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Many and various are the systems which seek to explain the
metrical basis of Hebrew poetry. Some are avowedly tentative;
others are resentful of question. Whether or not successful in the
case of certain psalms and other portions of Hebrew poetry, they
often prove inadequate when applied to poems to which their under-
lying bases are unfavorable. In the case of some the shortcomings
are frankly admitted; more often the defects of a system are cir-
cumvented to the author’s satisfaction by the introduction of serious
changes both in text and in accentuation. Few systems which can
be unriddled by others than their respective authors pretend to be
applicable to all Hebrew poetry. Even Schlogl, whose system is
“Dbrilliantly confirmed’ by Proverbs, Job, Ecclesiastes, and Sirach,
admits that it applies to only ‘considerably over 90 per cent’’ of
these books. But surely, he thinks, this could not be mere chance;
for the meter of about 67 per cent of the psalms is correct, according
to his principles.!

At present the tendency is the other way, to push these theories
into the background, and to ascribe the rhythm of Hebrew poetry
to the strong emotion under which the poet worked. According to
this belief the poet, moved by his subject, cast his work into rhythmic
form. But this explanation is just as inadequate as the highly
artificial, mechanical theories put forward, for it answers neither
the question, What is this rhythmic form ? nor, Why is one particular
form used in the case of a poem rather than some other? The poet
may have written one verse in rhythmic form without knowing how
it became so arranged, but when he could write another and another,
and not only that, but cast his poems in acrostics, could arrange long
poems in strophes and antistrophes, refrains, and the thought in
parallelisms, complex as well as simple, he may not be said to have
been actuated by strong impulse without a recognition of objective

1 N. Schlogl, Die echte biblisch-hebriische Metrik (1912), p. 69.
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standards. An explanation of rhythmic form such as this is falls
short of being a real explication of the meter of Hebrew poetry.!

That there is a rhythm in Hebrew poetry is not open to question;
whether or not there is a meter is the subject of this study. The
rhythm of Hebrew poetry will be considered from two standpoints:
first, in a comparative study of meter; secondly, in an objective
study of rhythm.

COMPARATIVE STUDY

To reconstruct a metrical system such as that in accordance
with which the biblical poems were written would be a most difficult
task; and indeed the many bases put forward are evidence of this.
Fundamentally, however, rhythm is of such a nature that the
principles underlying the rhythm of Hebrew poetry must have
something in common with the principles of poetry of other languages,
whose metrical or rhythmical bases are known.

The most satisfactory results in the study of Hebrew meter
heretofore have, in fact, been obtained by proceeding from this
comparative standpoint. G. Dalman observed a rather free rhythm
among the natives of modern Palestine,> which, though it cannot
explain Hebrew meter or rhythm, shows at least that it was not an
artificial structure of grammarians, but was intimately bound up
with the life of the people. The simple songs he refers to are inspired
by emotion and sentiment. Their rather free rhythm, Koenig?
believes, is found also in the Old Testament. But while there is a
resemblance here, it must be remembered that these songs are folk-
songs, or are improvised very much as the Italian stornellz, and that
Hebrew poetry is the product of a highly developed art.*

L It is perfectly true that the writer of poetry, while working, does not regard the
laws of meter as does the critic. T. Witton Davies (Inter. Standard Bible Encyc., art.
‘“Poetry’’) has well pointed out that poetry precedes prosody. This is especially true
in Hebrew poetry, where the meter and sense are closely bound up. The poet is carried
along by his rhythm and thought, and, though he may not say in so many words, ‘‘ The
last foot was a trochee, the next will be likewise,” yet, like the artist who need no longer
be conscious of the principles of his art, he or his critic may later examine what he has
done, and assign it to a certain category or classification.

2 G. Dalman, Paldstinischer Diwan, referred to by E. Koenig in his Hebrdische
Rhythmik (1914), p. 20.

3 Koenig, op. cit., p. 20.

¢ Nearly all the investigations of Hebrew meter from the comparative standpoint
were in cognate languages. With one of them often a resemblance was thought to be
seen to some portion of Hebrew poetry, and the metrical rules of the language compared
were forthwith laid down, in an overconfldent belief, as the rules of all Hebrew poetry.
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Moreover, a comparative study considers not only the poetry
of cognate languages but also that of different languages of con-
temporaneous vitality. It also compares ancient and modern bases
of poetry. The first examination must be of ancient languages (for
reasons which will appear later), if we wish to institute a compara-
tive study of meter in connection with Hebrew poetry, and of these
it is for the greater part in Sanskrit poetry that we find a class of
meters which, in certain respects, are similar to the metrical form
of Hebrew poetry. These Sanskrit meters are in the quantitative
group, as distinguished from the syllable-count meters, and are
called by the native grammarians ganachandas, or meter divided
into feet. It is with the light that these can throw on the nature
of Hebrew poetry that we are here concerned.

SANSKRIT METERS

The meters of Sanskrit prosody may be divided into two classes
or groups, one governed by the number of syllables—a syllable
count; the other governed by the number of morae—a mora count.
The former is the basis of the meter of the Vedas, for in the vedic
meters syllables were not differentiated as to length, but merely
counted.! The second class is divided into the ganachandas, which
depends on the number of morae, not on the number of syllables,
and, as stated above, is divided into feet; the matrachandas, which
also depends on the number of morae in the verse or stanza, but is
not considered to be so divided; and the varpa-vrtti, which com-
bines a fixed number of syllables with a prescribed arrangement of
morae.

The meter with which we are concerned is the @rya meter, which
is contained in the first of these groups, and in which the division
into metrical feet is observed. In the quantitative meters in San-
skrit a heavy syllable is considered to be equal to two morae and a
light syllable equivalent to one mora. In the arya foot there are,
for the greater part, four morae. These are not, however, arranged
according to a repeating meter scheme as regards the foot, but appear
as two long syllables; or as a long syllable followed by two short
syllables, between two short syllables, or at the end of the foot; or

1 Weber, Indische Studien, VIII, 22.
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as four short syllables. The aryad meter was the customary meter in
certain philosophical works of the literary period, the post-vedic
period, but its more common use was an intermixture with verses
of other kinds.! )

The characteristic of @rya meter, with which the comparison
with Hebrew poetry is instituted, is the free variation in the mora
arrangement of the foot. Moreover, in the warna-vrtti meters,
syllable-count meters in which the arrangement of morae is fixed,
the line is composed of feet in which not only the arrangement but
the number of morae vary. There may be some difference as to the
division into feet, but the variation is present in any case. One of
these, the vasanta-tilaka meter, literally, ‘“‘grace of the springtime,”
which is one of the meters in most general use, consists of a spondee,
iamb, tribrach, dactyl, trochee, and spondee.?

It will be seen that the general characteristics of the class of
Sanskrit poetry pointed out here are applicable in certain respects
to the metrical arrangement of Hebrew poetry. The Sanskrit
poetry itself which is written in these meters, though in some respects
more mechanical, in other respects freer than Hebrew meter, bears
some resemblance to it, and a comparison between the rhythm of the
two is quite possible. The drya basis permits a variation in the foot
which is present in much the same form in Hebrew poetry. In neither
of these poetries is there a repetition in the arrangement of differ-
entiated syllables, nor is this condition found in any biblical Hebrew
poetry, although occasionally there may be verses in which such an
arrangement is present. But it is quite evident that the metrical
basis which we may consider to be a real basis of Hebrew poetry
(1) must be applicable to all Hebrew poetry of the Bible, and not to a
certain percentage only; (2) must allow a certain freedom from regu-
larity, which, it will be seen, the nature of the language requires; and
(3) must not make violent and unwarrantable changes in the text,
such as would be permitted in no other classical study. The differ-
ent systems which were proposed at various times were inadequate
when measured by one or more of these requirements. Most were
at fault with respect to the third principle; some even fell short of
the first.

t Ibid., p. 209; Colebrooke, Misc. Essays, p. 67. 2 Colebrooke, ibid., p. 106.
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THE MORA BASIS

The basis of the @ryd meter is the mora. The mora basis has,
however, been rejected in the meter of Hebrew poetry by Sievers,
Koenig, Rothstein, Budde, and others, who have come to the con-
clusion that Hebrew poetry is accentual solely. But Koenig’s
categorical rejection of the mora basis because a regular alternation
of long and short syllables, as in classical poetry, cannot be discovered!
does not at all apply to Hebrew poetry. His adoption of the accen-
tual basis, moreover, is not because any facts point to it, but because
it is the only possibility left. For, he says, into these two categories
is (poetical) literature divided.?

On the other hand, Jones, Bellerman,® Saalschiitz, and Ley, and
more recently Grimme, and after him Schl6gl, have come to the con-
clusion that Hebrew poetry is metrical, that it has a mora basis.
They have, however, interpreted this in different ways. Post-
biblical writers on the subject, as is to be expected, gave a classical
interpretation to Hebrew meter, i.e., a regular alternation of long and
short syllables. Jones, of those mentioned above, attempted a simi-
lar plan. This Koenig properly rejects, because it is evident that
such interpretations do not hold true, and even after the text has
been irrecognizably mutilated to fit the theory are only partly
applicable.

This very thing Koenig warns against in his accentual rhythm,
namely, attempts, such as G. Bickell’s, to find an accented and
unaccented syllable alternating regularly.* Ordinarily accentual
rhythm does require a regularity of accented and unaccented syllables.
There appears to be an apparent departure from this rule in the
rhythm of the Niebelungenlied. Likewise, ordinarily the syllables in
quantitative poetry alternate in long and short syllables. A depar-
ture from this rule is seen to a certain extent in the Sanskrit poetry
referred to, and to an extent even equal to that of the departure
of the rhythm of the Niebelungenlied from the accentual basis, in
the rhythm of Hebrew poetry, which will be described. It will be

1 Koenig, op. cit., p. 16.
2 Ibid., p. 18.

3 For an account of Bellerman's system see Cobb, Criticism of Systems of Hebrew
Metre (1905), pp. 36 1.

4+ Koenig, op. cit., p. 22.
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seen, however, that in neither of these types of poetries is there
anything in the rhythm which is not characteristic of poetical-thythm
in general.!

As far as I can see, the most proper recognition of the significance
of the mora in Hebrew meter is that of H. Grimme,? but while he
recognizes the correct principle, his application is formal and not
essential. He does not see the relation of the word to the foot, which
is a fundamental and necessary characteristic of Hebrew poetry.
Furthermore, the number of morae he allows would not permit the
rapid changes of thought and feeling so extensively present. In
short, the mora basis, as he treats it, is simply a formal arrangement
of syllable holdings. The morae bear no significant relation to the
reading and sense, and his system, while allowing a certain freedom,
is unwieldy. It permits of no further investigation into the nature
of metrical feet.

Koenig’s objection to the mora basis is rather that the accentual
basis has been decided on, and that the quantitative view limits it—
that the subject is closed, and the latter reopens it—than any valid
objection against the mora basis itself. But his specific criticism of
Grimme’s system is more to the point. Grimme distinguishes three
grades of tone, a main tone, a secondary tone, and a weak tone.
He also distinguishes four degrees of morae, syllables with four, three,
two, and one mora. These are combined in certain ways.® At first
glance this system appears theoretically logical. It is, however, im-
practicable. Koenig takes an example of one application. Grimme

1 An almost identical controversy exists over the early Latin Saturnian meter,
which was written before the introduction of Greek prosody, as to whether it was
quantitative or accentual. Was it

“Dabiint maliim Metélli ] Naduib poétae’

“Déabunt méilum Metélli || Naéuio poétae’ ?

It will be worth while to bear in mind the parallel controversies. Saturnian verse will
be referred to infra.

2 Grimme, Die Oden Salomos (1911), p. 117, quoted by Koenig, op. cit., p. 23. *‘Der
Takt. Er ist stets steigender Art, und zwar kann sich sein Aufstieg iiber ein bis drei
Silben erstrecken, wihrend der Gipfel immer durch eine Silbe dargestellt ist. Der erste
Takt des Verses kann des Aufstiegs entbehren, der letzte einen einsilbigen Abstieg dem
Gipfel folgen lassen. Wenn der Gipfel auf eine haupttonige Silbe fillt, so muss derTakt
wenigstens fiinf Moren zihlen; fillt er auf eine nebentonige Silbe, so betrigt das Minimum
von Moren die Zahl sechs. Bei Takten ohne Aufstieg verringert sich dieses Minimum
von Moren auf fiinf, bzw. vier.”

3 For which see Grimme, ‘‘ Abriss der biblisch-hebriischen Metrik,”” ZD MG (1896),
pPp. 539 1.

or
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says a main-toned syllable is a rise when, coming at the beginning of
a dipody or tripody, it counts with the following less-toned syllable
at least seven morae. In k7 l°6lam hasdo (Ps. 136:1b), therefore, k2
has three morae, I° one morae, <6 three morae. Why, Koenig asks,
can there not be a rise if there are only six morae before the next rise ?
Why must there be just seven morae?! One might also ask how a
poet could have written under a scheme involving so much mathe-
matical calculation. Grimme, in other words, has not broken away
from the classical distinction of long and short syllables, since he
assigns degrees of syllable lengths of one, two, and three morae to
long and short syllables.

Two things, however, Grimme did recognize, which are of great
importance: (1) the accented syllable is the most important syllable;
(2) this syllable has a certain number of morae.2

APPLICATION OF (dryd METER TO HEBREW PGETRY

In an application of the principles of aryd meter to Hebrew
poetry, it will be seen that the basis of Hebrew poetry is quite similar
to that of the drya meter, but when the necessary adaptations are
made it is, for certain reasons, more complex.

Hebrew meter, which we may call >athnah® meter, is based on the
number of morae—not on the number of syllables.

An accented syllable counts as two morae, an unaccented syllable as

one.

The heavy syllable of drya meter, which in Sanskrit has two
morae, is in Hebrew the accented syllable—the tone syllable; the
unaccented syllable is the light syllable, and this is as in other

 Koenig, op. cit., p. 24.

2 For the places of morae in Schlogl’'s system see his Die echte biblisch-hebriische
Metrik, which on his own admission is the only real, correct system of Hebrew meter.
He comes nearer to the rhythm of the songs of modern Palestine in the flexibility of this
meter. He, like Grimme, however, did not see the significance of the relation of the
word to the foot, and, with Sievers, Grimme calls all Hebrew rhythm ascending, so
that when he applies various feet to his meter (p. 79) he arrives at a mélange of morae,
accentual rhythm, classical meter, and his special system of accent, which has lost what-
ever basis it had in Hebrew poetry. As Koenig points out (op. cit., p. 27), the accent
which Schlogl constructs arises, not from the necessary nature of the syllables, but to
meet the required number of rises.

3 ’athnah meter referring to mora or pause meter. This term is used in connection
with biblical Hebrew meter to distinguish it from post-biblical meter, which uses other
metrical bases.
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quantitative meters.! In general there are two kinds of feet, a
foot of three morae and a foot of four morae. The foot of four
morae falls into forms which for brevity’s sake may be called dactyls,
anapaests, or amphibrachs (as in the Sanskrit meter); a foot of three
morae in the form of iambs or trochees. These terms refer to
types of feet, seldom to kinds of rhythm.?

MORA AND ACCENT BASIS

Before examining examples of scansion a word may be said on
the nature of the syllable which in Hebrew poetry has two morae.
Whatever the nature of the accent in Hebrew may be, its significance
for us lies in differentiating one syllable from the rest. The mode of
distinguishing it is by stress. This leads to a consideration of the
nature of the mora and the accent basis. The difference between
accentual and quantitative meter is not so great as is commonly
supposed. It is a difference of degree rather than of kind. First
the general proposition will be considered; then its special application
to Hebrew poetry.

It is evident that no sound can have duration without intensity,
or intensity without duration, and it is whether the aspect of intensity
or of duration is emphasized that makes rhythm accentual or quanti-
tative. Rhythm itself in poetry is obtained by giving prominence
to one syllable which holds a certain position relative to other syl-
lables. Both bases seek to attain rhythm by giving prominence to
this syllable, quantitative by greater duration, accentual by greater

1 In Greek and Latin classical poetry, as well as in Sanskrit and Hebrew, the syllable
which might be designated as ‘“heavy’ (in Greek ‘‘long,’” in Sanskrit ‘' heavy,”’ in Hebrew
‘‘accented’’) and which furnishes the duration contrast in quantitative meter is said to
have two morae; the syllable called ‘‘light’’ has one. This distinction and the ratio,
whatever it may have been (see Goodell, Chapters on Greek Metric, pp. 114 and 240), are
the elements which give rise to quantitative rhythm.

The term ‘‘syllable’” in this connection, in the expression ‘‘long syllable’’ or ‘‘short
syllable,”” does not refer to any particular syllable, but to relative time-lengths, or to
frameworks in which one or more syllables may fit.

2 Koenig, Sievers, Rothstein, and Budde are correct in saying that the number of
feet in a line of Hebrew poetry depends on the accented syllable, but they failed to see
what relation these bore to the unaccented syllables. Bickell, Schlogl, and Grimme
attempted to find a relation, but their results were too ‘‘mechanical’’ to lead to anything.

If accented syllables were alone counted, as advocated by Sievers and Koenig, there
would be nothing to distinguish Hebrew poetry from prose. As if to illustrate this very
point, we find Sievers trying to reduce the narrative parts of Genesis to poetical form,
with results which Koenig correctly designates as ‘‘not natural.”
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intensity. Pitch may give rise to a type of rhythm, but poetical
rhythm for the greater part employs duration or stress.

Certain languages are better adapted for one or the other type
of rhythm, or even the same language under different conditions
will rely on different bases.! Languages in which the sounds are
spoken rather than sung, where each sound is forced out (expiratory
languages) and the musical modulation is slight, rely on contrasts,
not of duration, but of intensity, to secure rhythm. Such languages
are the Northern European. -But even Italian accent is not entirely
musical, but only partly so. It represents a combination of the two.

In English the accentual basis is used, but compare

Should auld acquaintance be forgot,
And never brought to min’ ?

Should auld acquaintance be forgot,
And auld lang syne ?

with

It is an ancient Mariner,

And he stoppeth one of three,
“By thy long gray beard and glittering eye,

Now wherefore stopp’st thou me ?”’

1 Post-biblical poetry of the Middle Ages and later was written on what became
a stress-accent basis, as was much of the contemporary Latin poetry of the monasteries.
Hebrew poetry passed through an intermediate stage of counting syllables. The Kalirian
poetry, which relied on rhymes and refrains much as did mediaeval French poetry, was
only a temporary development, although the rhyme united to the syllable count later
gave stress-accent meter.

The syllable-count poetry written under Arabic influence had a sounded shéwa?
occurring in places. Perhaps the finest example of this is °é¢li ¢iyyon. Under Italian
influence the poetry did not develop the introduction of each structure by a shéwa?.
Ordinarily sh®wa’ was not counted as a syllable, but was, in fact, treated as cyclic. The
later poetry of the syllable count has the word-accent agreeing largely with an iambic
meter.

It is strange that the change from the ancient basis, which appealed to the ear, to
the stress-accent basis took place at this time in almost all poetries. Some poetries
went through an intermediate stage of counting syllables—a stage out of which, for certain
reasons, French never passed. Perhaps the change was due to the loss of the mora
basis when poems began to be read rather than recited, and the replacement of the
musical accent by its barest form—the stress accent.

The same change, occurring in the same way, took place in Sanskrit from the ancient
to the modern. The pronunciation of Sanskrit by modern Hindus is mainly an ictus-
accent, that is, a variation of stress.

For a comparison of the two bases in Greek see the first lines of the Odyssey and
the same lines in a modern Greek translation in Goodwin, Greek Grammar, p. 349. This
is an excellent contrast, in which the modern version sounds very much like lines from
Evangeline, because, although in our reading of the ancient Odyssey the mora is lost, one
of its integral parts, the pause, has remained.

The change in English poetry from the basis which appealed to the ear (alliteration)
followed the same general tendency, but a stress accent seems to have been a characteristic
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The first, even when read and not sung, retains to some extent its
quantitative character because of its musical association, and its
rhythm, when it is recited, is partly due to contrasts of duration.
The second example shows a rhythm due to alternation of greater
and less intensities. In Homer a similar condition sometimes holds
true, in that some lines, because of their meaning, do not lend
themselves to quantitative rhythm, but partake more of an accentual
character.!

For the greater part Latin and Greek poetry use morae. We,
from association with English poetry, read it as accentual. English
poetry uses stress accent; we sometimes read it as using morae. In
general a Latin verse is a uniform arrangement of long and short
syllables. The more common Latin foot is of two kinds, a three-
mora foot and a four-mora foot. A three-mora foot, as in Hebrew
meter, can be cast into iambs and trochees; a four-mora foot into
anapaests, amphibrachs, or dactyls.? In a verse, however, the num-
ber of morae and their arrangement are predominately of one kind.
This gives the name to the meter.

Hebrew prosody differs fundamentally from classical prosody.
No poem is written according to a repeating meter scheme. The
rhythm of Hebrew poetry depends, not on the relative position of the
prominent syllable with respect to the surrounding syllables, but
on a certain relative position of the important syllable in the verse.
Classical verse, comparatively, is mechanical; Hebrew verse is
dynamic. Furthermore the prominent syllable in Hebrew is the
normally accented syllable, and its importance is marked by giving
it greater duration.® Hebrew meter employs the combination of the

of Anglo-Saxon poetry. The syllable count was grafted on the already present stress-
accent rhythm through the influence of Anglo-Norman poetry. The tendency in English
poetry, except for occasional lapses, has been toward a freedom from the mechanical
syllable arrangement.

1 Ct. infra, p. 38, n. 3.

2 In Latin, when a syllable is the only one in the foot, it may even be considered to
have four morae. —
Admoni tu coepi fortior esse tuo.—Ovid.

3 That it is the accented syllable that has the duration and not a long syllable is im-
portant. It has been shown that the early metrical beat in Plautus and Terence in early
Latin poetry coincided closely with the ordinary accentuation in the Latin sentence.
This was during the borrowing stage, when Greek prosody was being introduced. But
is it not possible that Greek poetry went through a similar stage, a stage which Hebrew
poetry did not pass out of, since the nature of the language did not permit long and
short syllable contrasts to be developed, but which in the case of Hebrew poetry
developed highly ?
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mora basis of poetry and the accent. It is based on the number of
morae as determined by the accented syllable.!

This arrangement gives rise to a type of rhythm which, as in the
case of all poetic rhythm, is not characterized by a temporal regularity
between its elements. It was mentioned above that the arrangement
of syllables of one and two morae does not hold to a fixed metrical
scheme. The similar condition in the darya foot is a quite adequate
comparison. Certain of the Pindaric odes are also comparable.?
The variation of measures of a different number of morae is quite
free in Hebrew poetry. The comparison with dryd meter is instruc-
tive, but the alternation in the latter is not so extensive. In the
variation of measures Hebrew poetry resembles more the mixed
measures in Latin or Greek poetry.?

THE RHYTHM OF HEBREW POETRY

The type of rhythm found in Hebrew poetry does not differ
from that found in the poetry of any other language. It arises
out of an arrangement of feet in which there is no repetition of
identical or temporally regular elements. This irregularity is a
fundamental characteristic of the artistic rhythm form, and in this
respect the nature of rhythm, especially of that in poetry, has been
obscured by the “metricists,” who insisted on a mathematical
equality between the feet of a verse and a separation into equal
bars. Their point of view, however, superseded the teaching of the
“rhythmici,” which took some account of language rhythm because
it was the current view in later classical times, and because the
Byzantine and Italian scholars found it more useful for their purpose

1 The translation of the Odyssey by Livius Andronicus, a Greek slave who was familiar
with Greek prosody, into Saturnian verse would indicate that he identified the long
syllable of the Greek foot with the accented syllable of the Saturnian meter. Such an
identification he must have made in order to write in the meter with which he was familiar,
with the necessary modifications for the Saturnian verse. And this was possibly the
basis of the Saturnian meter, in which, as in Hebrew, the accented syllable had two morae,
the unaccented syllable one.

Saturnian verse resembles Hebrew poetry in yet other respects. Apparently the
‘“‘“word-foot’ unit (see infra) prevailed, and the line usually consisted of two members of
three beats each, and was divided by a caesura. Frequently the ratio was 3:2, an arrange-
ment which resembled the kinah meter.

2 8ir J. E. Sandys, The Odes of Pindar (1915), p. xxxiv, and the odes referred to.
3 Cf. Goodell, Chapters on Greek Metric (1901), p. 240.
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and more convenient.! For these reasons a system of prosody based
on rigid metric forms became the only method of analysis.

From an approach such as this the objective irregularity of
Hebrew poetry presented an insuperable obstacle—not entirely
insuperable, because some decided that since regular scansion was
the proper arrangement the Hebrew in Hebrew poetry was incorrect,
and set about to correct it. But the type of rhythm found in Hebrew
poetry is unlike that of other poetries only in its objective form.

Recent experimental studies in rhythm have shown that rhythm,
especially the rhythm of poetry, is not characterized by an objective
regularity in the recurrence of its elements. Wallin? found that
“there were various qualities or degrees of speech rhythm, and that
the advocate of the time theory was incorrect in so far as he insisted
on absolute periodicity as the sine qua mon of rhythm.”® ‘“When
the deviation rises to a fraction of 15 per cent of the length of the
whole interval, the mind finds it hard to rhythmize the impressions;
when the fraction is 12 per cent the rhythm is still a little vague;
and when it is 7 per cent the intervals are easily co-ordinated.””*

MacDougall states: ‘“The artistic rhythm form cannot be
defined as constituted of periods which are ‘chronometrically pro-
portionate’ or mathematically simple.”® His next statement is
significant in its relation to regular verse. ‘It is not such in virtue
of any physical relations which may obtain among its constitutents,
though it may be dependent on such conditions in consequence of
the subordination to physical laws of the organic activities of the
human individual.””® The variation present in rhythm is not only
in the time value of the elements, but also in their form. ¢There
is properly no repetition of identical sequences in rhythm. Practi-
cally no rhythm to which the aesthetic subject gives expression, or
which he apprehends in a series of stimulations, is constituted of the
unvaried repetition of a single elementary form.””

1Ibid., p. 14.

2 Wallin, ‘‘ Experimental Studies of Rhythm and Time,”’ Psych. Rev., XVIII (March,
1911).

3 Ibid., p. 100.

4 Wallin, ‘‘ Researches on the Rhythm of Speech,” Yale Psych. St., IX (1901), 70,
of part of the experiments of which the first statement is a summary.

5 MacDougall, ‘“The Structure of Simple Rhythm Forms,” Monog. Suppl. Psych.
Rev., IV (1903).

6 Ibid., p. 310. 7 Ibid., p. 319.
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According to Patterson rhythm arises from the ““sense of swing.”’
“ Elasticity—that is, acceleration followed by compensative retard-
ing, a tightening of speed, as it were, followed by an untightening, is
the secret of a measuring scale for rhythmic experience.””!

Brown found that in no case (except in nonsense verse) is there
an approximate equality of feet.?

Time not only fails to account for the regularity of verse rhythm:
it also fails to offer a base of distinction between different types of rhythm.
Temporally anapaests are just like dactyls, and neither clearly distinguished
from iambs. Here the concept of number comes to the rescue only to be
followed by unwelcome consequences, and the most satisfactory course is to
fall back on the swing of the rhythm itself. The different rhythms form
distinct kinds of cycles. It is the perseverance of one of these types through-
out a verse or stanza that establishes the rhythm. Each beat, or each swing,
brings up another of the same general structure and the same total affective
value.?

The theory of the Greek metricists called for a mathematical
arrangement in which syllables had certain values. Syllables were
deemed long or short; a long syllable was equal to two short syllables.
Some even went farther and affirmed that a single consonant required
half the time of a short vowel, and that two consonants or a
double consonant required the same time as a short vowel.! It
would seem, however, that the metrical arrangements of the classical
prosodists were a method of study with a measuring apparatus rather
than a system of laws of prosody. They were hardly more than a
means of classification and recognition, for it is undoubtedly true
that in the writing of poetry the rhythmic swing of the first few lines
determines the rhythm structure of a poem. Yet the metricists
were led to construct their theory from the poetry as they found it.

If there is an illusion of temporal regularity its cause ought to be known.
Some other kind of regularity in the verse might give rise to the illusion.
That there is some kind of regularity cannot be doubted after considering the
fact that intricate verse rhythms can be repeated indefinitely in almost

identical form. Other motor performances cannot be so accurately repro-
duced, and the words themselves which are employed are not of unvariable

1 Patterson, The Rhythm of Prose (1916), p. 47.

2 Warner Brown, * Time in English Verse Rhythm,”” Arch. of Psych., No. 10 (1908),
p. 44.

* Ibid., p. 76.
4+ Goodell, op. cit., p. 9.



Tue MEeTRrICAL Basis oFr HEBREwW PoOETRY 33

duration. The rhythm itself is undoubtedly responsible for this fixity or
stability of the verses. But not a time rhythm. If the feeling of rhythm
arises out of a series of motor performances of alternate vigor and relaxation,
the illusion of equality in time would very naturally arise from the apparent
equivalence of these series. Objectively they could differ in time very con-
siderably and still be felt as equal on account of the real equality, not of time,
but of kind, between the two elements. . . . . The regularity of the motor
performance and the equivalence of the resulting feelings lead naturally
to the introduction of the impression of temporal regularity; but that impres-
sion is really subsequent to the rhythm itself.!

The regularity in rhythm as we perceive it is due to definite
cycles. These differ for different rhythms, and.the recurrence of
one type of these establishes a particular rhythm. In Hebrew
poetry it is the word that is identified with the unit of rhythm, the
foot, in what I have called the ‘“word-foot,” which will be described
later. But at this point we may tentatively identify the word in
Hebrew poetry with a shorter cycle and the verse with a longer cycle.

Longer cycles may be made up of a number of smaller ones, and as the
possible length of any given cycle is undoubtedly controlled within certain
physiological limits, it is clear that the time occupied by any five of them,
say, will be fairly constant, even though the separate cycles vary consider-
ably in duration. The more complex the movement that must be performed
in a cycle of any particular form the more the duration of such cycles will
vary. The movements of speech are extremely complex, and the results
show, as we should expect, a very large difference in the amounts of time
occupied by them. The inequality is still further augmented by the mental
weighting of the syllables with greater or less meaning according to their
logical and grammatical importance. Such weighting seems to increase the
strain attaching to the larger or heavier points of the cycle and at the same
time complicates the total situation in such a way as to lengthen the time
occupied by that cycle in which it occurs.?

The verse may be considered the unit of larger rhythm. The
classical foot as the classical prosodists knew it was hardly more than
a formal division of the verse. Even in English poetry “in many
cases the verse seems to be divided into short phrases rather than
‘feet’ in the ordinary sense. These phrases might be considered as
the rhythmic elements in the verse, for they are fairly uniform in
length, while the feet are far less regular.”®

1 Brown, op. cit., pp. 76, 77. ? Ibid., p. 75. 8 Ibid., p. 51.
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The primary rhythm within the verse, which is usually ascribed
to the foot, uses, I think, quite another basis. In dynamic poetries
such as Hebrew (quantitative) and Anglo-Saxon (accentual) it is
best. to consider as the basis of primary rhythm, whether of time
or of stress, the integral unit. This unit of primary rhythm may be
differentiated (Latin and Greek), or scansion may take the form of
counting syllables (French). The unit can be arranged in groupings,
and these in larger groupings. In Hebrew the primary unit of
rhythm is a time unit, and is the mora.! In the case of the “word-
foot”’ they are grouped together, and between every two feet a
slight caesura occurs.

The whole group of elements constituting the rhythmic unit is present
to consciousness as a single experience; the first of its elements has never
fallen out of consciousness before the final member appears, and the aware-
ness of intensive differences and temporal segregation is as immediate a
fact of sensory apprehension as is the perception of the musical qualities
of the sounds themselves.?

The highly rhythmic nature of Hebrew poetry with the attendant
irregularity between the feet of the verse presents an example of
poetry in which the nature of poetic rhythm is objectively repre-
sented. It will be seen that for certain reasons the writers of Hebrew
poetry were forced to recognize the non-regular nature of rhythm.
Those, therefore, who attempted to construct a system of Hebrew
meter according to classical standards could not but fail, and their
attempts at forcing Hebrew poetry into these forms were unnecessary.

APPLICATIONS OF °athndl METER

Before discussing the reason for the non-temporal regularity
of Hebrew meter a few applications of °athnah meter to various
portions of Hebrew poetry will show the form that the metric arrange-
ment takes. Three fundamental principles may be observed as
underlying the meter of Hebrew poetry: (1) the unit of rhythm in
the verse is the ‘“word-foot,”® (2) the ““word-foot”” may vary in

1 In a later study (Brown, ‘‘ Temporal and Accentual Rhythm,”” Psych. Rev., XVIII,
344) rhythm is said to be primarily temporal, although ** . . . . at the same time such
a rhythm will also be accentual, since there must always be points of emphasis whose
return can be marked.”

2 MacDougall, op. cit., p. 322.

3 See infra, p. 41.
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length from three to five morae, and (3) the feet in the verse are not
temporally regular. It must not be thought, however, that the
variation is very great or very extensive.! The varying lengths of
the feet are within such limits as to give an impression of regularity.
If there is a general similarity and the time intervals vary not too
greatly, the rhythm will carry itself, and the impression of equality
will follow. ‘“The regularity of the motor performance and the
equivalence of the resulting feelings lead naturally to the introduction
of the impression of temporal regularity; but that impression is
really subsequent to the rhythm itself.”’2

In this connection MacDougall says:

Variation in the number of elements which enter into the rhythmic unit
does not affect the sense of equivalence between successive groups so
long as the numerical increase does not reach a point at which'it lessens the
definiteness of the unit itself. . . . . The sense of equivalence has fallen
off at five and practically disappears at seven beats.

Likewise the introduction of variations in the figure of the group—that
is, in the number of elements which enter into groups to be compared, the
distribution of time values within them, the position of accents, rests, and
the like—does not in any way affect the sense of equivalence between the
unlike units. Against a group of two, three, four, or even five elements
may be balanced a syncopated measure which contains but one constitutent,
with the sense of ful] rhythmical equivalence in the functional values of the
two types.®

It is not in Hebrew poetry only, however, that an objective
temporal regularity is absent. The same condition holds true in
Greek poetry, although not to so great an extent.

This theory [of irrational feet] throws overboard the doctrine of equality
between the feet. Yes; but no more completely than Aristoxenus does by
his doctrine—unquestionably sound—of the irrational syllable. . . . .
Limits were strictly drawn beyond which poet or singer could not go and did
not desire to go—as distinctly as with the modern poet and modern singer.
In such mixed kola unity was maintained by equality between theses; arses
might vary between the limits fixed for irrational syllables, that is, between
the length of a thesis and that of half a thesis.*

1 See Appendix.

2 Brown, ‘‘Time in English Verse Rhythm,” Arch. of Psych., No. 10 (1908), p. 77.
3 MacDougall, op. cit., pp. 348-49.

41 Goodell, op. cit., pp. 242—43.
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An application of ~athnah meter to Hebrew poetry! will show the
resolutions that the three and four morae take. It will also show
the place of shewd and its effect in Hebrew meter. The significance
of the scansion will be seen later.

AN APPLICATION TO PSALM 12
>asheré | haish || Ddsjzér | lo> haldkh || ba<dcdth | reshacim |
ubhedhérekh | hatta>im | lo> <amddh || ubhemoshdbh | legim | lo> yashdbh |
ki >im | bethordth | YHWH | hephgé || ubhetho|rathé | yehgéh | yomdm | waldylah |
wehaydh | keiég | shathal | <al pdleghe | mdyim |
ashir | iy | it | b || wealdh | 10| yivhl |
w:khfl | >dsheér | yaCdsfh | yaglich |
lgﬁ\[{kiien lvlézreghgcz;n I ki >im kammag | >dsher tiddephénnu | C@i“h |
“al ki | 1> yakima | reghacin | bamomishpd || o-attvim | b adhih | caddilim|

ki yodhéa | YHWH [ dérekh [ caddikim || wedhérekh | reshasim | to>bhédh |

In this psalm I have followed largely the accented syllable as
laid down by Koenig,® where he indicates by certain rules which
syllables can have the accent.

From the example of scansion given above it can be seen that
sounded shewa is treated with its following syllable like the short
syllable in the cyclic dactyl in Latin or Greek prosody, or rather as
the cyclic anapaest—because of the nature of the Hebrew word.
The comparison is quite apt where the shewd> precedes an accented
syllable; a pathah-furtive is illustrative of the former case. The
shewad” is marked by the first of two half-circles joined, or by the
half-circle joined to a macron. Where the shewa stands at the
beginning of a foot it can be treated in several ways—all of which
amount to the same thing, namely, that it is considered cyclic. Thus
it can be represented by a pause (A) plus the equivalent of a greater
(composite shewa>) or lesser part (simple shewa®) of a mora, or if the

1 For other applications see Appendix.
2 Hebrew in this article is transliterated in accordance with the scheme outlined in

Vol. I of the Inter. Standard Bible Encyc. 'The long marks are omitted in the scansion

—~

3 Koenig, op. cit., p. 32.
4+ Cf. gvupayos éogo.—Sapph. i. 28.
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foot is not initial it might be considered that the preceding syllable
is held. This does not involve the recognition of additional syllable
lengths; the shewa> with its preceding rest equals an unaccented unit.
The simpler way, however, of treating initial shewa>, and the way
it is treated in the examples of scansion given, is in a case as kemo
(Job 31:37) of regarding it in a cyclic three-mora foot, as -, for
there is little difference in the time length of the last word of the
preceding verse (Job 31:36) Iz (-), which has three morae, and kema.

Bellerman allowed no morae for shewd and pathah-furtive.
This disregard of shewad> was properly criticized by Saalschiitz. On
the other hand shewa> is not a full syllable. Grimme sought to place
it by giving it one mora in his scale. Neither of these extremes, nor
yet Grimme’s attempt at a compromise, is satisfactory. The best
treatment is to consider it cyclic. For when two syllables in Latin
or Greek poetry come together in, for instance, a cyclic dactyl,
the second syllable is shorter than the preceding syllable (so
pathah-furtive), as [ [ J; or in the cyclic anapaest, where the move-
ment is forward, it is shorter than the following syllable, as ) .
The first word of Ps. 1 is of the latter typal form, as >asheré (« <-).

In line 2b, u-bh<thoratho if undivided has five morae. Feet of
five morae occur in several places, as Exod. 15:17, wethittaceéma, or
Lam. 2:15b, l<khol-ha>dre¢. Frequently these cases are where two
words are joined by a makkeph (144 or 243 morae).! Koenig
would make <al paleghe mayim, 3a, one foot. The meter would
indicate that it is two feet. As indicated, both this and the pre-
ceding verse have five feet to the line instead of four.?

THE NON-UNIFORM ARRANGEMENT OF HEBREW POETRY

The absence of rigid meter schemes in Hebrew poetry presents
an interesting study in poetic form and in the adaptation of meter
to thought. For the feeling of the poet is reflected in this meter
more than in any other. The irregularity itself is due to three causes:
(1) the poet often wrote under strong emotion, especially in lyrical
forms; (2) the meter was adapted to the sense more extensively and

1 Cf. Koenig, op. cit., pp. 35 1. Sievers wishes to reduce these. According to this
view feet of five morae would then be read in four-mora time.

2 Cf. Koenig, op. cit., p. 35.
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qmore continuously than in almost any other language; (3) the word
bore a close relation to the foot, because of the nature of word-
formation. The first of these causes accounts for the often irregular
lengths of the lines; the second explains variations in meter; the
third explains variations in rhythm.

1. Subjective element.—The importance of the emotion under
which the poet wrote as a factor in the non-temporal regularity of
Hebrew poetry has not been overlooked. Indeed it was this element
which was not incorrectly cited as the basis of the rhythm in Hebrew
poetry.! In poems written under such conditions we expect to find,
not only the highest thought, but also a high type of rhythm. The
fact that the poet wrote under a strong emotion accounts largely for
the often irregular lengths of the lines; the second and third aspects
of the non-uniform arrangement of Hebrew poetry are also in part
due to it. In fact, the poet relied on the subjective element to so
great an extent that poems temporally regular could not result, and
the true nature of rhythm gradually came into recognition.

2. Sense-meter correspondence.—The extensive adaptation of
meter to sense which turns up in various forms in Hebrew poetry
is an important element in its metric arrangement. No poem is
written in a recurring meter, but changes from sentence to sentence,
from word to word, as the thought changes.? The sense-meter
adaptations, moreover, are not mere embellishments, but are neces-
sary in the language. Those parts of Homer where the sense pecul-
iarly fits the meter are immediately recognized, but they are artistic
and the correspondence is not inherent in the language.®* In Hebrew
the relation is fundamental.

1 Koenig, Budde, and others were quite right in basing the rhythm of Hebrew poetry
on high thoughts and emotion, but, as pointed out in the introduction, this emotion must
manifest itself according to certain principles.

2 Cf. Koenig, op. cit., p. 21.

3 Two familiar examples are the description of the rapid and bounding descent of the
stone,
adTis émeta méSovde kuAivdero Adas avaidis.—[Od. xi. 598].

and the imitation of stamping feet,
ToAAd 8’ dvavTa kdTavTa TapavTd Te doxmed T AAOov.—[I1. xxiii. 116].
An instance of more complex sense-meter-sound adaptation is in the Iliad i. 49:
Sewiy 8¢ kAayyy 'yéver' apyvpéoro Broto.
This could have been said in other ways; this way is artistic.
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The sense-meter correspondences are very evident in the Book
of Job. These correspondences are of three kinds: (1) of meaning,
(2) of voice or gesture, (3) of sensuous effect. In Job 3:12,

maddics | kiddemini | bhirkdyim || umdh | shadhdyim | ki | *indk | ,
QAU | Kladanunt | ORrkayym i) uman | shaahayum | k| -ind

three amphibrachs ask the main part of the question. This is voice-
meter correspondence. The Song of Songs abounds in these.
In Judg. 5:22 the description in the Song of Deborah,

middahdréth | dahdréth | >abbirdw |

of the headlong, breathless flight of the war horses falls into anapaestic
effects.! This is an example of correspondence between meter and
sensuous effect. Another example of this is in Ps. 93:4,

mikkoléth | mayim | rabbim || >addirim | mishberé | yam | .
00 ayvm | raooy aaaury LSO TE 1 Y

““ Above the thunder of the vast, mighty waters, breakers of the sea.”’?
The imprecation meter, trochaic in effect, is used in Job 3:3,

yo*bhadh | yom | twwdledh | 20 || wehalldylah | >dmar | hérah | ghdbher.®

It is used to express a denunciation. It is an example of meaning-
meter correspondence.

An example where the three are combined, and in addition where
various kinds of feet are used, is in the next verse, Job 3:4. The

1 Cf. E. G. King, Early Religious Poetry of the Hebrews (1911), p. 9. A comparison
can be made with one or two lines of Browning'’s ‘“ How They Brought the Good News
from Ghent to Aix,”

‘“ And into the midnight we galloped abreast.”
The comparison is not complete because the Hebrew words suggest the scene of battle
desolation, the furious dashing of the riders, and the sound of the hoofs of the horses.
Hebrew poetry would, however, never permit a whole poem to be written in one rhythm.

2T have not changed this line from the text. See a possible emendation in Kittel,
Biblia Hebraica.
3 Cf. Browning’s
‘“What? Those lesser thirds so plaintive, sixths
diminished, sigh on sigh.”’—A Toccata of Galuppi's.
The most familiar example of this meter is probably,

‘“Double, double, toil and trouble,
Fire burn, and caldron bubble.”
The long vowels here make comparison easier. The reading of both aloud, as well as
the Hebrew example, brings out the contrast between the Hebrew meter, which is based
on morae, and the English meter, which is based on accent of stress.
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first two words, hayyom hah@, are iambi. The pause gives the effect
of Job pointing, as if the day were tangible. The next word intro-
duces an imprecation again. The anapaestic effect of the latter
part of the sentence amounts to a lowering of the hands. The meter
is adapted to gesture.

The meter of Lamentations and of certain of the psalms, which
has been referred to as the kinah meter, gives its peculiar effect
largely through the use of meter forms with the accent on the end
of the word in iambic or anapaestic feet. Other forms may be sub-
stituted, since the sense is of first import, as in Lam. 2:19, kumi
ronnl bhallaylah, ‘‘Arise, complain in the night,” where trochaic
or early-syllable accented words are used, because action is urged.

Kinah meter has usually been referred to as meter in a line where
the beats were in a relation of 3:2. With Koenig! a more accurate
characterization of k7nah meter is: an arrangement of feet separated
by a caesura, wherein the number of feet in the first member exceeds
that of the second member. The more common use and the same
peculiar effect of kindh meter can be found in Keats’s “La Belle
Dame sans Merei”’:

O what can ail thee, knight-at-arms,
Alone and palely loitering ?

The sedge has withered from the lake,
And no birds sing.

O what can ail thee, knight-at-arms,
So haggard and so woebegone ?
The squirrel’s granary is full,
And the harvest’s done.

But just as in Hebrew poetry it can be used in other ways, for
instance, in lively descriptions:

I met a lady in the meads,
Full beautiful—a faery’s child;
Her hair was long, her foot was light,
And her eyes were wild.

And indeed objection has been made to calling this kznah meter?
(although the more extensive use justifies the name), because it is

1 Koenig, op. cit., p. 54.
2B. Duhm, in Encyc. Biblica, art. ‘ Poetical Literature.’”
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used in songs of triumph as well, and the objection is well taken.
The mourning effect of Lamentations is due to quite another cause.!

3. The word-foot unit.—The third cause of the non-uniform
metrical arrangement of Hebrew poetry is bound up with certain
peculiarities of the language itself. These peculiarities permit the
identification of the word with the foot as the unit of rhythm.
The first of them concerns the nature of the word and its formation.
The word in Hebrew is comparatively short, and can usually be com-
passed in a three- or four-mora foot. There are two reasons for
this condition: (1) the changes of the word, especially the verb,
are largely internal changes; (2) Hebrew is not, to any extent, a
compound-forming language.?

The other condition which aids the identification of the word with
the foot is that the accent in Hebrew is usually on the ultima, some-

times on the penultima.®? Thus the end of each foot makes a caesura

1 The mourning effect of Lamentations is due partly to the kinah meter (3:2),
partly to the predominant use of ‘‘rising feet,”” but mostly to the predominance of the
long a sound. Very little has been done in the fleld of the sensuous effect of sound in
Hebrew poetry. A tentative treatment of it can be found in G. A. Smith, Early Poetry
of Israel, pp. 21.; cf. also Gordon, The Poets of the Old Testament (1912), pp. 6 1.

In the first line of Lamentations there are 18 long @ sounds to a total of 33 vowel
sounds. This ratio in other verses varies; sometimes another vowel sound is more
important. Cf. the predominance of long a sound in Lamentations with the taunt song
in Isa. 14:4f.; or Isa. 40:9-16; or with Ps. 42, which are also written in kinah meter.
In these, however, there is an extensive use of other vowels or vowel combinations.

Where the pain in Lamentations is no longer of mourning, but grows lyric, long a
decreases and long i and é are more prominent. Lam. 1:16, 2al 2élleh *dni bhokhiyyah
. . . . has 19 long 7 and é sounds to a total of 39 vowel sounds, varying also around the
ratio given above, 1:2. Cf. David’s lament over Saul and Jonathan (IT Sam. 1:19),
although this partakes of the nature of a formal mourning; or the weeping for Absalom
(IT Sam. 19:1), where the ratio is 10:23; or Ps. 137. In these later examples the con-
sonants as well as the kindred vowels play an important part, but this would lend itself
to a fuller treatment.

Cf. with the mournful effect of Lamentations above the sprightly effect of the Song
of Songs, which uses o and a vowels as well as ¢ and e. The thanksgiving of David
(IT Sam., chap. 22; Ps. 18) shows that lyric pain and lyric joy are not very far apart.

2 The racher few cases that may be considered compounds occurring in Hebrew
still maintain the word-foot unit, inasmuch as the first part of the group loses its accent,
and no part of the compound can be carried over in the next foot.

A compound-forming language, as are Latin and Greek, permits foot-units instead
of word-units, and therefore there can be a regular beat because the compounds are
distributed in as many feet as the long and short syllables require. In Sanskrit, where the
compounds are often of absurd lengths, this is especially the case.

32athnah meter is especially appropriate in Hebrew poetry because of the late-
syllable accent. This ultimate or penultimate accent gives the word a ponderosity which
requires a pause, and so gives great dignity and repose—a further adaptation to thought.

A faint suggestion of this may be obtained from French poetry, since French poetry
accents slightly on the last syllable, as in the sonnet beginning,

‘“‘Que ton visage est triste et ton front amaigri.”
The compassionating effect here produced is due somewhat to the ending of a thought
with nearly each foot.
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of greater or less strength. The importance of this in the rhythm
will be seen later. Under these conditions the word-foot unit arose
in Hebrew poetry because (1) the meter is superimposed on the word,
which, representing the sense, precedes the meter; (2) the accent
is oftenest on the ultima; (3) most words can be compassed in a four-
mora foot.

It is possible that the identification of the word with the foot had
something to do with the recognition of the non-temporal regularity
of poetic rhythm. The “foot” was probably not spoken of as such,
but the presence of poetic forms in 3:3 beats or 2:2 beats would
indicate that some kind of foot-unit was recognized. At this
point may also be mentioned the reason for the variation of the meter
form. It was the absence of long- and short-syllable contrasts,
which, because of the nature of the word and its changes, did not
develop. The recognition of the nature of poetic rhythm and its
use objectively, although it underlies all poetry, led to a very differ-
ent development in Hebrew poetry than would otherwise have taken
place. One suggestion of such a possible development is given else-
where.! The meter arrangement that did arise permitted the utmost
attention to be given to thought and meaning, and allowed the
rhythm to follow in their train.?

Realizing that Hebrew poetry regards the sense more than any
formal arrangement, Koenig properly rejects Siever’s ‘normally
anapaestic”’ rhythm and his division of words and shifting of accents
to attain it. It is of no import to the rhythm, he believes, whether
the accent comes at the end, in the middle, or at the beginning of a

1 Vide infra, p. 48.

2 Meter irregularity itself is just as much a characteristic of English poetry as of
Hebrew. Any virile language which is close to the people cannot brook in its poetry a
rigid, stereotyped, metrical scheme. Later classical Latin and Greek, it must be remem-
bered, were the languages of the few. Cf. Milton,

‘“‘If thou beest he—but oh, how fallen! how changed
From him, who in the happy realms of light,
Clothed with transcendent brightness, didst outshine
Mpyriads, though bright!—'’’ [Paradise Lost, 1, 84].
Browning,
‘“That’s the appropriate country; there, man’s thought
Rarer, intenser,
Self-gathered for an outbreak, as it ought,
Chafes in the censer,”
and passim.
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syllable group.! He is here groping toward a realization of the word-
foot unit, and redivides Sievers’
shaman | ta <abhy | tha kasi | tha?

into
shamanta | <abhitha | kasitha |

CERTAIN REGULAR METERS

It has been noticed that certain poems and parts of poems
can apparently be scanned as if they were written according to a
repeating-meter scheme. That which led aside those who attempted
to interpret Hebrew meter solely on a classical basis is the apparent
regularity of the feet in some of the early poetry of the Bible. The
Lament of Lamech?® can be scanned with some regularity. Similarly
the two lines and fragment sung on the occasion of the well giving
forth water* can be so scanned. In the song over the early defeat
of Moab,®

bo>w | heshbon | tibbanéh | wethikkonén | Cir | sihon |

ki >ésh | yagodh | meheshbon || lehabhdh | mikkirydth | sihon |

>akheldh | car | mo>dbh || bacdlé | baméth | >arnén |

>0y | lekhd | mo>dbh || >abhddhta | <am | km&ish |

n‘gtht_invl-bgnéw | peletim | ybh:@oth_gw l Qa;hsheéifth | lemélekh | *#mort | sthon l,

the meter is quite comparable to an iambic, in part anapaestic
hexameter, or, more closely, to the mixed measures in classical
poetry.® Most of the parables of Balaam can be scanned almost

1 Koenig, op. cit., p. 39.

2 Deut. 32:15; Sievers, Studien zur hebrdaischen Metrik, I, 144.

3 Gen. 14:23. ¢ Num. 21:17. 5 Num. 21:27.

6 There was possibly among the earliest Hebrews an ode form of poetry composed
in honor of a place or people, which in the case of the song on the early defeat of Moab
consisted of six lines, the last line being a reinforcement of the theme.

Was it rhymed ? The parallel structure is present, and the rhymed scheme, if not

accidental, is:
A B

[SUES S <IN
oo ee

Some of these rhymes are merely a repetition of words or similarity of sounds. Other poems
or fragments, however, seem to have a somewhat similar rhyme scheme. The first four
structures of the Lament of Lamech are in conformity; the fragment of the song of the
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regularly. Occasionally for some space the Book of Job can be
scanned in like manner, and Cobb! points out that a parallel for
every line in Ps. 54 can be found in English poetry.

These cases are not the result of conscious efforts to attain a
repeating-meter scheme. They are only so when regarded from the
classical viewpoint, or considered analogous to poetry using a stress-
accent basis. The arrangement, as well as the number of morae,
varies from foot to foot and from line to line. Lastly the irregular-
ities which do occur render such a hypothesis untenable. As pointed
out by Cobb? the poems which cannot be scanned according to a
repeating meter greatly predominate. The attempts to reduce them
to a stereotyped meter scheme necessitate the doing of violence to
both text and accent. Some of the alterations introduced by various
scholars may illustrate a metrical theory, but the resulting material
is not Hebrew poetry. The arrangement of syllables has long since.
lost all semblance to Hebrew. The cases where the stress accent
can be used with moderate success are simply cases where the
poet lapsed into a half-meditative chant meter, as so often happens
in Job.

THE RHYTHM OF THE VERSE

In the rhythm of Hebrew poetry two types of verse-units are
fundamental, a verse of three feet and a verse of two feet. Longer
lines are groupings of these in various arrangements. The kindh
meter combines the two elementary verses in the relation of 3:2.
Most of the early poetry is in the relation of 3:3. The Song of the
Red Sea (Exod., chap. 15) is largely in the meter of 2:2. Prophetic
poetry retains the two types of elementary verse, but does not employ
them in the regular order which is found in the early poetry.

The rhythm of the verse is secured by the use of (1) morae,
(2) caesuras, and (3) end-verse pauses. The caesuras play a very
important part in the recitation of Hebrew poetry.> They sometimes
well (Num. 21:17) fits in in part, but it is in an incomplete form. Other examples are
Lamech on Noah (Gen. 5:29), and the eulogy of David (I Sam. 18:7), in this respect
similar. See what Smith (op. cit., p. 24) says on rhyme. Cf. also Koenig (op. cit.,

pp. 4 1.), where he examines the views of Grimme, Zapletal, Kittel, Kautzsch, but rejects
rhyme as a characteristic of Hebrew poetry.

1 Cobb, A Criticism of Systems of Hebrew Metre, p. 10.
* Ibid., p. 30. 3 Cf. Koenig, op. cit., p. 36.
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permit an unaccented syllable to be held longer than its two morae,
much as a note is held in music. They contribute greatly to the
facility by which the meter and mora changes are effected.! The
caesuras at the end of the word-foot unit were early, although uncon-
sciously, recognized, when the line was divided into a number of
feet by counting the beats.? The regular forms of poetry were recog-
nized by the same means. In some of the poetry of the Prophets,
however, and in the lyrical forms the meaning did not lend itself
to, nor did the emotional stress permit, a uniform number of feet
in the line.* The Books of Lamentations and of Job show a more
conscious workmanship, and in these the lines are to a great extent
of a regular number of feet.

Not only because of the variation in the verse, but also because
of irregular line lengths in Hebrew poetry, the difference between
poetry and impassioned prose is not so great as in English.* Many
parts of the biblical narrative Hebrew approach a poetical form,
but they cannot be confused with poetry. The test of poetry is
threefold: (1) elevated thought manifested in a straitened style,
(2) use of the word-foot unit, (3) use of the verse-thought unit.
The first has regard to content, the second and third pertain to
structure. Doubt is often expressed as to whether certain portions
of the biblical Hebrew are poetry or not. Terms such as mizmor and
shir, which are prefixed to some of the psalms, need not deter us,
since these designations are not found in connection with those
forms about which there is doubt. Furthermore, a test should be
purely objective, and the conclusion should be reached after an
examination of the content, not through a classificatory term. A
question has been raised as to whether the tale of the woman of
Tekoa (IT Sam. 14:5f.) is poetry.

Elevated thought manifested in a straitened style.—This presents
a difficult problem because the material is not lyrie, but simple (not
epic) narrative. But verse 6, which is vivid description, presents a

1 Cf. Job 3:4, mentioned above.

2 For the number of feet in the various forms of poetry cf. E. G. King, Early Religious
Poetry of the Hebrews, where he attempts to reproduce the rhythm in translation.

3 Cf. Koenig, pp. 19 and 20.

4 Cf. such anomalous forms in English poetry as ‘ Ossian’’ by James MacPherson.
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terse style. This style begins again with the words of the family,
verse 7, and continues through this verse. In the rest of her speech
it is not present to any great extent. Upon analysis, however,
the style shows simply an arrangement of short words for the greater
part of three morae. The movement seems to be the rhythm of
sing-song rather than the rhythm of poetry.

Word-foot unit.—This is a characteristic, but not always a test,
of Hebrew poetry. It is the word-foot unit that makes Hebrew
poetry similar to impassioned prose, and except for the first and
third qualifications would make the distinction between the two
forms of literature (between which distinction is often formal rather
than real) difficult. But the word-foot unit preserves a certain
rhythm, which arises out of the variation in the verse, of feet of three
and four morae. This rhythm, though difficult of analysis, is the
real thythm of the verse. The speech of the woman of Tekoa is
not characterized by this higher rhythm. Most of the feet in it
are in meter forms in which the accent is on the end of the word,
from which there arises an impression of regularity, and so of poetry.
But the variation in the number of morae from foot to foot which
does occur is greater than that found in the higher poetical forms, in
the latter of which the changes are less frequent and the transitions
evener. For from the latter the impression of regularity arises out
of a feeling of equivalence due, not to a regular relative placing of
the beat, but to the thought of the elements.

Verse-thought unit.—It is this last characteristic that is largely
observed that made the classification of this speech doubtful. Why
it should be observed is not clear unless, as suggested by the meter
forms used, a sing-song was purposely sought. In conclusion we
may say that this speech is not poetry, although there are present
in it some of the characteristics of poetry.

In like manner the fable of Jotham (Judg. 9:8) will be found to
be of a similar nature. These examples may be considered to be an
inferior form of poetry, but it is better to regard them as prose
observing a stated verse-thought unit. The first lines of Job do
not even observe the verse-thought unit; they are clearly not poetry.
A further indication of Hebrew poetry, though not always, is paral-
lelism. This is for other reasons, which cannot he treated here.



TuHE METRICAL Basis or HEBREwW PoETRY 47

PERIODS OF HEBREW POETRY

From the foregoing study of Hebrew meter certain periods of
Hebrew poetry may be differentiated. A development is discernible
in them which may be characterized as a movement away from a
strict regard to form to the freer movement of prose. The early
poetry is marked by some regularity in its beat; its similarity to
classical poetry in this respect was pointed out. The later poetry,
according to certain changes which took place in it, may be further
divided into two periods. Although the three periods of Hebrew
poetry can be clearly marked out with short transitions between
them, it is better to regard them as stages in a development, which,
in fact, they were.

The first period embraces some of the sporadic examples of poetry
found in the early books of the Bible, and extends to the reign of
David, including some of the early Davidic psalms. It is char-
acterized by a vigorous folk poetry—often lyrical, with metrical feet
of three morae predominating, and great regularity of beat. The
verses are short, very distinct, and of a uniform length. The accent
is for the greater part on the ultima, and the word-foot units are
similar in their form. The resulting rhythm, although vigorous, is
often rude and abrupt. The prayer of Hannah (I Sam. 2:1-10) is
typical of this period. In it are great power and elemental strength,
which arise from the shortness of the foot and the regularity of the
beat. The thought is so direct that the poetry often lacks smooth-
ness. The figures of speech are likewise direct and even primitive;
the more subtle literary devices are not used.

The early examples of this period are the Lament of Lamech
(Gen. 4:23), and even comparable to it the song on the early defeat
of Moab (Num. 21:27). The Great Ode (Deut., chap. 32) and the
blessing of Moses (Deut., chap. 33) show the marks of this period,
but in them is discernible a greater dignity through a more evident
restraint. This is manifested in a movement away from the three-
mora foot, not to any great extent, however, but not from the
defined, short verse and rather regular beat. The riddle of Samson
(Judg. 14:14) and the answer and Samson’s retort (Judg. 14:18)
are very regular both in the form of the metrical feet and in their
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length. One of the later examples is David’s psalm on his deliver-
ance (II Sam., chap. 22; Ps. 18), and in it certain tendencies are
observable. There is a freer variation of three- and four-mora feet;
the beat no longer comes with such regularity, and the regular
verse arrangement is broken occasionally by the kinah meter. The
Song of Deborah (Judg., chap. 5) from metrical evidence would not
seem to be as early as it is usually considered to be. The predominant
three-mora foot in early Hebrew poetry, coupled with the regular
beat, suggests that Hebrew poetry might have developed a quantita-
tive, regular meter similar to the classical. It was prevented from
doing this, not only by the form of the language, but also by the guid-
ing theme of the poetry, which soon came to the front.

The second period extends from the inauguration of the kingdom
to the rise of prophetic literature. It is characterized by the growth
of the lyric, which was developed as a definite poetical form, and
which reached its highest point in this period. Great freedom of
movement displaced the monotonous line, and the constrained poeti-
cal form gave way to forms in which there was not only metrical
variation, but in which the foot often took on some complexity.
The transition was marked by attempts at acrostics, in which
naturally the short verse is retained, as in Pss. 111 and 112, for in the
first period one would hardly look for acrostics. The psalm attrib-
uted to David, when he was driven away from Abimelech (applying
this as superscription to Ps. 34), in spite of its time placement, would
seem to be well in the second period. In Ps. 30, the song of dedica-
tion, are found the distinguishing marks of this period, a higher
rhythm of the accent in the line rather than of the stress in the foot,
some variation of line length, and a highly subjective character.
The Song of Songs, whatever its original nature, although it differs
greatly in matter from the poetry of the next period, shows a freedom
of movement which suggests what the metrical form of the next
period will be.

A type of poetry which, while it was an offshoot of that of the
second period, yet influenced that of the third period to some extent,
was the gnomic poetry. It has a freedom of movement which the
early lyric did not possess, and a metrical form which is quite char-
acteristic of the later lyric. Although it raises other questions, the
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Book of Job, if it were not for its many unusual constructions and
forms, could without hesitation be placed at the end of the second
period.

The third and last period of biblical Hebrew poetry starts with
the rise of prophetic literature. The form of the poetry is a develop-
ment of the lyric, although the lyric as such remained, since its cul-
mination as to form was in the second period. The later lyric,
however, as shown in the group of shir hamma<dloth psalms, differs
from the lyric of the second period in a serener and perhaps maturer
outlook. It has a repose and, even in the psalms which ask for
restoration, a security of faith which contrast greatly with the unrest
and striving after something seemingly unattainable in the early
Davidic psalms. In the latter the ones expressing the greatest
repose, although not contentment, are Pss. 18 and 34, and they do
this as much by a measured regularity of the verse as by their
thought. One difference in the meter of some of the early psalms
is the large number of cyclic feet as compared with the later psalms
and the Prophets. This is due partly to the more sparing use of the
waw consecutive in the poetry.of the latter. The keynote of the
third period, however, as evidenced in the prophetic literature, is
the exaltation of content over form. A meter, as kindh meter (3:2),
may be used, or the poetical form may be so free as to be prose-
like. If the kinah meter is employed, the form of the ratio is often
complex. The introduction to a prophecy, if of a poetical nature,
may be in the more constrained or lower form of poetry, and the
prophecy itself in the freer form. The meter is as variable as the
thought itself.

The first period of Hebrew poetry is the period suited for the war-
song; in the second the lyric culminated; the third is no longer the
period of the mere subjective lyric, but in it what might be called the
“lyric of peoples” is found. It is no longer sal% wmecudhathi
umephaltt 17, but >ekhdh yash<bhah bhadhadh har rabbdthi <am.
These are the three periods of Hebrew poetry.

Whether, even with a knowledge of the basis of Hebrew poetry,
such poems as are found in the Bible will soon be written is doubtful.
High emotion is more important than a knowledge of prosody,
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especially in the case of biblical meter. These poems, therefore,
alone remain to us as they have been handed down, but an under-
standing of the nature of their rhythm is important in the under-
standing of the poems themselves.

APPENDIX
PSALM 75

toihin | 1 || b | hohin | wardth | shomdtha | iz
) niphl=othékha |

ki | >ekkdh | moédh || dni | mesharim | >eshpdt |

nemgghin | e | wiol yoshthéha || angkht | dikinti | <ammudhina |

amdrti | laholim | >l tahslly || wlar-shacim | >al tarimu | kdren |

>al tarimu | lammarém | karnkhém || tedhabberi | bhegawwdr | <athdk |

ki 16> | mimmogd> | wmimmasdrdbh || weﬁﬁ | mimmidhbdr | harim |

kj | >¢lohim | shophét Il 2eh yashpil | sz\_éh | yarim |

ki khos | beyfi.dh | YHWH Il weydyin | hamdr | male> mésekh

wayyaggér Fmvizzéh l akh | shemaréha || yimed | yishti | kol rishee | >dreg |

wadni | >aggidh | Ioldm || 2azammrdh | lelohé | yaakobh |

wekhol karoné | reshasim | >dghaddés || teromdmnah | karendth | ¢addik |

There is a relatively large number of feet of five morae in Ps. 75,
to which its slow movement is in part due.

When analyzed according to the number of morae in the feet of
the verse, Ps. 75 presents the following scheme:

(1 4
2)
3)
4)
(5)
(6)
(7
(8)
9)
(10)
(11)

S
w
w
w

Ao W 00 0O Ut O QO
W W W W O B 00 W
o W W W G W Ut ot o
W0 0O 0o R o WO W W 0O
O W W W 00 Ut 0
©O o M T 08 00 WO Gt WO OO
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Certain types of half-verses can be classified. The variation is
very regular. Compare lines 1 and 9, which are almost identical.

PSALM 150
hallu Ydh |
haldu 6L | bekadhshd || hal-hihy | birkt | cuzzd |
halldhu | bhighbhilrothaw || halsihu | krsbh | gudhls |
hal<lihu | bethékas | shophdr || halbihw | benébhel | wekhinnér |
hallihu | bhethoph | wmahdl || halelihu | beminnim | weughdbh |
hatdith | bt | shimes | Rt | bl | i |
kol hanneshamah | t<hallel Ydh |
hallu Y |
psaLM 130
mimmasamakkim | kerathikha | YHWH || >ddhondy | shim<dh | bhekoli |
tiheyénah | 5gzriékiia | kashshubhoth || lelco‘_l | tahdnundy |
D\i_m | <dwondth | tishemdr | Y.fh Il Ddavliio:biiy | Lni | yacamadh |
Iﬁi | cimmekhd | hass<lihdh || lomdcan | tiwwaré |
fmaithi | CHWH || ko thin | naphes || wdidhbpart | hohalci |
napheshi | ladhondy | mishshomerim | labboker | shomerim | labbéker |

yahél | yisraél | el YHWH || ki <im | YHWH | hahésedh | weharbéh | <immé

pheddih |
wehz | yiphdéh | eth yisraél || mikkol | <dwonothduw | -
THE ARRANGEMENT OF MORAE IN PSALM 130
(1) 5 4 3 3 3 3 21
(2) 4 4 4 3 4 19
3) 3 3 3 3 3 3 3 21
4) 3 3 4 3 4 17
(5) 4 3 3 3 4 4 21
(6) 3 4 4 4 3 4 (22)
) 3 4 4 3 3 4 21
3 3 3
(8) 3 3 5 3 4 18
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In the right-hand column is placed the sum of morae in each
verse. There is an alternation here that one does not at all expect
to find. For instance, what are we to make of the first part of Ps. 111,
in which the short verses are clearly distinguished, and in which the
sum of morae in each half-verse is as follows:

10, 9, 9, 10, 9, 11, 10, 9, 10, 9, 12;
12, 14, 11, 9, 9 9, 9, 9 12 13, I11I.

In any case it shows that the duration of the cycle does not vary
greatly. It is somewhat like the mora count meter in Sanskrit
poetry.

pSALM 81

harninw | lelohim | <uzaény || harfu | lolohe | yasdkobh |

sou zimrah | uthenu thoph || kinnér | nastm | <im nabhél |

tike<d | bhahodhesh | shophdr || bakéseh | ligl/iim | haggénu |

i k| Lol | e || mishpat | Tl | yaahovh |

<edhith | bihoséph | samd || begethd | <al-éreg | migrdyim || sevpﬁdth |
1yt | e |

hasirthi | missébhel | shikhemo Il kappdw | middudh | tacabhérenah |

bascardh | kardetha | wthall'giika || >eeniha | bisither | rdeam ||

>ebhhanckhd | <al mé | meribhdh |

shirrlt_dc | nglm;i | weacidhah | bgkh Il yisraél | 2im tishemas | i@

lo> yiheyéh | bhe‘]f.}id | >£l | zar || wj:ﬁ | thishtahdwéh | lf‘.é_l | nekhdr |

>anokhi | YHWH | Aohékha || hammasalkhd | medrec | migrdyim || harhébh|
pikha | waeamaléh |

welo> | shamds | <ammi | Ikold || weyisra>él | lo> >dbhah, | i

wgpaghall-h | bisrivith | b | el | bomoragolhghé |

lil, | cammi | shoméa | ﬁ | yisra>él | bidhrakhdy | ychallékhu |

kimesdt | oybhehém | >akhniec || weal | qarehém | >ashibh | yadhi |

mesaneg | YHWH | yhabiighy || wihd | itim | <ltm |

oy allgléh | mehdlbh | ah || wnizgir | @hdsh | ashi k|
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THE FIRST VERSE OF POETRY IN JOB (1:5b)

uldy | hatot | bhandy || ubhereklui | *tlohim | bil-bhabhdm |

THE FIRST SOLILOQUY (3:10)
ki 16> | soghdr | dalthé | bhitnt || wayyastér | camdl | mecendy |
ldmmah | lo> | meréhem | >amaith || mibbéten | yacdthi | weeghwds |
Amman | to- | merepem | “amu 1hoeten | yacatin | w_oeghwd
maddiec | kiddemani | bhirkdyim || wumdh | shadhdyim | L’ii | >indk |
ki <attdh | shakhdbhii | weeshkot || yashdnti | *az | yandsh | b
~ o~ - o= v e~ T - ~ - e

HIS LAST WORDS OF MEDITATION (31:36)
>im 16> | <al shikk"vnki | Pessa’énnu || >eendhénnu | <dtaréth | li |
mispdr | g::cgdhgiy | >aggidhénnu || kem'_(? | naghidh | >dkarbhénnu |
>im <aldy | >adhmathi | thiz<dk || w:y_:z:hgdh | telaméha | yibhkayin |
i kbah | “abhalt | b Fhdsph || wnéphesh | baléha | hippihts |
tahath | hitidh | yece hoh || wthdhath | szordh | bheshdh |

LAMENTATIONS 1:1-3
>ekhdh | yashebhdh | bhadhddh || ha<ir | rabbdthi | C?.m |
hay<thdh | koalmandh || rabbdthi | bhaggoyim |
sardthi | bammedhinéth || hay<thdh | lamds |
bakho | thibhkéh | balldylah || wedhimsathdh | <al | lehdydh |
“on ldh | menahém || mikkl | ohabhéha |
kol recéha | bagh:dhu | bhh || hdyu | lah | 120y bhim |
galethdh | y:hudhdh | mesont || wmerdbh | <abhodhd |
hi> | yashbhdh | bhaggoyim || lo> | macodh | manszh |

kol-rodhephéha | hissighiha || l\)_en | hammegarim |
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SONG OF SONGS 1:2-4
yishshakéni | minneshikéth | pihu || ki-tobhim | dodhékha | miyydyin |
leréeh | shemanékha | tobhim || shémen | turdk | shemékha || <al-kén | <alamoth |
“heblvikhg |
mash¢khéni | >ahdrékha | nardcah || hebhi>dni | hammélekh | hadhardw |
naghtlah | wenismehdh | bakh || nazkirah | dhodhékha | miyydyin | mesharim |
naghuak | wimsmgien | 0a Lazitra wanerna | myyayr Leshart
>ahebhiikha |
PROVERBS 1:2-6
ladhdcath | hakhemdh | wmusdr || lshabhin | >imeré | bhindh |
lakdhath | musdr | haskél || ¢édhek | wmishpdt | umesharim |
lathéth | liph®tharyim | <aromdh || I'ndcar | dicath | wmezimmdh |
yismds | hakhdm | weydseph | Wkah || wenabhin | tahbulbth | yikinéh |

lshabhin | mashdl | umeligdh || dibheré | hakhamim | wehidhothdm



	Article Contents
	p. 20
	p. 21
	p. 22
	p. 23
	p. 24
	p. 25
	p. 26
	p. 27
	p. 28
	p. 29
	p. 30
	p. 31
	p. 32
	p. 33
	p. 34
	p. 35
	p. 36
	p. 37
	p. 38
	p. 39
	p. 40
	p. 41
	p. 42
	p. 43
	p. 44
	p. 45
	p. 46
	p. 47
	p. 48
	p. 49
	p. 50
	p. 51
	p. 52
	p. 53
	p. 54

	Issue Table of Contents
	The American Journal of Semitic Languages and Literatures, Vol. 35, No. 1 (Oct., 1918), pp. i-vi+1-64
	Volume Information [pp. i-v]
	Front Matter
	Southern Influences upon Hebrew Prophecy [pp. 1-19]
	The Metrical Basis of Hebrew Poetry [pp. 20-54]
	Critical Notes
	On the Reading of the Names of Some Babylonian Gods [pp. 55-61]
	David and Goliath [pp. 61-64]

	Back Matter



