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The Culture of the Ancient Epithet:
Gerard Manley Hopkins and the
Translation of Imagination

Jack Mitchell

Robert Frost’s dictum — that ‘poetry is what is lost in translation’ —
appears, at first sight, somewhat discouraging to the translator of
poetry. Nevertheless, his implication, which is that nuance and its
poetic byplay is specific not only to language but to context and
perhaps to the full textual history of a work, can prompt us to renewed
engagement with the causes of a poem’s untranslatability and thus
with its language, context, and history; as Benjamin remarked, ‘the
translatability of linguistic creations ought to be considered even if men
should prove unable to translate them’.! Translation furthers philology,
even if a translation, being in itself novel and therefore singular, cannot
avoid simplifying the philological complexity of works which, in the
case of archaic Greek poetry, are ancient and therefore multiplicitous.?
Astute failure can be a mark of intellectual success. In the present essay,
I consider one such untranslatable aspect of archaic Greek poetry, that
of the compound epithet as we find it used in lyric poetry; by way
of example, I will consider the epithets we find in a famous work of
Greek poetry of the fifth century BC, an ode by Bacchylides colloquially
known as ‘Theseus’ Dive’ and formally designated Bacchylides 17.
After sketching some basic methodological questions regarding the

' Walter Benjamin, ‘The Task of the Translator’, in Iluminations: Essays and Reflections,
edited by Hannah Arendt, translated by Harry Zohn (New York, 1968), pp. 69-82 (p. 70).

2 I borrow the term ‘multiplicity’ in this sense from Christopher Witmore, ‘The Realities
of the Past: Archacology, Object-Orientations, Pragmatology, in Modern Materials: The
Proceedings of CHAT Oxford, 2009, edited by Brent Fortenberry and Laura McAtackney
(Oxford, 2012), pp. 25-36.
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translation of archaic lyric, I consider the semantic and phonological
role of the compound epithet in Greek lyric and compare this role with
‘the compound epithet’s role in English poetry, in particular its use
by the nineteenth-century philologist-poet Gerard Manley Hopkins.
I suggest that the altogether different points of reference of the
archaic Greek and English epithets — the one traditional, the other
traditionally untraditional — require that translation of Bacchylides’
epithets from Greek to English bypass the compound epithet itself.
In conclusion, I offer a quick, expressly banal suggestion as to how
traditionality might be rendered.

Before reviewing the character of the compound epithet in
Bacchylides 17 and in Greek lyric generally, we must be clear as to
what text the translator of Bacchylides 17 is translating. Fortunately,
Bacchylides’ poems are less multiplicitous ~ that is, they have
historically fulfilled fewer contradictory roles — than are, for example,
the Homeric poems:® the limited testimonia for Bacchylides* reduces
the list of historical contexts we can claim for Bacchylides 17 essentially
to that of the Alexandrian and post-Alexandrian reader and to an
original performance by a Cean chorus during the festival of Apollo
on Delos.” The difference between a performance text (for Delos) and
an anagnostic text (for Alexandria) poses the problem of medium; but
the translator of lyric presumably is not a contemporary chorodidaskalos
(‘chorus-trainer’) and intends his translation for choral presentation
even less than does the translator of Athenian tragedy; to employ
performance as the very medium of the translation itself might be
ideal, but is not practical. Nevertheless, if we presume the will (if
not the means) to render Bacchylides 17 in its original as opposed
to written form, we suppose a desire to express whatever of the
performance medium can be transferred to writing; that is, to create
a written version of the poem which encodes a greater degree of
performance context than the owner of the actual Bacchylides papyrus
in the second century AD was probably aware of. The ideal (and
necessarily unrealizable) written translation of Bacchylides 17 would
be performable in the modern world, and create the same effect upon
modern audiences as the original had done upon the Delian audience.
Such an emphasis on the audience serves a useful hermeneutic purpose

* See for instance the remarkable variety of uses of Homer described in the essays
contained in Homer’s Ancient Readers: The Hermeneutics of Greek Epic’s Earliest Exegeles, edited
by R. Lamberton and J. J. Keaney (Princeton, NJ, 1992).

* Collected on pp. 130-2 of Bacchylides, edited by Herwig Machler (Stuttgart, 1992).

® Die Lieder des Bakchylides, edited by Herwig Maehler, Vol. 2: Die Dithyramben und Fragmente
(Leiden, 1997), pp. 168-70.
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with respect to the poem’s compound epithets: by shifting the focus
from the composition of lyric to its reception, from the author to
the process of communication between performers and audience,
we contextualize the epithet, as an integral aspect of lyric, within
archaic Greek verbal culture more broadly. Instead of focusing on the
composer’s intention, we focus also on the audience’s expectation of
epithets generally and response to any particular epithet. This must
involve us, however, in the vexed question of traditionality.

To what extent is the compound epithet of lyric poetry ‘traditional’?
For an answer, we can only turn to the evidence of actual compound
epithets in extant texts. Comparing three typologies of the epithet
(for Bacchylides, Sappho and Alcaeus, and Pindar)® we observe that
scholars’ definition of the ‘traditional’ has evolved in accordance
with changing notions of authorship. In 1967, noting that epithets
predominate among the hapax legomena of Bacchylides, N. G. Bouras
straightforwardly equated singularity of transmission with originality of
composition (Bouras, p. 122); but his discussion of morphology does
not include the combination of elements, only the declension of the
fully formed epithet as an integral lexical entity.” By contrast, Anne
Broger, writing in 1996, ascribes the uniqueness of some compound
epithets in Sappho and Alcaeus in part to the exigency of adapting
Homeric phraseology to Lesbian metre, often through the alteration of
one constituent element in the compound; she describes the use and
adaptation of these ‘heroic’ words as the appeal to the ‘higher reality of
myth’ (Broger, p. 304). Here we find not only a consideration of lyric
diction in light of the full verbal culture but also the implication that
that context involves the audience; correspondingly, the singularity
in any extant Lesbian epithet could be liable to reinterpretation
if elements from those compounds were known from unavailable
Cyclic material (Broger, pp. 304-5). Nevertheless, Broger relates the
parallelism of Lesbian and epic epithets and epithet-formation not to
the sharing of a common verbal culture by the two genres, but rather
to the influence of epic upon Lesbian lyric (Broger, p. 309).

Broger’s willingness to consider, in the context of audience awareness
of contemporary poetry, not only the results but also the process

S For general studies see respectively N. G. Bouras, “Td &nifstov mopd Baxyoh(dn,
Platon, 37-8 (1967), pp. 118-30; Anne Broger, Das Epitheton bei Sappho und Alkaios:

. eine sprachwissenschafiliche Untersuchung (Innsbruck, 1996); and Pascale Hummel, L'Epithéte

pindarique: Etude hislorique et philologique (New York, 1999).
7 Bouras, pp. 124-7. On p. 128 there is a brief section on “Tévleoic’, providing statistics
only on the use of prepositional adfixes and some of the most typical initial elements (&, £0-,

" TOAL- YPLOED-, etC.).
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of epithet formation has been expanded in great detail in an
extraordinarily sensitive and thorough philological work of 1999,
Patrice Hummel’s L'épithéte pindarique. The scope of Hummel’s work is
too vast for summary, but we may note her findings on the relationship
between the Pindaric epithet and the epithet in epic and other lyric.
After noting that ‘ce qui est en jeu en I'occurence [sc. de 'épithéte], C’est
I'articulation linguistique des réalités dénotées par les termes idiotisme
et idiosyncrasie’, she produces 36 pages of Pindaric epithets showing
complete concordance with Homer, Hesiod, or lyric and elegy, and 7
pages of Pindaric epithets showing partial or approximate concordance
with these other authors,® with similar ratios for epithetical phrases.®
Hummel concludes that ‘si la pratique syntaxique de Pindare dénote
une originalité qui connait peu d’équivalents, sa pratique épithétique,
si Pon peut dire, doit autant a la tradition commune de toute la
littérature poétique qu'a sa propre logique stylistique’ (Hummel,
p- 448). Challenging ‘la notion d’hapax’ which ‘renvoie en méme temps
au nombre des occurences attestées dans I'ensemble des textes grecs
conservés et & I'idée de création lexicale’ (Hummel, p. 452), Hummel
instead locates Pindar’s originality in the manipulation of language
patterns in novel ways (Hummel, p. 488).

With these findings in mind, let us turn to the first few compound
epithets of Bacchylides 17.1% They are as follows, presented with the
nouns they modify (in bold):

KOavOTpepol vadg line 1 dark-prowed ship

pevéxtonog ®noedg lines 1-2  steadfast-in-battle-din Theseus
TnAowyrc apog “line 5 far-shining sail

n{e/o épotylg ABavn line 7 with-warlike-aegis Athena
ipepdumnv Bed line 9 with-desirable-diadem goddess

yorkofdpal Exyovog lines 15-16 bronze-breastplated offspring
peyorfo/olxog Bia Iine 23 lordly (or gréat-necked) strength
£PATOVLIOC KOpaL lines 31-32 lovely-named girl

i6mhokor Nmpnidec lines 37-38 violet—weavirig Nereids

& That is, not strictly lexical concordance of meaning or relerent, showing variation in
the formation of endings (eg. &yopeds in Pindar, &ypevtig in Solon; Ayopepvéviog in
Pindar, Ayopepvéveos in Homer) or supplying a synonym in one element of the compound
(&yaxtipevog in Pindar, éuktiuevog in Homer, Hesiod, and Bacchylides; yAvkbmixpog in
Pindar, yAukOoEog in Philoxenus).

® Hummel, pp. 410~17 (total correspondence) and pp. 419-22 (partial correspondence).

% For a survey and discussion of all the epithets in Bacchylides 17, see Gail W. Pieper,
‘Conflict of Character in Bacchylides’ Ode 17°, Transactions and Proceedings of the American
Plilological Association, 103 (1972), 395-404.
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For these, we find parallels in the following:

xvavénpwpe  Iliad 15.653; 23.826, 859; x10 in Odyssey

UEVEKTUTOC Pindar O.10.81, N.4.87; Bapbd-ktonog
(‘loud-of-battle-din’); Iliad x9

peve-ntoAepog countless times in Iliad (e.g. epithet of Diomedes)

TNAOYNG Aristophanes Birds 1088, 1706; Sophocles Tr. 517

n[g/o]Aéponyis  Ibycus Fr S166.21 ypdo-onyig (‘with-golden-aegis’);
Pindar 0.13.70 xvév-ouyig (‘with-dark-aegis’)

ipepdumvg Pindar O.7.64, O.13.65, Fr. 30.6; Bacchylides 5.13;
Iliad 5.358, 363, etc.; Theogony 916 xpuG-du@ut
(‘with-golden-diadem’); Pindar Fr. 75.19, 52c #Aik-
bpmvE (‘with-twisted-diadem’); Pindar Fr. 29.3 xvav-
dumnog (‘with-dark-diadem’); Pindar N.7.15 Amap-
Gunvg (‘with-bright-diadem’); Sappho 136.1;
Simonides Fr. 78(1).1ipgpé-omvog (‘with-desirable-
voice’); Bacchylides 13.104ipepé-yurog (‘with-
desirable-limbs’)

yohko8dpaf  Pindar Fr. 169a.12, Fr. 52b.1;Bacchylides 11.123

peyor[o/olxog mo parallels for peyoholyog (‘lordly’); for peydhavyoc:
Pindar P.8.15, Aeschylus Pers. 533

EPATOVULLLOG Limenius, Paean Delphicus (2C BC) épato-y[Ab@apog
(‘lovely-eyelidded’); De Arboribus (2C AD?) Epaté-
otop[og (‘lovely-mouthed’); Sappho Fr $107 4,
Fr. S$476.8, Iliad 6.255, 12.116, Odyssey 19.571 dvo-
Gvopoc (‘evil-named’); Philodamus (2C BC) peyar
Gvopog (‘great-named’) ’

i6mhokot Pindar 1.7.23, 0.6.30, Bacchylides 9.72, 3.71

All these epithets, then, with the exception of the doubtful peyaiotyog,
can be paralleled either via total correspondence or with respect to
their constituent elements. I have included parallels from Athenian
drama because Bacchylides was active in the fifth century BC.
Nevertheless, it may well be objected that parallels even with Pindar

- are insufficient to prove traditionality. The situation becomes clearer,

however, if we compare the high degree of correspondence described

by Broger and Hummel and suggested above for Bacchylides 17 with

the compound epithets of a genuine innovator like Timotheus, who

_ flourished about 400 BC. The epithets from his long surviving poem

(The Persians, 791 PMG) are reproduced in my Appendix 1; their novel
character could easily be demonstrated, even if such compounds as
poppoapon[toylo[ilg (‘with-marble-fold’) at line 38, paxpovyevériovg
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(possibly ‘long-neck-sailing’)" at lines 89-90, vowcip86por (‘ship-
destroying’) at line 182, or moipmopov (‘back-ferrying’) at line 162
do not raise eyebrows sufficiently high on their own. Timotheus is, of
course, the innovator par excellence, famously declaring:

ovk &eldw & mohond,

KOLVA yop dpd Kpelcom-

véog 6 Zebg Bactieldet,

70 éhan & Av Kpdvog &pywv-
&ntteo Moboo nohaid. 1

(I do not sing of old things,

for my new things are better:

a new Zeus reigns as king,
though earlier Kronos was ruler;
let the old Muse depart.)!?

The Persians itself closes with a programmatic statement featuring
appropriately neologistic epithets.”* The evident contrast of Timo-
theus’ novel compound epithets with the compounds of lyric and epic
marks the latter as a largely coherent system, and it is the existence
of that system which is crucial for a comparison of traditionality and
atraditionality. We can suppose that full recovery of the Alexandrian
lyric canon would result in the attestation of any compound epithet
in more than one place, or we can follow Hummel in locating the
tradition of the compound epithet in poetic practice rather than on
the level of strict lexical corresi)ondence; from the point of view of
audience response to a poem like Bacchylides 17, the key point is
that innovation within the old system took place within very narrow
bounds. .

Here we may return obliquely to the question of translation by
considering the role of the compound epithet in English poetry. In
this, we have an excellent guide in Kenneth Haynes, who remarks that
‘the facility of Greek for forming compound epithets was emphasised
in Western Europe at least from the early sixteenth century’, envied

! This is one of Timotheus’ weirdest. For a survey of suggested translations, see Marfa
Teresa Amado Rodriguez, ‘Las distintas interpretaciones de poaxpavyevémioug (Timoteo,
;Persas” 89-90Y’, in Actas del VII Congreso Espafiol de Estudios Cldsicos, 3 vols (Madrid, 1989), 1,

5-100.

2 Poetae Melici Graeci, edited by Denys Page (Oxford, 1962; elsewhere ‘PMG’), 796.

** Translations of Greek texts are my own except where stated.

“ E.g. PMG 791.202-20, compound epithets in bold: ‘6A\" & xpvoeoxifupiv &é- |
Eov poboav veotevyd, | &ucig EAO Enlkovpog Bu- | voig Ui Hodv- | & ydp p
sbyevétag paxpal- | oV Tndptag péyag dyeudv | Bponv avleoiv tRog | Sovel Aadg EmpAéywy |
EL3 T olfomt pdpe | ét maAarotépay véoig | Hvolg polioav Griud- | Eyd & obte véov v
obi- | 1€ yepadv obt loffav | slpyw w@vE Exdg Buvev- | tobg 8t povoomAaiort- | poc,
TobToug & &repdxw, | AwPnripag &o1dav, | kpdrwv Myvpakpopd- | vev tsivovrac tuydc.’
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by Erasmus and imitated by the Pléiade poets of France; it was
‘under French influence [that] English writers and translators in their
turn began to reflect on the capacity of their language to form
compounds’.’® The response was to follow poets in other languages
in both praising their own language as peculiarly suited to compound
epithets and in coining them apace; the epithets of

Sidney, Spenser, and Shakespeare [who] created an enduring poetic
diction.. . [and] were a prime source of compound epithets. .. [feature]
impassioned rhetoric, characterised by energeia. . . [or] a complementary
thetorical principle, enargeia, implying vividness, phanopoeia, or
decorative beauty. Sidney’s flamie-glistring lights and rose-enameld skies are
examples; along with Spenser’s sea-shouldring Whales.

(Haynes, pp. 108-9)

Nevertheless, the two most typical uses of the epithet in English verse
are exeraplified by the practice of Milton and Keats respectively. Milton
saw in epithets ‘a possibility to force a confrontation between pagan
and Christian’; in Comus, Milton ‘uses them to contrast the characters.
For example, compounds in ill- and well-, analogues to the many
Greek compounds in dvc- and €)-, are almost never spoken by Comus’
(Haynes, pp. 110-11). Milton’s epithets are both thematic and allusive.
In the eighteenth century, classical compound epithets inspired a
fondness for two-word periphrases, often ‘casual’ in meaning,'® but
complex epithets and enargeia returned with a vengeance in Romantic
poetry:

Keats’ greatest epitaphs...elicit the response, ‘How strange, how

delightful, how true.” Madeleine’s ‘azure-lidded sleep’ evokes the delicate

blue veining of the relaxed, closed eyelid; in seeing it in memory or

imagination, we participate in the erotic experience Keats describes.

The ‘far-foamed sands’ has a strange power in context, mingling visual,

auditory, and tactile imagery.

(Haynes, p. 117)

Unlike Milton, Keats, who did not read Greek, did not employ
compound epithets for their allusive or thematic power, but rather
as a means of endowing his poems with picture. The effect depends
above all on surprising the reader with vividness; even the novelty of
Milton’s translated epithets would be out of place here, where Keats’

* poetic effect depends largely on innovation.

5 Kenneth Haynes, English Lilerature and Ancient Languages (Oxford, 2002), pp. 105-7.
- '8 John Arthos, The Language of Natural Description. in Fighleenih-Century Poetry (London,

'1966), p. 68 n. 1.
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Arguably, however, the English poet who has made the greatest
use of compound epithets, and employed them equally to fulfil
Miltonic (thematic/allusive) and Keatsean (enargetic) functions, is
Gerard Manley Hopkins. Like Milton, Hopkins was fully conversant
with Greek lyric, including the complexities of Greek metre; unlike
Milton, he was a child of modern philology (taking root at Oxford
through the pervasive influence of Max Miiller),'” a student of Anglo-
Saxon and Welsh poetry, and profoundly-interested in the expressive
possibilities of the individual word.'® Hopkins’ epithets are comparable
to Timotheus’ for their innovativeness; unlike Timotheus, however,
Hopkins was innovating in a tradition of atraditionality, in which
vividness and specificity are meant to provoke reactions on the part
of the reader comparable to those of Haynes to Keats’ ‘azure-lidded
sleep’. His first important production, The Wreck of the Deutschland,
abounds in extraordinary epithets; I have collected them in Appendix
2. Here we find both enargetic epithets to rival Keats (‘the sea
flint-flake, black-backed’, 13.5; ‘black-about air’, 24.5; ‘blue-beating
and hoary-glow height’, 25.6), epithets which concentrate the poem’s
Christian view of shipwreck (‘three-numberéd form’, 9.2; ‘widow-
making unchilding unfathering deeps’, 13.8; ‘double-naturéd name’
34.2), and epithets which evoke or embellish Greek lyric models
(‘dappled-with-damson west’, 5.5; ‘sodden—with-its—sorrowing heart’,
27.4; ‘crimson-cresseted east’, 35.5). Most striking, however, are those
compound epithets, in The Wreck of the Deutschland as in Hopkins’ other
work, which require a good deal of puzzling out to be understood —
whose atraditionality is virtually total — and which, together with
a fondness for archaism and difficult syntax, have given Hopkins

his reputation as a poet’s poet. In The Wreck of the Deutschland, for

example, we find ‘my heart... carrier-witted’ (3.7), ‘lovely-asunder
starlight’ (5.2-8), ‘down-dugged ground-hugged grey’ (26.2), or ‘moth-
soft Milky Way’ (26.6).

However obscure these epithets may sometimes seem, it is clear that,
like the Cubists, Hopkins never aimed for abstraction: though placing
the greatest demands on his reader’s intellect and imagination, he nev-
ertheless always had an object in view, even if this were only perceptible
to an ideal reader. In her article on Hopkins’ ideal audience, Janet
Denford lists the expectations Hopkins’ verse implies of his readership:
not only ‘a comprehensive knowledge of language’ but acquaintance

'" On Hopkins' philological training as a background for his poetical activity, sce Cary H.
Plotkin, The Tenth Muse: Victorian. Philology and the Genesis of the Poetic Language of Gerard Manley
Hoé)kins (Carbondale, IL, 1989).

B plotkin, pp. 109-23.
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with classical mythology, the Bible, ecclesiastical history, and musical
notation, as well as an ability to correctly interpret Hopkins’ ‘sprung
rhythm’, with or without the aid of the stress-markers Hopkins often
supplied or the fempo subscriptions sent to friends.!® To this list we
should add an ability to interpret difficult compound epithets.

Hopkins’ explanation of his verse — his education of an ideal reader —
Is most profound in his development of a personal doctrine of
‘inscape’, an aesthetic psychology which is particularly appropriate
to his coinage of epithets. As he put it to his correspondent Robert
Bridges in 1879:

No doubt my poetry errs on the side of oddness. .. But as air, melody, is
what strikes me most of all in music and design in painting, so design,
pattern, or what I am in the habit of calling inscape is what I above all
aim at in poetry. Now it is the virtue of design, pattern, or inscape to be
distinctive and it is the vice of distinctiveness to become queer. This vice
I cannot have escaped.®

Earlier, hiking in the Alps in 1870, he had noted in his diary:

Now in the upper Grindelwald glacier between the bed or highest stage
was a descending limb which was like the rude and knotty bossings of a
strombus shell-; third the foot, a broad limb opening out and reaching the
plain, shaped like the fan-fin of a dolphin or a great bivalve shell turned
on its face, the flutings in either case being suggested by the crevasses and
the ribs by the risings between them, these being swerved and inscaped
strictly to the motion of the mass.”

His diaries are full of such detailed description — and also of compound
epithets. In his theological work, Hopkins came close to equating
inscape with Duns Scotus’ haeccitas; as W. H. Gardner writes, ‘for
Hopkips. .. inscape was something more than a delightful sensory
Impression: it was an insight, by Divine grace, into the ultimate
reality.. . seeing the “pattern, air melody in things from, as it were,
God’s side” *.# Thus the will to transfix secular motion by means
of an eternal gloss accounts for the multi-layered complexity of his
compounds: whereas the inscape of direct experience is the mystical
perception of eternity on the part of an observer, inscape as it applies to
poetry is the transmission of such perception from the direct observer,

' Janet Denford, ‘A “Passion for Explanation”: Issues of “Audience” in the Poetry and
Letters of Gerard Manley Hopkins’, Hopkins Quarterly, 24.1-2 (1999), 3-25.
* Quoted in Poems and Prose of Gerard Manley Hopkins, edited by W. H. Gardner (New York,

- 1953), p. xxii.

2! Poems and Prose, ed. Gardner, p. 116.
"2 W. H. Gardner, Gerard Manley Hophins: A Study of Poetic Idiosyncrasy in Relation to Poetic

. Tradition, 2 vols (London, 1944-9), I, 125-7.
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the poet, to the reader. Hopkins’ ideal reader is inducted into poetic
haeccitas by means of the compound epithet’s recreation of inscape;
the reader’s task is to unpack the meaning folded into the compound
epithet by Hopkins.

Given this embrace of extreme singularity in epithets, it is fascinating
to observe how Hopkins understood what we now recognize to be non-
singular epithets, namely the epithets contained in Homeric formulae.
Fortunately we possess some notes of Hopkins’ dating from his later
residence in Dublin, made as he proceeded through Books 4-6 of
the Iliad at various points between 1884 and 1886.2 Hopkins was no
naif in the study of classical literature: besides his rigorous training
at Oxford in the 1860s, he was, at the time the notes on the Iliad
were made, employed as a lecturer in Classics at University College.
Nevertheless, we are somewhat taken aback to discover the depth of
his Homeric scholarship: preliminary jottings include references to
the traditionality and performance contexts of epic, a note on the
collegial character of rhapsody, the range of possible audiences, and
relay composition.?* In other words, Hopkins approached Homeric
poetry as a traditional art form.

Let us observe the master of inscape in the act of reading Diomedes’
aristeia m Ihad 5. Given his apprehension of traditionality, it is curious
to observe that he nonetheless tends to endow formulaic epithets with
as much specificity as possible. He comments on the epithet Saippov
(‘battle-minded’) in lines 5.180-5:

Alveta, Tpdov Bou?m(pops xa}ncoxnwvcov
Tudsidn v Eyoye Soigpovi Téva Eioko,
&GS Y1yvdokov adAdmdl te Tpupalely,
tnmoug T elcopdov- odea & odk ol &l Be6g EoTiv.
€18 87 aviyp 8v onu, Sai@pov Todéog vide,
ody & ' &vevbe Beod tdde paiveton

({liad 5.180-5)

(Aeneas, counsellor of the bronze-shirted Trojans,

For my part I reckon him to be the battle-minded offspring of
Tydeus,

as I recognize him by his shield and visor and crested helmet,

and as I look at his horses; but I do not know clearly if he is a god.

But if he is the man whom I say, the battle-minded son of Tydeus,

then indeed he does not rage thus without a god)

* Warren D. Anderson, editor, ‘Gerard Manley Hopkins: The Dublin Notes on Homer’,
Hz;{)kms Quarterly, 19 (1992), i—xiii, 1-126.
Anderson, pp. 1-2, 8-9.
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Hopkins remarks, ‘Seemingly master of the art of war’ (Anderson,
p- 20). This is not altogether inappropriate, since the battle-minded
son of Tydeus is a master of the art of war; nevertheless, it imposes a
context-specific meaning on Pandarus’ words.

Alittle further on, he comments on 5.439-44:

AN 8t 81) 1O téraptov Enécouto Salpovi Toog,
de1vd & ¢ uox)mcmg npocéEn £xdepyog AndAlov-
‘ppaleo, Tudeidm, kol xaleo, pndt Beoioty
1o’ EBehe Qpovéely, &rgl ol Tote PUAOV blGTOV,
&Bavétmv te 9s&v yopol Epyouévov T dvOpdnmy.
“Q¢ péro, TuSe’fSng & &vexdlero tuthoV dmicow,
pfiviv dhevdpevos €xatr Béiov AtéAhwvog

(Iliad 5.439-44)

(But when indeed for the fourth time he rushed ahead, stand-in for
a god,

then far-working Apollo addressed him, calling terribly:

“Take thought, son of Tydeus, and give way, and do not aspire

to be equal with the gods, since in no way are the two races similar,

that of the immortal gods and that of human beings who walk upon the
ground.’

So he spoke, and the son of Tydeus gave way a little bit backwards,

avoiding the wrath of far-shooting Apollo)

Hopkins explains the epithets of Apollo Exdepyog (far-working’)
and €xotnBoérog (‘far-shooting’): ‘that could do him harm there or
anywhere, then or afterwards. In the first there is also a suggestion
of better kept at a distance from, the farther off the better’ (Anderson,
pPp- 25-6). Hopkins could not have been unaware that these are entirely
standard epithets for Apollo, used liberally elsewhere with little or no
distinction between them but for metrical context; but here he does not
so much gloss their essential meaning as differentiate their value in a
particular context.

A third example demonstrates this imaginative approach still more
clearly. Regarding the difficult epithets pdvoyor (‘single-footed’) and
kpatepdvoyor (‘mighty-footed’), found three times altogether (always
of course with o1, ‘horses’) in 5.236-329:

adtd € KTelvy Kol ENdo oy pdvouyag itnovg
(Iliad 5.236)

(that he should both kill the two men and drive off the
single-footed horses)

AN & ye Tobg pEv Eolg Hplxake HAVLYAS ITToUG
véo Ly dnd eholoBov, EE &vtuyog Hivia telvag:
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Alvsioo § enaifoag xahhiTpiyag inrong

gEéhace Tpodwv puet EikvAudag Axotodc.

d&ske 8¢ Anindiw, ETdpe Olhw, v mept mdong

Tiev dpniiking, 81t ol ppeclv &ptia o,

vnuotv Ent YAaoupRoty EAovvépev- adtap & ¥ fpwg

v innav EmPag EAap’ Hvia cryaidsvra,

oo 8 Tudeidny pébene xpatepdvoyoc nmove
(Iliad 5.321-9)

(But he indeed curbed his single-footed horses

far off from the roar of battle, binding the reins from the rim;

and springing upon the fair-maned horses of Aeneas

he drove them away from the Trojans in among the well-greaved
Achaeans.

And he gave them to Deipylus, his comrade, whom above all

he valued of his age-mates, since he was of like mind with himself,

to drive off to the hollow ships; but the hero himself

got into his chariot and took up the shining reins,

and straightaway he drove off the mighty-footed horses after the son
of Tydeus)

Hopkins writes of the first podvoyag (‘single-footed’): ‘there is a
thought like “the poor dumb beasts” after their master’s death and
no doubt a suggestion in pov-vyag of pévovs’ (Anderson, pp. 20-1).
On the second pwvoyag he comments: ‘perhaps putting the dumb
beasts where they would be out of harm’s way. There may be a
suggestion here too of a lonely spot. There is also the contrast
with xkadAltpixag (“beautiful-maned”) below, the more precious horses
of Aeneas, more precious as head than foot’ (Anderson, p. 23).
Regarding xpatepodvoyoag (‘mighty-footed’), he adds: ‘remarke [sic]
the change: the dumb beasts cd. do good service in war’ (Anderson,
. 23).
P What, essentially, is Hopkins doing in reading so much into neutral
compound epithets? To say that he is ‘misreading’ the formulaic system
would of course be anachronistic, since Parry had yet to describe it;
yet even so I suggest that to regard the archaic Greek compound
epithet as unspecific in meaning, even in its least singular form —
even at the heart of the Homeric formulaic system - is to react
against the modern view of authorship in a manner that privileges
the act of composition at the expense of the act of performance. As
we observed above, it is the process of communication that underlies
the relationship between performer and audience; yet as Hopkins
himself shows, communication from composer fo audience is liable to
dissolve into a communion of performer and listener, whereby the act
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of creation is essentially reciprocal. Given that Hopkins understood
and indeed emphasized the importance of social participation in
the epic tradition, it is possible that he consciously felt that his
projection of meaning onto and into formulae — his inscaping of
Homeric compound epithets —was his own attempt to involve himself
in Homer in the manner of an ancient audience. Carried away by
the momentum of Book 5, he could only participate, consciously or
unconsciously.

This brings us back to the nature of the archaic Greek compound
epithet and its role in Greek verbal culture. I suggest that it is
precisely in the lack of definition inherent in the traditional compound
epithet — whether lexically traditional, traditional in its constituent
elements, traditional in its variable composition, or all three —
that audience participation in the act of performance is invited,
if not required. Returning at.last to the compound epithets of
Bacchylides 17, we can agree with Charles Segal, who remarked
that ‘Bacchylides. .. manipulates his epithets to control tempo and
mood in a way similar to the oral poet’s expansion or contraction
of themes...By thinning out his epithets the poet can manipulate
our responses, attain subtle shifts of emphasis, throw certain details
into sharp relief, or modulate between different moods in contrasting
sections of the ode’.* Or we can applaud the attempt of Gail Pieper,
for instance, to see in the epithets which describe Theseus and
Minos a subtle form of characterization.”® We may find any such
reading more or less convincing, but fundamentally, in a traditional
art form, such responses are not strictly dictated by the poet: rather,
shifts of emphasis, modulations of mood, and characterizations are
listener- or reader-dependent. Standing outside the living ancient
Greek verbal culture, we are apt to endow that culture with what
amounts to the singular intentionality formerly ascribed to Greek lyric
poets, and thus to theorize the vanished existence of a definitive

- significance for any given epithet, even if we cannot recover it

. ® Charles Segal, ‘Bacchylides Reconsidered’, in Aglaia: The Poetry of Aleman, Sappho, Pindas,
- Bacchylides, and Corinna (New York, 1998), p. 257. In A. E. Harvey, ‘Homeric Epithets in
.- Greek Lyric Poetry’, Classical Quarierly, 7 (1957), 206-23, it is suggested (p. 208) that narrative
passages in Bacchylides are intentionally more Homeric in their epithets (that is, feature more
_ epithets attested in Homer) than non-narrative passages. Since we lack a complete edition
of Bacchylides, however, and since we must presume that the Greek oral poetic tradition was
vast, it is methodologically difficult for us to distinguish confidently between epic and lyric
vocabularies.

% Pieper (n. 10). The epithets which support this reading are only three, however, together
with a contest (as she argues) between the heroes as to whose divine parent is more
Cronidean.
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today. But ‘the tradition’ is merely a label that we apply from
afar to an exceedingly complex, unstable, and dynamic process of
continuous reinterpretation, a process which ultimately takes place
in the imagination of the individual audience-member. In the case
of Bacchylides 17, for example, an Athenian audience-member will
have responded to, say, Theseus’ epithet yaAxo8dpaf (‘bronze-
breastplated’) differently from an Ionian, owing to their different
personal histories (naturally unrecoverable to us) as audience members
in their regional sub-cultures; indeed, the Athenian and his own
brother will have responded differently, depending on which of
them had seen a magnificent performance of Pindar Fr. 169a.12,
or any of the presumably countless other poetic deployments of
that word. Inside a tradition, the resonance is all, and highly
individualized.

Let us take, for instance, the first few compound epithets
of Bacchylides 17. We established earlier their involvement in
contemporary verbal culture, but that very involvement makes
them semantically unstable and dynamic: what specificity of
definition is there in the description of the valig (‘ship’) as
xvavénpepa (‘dark-prowed’) in lines 1-2, of Minos' mother as an
gpatwvopog képa (‘lovely-named girl’) in lines 31-2, or of Theseus as
the yodxobwpaf Iavdiovog Exyovog (‘bronze-breastplated offspring
of Pandion’) in lines 15-16? All epic ships are xvavénpepat (‘dark-
prowed’); Minos’ mother in fact goes unnamed; and the youthful
Theseus is not wearing a bronze breastplate onboard ship. But if we
instead regard the lack of specific definition or appropriateness — the

traditionality and generality — of such epithets as a device inviting:

imaginative projection on the part of each individual audience-
member, if we regard them as semantic vessels which must necessarily
be filled by idiosyncratic memory, then they prove, at the point of
their activation in performance, neither inappropriate nor void of
meaning. Kvavénpepa (‘dark-prowed’), the first word of the poem,
immediately recalls, for each listener, his or her personal history of
experience with epic. "Epatdvopog (lovely-named’) does indeed name
Minos’ mother, but in the listener’s memory and imagination only.
Xorkobwpag (‘bronze-breastplated’) evokes at a single stroke whatever
degree of the full Theseus myth the listener is familiar with, without
recapitulating what would be (for the expert) superfluous detail, or
including what would be (for the less expert) a confusing amount
of new narrative. In short, Bacchylides’ epithets here are not only
inclusive of the audience as a whole, but inclusive of every audience
member individually.
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Let us then articulate the real problem of translating these
compound epithets. If the archaic Greek epithet is endowed with
phonological weight but not with semantic specificity, its function as a
mediator between performer and listener depends on its traditionality;
that is, on the audience’s previous familiarity with specific epithets or
their constituent elements, as also with the established poetic practice
of combining those elements. In English, not only do we lack a
repertoire of pre-combined or combinable epithet elements, but our
Greek-derived tradition of compounding epithets is in fact marked
by its atraditionality. Where the Greek audience was able to perceive
the inscape of mythical objects through the intuitive projection of
meaning onto and into their epithets, readers of English compound
epithets are the receivers of inscape, required to unpack a poet’s
highly bundled meaning. If the epithets of Greek lyric are rendered
literally, then, we place modern readers at a double disadvantage,
requiring them on the one hand to confront foreign combinations
of strange figures and on the other to disassociate themselves from
Keatsean and Hopkinsesque enargeia. We simply do not have a
vocabulary ‘of attractive words in English whose reference is to an
unfolding, open-ended tradition rather than to a specific poem and
place.

This poses a dilemma for the translator still greater than that posed
by Robert Frost in the dictum with which I began this essay: in the
translation of epithets, we lose insofar as we gain. My suggestion is
that faithful translation of Bacchylides 17, as of Greek lyric generally,
should be cultural, and thus attempt to render the under-defined
character of his compound epithets. To do so would be consciously to
embrace the trite - or at least what our authorship-oriented conception
of poetry would call trite. But could one really translate the beautiful
word xohkobodpag (‘bronze-breastplated’) as ‘strong’ or the delicate
ipepdpmnug (‘with-desirable-diadem’) as ‘sexy’? Such an approach would
short-change the richness of the Greek poetic system, but it would at
least leave the semantic content of such epithets under- as opposed
to over-defined, as I have argued they were in the original context. It
would instigate a collaborative as opposed to top-down model of poet-
audience (or translator-reader) interaction. In short, it would transfer

 ‘the task of replicating Bacchylides’ beauty and delicacy from the

translator’s ragged thesaurus onto the modern reader’s imagination.

Dalhousie University
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APPENDIX 1: COMPOUND E?ITHETS FROM TIMOTHEUS’ PERSIANS

Translation and Literature 22 (2013)

(279 PMG)
compound epithet line number  approximate meaning
[ro]Avkpotol.. 12 much-rattling
AMvol{dotoug 15 linen-girdled
?&yrxvAédetog 22 ?belt-tied
TOVOTTEPOLCL 29-30 with-extended-wing
KUAKOKPATL 30 bronze-headed
cpapaydoyaitog 31 hair-smashing
poppopor[tidylofi]e 38 with-marble-folds
apepodpduoto 41-2 day-running
ic6pponal 48 equal-weighted
ap]prudelylpov 55 (uncertain)
dBaxyintog 62 without-Bacchus
SEumapondHTe 66 with-piercing-voice (?)
Avodete 74 bound-with-flax
olotpopoveg 79 frenzy-maddened
KAvo18popddog 81 soaked-by-running
HOKPOUYEVOTAOLG 89-90 long-neck-sailing (?)
HOPROLPOPEYYELG 92-3 marble-lustrous
Avorvong 95 flaxen-blowing
YUUVOTOLYEIG 99 naked-frosted (?)
daKPLCTAYEL 100-1 tear-flooded
G1epvokTONE 102 breast-smiting
devdpotfeipan 106 tree-haired
dvctkpevk[tlov 119 difficult-to-escape
HEAQUTETHAOY [TOVE 1234 with-dark-flat-tunic
€0MAEVOLG 126 fair-armed
XpvoomAbrape 127 golden-tressed
SVCEKPELKTOV 129 difficult-to-escape
ACHOTON 130 throat-cutting
KOUTAKVPOTAKELG 132 wave-mellowing (?)
vauctepidpot 132 ship-destroying
VUKTITOLY €1 133 night-frosting (?)
oOpofpiot 138 raw-devouring
ToALBSTOV 141 much-nourishing
C10APOKMOTOG 143 iron-handled
naiipuropov 162 back-ferrying
SupLoTéLOovg 164 double-mouthed
noAvoTéve (daggered) 170 much-groaning®
TOALVTOPEVTOV 173 back-journeying
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compound epithet line number  approximate meaning
yovometig 176 falling-to-his-knees
Oyrieporog 201 lofty-rattling
xpvoeokibapiv 202 . golden-kitharis’d
veotevyf 203 new-tooled

povcorahotoAlpos 216
Ayvpokpopoveoy 219

TOLKIAGLLOVGOG 221
gvdekokpovpdtolg 230
TOAOVUVOV 232

SLMOEKUTELYEOG 235

corrupting-the-old-Muse

sweet-loud-sounding

with-a-variegated-Muse

eleven-chorded
many-hymned
twelve-walled

APPENDIX 2: COMPOUND EPITHETS IN G. M. HOPKINS’ WRECK OF
THE DEUTSCHLAND (1876)

epithet object stanza.line
dovewinged heart 3.6
carrier-witted heart 3.7
lovely-asunder starlight 5.2
dappled-with-damson west 5.5
warm-laid grave 7.3
lush-kept sloe 8.3
plush-capped sloe 8.3
three-numbered form 9.2
lingering-out skill 10.6
American-outward-bound (the ship) 12.2
flint-flake sea 13.5
black-backed sea 13.5
white-fiery snow 13.7
whirlwind-swivelled snow 13.7
widow-making deeps 13.8
never-eldering revel 18.7
scroll-leaved flowers 21.8
time-taken (Christ) 22.6
five-lived favour 23.6
fall-gold mercies 23.8
black-about air 24.5
wild-worst Best 24.8
else-minded (they) 25.5
down-dugged grey 26.2
ground-hugged grey 26.2
blue-beating height 26.5
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hoary-glow height
moth-soft Milky Way

sodden-with-its-sorrowing heart

double-natured name

heaven-flung Miracle-in-Mary-of-flame

heart-fleshed (as above)
maiden-furled (as above)

dooms-day dazzle
bard-hurled lightning

crimson-cresseted east

rare-dear Britain
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25.6
26.6
27.4
342
34.3
34.3
34.3
34.8
34.8
35.5
35.6

Suffering and Scholarship: The
Contexts of Henry Howard, Earl of
Surrey’s Ecclesiastes

Andrew Taylor

Grammar and Grace, Writing under Tyranny, Reform and Cultural
Revolution, Burning to Read: the titles of these recent critical works
convey a sense of how writing in the early Reformation is seen as
having become signally more troublesome and challenging as the
relationship between sacred and temporal authority was fundamentally
challenged and reconfigured.! The writing courtier’s proximity to

~ magisterial power encouraged the production of cautious and carefully

calibrated voices of complaint, or claims of disengagement. Encounters

‘with the texts on which the evangelical ‘new learning’ centred — the

Psalms in particular — have been read as another kind of response:
the impotent, plaintive vulnerability of the sinner in the face of the
righteous, judging God begins to resemble the disgraced courtier
suing for a king’s forgiveness — subjectivity born from subjugation.?

-Moreover, such exploration of the soteriological impotence at the

heart of evangelical theology has encouraged the scrutiny of biblical
paraphrases for signs betraying their makers’ religious commitments.

- Although this preoccupation with religious identity has tended to

dominate the critical reception of the psalm paraphrases, in particular,

' Brian Cummings, The Literary Culture of the Reformation: Grammar and Grace (Oxford,

. 2002), Greg Walker, Writing under Tyranny: English Literature and the Henrician Reformation

(Oxford, 2005), James Simpson, The Oxford English Literary History, Vol. 2: 1350-1547- Reform
and Cultural Revolution (Oxford, 2002), and Burning to Read: English Fundamentalism and its
Reformation Opponenis (Cambridge, MA, 2007).

? See Stephen J. Greenblatt, Renaissance Self-Fushioning: From More (o Shakespeare (Chicago,

1980), esp. pp. 115-56.
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