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Abstract

This thesis presents my analysis of the Bankes Homer papyrus with the intent to gain
insights into aspects of Homeric performance. Over the past century, scholars have largely
reconstructed the performance tradition of the Homeric epics, the Iliad and the Odyssey, their
social context, meter and composition, and dissemination, yet the sound of Homeric song remains
shrouded in mystery. What little we know has come largely from the study of the songs depicted
in the poems themselves, from the descriptions of Homeric performances in other ancient authors,
and through comparison with living traditions of oral composition. Another rare and
underappreciated source of information, however, are the surviving, material texts of the Homeric
poems themselves which scholars have hypothesized could provide us possibly with a more direct
understanding of some elements of the performance practices of the Homeric epic performance
traditions. An example of this sort of text, one that may contain clues to the history of Homeric
epic performance, is the “Bankes Homer” (= P. Lond. Lit. 28). This papyrus, dating from the 2nd
century CE, is among the best preserved and longest Homeric papyri, preserving approximately
677 verses from Book 24 of the Iliad (lines 127-804). One of its unique features, besides its length,
is the markings that are present above nearly every line of text. These contain diacritical markings
(accents, breathings, and diaereses), markings of quantity, punctuation, and various scholia, which

serve to organize the text. The research presented in this thesis, based on the systematic



examination of these markings, argues that they reflect features of the performance of Book 24 of
the Iliad. Through a process called melodization, I use the ancient markings in the Bankes Homer
papyrus to attempt a reconstruction of the melody of the lines that could have been sung by the
performer/singer of the epic. In particular, | focused on the laments for Hector in lines 719-745
and considered how the content of the lines could affect how the melody sounds. Throughout my
whole analysis, | have found that the Bankes Homer papyrus appears to be a unique document that

opens for us a remarkable window into Homeric song.
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Introduction

In his celebrated book, The Singer of Tales, Alfred Lord remarks: “the Homeric poems
have probably been analyzed more often and more variously than any other poems in world
literature”.! Different aspects of the Homeric epics have attracted the attention of scholars for
thousands of years and over the past hundred years the study of the “performance” of the Homeric
epics has been gaining popularity. Scholars have taken several different approaches to the study
of how the Iliad and the Odyssey might have been performed including: the comparative
ethnomusicological analyses pioneered by Parry and Lord (a comparison of the structure of the
Homeric epics with a contemporary Southern Slavic oral epic performance tradition);? the analysis
of the texts of the Iliad and the Odyssey themselves—which are full of depictions of performers and
their pieces—in order to understand how these epics were performed (sung or recited, with or
without musical accompaniment) and on which occasions (social circumstances);? the analysis of
the commentaries of ancient authors on these performance traditions;* and the study of
archaeological artifacts.® Though much progress has been made in our understanding of the ancient
performance traditions of these epics, scholars still struggle to understand and reconstruct an idea
of how these poems were created, performed, and how they might sound.

In this quest to uncover some of the enigma of the Homeric performance tradition, some
less appreciated sources of information are surviving material texts (papyri and ancient
manuscripts) that contain markings and marginalia by an ancient scribe or editor (Siwopfwtg,

“corrector”’). Papyrology and the resources that are now available online give us new ways to

! Lord, 1981, p. 145.

2 Parry, 1971 and Lord, 1981
3 West, 1992

4 Nagy, 1996

5 Hagel, 2016



approach the question of Homeric performance, which can supplement what has previously been
done. In the past few decades, scholars have done extensive studies of different papyri in order to
determine what information specifically can be inferred about the performance of ancient Greek
poetry. Nagy, for instance, performed an in depth analysis of the Bacchylides papyri (as published
by Kenyon in 1897) in which he argued that the markings and formatting of the papyri (including
the colometry and selective marking of the text) can provide invaluable information about the
tradition of reading and performing this poetry aloud.® Drawing from his analysis of the
Bacchylides papyri, I modeled my own analysis in part on Nagy’s research methodology.

My research focuses on the analysis of the “Bankes Homer” (= P. Lond. Lit. 28), a papyrus
written around the 2nd century CE.” Currently housed in the British Library, this particularly
beautiful and legible text is one of the lengthiest and best preserved Homeric papyri, preserving
approximately 677 verses from Book 24 of the Iliad (lines 127-804). These lines include some of
the most dramatic and emotional scenes of the entire epic: the senselessness of war is fully revealed
in Achilles’ horrible mistreatment of the body of Hector; the power of humanity and forgiveness
shines through in the interactions between Achilles and Priam; and the overwhelming grief of
Hector’s loved ones is unveiled during his funeral and in the laments of Andromache, Hecuba, and
Helen.

Some of the unique features of the papyrus, besides its length, are the markings that are
present above nearly every line of text. Already in 1821, Giovanni Finati (the man who bought the
Bankes Homer papyrus in Egypt for William Bankes) noted the presence and significance of these

markings in his first description of the papyrus: “what is very surprising,” he wrote, “it has had

6 Nagy, 2000
" Information about the papyrus and its provenance may be found here: http://papyri.info/dclp/60500
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accents added to it afterwards”.8 The markings in the papyrus do indeed contain familiar diacritical
markings: acute, grave, and circumflex accents, breathings, and diaereses, markings of quantity
(breves and longa); but upon closer inspection it becomes clear that they have a different function
from that of marking ordinary pronunciation. While the study of these markings might pale beside
the dramatic narrative of lliad Book 24, they can tell us a great deal about this epic and the
traditions surrounding it. The goal of this thesis is to understand, through the analysis of the
markings in this papyrus, how a text like this might have been used in performance, gain insights
into the performance practices of the Homeric epics at the time when the papyrus was created, and
reconstruct some of the melodic texture of such a performance.

The argument unfolds over four chapters. Chapter 1 presents a literary review of the
contemporary scholarship on Homeric performance traditions and the “melodization” of ancient
Greek poetry. In particular, I focus on the evolution of the Homeric performance tradition as
proposed by West and Nagy. | describe the literature that supports my readings of the markings in
papyrus as performance markings, and I survey the approaches of West, Hagel and D’ Angour in
the “melodization” of ancient Greek poetry and the Homeric epics in particular. Chapter 2
introduces the Bankes Homer papyrus, its history and a review of the history of scholarship on it.
Scholars have pointed out that this is a unique example of a Homeric papyrus both due to its length
and state of preservation and the markings that are the subject of my thesis. My argument builds
on the studies done by Gregory Nagy, Amy Koenig, and Peter Parsons. Chapter 3 offers an analysis
of the markings in the papyrus with the use of tools from papyrology, linguistics, ancient Greek

grammar and statistics.® The goals of this third chapter are: to identify the differences of the system

8 Finati, 1830, p. 357-358.
9 This part was completed and presented at the Society for Classical Studies 2021 Annual Meeting.
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of markings used in the papyrus relative to the accentuation system used in modern critical editions
of Homer, to learn about the patterns of the use of the markings in the papyrus and consider a
possible purpose of the marked papyrus in terms of the performance of its text.

Chapter 4 of this thesis describes a possible approach for the melodization of the text based
on patterns that might be marked by accents. This approach is rooted in the observation that in
ancient Greek fragmentary texts which contain preserved musical notation, the melody,in general,
appears to work in harmony with the accent patterns in the poetic texts. In addition, | emphasize
the need to choose the musical mode of the melody to correspond to the content of the text. This
chapter concludes with my attempt at a melodic reconstruction/melodization of several lines of the
Iliad that are preserved in the Bankes Homer, which could correspond to a possible melodic
contour/intonation of the song or recitation of this text. This part is largely multidisciplinary,
drawing from both Classics and historical musicology. In particular, it dives deeper into a study of

aspects of ancient Greek music modality, music notation, and the concept of the ethos of music.t°

10 A preliminary draft of this part of my research was presented at the Graduate Seminar on Greek and Roman
Music at Oxford University in 2018. A summary of this report can be found in Klavan, 2019.
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Definitions/Glossary of terms used in the thesis

Byzantine/pre-Byzantine: In his periodization of Homeric performance, Gregory Nagy has
proposed a distinction between a pre-Byzantine period (4th century BCE to the 4th century CE)
and a Byzantine period, which he defines as after the 4th century CE.*! He defines these periods
by how the texts are written, arguing that certain conventions used in his “pre-Byzantine” period
(into which the Bankes Homer falls) are distinct from those used in his later Byzantine period
(into which the later manuscript tradition falls).

Ancient Greek Accent: Allen (1974) defined the Ancient Greek accent as “melodic” and
characterized by “pitch” in contrast to the modern Greek language which utilizes a “stress”
accent system. He explains this contrast between stress and pitch as follows (1974 p.74):
“Adopting the terminology of radio telephony, we may call these ‘amplitude modulation’ and

299

‘frequency modulation’”.

Prosody: | use the term prosody as it defined by Allen, 1973 p.3, 86 - coming
from the ancient Greek 1 mtpoocwdia — signifying “a ‘tune’ to which speech is intoned, and
more particularly the melodic accent which characterized each full word”, and “the Latin
accentus is based on Greek often employed as synonym of stress....... and it is frequently
extended to designate the accent marks...”

Nevertheless, a crucial distinction must be maintained between the use of the familiar system of
ancient accents (acute, grave, and circumflex) to mark the pronunciation of ordinary Greek, and
the use (in the Bankes Homer) of these same markings to mark the melodic contour of the line.

Melodic contour/Melodic pattern: Gregory Nagy (2000, p.18) defines a melodic contour of a
phrase as the, “pattern in ancient Greek accentuation (that) corresponds to a pattern we find in
ancient Greek traditions of melody”. He also points out that Martin West (1986, p.45) similarly
argues that the epic singer of the eighth century “followed the contours given by the word
accents”.

Melodization: the recovery of characteristics of the melodies of poems based upon their
corresponding textual characteristics (e.g. accentuation). The term is suggested by D’ Angour,
(2018).

Mode (music) / harmonia — A mode in music theory is a way of ordering the notes in a scale, in
modern music theory they have a similar function and construction as “major” and “minor”
scales. The ancient Greek appovio (harmonia) is frequently translated as “mode” in both
contemporary classics and musicology scholarship, though the meaning of this word changed
significantly through time and originally had a much broader meaning. Mathiesen (1984, p.266)

11 Nagy, 2009, p. 134.



notes ,“Harmonia in its fullest sense, then, is a unification of things...Thus, to choose three
examples, the octave is a harmonia (cf. Aristides Quintilianus De musica 1.8; 2.12), a proportion
like 2:4:8 (which may also produce octaves) is a harmonia (Aristides Quintilianus De musica
3.6), and a tonos is a harmonia (cf. Aristides Quintilianus De musica 1.10, 2.14)”



Chapter 1

Homeric Performance Tradition and Melodization of Poetic texts -

Review of contemporary scholarship

1.1. Introduction

The history of the Homeric performance traditions spans thousands of years, from the
Bronze Age through to the Hellenistic, Roman, and Late Antique periods. Scholars have deduced
that many aspects of these epic poems and performance traditions evolved over different periods
and were not performed in the exact same way all throughout their history. In turn, several scholars
have proposed competing periodizations to understand this evolution, and a few of these are
discussed more in detail later on in this chapter. The modern understanding of oral performance
was pioneered by Milman Parry and Albert Lord in the early 20th century, who conducted ethno-
musicological studies of Yugoslavian oral epic poetry.*? Their ambitious goal was, through the
observation of contemporary living epic poetic performances in Yugoslavia and other Balkan
countries, to make inferences about the creation and performance of the ancient Homeric epics as
an oral tradition. This work created the foundation for a whole new way of understanding and
researching how epic poems may have been (and still can be) created and performed in oral
traditions all around the world.*3 Since then, scholars have considered and debated multiple aspects
of the different Homeric performance traditions that existed and developed in the ancient world.
For the purpose of this research, | focus on two of these aspects: who performed the Homeric epics

in the ancient world, and what features of their performances can we reconstruct?

12 parry, 1971 and Lord, 1981.
13 Jensen, 2011.



Furthermore, one of the goals of this research is to contribute to our understanding of one
of the least explored characteristics of Homeric performance, the “melodization” of the texts. Song
and music are present everywhere in Homer—from rhapsodes performing songs at banquets, to
Achilles playing on his silver lyre, and to hymns being sung to Apollo—the Homeric world was
anything but silent. We know from descriptions in the poems themselves (e.g. Phemius in Odyssey
1, or Demodocus in Odyssey 8) that at their inception the epics were sung or recited to the
accompaniment of music instruments: a rhapsode would normally accompany himself with a
stringed instrument (e.g. phorminx, lyre, kithara, etc.). But no records of music notation that could
have reflected these epic performances have been preserved, even from later periods of history
when we know that music notation was invented and started to be used by the Greeks.** Modern
scholars have suggested that it is possible to reconstruct the melody based upon certain
assumptions, such as the notion that ancient Homeric scholars and scribes “were naturally familiar
with the sounds of the voices of ancient rhapsodes”.*® Building upon this suggestion, my thesis
attempts a reconstruction of the “melody” of Homeric song (a “melodization” of the song) by
analyzing a papyrus in which performance markings appear to be preserved. In this preliminary
chapter, | review both the contemporary understanding of the Homeric epic performance
traditions, the arguments that have been made for the importance of studying the ancient markings
that are preserved in the Bankes Homer and other Homeric papyri, and the attempts that have been
made to reconstruct aspects of the Homeric melody based on the performance markings preserved

in the poetic texts.

14 The earliest evidence that we have of ancient Greek music notation is a papyrus of Euripides’ Orestes 338-44.West
(1992, p. 277) also asserts that there was an agreed upon system of music notation that was used by professionals by
the middle of the 3rd century BCE, and this is attested to by papyri fragments and was also described by ancient music
theoreticians

15 \West, 1981, p.114.



1.2. Performance Practices and Text Fixation of the Homeric Epics

Over the last 40 years the idea that the Homeric performance tradition evolved throughout
time has become widely accepted by the scholarly community and several accounts of its history
have been formulated. It is generally believed that, after originating with oral performances in the
Bronze Age, the performance of Homeric epic through the Archaic and Classical periods was the
work of a single performer, an aoidos (plural, aoidoi, dowdoi “singers”), who sang the epics with
the accompaniment of a musical instrument (a phorminx opuvé, cithara xiapig, or lyre Aopn).t6
Starting in the Classical period, Homeric performance began also to be associated with rhapsodes
and citharodes, whose performances were distinguished by their music: the citharodes were said
to perform poetry (including Homer) to their own melodies, composed such that they could
accompany themselves on a cithara.” This practice was considered by ancient citharodes to have
been started by the poet Terpander in the 7th century BCE. In contrast, rhapsodes sang (or perhaps
declaimed) Homer in a dramatic recitative style both with and without musical instruments, and
so have sometimes been characterized as less proficient musicians. This manner of rhapsodic
performance was thought by the ancients to be the tradition that descended directly from Homer,
but remains uncertain.'® West claims that the presence of a musical instrument accompanying the
performance of the epic did not affect the vocal line, which was thought to be traditional, either
passed down from generation to generation (as in the case of rhapsodic performances) or composed
by the singers drawing from traditional melodies (in the case of citharodes). West’s hypothesis is

supported by examples of other oral epic performance traditions, such as the traditions in the

16 Nagy, 2009b, West, 1981.
17 West, 1981, p. 113 and 114.

18 Ibid, p-114, West suggests this periodization in a form of a, “dual-tradition” hypothesis “to reconcile the
conflicting indications” coming from the ancient literary analysis.
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former Yugoslavia described by Parry and Lord, which could be sung with or without the
accompaniment of an instrument, with no impact on the vocal line.*®

One proposed periodization of Homeric performance, developed by Gregory Nagy,
presents what he calls an “evolutionary model” of how the Homeric epics developed and were
standardized over time into the texts we have today.?° His periodization scheme includes five
distinct stages, which he calls the “Five Ages of Homer”, linking the transmission and fixation of
the Homeric texts to changes in their performing practices. During the first of these “Five Ages of
Homer”, the period from roughly the 2nd millennium BCE into the middle of the 8th century BCE,
there were no written texts, but stories from the Trojan war and its characters and heroes started to
be developed and circulated around the ancient Mediterranean. The second age, Nagy’s so-called
“pan-Hellenic” period, extended from the middle of the 8th century BCE to the middle of the 6th
century BCE. Again, there were still no written texts of the epics, but Nagy posits that they were
becoming more concretely formed and performed as a whole. The third age, from the middle of
the 6th century BCE to the end of the 4th century BCE, is when Nagy places the first transcriptions
of the epics and the beginning of their standardization, especially under the influence of
Peisistratus (tyrant of Athens between 561 and 527 BCE), who may have ordered the Homeric
epics to be written down and standardized. Nagy’s fourth age is a period, from the end of the 4th
century BCE to the 2nd century BCE, during which he hypothesizes certain changes in the
performance of the epic. These changes, especially in Athens between 317 and 307 BCE
(instigated by orator and governor of Athens Demetrius of Phaleron) led to the further

standardization of the text of the Homeric epics “in the sense of transcriptions or even scripts”.?!

19 1bid, p. 123.
20 Nagy, 1996, p.109-110.
21 Ibid, p.109-110.
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The fifth and final age begins in the middle of the 2nd century BCE and afterwards. During this
period, the texts were quite rigidly set in their performance traditions and this is also the period in
which the Alexandrian school of scholars, particularly beginning with Aristophanes of Byzantium,
created edited versions of Homer.??

Nagy argues that it was in the fifth “age” of Homer when the Homeric epics (or at least
parts of them) began to be performed by homeristai, performers who acted on stage and had spoken
parts that were “delivered in Greek verses apparently representing the speeches of the Homeric
heroes engaged in combat with each other”.?® Alongside these developments in Homeric
performance, Nagy suggests that rhapsodes and other performers began to “increasingly use
transcripts of earlier performances as scripts for future recitals” and that this “fixation of the texts
of the Iliad and the Odyssey, (was) not by the historical accident of an act of dictation but by a
process driven by the changing performance practices of rhapsodes in their training and public
recitations”.?* From this perspective, texts of the Iliad and the Odyssey created during this period
may have been written down in order to preserve the performance practices of the epics at a time
when aspects of the ancient tradition were in danger of being lost. This work might furthermore
have been done with the goal to teach the performances to rhapsodes and homeristai and to serve
as an aid for their actual performances, having the same function that dramatic scripts have today.
In accordance with this reasoning, Peter Parsons suggests that some Homeric papyri, most
prominently the Bankes Homer, “set out the text as drama”.?> Responding to the question of who

might be performing Homer with these texts, Parsons suggests both rhapsodes and homeristai,

22 1bid

23 |bid, p.166-167.

24 Gonzalez, 2013, p. 17.
25 parsons, p. 21.
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specifying that they “do not read from a script: they have learned their lines by heart, from a written
text more or less marked up for comprehension”.?8

As awhole, these arguments point towards the supposition that at least some of the physical
texts of the Homeric epics created between the 2nd century BCE and 2nd century CE might serve
as a sort of “script”, similar to ones used by actors today which have indications for all aspects of
the acting performance— who should say which lines, how to dictate the lines and show the
appropriate emotions, how much to inflect the voice, what the rhythm of the lines should be, and
where the pauses should be. Nagy’s periodization points to the further possibility, however, that

the performance markings in these later “scripts” may contain features of a tradition that extends

back centuries.

1.3. On the Importance of an Analysis of the Original Ancient Markings

Appreciating the unique markings in the Bankes Homer papyrus requires understanding
two different systems of markings, one used to reflect the pronunciation of ordinary Greek and the
other the features of Homeric performance. The first of these two -- the one most familiar to readers
and students of ancient Greek -- reflects the pronunciation of ordinary, Attic Greek (as
reconstructed by, e.g., Allen 1972). Despite the changes in pronunciation in the centuries that
followed (notably the gradual shift from a pitch-accent to a stress-accent), Byzantine manuscripts
beginning around the 4th century CE, including Homeric manuscripts (e.g. Venetus A manuscript)
preserve these older markings, which are of course the ones that we teach and study today. The
practice of accent marking in literary papyri began in Alexandria in about the 2nd century BCE

(most famously this practice was said to have been invented by Aristophanes of Byzantium, one

26 |pid, p. 23.
12



of the head librarians of the Library of Alexandria).?” As such, accent markings can occasionally
be found in literary papyri (though many do not have accentuation markings). Though the accents
that do appear in papyri of this period are placed selectively (i.e. not over every word) their
placements nevertheless conforms with the familiar rules of Attic pronunciation.?® These markings
preserve the ancient pitch-based accentuation system, traceable to the fourth or fifth centuries
BCE, that is different from stress-based pronunciation that was to become the norm at the time the
later manuscripts were written. The rules of the older system of pitch-accents are theorized from
linguistic reconstructions by scholars based on the descriptions of ancient grammarians, accents
marks found in material texts (including papyri), and from preserved fragments of ancient Greek
music with the music notation and the corresponding text with accentuation.?°

Although it makes use of the same symbols as this system of pitch accentuation (i.e. acute,
circumflex, grave accents), the system of performance markings in the Bankes Homer follows
different patterns and performs different functions. That is to say, in marking up the text for
performance, the diorthotes of the Bankes Homer employs a deceptively familiar-looking group
of symbols (including acute, grave, and circumflex accents) that are not to be confused with the
familiar markings used to accent ordinary Greek. My thesis, building on Nagy and others, is that
their function is to denote the flow of the melodic line on a scale. Although I will continue to use
the words “acute”, “circumflex”, and “grave” to describe these symbols, their use in this unique

text is not to be confused with their function elsewhere as a guide to Greek pronunciation.°

27 probert, 20086, p. 6.

28 probert, 2006, p.47.

29 Allen, 1972; and 1973, p. 3, 230-232.

30 On the relation of the system of accents to the historical pronunciation of Greek, see Allen, 1973, p. 3, 230-232.
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Caution is warranted all the more, because as | have noted some literary papyri make use of
conventional accents (i.e., not performance markings).

In using these ancient material texts as a guide for the restoring of performance (either
reading out loud or reciting and acting), it is necessary to make a full investigation of the markings
(“lectional” signs that look similar to accents, diaereses, breathing marks and markings of quantity)
that appear in papyri. Distinguished scholars have already pointed out the importance of applying
this kind of analysis to the question of Homeric performance. Martin West notes that ancient
scholars themselves sometimes treated the markings used in ancient Homeric texts differently and,
as such, these markings are worth further study.3! He pointed out that Alexandrian scholars who
established the new grammatical tradition and system of marking, were likely familiar with
rhapsodic performances of the Homeric epics in Hellenistic period, and that they made an effort
to preserve the ancient accentuation in their writings on papyri. Further, the rhapsodes performed
Homer (even as late as in Hellenistic period) “in such a way that the word accents were audible...”
and scholars have described that the rhapsodes performed the epics with, “the manner of delivery
throughout being a kind of recitative that preserved natural word accents but was pitched on
definite words”.3? West emphasized that these accentuation patterns likely, “have been preserved
by a continuous tradition of oral performance from an earlier time.”3® In this way, West argues,
one can attempt to restore the melodic patterns of the voice and even music of the ancient
performance tradition from a study of the markings.

Scholars have emphasized that the perceived “sporadic” (not on every word) placement of

accentuation marks in literary papyri (see above) cannot be interpreted clearly or explained just

31 West, p.114.
32 bid
33 1bid
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with specified rules of accentuation.3* Gregory Nagy, based on his analysis of the Bacchylides
papyri (TM 59339, as published by Kenyon in 1897) and some excerpts from the Bankes Homer
papyrus, notices that there are some systematic patterns in the placement of accents in these papyri.
Following from these observations, Nagy suggests that the practice of the “selective marking of
accents” is common in older papyri, such as the Bacchylides and Homeric papyri.3® He notes, in
these papyri, “pitch-accentuation had been matched by the old writing practice of selectively
marking the intonation of phrases on a phrase-by-phrase basis, with the entire phrase written in
scriptio continua” and such markings could preserve a melodic contour of the line. 3¢ Further, he
notes that the accentuation marks in the Bankes Homer are possibly remnants of the pitch-
accentuation system that made up Greek before it switched to the stress-accent system between
the 2nd century BCE and the 5th century CE. Throughout this discussion Nagy emphasizes the
importance of the analysis of the original accentuation present in papyri in order to restore the
melodic contour of the verses which was used in their recitation.®” He essentially highlights that
the markings in the Bankes Homer, and in other similar papyri, serve the purpose of preserving
and transmitting a performance tradition of the epics, both in their formatting and in the
accentuation system that is present in the papyri.

It is important to also note the perception and opinions of scholars on the appearance of
accentuation markings in papyri. In particular, Nagy makes the following remarks about the
accentuation in the Bankes Homer: “the accentual markings made by the ancient diorthotes or

‘corrector’ of the Bankes Papyrus show that he was truly a master of correct poetic pronunciation”;

34 Probert, 2006, p. 47.

% Nagy, 2000, p.14-15, “The older practice, as we see it clearly attested in the Homer and Bacchylides papyri, was
the selective placement of accent-signs (and other diacritics, such as breathings). Nagy also notes that “A pioneer in
the analysis of selective accentuation is Bernhard Laum (1928)”.

36 Nagy, 2009, p.141.
37 Nagy, 1996 and 2000
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he “clearly knew about a system of pitch-accentuation underlying the Homeric text that he was
marking up”; and “he clearly knew the melodic contours of the verses he was reading for mark-
up”.%8 Peter Parsons makes similar observations regarding the markings in the Bankes Homer
papyrus: “Even as scattered, the signs, written large and bold, dominate the column. Perhaps the
marker was clumsy, perhaps he wanted to highlight his handiwork. Or did he intend to make his
marks easily visible in the heat of recitation”.% It is possible to see how the impressions of Nagy
and Parsons are quite different from the communis opinio on diacritical and other markings that
appear in the Bankes Homer papyrus.*

Parsons notices that the diacritical markings that are present in Homeric papyri can be
considered as either “lectional” or “performance” markings. However, while considering the idea
that the “lectional” marks (diacriticals including accentuation markings) may have been used for
the purpose of performance, Parson cautions that:

the presence of ‘lectional’ signs does not in itself indicate a performative intention.

Nonetheless, it is worth considering ... what particular kinds of mark-up might help

the process — the choice of signs, their frequency, and their graphic prominence.*

He concludes that systematic study of the papyri with a focus on the original markings is urgently
needed to identify the origin and possible functions of such papyri.

These points underline the general goal of my research presented in the first part of this

thesis: to analyze the full set of original markings in the entirety of the Bankes Homer in order to

38 Nagy, 2009, p. 143, 146.
39 parsons, p. 26.

40 The communis opinio on diacritical and other markings that appear in Homeric papyri can be summarized by the
quote from metadata information for the Bankes Homer Papyrus in the British Library catalogue: “The scribe took
great care over the quality of his work. His script is characterised by capital letters on a highly uniform scale,
exemplifying a style often called ‘rounded majuscule,” which is found especially in some of the finest literary papyri
of the 2nd century CE. But the striking impression which this text makes on the viewer is broken by the appearance
everywhere of large accents and diacritical (pronunciation) marks added by a later hand. Since the Iliad was the
literary staple of ancient Greek education, it is reasonable to suppose that these accents are the work of a student
carrying out a school exercise without due regard for the vandalism that he was perpetrating”.

41 parsons, 2011, p.24.
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check the possibility that these markings may be placed for performing purposes. It is also
important to highlight that, while attempting to reconstruct the melody of “Homeric song” through
using the original accentuation present in papyri, one must first carefully analyze the markings to
prove that they are representative of a system of performance markings that is distinct from the
ancient system of accenting ordinary Greek that has been preserved in other texts. An analysis of
the accents that appear in this unique papyrus may permit us to see them as a map that was set
intentionally for the melodic flow of the text. The scholars mentioned in this section have argued
that the ancient accentuation markings that are present in papyri such as the Bankes Homer, are
the key to the understanding of the melodic contour “embedded in Homeric verse.”*? Taking this
a step further, one might hypothesize not only that the markings in the Bankes Homer represent
performance markings (giving us a clue to the melodic contour of the Homeric verse, and how it
would have been performed as a whole) but also that those markings could reflect a performance
tradition older than the papyrus itself -- in the same way that other texts continued to use the
familiar system of classical pitch-accentuation, long after the shift from a pitch to a stress accent

system had occurred in Greek.

1.4. On the “Melodization” of the Homeric texts

We have a lot of different forms of evidence that tell us that ancient Greek poetry was sung
(or recited) with the accompaniment of music. This has been described by many ancient writers as
well as mentioned in poems themselves.

Differently from the rhythm of a poem, which can be found by analyzing the metrical

patterns of poetry through scansion and is relatively well understood, the recovery of

42 Nagy, 2009, p. 156.
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characteristics of the corresponding melodies (“melodization”), both from the text itself and
markings in documents, requires a set of assumptions. These assumptions include supposed
connections that were noticed to be between the accents above words and the melodic line
preserved in the surviving music notations that exists in the texts of various songs dated between
the 2nd century BCE and the 1st century CE. There are about sixty known ancient Greek musical
documents (papyri and epigrams) with preserved fragments of music notation and their
corresponding texts that have accents.*® These fragments are often very small and far removed
from their original contexts, but they can give us a lot of important information not only about the
melodies that were performed but also about the relationship between how the text of the poetry
was written and the melody of the song. Scholarly analyses of these documents led to the
conclusion that, at least in some instances, the composers/poets/musicians made an effort to
correlate the melodic contour of the song with the word accents of the Greek.** The correlation
between accentuation and melody is most evidently displayed in fragments such as the Delphic
Paeans (~128 BCE).* This relationship was organized into the form of rules by several scholars
based just on heuristic perception and was summarized in the work of Cosgrove and Meyer as
follows:

1. The accent-bearing syllable of a multisyllabic word (two syllables or

more) carries as high or higher than notes for other syllables in that word.

In cases of melisma, the highest note of the melism is what counts for

adherence to the rule.

2. The melody often falls after an acute accent; in polysyllabic words (three
syllables more), the melody often rises to and then falls from the acute.

3. The circumflex accent is usually set to a falling figure.

43 pshimann and West, 2001
44 (West, 1992, p. 384) Notably there is an exception in the fragments that we have from Euripides’ Orestes
45 Brown & D’Angour, 2017 and D’ Angour, 2018, p. 64-72, "The Song of Seikilos".
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4. After a grave accent, except in cases of a grammatical pause, the melody

does not fall again until after the next accent. Successive grave-accented

syllables tend to be set to the same note.*®
These observations/rules have been supported and verified through statistical analysis. For
example, to confirm the validity of the first rule—The Pitch Height (PH) rule— Cosgrove and Meyer
ran a computer simulation in which they, “use the words of a specific piece of Ancient Greek
music and information about the melody of that piece to generate thousands of random matchings
of word sets with melody strings...” and compared its results with the entire whole sample of
known documents that have both music notation and text with accentuation.*’ This allowed them
to make the conclusion based on statistical evidence that, “ the PH rule was used (to compose)
from the last part of the second century BC until some time in the second century AD. The rule
may also have been used or after the second century AD, but our statistical simulations do not
offer any confident conclusions”.

Based upon these rules and the analysis of other characteristics of music performances that
are known, scholars such as West, Hagel, and D’Angour created examples of possible
reconstructions of the melody that could have been performed with the text of the ancient Homeric
epics.*® West focuses on the Homeric epic performance traditions during the Archaic period. Based
on literary evidence, he presumes that the performer — a rhapsode (at this time he might have been
a part of the creation of the epic)— was singing the epic poem and accompanying himself on a

phrominx, a musical instrument resembling a lyre.

He devises the following steps in his process of melodization and reconstruction:

46 Cosgrove and Meyer, 2006, p. 66.

47 Ibid, p. 70.

“8 |bid, p.81.

49 West, 1981; Hagel, 1994, see also Danek and Hagel, 1995; D’Angour, 2018
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First, he proceeds to limit the choice of which music modes (the set of notes that the melody
could be based upon, e.g. major and minor keys in the modern Western European tradition of
music) the melody of the Homeric epics could be based. In addition, West assumes that the
bard/rhapsode used a 4-stringed phorminx and that he did not attempt to get extra notes by “finger-
stopping or otherwise manipulating the strings” (though this is a contested point from the
perspective of a musicologist and even a musician).

Then, in order to choose modes the melody could have used West turns to the history of
ancient Greek music theory. He argues and thinks that the melody of the Homeric epics originally
was written/based in the most ancient of the Greek modes (according to his analysis), the lonic
mode/scale. West chooses the lonic mode through an analysis of the ancient music theoretical texts
and extant examples of music notation in which he argues that the lonic (along with the Dorian,
Phrygian, Lydian, Mixolydian, and Syntonolydian modes) are among the most ancient modes.
From this argument he continues to argue that the Homeric epics were performed in the lonic mode
during the archaic period as they were possibly developed in the area of lonia and at this point
there was a certain association between the name of the mode and the geographical region in which
it was popular— though the connection between mode and geographical location later faded away
and is not a factor in their nomenclature in the later music theoretical systems.>® Moreover, West
argues that in the archaic period the lonic scale was restricted to four notes due to the number of
strings that the phorminx had. In addition, he assumes that in the archaic period the accompaniment
of the musical instrument went in unison with the voice and never deviated. In order to support
these assumptions he cites various ancient Greek philosophical and theoretical writings— including

those by Plato, Aristoxenus, Plutarch and Aristides Quintilianus. Finally, West gives the example

50 West, 1981, p. 115-120.
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of his own melodic reconstruction of the first few lines of Iliad based upon the rules devised from
the correlation between the accentuation and melody found in a few surviving music papyri with
the music notation and corresponding text (described above on page 17).5*

Hagel’s attempt at the reconstruction of the melody of Homeric song is based on
assumptions that are very similar to West’s (the rhapsode played on a 4-stringed phorminx and
was based in the ancient lonic mode), though he adds the important qualifier that it is not
possible to restore the melody completely reflecting the “absolute mode”.%? He explains that it is
possible only to restore the “relative mode” of the melody. By this he means that it is possible to
restore the structure of the melodic line —when the pitch would move up or down—based upon
the accentuation of the text, but this structure would be relative to whatever the tonic note and
scale/mode are decided upon by the bard. Hence, it is possible that this tonic note might have
been chosen by the bard and changed throughout the performance to reflect the content of the
poem and to suit his vocal range. In addition, Hagel enhances this method by a statistical analysis
of the placement of pitch accents in Homeric and other early Greek poetic papyri.>® He shows
that the incident frequency of accents above words shows that the typical melodic contour of a
line of dactylic hexameter tends to follow a certain pattern: it usually rises at the start and falls at
the end of the verse with some fall at the central point of the verse. Examples of Hagel’s musical
reconstruction of the lliad can be found online.

By contrast, D’ Angour considers how the music “derived from the text and markings”

(melodization of a text) enhances the content of the text.>* He compares the accentuation patterns and

%L Ibid
52 Danek and Hagel, 1995, p.14.

53 Hagel, 1994, For part of this statistical analysis Hagel uses the accentuated versions of the Iliad obtained from the
TLG (http://stephanus.tlg.uci.edu), which itself is based on the OCT critical edition.

54 D’Angour, 2018, p. 47.
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melodic contour of an epic verse (as it is defined by Hagel’s findings) in the opening verses of the lliad
and Odyssey with the actual content of the verse. D’ Angour points out that it is possible to see that
the accents in lines of ancient Greek poetic texts are placed in very intentional places, just as the
epic singer might have placed words in certain places in a line in order to make it metrically
diverse or to emphasize the meanings of certain words. Further, he makes the observation that
the melodic line of the opening verses in the Iliad and Odyssey have significant differences
between them and from this he comes to the conclusion that, “pending further statistical and
practical examination, one might venture to claim that the epic singer deployed melodic phrasing
with no less variability than he did rhythm, so as to make a discernible difference to his
performance in at least three areas: to signal moments of special significance in his narrative, to
reinforce or differentiate the syntactic connection between successive verses, and to impart a
thematic substructure of melodic echoes to individual passages and to the overall pattern of his

song”. %

55 D’Angour, 2018, p. 57.
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Chapter 2

The Bankes Homer at Glance

2.1. The History of the Bankes Homer Papyrus

The Bankes Homer Papyrus has a long and complicated history, much of which we still do
not know and the story of how it came to be in England adds to the importance of its content.
Egyptologist William Bankes (from whom the papyrus takes its name) obtained the papyrus from
Elephantine, Egypt in 1821. Elephantine is a small island in the Nile river which is part of the city
of Aswan in Upper Egypt. (Figure 1)

This island has been a very significant place throughout Egyptian history as it was (and
still is somewhat) the gateway for commercial and military expeditions into the south of Egypt.
On the island itself, several important archaeological sites include ancient Egyptian temples, the
palace of the nomarch (governor) of the area at one point, a military fort, Greco-Roman Egyptian
temples, a “Nilometer” (device used to measure the level of the Nile during the year) from the
Roman period, a Jewish temple, etc. As described by Bezalel Porten in the book The Elephantine
Papyri in English, in the early 19th century archaeologists at Elephantine uncovered “hundreds of
papyri and ostraca (shards of pottery with writing on them) in a half-dozen scripts and tongues —
hieratic, demotic, Aramaic, Greek, Latin, Coptic, and Arabic" spanning three thousand years.>®
Giovanni Finati (interpreter and intermediary spender for William Bankes) purchased the papyrus
for Bankes from a local man in Elephantine who was selling papyri and other archaeological finds

on the island. Of course, it is not certain if the Bankes Homer papyrus was actually from

%6 porten, p. xi.
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Elephantine, but it is certain that it is from Egypt and once it was discovered by the local Egyptians
it somehow entered into the industry that formed when locals would find and sell antiques to
European scholars and collectors. The papyrus made its way to England and to the library of
William Bankes where it remained for 50 years until one of his descendants later sold it to the
British Library in 1879, where it is still housed. The papyrus was partly accessible through
photographs and, in 2014, it became available in a digitally enhanced form on the library’s website,
which makes it more convenient for scholars to analyze its text in greater detail (See Figure 2 for
an example of how the viewer appears).®’

As mentioned before, the Bankes Homer papyrus is the longest and best preserved Homeric
papyrus that has been discovered to-date, and it contains the text of the Iliad book 24, lines 127-
804. This particularly beautiful and legible text is organized into sixteen columns with between
forty-two and forty-four lines in each column. It can be dated to the 2" century CE based on the
paleography: the fact it is written in uncial lettering and how certain letters are written in this
handwriting, e.g. iota subscripts.5® However, according to some scholars, the papyrus can be dated
to the late Ptolemaic period (around the 1% century BCE), and definitely before 150 CE, based
upon comparison with Alexandrian calligraphy in the time of the Ptolemies and upon comparison
with papyri from the 2nd century CE.*® Hence, the estimated dates of the creation of the Bankes
Homer span between three to four centuries, from the 1% century BCE to the 2" century CE based

on the lettering, patterns of punctuation, and other characteristics of the text.°

57 http://www.bl.uk/manuscripts/FullDisplay.aspx?ref=Papyrus_114

%8 The metadata of the papyrus “The Bankes Homer (P. Lond. Lit. 28)”. in the British Library describes the
characteristics of the papyrus and the dating based upon these characteristics.

%9Goodspeed, Edgar J., 1898.

60 This corresponds to the dating of the Bankes Homer papyrus by Gregory Nagy to around the middle of the pre-
Byzantine period, as he defines it between the 4™ century BCE and the 4™ century CE (Nagy, 2009, p. 134)
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It is written in scriptio continua—the practice of writing without spaces between words—and
by uncial lettering—writing in which all of the letters are capital. This was the norm in Greek
inscriptions and papyri until it became replaced by writing with spaces and the use of a bicameral
script (using letters in both upper and lower cases) in the manuscript tradition that began around
the 7th/8th centuries CE. Figure 3 is an example of one of the lines of the Bankes Homer (24.257)
with a transcription preserving the original accentuation markings and scriptio continua and the
line in modern standard critical editions of Homer.

This papyrus is unique in that accentuation and additional diacritical markings have been
added in by a second hand, a “diorthotes” (diopbwtfg, corrector) throughout the whole text.
(Figure 4shows the examples of these diacritical markings) The Bankes Homer also has
marginalia from the original scribe—or first hand (Figure 5 shows examples of some of these
marginalia), and additional commentary added by the diorthotes (in the image, the top left corner
has an example of this). It is also important to note that it has been observed that the Bankes Homer
is set up almost as a dramatic script: all of the character speeches are marked by character names,
and the poet (narrator) becomes a character in his own poem, and is marked with a paragraphos

symbol signifying his speeches.®!

2.2 A Brief History of the Scholarship on the Bankes Homer

Despite its unique state of preservation and in-text markings, this papyrus has not been
studied in depth. There are no complete published transcriptions, and the primary edition that exists

(from 1832) merely lists the variations of the text and accentuation from the stress accented

61 According to Parsons such formatting choices appear in about 10 papyri dated between first and 3 centuries AD
from which the Bankes Homer is lengthiest and less fragmented (he does not give a list of the names of these
papyri). (Parsons, 2012, p.21)
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version.5? In 2011 students at Furman University under the supervision of Chris Blackwell
prepared a transcription of the Bankes Homer for the “Homer Multitext Project”.% However, this
transcription was not completed in full, it seems to be a “diplomatic transcription” focusing on the
words and markings (mostly just breathing marks) made by the original scribe.®* The editors of
this transcription also chose to convert the punctuation and the capitalization to the modern
standard Homeric punctuation and capitalization. Both this transcription and the edition from 1832
are useful as a reference while transcribing the papyrus, but neither of them brings the original
diacritical markings into focus. Furthermore, small excerpts from the papyrus have been used in
comparative studies focused on its divergence from the Homeric tradition. These studies include
those by Nagy, Koenig and Parsons (described in the next chapters). However, there has been no
extensive work done on analyzing the role of each specific diacritical marking, including an
analysis of the punctuation markings, as well as performing comparative analyses on different

parts of the text in order to try and find patterns, if there are any.

62 Lewis, G.C., 1832.
63 Blackwell, C.W., 2011.
64 Blackwell, via personal communication.
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Chapter 3

Performance Markings in the Bankes Homer

3.1. Introduction

As it was noted in chapter 2 some of the most noteworthy characteristics of this papyrus
besides its length are the markings that are present in nearly every line of text. These include
diacritical markings (accents, breathing marks, and diaereses), markings of quantity, punctuation,
and various marginalia, which may indicate some characteristics of pronunciation and
performance.

The purpose of this chapter is to analyze the diacriticals and other markings that appear in
the papyrus. Through this process, my goal is to characterize the text as a whole, to provide
argumentation and evidence for the idea that the marks in the Bankes Homer papyrus function as
performance markings, and to gain insights into the performance traditions of the Homeric epics,
especially at the time of the papyrus’ creation, in the 2nd century CE. Using the high resolution
images of the Bankes Homer recently published by the British Library, 1 was able to examine and
analyze the original markings and marginalia throughout the entirety of the document. In my
analysis, | build upon the method outlined by Gregory Nagy, particularly in his analysis of the
Bacchylides papyrus, and his hypothesis that the accentuation markings in the Bankes Homer
reveal a system of accentuation in which accents mark the phrases and reflect the melodic pattern

of the lines.® Moreover, using my findings, I examine Peter Parsons’ hypothesis that the markings

65 Nagy, 2000 and Nagy, 2009, p.142.
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in some papyri, particularly in the Bankes Homer, are more than just reading or pronunciation

guides for the ancient reader, but instead they are performance markings.% (See Chapter 1)

3.2. A Preliminary Analysis of the Use of Accent Markings in the Bankes Homer

In a 2009 paper, Nagy hypothesized that the diacritical markings in the Bankes Homer (as
shown by his analysis of lines 24.345, 24.738-739) are an example of a pitch-accentuation
system.5” He came to this conclusion through a discussion of the accentuation systems which he
describes as “pre-Byzantine” and “Byzantine” (see definition in Glossary on p. 4). Nagy
summarizes three characteristics of the “pre-Byzantine system”, which appear in papyri but not in
later manuscripts (which he says use the later, “Byzantine” system) as follows: a) accentuation
that is used to mark the intonation of the phrases on a phrase by phrase basis (not word by word),
with different accents indicating different changes of intonation (what he calls the “melodic
contour”); b) the use of scriptio continua— no spaces between the words; c) the use of an uncial
lettering—written in all capital letters.%® Nagy proposes that the style of accentuation that appears
in the Bankes Homer dates from around the 4th century BCE to 4th century CE. His argument
rests on the fact that many accent marks that appear in Byzantine manuscripts (which he defines
as appearing after the 4th century CE) such as the Venetus A (the oldest surviving complete text
of the lliad (Marcianus Graecus Z. 454 [= 822])) are not present in the Bankes Homer. Nagy
concludes that the difference in accentuation conventions between the Bankes Homer and the
Venetus A manuscript reflects contrasting accentuation systems. As he explains, the “Byzantine”

system involved marking accents on every word, a practice that has been carried into modern

66 Parsons, 2012.
67 Nagy, 2009, p.142.
68 Ihid, p.134.
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orthographic conventions, whereas the “pre-Byzantine” system can be characterized by the use of
accents to mark phrases.® Further, he argues that this “pre-Byzantine style of accentuation” reveals
the “melodic contour within the syntactical framework of the Homeric verse,” and that the
accentuation marks indicate its “melodic peaks”."”®

Amy Koenig further provides evidence that supports Nagy’s hypothesis through an
analysis of the accentuation in 20 lines of the Bankes Homer (24.405-424), as compared with the
familiar practice of accentuation based on Greek pronunciation.”® In addition, she examines
excerpts (20 lines each) from two other Homeric papyri, the Hawara Homer (Bodleian Library
MS. Gr. class. a. 1 (P) = Pack 616), and P.Oxy | 21, both dated to the same time period— the first
to the second centuries CE.”? However, differently from the Bankes Homer, these papyri contain
just a few lines of book 2 of the Iliad. Koenig observes significant differences in the use of
accentuation markings in these papyri, and concludes that this system is a pitch accent system in
which the accents mark phrases and “melodic peaks”, as suggested by Nagy, rather than the
changes in pitch on every word, as would be the case in the pronunciation of ordinary Greek.
Moreover, Koenig suggests that once the accent markings/“melodic peaks” were marked in
“formulaic lines and phrases”, they have to be consistent and repeated in most of the appearances
of these formulas throughout the text, assuming the “consistency” of the diorthotes in their
marking of accentuation in the formulas. She tested this hypothesis through examining the

appearance of the accentuation in one “formulaic epithet” that appears in the Bankes Homer text.

She came to the conclusion that the accentuation in “formulaic lines” and phrases in the Bankes

%9 Ibid, p.141.
70 |bid, p.143-144, 146.
1 Koenig, 2011.

2 Hawara Homer papyrus: from Digital Bodleian library:
https://digital.bodleian.ox.ac.uk/inquire/p/2a85d293-1d4b-4bab-a36b-a1714ef32899
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Homer is fairly consistent between each other (5 out of 6 appearances of the formula she examined
were accented exactly the same way). Koenig’s overall conclusions support Nagy’s hypothesis
that the accents markings in the Bankes Homer show the “melodic contour” of the lines and, hence,
are related to a pitch accentuation system. Her work also underlines the uniqueness of the Bankes
Homer, emphasizing that it contains a much better preserved text than the other two Homeric
papyri she analyzed (the Hawara Homer and P.Oxy.121), and the accents marked in it have a much
more prominent position.

In my preliminary attempt to reconstruct the melodic contour of Homeric performance, |
performed an analysis of 25 lines of the Bankes Homer (lliad.24.719-745) comparing them with
Allen’s OCT." In this work, | confirmed the striking discrepancy between the accent placement
in modern critical editions and in the Bankes Homer. Furthermore, | noticed that the accent
markings were being used in a different way than in the standard modern editions. For example,
grave accents were written above syllables that would “conventionally” have an acute accent, or
when there was an accent at the end of a line, there were either circumflexes or grave accents on
the last syllable of that line, and the placement of the accentuation markings seems to be
coordinated with the meter of the line and other diacritical markings.

Thus, my preliminary analysis of limited samples of the text of the Bankes Homer,
particularly focusing on the use of the accentuation markings in the text, supports the hypothesis
that the accentuation systems exhibited in the modern standard editions and in the Bankes Homer

are very different and must serve a different function in the text.

73 The results of this analysis were incorporated in the report “Homeric Performance and the Scholia” presented at
the MOISA Graduate Conference in Ancient Greek and Roman Music, Oxford University England, June 2018.
(Klavan, 2019)
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3.3. Usage of Performance Markings Through the Entire Bankes Homer

To verify and elaborate upon the preliminary findings described in the previous section, I
analyzed the diacritical markings (accents, breathing marks, markings of quantity), punctuation,
and marginal markings (annotations) by the second hand, the diorthotes, throughout the entire
Bankes Homer using images of the papyrus published on the British Library website.”* 1 completed
a full transcription of the papyrus paying special attention to the preservation of the original
markings.”

While preparing the text for publication, | observed five types of diacritic markings in use
throughout the entire text: accents (acute, circumflex and grave), breathing marks, diaereses, iota
subscripts, and markings of quantity (macrons (long marks) and brachy (the Greek equivalent to a
brevis marking, marking short syllables)). In the following sections, | focus on the accents
markings and markings of quantity (marked by the second hand of the diorthotes). In addition, |

overview the marginal markings (marked by both the first and second hands) that appear in the

papyrus.

3.3.1. Prosody - Usage of Accentuation Marks
The purpose of this section is to record the deviations of the accentuation system used in
the Bankes Homer papyrus from the system used in modern critical editions of Homer. | used my

transcription for a side by side comparison with the corresponding lines from modern standard

4 The process of the transcription of the papyrus turned out to be quite involved, requiring a careful analysis of
each accent mark on its placement and type. Though the quality of the digital images are superb, there are about
10% of marks which placement or types cannot be identified with 100% certainty as their placement is very
ambiguous. Often accents seem to appear above consonants in the word, stretch above multiple syllables, or have an
ambiguous starting point. In addition, there is a small part at the beginning of papyrus (58 lines) where the text is
damaged and a few syllables of the words on the line are not visible but also may have preserved accentuation
marks. In these occasions the words/syllables were restored in accordance with the standard Homer.

5 To be published in the papyri.info database
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editions (e.g. Allen’s OCT (a descendent from Monro’s Homer) and West’s Teubner ), manually
marking all of the places where there is an accent in the modern standard editions, but not in the
papyrus, and where the accentuation of a word is different in the two versions (either on a different
syllable or a different type of accent).”® Then | detail the patterns of the usage of accentuation
markings in the Bankes Homer by counting the frequency of the appearance of the markings
divided into several categories: use of accent markings in general; use of grave, acute and
circumflex accents; appearance of two accents on two consecutive syllables; the appearance of
words with no accents, and the function of accentuation markings in formulas.

Accentuation markings usage. In general, the accent markings that appear in the papyrus
are distributed rather uniformly with between 0-7 accents marks per line. Out of the 675 lines of
text, there are 5 lines (24.262, 451,458,524,716) that, while there are differences in breathing and
elision marks, have exactly the same accentuation as in the modern standard editions, with 4-6
accents present in above the text (this is less than 1% of the text). These lines are scattered
throughout the text, and there does not seem to be any specific reason why the accentuation
patterns line up exactly between these two versions. There are also 4 lines—24.607, 608, 645, and
646— which have the same number of accentuation as the lines in modern standard editions
although some are in different positions or have different types of accents. In addition, there are
four lines—24. 344, 558, 693 and 790— which are “missing” in the Bankes Homer, meaning that
the original scribe did not write them in the papyrus.”” Two of these, line 344 and 558, are written

into the margins of the papyrus by the diorthotes, but verses 693 and 790 are not.

76 There is no readily available software that can compare the diacritical markings of two digitized Greek texts.
Most digital platforms like the “Chicago Homer”, “The Homer Multitext”, “WordHoard” and others are not
designed for this task. Moreover, their reference texts have accentuation marks placed in accordance with the
modern convention.

7 Line 344 is only omitted in the Bankes Homer Papyrus, line 558 is omitted in the Bankes Homer and in at least 11
other papyri and manuscripts (including the Venetus 459 s.xv cont A-H 392 and Vaticanus 26 s. xiii), line 693 is
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Moreover, there are 11 lines in the Bankes Homer (about 2% of all the lines) that, while
there might be breathing marks and diaereses above the words, have no accent markings at all.
(lines 24.237,243,275,299,343,552,569,671,751,782,803). It is not immediately evident why
accents markings are absent in these lines. Some of the reasons might just lie in scribal error, or
damage in the actual papyrus that occurs at lines 237, 275, and 803. Another interesting
explanation can lie in the fact that a few of the lines without accents are “formulaic lines”. This
idea will be explored later in this paper (see Accentuation markings and Formulas).

Besides those 24 lines (the 11 lines without accents, 5 lines with the same accentuation
position as modern critical editions of Homer, 4 line which have the same number of accentuation
but in different placement as in modern critical editions of Homer, and 4 lines which are “missing”
in the Bankes Homer), the accentuation markings in the rest of the papyrus (96%) significantly are
not consistent with the markings in critical editions of Homer. These differences relative to modern
standard editions include the absence of one to several accent marks and the placement of accent
marks on a different syllable or different type of accents.

The average number of accent marks per line in the Bankes Homer is about 3, with 78%
of the lines containing 2 to 4 accents. In modern critical editions of Homer the average number of
accent markings is 6 with 84% of the lines having 5 to 7 accents.

Figure 6 illustrates the distribution of accentuation marks per line in the papyrus
compared to modern editions of Homer. It is important to note that the marks are distributed
uniformly (no gaps) and that the number of marks in the papyrus is systematically smaller than in

the modern editions. These results correspond to the observations made by Nagy on the practice

omitted in the Bankes Homer and in at least 7 other papyri and manuscripts (including Pap. Mus. Brit 128 and the
Venetus A manuscript), line 790 is omitted in the Bankes Homer and in 6 other papyri and manuscripts (including the
Venetus A manuscript).
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of the “selective markings of accents” in older papyri that are from the pre-Byzantine period (See
Chapter 1).

Patterns of use of accentuation markings. Within each line it seems as though the accents
in the Bankes Homer follow different patterns and serve a different purpose than the accents in the
modern editions. These patterns can be observed in the use of the different types of accents— grave,
acute, and circumflex.

Grave Accents: According to the standard system of accentuation, grave accents can

appear only on the last syllable of a word (ultima) when it is not followed by a punctuation mark
or an enclitic.”® However, in the Bankes Homer, grave accents often appear on the second to last
syllable, or even the third, fourth, or fifth to last syllables. For example, the dative plural of the
noun @p1v is consistently accented with a grave accent on the penult, ppgot (6 times at lines
24.135, 152, 171, 282, 321 and 674) with one exception in the whole text — line 24.181. By
contrast, this form is accented as @peoi in standard editions. Another example of a word
consistently accented with a grave accent on the penult is yepaiog (lines 24.162,252,279; with the
exception on line 24.302), whereas modern editions again accent the ultima, yepaiog. Moreover,
in the papyrus, the dative plural of vndg carries a grave accent on the penultimate (vipoou in line
24.254). There is even an example of a grave accent appearing on the fifth syllable from the end
of a word in line 24.504: the phrase £y® &° éhegvotepog mep, is accented in the Bankes Homer as
eym O eAgevotepog mep, with the grave accent appearing on the fifth syllable from the end in
EAEEVOTEPOC.

Concerning the use of grave accents in early papyri that were written in scriptio continua,

scholars have noticed that various accentuation systems were in use at this time and that in some

8 Allen, p. 246.
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papyri these systems might be used simultaneously.” In such papyri, grave accent markings may
have been used for different purposes (e.g., to remove ambiguity between words in scriptio
continua or to replace acute accent in certain positions) and their position within the lines of the
papyri do not seem to follow the “modern” rule which limits their placement, and, as such, their
placement can be difficult to predict.8’ The practice of using grave accents in these ways seems
to have been gradually changed to the modern use of grave accents in later papyri around 400
CE.2! Thus, the observed placement of grave accents in the Bankes Homer on syllables other
than the last syllable of a word may indicate that the papyrus belongs to an early tradition of
marked up papyri (the practice of accentuation marking in papyri began about 200 BCE ).#?

Acute Accents: There are on average two acute marks per line in the majority of the lines

of the Bankes Homer (88% of lines have 1 to 3 acute accents, 7% have more than 4 and 1% have
0). Once again, the acute accents in the papyrus are often placed on different syllables of the word
or placed instead of different accents than appear in modern standard editions. For example in
24.163, the diorthotes accented the word evtumdg with an acute accent instead of a grave, as the
post-Byzantine conventions would demand. Also, every single time there is an accent on the last
few syllables of a line in the Bankes Homer (55 lines) that accent is either a grave accent or a
circumflex without any exception. (See Appendix 2) In 25 of these lines, the grave accents in the
Bankes Homer papyrus are placed over syllables carrying acute accents in the modern standard

editions.

79 Probert, 2006. p.47.

80 Moore-Blunt, Jennifer. 1978. (note: the analysis of accentuation placement presented in this paper was made on
the limited sample of poetic papyri dated between 1 BCE and 2 CE)

81 Probert, 2006.
82 probert, 2006. p.47.
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From his preliminary analysis of the accentuation marks in the Bankes Homer, Nagy
pointed out that the older system of accentuation, compared with the newer accentuation system
exemplified in Venetus A manuscript and in modern critical editions of Homer, is characterized
by the “misplacement” of acute accents to different syllables in the same word or their
“replacement” by grave or circumflex accents depending on the context.®3 He suggests, however,
that in the case of a polysyllabic oxytone word (a word with an accent placed on the last syllable
which in the modern system is accented with a grave accent when it is followed by another word
without a syntactic break), the convention in papyri is for the word to be accented with an acute
accent.®* Nagy illustrates this with an example from line 24.345, but notes that this rule may not
be consistent throughout the entire papyrus. Indeed, my analysis of all 675 lines of the papyrus
shows that such cases appear in 10 lines (e.g. line 24.345, kpatdg in modern standard editions, but
Kpatyg in the Bankes Homer). However, there are also 5 lines in which oxytone words have acute
accents in the modern critical editions but in the papyrus they have grave accent instead (e.g. line
24.516, moAdv in modern standard editions, but moAov in the Bankes Homer). (See Appendix 3)

The material analyzed in this paper seems to confirm some of these preliminary
observations by Nagy, although exploring the reasons behind the patterns of the appearance of
acute accents in the papyrus will be the subject of a future work.

Circumflex Accents: In regard to the use of circumflexes, | observed that, generally, their

placement corresponds to their placement in modern standard editions with exceptions in a few
cases. In occasions where a circumflex does not appear in the Bankes Homer where post-Byzantine

conventions dictate that it should, there is instead a longum marking the syllable as long. This

83 Nagy, 2009, p.143,144.
84 Nagy, 2000 p. 10 and Allen, p. 245.
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seems to serve the same function as the circumflex does in the modern accentuation system in
which a circumflex normally is over a long syllable. In the Bankes Homer such use is not the
primary role of a circumflex, and the long syllable is marked just with longum instead. As such,
circumflexes appear over short vowels, such as €, o, and a, as well as long vowels such as 1| or o.
An example of this is in line 253 in the word orgbcate (the circumflex is above the €). In standard
Homeric editions this word is accented as onevoaté (there is the enclitic pot afterwards, hence the
second acute accent) in accordance with the modern accentuation system. Another example of this
is in line 284, in which the word otvov in modern Homeric editions is accented as divov in the
Bankes Homer.

Two Accents on Two Consecutive Syllables: In addition, | observed many words that have

two accents on two consecutive syllables. In general in the modern system of accentuation, the
rule is that a word may have two accents if it is followed by an enclitic which does not take an
accent. This rule does not apply both in this example and in the entire Bankes Homer. In the
modern (post-Byzantine) accentuation system, it is possible for a word to have two accents, if, for
example, the next word is an enclitic. Examples of this in the Bankes Homer include xotoktéiveiev
in line 226 and ongbocaze in line 253. In xatoktsiveley there is a circumflex above the £and an
acute above the i. In on€bcaze there is a circumflex above the £ and an acute above the . Other
examples include 660umopov (line 375) and yapaig (line 390). There are also words that have two
accents on non-consecutive syllables of the word in places that differ from modern rules, as in line
311:
311 piktatog olwvdv- Kdt €0 KPUTOG EGTL LEYIGTOV

dearest of all birds, and whose strength is the greatest®

85 Al translations used in this paper are from Lattimore, 2011.
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In this example the word in question, oiwvdyv, has a grave accent on the antepenult (where it can
never appear in modern accentuation) and a circumflex on the ultima. Immediately after the
punctuation mark the next word, kdi, carries an acute accent on the first letter of a diphthong!
Another such example is eAgevotepdc (line 504):
504 pvnodpevog 6ov maTPog: £Y® O EAEVOTEPOC TEP-
remembering your father, yet | am still more pitiful;

In this example eAgevotepog has two acute accents on the antepenult and the ultima (perhaps, due
to the enclitic mep, corroborating the fact that early versions of certain rules in the “Byzantine”
system of accentuation were already being used in the Bankes Homer). However, the grave accent
that appears above the word’s second syllable is unusual in its placement. These examples can
show that the accents have a different function in the system of the Bankes Homer than they do in
the modern stress-accentuation system.

Words with no Accents: There are a number of words and formulas that are not accented

at all, differently from the modern convention. In particular, I found that the accents rarely appear
on articles, conjunctions, or particles such as kat, pev or yop. Of course, there are exceptions to
this such as in line 311 shown above, but it seems as though longer words which are more specific
and rarer in form often are accented more often than words such as particles which would have
been pronounced the same in almost every single form. In addition, | found that names are also
not heavily accented: no form of ayiAAevg is ever accented, and it is more common for mpiapog to
be unaccented rather than accented.

Accentuation Markings and Formulas: Further following the model set by Koenig’s work,

| performed an analysis of different formulaic phrases (I focused specifically on noun epithet

phrases) throughout the entire papyrus to observe how accentuation could differentiate between
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repetitions of the same formula. This analysis was limited to formulaic phrases which have at least
one other repetition in the Bankes Homer. One of the formulaic epithets that appears is poipa
kpotow). This formula appears twice in Book 24 in lines 132 and 209, always at the end of the
line:

132 [ayy1] mopEotnkev Bavatog Kot poipa Kporoin:

near to you stand death and mighty fate.
209 fjpevot gv peydpm: 1@ 0’ MG TOTE LOTPOL KPALTON
in the megaron, for how mighty fate
In both cases there is a circumflex over the diphthong in poipa; but a grave accent also appears
above the 1 of kpatain in the first occurrence of the formula (132) and not in the second instance
(209).

One of the most common formulaic phrases is ®g epato, “so he/she said”, often used as a
narrative transition after dialogue. Every single time that this formula appears, including elided
variants and the form of the verb without the initial augment (e.g. wg epat’ and g @ato), it is not
accented.

Another such formula that only appears accented once in the Bankes Homer is modag wxvg,
“swift-footed”. This formula appears five times (four times with the name aytAlevg, once with the
name pic—although this is a slightly different formula with a gender change of the adjective and
noun and metrical change):

138 v o a[ra]uepopuevog Tpocepn TOd0G OKVE OIALEVG

Then swift-footed Achilles spoke responding to her

188 1 pev ap wg emovg omefn n[o]doc wkéa ipig

And so swift-footed Iris spoke and stepped away
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559 tov § ap’vrddpa WV TPOGEPT TOOAS WKVG OYIAAEVG

And then looking grimly at him the swift-footed Achilles answered
649 tov §’ EMKENPTOUEMV TPOGEPN TOSAG MKVS OYIAAEVG

And the swift-footed Achilles mockingly said
751 aAhovg LEV YOp TOO0G ELOVG TOOAS MKVS OYIAAEVG

for there were others of my sons who swift-footed Achilles seized

In general, it seems that formulas are marked with accents only once or twice out of the
instances that they appear: usually they are fully accented on the first repetition of the formula in
Book 24, for example, poipa kpativ. The formula modag mxvg might have appeared fully accented
on the first repetition of it in Book 24 (24.87), but we can never truly know as that part of the
papyrus is lost. It is also possible to explain the accentuation of the formula in line 24.188, because
this version of the formula n[0]d0c wkéa ipig, is different as the adjective and noun change genders.
It is possible that this version of the formula was accented because it is an exception to the pattern
of the other formulas, and as such it needed to be clarified by the diorthotes.

Whenever there are multiple repetitions of a formula bearing accents, the later instances
never contradict the earlier accentuation; they may have the same accentuation, add some or
eliminate some, but they never have an accent that directly contradicts that which is in another
version of the formula. An example of this is €é6tpoyov nuoveiny, “well-wheeled mule wagon™.
This formula appears in the final positions of two lines:

189 awtap 6 y* viag apagav_ebrpoyo[v] nuiovemy

and then he ordered his sons to make ready the well-wheeled mule wagon

266 ek pev dpagav depav eHTPoyoV Moveiny

they brought out the well-wheeled mule wago
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As is seen in these two lines, in the first occurrence of the formula there is an acute over the v in
ebtpoyov, and in the second occurrence the acute in gbtpoyov is kept the same and there is an acute
accent added above the 1 in uoveinv. One of the accents appears in both instances and the other
is added in the second appearance of the formula, but there is no contradiction between the accents.

Following the above observations, a hypothesis can be drawn that there may have been
general rules for how to place the accents that corresponded to the intended function of the accents
in the papyrus: accentuation marks were prioritized on the first appearance of formulas and on
variations (such as modvg wkea) with some margin for error on the part of the scribe. Perhaps, the
diorthotes marking up the papyrus thought that the people performing the Iliad should know the
accents for the formulaic phrases already, so it is not necessary to put the accents above every
single repetition of the formula.

Overall, this analysis of how accents behave in formulaic expressions shows that formulaic
expressions in the Bankes Homer function as memory aids, essentially in a text which is made for
memorization. Formulas normally appear at the beginning and ends of lines and in fixed metrical
places in the lines. The scribe seems to assume that the reader should know, or only have to be
reminded of once or twice, the accentuation, pronunciation and meter of these lines, because they
are formulas.

Summary for Diacritical Markings usage. The results of the analysis of the use of

diacriticals in the Bankes Homer papyrus can be summarized as follows. Firstly, the diacriticals
are placed rather uniformly throughout the entire papyrus on practically every line. In addition, the
number of diacriticals, and specifically accents, on each line is systematically smaller than in
modern critical editions suggesting the presence of “selective accent marking” and, hence, a

different function of the accents in the text. Each of the individual accents also functions in a
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unique way in this papyrus. Particularly, grave accents can be placed on any syllable in a word,
acute accents can appear over a different syllable of the word or be “replaced” with different
accent, and circumflex accents can be placed above any vowel (not limited to only long vowels).
Finally, formulaic words and phrases are marked the same throughout the entire text, and when
certain instances of the formula are not marked it can be assumed that this is because they should
have the same accentuation as the other instances of the formula which are accented. Overall, these
patterns show that the diorthotes placed each one of the accents selectively, not following the rules
of the modern system of accentuation. In turn, it can be said that these accents serve a different
purpose than the accents in the system found in modern critical editions. They are less of a part of
the spelling of a word and seem to point towards a function of accents at the phrase level and more

dependent on the meter of the phrase.

3.3.2. Markings of Quantity in the Bankes Homer

In the Bankes Homer there appear to be 180 “markings of quantity” spread throughout the
whole text. These include macrons and brevis/breve (brachy in Greek). There are 13 short marks
and 167 long marks spread fairly evenly throughout the text. Figure 7 illustrates the distribution
of the markings of quantity that appear in the Bankes Homer papyrus.

As one can see, the placement of the markings suggests that the scribe did not write them
randomly, it seems that they were put for a specific purpose. Certain markings are placed in order
to clarify where in the meter the performer should start after a punctuation mark, to remind the
reader to start the line with a long syllable after the previous line did not end with a punctuation
mark, to clarify the metrical value of syllables which contain vowels such as such as a, v, and 1
which can be either long or short, or it seems to emphasize certain words in the text. For example,

no matter which position in the line Qupog appears, 15 out of 21 times there is a longum above the
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v. This could be because v is an ambiguous vowel, but if this was the only reason then should not
every ambiguous v be marked with a macron? From looking through the patterns it seems as
though the scribe very deliberately placed markings of quantity on forms of this word in particular
(as well as other words such as thov, 1p1g, and pvbog), perhaps to place a certain emphasis on the
word. All of these signs indicate to some extent that the scribe placed these markings of quantity

for a purpose, to aid with the oral performance (or reading aloud) of the poem.

3.3.3. Marginal Markings in the Bankes Homer

In addition to markings of quantity, many marginal notations appear in the Bankes Homer,
both in the original hand and in a second hand. Most of the signs that are in the original hand
include paragraphoi (40 signs) (a mark in papyri that marks a division in a text, see Figure 8 for
how the paragraphoi appear in the Bankes Homer), character names (40), and number markings
(7).

There are other marginal markings that were made by a second hand (10) but these are
mostly scribal corrections for a word or phrases in the original text. The character names seem to
be placed in order to signify who is speaking during the speeches and laments (functioning similar
to character names in a drama script and our quotation marks), and paragraphoi mark the lines
when the narrator of the story (the poet himself) is speaking. These appear consistently when the
speaker changes. In addition, the original hand has also placed numbers, which were written as
letters of the alphabet in ancient Greek (from B to 6) within triangle brackets (resembling for
example <B>) roughly every 100 lines, starting from line 200 and subsequently appearing at 300
(), 401 (), 501 (¢), 601(E), 703(1), and 804(0). From this pattern it is possible to conclude that in

the missing columns of the papyrus an o must have appeared around 30 lines before the beginning
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of the existing papyrus, and this would have been marking about 100 lines from the beginning of
the lost part of the book.

All of these marginal markings made by the original scribe have important roles in the
function of the text. In total they set up the papyrus to look like a drama script, complete with line

numbers, character markings and speech delineations.

3.4. Summary and Conclusion of Chapter 3

The main goal of this chapter was to analyze the use of the diacritical markings, and
particularly the accentuation and marginal markings, that appear in the Bankes Homer. | have
transcribed and examined the text of the entire papyrus (675 lines) and showed that the Bankes
Homer accentuation system functions in a completely different way compared to the conventional
accentuation as it appears in the modern standard editions (and which is descendent from a
Byzantine system of accentuation according to Nagy). It can be described as functioning on a
phrasal level with some relationships with other aspects of the texts, such as the meter and other
markings in the text.

As my examination of the function of the accentuation markings in the Bankes Homer has
progressed, it became evident that the meaning of the markings should be considered especially in
conjunction with the markings of quantity and marginal markings that are also abundant
throughout the Bankes Homer. It is important to note one of the striking qualities of the papyrus
is that the accentuation, quantity, and marginal markings are distributed quite uniformly through
the lengthy papyrus, suggesting that they were placed not by accident but with a specific intent.

My analysis strengthens the suggestion that the complex markup of the papyrus was made

for the purpose of performance, possibly even in a theater. In accordance with Nagy’s scheme of
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the standardization and the fixation of the Homeric texts, the “Five Ages of Homer”, such papyri
with performance markings could have been produced in the pre-Byzantine period between the
second century BCE and second century CE which corresponds to the age of Bankes Homer. This
places the papyrus in a unique position as possibly the best preserved and longest “script” for the
performance of the Homeric epics, either in a theatre or in another performance setting. (See
review on performance practices in Chapter 1, section 1)

In the future, more work needs to be done on analyzing the role of each specific diacritical
marking, including an analysis of the punctuation markings, as well as performing comparative

analyses on different parts of the text in order to try and find patterns, if there are any.
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Chapter 4

Homeric Performance and Music

4.1. Introduction

The next step in considering the performance traditions of the Homeric epics, and in
particular looking at the tradition that the Bankes Homer papyrus might reflect, is to consider the
musical aspects of these traditions and what inferences can be made in order to “reconstruct” some
version of these melodies. As can be seen in the actual content of the Iliad and the Odyssey, music
permeated every aspect of the Homeric world, reflecting in different genres (dance, singing,
recitation of epic poetry) and serving different functions (entertainment, healing, inspiration,
mourning). While we can make quite astute observations about the place of music in Homeric
society, even so, the enigma of the “sound” of the music of the epics has attracted the attention of
scholars for ages and every bit of information that allows them to make any insights is very
valuable. True, we will never know what the song of the Iliad and the Odyssey sounded like;
however, scholars have pointed out (as described in Chapter 1) that an analysis of texts which
might preserve aspects of the oral performance traditions of the Homeric epics can create a more
concrete image of the melodic patterns and how they were sung and thus, their music.

In this chapter, | will attempt to reconstruct the melodies that could correspond to several

lines of the Bankes Homer papyrus using an approach similar to that which is described by West
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and Hagel (see chapter 1 section 3). Before describing my method, | want to note that both West
and Hagel specify that their approach for the “melodization” (the recovery of characteristics of a
melodic line from elements of a text, e.g., accentuation) of parts of the Homeric epics is designed
and based around the idea that they are reconstructing the performance of the epics as they might
have been performed in their earliest history during the Archaic period. Consequently, they have
to consider certain limitations that would define the melody of the Homeric verses due to
assumptions such as: the early rhapsodes would often have performed on a four-string phorminx,
and there were limitations on the range of notes that could have been sung by the performer due
to the convention that the vocal melody generally followed the instrumental melody in unison,
note by note.

This is where my approach differs slightly because I am looking at the Bankes Homer
papyrus, which was written around the 2nd century CE. Through the approximately thousand years
between the earliest performances of the Homeric epics to the 2nd century CE, the musical culture
in ancient Greece developed and evolved alongside society. Thus, such limitations as being limited
by the number of notes that could be played on a four-stringed phorminx became “archaic” in a
sense as both the music theory, philosophy, and technology evolved. So by the time when the
Bankes Homer papyrus was created, these limitations were no longer the norm. Through the
evolution of the ancient Greek tradition of music in this time, so much happened that could have
changed the performance traditions of the Homeric epics significantly: vocal and instrumental
music separated into their own identities and didn’t necessarily need to follow the exact same
melodic lines in a piece; the range of instrument and vocal notes was no longer as restricted; the
music theoretical and philosophical concepts of “modes” and how they could affect the ethos of a

human through the music and emotional content of songs were well established and developed;
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and the Homeric epics were performed not only by rhapsodes but also by professional musicians
(citharodes) and possibly by “professional” actors (homeristai) in a theatrical setting (see Chapter
1, section 1). As such, I need to make certain modifications to my approach for the melodization

of the section of the lliad that is within the Bankes Homer papyrus.

4.2. The Melodization Method

In my approach to the melodization of this text, my first step is to identify the melodic
patterns of the phrases in the Iliad indicated by the placements of accents in the Bankes Homer
papyrus, as was suggested by Nagy. In order to do this, I conducted an analysis of the patterns of
the placement of accent markings in the Bankes Homer papyrus in its entirety (see Chapter 3).
Following this, 1 work with the rules that have been formulated by scholars, which connect a
change in pitch in the melody in accordance with the type and placement of accents in the phrase.
The goal of this is to determine the “relative melody” of the phrase, the structure of the melodic
line (see Chapter 1.3 for the formulated “rules” and why this gives us the relative, not absolute
melody). The restored relative melody —when the pitch would move up or down in a line or
phrase— is based upon the accentuation of the text, and the “absolute” melody would be
determined by whatever tonic note and scale/mode are decided upon by the performer (a rhapsode,
citharode or homeristes). My hypothesis is that the mode and tonic note of these performances was
chosen by the performer to reflect/enhance the content of the poem and to suit their vocal range.

There are two important differences between my approach and the approach made by West
and Hagel to the melodization of parts of the Homeric texts. First, my approach is based upon the
argument by some scholars that it is important to use the original accentuation that appears in

papyri in order to restore the melody that might have corresponded to the Homeric epics. This
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provides the foundation for the melodization process (see Chapter 1, section 2). As | found in my
analysis of the original diacritical markings in the Bankes Homer papyrus, the function of the
accentuation system used in the papyrus seems to be different from the accentuation system used
in modern critical editions (see Chapter 3 for in-depth comparison and analysis of differences).
Following from this, it seems as though the melodization of the Bankes Homer, which is based on
the accentuation system that appears in the papyrus, will be different from the melodization of the
Homeric epics that has been done by West and Hagel, who used accentuation that appears in
modern critical editions of Homer (see Chapter 1, section 1.3).

Secondly, I hypothesize that the choice of tonic and scale (music mode) that the melody
of the song of Book 24 of the Iliad (as possibly recorded in the accentuation in the Bankes Homer)
was performed in can be decided upon by looking at the content of the poem and considering
which modes were considered “appropriate” for this content to be performed in accordance with
the concept of musical ethos that was developed by ancient theoreticians and philosophers. West
and Hagel consider different factors when choosing the mode that the epics might have been
performed in. In their reconstruction, which they focus on reconstructing the “original” ancient
melody of the epics as they were performed in the 8th century BCE, they decided that the melody
would have been based in the most ancient mode (lonic), and they placed a restriction on which
notes could have been used, and how many could have been used, due to the instrument that might
have been used by rhapsodes, a phorminx (see Chapter 1, section 1.3). In order to further develop
my hypothesis about modes and justify why | am taking a different approach to West and Hagel,
I will briefly delve into a description of ancient Greek modal theory and the concept of ethos, and

the relationship between the two as the ancient authors thought of it.
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4.3. Ancient Greek Music Modality and the Concept of Ethos

After the first step in my process of melodization, the next important step is to decide what
pitches will be used in the basis of the melody. This entails choosing the starting note (the tonic)
and the scale or what is also called the “mode” of the music, a certain sequence of notes that are
put in a specific order with specific intervals between them.

The concept of the “modes” that are present in the Western European tradition of music
originated in Medieval Europe and they were inspired by the theoretical concepts that originated
in ancient Greek music theory such as harmonia (Gppovio) and tonos (t6évog).8 The modes that
were used by the ancient Greeks changed and developed through time. At their oldest, the most
ancient system of modes in the Greek tradition of music was probably in use already in the Archaic
period; however, these Archaic modes were different from the modes in the modal system that was
developed by music theoreticians in later periods. We know about the earliest modes from the
work of Aristides Quintilianus. Though he lived in the 3rd/4th century CE, West speculates that
he preserved early scales as “they were used by ‘the most ancient’ musicians”.®” The later
“Classical” systems of modes were developed by Aristoxenus (~375-335 BCE) and Ptolemy (100-
170 CE), along with several other ancient music theoreticians. By the time of Aristoxenus, the
scale that the musical modes were built on had “solidified” into what is called the “Greater Perfect
System”. This consists of seven overlapping seven-notes scales with different interval patterns.
There were many different iterations of these different scales. This expanded modal system

evolved alongside developments in musical instruments, which allowed for a greater range of notes

86 See definition of “modes" in the Definitions section of the Introduction. The Greek names of the Medieval modes
were adopted by medieval music theorists; however, the structure of these modes is not related to the original Greek
modes.

87 West, 1992, p. 174.
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(e.g., more strings or longer flute pipes), and as such, it gave ancient Greek musicians and
composers a larger capacity for melodic expression. The larger capacity for melodic expression
did not just mean that more notes could be produced, it also meant that the concept of “modes”
and the connection between music and emotion evolved into quite a complex picture.

According to the ancient Greek philosophy of music, different modes were thought to elicit
specific emotional and spiritual responses in both the performers and audience. As such, the
different modes came to be associated with different social contexts. Plato reinforced this idea
connecting it with the perceived ethical power (ethos) of music and the ability of music to touch
the ethos of humans. Specifically, he argued that “differences of ethos and effect are especially
manifested in harmoniai (modes)”.88 The ancient scholars thought that this aspect of music was
really important to consider because anything that can affect the emotions can directly affect a
human’s soul, corrupting it or purifying it in some way. According to Plato in the Republic,
“rhythm and melody permeate the innermost element of the soul, affect it more powerfully than
anything else, and bring it grace...”® Using this reasoning, Plato argues that it is important for
people to avoid music in certain modes, especially during the critical phases of education as a
child, and he lays out guidelines for the use of various modes and the context in which they should
be listened t0.%° Here is an example of some of them:

Mixolydian, and Syntonolydian—mourning, grief, depression; suitable for laments

lonian — soft and convivial (friendly, lively, and enjoyable); suitable for drinking parties

Dorian— disciplined, courageous and resolute; suitable for war or in forced work

Phrygian- Patient, temperate, moderate; suitable for peaceful willing work and
enterprises

88 \West, 1992, p.249. In this phrase West summarizes the views of both Plato and Avristotle.
89 plato. Republic 111.402d-e.
90 plato. Republic 111. 399¢c-d
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Furthermore, low-pitched modes were thought to produce tenderness and sentiment in listeners.
West notes that the connection between musical mode and human emotion was already being
discussed and considered by the Pythagoreans who “are reported to have classified (and made
systematic and practical use of) types of music producing different effects, rousing or calming”.%
He continues by describing that this connection continued to be developed throughout the history
of ancient Greek music. Later music theorists and philosophers, as exemplified by Aristides
Quintilianus and later Boethius, further developed the relationship between human emotion—
ethos—and musical mode, to be rooted in the concept of harmony and, specifically, the harmony of
the cosmos and the Pythagorean concept of the mathematics of musical harmonies. Thomas
Matthiesen describes how Aristides Quintilianus reflects this idea:

In De musica 3, Aristides Quintilianus shows how all the music-pitch, scale, tonos,

rhythmic pattern, and so on-are like of the universe, and therefore through

mimesis, music may make of the soul like the order of the universe. Thus, the

harmonia of music may create a like harmonia in the soul, and this in turn creates a

particular ethos.%
One of the most condensed and well-laid out descriptions of this connection between human
emotion, ethos, and music is outlined in Boethius’ De Institutione Musica. He creates some terms
that no other philosopher used before him, but the concepts were part of a long-lasting
philosophical tradition. In this treatise, Boethius mainly focuses on analyzing the works of Ptolemy
and Nicomachus on music philosophy and music theory, and these works, in turn, transmit the
philosophical tradition beginning with the Pythagoreans of connecting human ethos with music.

In particular, Boethius writes about three different categories of music—musica mundana, musica

humana, and musica instrumentalis. Two of these types of music—musica mundana and musica

91 West 1992, p.246. (West refers to the works of Pratinas and Pindar)
92 Mathiesen, 1984, p.268.
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humana-— are silent to the human ear, musica instrumentalis (the music of instruments) is what we
hear as music to our ears.

The type of music most relevant to the subject of this work is the concept of musica
instrumentalis (the music of instruments). This is the music that is physically heard and that is
central to the function of ancient Greek society. As such, Boethius (and the tradition of philosophy
that he is preserving) was very interested in how the human soul is affected by physical sound. As
Chamberlain describes, Boethius declared that “music has extraordinary power over a man’s
physical and moral condition, because all souls possess internal musical proportionings that pick
out and delight in the external music that resembles it”.%% Essentially, music and sounds in the
outside world can directly affect the musica humana that is within a human’s soul, and, following
from this, it is important to carefully cater the sounds of the outside world in order to positively
affect a human’s soul. In this sense “good” music, sounds, and harmony can “cure sickness and
foster virtue” in a human, and “bad” music can create chaos in a man’s soul.% It is in this context
that Boethius begins to discuss the modes and genres of music. In his theory (continuing the
traditions passed down from at least the 4th century BCE with Pythagoras) certain music should
be played in specific modes and written in different genres, so that it will touch the human soul
correctly.

While thinking about this philosophical and theoretical tradition of associating certain
modes with emotions and certain events, it is important to ask the question if these concepts were
actually used by musicians, composers, and performers? West notes that “already in the first half

of the fifth century, we find some lyric poets making programmatic assertions that certain modes

%3 Chamberlain, “Philosophy of Music”, 84
% Ibid.
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are best for particular purposes”.®® For example, Pindar characterizes the Dorian melody as most
dignified or solemn in fragment 67, and he references the Dorian mode several times in his
Olympian Odes and Pythians.®® However, it is not reasonable to assume that all composers,
musicians, and performers of songs and musical compositions would have consciously followed
the ancient theoretical and philosophical recommendations to compose music in specific modes to
enhance the meaning of the performed texts (though we can’t completely exclude this option).
Instead, it could have been the opposite way that music theoreticians followed the musicians and
composers who naturally followed patterns in connecting modes to emotion and wrote their music
in order to touch the specific emotions of the listener. One can find examples of the connection
between music theory and actual compositional trends in the more “modern” tradition of Western
music, composers know that often in order to express darkness/sadness a musical piece can be
composed in a minor key (mode), and “happy” music can be composed in a major key (mode). As
shown in the discussion above, it seems as though ancient composers also thought about this. Of
course, music is always subjective, however, it is interesting to note that the emotional response
of humans to different modes and keys can actually be “measured”. Modern cognitive research
has been done on the influence of music composed in Greek musical modes (Lydian, lonian,
Mixolydian, Dorian, Aeolian, Phrygian, and the Locrian) on the emotional response of listeners
(such as happiness, serenity, fear, anger, or sadness). The researchers found statistically significant
evidence that “small changes in the pitch structures of modes modulate the emotions associated
with the pieces, confirming the cognitive foundation of emotional responses to music”, thus

confirming the speculations of the ancient Greek music philosophers on the relationship of the

9 \West, 1992, p. 246.
9 Ibid. p. 180.
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concept of ethos and musical modes which in turn reflected trends in ancient Greek musical
culture. %

In order to observe how this trend appears in the actual music notation that has been
preserved to us today, I reviewed the musical fragments that are described and edited in West’s
book Ancient Greek Music. In particular, | was interested in looking at the musical documents
which contain fragments of lament, as book 24 of the Iliad is centered around laments for the death
of Hector. The ancient Greek musical fragments which contain laments are all apparently written
in the Hypolydian, Mixolydian, Hyperaeolian, or Hyperionian modes.% Some of these fragments
have very similar lyric content to the laments in book 24 of the Iliad and as such, observing which
modes they are written in is an important observation for the next step in my melodization

process.*

4.4. Content of the lliad and a Possible Mode of the Melody

When speculating about how the Homeric epics might have been performed, West notes
that “the musical writers take no notice of rhapsodes at all, and no one associates them with singing
in any specific mode,” adding that “some differentiation from speech-melody may have been
maintained”.1% However, while ancient writers on music might not have described the mode that
the Homeric epics were sung in, | want to speculate about what mode could have been chosen by

rhapsodes or other performers of the Homeric epics based upon the emotional content of the text

97 Ramos D. et al., 2011, p. 165.

9% Two of fragments are within one papyrus: Berlin papyrus inv. 6870 (this papyrus also includes a fragmentary
paean and instrumental pieces). There is a fragment of a dramatic lament on the death of Ajax and a fragment of
dramatic lament. One is a fragment on the verso of POxy.3161 of a lament involving Persians and Lydians.

99 West, 1992, p. 277.
100 \\est, 1981, p.124. He also notes that some evidence may survive in Homeric scholia.
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and the ethos of the music, especially for the Homeric performance tradition at the time when the
Bankes Homer papyrus was created (1st century BCE to 2nd century CE). In order to do this, I
need to look more in detail at the content of Book 24 of the Iliad (as mentioned before, the Bankes
Homer papyrus contains the last 677 lines of Book 24). The Iliad can be characterized, using the
terms described by Aristotle in his Poetics, as an “epic tragedy” because it has an epic structure
along with multiple plots and with tragic content. 1°* This characterization becomes especially
apparent in Book 24 of the lliad, which contains some of the most emotional scenes of the epic,
including: Achilles’ mistreatment of the body of Hector, the horror of the gods and the discussions
between Thetis and Achilles, and Iris and Priam; Priam being led into the Greek camp by Hermes
and meeting with Achilles; the speech in which Priam begs Achilles to return Hector’s body and
to think how his father would feel; the scene in which Priam brings Hector back home to Troy;

and the funeral of Hector.

Among the most prominent features of Book 24 are the laments for Hector. The scene
containing these laments starts around line 710 of the book and extends until the last line, line 804.
In this scene, Priam returns to the citadel of Troy with the body of Hector, and when he is spotted
by Kassandra, she cries out and the people of Troy come flooding to the city gates to meet Priam
crying out laments for Hector. Among them are Hector’s wife Andromache, mother Hecuba, and
sister-in-law Helen. When Hector’s body is brought into the palace and laid out, a group of funeral
singers gather around and begin to “chant the song of sorrow”. The women of the palace
(specifically Andromache, Hecuba, and Helen) mourning beside the singers, take turns leading the
singers in the lament. Andromache goes first and leads the mourners in a lament for her husband.

Then Hecuba takes the lead and leads them in a lament for her son. Finally, Helen ends with a

101 \whissell, 2019.
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lament for Hector, and the lliad comes to a close with his funeral. In these heartbreaking scenes,
the laments stand out due to both their content and the fact that they are described as being

performed; the women are described as groaning and chanting.

In particular, when thinking about the performance traditions of Book 24 of the lliad,
questions about the performance of these lament sections are particularly intriguing as certain
scholars have hypothesized that they are an example of different poetic genres existing within the
Homeric epic poems.1% Nagy’s article “Homer and Greek myth” explores the intersection of the
lyric tradition with Homer’s epic.'®® He makes a very strong connection between the common
origins of lyric and of epic in oral poetry, specifically talking about the performance act of
“muthos” which he uses to refer to “speech acts... quotes by Homeric poetry: boasts, threats,
invectives, laments, prophecies and prayers”.1% Nagy emphasizes that the performance of the
actual Homeric poetry would have emulated the “performance traditions” of these ritualistic
speech and singing acts. He notes specifically the performances of lament in book 24: “The
quotations of laments performed by women in the lliad show a poetic form that belongs to the
general category of lyric, not epic”.!%® Extending Nagy’s argument, Casey Dué Hackney cites
evidence that “the lliad and Odyssey include within the overall epic frame the conventions and
allusive power of a number of other pre-existing verbal art forms, including prayer, supplication,
boasting, and insulting, as well as lament”.1% She suggests that “women’s lament traditions may

have played a crucial role in the development of Greek epic and tragedy, which was traditionally

102 Martin, 1989.

103 Nagy, 2007

104 |id, p. 54.

105 1pid, p. 57.

106 py¢ Hackney, 2003, p. 63
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performed by men”.1% Pointing out that “the majority of women’s speech in the Iliad and the
Odyssey is closely related to lament in both language and theme”, she concludes that “epic
subsumes a distinctly feminine mode of singing within its own mode of expression, the dactylic

hexameter, no doubt transforming it but also maintaining many of its essential features”.1%

As noted by Nagy and Dué Hackney, it is important to consider the performance of the
laments in the Homeric epics as part of a tradition of laments that had existed in the ancient
Mediterranean for thousands of years. As such, this was the motivation behind choosing a passage
of lament for beginning my melodization of the text of the Bankes Homer papyrus. | thought it
would be interesting to consider how these laments (lines 710-804 of Book 24), and the book that
they are contained in, would have been performed to reflect their content and musical tradition. As
mentioned in Chapter 4.4, philosophers connected the emotions of grief, sadness, and melancholy
with the Mixolydian and Syntolydian modes, and thus it was appropriate for laments to be
performed based in these modes. Following from this, | decided to base my melodization of the
laments for Hector, in particular, in the Mixolydian mode as it was described by Aristoxenus. |
chose to use the Modal system of Aristoxenus due to the dating of the Bankes Homer papyrus to
the 2nd century CE. As was described in previous sections, West and Hagel base their melodization
in the more ancient lonian mode. By the time of Aristoxenus in the 3rd century BCE, when the
Greater Perfect system of scales was firmly established, the lonian mode was no longer in use and
when it came back in use by late antiquity it was a different mode completely (a variation of what
was called the “Phrygian mode”). Thus, since | am interested in the melodization of a text from

the 2nd century CE, | have chosen to use the Mixolydian mode from the Aristoxenian system,

107 |pid
108 |pig.
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which would have been firmly established and could have been used in the performance
community (“Aristoxenus’ system was close to the one generally accepted in later Antiquity”).1%°

The ideas of ancient Greek modal theory are complex and very hard to organize and
reconstruct. This is a subject that my work in the future might delve more into, especially into the

theoretical construction of these modes. However, for the purpose of this paper, | want to proceed

with the melodization of the laments for Hector based upon a Mixolydian mode.

4.5. Reciting/Singing Homer

In considering the performance of “songs” in the ancient world, Plato describes that there
is a relationship between the three elements of the song—speech, melody, and rhythm-— and that the
melody and rhythm of the song must follow the words and content of the text. 1° Following from
this, when thinking about creating a reconstruction of a Greek text, it is important to think about
both the rhythm and the melody.

In the melodization of Greek poetry, the rhythm of the song is found in the rhythm of the
meter of the poetry itself. So, in the Homeric epics, the meter is dactylic hexameter (each line is
made up of 6 “feet” and in each foot, there is either a dactyl-one short and two long syllables— or
a spondee—two long syllables) and by performing the lines in this meter we get the meter of the
song.

Now, I will start with my melodization of the laments of Hector in two ways. First, | will
reconstruct West’s method and create a melodization of the laments in the Ionian mode, as written

by Aristides Quintilianus. Then, I will make my own melodization in the Aristoxenian Mixolydian

109 \west, 1992, p. 231.
110 plato Republic.111.398d
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mode and put both of them side by side to see the difference in how they sound. As described in
Chapter 3.2, in which mention is made of Nagy’s argument that the accentuation in the Bankes
Homer papyrus lays out the melodic contour of the lines, it seems to be possible to draw out a
“relative” melodic line from the accentuation that is in the Bankes Homer.

I will be looking at lines 740-745 (as accented in the papyrus, see Figure 9 for a screenshot
of the lines in the papyrus). These are the last six lines of Andromache’s lament for her husband
(using the accentuation from the Bankes Homer papyrus):

740 1o xou pv Aaot pev odvpovrtot kora dotottt

Therefore your people are grieving for you all throughout their city,
741 apntov o€ ToKeDOL YOOV Kot mEVOOG 0o

and you left for your parents mourning and sorrow beyond words
742 extop- gpol 0 polota Aedetyeton dlyea Avypd:

Hector, but for me passing all others is left the bitterness and the pain,
743 ov yap pot Bvnokmv Aexéwv ek’ yepag Opeas:

for you did not die in bed, and stretch your arms to me,
744 0vd€ T1 oL ETMEG TUKIVOV ETTOG: OV TE KEV OULEL

nor spoke to me any word of wisdom on which
745 pepvnuny voktog te Kot fjpata ddkpu yeovoa-

I might have pondered night and day while shedding tears.

Looking at these lines, I then drew out the accented melodic contour lines and placed them on top

of the rhythm of the lines to see the melody and the rhythm together separately from the words.

111 1n the Bankes Homer papyrus the first scribe has written nept aotv and this has been corrected to kata dotv by
the second hand
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Based upon the rules that were described in Chapter 1.3 and pointed out by scholars such as Hagel,
acute and grave accents indicate a rise in pitch, a circumflex indicates a rise and then fall in pitch
on the same syllable, and the melody does not fall after a grave accent until either a grammatical
pause or the next accent. These rules allow us to create a melodic contour for these lines which

can be illustrated as such:
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HEMVNUNV VUKTAG TE Kal fjpaTa dakpu xEouoa.

The melody does not stop at the end of a line if there is no grammatical pause. Thus, at the end of
the first line, the melody rises (on aiei), and the melody on the next line (pepvnunv) continues on
that same pitch. In addition, D’ Angour notes that through a statistical analysis, Hagel was able to
determine that generally in each line, the “melodic line standardly rises at the start, falls at a point
around the central part of the verse, then resumes a rise before a final cadential fall at the end of
the verse”.1*2 There are also rare occurrences of lines that end on a high-pitched syllable, but after
that, the next line generally falls in pitch around the middle of the line (the third-foot caesura) so
that the shape of the phrase does still finish.*® West also notes that in lines where the melodic line
is not resolved to the original note, it is possible (based on descriptions of performances by bards

and rhapsodes in words like the Odyssey) that the performer might have filled the spaces between

112 D’Angour, 2018, p. 52-53.
113 1pid.
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lines with instrumental improvisation. Logically it seems that the performer could have come back
to the initial note through his improvisation, so that every phrase would start on the same tonic
note. It is also important to note that a phrase does not necessarily stop at the end of a line, the end
of the phrase usually comes with punctuation and this might be in the middle or the end of the line.

In order to move from the “relative” melodic line to a melodization, my next step is to
apply a mode to the melodic contour in order to create the melody. As mentioned before, | will
first use West’s method of creating the melodization based upon the Ionian mode. I was able to
find the reconstruction of the lonian mode with the notes—e,f,a,d— in West’s work, so I chose to
use this approximation of the mode. Since we do not actually know the accurate pitch values of
the notes used in the ancient Greek modal systems, these reconstructions are approximations of
the pitches in the modern Equal Temperament tuning system and are represented by the modern
Western European tradition of notation. This approximation is proposed by West as, “the note-
values given here serve merely to characterize the intervals of the scale: we do not know the proper
pitch”.14 See Figure 10 for a key to the notation that | used in these scores and Figure 11 for the
reconstruction of the lonian mode and the melodization of the Iliad Book 24 lines 740-745 in the
lonian mode. The recordings for my reconstruction of each of the modes and the following
melodizations are included on the page “Melodization of the Bankes Homer Papyrus” in the digital
exhibit that I created, “Ancient Greek Music Reconstruction: the Homeric Epics”.11°

Through this melodization, it is possible to see that the actual movement of the pitches in
the line is quite limited and the sound is very distinct. My next step is to create a version of the

melodization of a section of the laments for Hector, as marked by the accentuation that is present

114 \West, 1992, p. 173.
115 hitps://homericsong.omeka.net/exhibits/show/ancient-greek-music/reconstruction-of-the-bankes-h
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in Bankes Homer, in a Mixolydian mode in order to reflect the content and genre of lament and to
evoke emotions related to this content in the listener. See Figure 12 for the reconstruction of the
Mixolydian mode and the melodization of the lines in the Mixolydian mode.

In listening to this melodization, | found it really interesting that the Mixolydian version
does sound more ‘“sad” and “melancholy” to me in comparison with the Ionian version (which
sounded a bit lighter to me and more “pleasant” with a wider range of pitches due to the jump
between the second and third pitches of the scale), especially when | knew the content of the lines
that | was singing. Of course, this is my own subjective point of view, but listening to the two side-
by-side does show an interesting example of how choice of mode can affect the melody that is

produced by the same relative melodic contour.

4.6. Summary and Conclusion of Chapter 4

In Chapter 4 of my thesis, | demonstrated a possible approach for the melodization of the
Homer epics based on the accentuated text of Book 24 of the Iliad that is in the Bankes Homer
papyrus. The approach that | followed and built upon, originally suggested by West in his work
“Singing Homer”, springs from the well-known observation (also confirmed by statistical studies)
that in some ancient Greek musical documents, which have both music notation and accents placed
above the corresponding text, the melody apparently is coordinated with the accentuation patterns
(see Chapter 1.3). Following the train of thought that the melody of ancient Greek musical pieces
followed the accentual patterns of the language, this phenomena can be used in thinking about the
reconstruction of the melody of a text if the ancient accentuation patterns of the text are known

from papyri or manuscripts.
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In particular, I worked on a melodization for 6 lines of Andromache’s lament at the end of
Book 24 using the original accentuation of the text found in Bankes Homer papyrus. In order to
reconstruct the melody of the text, in addition to using the “rules” that relate the patterns of
accentuation to the relative melodic patterns of the line (see chapter 1.3), | hypothesized that the
whole melody could be reconstructed by choosing which mode the melody should be built upon.
| chose the Mixolydian mode through the assumption, based upon ancient Greek music philosophy
and theory, that the text’s emotional content could have been related to the musical “mode” that it
was performed in through the ancient Greek concept of the ethos of music and how this can affect
the ethos of humans themselves. My result is presented in the form of a melodic score and sound
recordings corresponding to these lines of text.

In this thesis, my reconstruction was focused almost completely on the melody of these
lines. However, there are so many other elements of music that also need to be considered as a part
of a “reconstruction” and I plan to go through several of these elements in my further research.
One of the most important of these elements is the rhythm of the music. While the basic rhythm
of the text can be determined through the analysis of the metrical patterns of the poem, there are
S0 many variations and uses of rhythm in Homer and the “interplay” of the different rhythmic and
the melody could be a subject of my further research. Also, in this melodization attempt, I did not
consider in great detail the influence on the performance of the epic of how the “melodic patterns”
reflected in the selective accent placement in the Bankes Homer could be related throughout the
entire papyrus and the influence of the “selective placement of marks of quantity”” and punctuation
also found throughout the entire papyrus (see Chapter 3). | hope to go more in-depth into these

questions in my further research.
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I would like to conclude this section with a quote from West: “We cannot know exactly
how Homer was sung, how Homer sang. But the arguments that have been presented, however
frail, are rational, and an exempli gratia reconstruction based on them may bring us nearer than we
have been to an idea of the kind of thing Homeric singing was”.116 | think that this summarizes
really well the purpose and worth behind the process of the melodization and reconstruction of the

Homeric epics.!t’

116 \west, 1981, p.123.

17 Other examples of the melodization of various literary texts can be found in D’ Angour: Sappho's brothers poem,
https://www.bbc.co.uk/sounds/play/p02qpz87 , and Conser, Pitch Accent and Melody in Aeschylean Song, Greek
and Roman Musical Studies 8 (2020). p. 254-278.
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Chapter 5

Conclusions

In this BPhil thesis, | presented the results of my investigation of some aspects of Homeric
performance based on my extensive examination of the diacritical and marginal markings in the
Bankes Homer papyrus. In my analysis | focused on the possibility that the extensive markings in
the papyrus had a performance function and on the possibility that | could reconstruct a version of
the “melody” of the song of book 24 of the Homeric epics, based on the accentuation patterns in
the papyrus.

Through this project | conducted a systematic examination of the entire papyrus (the last
675 lines of the Iliad Book 24) using the online high definition images published online by the
British Library. As my results, | found that:

a) the accentuation system used in the Bankes Homer papyrus is different from the

accentuation system used in modern critical editions of Homer in multiple ways: the

distribution of the placement of accent markings (acute, grave, circumflex) in the papyrus

is more sparse that in modern editions where accents are present on nearly every word

(there 1895 accent marks in the papyrus vs. 4262 accent marks in the critical editions) and

the patterns in the placement of accents in the words in the papyrus, in general, seem to

follow ‘rules’ and patterns that are characteristic of an older Greek system of accentuation

based on pitch.

b) both the diacritical marking (accents, diaereses, breathing and elision marks) and

markings of quantity (139 marks in the entire papyrus) are distributed quite uniformly over

the entire papyrus (e.g. there are no gaps), suggesting that they were placed by the

diorthotes in their specific positions on purpose.
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c) the patterns of the placement of both accentuation markings and markings of quantity
in the papyrus seem to follow the phenomena of “selective placement accents” and
“elective placement of markings of quantity” as was suggested by Nagy. In addition, |
found a number of marginal markings (paragraphoi (40 signs), character names (40), and
line number markings (7)) that are also distributed all over the papyrus.

Based on this examination of the diacritical and marginal markings in the Bankes Homer papyrus,
| was able to find evidence for the idea that the papyrus might have been marked by the diorthotes
as a “script” that could be prepared and used for the purpose of performance.

In addition to my examination of the accentuation patterns in the Bankes Homer papyrus,
[ attempted to reconstruct a possible melody that could correspond to the ‘relative’ melodic contour
line marked by the accents. This reconstruction builds on arguments by scholars that it is possible
to draw out the melodic contour of how the epics were performed from the accentuation of the
text. For the purpose of melodization, | revised the procedure that West and later Hagel used in
order to reconstruct the melody and performance of sections of the Homeric epics. Particularly,
my approach is based upon the accentuation markings that are present in the papyrus, while West
and Hagel use an accentuation that appears to be analogous to the accentuation in modern critical
editions of Homer. Secondly, through discussions of ancient Greek music theory and philosophy
and genre, | hypothesized that the melody could be based in the Mixolydian or Syntonolydian
modes. This hypothesis was based on the assumption that the mode should correspond to the
content of the text , an assumption itself based on the concept of musical ethos and the connection
with the human ethos. In contrast West, focusing on reconstructing and understanding the original
performance of the Homeric epics in the Archaic and Classical periods, hypothesizes that the epic

was performed in the ancient lonic mode (as described by Aristides Quintilianus) and restricted to
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four notes due to the rhapsode performing on a four-string phorminx. Using my approach to
melodization, I reconstructed my version of a possible melody for six lines from the Bankes Homer
papyrus.

Much remains to be done in the future to build upon the research that I conducted for my
BPhil. In particular, more work can be done in the analysis of the punctuation in the papyrus, the
possible interplay between the melody given by accentuation and the rhythm of the text that is
determined by the meter, and | am interested in possibly conducting a more in-depth statistical
analysis of the patterns in the text with the involvement of the tools and instruments of digital
humanities. The method that | developed and used in this research can also be applied to other
literary papyri, specifically those that (according to Parsons) may be formatted similarly as
dramatic performance texts. | hope that | will be able to continue these explorations in the future.
Nevertheless, | believe the Bankes Homer papyrus is a unique document that provides an
opportunity for a new look to some aspects of the Homeric epic performance traditions,

particularly in Egypt where it was found. It may truly be a “window into Homeric Song”.
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FIGURES

Figure 1: Map of Egypt, the
pinpoint is Elephantine in the
Nile River.

:g Papyrus 114 2nd century, The Bankes Homer, consisting of lliad 24.127-804 (P. Lond. Lit. 28; TM 60500), with a colophon at the end: 'lAiadog Q. Imperfect, lacking the first 126
‘é’; Content

ga show link View [Single  v| Direction [Leftto Right v| tiar @
Ls

Figure 2: The image of the full Bankes Homer Papyrus in the British Library manuscript viewer.

It is possible to zoom into each of the separate columns and quite close into each line, there
is also a viewer for the verso (back side of the papyrus)
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257 pfotopat’ avtifeov,kontpoilovinmoydpuny,

Mnotopd 1’ avtibeov kai Tpwilov inmoydpunv

Mestor like a god and Troilos whose delight was in horses

Figure 3: Example of line 24.257 in the Bankes Homer.

1st line: direct transcription of the Bankes Homer including ancient diacritical markings,
punctuation and scriptio continua; 2nd line: line from OCT Homer; 3rd line: translation of
line by Lattimore.

Figure 4:Examples of diacritical
markings in the Bankes Homer.

There is a circumflex in the top line, a macron and rough breathing mark in the second
line, and a punctuation mark and acute accent in the third line.

LY | Ci. ‘.? ‘J‘Q
Figure 5: Examples of Marginalia
in the Bankes Homer.

Marginalia by the first hand can be seen in the last line of text in the bottom right, and in a
section divider (in the image the marking that looks like <Z>); the second hand can be seen
in the upper left hand corner making a correction in the text

71



12
-E 10
E B e * i b - - - -
% AR ok A il & AR AR 4 B e ARAR L AR SRR SRR B B AR AR A BRA k. & LRLRARE R
o B
o
El: 4
2 2

1]

[4] 100 200 300 400 500 BO0 F00 8OO a00
Line number
« Modern editions of Homar  ® Bankes Homer

Figure 6: Number of accent marks in every line of Book 24 in the Bankes Homer and Modern
Editions of Homer.

Number of markings of quantity per line in the Bankes Homer
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Figure 7: Graph with the number of markings of quantity per line of the papyrus.
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Figure 8: Example of a paragraphos

symbol in the Bankes Homer.

Figure 9: Screenshot of lines 740-745 of the Bankes Homer Papyrus: the last six lines of

Andromache’s lament for Hector.

N o+a4ion k&j

4

4o notes

i Bhe S\jfﬁba

Figure 10: Key for rhythmic notation used in the melodization score.
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Figure 11: Melodization of Book 24 lines 740-745 in the lonian mode.

Written in the lonian mode according to the recommendation by West. The top line is the
approximation of the notes of the lonian mode in modern musical notation-e,f,a,d

anim“’
Tonian

"

i —
= — —

[D

ov J’JP A Ovv] crwv AL Xi/ wv R Xil pag O’{Dig &5 .

n h 4
| s —— = f } 7 ’
¢ » s . y <
ov é)i T po ¢T n& nuvel vov £RoS oy T Kivdl &l
al

P 5
1 | F l | L ]
1 I 1 I L | ! 1 1
1 1

M gy vuE TS Te K ‘]\ po- ™ Sufkfuxf ov ow*

74



Figure 12: Melodization of Book 24 lines 740-745 in the Mixolydian mode.

Written in the Mixolydian mode following my speculations. The top line is the
approximation of the notes of the Mixolydian mode in modern musical notation—
b,c,d,e f,g,a,b.
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APPENDIX 1

Bankes Homer papyrus transcription

(the (*) refer to notes in the apparatus at the bottom of the transcription and indicate where a
letter has been manually crossed out or a substitution has been made by the second hand)

columni

127[yept te puv kotepellev- €mog T’ épar ek T o[v]opale:
[texvo]y g[nov teo plexpig odvpouev[og klat axevmy
[onv €]oeon kpa[dmv] pepvnuevog 6v’te [t1] o(*)ettov-
130 [ovt gv]vng: aya[Bov] d€ yovaukt mep v o[hd]mTt:
[Loy]eod’ ov yap pot dnpov Pen- aArd ot ndn

[oyyt] mopEotniey Bavatog kKo poipa Kpatain:

[aAA] epébev EHVEG dra- dloc &€ tot dyyehog et
okv{[ecb]dt cot pnoi Beovg: & 6’ €0y mavTv

135 aBay[at]ov kexordobat: 0Tt PpEct pavouévno
ekto[p eyeig] Tapo vipuot Kopwvicty: ovd aréAvcac:

AN aye [on Avc]ov: vekpoto de dEEan[e] (*) dmova-

mv on af[ro]uelBouevog Tpocepn modag mKLS AIAAELS:
(added at left: ayidlevc) td em O¢ Gmova, PEPOL Kot VEKPOV O1yolTo-
140 &1 oM wpdPpovi Bup® OAVUTIOS OV TOG OVOYEL:

——m¢ ol y ev vn@v ayvpel(*) untp € Ko Hiog

TOAAQ TTPOG AAANAOVG £TTEN TTEPOEVT CLYOPEVOV

1P 0 OTPLVE KPOVIOT|G €1 TAoV TpTVv-

(added at left: <a>) Baok 1[0t ip]t Taxeto Aimovg” £€60vg ovAvuzr[o]io
145 Gy[yethov] Tprape peyaintopt ido[v eljow-

AMvcacB]ot eihov viov 10vt emt vnog [oyat]ov-
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ddpa & oAt eepépey ta k[xJe(*): Bopov [mvin-
Otlov- unodé Tig ahAog aua tpov itfo avinpe:

Kknpvé tic o] oi(*) Emotto yepdutepog 6¢ k' [1Bvvor]-
150 f[pov]ovg ko dpaav Ebtpoyov- nke(*) [kot avtt]g
v[expo]v ayot Tpott Aoty TOV ekTOvVE [S10G o] Alevc:
unde o1 Bovartog perétm epeot- undle T tapplog:
To0l0V Yap ol TouToV omdooouey afpyelpd]viny:

0G a&el €lmG KeV oYV aIAANT TeEAdooN

155 awtap emnyv aydynow oo kKhoiny aythin[og]
OVT’ OTOG KTEVEEL: OO T GAAOVG TtovTog epVE[et]-
o0te yop(*) 6T AppmV 0T AGKOTOG OVT oAl Tnu]wv-
A0 LOAEVOVKEWMG TKETEWD TTEPLONCETAL AVOPOG:
———C EQUT: MPTO € Ip1c 0eEALOTOC ayyeAéovaa:
160 i&ev 6’ ec mPLOPOL0* KIYEV O EVOTTV TE YOOV TE*
TOLdOEG LeV TATEP APl Kabuevot €voobev aving
daxpuov (*)eluat’ Epupov- 0 O v LEGGOLGL YEPOILOG
EVIVTLAG €V YAOVY] KEKAAVUUEVOS: QUL OE TTOAAN
KOTIPOG ENV KEPOATN TE KO AVYEVL TOTO YEPOVTOG:

165 v(*) pa KLAVOOUEVOG KOTEUNGATO XEPOLV ETOL:
Buyatepeg &+ avo ddUAT 10 VOOL ®OHPOVTO

TOV UIUVNOKOUEVOL O 01 TOAEES T€ Kot €60A01

YEPOV VT APYEIDOV KEOTO YLYOG OAECAVTES:
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column ii

[o1]n 6¢ Topa Tplapov d10¢ ayyerlog nde Tpog[nv]da
170 tvtBov @Beviapevn: Tov de TpOIOG EALAPE Yyl
(added at left: 1p1c)0apoet dapdovidn mplope epEct: un &€ tL TépPet-
OV LEV YOP TOL EY® KOKOV OGGOUEVT] TOO KOV

AL ayaBa @povéovoa, 610G 0€ Tol ayyEAOS ELpLL-

0¢ 6€b avevbev’ emv péya kndeta 1 [0 e]reaipet:

175 Mooobai 6’ kehevev oAdumog Ektop[a d1o]v-
dwpa & oA eepépey T ke Bupov [invn-

Ol0V: UNdé TG aALOG G TPOOY {Tm avnp:

KNpLE Tig TO1 £MOLTO YEPALTEPOS OC K €10LVOL
N[u]iovovug kar apaav 6Tpoxov, NE Kot oTIG

180 vekpov ayotl TPOTL AGTL TOV EKTOVE 010G AYIAAELS:
unde 1 (o) (*) Bavarog perétm @peci- undé Tt topPfog:
TO0G YA TO1 TOUTOG (L’ EYETAL APYELPOVING:

0¢" 6’ a&el Elg KeV ay®V aAANi TeAdoon:

QVTOP ETNV AYAYNGLY E6M KAGINV 0(IAAN OG-

185 6vt’ avtog kTevéeL: amd T AAAOVG TTaVTOG EPLEEL:
ovTE Yop 0T AQpV 6VT doko[r]og duT aMTHU®V:
AL, oA eVOVKEWG 1kéETE [T]epidnoetan [av]dpog:
—— 1 nev ap og gurovg anePn rfod]ag wxéa ipig:
avtop 0 v Vg apagav evtpoyo[v] nruovemy

190 onAico nvoyet, tépwvbo [de dn]oot ex avtng:
avtog 6’eg Bahapov katepriog[to kn]devta

KESPVOV DYopPoPov: 0¢ YAn[vea mo]Aho kexavoel-
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€g 0’ aloyov ekafr ekaréoca[to pov]noev te:

(added at left: mprapog)daipovin 6100y pot olv[umog] dyyehoc nAbe
195 AvcoaoBar erlov viov idvt emt v[no]g ayoiwmv-

d®dpa &’ aytAAnt eepépev td ke Bupov Mvn:

aAN aye pot tode eue Ti Tol Ppeoty [el]deTon evor-

VOGS Yap 1L OVTOV Y€ HEVOG KO BULLOG avaYEL

KE16 T1EvaL €L VNAG €60 GTPOUTOV EVPLV YOOV

200 (added at left: <p>)——wmg parto, KOKVLGEV d€ YuvN Ko apeiPeTo pobw-
(added at left: exafe)® poi mfj 31 To1 Ppeveg dxovt G 10 TEPOC TEP
exMé en avOpmmovg EEtvoug 118’0161V 0VaGGELS:

¢ €0ELEIG emL viag ayoumv eAOEpEY O10C

avopog £¢ 0pBaALLOVG OGS TOl TOAENG TE Kol EGOAOVG

205 vigag eEevdpiée- odMpelov vo Tot fjTop:

€LYAp o aipnoet Kot esdyeTal opBaipoicty

OUNOTNG KoL ametog avnp- o vé SLK[c](*) elenoet:

0VOE TL 6 adéceTat: Vuv 08 KAALOUEY Gvevbev

LEVOL EV UEYAP®: TG O’ MG TOTE LLOTPO KPOLTOUN

210 yewvoueve enévnoe Ave OTE LV TEKOV QTN

apyimodag Kuvag acot EQV andvevde ToKTov

column iii

avdpt Tapa kpaTepm Tod ey ue[c]ov Rrap exoru
ecbépevol TpocsPLGL: TOT AVTLTA EPYN YEVOLTO

modog epov(*)- emel(*) ovte(*) Kokl opevoy ye KoTeKToL:

215 oo TPog TPOOV Kot TPOiadmv Babvkodmmv
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£€0ta0T’ OVTE POPOV PEUVIUEVOV OLT OAEMPNG:

™mv 8’ adte mpooeewne yepm[v] mplopog Oeoetdng:
(added at left: mprapog)un p’ebédovt” iévar kate[pvka]ve: unde pot avtn
OPVIG EVL LUEYAPOLOL KAKOG TTEAEL OLOE |IE TEICELS:

220 g1 pev yop Tig U aAlog emyboviov exelevey

1N ol pavtieg €16t Buookodol M “igptieg:

yebOOG kev @aipev kot voolotedo poAiov:

VOV &’ aVTOG Yop Akovod Bgov Kot E6ESpAKOV AVTNV:
gy ko ovy, ahov[[o] (*) émog écoetan: £1 8¢ pot oica
225tebvapevor Topo ViDLV ooLmV XOAKOKITOV®V:
Bovlopai: avtika Yop He KATAKTEIVEIEV IAAELS

ayKkaG EAOVT glov YoV emnV YooV €& Epov Emv-

— Ko poplopev enidnuato Kol avémyey:

évlev dwdeka pev Tepikorrénc EEEAe TEMAOLG:

230 dwdeka &’ amAQidag YAovag: TOGGOVG d€ TAMNTOG:
10000 Og Papen AEVKa: T0660VG O [€]mt toiot yrtdvag(*)-
YPLGOV O€ TGOS EPEPEV OEKA TOVTA TOAOVTOL:

ek 0g dv aibwvog T[p]utovdag: wigvpog de AéPnrac:

ek 0¢ démog mepi[kai]hec: 10 ol Opijkeg TOPOV avdpeg
235 g&eoinv eMBov[tt pey]a kTépac: ovdé vu Tod mEp
eeloat’ evt ppg[yapot]g 0 yepwv- mept 6 M0eke Bupuw
Acacbat erhov D[1ov 0] d€ TP®OG HeV AmavTog
a10dévoonc anée[pyev Gnecs’ aloypoicty evicowv:
(added at left: mpropoc)éppete AwPnripeg ereyyéeg OV VU Kot LUEWY

240 dikot eott Y60G: 0te U ABeTE KNONGOVTES:
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n o[v]vooce[o]0°(*)- ote] (*) pot kpovidng Cevg dAye edmkev
7ond’ OAECOL TOV OPLOTOV: OTOP YOVOEGHE Kol DUUEG:

PNITEPOL YOP HOAAOV ayarototy on- oecbone(*)

KEWVOL TEOVEUDTOG EVOLPENEY QTP EYMYE

245 wpwv ahamalopevny te Tolv kapoilopévny te

opBaipototy ey Pamv dopov didog elm-

7 kot oknmavio 01En’ avepag: ot 6 oav eo[[E]o(*)

OTEPYOUEVOLO YEPOVTOG: O & Viootv 61cty OUOKAL:

VEIKELOV EAEVOV TE TTAPY T ayobmva T O10V-

250 appova T avt[ue]ipovov(*) te Ponyv ayabov te moA(*)grnv-
dnipoPov kat inmoboov kat S10v ayadov:

EVVEQ: TOTG O YEPOLOG OLOKANGOG EKEAEVECEV:

(added at left: mprapoc) omgdcote pot Koko TEKVOL KATNQOVEG: 60 GuLa ToVTES
ektopog o[[cm]eerret’ (*) avrtt Oofic emt vipvot tepdacOat-

255 @ pOtl £Y® TOVATOTIOG: EMEL TEKVOV VIO OPIGTOVG

column iv

TpO €V €VPE: T®Y 6 00 TIva PN AerelpO[rt]on(*)-
unoeTopa. T avTiBeoV: Kot Tp®IAoV immoydpunyv:

ektopa. T’ (*)eo0¢ Ogog éoke pet avopaotv- ovd[[t]e(*) emrel
avopog ve Bvntov moug Eppevar[e] (*) oAlo Oeolo-

260 tovg pev amwAeg apng: ta & eAEyyed TavTo AEAEUTTOL:
yevotot T opy[n]oton te yoportvminow apiotot-

apvev o g[pi]ewv emdnot aprokTipes:

ovK av on ot apaéav spomiiccat]el]te(*) tdyotar
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towta te Tovt end[t]ert[0]e(*): “va mpriocmpev 6d0io-
265 ——m¢ epat’+ 01 & apa TATPOG VTOISEICAVTES OUOKATV:
ek pev auacav depav ebtpoyov nuoveinv:

Koy tpotoroyn[eal (*)- meipvba de dijoav ex avtng:
Kad 6’ amo TacscaAdPy Luyov ipeov 1OVELOV:

TOEWVOV OUPAAOEV: €D OINKEGGV OPTPOG:

270 ek 6 épepov Quyoddeopov apa Luym evvedmmy:

Kol TO pev €D Katédnkav eDEEGT® ML pPLULD

néln em TPOTN- €M O€ Kpikov E6Topt fAAAOV-

Tp1G 8" ekatepev(*) £dnoav en ouEOAOV: aVTOP ETELITO
€€em g Katédnoay: Vo YAWYEWa O eyvapyay:

275 ek BaAapov Og PEPOVTEG EVEEGTNG EM ATNVNG

VIEOV EKTOPENG KEQPUANG OTEPEICT OTOLVOL:

Cev&av 6 MUOVOVE KPOTEPDVLYOS EVTEGLEPYOVS:

100G p[d] mote Tplop® pvoot ddcav ayiao ddpa-

mmo[v]c o mprap® Hrayov Luyov: 6vg O YEPOILOG

280 av[rog gx]ov atitairev ebééotm: emt @aTvy:

10 [pev] Cevyvdobny ev ddpacty Vynioiot

KknlpvE] ko Tplapog mokve PpEct UNdE EYOVTES
ayy[w]orov 8¢ 6 NAD™ Exafn tetindéT Bvuw

OlVOV €Y0VG €V YEIPL LEM@pova de&Teptiot-

285 ypvoem gv démar 6ppa’ Adtyavte Kot y:

ot 0 wnwv npomdpolfev- émoc T’ (*) epat’ ek T ovopalev:
(added at left: exafn)ti) oncicov dii matpl- Kot £uyeo oikad Tkécban

ay’ €K dSuouevémv avopmv: enel ap’ o€ ye Bupog
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otpuvel(*)c em vnag- epelo pev ovk ghedovong:
290 oA’ €uye0 OV Y EMELTA KEAAIVEPEEL KPOVIDVL
o+ 0G T€ TPOUV Kato TAcHV OpdToL:

a1TeL 0 01 VOV: €0V ayyelov: 6¢ Te O1 QLT
(QIATOTOG O1OVOV+ KAl €D KPOTOC E0TL LEYIGTOV:
de&lov: 6PPA v aVTog £V 0PHUALOIGL VONGOG:
295 1@ micvvog €M VNag TG SAVAWOV TOYVTOADV:
€1 0g 601 0V dMoEL €6V ayyedov gupvoma (evg:
OVK Qv £YOYE G €MELTOL ENOTPVVOLGO. KEAOTUNV

VNOG ET OPYEL®V TEVOL LU TEP LEULOMDTOL:

NV O ATAUEPOUEVOS TTPOGEPT TTPLOLOG Be0E1dNC:

column v

300 (added at left: <y>mpropoc)® yovor ov pév tot 108" apélepey ov o amndnow:
€cOLOV yap oil xepag avacyépey ai K™ elenon:

—] pa- Ko opueimoAoV Tapiny TPV’ O YEPOILOG

YEPSV VOWP EMYEVAL OKNPOTOV: 1] OE TOPESTN

répviov appinolog mpdyoov B’ auo xepciv exovca:

305 viyduevog S komelhov £dEato g ahdyoro-

ebyet’ émelta oTag HeEc® EPKET: AeiPe d€ ovov

OVPOVOV EIGAVIOMV: KOl POVNGOS £TT0G 1L

(added at left: mprapog)lev matep (*)ednbev pedémv kHdIGTE PEYIOTE:
d0G W’ & aytAAnoc 1oV elBev 0 elegivov:

310 mepyov &’ otwvov Tayvv Ayyelov: &g 1€ GOl aVT®

QIATATOC OIOVAV: KL €D KpaTog £0TL peYIoToV(*)
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de€lov: 6PPA v AVTOG £V 0PHOUAUOIGL VONGOG:

T TOLVOG EML VOIS T® SOVOWV TOYLTOAMY -

——®G €QUT’ EVYOUEVOS: TOD O ékAve untieta {evg:
315 avtika 8’ a1EToV TKE TEAEIOTATOV TETENVMDV
uépevov Onpneip’ ov kau Tépkvov[- ca.3 -|karéovoiv:
ocon & vyopopoto Bupn Badapoto TETukToL

avepog agveloio b KANN]g(*) apapvuia-

1066° Gpoa. Tov Ekdtepbev €oav mTeEpPa: £100.TO O GOV
320 6e&log ai&ag o1 AoTE0G: Ol O TOOVTEG

ynOnoav: kot tiotv evi epect Bupog iavon-
OTEPYOUEVOG O™ O YEPWOV EEGTOV EMEPNGATO PPOV*
ek 0 éhace mpobvpoto kar arddveong g[pt]dovmov-
np6cbe pev fuovor eExkov tetpdxk[v]kiov amnvny
325 10g 18010¢ Elavve daippwv- avto[p O]r[t]obe
IO TOVG O YEPWV EQPET®V pdot[yt k]éheve:
KOPTOALLOG KATO AGTL: GIAOL O (L0 TAVTEG ETOVTO
TOAL 0ho@UpAOEVOL MG €1 Bavatovde Kidvta:

o1 0 enel OVV TOAOG KatéPRav Tediov O APIKOVTO-

330 ol pev ap Qyoppot TPOTL TAMOV ATOVEOVTO

TOdEC Kol YapPpot- o 6 ov Adbov gvpvoma {nv

€G TTESLOV TTPOPAVEVTE: TOMV O EAENCE YEPOVTA:

alya O am eppetay Viov ELAOV avTiov NHda-

(added at left: Levc)epueia: ool yap te poiioto ye Giktatov 0TIy
335 avdpt etapicoar- kot T EkAveS @ K £0éAnc0a-

Book’ 101 Kot TPLOpHoV KOTAOG ETL VIjOIG 0L 0LV
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¢ Qyoy: ™G UNT Gp T1g 10M Ut ap T€ vonon

TOV 0AL®V davamv Tpy TNAeiovad TkécOot:

——®C €QOT * OVY AMiONGE SLUKTOPOG APYELPOVING:
340 avtik’énert’ VO TOGGLY €MGOTO KO TESEAL
apppoota ypvoeta- ta uife]v(*) eepov nuev g vypnv
N0 €T ATEPOVO, YOOV QL0 TTVOLTG OVELOL0*

glleto Og pafdov 1 T avopmv oppoto Belyet

column vi

\(hand 2) t@v ebehet, toug 8° avte \ k(ar)/ viveovtag eysipet-/
345 (hand 1) v peta y€potv ex@v TETETO KPATHG APYELPOVTNG:
oo 8 apoL TPOINV T€ Kol EAACTOVIOV TKOVE:

7 6 iévar kovp® acvptntnpu(*) gokax

TPMTOV VANVATI: TOL TTEP XOPLEGTATN NPN-

oi & emel(*) ovv péya ofjpa mapeé oo Ehacoale]v(*)-

350 otijcav ap MUOVOVE TE Kot ITITovS OQpa. Tiotev:

€V TOTOL®* ON YOp Kol €L KVEPOS NALOE Yoo -

Tov & €€ ayyorolo v eppdccato Knpvs

EPUELOY- TTOTL OE TPLOUOV PATO POVNGEVY TE:

(added at left: daoc) ppaleo dapdoavidn: epadéog vo[Ju]ov(*) epya tetvkTar-
355 avop’ opd®- tayo & dppa dStauppaicecHor oim:

OAL" aye ON QELYMUEV £Q TMV- T UV EMELTOL

YOUV®V AYALEVOL MTOVEVGOUEY (L K e oN*

———®G PATO* GLV d€ YEPOVTL VOOG Y010+ de1d1E(*) & avarg:

opBat dg TpLYES £0TAV EML YVAUTTQIOL HEAEGTL:
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360 oti} 0e TaP®OV- awToc & epldvviog(*) eyybbev eAbwv
xepa yepovtog elav(*) egelpeto kat mpooceelmey:

(added at left: epunc)mi) matep ®S wmmovg te Ko udvovg [€]i00vers
VoKt Ot apPpocinv: ote T ebdovoty Bpotot aAAOL:

oVdg oL ¥’ £30E100G LEVEN TTVELOVTOS OYOILOVG:

365 of To1 dvopevéeg ko avapotot yyvs’ edot:

ToV €1 T1g o€ 1datto 0ofv(*) o vokta pédatvay

T06G0d OVELNT  ayovTa: TIG av 01 Tol vOOS et

OVT OLTOG VEOG EGGL: YEPM®V O€ TOL 0VTOG OTNOET

avop’ gfa]rapvvac[0]a(*)6te Tig TpoTEPOG YOAETAIVY -
370 oAl eym ovdev ot peEm kaxov[a](*) kot 8¢ kev ahiov

oed amoAeENcalUL: EIAW O GE TATPL EICK®-

Tov O NUEPET” Emerta yepmV TPLopog Be0gdNg:

(added at left: mplapog)ovtm 1N T4dE Y E6TL PIAOV TEKOC (MG OLYOPEVELC:
oA €TL TIG Ko epelo Bemv Vepéoyebe yepa-

375 B¢ pot To1dvd MKey 000UITOPOV avTiBoAncot

atotov(*), olog dn ov peyag kot £160¢ aynTog:

TEMVLGAL TE VoW« LOKAP®V O €5’ €661 TOKT V-

TOV O aDTE TPOCEETE SLAKTOPOG APYELPOVING:

(added at left: epung)vor on tavTo ye TOVTO YEPOV KOTO LOTPOAY EELTAC!
380 aAA dye pot 10d¢ gime Kol ATPEKEMG KATAAEEOV:

M€ 7N EKTEUTEIS KEWWNALL TTOAAD Kot EGOAN

avopag £ AALOSATOVG: “Tva TEP TAdE TOL GOOL v

] 0N TovTeS Katadeinete TAOV ipMVv

OEIOOTEG: TOTOG YOp OV MPLOTOS OAMAEV
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385 60¢ matg: ov eV YAP T HayMG ETOEVET ALYOLMV-

Tov O NUEPet émetta yepwv Tpropog Beogdng:

column vii
(added at left: mprapog)tic ¢ ov g0l Peplote: TEWV & €€’ €661 TOKN V-

O¢ Lot KaAQ TOV 0TTOV amOTUOV TodOS EVICTES:

ToV O adTE TPOG EEUE SLAKTOPOG APYELPOVING:

390 (added at left: epunc)[mepa] epeio yepaie ko Epeat eKTopa. H10V-
TOV LLEV EY® HOAQ TThyyL Lo EVL KLOLOVELPT

opBaApoo d[ro]rona(*)- kot 0T’ €nL VUG TEAAGCOG
apysovg Kteltveoke doilmv 0&ET yolko:

nueg 6’ eotadteg Bavpalopev: ov yop aytAAens

395 €la papvacHor keyoAwpévog atpeiovt:

TOV peV €Y® Oepammv: o & Nyaye vijug EVEPYNS:

LLPUIBOVOVY O eE’ eyl ToTNP O ELOG EGTL TOADKTOP:

AQVELOG HEV 0 O™ €0TL: YEPWV OE 01 MG GL TTEP MOE:

g€ 8& o1 Diec dactv- eym 8¢ O £PSopog syut-

400 tov peto maAAOueEVog KANP® Aayov ev0ad” Efa]mecOo(*)
(added at left: <A>)vuv 8 nABov nedovd’ amo viov: nddev yop
Onoovto Tept dotv paynv(*) elikoreg ayotot-

aoY0AOMGL yop Orye KaBnUEVOL: OVAE duvavTaL

{oyev e66VUEVOLG TTOAELOV POGIATIES OyonmV:

405 Tov & MueiPet’ énerta yepwv mplopog 0eogldng:
(added at left: mprapog)et pev om Bepammv TNANiadem® aythAnog

€ig diye On pot macav oAnBEmy katdAeEov:
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1] €Tt TOp VijeoOV EUOC TG € v oM
o1 KVG1V HEAETOTL TOU®V TPOLONKEV OrYIAAEVLC:

410

Tov O aDTE TPOGEEINE SIUKTOPOG OLPYELPOVTEC:
(added at left: epunc)® yepov: 00 m® TOV Y€ KUVES POYOV OV OL®VOL-
OAL" €TL KETVOG KELTOU OL(IAANOC TTapaL Vi
avTOG &V KAMoinot: dvmdekatnoi](*) 6¢ tor non
KEWEV®: 0V €TL O1 YPAG ONTETAL: OLOE ULV EVANL
415 éc60ovg- ai pd te OTOC 0PNIPATOVS KATEIOVGL:
1l pév v mept ofjpa €00 £TaPO10 PLAOL0
EAKEL AKNOECTMG NAG OTE d10, POvAT:
0VdE v atoyvvel. Onoio kev avtog efo]teErdmv(*)
olov £EPOMELS KELTAL, TEPL O Ol VEVITITOL,
420 0voé mobt opog: GVV & EAKEN TAVTO, LEPVKEV
0GG’ ETVTN: TOAEEC YOP ET AVT® YOAKOV EAOGGOV*
¢ ot kndovton pakapeg Ocot viog enog (added at right: (hand 2) teoio)
KoL VEKVOG TTEp €0VTOG- £l GO GIAOG TEPL KTpL-
——m¢ @ato- yOncev 6’0 yepwv: Kot apueifeto pobw:
425 (added at left: mpropoc)® texog: 7 p ayabov Kot eviioiye ddpa didodvat
afavatolg: emel 00 TOT EUOG TAG €1 TOT €NV YE
Anbet’ evi pueyopotot Bewv 61 OAVUTOV EXOVGL:
M Ol amopvicavTo Kot ev Bova[de]to1d(*) mep dion-

oAl arye oM T00€ dEE eeD AP KAAOV AAEIGOV
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column viii
430 awrtov 1[[d]e(*) pooar- mepyov d[[yJe(*) pe ovv y[d]e(*) Beoiowy

d9pa Kev £¢ KMoV mNANiadew® apikopot:

TOV O aTE TPOGEEITE SLOKTOPOG APYELPOVING:
(added at left: epung)melpd speio yepoie vemtepoL: 0VOE e TEIGELG:
0¢ pe kE 6€0 dwpa mape” oyAAnifo] (*) déxecOar-
435 tov pev £ym 0£1001KaL KOl adE0UOL TTEPL KTPL
(added at left: \(hand 2) cvAevew/)uopedev: un pot i Kakov puetdémicde yevotro-
001 LEV £Y® TOUTOG KAL KEV KAVTOV apyog “Tkoiunv
evOLKE®MG gv Vi 001 N meCog opapt(*)ewv-

ovk Gv(*) tig tor Toumov Jov]oiooauevoc(*) payéoatto-
440 — ka emoifac p1ovVIOG GppLa Kot ITmovg
Kaprodipwg poote]ryya(*) kot fvio Aaleto yepoiv:

gv 8’ émvens’ Immolst ko MIIOVOLG HEVOS -

aAL" OTE OM TLPYOLG TE VEDV KOl TAPPOV 1KOVTO-

o1 g VeOV TTEPL dOPTA PLAOKTTPEG TOVEOVTO-

445 toic1 6’ VTVOV £XEVE SLAKTOPOG OPYELPOVTING
TAGLY- Aeap O DIEE TLANG KoL ATdGEV Oy oG

€5 0" Qyoye TPLOLOV TE KOl oyAdo ODP €T AmvNG:

AL’ 0te 01 KMGInV TMANIGdem apKovTo

VYNANV: TNV LUPUOOVEG TOMNCAV OVOKTL

450 000p” €MdTnG képoavteg atop kabVTEPOeV Epeyav
AoVNEVT OPOPOV AEL®VODEY OUNCAVTEG:

APl O€ OL LEYOANV OUANV OGOV (VOKTL

oTOVPOIoLY TVKIVOTGL Bupny O £xe Lovvog eMPANG
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elativoc: tov tpeflic pev emeppnoeokov(*)ayaiot:

455 tp(*)eic 6 avadryeskov peyorny kA(*)eida Bupawv-
TOV 0AL®V: 0(IAAEVG O ap EMEPNGECKE KAt 010G

on pa T00° epuelag pLOVVIOG DEE YEPOVTL

€6 0" dyaye KAvta ddpa modw(*)(*)kel Tnisiwvi:

e€ mnov o anéPorvev emt yBova @OVNCEY TE:

460 (added at left: epunc)® yepov- ot ey® Ogog auPpotog elAiovda
EPUELNG: GOT YAp e TaTnp G TOUTOV dTAGGE:

OAL” NTOL eV €Y® TOAWY glGOpOL: 0VO™ AYIAANOG
0POOALOVG EloEUL: VELECOTTOV O€ KEV €1N

abBavatov Beov wde Ppotovg ayamalépey dvinv:

465 tovn &’ eloehAbwv AaPe yovvata TnAgimvog:

KA Py VTTEP TATPOS Kol UNTEPOG NUKOLO10

Moceo kot Tekeog: tva ol ouv Bupov opeivng:

———®G 0PO PMOVNCOG ATERN TPOG LAKPOV OAVUTOV:
eppetog: mplopog o apfe€](*) mmov akto yopdale:

470 1aiov o Kot adOL Mmev: O g pipvev epdKkmv
IOV NUIOVOUG Te- Yepwv & (*)ebug kiev otkov-

™ p aythAevg “Ceoke St e1AOG: av € PV avTov

column ix

éup’€tapot &’ amdvevde kabélato: T og dv O

Npo¢ avtopedmv te Ko dAxiuog (*)vioc apnog (added at right: 6oc)
475 ndumvoov mapedvie: véov & ané[n]Anyev(*) edwong

¢000Vv Kot TEW®V £TL Kot TOPEKELTO TpOmeELQL:
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T0VG & €MD’ eloeABV TPLapog peyag: Gyyt O apa oTag
YEPOLV aYIAANOC AaE YOUVOTO KO KUGE YEPOG

dewvag avopo@ovovs: au ol ToAéag ktavov viag- (added at right: moudopovouc)
480 ¢ 6’0t av avdp’ atn Tukvn Aapn: 0G T VL TOTPN
QMTO KotokTewag ALV e&[e]ikeTo dnpov

avopog £g apvELov- Baupog o srxev(*) elcopdmvTog:
¢ aythAevg Baupnoev idav prapov Beotdéa-
Oaupnoav de kKot aAlot- £g aAAAOLG O€ 100VTO-

485 tov kol MoGOUEVOG TTPLOLLOG TTPOG LuBov Eemey:
(added at left: mprapog)uvicot Totpog oelo Beotg emteicel aythiey
TNAIKOL (G TTEP EYAV: OAOD EML YTiPOOG OVO®-

KOl LLEV TTOV KELVOV TEPLVALETOL ALUPIG EOVTEG

TEPOVG + OLOE TIG EGTLV APTV KOl AOTYOV OpluvoL:

490 oA\’ Mot kewog ye 6€0ev {HOVTOC aKOLMV

YopeL T eV QUU®- EMEL T  EATETOL TiLOTOL TTOVTOL
Odyeabat priov viov amo TpdmBev(*) pordvra-

QTP EYM TOVATOTHOG ETEL TEKVOV VIO APIGTOVC
TPOLN €V EVPEL TAV 0V TvaL ML AeAeipBa-

495 mevtikovtd pot noav 6t HAvbov Dieg ayaimy-
evveakadeka(*) pev pot i ek vndvog noav:

TOVG O OAAOLG O ETIKTOV EVL LUEYOPOLGL YUVOIKES:
TOV eV TOAA®V B0DPOS apng Vo YodvaT EAVGEV:

0¢ 0€ pot 6iog Env: £1pVTOo O€ 0IGTL KOl AVTOVG:

500 tév 6V TPONV KTEWES OUVVOLEVOV TTEPL TOTPNG:

(added at left: <e>)extopa: 10D VUV Elvey IKOVEO VIOG OOULDV
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AVoOUEVOG TTOPa. GETO: PEP® O AmEPELTL AmOVaL:

AL a1d€lo Beovg aytdhev: awtov T eAENcov

LVNGAUEVOG GOV TTATPOG: £YM O EAEEVOTEPOG TEP:

505 £tAnv &8 o1 6v o T1g emyB6VIog (*)yévetr adrog (added at right: Bpotog aAhog)-
avOPOG TALO0POVOL0 TOTL GTOUA YXETP  OpEyesbar

——m¢ ato- T® 6 apa’ watpoc ve [e]inepov dpoe yooL0-
AYapeEVOg O apal YEWPOG AmMSGOTO KO YEPOVTOL:

TM 0€ LWWNOOUEVD O LEV EKTOPOS OVOPOPOVOLO

KAGL Ad01va mpomdpotfe modwv o(IAAN0G:

510 avtap aydhevg KAGEV €6V matép dAloTe & adTE
TOTPOKAOV: TOV O€ GTOVOYT KOTA ODUAT OPDOGEL:

TP EMEL PaL YOOL0 TETAPTETO JLOG AYIAAELG:

KAt ol amo wpamidwv HAO™ Tuepog 10 amd yviwv:

515avtik’amo Opovov dPTo- YEPOVTA OE XEPOS OVESTN

column x

OIKTEIP®V TOMOV TE AP TOMOV TE YEVEIOV-

KoL (v povnoag €mo ttepdEVTa TPOoTHON

(added at left: aythdevg)a Sl 1 6N TOALO KOK GVGYEO GOV KOTO Bupov:
G £TANG emt vij[ag] axarmv eAOépev olog

520 avopog g 0pBadovg O¢ Tol TOAENS TE Kot E6OA0VG

vigog e€evapi&ale] (*)- odnpetov vi tot fjtop-

aAM aye on kat ap £Cev gmt Bpovov arAalyea(*) &° Eumng

ev Bouo kotokeiobafl] edoopey ayvopevor tep:

oV Yap Tic TpT&Lg mEAETOL KpLEPOTO YOO10-
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525 mg yap emexAdoavto Beot dethoiot fpotoiot

e ayvopévols: avtol € T aKnOEES 101

doiot yap te mbot katakeatar[0e] (*) ev d10¢ 0ddeL
ddPwV ol H10WGCL KakwV: ETEPOG O EAWV:

O pev K appéiEag don Levg Tepmképavvog:

530 airote(*) pev e Kokm 6 ye kOpeTar: aAlote 6’ o @-
O 8¢ ke TOV Anmv 3N Aoprtov 0nKe:

Kdt € Kokn PovPpmaotic emt 0OV dtav EAAVVEL:

eottd &’ ovte Beotot TeT(*)spévog ovte Ppotoiot:

¢ pev Kot TANT Beot d6Gav ayAda dMdpa.

535 ek yeverng- mavtag yop en’ (*) avOpomovg ekékaoTto
OAP® € TAOVLTO TE AVUGGE O0E LVPLOOVEGGTL:

KAt ot Bvntd govti Ogav moinocav[t](*) axottiv-

oA et Kot T@ Onke Bgog Kokov, 6T Ti 01 00 TU

OOV EV LUEYAPOLGL YOVT] YEVETO KPELOVIMOV:

540 oA’ évo Tod ETEKEV TOVOMPLOV: OVLOE VU TOV YE
ympbokovta Koplw: enel poko ThAOOL TaTtpng

nuot evn]u*) tpom o€ 1€ KNOWV MO€ GO TEKVOL-

Kot 6€ YEPOV TO TPLV eV aKOLOUEV OAPLOV gvar:

0660V AeoPog ave pakapwv(*) £6o¢ evtog eépyet:

545 ko @puyin kabvmephe- kot elAnomovtoc[v](*) anépwv-
TM GE YEPOV TAOVT® TE Kol VIAGL Pact kekdohat:

QTP EMEL TOL T TOS MYAYOV OVPAVIDVES:

alel TOL TEPL OIGTL oYL T 0vVOPOKTOGion TE:

Gvoyeo- und oAMAcToV 00VPED GOV KaTo Bupov:
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550 ov yap \(hand 2) v/ npfiteig axaynpevog viog enog-(added at right: teoto)

0VLOE LV OVOTHGELS TPV KOl KAKOV GAA0 TéOncOa-

Tov O MUEPET emerta yepwV TpLopog Beogdng:

U pe o ¢ Opovov e d10TPePEG: dPpd KEV EKTOP

KNTOL EVI KAMGINGV aKNoNG: aAla Taylota

555 Avcov iv opBaipoicty idw- ov dg 6é&at dmotva

TOAQ: TG TOL QEPOUEV: GV O€ TOVE (*) amodvato- Kot eAOOIC

onv &¢ maTplda youov: enel pe mpotov éacog (added at right: kat’)(Refers to line that is written in
at the bottom of the column)

TOV O 0p’ VIOOPA WMV TPOGEPT TOJOS MKVG OYIAAEVS:

560 (added at left: ayiidevg)unkett vov u’ epébile yepov: voém dg kar avtog /(hand 2) avtov te
Cmewv Kot Opay eoog Neroto-\

column xi

EKTOPA- TOl Avoal- 0100ev d€ pot ayyeloc nAbe

puntnp- 1 1 étexev Buyatnp aiioto yepovtog:

KOl 0€ GE YEWMOK® TPLUUE PPECV: 0VOE e Anbelg

ot' L Bev T1¢’ 6’ 1ye Boag emL Vijag ayoumv:

565 ov yap kev TAdN Bpotog eABgpeV ovde paA’ POV

€G OTPOTOV: OVTE YOp av LAaKag Aabot- ovde k(*) oyfja (added at right: guAdkoc)
pota(*) petoyricoeie Bupamv NUETEPAOV-

TM VOV Un pot poAdov ev dlyeot Bopov opéwvoig-(added at right: vnc)
1 GE YEPOV OLO ALTOV EVL KAMGIGLY E0.GM

570 kon “ikétnv mep ovtar 810¢ & aATOUAL EPETUAG:

——m¢ €QUT + £€00€15eV &0 YepmV Kot emelfeTo PLubo-

mAEdNg d° dikolo Aewv ¢ dhto BOpale:
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ovK’ 010¢- apa T@ ye Svw Bepamovies Emovio

NPOS OAKIUEI®V N AAKILOG: 0V pol LOAMGTOL

575 T aythAevg £TAPOV PETO TATPOKAGY YE Bavovta:
01 160 Vo LuydEY AoV IOV UOVOVG TE*

€5 0" QyOyov KNpuKo KOATOPO TOL0 YEPOVTOG:

Koo & emt Suppov gicov-g(*)vocwtpov &’ em amNvNg
NPEOV ETKOPENG KEPAANG ATEPELCL OTOLVOL:

580 kad & eAmov dvo pape evvvnTOV TE YLITOVO(*)-
OPpa VEKVY TUKAGOG 001N okovoe pépedat-

OU®AG 0" eKKOAEGOG AOVGOL KEAET OUQL T ahenyorl
VOOV OEPACOS: MG UM TPLOUOG 100t VIoV:

un & Lev ayvopéVT Kpadtn YOAOV OVK pVGOLTO

585 tauda 10V, ayliiji 8’ opvOém errov ntop(*),
KA1 € KOTOKTEWVELE: d10G O aAITNTOL EQETHAC

TOV O EMEL 0LV SUDAL AOVGAY KOl YPEICAYV EAOLD-
apet 0 pv eapog kadov Barov nde yrrdvo(*)-
aVTOG TOV ¥ aIALELG AexEmV emEONKeEV apog:

590 ocvv o0 &tapot Nepav VEEGTNV EX ATV V-
AUoEev T ap’ eMELTO PIAOV O OVOUNVEV £TOLPOV:
(added at left: aythdevc)un pot Tatpokie GKLOPOVELEV: i KE TTOON O
€15 Gi00¢ mep eV OTL EKTOPA SOV EALGOL

TATPL QLA®+ EMET OV POt aekén dDKEV dmotva:

595 co1 8" ad eym kot T@VS amoddocopol o6(*)wo(*) enéokev-
— par Ko € KAoinv malv Nie 6106 oytAhevc:

€CeT0 0" ev KMoU® TOALSdAA® £vOeV aveotn

95



TOLYOV TOL ETEPOL TTOTL OE TPLUUOV PATO pvBov:

(added at left: aythdevc)viog pev onM tol Aélvtan yEpov MG EKEAEVEC:
600 Keitan 0'ev Aey€€0G- AL O NOT PAVOUEVT|PL

dyeat avTtog dywv: vov dg pvnodpedo d6pmov-

(added at left: <{>)kau yéap t no[k]opog viopn epviocato o(*)eitov-
1] TEP OMOEKA TALOES EVL LUEYEPOIGY OAOVTO-

€€ uev Ov[ya]repeg- €€ & Vieg PdovTES:

column xii

605 tovg pev andAl®v TEPveY am apyvpéoto Proio
XOOUEVOS VIOPT: Tag 8 apTepLG ToyEatpa

dvvek dpo ANTol EIGACKETO KOAMTOPT|®-

o1 0010 TeKEEWV- M & LT YEWVATO TOALOVG:

T O apa KoL 001® TEP €6VT amo mhvtag OAecoay:
610 ol pev ap’evvijpap KEOT €V OV®- 0VOE TIG TiEV
kab0ayatl- Aaovg dg MbBovg Tomnoe kpov(*)eimv-
T0VG & apa Tf) dekdn Bdyav Beot ovpavimves:

N 8 apa o(*)eitov pvijota: enetl kape ddKpv ytovoa:
VOV O€ TTOL gV TETPNOLY €V HLPEGTY O1OTOAOLGLY

615 gv c1mOA®- 001 oot Beamv Eupeve gvvag
VOLLQO®OV: Ol T AU aEADTOV EPPMOCAVTO:

évBa AiBog mep eodoa Bewv £k kTden TEcoEL:

oA Gye om ko vadi pedoueda d(*)eté yepaie
o(*)ertov- énertd kev avte PrAov Taudo KAdioicHa

620 TAov €1o[...Jayoydv- moAvddkpuTog 8¢ Tol EoTaL:
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— Ko avai&ag 6iv dpyveov oKL aIAAEDS

o@al’ - £Tapot 8’ E0epoV TE Kol AUPETOV €D KOTO KOGLLOV*
pioTUAAOV T G’ EMOTOUEVMG TTEPAV T 0PeAoiot:
ATINCAV TE TEPLPPUIEMS: EPVCAVTO TE TAVTOL:

625 avtopédmv & apa oeitov Ehmv eméveue Tpameln
KOAOLG €V KOVEOLGLV: 0Tap KPEQA VEIIEV O(IAAEVG:

o1 0’em ovelnd’ étoipa mpokéipeda yepag IAAOV:

aLTap EMEL TOGLOG Kot £dNTVOG €€ €pov EvTo-

Ntot dapdaviong Tpropog Bovpal aytAina

630 66606 env 61og \(hand 2) te-/ Bgotot yap avta edKeL-
avtap 6 dapdavionv mpiapov Odvpalev aytiievc:
€1I00PO®V oYV T ayaldnv- kot pobov axovwv:

QTP EMEL TAPTNGAV £C AAANAOVS OPOMVTES:

TOV TPOTEPOG TPOGEEITE YEPWV TTPLOLOG HE0EONG:

635 (added at left: mplopog)Aé€ov vuv pe TayIoTO SI0TPEPES: OPPOL: Kot TOM
Vv Vo YAvkep® Topmodpuedo Koynbéve:

oV Yap o pocav 66 Vo PAEPAPOIGY ELOTOY

&€ 00 6fig Vo YEPGIV £pOC Toug HAE® Ovpov-

OAL" o€l GTEVOY® KoL KTOEN HVPLOL TECC®

640 oG eV YOPTOLGL KLAIVOOUEVOG KT KOTPOV*

vov on kot 6(*)ertov macaunv- kat dibomo ovov

Ae[laJukaving(*) kabenko: mhpog ye pev ov TL TETACUNV-

—] pr aptlhevg & EThpototy 10€ SUOTIoL KEAEVTE

déuvi vt ambovoon(*) Oéuevar kKapryea Koo
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645 mopeupé evParéetv: otopécat T epumEepHE TAMNTOG!
yAoivog T'evOéuevar duiag kabimepev Ecacot:
ol 0 Toov €K LeYAPO10 dAOC LLETO YEPOLV £XOVOOL:

aiya O ap e5TOpEaV dOld Agye’ evKovEoLGaL:

column xiii

TOV O EMKEMPTOUEDV TPOGEPT TOJUS MKVG AYIAAEVS:

650 (added at left: ayiAdevc)extdc pev om AEE0 yepOV GIAE pn TIC OroUmV
evldo’ eméAONoY BovAn@oOpog: ol T€ pot aiet

BovAag BovAevovot Taptipevot 1| Bgpig eott:

TV £1 T1G o€ 1001To Bo1Vv d1o vuKTa pLEANLVOY -

avtik ad’e&émot ayapeuvovt Touevt Aowv- (added at left: avtic’ ov)
655 Kd kev avapAncic Ac1og vekpoio YEvolto-

OAL"+ Qye Lol TOOE EUTE KOl OTPEKEMG KOTAAEEOV -

TOGG fpap HERovVos KTepeilépey ektopa dlov:

OPpa TEMG AVTOC TE PEVM KOl AAOV EPUK®

Tov O MuéPet’ €nerta yepmV TPLapog Oeoeiong:

660 (added at left: mplopog)et pev oM p e0éleic TeEAécon POV EKTOPL S1®-
®3¢ ke pot pélmv ayidhey kexopiopéva Oemg:

oicba yap ¢ koto dotv eélpueda- AOOL & VAN (*)v-

atépev €€ Opeog: Lodo € TPDES OEOACLY-

evvijLop HEV K OTOV EVL LUEYAPOLS YOOMLEV -

665 1t dekatn o€ ke BamToyey- ddvuTtd 1€ Aoog:

EVOEKATN O KE TUUPOV ET QLT TOCALLEV -

1] 8¢ dvwdekdrn mrodepiEopey €1 mep avaykn:
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ToV O’ adTE TPooeEUe TOdAKPNG S10G aytAAEVC:
(added at left: ayiilevc)éotan Tot Kot TaDTO YEPOV TPLOL OG GV KEAEVELG:
670 oyfic® yop TOAELOV TOGGOV YpOovoV HGGOV AvmYas:
———®G 0PO PMOVNCOG EML KOPTD XEPO YEPOVTOG
EMLoPe de&itepn: Un g dgioet evi Bup-

Ol eV ap €V TPOSOU® OOV CVTOV KON GOVTO

KNPLE Kot TPLOHOG TUKIVA PPECL UTOE EYOVTES:

675 avtop ayAlevg e0de puy® KAMGING ELINKTOL-

10 0¢ Bpronig mopehe&ato KOAMTAPNOGC:!

GAAOL HEV pa B0l TE KOl AVEPES UTTTOKOPVGTAL

£000V(*) TaVVOYL0l LOAOK® SESUNUEVOL DTV

OAL OVY’ EPUELOV EPLOVVIOV VTTVOG ELLOPTITEV

680 oppawvovt’ ava Bupov omwe Tplapov Pactifio

VoV eknépyele Aabav Tepoug TLAAMPOLS:

oTh O ap VIEP KEPAANG: Kol pv Tpog poubov géimev
(added at left: epung)®d yepov- 6v vO 1L 601 Ye peAel Kokov- olov €0’ e0dEIC
avOpaGLY €V ONTOIGIV: EMEL G 100V UYIAAEVG:

685 Kot vuv pev eriov KoV EAVGH0: TOAAL O EdMKOG
o€ilo 0€ kev Lo kal TPIS TOGA OOIEV AoV

ondeg: Tol PeT Omobe Aehppévor: ol K Ayopuepvov
YVON G’ ATPEWONG YVDW®GL OE TOVTES 0L OLOL:

———mC €QOT £00€10eV O O YEp®V KNpuka & aviotn:
690 toiow 6’ épuetog Cevs’ immovg nUIGVOLG Té-

plLea O ap’ aVTOC EAOVVE KOTH GTPOUTOV: OVOE TIC EYVO"
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column Xiv

aAL’Ote 01 mOpov i&ov ebppelog motapolo-:
EPLELNG eV EMELT AMEPN TPOS LOKPOV OADUTOV-
6951 Mg O KPoKOTETAOG £KIOVATO TACAV ETT 0T0V-
01 &’ €1c dotv AV O1umYN T€ otovoym(*) e
mrovg: NUiovol dg VEKLY PEPOV: 0VOE TIG OALOG
gyve mpoch’ avdpdV KOAMLDVOV TE YOVOIK®V:
AN apa Kaooavopn IkEAN xpuon appod(*)srn
700 mépyapov eiloavafaoa AoV Tatép’ £16EVONCE
£01a0T eV SLPP® KNPLVKA T€ AcTORODTNV:

oV O ap’ €P MOV 10€ KEYEVOV €V AEYEETTL:

(added at left: <(>)xmkvoev T° ap’ enetiar YEYOVE T€ AV KATO AGTL:
(added at left: kaooavdpa)dyecbe Tpweg kot TpmOdEG EkTOP TOVTES:
705 &1 mote ko Lwovi(*)e poyne €K VOooTHoovTL
YOPET + EMEL PLEYOL YOPLLOL TTOAEL T NV TTOAVTL TE ONUW*
——— G EQOT  0VOE TIG AVTOD EVL TTOAET MET™ avNp
OVOE YLVI)* TOVTOG YOp 0doyETOV ikeTO TEVHOS:
ayxov dg EHVPANVTO TLANMV VEKPOV OyOVTL:

710 mpoTor TOV Y AhoYOG TE GIAN Kot TOTVIO UNTnp
TIMESONY em apaov ehtpoyov aiEacal

antopEvaL KEPAANG: KAouwv 6 aupiotad’ (*) op(*)ethog:
KA1 VO ke on mpdmay fjHop £¢ NEAOV KATAdVVTOL

EKTOPO SAKPV YEOVTEG 0GVPOVTO PO TVLAUMYV:

715 &1 un ap’ek SUPPO1o YEP®V A0OToL LETHVOO

(added at left: mprapog)ei&até(*) ot ovpevot diehbépev: avtap Enetta
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acecBe(*) KhavOuoio enfjv ayoryoyut OHOVOE:

——m¢ epab’+ ol d¢ diéatnoav kot iEav amnvn:

oi 6 emel(*) elodyayov KALTO SDUATO: TOV LEV ETELTOL
720 tpntoic ev Aeyéeoot Bécav- mopa & lcav aotdovg:
Opnvoug e€apyovg- of 1€ 6TOVOETTAYV OO V"

ol [ev ap eBpnveov: emt d€ GTEVAYOVTO YUVUIKES:
THow O avopopayn AELK®AEVOC Tipye YoO10-

EKTOPOG UTTOOOLOL0 KAPT LETOL YEPTLV EXOVOO-

725 (added at left: avdépopaxn)avep: am aiwvog vEog dAE0: KOS d& e ynpnv
AEWELS €V LEYOPOLOL: TTAIG O ETL VNTTLOG OVTMG

OV TEKOUEV OV T  €Y® TE SVGOLUUOPOL: OVOE IV Ol
nPpnv “1€ecbar- mpv yap moic de kAT akpng
népoeTal: 1 Yop OAOANG ETICKOTOG: OG TE [V VTNV
730 pvokev: €5 0" ahoyOVS KEGVAG KO VATILOL TEKVOL:

i Om Tot Tayo VLGV OYNCOVTOL YALPUPTOLV:

KOL LEV €Y® HETA THoL oL & ad TEKOG 1 ELLOL OVTN
Eyeal évOd kev epya aewéa epyalotlo

aOAELOV TPO OVOKTOG OUEIALYOV: 1) TIG OOV

735 peilyet xe1pog EAV Ao TupyoLv Avypov 6AeBpov

column xv

YDOUEVOG O TIVL O1) TTOL OOEAPEOV EKTOVEV EKTMP*

N TOTéP” M KO VIOV: 1) KO LOAC TOALOL O 0LV
ektopog ev Todapunowv(*) odag Elov donetov 0Dd0G:

OV Yap UEXOG E0KE TATNP TEOG €V ST Avypn)-
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740 1o kot pv Aaot pev odvpovral kata(*) doto
apnTov o€ ToKeDOL YOOV Kat TEVOOg eOnKog

EKTOP- €UOT O€ LoMoTa AeAetyetan dAyea Avypa-

oV Yap pot Bvnokwv Aey€wv ex’ xepag dpegog:

0Vd € TL POL ETTEC TUKIVOV EMOC: OV TE KEV OIEL

745 pepvnuny voktog te Kot fuata 0éKpu yéovoa:
——®G €QUTO KAOLOVG: ETL OE GTEVAYOVTO YUVOLKEG:
Thow 6" adh’ Ekafrn adwvov eEfpye Yoo10-

(added at left: exapn)extop eo]pmi(*) Bupw Tovtov Tolv eiktote TAdV-
1] pév pot Lwog mep ewv erhog ioba Beotot:

750 1} 8" apa ced kndovto Kot ev Bavatold mep oion:
OAAOLG LEV YOIp TTOLOOG ELOVG TTOJOS MKVG AYIAAELS
nepvacy ov Tv eheoke(*) mepnv GAOG ATPLYETOL0

€G oapov: €6 T 1UPpov Kot Anpvov apyBaidescoy:
oed O emt eEEAETO YuYMV TOVONKET YOAK®-

755 moAlo pvotaleokev’ €00 mePL GHi ETAPO10
TOTPOKAOV TOV EMEPVEC: OVEGTNGEV &€ v ovd’ M-
VOV O€ oL EPONELS KO TPOCPOTOS EV LEYAPOLGL
KEWOL TM TkeA0G: OV T  apyvpOToE0C OMOAA®V

01¢ ayovoict BELEGGLY EMOLYOUEVOS KATOUTEPYY -

760 ——m¢ £@aTo KAOVGA YOOV & 0AAGTOV £YELpE:
thot & 'éneld elevn tprtdn e&fipye yoo10-

(added at left: ehevn)ektop epd Bvuwm daépwv mOAL GikTaTE TAVTOV:
] pév pot Tooig eotv areEovopog Beoetdng:

Og 1 dyayev Tpomvd’: (¢ TPV dQeEAAOV OAEGHaL-
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765 Mo yap VOV 0L TOO EEIKOGTOV ETOG EGTLV

€€ oV keWbev EPnv- ko epung ameAnAvba ToTpng:

aAA 0V TT®(*)g GED AKOVGO KOKOV ET0G OV ALGVPTAOV:
OAL €1 TIC LE KO AAAOG EVL LUEYAPOLCLY EVITTTOL
SUEPMOV M YOAOWV M EVOTEPOV EVTIETAMV-

770 1 ékupn)- Ekvpog de matnp d¢ Nog ost- (added at right: (hand 2) nev)
aALo oL TOV Y EMEEGTL TAPOLPAUEVOSG KOTEPVKES:

of] T oyavo@pocHvn Kol GOIG AyaVoig EMEECTL

T o€ 0 apo Khoum Kot gl dppopov oyvopévn Kip:

OV YOp HOL TIG €T AAAOG EVL TPOIN ELPEW)

775 MO 0VOE PLAOG: TTOVTEG OE LE TEPPETKAGLY-
—— G EQOTO KAOLOVG: €L O £GTEVE ONUOG ATEIPMV-
Aooioty 8°0 YepmV TPLopog Peta pubov Eeumev:

(added at left: mprapog)a&éte vov tpmeg Evia dotvde: unde Tt Bopw

column xvi

JEIONT  APYEL®V TUKIVOV AOYOV: 1) YOP oIAAEDS

780 mepmov W' MO EMETEALE LEAVO®DV OTO VIOV
U1 TPV TNUOVEELY TPV OWOEKATY LOAN NAGC:

——m¢ €pab- o1 6’V apaénow foag Nuovovg te
Cevyvouoav: aiya d eneTo TPO 0GTEOG NYEPEDOVTO-
evvnuap pev 1ol ye(*) ayeiveov dometov VANV:

785 oA’ 0T OM deKOTN EQAVN POSOSAKTLAOG NMG*
Kot tot” ap’ e€epepov Bpacuv ekTopal dAKPL YEOVTES:

ev 0g mupn vty vekpov Bécav- ev O efaiov mTup-
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NUog & npryévela eovn Pod0dUKTLAOG NMOG

THMOG ap ap@t TVP1 KAVTOL(*) EKTOPOG £YPETO ANOG:
790 TpwTov pev Kot mupkainy ofécav aifomt ovem
TAGOV- OTOGGOV ENEGYE TVPOG LEVOS: OVTOP ETELTA
0oten AgVK’ eAEYOVTO Kaoiyvntol 0° £Tapot te
popopevol- Baiepov d¢ Kateifeto dakpv TapELDV-
KoL T Y€ XPLOEMV G Aapvoka Ofjkov EAOVTEG

795 mopPLPE0Ig TEMAOIGT KOADWYOAVTEG LAAAKOTIGLV -
alya 6’ap’ €G KONV Kametov Bécav: avtap VmepHe
TUKVOIGIV A0LEGGL KOTOGTOPEGOV LEYAAOLGL:

plugo 8¢ ofjp’ éxeav: mePL de GKOTOL E10TO TTALVTY-
un Tpv epopuneiev ebkviu(*)edec oot

800 yedavteg o0¢€ 6 ofpa maAv Kiov: avtop Enetta
€b ovvayepauevol davovt (*)n(*) epikvdéa daita
OMUAGLY €V TPLALUOLO OOTPEPEDS PAGIANOC:

804 (added at left: <n>)wc o1 y apeienov ToQov EKTOPOG L0010

Apparatus

~1.3. Text canceled with slashes
M.11. corr. ex oee

A 1.15. corr. ex ayvpt

AM.21. x[[xlle-x[x] e corr. ex xe

" 1.23. corr. ex 6ol

" 1.24. corr. ex nde

~1.31. corr. ex yo
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~1.36. Text canceled with slashes

~1.39. corr. ex

A 11.55. corr. ex Tt

A 11.81. corr. ex ovg

 111.88. €OV ELOL COTIT. €X E0V

A 111.88. corr. ex emt

A 111.88. corr. ex ovTt

A 111.98. corr. ex oMo

M i1.105. yurdvag yitovac corr. ex [.Jitovac

A il 115. 0[[vlvooe[[c]|0-o[v]voce[[c]|0° corr. ex ovvesH
il 115. corr. ex ote

A il 117. corr. ex cecOon

A il 121. corr. ex e€m

A 111.124. corr. eX apeupovov

A ii.124. Text canceled with slashes

A 1ii. 128. corr. ex womeeL

A 1v.130. AelerpO [t o AekeipO[mt] on corr. ex Aeleimtan
N iv.132. Text canceled with slashes

A 1v.132. corr. ex ovte

A iv.133. COoIT. ex gupeve

AN 1v.137. corr. ex epOTMGGELTE

AN iv.138. emB[[t]ert[0] - emB[t] ert[[0] € corr. ex emitelfe
N iv.141. mpotomoayn [ea] - mpwtomayn[ea] corr. ex TpoToTAyEN
A 1v.147. corr. ex ekatepbep

" 1v.160. corr. ex €mog
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A iv.163. Text canceled with slashes
" v.182. Text canceled with slashes
A v.185. corr. ex peylotog

Av.192. corr. ex KAemg

A v.215. corr. ex pev

A vi.221. corr. €X a1GLTTOPL

A vi.223. corr. ex emt

A vi.223. éhaccafe]v-ehacoafe]v corr. ex Ehacoev
A vi.228. corr. €X Vuou

A vi.232. corr. ex dg1dta

" v1.234. corrt. ex gplovog

" vi.235. corr. ex yepovTog

A vi.240. corr. ex Bov

A vi.243. corr. ex amopvvoeal

A vi.244. corr. eX KoK

A v1.250. corr. ex a1G10g

Avil.266. 6[rotona-o[to]rwma corr. eX oTOmT®
A vil.274. corr. ex amecOon

A Vii.276. corr. ex poym

A vil.287. corr. ex OLMOEKATOL

A vil.292. corr. ex aneAbwv

A vii.302. corr. ex Badetoro

A vii1.304. corr. ex o¢

A viil.304. corr. ex ye

A viil.308. corr. ex aytAAna
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A viii.312. Text canceled with slashes
A vii.313. corr. ex gv

A Viii.313. corr. €X OVOGGUUEVOC
Aviil.315. corr. ex pooteryo

A viil.328. emeppriGECKOVOYOLOL ETEPPNGECKOV COIT. €X EMEPTCEGKOV
A viii.329. Text canceled with slashes
A viii.332. Todmkel papyrus

A vii1.343. corr. ex €&

A viii.345. Text canceled with slashes
~ 1x.348. Text canceled with slashes
" 1x.349. corr. ex amnAnyev

" 1x.356. corr. ex gyev

A 1x.366. corr. ex tpoinde

" 1x.370. corr. ex gvveakalde

N ix.379. Text canceled with slashes
" x.395. egevapiéafe] -eEevapi&afe] corr. ex eEgvapiée
" x.396. corr. ex aAlaye

A x.401. corr. ex Katakelode

N X.404. corr. ex aAloye

~ x.407. Text canceled with slashes

" x.409. corr. ex &g

A x.411. corr. ex momoor

A x.416. corr. ex evn

A x.418. corr. ex paxapog

A x.419. corr. ex eAAncmoviov
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" x.430. corr. ex T®V

A Xi.439. corr. ex [.]

" x1.440. corr. ex pela

A Xi.451. -ébcomTpov papyrus

A x1.453. yrt®dva-yitova corr. ex [.Jrtova
A Xi.458. corr. ex nro[v]

A Xi.461. yrt@dvo-yrtova. corr. ex [Jurova
" x1.468. corr. ex oo : Text canceled with slashes
A X1.475. Text canceled with slashes

~ X11.484. Text canceled with slashes

~ X11.486. Text canceled with slashes

A xi1.491. Text canceled with slashes

A Xi1.492. Text canceled with slashes

A xi1.514. Text canceled with slashes

A xi1.515. corr. ex AowKoving

A xil.517. corr. ex aBovon

A x111.535. Text canceled with slashes

A xiii.551. corr. ex nudov

A x1v.568. corr. ex otevaym

A xiv.571. Text canceled with slashes

A Xiv.577. Text canceled with slashes

A x1v.584. corr. ex avelotad’

~ xiv.584. Text canceled with slashes

A Xiv.588. siCatépotei&arte corr. ex 1&ate

N x1v.589. corr. ex acecHa
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A x1v.591. corr. ex emt

A xv.610. corr. ex moAo

A xv.612. corr. ex mept

A xv.620. corr. ex opmt

A xv.624. corr. ex eheke

A xv.639. Text canceled with slashes
A xvi.656. corr. ex dng v

A XVI.661. corr. ex Kpttog

A xvi.671. Text canceled with slashes

N Xv1.673. corr. ex davuvr

APPENDIX 2

Accent on the last part of the line

Line OCT Homer Bankes Homer papyrus

132 dyyl mtopéotnkev BAvatog Kol poipa kpatat. [ayyt] mopgotnkeyv Bavotog kot poipa kpatain.

143 Ipwv 8’ 8tpuve Kpovidng eic "Thov ipfv, 1PV & OTPLVE KPOVIdNG €1G TALOV TpT)V,

192 Kédpwvov Dyopopov, ¢ yANved TOAAL KEXAVOEL, KESPIVOV DYOPOPOV, OC YANV[ea 7o |AAo KEYAVOET,
204 avopog £¢ 0pOaApovg 6¢ ol ToAag Te Kol £60A00¢ | avdpog eg opBaAuovg 6¢ Tol ToALag TE Kot £60A0VC
216 £0ta0T 00TE EOPOV pepvnuévoy obT dAempi|g.” £0Ta0T” Oute PoPov PEPVILEVOV OVT AAEDPTC.

259 avopog ye Bvntod wdig Eppevar, GALY Beoio. avopog ye Bvntov mong Eppeveot aila Beoio.

264 Tadtd 1€ navt émbeite, tva tpioocopey 06010;” TaTA TE TAVT EME’EdE, “iva TpHocmuEY 65010;
265 Q¢ £pab’, ol &’ dpa TaTPOC VTOdEICUVTEC OOKATV | ™G e@at’, 01 & 0pa TATPOG VITOOOELGOVTEC OLLOKATV,
271 Kai 10 pév e katétnkay §dEEoTe émi poud, KoL To PEV €D katédniav eDEE0TM EML PUUD
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279

inmovg o¢ Iprapw drayov Luyov, odg 6 yepaidg

mno[v]g de mplap Vrayov Luyov, 6vg O YEPOIOG

292 Aftel 8 olwvov, Taydv dyyerov, 6G T€ ol avTd aitel 8’ olwvov, E6v ayyelov, g t€ 0T avTd

302 H pa, kai apeimolov topiny dtpuv’ 6 yepoudg 1] PO, KO QUEITOAOV TAUINY ATPVV’ O YEPULOG

331 [Maideg kai yapuppoi, Td 8° o AdBov gvpdoma Ziv | mandeg kat yapppot, T@ & ov Aabov gvpvoma (v

341 apppocia xpvceLn, TG PV GEPOV NUEV EQ VYPTV apuppocia xpuoEL, TO LEV PEPOV NUEV EQ VYPTV

347 Bfj &’ iévat kovp® aicvuvntiipt £01KAGC, Br} &’ tévar Kovp® AGVUNTO"PL EOIKMS

358 "Qc paro, oLV 8& YEpovTL vOOG Y010, d€idie 6 aivdg, | wg pato, cuv de yepovtt vOOg ¥0T0, dE1010° & VA,

368 OBt avtog vEog £ooi, yépmv 84 Tot obtog 0nMdel, | oLt AVTOG VEOG £6GL, YEP®V 8¢ TOL 00TOG OTNdEl

369 avop’ amapvvactat, 6te TIg TPOTEPOC YOAETN VY. avop’ ‘emapvvocBaor T TIC TPOTEPOG YOAETAIVT.

376 Alctov, oloc 81 o0 dépag kai £160¢ dyntoc, a1610¢", 010¢ 0N 6L PEYNG Kot 160G ayNToC,

377 [Témvuoai te vo, pokdapmv & &8 é661 Toknmv.” TEMVOGAL TE VO®, LOKAPOV O’ €€’ €001 TOKT V.

381 Né mn EKmEUTEIC KEWWNALO TOAAG Kol EGOAG 1€ 1N eKTEUNEIS KEWUNALO TOAAD Ko EGOAN

383 N /0N mvreg katodeinete "Thov ipiv 1l NON TovTeg KaTaAémETE TAIOV TpTV

387 «Tic 8¢ oV éoal, Péplote, TEmv 0 £€ €éool TokNwV; | TiC 0 6V €661 PepPLoTe, TEWV & &€ €061 TOKT|WV;

396 Tod yap €yad Oepdmmv, pia 6 fyoye vnig 0epyNg, | TOV pev eym Bepanmmv, pia & Nyaye Viug EVEPYNS,

412 G ET1 keTvog KeTton AytAAfjoc mopd vii AN’ €TL KETVOG KELTOL O(IAANOG TTOpOL VT

428 T® ol dmouvicavto kai &v Bavatold wep aion. TG O1 amouvioavTo Kot v avatold mep aion.

441 Kopraiipwg paotiyo kol fvia Adeto yepotv, KOPTOAIL®OG paoTLyyo Kot fvia Aaleto yepaty,

442 €v 0’ €mvevs’ mmolot Kol Novolg pévog . gV 8’ £€mvevc” immotst ko HUdvolg Hevog nb.

453 Trovpoicty Tokvoiot: Bvpny & 'Exe povvog EmPine | otavpoicty mokvoict: Bupny & €xe Lovvog emPANC

475 [Moimvvov Tapedvte: véov & AméAnyev £0wdTg TOUTVLOV TOPEOVTE: VEOV O améANYeV £0WONG

477 Tovg &’ 8had’ eioerBav [piapog péyag, Gyyt o’ dpa | Tovg & éAnd’ eloceAB@V TPLOOG PEYAS, AYYL O apa OTAG
OTOG

487 TnAikov Mg mep £ydv, OAOG Eml YNPOOS 0VIQ: TNAIKOV MG TEP EYADV, OAOGD ETL YTiPOLOG OVIGD:

565 OV yap ke TAain Ppotog EABEPEY, 00OE LA’ POV, | ov Yap Kev TAG Ppotog eABeyev ovde pod’ 1Padv
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566

€6 oTPOTOV: 0VOE Yap AV PLUAGKOLS AdBoL, 0VOE
K Oxfo

€G OTPOTOV: OVLTE YO AV PLAaKOVG AaBot, 0vdE K Oyfa

570 Kai ikétnyv mep €6vta, A0 &’ dAitopot Epetpdc.” | kot iketnv mep ovta, 510G 6 AAMTOOL EPETLAC.

586 Koai ¢ kataxteivele, Atog 8’ dhitntal EPETUAC. K6 € KOTOKTEWVELE, 010G O OAMTNTOL EPETLLAG.

605 Tovg pev AndAAw@v TEQveY A’ apyvpéoto Broio TOVG UEV OMOAA®V TEQVEV ol apyLpEOtLo Proio

618 GAN drye oM kol vodl pedmueba, dle yepaté, oA drye dn ko vodt pedopeba de1€ yepaie

659 Tov & nueipet’ Eneita yépav Ipiapog Beoedng: Tov & nMpéPetr’ Enerta yepwv mplapog Beogdng:

677 AMAoL PEV pa Beol Te kal avEpeg immokopuoTal Aot pév pa Beol Te Kot BVEPES ITTOKOPLOTAL

681 Nndv éknépyele Aabav iepodg TuAawmpovgs. vnov ekrépyete Aadav Tepovg TLANMPOLG.

706 Xoaipet', nel péyo xappo orel TRV mavti te YOIPET , EMEL PEYO YOPLO. TOAEL T MV TOVTL TE STIL®.
SMue.”

720 Tpnroic év Aeyéeoot Bécav, Tapd 8 cloay dododg | tpntoic ev Aeyéesot Bécay, mapo & elcoy o150V,

739 0V yop peidyog oke matnp T€0G &V da'T AvypTl, 0V YOp PEWMYOG £GKE TATNP TEOG €V OAT AvypT).

742 “Extop, éuoi 0¢ polota Aekeiyetar Ghyea Avypd. | ektop, gpol dg poiiota Aeieiyeton dhyea Avypa.

744 0084 i pot elnec muKIVOV EToc, o Té Kev aiel 0Vd € T 0L ETTEG TUKIVOV ETTOC, OV TE KEV Ol1EL

750 o1 6’ dpa oed kNdovto kai &v Bavdatold mep aior. ] 0" apa oed kndovto kal v Bavdatold mep oior.

756 [Motpdxhov, TOV Enepveg, AvESTNoeY O€ v TOTPOKAOD, TOV ETEPVEG, OVEGTNGEV 8é LtV 0vd’ (OC.
ovd’ .

763 N pév pot mooic dotiv AMEEavSpoc Beoeldnc, 1] u€v not mooig €6ty oreEavdpog B0,

770 1} éxupn, £KVPOG O TaTNp OC Hog aiei--, 1 €KLPT, EKVPOG OE TOTNP DG NTLOG OlLEd,

773 @ o€ 0’ Gua Khaio kol i dppopov dyvopévn kijp, | To oe 0 apo Koo Kot gL GUIOPOV ayVOUEVN KTip,

781 M| piv TnpavEely, Tplv 0MOEKATN LOAN NDS.” U1 TPV TNLOVEELY TPV SMOEKATY) LLOAT MAG.

785 AN’ Gte OM dekdrn Epavn eaesiufpoTog NdGC, aAN’ OTE 01 deKATN EQAVT POSOSAKTVAOG MG,

788 "Huog 8 fpryéveta gavn pododdrtvroc Hag, NUOG & MNPLYEVELL POV POSOSAKTLAOG NAG

794 Moupopuevot, Barepov 0€ kateifeto ddkpv Topeldy. | popouevol, Baiepov o€ KOTEPETO dUKPL TOPELDV.
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APPENDIX 3

Acute accent in Oxytones

Line OCT Homer Bankes Homer Papyrus

160 ev &8¢ TImapoto, kiyev 8’ évomny 1€ Y60V TE. i&ev 0’ e¢ TPLOUOL0, KIYEV O EVOTV TE YOOV TE.

181 Mnoé ti tot Bdvartog perétm epeci undé Tt tépPog, unoe 1t * Bavartog perétm @peoi undé T TapPog,
345 Trv peta xepoiv Exwv TETETO KPATLG APYElpovTNgG. TNV UETA XEPOLV EXOV TETETO KPATVG OPYELPOVTNG.
437 201 &’ av €y TouTOg Koi Ke KALTOV Apyog ikoiuny, 001 LLEV £Y® TOUTOG KAL KEV KAVTOV apyog ‘Tkoipny
461 ‘Epueiag: ool yap pe matnp duo Toumov dnoccey. EPUELNG: GOT VAP LLE TOTNP GO TOUTOV OTTOGGE.
488 Koai pév mov keivov mepvouéton aueig E0vieg KO LEV TTOV KEWOV TEPIVALETAL OUPIC EOVTEC

512 [Tatporhov: T@V & oTOVOYT KOTA DT OPDPEL. TOTPOKAOV: TOV O€ GTOVOYT] KATA ODUAT OPACEL.
514 Koi ol amo npanidov HA0° {pnepoc 78 4md yviov, KA1 o1 amo wpamidwv NA0° Tuepog 1o amd Y1V,
516 Oiktipov ToAMOV TE KAPT TOALOV T€ YEVELOV, OIKTELP®V TOAMOV TE Gp1 TOALOV TE YEVELOV,

609 Ta & dpa kol doud mep £€6vt’ and mAvtag OAecoav. | T & apa Kot 601d TEP €6VT amo TavTag dheccay.
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650 “€KTOg HEV OM AEED, YépOV Qide, PN TIc Ayoidv. eKTOG eV M AEED YEPOV PLAE PN TIG QY OL®V
676 T 5& Bpionic mopeléEato koAMmapnoc. T O¢ Ppionig mapereato KaAmApMOC.

677 AMot pév pa Beol te kal avépeg immokopvoTal GAlot pév pa Bgol TE Kot BVEPEC IMITOKOPLGTAL
684 avopacty &v dniotow, €nel 6° glacev Aydiede. avopactv v dntolowy, enel 6 €1oeV aIALEVG.
749 1 pév pot {wdg mep émv gikog Roda Oeoioty, 1 pév pot {wog mep ewv erhog fjoba Beotot,
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