antithesis —as »ov and the enclitic
vww—and other emphasis, or an effort to make up for the
smallness of the word by a counter-weight, as wip, uis, ete.,
may have led to it. Moreover it cannot but be that in final
syllables or monosyllables which have also the downward
slide the boundary between the two is often indistinet, and
our present means of investigation allow us to come to no
determinate result.

1 The very similarity and close relation to one another of the 1st Aor. and 1st
Fut. on the one hand, and the 2d Aor. and 2d Fut. on the other, and on the
contrary the total difference of the formations on both sides, clearly shows that
we have before us here two different modes of formation of the Pret. and Fut.,
which go independently alongside of each other. In the Aor. this is already
acknowledged ; but it ia true also of the Fut. The one, 1st Aor. and 1st Fut.,
is formed by welding on the auxiliary verb as (esse) in the corresponding forms,
as is now evident from the Sanscrit, and repeats itself in almost all languages.
The other, 2d Aor. and 2d Fut., however, is formed from the pure stem in its
simplest form with strong mode-endings ; the former often with a reduplication
in front (so in Sanscrit) ; the latter has no analogy in Samscrit, but has it in
Latin, and is plainly, in strictness, & Subjunctive (like the Lat. Fut. in the 3d
and 4th Conj.), which, as is well known, is most closely related to the Future.
That those strong endings with the circumflex however, cannot have arisen
merely from contraction, is shown by the Inf. of the 2d Aor. act. -ei» (Dor. -é
or -5v, with -ev, -v in the Pres.), which can be derived from no conceivable con-
traction, and by the Imp. middle -o8, which at least does not conform to the rule
of contraction, and points to an -égo, consequently (as in -¢ of the Imp. act. of
many words, in -éofa: of the Inf. mifidle, and -bv, -els of the Part.) can be explained
only by an independent tendency of the accent towards the formation-endings,
i.e. 8 tendency lying in the character of the formation. Since, nevertheless, in
the case of -iv there are in Yonic corresponding resolved forms, it is obvious how
little reliance can be placed on this argument in the other vases.



