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Byzantine Oratorical Rhythm and the Classical Heritage

“The speech of those who not conclude their sentences with rhythm,” says Cicero in Orator, “seems
to me to resemble the movements of those whom the Greeks call amodaiotpoug, or ‘untrained in gym-
nastics,” and it is far from being true that — as those are wont to say who, from lack of teachers, or slow-
ness of wit, or shirking from hard work, have failed of success — careful arrangement of words enfeebles
speech: on the contrary, without this it can possess no force or vigor.”* Again, when analyzing a par-
ticularly well-wrought sentence in a speech by the tribune Gaius Carbo the Younger, Cicero says that “it
was marvelous what a shout arose from the crowd” at the sound of his closing rhythm.2

It is not difficult to see the importance Cicero attributes to rhythm. He speaks of it as part of the life
force of oratory and devotes about a third of his treatise Orator, where he sets out to paint a picture of
the perfect speaker, to a discussion of its intricacies. “l have often seen the whole assembly burst into a
cheer,” he says, “in response to a happy cadence. For the ear expects the words to bind the sentence
together.”® Rhythm, he contends, is naturally in the ear,* but good rhythm is something that the best of
orators attain with much toil, yet even the worst of audiences are able to judge accurately.® Proclivity
toward rhythmical discourse is natural, he says, because rhythm gives pleasure, and it can only profit an
orator to master its use in prose — since the goal of an oration is “to prove, to please, and to sway or
persuade. To prove is the first necessity, to please is charm, to sway is victory; for it is the one thing of
all that avails most in winning verdicts.”®

The presence of rhythm in prose should not be as obvious as in poetry: prose needs to be bound and
restricted by rhythm, but should not contain actual verses.” All of the rhythms used in poetry are suitable
for use in prose; however, some are suited for certain purposes and parts of the oration, others for other:
swift rhythms, for example, are suitable for parts meant to be sped along, and slow and steady rhythms
are for the stately style. The rhythms in the beginning of an oration or even a sentence should anticipate
its end and the overall effect that the speaker intends to produce.2 Rhythm in prose is contained not only
in the use of poetic feet, which temper the style, but also in the use of certain rhetorical figures, which,
by virtue of their symmetry, produce a rhythmical effect.® Cicero discusses in detail the various types of

 Cicero, Orator 229 (68 WiLkins. Trans. adapted from Henprickson — HusseLL. Cambridge 1939, 501): Itaque qualis eorum motus
quos amahaiotpovg Graeci vocant, talis horum mihi videtur oratio qui non claudunt numeris sententias, tantumque abest ut — quod
ei qui hoc aut magistrorum inopia aut ingeni tarditate aut laboris fuga non sunt assecuti solent dicere — enervetur oratio com-
positione verborum, ut aliter in ea nec impetus ullus nec vis esse possit.
Cicero, Orator 214 (62 WiLkiNs): tantus clamor contionis excitatus est, ut admirabile esset.
Cicero, Orator 168 (50 WiLkins): Contiones saepe exclamare vidi, cum apte verba cecidissent. Id enim exspectant aures, ut verbis
colligetur sententia.
Cicero, Orator 178 (53 WiLkins): Aures ipsae enim vel animus aurium nuntio naturalem quondam in se continent vocum omnium
mensionem.
Cicero, Orator 173 (51 Wirkins): In versu quidem theatra tota exclamant, si fuit una syllaba aut brevior aut longior; nec vero
multitudo pedes novit nec ullos numeros tenet nec illud quod offendit aut curat aut in quo offendat intellegit; et tamen omnium
longitudinum et brevitatum in sonis sicut acutarum graviumque vocum iudicium ipsa natura in auribus nostris collocavit.
Cicero, Orator 69 (21 WiLkins): Probare necessitatis est, delectare suavitatis, flectere victoriae; nam id unum ex omnibus ad
obtinendas causas potest plurimum.
Cicero, Orator 187 (56 WiLkins): Perspicuum est igitur numeris astrictam orationem esse debere, carere versibus.
Cicero, Orator 191-203 (56—-60 WIiLKINS).
Cicero, Orator 164-167 (48-50 WILKINS).
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214 Vessela Valiavitcharska

figures and poetic feet appropriate for one purpose or another as well as the vices of a style too rhythmi-
cal or rhythmically monotonous.*® “To express my opinion briefly,” he concludes, “the fact of the matter
is that to speak with well-knit rhythm without ideas is folly, but to present the ideas without order and
rhythm in the language is to be altogether speechless.”*

Cicero, who received his rhetorical training under the Greek rhetoricians in Athens and Rhodes, is
certainly not alone in recognizing the importance of rhythm in oratorical discourse. The first extant
systematic — although rather sketchy — treatment of prose rhythm belongs to Aristotle. In Book 3 of the
Rhetoric he recommends that “the form of prose composition [be] neither metrical nor destitute of
rhythm,” because a highly regular, metrical rhythm — as in poetry — makes prose seem contrived and
destroys the hearer’s trust, while “unrhythmical language is too unlimited, ... and the effect is vague and
unsatisfactory.”*? Aristotle explains rhythm in terms of mathematical proportion: the most popular poetic
meters, such as the dactyl, the iamb and the trochee, he says, have a time ratio of 1:1 (one long to two
short syllables, that is, four time lengths total) and 2:1 (one long to one short syllable, that is, three time
lengths total); therefore, a ratio of 3:2, which is between those two (that is, the paeon, which has one
long to three short syllables, or five time lengths total), is most suitable for prose, since its rhythm is
neither encountered in poetry nor readily perceived by the ear.?® Aristotle’s reference, of course, is the
poetic principle of ancient Greek poetry, which is based on syllable length, where a long syllable is as-
sumed to be roughly twice the duration of a short syllable.

Dionysius of Halicarnassus puts forth a different explanation of the rhythmical qualities of prose. For
him, the rhythm of prose only differs from that of poetry in degree, not kind. Poetic grace, he contends,
is not reserved solely for poetry; good prose should partake both of the vocabulary and rhythms of poetry,
if it is to give any pleasure. Thus, well-crafted prose is infused with poetic feet of all sorts; the only dif-
ference is that it is not manifestly metrical or rhythmical.** Dionysius devotes two full chapters'® to argu-
ing the point that prose and poetry are nearly convertible into each other; good prose contains metrical
feet of all sorts, but they escape notice because they are either incomplete, inserted in unexpected
places, or out of sequence. Poetry, on the other hand, is much like prose when it chooses to “syncopate”
its rhythms by means of enjambment or by inserting other kinds of pauses in places other than the usual.
In other words, poetry “embraces within its compass similar meters and preserves definite rhythms, and
is produced by a repetition of the same forms, line for line, period for period, or strophe for strophe ...
[Prose], on the other hand, ... contains casual meters and irregular rhythms, ... [and] is rhythmical, since
it is diversified by rhythms of a sort, but not in rhythm, since they are not the same nor in corresponding

10 Cicero, Orator 230-235 (69-71 WILKINS).

1 Cicero, Orator 236 (71 WiLkins): Res se autem sic habet, ut brevissime dicam quod sentio: composite et apte sine sententiis dicere
insania est, sententiose autem sine verborum et ordine et modo infantia ...
Aristotle, Rhetoric 1408b (157 Ross [Transl. W.R. Roserts. New York 1954, 180]): To 8¢ oxfjua tic Aé€ewg del urite Eupetpov
eivon ufte dppubuov - TO uev yap dmibavov (emhdobon yop dokel), kai Gua kol é€iotnot. [...] 70 8¢ dppvbuov dmépavrov, del de
nemepoviou pév, un pETpw 8¢ - andeg yap Kai GyvwoTov TO GITEIPOV.
Aristotle, Rhetoric 1408b-1409a (157-159 Ross): €oti 8¢ Tpitog 6 oy, Ko ExOuEVOg TGV eipnuévwv - Tpia yop mpog OV’ éoTiv,
gkefvwv d& O pgv &v mpoc &v, 6 d& dvo mpog Ev, ExeTon d& TOV Adywv ToOTwV O HUIOAIOG - 00TOC O’ €oTiv O TTONdY. 0i uEv 0DV GANOL
& te Ta eipnuéva ddetéot, ko dOTI ETPIKOIL * O OE oAV ANTTTEOC * AITO UOVOL Yap OUK 0Tt UETPOV TV PNOEVTWV pubudy, oTte
péiotor AoavOavery.
Dionysius of Halicarnassus, De compositione verborum 25 (252 Roserts): ITaoca AE€i¢ 1) dixa ETPOL GLYKEIUEVN TTONTIKNY HODOAV
A UEAIKNV X&ptv 00 dVvaTo TPOSAABEV KaTd YoV TV aOvOeoty oty - Omep odv Ehny, ov dbvarron wikn Aé€ig dpoia yevéobou Tf
EUUETPW KO EUUENET, €0V Un TIEPIEXT) UETPA KOt PLOUOVG TIVOIG EYKATATETOYUEVOUC GONAWG. OV UEVTOL TTPOOTKEL YE EUUETPOV ODD’
EppuBuov adtv givan doketv (moinua yop oltwg Eoton kod uéhog ékfrioetal Te AmADG TOV adThG XapakThpa), GAX’ elpubuov avThv
ammoxpn ko eBueTpov daivecbon uovov - 1 8¢ memhavnuéva LETPO Kl ATAKTOLEG PLOUOLG umephapfdvovoa kol UATE dkohovBiov
éudaivovoa adTOV uATe opoluvyiav unte avtiotpodnyv ebpubuog uév otiv, €meidn diomenoikiitai Tioy pvbuoic, ook Eppubuog dE,
Eme1dn ovxi TOi¢ avTOIg OVdE KATH TO AVTO.
5 Dionysius of Halicarnassus, De compositione 25 and 26 (250-283 ROBERTS).
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Byzantine Oratorical Rhythm and the Classical Heritage 215

positions.”® Dionysius illustrates his argument with a number of lines from the prose of authors such as
Demosthenes, Isocrates, and Plato, which are comprised, as he claims, of one of the familiar poetic me-
ters either fully or partially.

Cicero and Dionysius’ accounts of the power of oratorical rhythm may capture the imagination, but
the pragmatic sense of the Byzantine rhetoric teachers rather followed what Hermogenes recommends
in Peri lde6n. His treatise on style comprises one of the standard textbooks in the rhetoric curriculum,
as the numerous surviving commentaries and other references indicate.*” Just as Dionysius, Hermogenes
borrows examples from poetry freely in order to make a point about prose. Rhythm, he says, is made up
of word order (cOvbeoic) and cadence (&vamavorg), but its overall effect is not identical with the con-
stituent parts, just as the shape of a house or a ship is separate from the materials that went into building
it.’ Some musicians would even go as far as claiming that rhythm is more important than the thought
itself, but Hermogenes disagrees, even though rhythm contributes much toward one quality of style or
another.'® For certain types of style — for example, beauty (k&\\og) — appropriate rhythm is absolutely
essential, while for others — for example, purity (ka®apotng) — the subject matter and diction are more
important.?® One can learn from poetry which meters are appropriate for the different qualities of style;
for example, the conversational meters (iambic, trochaic) go well with clarity (cadnveia),?t while meters
containing a greater number of long syllables (dactyl, anapaest, spondee, epitrite) are suitable for the
solemn style (ceuvotng).?? Rhythm is produced by the flow of words, but is especially pronounced at the
end of the sentence: If a cadence is awkward, it will ruin even the best composition.? As Dionysius,
Hermogenes argues that metrical sequences in prose must be unobtrusive, i.e., they must infuse a passage
with a particular feel but not be readily detectable by the ear.?

My aim here is not to give an exhaustive account of the classical theory of prose rhythm, but to un-
derscore its importance in rhetorical practice. In what follows | will argue that, as heirs and guardians
of the classical literary heritage, the Byzantines substantially subscribed to the same principles of prose
rhythm as their classical predecessors: Rhythm saturates the entire period and is most pronounced at the
end, particularly in places that need emphasis. Good oratorical rhythm is not very far from the rhythms
of Byzantine accentual poetry. And although the linguistic reality of the spoken language had changed
dramatically, the Byzantine scholars make occasional references to good stress rhythm in the context of
their discussions of the meters of classical literature as well as figures of speech.

As is well-known, even though the Byzantine ear had lost its sensitivity to syllabic quantity and relied
on stress instead, Byzantine scholars rarely discuss stress accent and offer tantalizingly little explanation
of what they considered rhythmical. The grammarians follow Dionysius Thrax and explain word accents
according to the classical rules of pronunciation (i.e., raising and lowering of the voice),® while the

% Dionysius of Halicarnassus, De compositione 25 (Transl. RoBerts 255): 1 uév Ouota mepidaufdvovoa HETpa Kai TETAYUEVOLG
owlovoa PLOUOVE kal KT oTiXoV fj TEpiodov 1) oTpodnV did TV AVTHV CXNUATWY TEPAIVOUEV KATTEITA TTOALY TOIG ADTOIC PLOUOIG
Kol UETPOIG €ml TV EERG oTixwv f) TEPIOdwY 1 6TPOodIOV Xpwuévn Ko TODTO UéXP TOAOD Totoboa EppLOUOG 0TI Kol EUUETPOG ...
Cf. Joannes Doxapatres’ references to the books from the Hermogenic corpus in his commentary on Peri heureseds (ed. H. RABE,
Prolegomenon sylloge [Rhetores graeci XIV]. Leipzig 1931, 367): His students had apparently just concluded their study of Peri
stasedn and begun to read Peri heureseds, to be followed by Peri idedn.

Hermogenes, Peri idedn 1.1 (219-220 RABE): 1} yap motd ovvOeaic T@v Tod Adyouv uep®dv koi 70 wdi mwg avarremadodan Tov Adyov

GO Uy B TTo1ET TO TOIOVOE GAAK Uf) TOIOVOE eivan TOV PuBudv. [...] 6 B¢ Ppubudc Momep €idOC T1 émakorovdel Th Te oLvOAKN Th

o1Q kol Tf) Gvouraboel GANO Tt OV TTopa To T, KabAmep oikiag fj mhoiov TV To1Wvde AMBwv A EOAWV TOVIE WG fj TOVOE TOV TPOTTOV

ouvTeDEVTWY Kai PuéXpt TODOE TTowoapévwy To1Ovde TO €1d0¢ f TO1OVDE yiveTan, GANO T1 Tapd THY oLUVORKNY Kod THY Avamooty v.

¥ Hermogenes, Peri idedn 1.1 (223 RABE).

2 Hermogenes, Peri ideon 1.3 (234 RABE).

2 Hermogenes, Peri idedon 1.3 (232-234 RABE).

Hermogenes, Peri ideon 1.6 (251-253 RABE).

2 Cf. Hermogenes, Peri idedn 1.6 (254 RABE).

2 Cf. Hermogenes, Peri idedn 1.12 (308-309 RABE).

% Cf. G. UnLig, Grammatici graeci. Leipzig 1883, 1/1 67 (Dionysius Thrax); 1/3 22-24 (Melampous); 1/3 125 (Choeroboscus); 1/3
136 (Porphyry).
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216 Vessela Valiavitcharska

metricians are concerned with syllable quantity, not stress. Thus contemporary scholars have been forced
to resort to quantitative research and discover preferred cadences by means of statistics.?® Yet the Byz-
antine rhetoricians do rely on stress to create a rhythmical movement, which is apparent not only in the
statistical findings, but also in occasional comments: Whenever they mention rhythm — and especially,
pleasing rhythm (evpvBuia), it is in the context of words like kpotoc (strike) and Tovog (accent).?” Perhaps
the clearest indication that they regarded accent as the basic carrier of rhythm comes from a passage by
the fourteenth-century rhetorician Joseph Rhakendytes:

Pvbuoc éotiv 1 T010de TIC ATXNOIC TOD AOYOU, YiveTon d¢ €k ThC TO1A00E GLUVONKNG KO BVOTTAVCEWG
[...] GAAa ko GO TOD TOVOL YiveTau 1) TOIA TIC ATXNOIG TOD PpLOuoD, dNAovoTt av 6ELTOVOC EOTIV T
AeEIG f) TapoEVTOVOG ) TOOTN TIC. €AV YOp €imw, Xp1oTog yevvarto, dofaoate, Xplotog €€ obpavdv,
QITOVTHOOTE, EDNXOV TOV AOYOV TTOIR, € O¢ oUTWC €imw, Xp1oTog yevvatal, dofootéov, Xp1oTog €€
oVPAVRV, ATAVTNTEOV, d1 TV TAPOELTOVWV APPLOUOTEPOV TOV AOYOV TTOIR. OV 0LV Xpd TRDE i EKeivy
TQ TOVW EVKAIPWE TTPOG TO eDPLOUOTEPOV.?

Rhythm is the kind of ring of a discourse; it is produced by composition and cadence [...] but also
clearly from whether a word is oxytone, paroxytone, or similar. For if I say, “Christ is born, glorify
Him, Christ from heaven, welcome Him,” | make the phrase pleasing; but if I say, “Christ is born,
He is to be glorified; Christ from heaven, He is to be welcomed,” I make the phrase unrhythmical
because of the paroxytone word. Use, therefore, this or that accent suitably, with view to what is more
rhythmical.

In the first version of the quoted lines from Gregory of Nazianzus’ Christmas homily, both parts of
the phrase end on accentual “dactyls,” while in the second version, the stresses are so placed that they
produce an odd number of syllables between the accents. Since the “rule” of the Byzantine cursus states
that a cadence is intentionally rhythmical if there is an even number of syllables between the last two
spoken stresses — with the most frequent form being the so-called “double dactyl” (as in yevvarou
dokaoate and €€ ovpaviyv amavrioate) — the first form is therefore perceived as rhythmical, while the
second is markedly unrhythmical.?®

Rhakendytes, however, does not limit his definition of rhythm to cadence. Echoing Hermogenes, he
defines rhythm as a product of composition (ouvvOrkn) and cadence (&vamavoig), a point taken up often
by the rhetoric commentators. Rhythm, they say, is an ordering of time units (t&&ig xpovwv) possessing
a strong and a weak beat (thesis and arsis); it is the result of composition (cuvonkn Aé€ewg) and clausu-
lar cadence (&vamavoig). Clausular cadence is defined as the endings of cola (katainéic T@v kOAwv). To
make things confusing, however, the commentators do not explain what this might mean with reference
to stress — they simply go on to enumerate the various prosodic feet appropriate for the different types
of style listed by Hermogenes, in a way far removed from the Byzantine linguistic reality. One would
be tempted to dismiss their discussions as an instance of the notorious Byzantine conservatism; how-
ever, the reference to clausular cadence and composition is very persistent and, at the very least, suggests

% The history of the research on prose rhythm has been reviewed and summarized by W. HoranDNER, Der Prosarhythmus in der
rhetorischen Literatur der Byzantiner (WBS XVI). Wien 1981, where he streamlines and organizes the cumbersome statistical
apparatus, contributes his own scansions of a large number of rhetorical texts, and offers valuable insights into the usefulness of
rhythmical analysis for stylistic criticism. Another important contemporary study is that of C. Krock, Untersuchungen zu Stil und
Rhythmus bei Gregor von Nyssa: ein Beitrag zum Rhetorikverstdndnis der griechischen Vater. Frankfurt/Main 1987, where Klock
discusses the issue of colon length and accentual responsion — an issue that will be among the subjects of the present article.

27 For a more detailed argument, see W. HoraNDNER, Beobachtungen zur Literarasthetik der Byzantiner: einige byzantinische Zeug-
nisse zu Metrik und Rhythmik. BSI 56 (1995) 279-290 as well as M. LauxterMANN’S compelling observations in The Spring of
Rhythm: An Essay on the Origins of the Political Verse (BV 22). Wien 1999 and Ipem, The Velocity of Pure lambs: Byzantine
Observations on the Metre and Rhythm of the Dodecasyllable. JOB 48 (1998) 9-33.

% C. WaLz, Rhetores graeci, I11. Stuttgart 1832-1836, 546.

% HORANDNER, Prosarhythmus 25-26.
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that the notion of rhythm as something permeating the entire phrase, sentence, and paragraph carried on.
The anonymous eleventh-century commentator of Peri ideon gives the following brief definitions of
cadence, arrangement, and composition:

YOvOeoic éotiv 1) TV Aé€ewv apuovia: avamooig d¢ 1) TANPWOIC Ko TO dmrapticot Thv didvolay, Omep
€V AVayvwoel EoTIv 1) oTiyun” pubuog € €otiv N moix amnxnoig” [...] ouvOnkn 8¢ €otiv 1} o1t GLVOEDIG
Kol apuoloyia Tod Adyov. avarovolc O€ EoTiv 1) KataAn€ic ToD AOyov fTouV TV KWAWY T KOUUATWY,
oig éxdépeTar. PuOUOC O 0TIV 1} TO10¢ NXOC TOD AOYOU, 1ouBOKPOTOG TUXOV | AVAKPEOVTEIOG 1) ENEYELOG
fj étepoiog T1g.*°

Word order is the harmony of words. Cadence is the rounding off and smoothing out of the idea, the
full-stop, as it were, when reading out loud. Rhythm is the particular ring [of an utterance]. [...]
Composition is the particular word arrangement and prose harmony of a discourse. Cadence is the
ending of a discourse, that is, of the cola or kommata through which it is carried out. Rhythm is the
echo of an utterance, whether it be perchance iambic, anacreonteic, elegiac or some other kind.

Anonymous defines word order (cuvbeoic) as the harmony of words and explains that it is the kind

of arrangement that makes up the composition. Cadence is defined twice, once broadly and once some-
what more literally; its function is to mark the endings of kola and kommata. Rhythm figures as the
prosodic “echo” of a discourse, i.e, as the meter which predominates, yet it also seems related to com-
position and cadence.

The relation becomes perhaps clearer in an extended simile (of a Neoplatonic flavor) used by the

eleventh-century rhetorician Joannes Siculus:

30

31

ovde yap duvartov dixa Ae€ewg eig adodnotv kiveiobou TV Evvolay: év T@ owuaTl obv ai popdai Bote
Ko &v Tf) Aé€et T oxnuaTor uopia 8¢ TQ owuat diadopa. Ko THe AEEEWS KOAA HEYOAX TE KOl UIKPA
& TOD peyEDOUC €ioi Kol TV daoTAoEWY 1010, OAX Kol GUVOEGIG OUWVLUWG ) TAPWVOUWG Kol oLVONKN,
ouvTiBeTon yap 10 oldua Toic ApBpoig, Koi ai A€l AANANIC Kol TOIC oTolXEloIC, 1 PAOIC Kol TOIC
TIEPACLY AVOAOYETL KO TOIC ATAPTIOUOIC TV OWUATWY, €€ OV dudoiv 6 puouog T@ Tob ueyébovg oxnuott’
[...] 6 AOyoc Cww dvahoyet, kai 1 HEV Evvola TOOTOL dvahoyel Tf) ToD Lwov Yuxi, 1) O¢ uébodoc Tf) To10de
KIVAOEL TR Yuxic' didipopor yap oi TV pux®dv €v diadopoig {woig Kivioelg, N d¢ AEEIG TO owuaTt, Kol
TO oxfjua T TOD oWUATOG HoPdT], KOl TA KWAQ TOIC OOTEOLC, Ko 1) oLVONKN THIC TWV OOTMOV ApUOVIAIC,
KO TOIG TOUTWV TIEPACLY 1) AVATALOLE, Kol O PLOUOG Tf) TO1GdE KIviioel TOD OWUATOG ... %

For the thought cannot be moved towards perception without diction. Therefore, as the body has dif-
ferently shaped [parts], so diction has different forms. For the parts of the body are different. So the
kéla in diction are long or short and they are of their own kind with regard to length and dimension,
and in the same manner or by analogy are the word arrangement and overall composition. For as the
body is made up of its joints, so the words relate to each other and to the other parts. The basis [i.e.,
the rhythmical ending of a sentence] is analogous both to the ends of parts and to their completion,
from both of which rhythm comes about through the form of length. The discourse resembles a living
thing; its thought — the soul of the living thing; style resembles the kind of movement of the soul. For
the movements of the soul are different in the different animals; diction is like the body, its form is
like the shape of the body, the kola are like the bones, the composition is like the harmony of the
bones, the cadence is like their end parts, and rhythm is like the kind of movement of the body ...

Warz, Rhetores graeci VI1/2 885-886. Similar passages can be found in VV11/2 892-893, 905-906, 936-937, in V 450 (Planudes’

scholia on Peri heureseds), and in III 544-545 (Joseph Rhakendytes’ Synopsis rh&torikes).
WaLz, Rhetores graeci VI 118, 139.
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Siculus describes rhythm as the overall movement of the body of a living thing; it is the product of
cadence, word arrangement, and kola composition all at the same time. He stresses the individual char-
acter of each element: it partakes of length and dimension according to its own nature. Rhythm is the
overall effect of the combination of the separate elements as well as their movement in time. It cer-
tainly can contain various metrical feet — they will give it a particular “echo,” as the anonymous com-
mentator says above, but the meter by itself will not create the rhythm — the movement of the speech
units will.

In a similar sense, while analyzing the rhetorical prose of Gregory of Nazianzus, Michael Psellos
declares that “the movement [of his prose] pulsates and hisses, and ofttimes the measure of his utterance
throbs excitedly” (oduvyuovg te yap adT®d koi oryuovg i Kivnoig €xetl kai mndQ Oaud dieyelpouevog avTd
0 Tovog 10D mvevuartog) and he “often makes [the audience] wonder and often applaud and strike up a
dance alongside his rhythms, and empathize with the subject matter” (koi mote uév ovudalerv moidy,
TTOTE O€ KPOTEIV Kai €v puOU@ xopeiav AveATTElY Ko ovumemovOévan Toig pdayuaotv).® Since it would be
difficult to imagine a Byzantine congregation spontaneously bursting into a dance at the sound of a
particular phrase, we should probably allow for some rhetorical amplification in interpreting this passage.
Yet what Psellos’ comment highlights is that the flow of Gregory’s striking and varied rhythms seems
not only to affect the whole discourse but also to be as distinctly measurable as a dance beat.

So we are in a quandary. Rhythm, according to the Byzantine rhetoricians, is created by the movement
of the words/parts of the discourse, but it is also in the various metrical combinations. It seems to involve
syllable quantity — which the Byzantines could not hear — but it also requires a beat. Perhaps a solution
to this problem can be found in the persistent distinction that the grammarians and rhetoricians draw
between rhythm and meter, similar to the one found in Choeroboscus’ scholia on Hephaestion:

[Matnp d¢ kol yéveolg TV UETPWV €0Tiv O PLOUOG - DIKEL Yop KAOOAKWTEPOG DV OV UOVOV &V TOIG
UETPOIC, GAAD K €V GANOIC TIOIV - E0TI YOP O PLOUOC EKTEAOVUEVOC KAl ATTO TRV €V XOAKEIOIC ohupidV
Kot &Ito Tmov moddv Kol KpOToL XeEIp®dV Koi AVpog kol ETEPwV TIVOV [...] TOAAKIC €v Telh dpdoet
evpiokovTon LETPa Kol d10 TOV pLOUOV THe TECHC dpdoews AavOdvovot (ko EUmoty v UETPOIC EDPIOKETOL
1eCn GpAoIg Ko OV VOEITOL EVXEPMG), €1 Un dpa N GKon KoA®DG €mikpivovoa evdnAov kot davepov
moifoet. 00ev kol mapa AnuocOéver €0ty evpelv uétpo-®

Rhythm is the father and origin of meters. Being universal, it is found not only in meters, but in
other things as well. For rhythm is achieved by the hammers in the smitheries as well as the horses’
steps, the clapping of hands, the lyres, and others. [...] Often meters are found in prose, but on account
of the rhythm of the prose utterance they go unnoticed (and conversely, prose utterances found in
metered discourse are not easily perceived), unless indeed the sense of hearing, with good discrimina-
tion, should perceive it distinctly and clearly. Whence meters can be found in Demosthenes as well.

Choeroboscus explains that meter pertains to quantitative verse, while rhythm — a broader term — ap-
plies to many things outside of verse. Meter pertains to the arrangement of long and short syllables, while
rhythm is created by a beat and carries the utterance forward. Quantitative sequences in prose become
obscured, because the rhythm of the prose utterance is not that of poetry.

That rhythm and meter are not the same thing to the Byzantines, even when they speak of quantitative
poetry, comes across clearly in a passage from Eustathius’ Commentary on the lliad, where he explains
that the ancients frowned upon an overlap between metrics and rhythmics:

32 A. MavEr, Psellos’ Rede iber den rhetorischen Charakter des Gregorios von Nazianz. BZ 20 (1911) 27-100, the quoted lines
come from paragraphs 17 and 19 respectively. P. Levy’s edition of the same text has been published concurrently (Michaelis
Pselli de Gregorii Theologi charactere iudicium: accedit eiusdem de loannis Chrysostomi charactere iudicium ineditum. Leipzig
1912).

% M. ConsBrucH, Hephaestionis enchiridion cum commentariis veteribus. Leipzig 1906, 177-178.
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"EvBa dvoi otixoic dprroTipeiton TEocapa dpa EUmEPIYpayat, Eimwy “Ent’ AmOpovg Tpimodag, déka dE
xpvooio téhavta,/ aibwvog de AéEPnTaG €eikoot, dwdeka O’ immovg.” TobTwy de TV OTiXWV EKATEPOV
1 €i¢ &va d0o vvoiag Tour ob TTAVL HETPIKWC EXEV DOKET TOIC TTOAIOIC, Of paoty, OTL TO UETPOV XAipEL
uev ovvdeoueiodon Tovg TOdAC AAAAAOIC, MG KOTA UNdEV €ic uépoc amaptilev Adyov, oiov ““IMdOev ue
dépwv dvepoc Kikoveoor méhaooe.” Tapouteitan d¢ Homep TO Katd Oda TéUvEsda, oiov “BRpiog eiveka
ThHode, oL O’ Toxeo, meibeo &’ Nuiv,” EvOa kad’ Eva EkaoTov OO Ko UEPOG AOYoL AmmapTileTan, oUTW
Ko TNV dixa Tounv, fyovy v €ic d0o evvoiag, ¢ 10 “Ev0’ ovT’ Tdouevelc TAR piuvery ot Ayauéuvwy.”
oUTw O¢ kol TNV TpIXH ko €mi mAgiov diaipeoty. Pubuika yap, dooi, Todta fj uetpikd. OvKodv Koi T
pnoévta d0o &mn puOUIKWTEPOV didkevTal. Kai oUTw pev T00TO0.3

Here he endeavors to encompass four gifts in two lines, saying, “Seven tripods untouched by the fire,
ten talents of gold,/ twenty shining copper caldrons, and twelve horses” [Iliad 9.122-23]. The division
of each one of these lines into two thoughts did not seem altogether metrical to the ancients, who say
that the meter is graceful when the feet are conjoined with each other, i.e., when none is contained
within a [single] part of speech, as in “From the city of Ilius the wind took me and brought me to the
Cicones” [Odyssey 9.39]. The former is rejected since it is divided according to the feet, as for ex-
ample, “On account of this hybris — but hold back, and obey us” [lliad 1.214], where each foot is
completed within one part of speech. Same with the division in half, that is, in two thoughts, as in
“Neither Idomeneus suffered to stay there, nor Agamemnon” [lliad 8.78]. Same with the division into
three and more parts. For, they say, these things are rhythmical rather than metrical. Therefore, the
two mentioned verses are rather too rhythmical. So much for this.

To paraphrase briefly what Eustathius says, the ancients thought that the meter suffered if the divisions
between individual metrical feet or groups of two or three feet coincided with word boundaries or with
divisions of thought. They rather liked a “syncopated” disjunction between word and foot boundaries. If
the prosodic feet coincided with individual words, they considered that rhythmical rather than metrical.
One cannot fail to notice that in both quoted examples of “bad” meter, that is:

—_ -~ _ - v — - -~ —_ - - —_ v - [

UPp1og iveka THode, ov O’ Toxeo, meibeo 8’ nuiv [lliad 1.214] and

€v0’ oUT” Idouevedg TAR pipvery obt’ ‘Ayouéuvwv [lliad 8.78],%

we have almost regular stress alternation. The first line could be pronounced with the following
stresses: UPpiog eiveka THode, ov &’ Toxeo, meibeo & Auiv (/- - /- - -O -, -0 [- -/ [- - - ]), where Tfiode and
ov are possibly pronounced with weak/secondary stress. The underlying pattern is that of accentual dac-
tyls, broken only by the last word. The second example could also be read quite rhythmically according
to stress: €vO’ ouT’ Tdouevevg TAR pipvely o0t Ayouéuvwv (/- - - -/ /1 /- - - - [-). It displays internal stress
“responsion,” that is, the first half of the line looks very similar to the second part, with four unstressed
syllables between stresses. The ancients, as Eustathius explains, rejected this coincidence as too rhythmi-
cal. By pointing out these regularities, Eustathius achieves a twofold purpose: he makes a point about
meter, which applies to Homeric verse, and a point about rhythm, which could apply to contemporary
Byzantine verse or prose.

On another occasion Eustathius commends a line for its swift, appropriate and natural rhythm, but
mentions nothing about the meter:

# Eustathius 739-740 (ed. M. vaN DER VaLk, Eustathii archiepiscopi Thessalonicensis commentarii ad Homeri lliadem pertinentes.
Leiden 1971-1991, 1l 671-672).
% Certain short syllables in proper names are scanned as long to accommodate the meter.
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"EvOa Opa kéAhog v Tpiol priuact kol duoil ouvdEouOolg Kaiplov Koi GUOIKOV Kal yopydv, oD Unv
TEPiEPYOV Kol EMTETNOEVUEVOV KOTA TX DOTEPOV * TOIODTOV YOP TTAVTWG TO “Oeai €0Te TAPEOTE TE 10TE
T€.” O UEVTOL YPAWAC TTPOC ACTEIOUOV TO ““VAPKN TIVIKTH, TTEPKN OX10TH, TELOIC GOKTN,” TADTOV O’ Eimelv
Kot ToUC id1wTiCovTac mapayeulotn, “yAadkov mtpotour, yoyypov kedorn,” €11 d¢ kol O TOPIoWOOC
TO “TLPOC ENPOC, TVPOC KOTITOC, TVPOC EVOTAOC, TVPOC TUNTOC” Kol Ooa OE BANX TOIDTA — pvpict O¢ giotv
EKEIVOL —KOAAWTTICOVOL HEV YopydE kad evpOBUWE, o0 unv oeuvdg kai dpvoet kad’ “Ounpov.

Behold here beauty in three words and two conjunctions, appropriate, natural, and swift-flowing, not
indeed overwrought and belabored as what follows it. For such altogether is the phrase “goddesses
you are, here you are, and you know.”¥" Indeed, the one who wrote wittingly, “a stewed electric ray,
a split perch, a filled-up squid,”® that is, stuffed squid, to say the same in the common idiom, and
“the first cut of a grey-fish, the head of a conger-eel,”® and still even the parisa “dried cheese, crum-
bled cheese, shaved cheese, sliced cheese,” and as many such as there are — they are innumerable
— are beautiful in a swift-flowing and rhythmical way, but not indeed in a way stately and Homeric
in nature.

The quoted excerpt is from Athenaeus’ Deipnosophistae, who in turn quotes Antiphanes the fifth-
century BC comic poet; Eustathius commends it for its wit and swift-flowing, pleasing rhythm. The
rhythm is created by pairs of isosyllabic words, whose accentuation patterns are identical from one pair
to the next (except for the last one): the phrase vépkn nviktn, mépkn oxiotn, tevdig caxtn (/- -/, I- -/, -/
-/) shows internal accentual “responsion.” So does the next phrase yhavkov mpotour], yoyypov Keponr
(/- - -1, I- - -I), as well as the next: Tvpog Enpdg, TVPOG KOTTOC, TVPOC EvoTdC, TVPOG TUNTOC (- -/, -1 -1, -1
-/, -l -1). Their rhythm is “natural,” according to Eustathius, and so is the rhythm of the Homeric line
bUElC yap Oeai éote mapeoTé Te 1oTé T mhvta, whose pattern (- /- -/ - - [-/- /I- /-) is also marked by stress
regularity in that it shows one or two unstressed syllables between accents, although not as pronounced
as the other three phrases. The keyword here is pleasing rhythm, not pleasing meter. Eustathius has sin-
gled out for commentary a line with a regular stress pattern, which he reinforces with other lines from
classical texts, whose stress patterns are even more regular.

On yet another occasion Eustathius does not hesitate to praise Homer for achieving good rhythmics
in lines that show regular stress alternation, internal stress “responsion,” and the double dactyl. Com-
menting on lliad 22.386-87, Eustathius says:

“Opa 8¢ kot g EkoMwioe pLOUE mpomapolutdvwy AéEewv T kata TTarpokAov, eimwv “keiton TP
VEGGT VEKLC GKAaLTOC GBarrtoc TTdTpokhoc.” Exel O KOAMOC PO TOUTWY KAl TX v TEAEL OTiXwWV dVO
mapioa TO “Tobde TECOVTOC,” Ko ““ExTOpOog 00KET’ €OvTOC,” (& ko icodvvoaud eiot.*

Behold also how he embellishes the things he said about Patroclus through the rhythm of proparoxy-
tone words, saying, “By the ships Patroclus lay, dead, unlamented, unburied.” The two parisa before
these at the end of the verses also have beauty: “this man having fallen” and “Hector being no more”
(lliad 22.383-84), and they are also equipotent.

The three consecutive proparoxytone words dgkiovtog dbarmrtog Ildrpokhog (/- - /- - /- -) conspicu-
ously form a regular sequence of accentual dactyls, whose pattern is emphasized by the regularity of the
preceding sequence keiton map vieoot vékug (/- - /- - /-). In addition to that, the line as quoted ends on

% Eustathius 261 (1 398 VAN DER VALK).

% lliad 2.485.

% Atheneaus, Deipnosophistae 7.46 (11 151 KAIBEL).
% Atheneaus, Deipnosophistae 7.46 (11 151 KAIBEL).
4 Athenaeus, Deipnosophistae 9.66 (II 376 KAIBEL).
4 Eustathius 1274 (IV 635 VAN DER VALK).
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the Byzantine double dactyl, a preferred clausular cadence. As the boundaries of the prosodic feet do
not coincide with individual words and therefore the meter would have been considered “good,” Eus-
tathius would not have had any reason to comment on the metrical features of these lines, other than to
point out their rhythmical beauty — as he plainly does. His next comment refers to the ends of the pre-
ceding two lines, which, he says, form a parison each and have beauty as well (i.e., rhythmical beauty)
and, in addition, are equipotent. The two phrases show regular responsion between the spoken stresses
of the last two words: tobdde meodvtocg (- - -/-) and “Extopog ovkét’ édvtog (- - -/-).

Parison seems to be one of the rhetorical figures singled out by the Byzantine rhetoricians for its
heightened rhythmicity — or at any rate, the examples they use as illustrations show a heightened rhyth-
micity. The one used by Eustathius would fall under the category of perfect parison (é&pioov ka0o10v),
according to the definition of Gregory of Corinth:

€oTi O Kol ETEPOV TIAPIOOV TO AEYOUEVOV OUTW TTAPICOV KABOAOVL, ¢ TTapd TR OEONOYW * GANX UEV
AEOVTWV OpunuaTa, GANa O mMOAKWY WUAUXTA, Kol oAV, TO100TOC O TOD &oePodg 6TONOG, TOIOBTOV
TO TOD €boePODC TENOC.#?

There is yet another parison, the so-called perfect parison, as in the example given by the Theologian:
“some are the impulses of lions, others the mimicries of apes” and again “such are the means of the
impious, such are the ends of the pious.”

The examples come from Gregory of Nazianzus’ Contra Julianum imperatorem 1 (somewhat altered)
and In laudem Heronis philosophi respectively, and show perfect stress responsion between their two
halves: dd\ha pév Aedvtwy opunuota, dila 8¢ mOnkwv wunuata (/- - -/- -/- -, /- - -I- -/- -) and To10070C
0 10D doefodg oTONOG, TO100TOV TO TOD evoePOlC TéNOG (-/- - - - - [1-, -l----- / 1-). Gregory of Corinth’s
definition of the perfect parison involves stress regularity, and is quite similar to the definition found in
an anonymous treatise on figures:

To 8¢ mapioov yiverau, 6tav dVo fi mAeiova kK®GAa udhoTo pev kot Tag ovMafag Toag €xn - € & obv
QMG kad TO YEVOC Kot TOV Ap1Ouov Kad €Tt TOV XpOvov kaid TOv pubudv, oiov TO Tiva TRV avOpmTwv
KivApora, Tivae 8¢ TRV mOAKWY OpufUaT. € T UEV ODV TTAPIOOV, KO OUOIOKATOANKTOV, O Unv & Ti
ouotokaTéAnkToV, 0N KAl TAPICOV E0TL: TO UEV YUP UOVOG TOC TEAELTAIOG GUANABAG Opoiag ExEl, TO
d¢ év mooug Exel TG GLYKPOVOEIC Kai OUOIDOEIC.*

We have parison when two or more koéla have, as a rule, an equal number of syllables. If this is not
the case, then [if they are] equivalent with respect to gender, number, and besides tense and rhythm,
as for example “some are the emotions of humans, while others the impulses of apes.” If therefore
something is parison, it is also homoiokatalékton, but if it is homoiokatalékton, it is not a parison yet.
For the former has only the same number of final syllables, while the latter has in everything similar-
ity as well as an identical beat.

The phrase from the Nazianzene (this time quoted correctly) appears to illustrate the point that if two
clauses have an identical number of syllables, we may have a homoiokatalékton, but not necessarily a
parison; we have a parison when they are identical with respect to endings and everything else, that is,
gender, number, tense and rhythm. The two clauses differ with one syllable, perhaps due to the omission
of uév, but they do show near-regular stress responsion, which explains the reference to identical rhythm.

42 Warz, Rhetores graeci VI11/2, 1228.

4 L. SpenGEL, Rhetores graeci, Ill. Leipzig 1966, 185-186. An almost identical definition appears in a treatise on the figures at-
tributed by Spengel to Zonaeus (SpenGeL, Rhetores graeci 111 169); however, T. ConLey has argued that the treatise is a forgery
authored by the notorious sixteenth-century scribe Constantine Palaiokappa (Revisiting “Zonaios”: More on the Byzantine Tradi-
tion mep1 oxnuatwv. Rhetorica 22/3 [2004] 257-268).
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The perfect parison, therefore, also shows perfect or near-perfect stress responsion. Thus the stress re-
sponsion in parisa does not always have to be exact.

In Gregory of Corinth’s examples above, we have both exact and approximate responsion (that is,
plus or minus one syllable). One of Demosthenes’ scholiasts, when pointing out what seems to be a
perfect parison in Olynthiac 2.5, also shows tolerance for approximate responsion:

“ovuPaiver detobar:” kot TO TENOC Taploov. kai &v TQ TpiTw OALVOIOK® TTépIooV KATA TO TEAOG “Ov
TOL TAPOVTOL AVOAWOT) TTPOG G un del, TV AmdVTWv evmopiican Tpog & del.”*

“requires to bring:” a parison at the end [of the clauses]. There is also a parison at the end in the
Third Olynthiac: “should he spend the existing resources on what he does not need, in his lack would
he fare well as far as what he does need.”

In Olynthiac 2.5 the phrase ovufaiver deiobou (- /- /-) corresponds to ovudépetv eipfiobou from the next
clause, which is the intended second pair of the parison (-/- -/-). The responsion is not perfect; it is a
syllable short. In the next example (Olynthiac 3.19), however, ta mapdvra avarworn (- -/- - -/-) is ac-
centually equivalent to tov amovrwv edmopioou (- -/- - -/-), while the pair mpog & un dei and wpog & del
is one syllable off and therefore partially equivalent. Possibly for the sake of clarity, the scholiast has
reinserted the elided vowel in ta mapdvra dvorwon,* producing hiatus. Perhaps the case was that prose
rhythm did not comprise an exact art: in reading and declamation, the speaker would have been able to
stretch out or shorten the time intervals between the stresses, so that the rhythmic beats could come at
equal intervals.*

Parison is not the only rhetorical figure seen as rhythmical. So are the homoiokataléxis and the ho-
moioteleuton, as pointed out by another of Demosthenes’ scholiasts, who praises the speech against
Androtion for its pleasing rhythms owing to the presence of these two figures.*” Homoioteleuton is gram-
matical rhyme, which normally displays accentual responsion, since the accents tend to fall either on the
same morphemes or on the root preceding the morphemes (for example, émoinoe — katéotnoe, 6¢cOw —
uedéabw, dveldilw — é€etalw), while homoiokataléxis is a figure characterized by similar endings (not
necessarily grammatically identical), which also often displays responsion (for example, tvpog Enpog,
TLPOG kKOTTOC, TVUPOG EvoTog). Admittedly, all these examples contain some kind of rhyme. Rhyme alone
is a powerful tool for marking off rhythmic units, as is obvious in modern Western poetry; creates strong
aural paradigms, readily measured by the ear. In addition to rhyme, however, we have a clear pattern of
stress regularity. The rhetorical and grammatical commentaries present a compelling case that the term
“rhythmical” is associated either with accentual responsion or with some kind of regular alternation of
stresses. The pattern affects the entire kolon and includes the closing cadence. The Byzantine scholars
point out these patterns as examples of good rhythm in the context of their discussion of the classical
texts.

At least in theory this seems to be the case. But can we expect to find the same principles at work in
oratorical practice? Since the most frequent rhetorical definition of rhythm is that it is the product of
composition and cadence, it would be reasonable to conclude that composition refers to the placement
of words in such a way as to ensure the formation of a pattern of regular stress alternation or responsion,

4 M.R. Dirts, Scholia Demosthenica, I. Leipzig 1983, 57.

4 Cf. S.H. Burcuer, Demosthenis orations, |. Oxford 1903, 33.

4 As Eustathius suggests in his remark on the actual number of syllables in the Byzantine political verse: a line could contain more
than fifteen syllables, but adjacent vowels needed to be spoken quickly so as to not ruin the rhythm (Eustathius 11-12 [I 19 van
per VaLk]); for more on this, see HoranDNER, Beobachtungen 280-285 and M. Jerrreys, The Nature and Origins of the Political
Verse. DOP 28 (1974) 142-195.

47 Dicts, Scholia Il 256: mpogipnkev yap Edktipwy, kai €ott devteporoyio Tod Alodwpov 6 Adyog, T E€ayyehiar kal Th TOV OvoudTwy
ovvBéoer opOdpa ebpubuog v dte PO TookpaTikOV Gvdpa GLYKEINEVOG* TTOMAC YOV TAPICWOEIG Kod OpotokataAnEelg kod
OUOIOTEAEVTOL TIOPECTIOPTOALL.
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while cadence refers to the cursus, which is used to complete and round off a clause, just as punctuation
brings it visually to an end. Is it reasonable, however, to expect these patterns to occur regularly and
predictably?

One of the basic principles of the rhythm of prose, frequently repeated by the rhetoricians, is that it
is not the same as the rhythm of poetry. Dionysius’ remark that prose should be metrical but not in me-
ter and rhythmical but not in rhythm“ appears several times in the Hermogenic commentaries.”® In
other words, the rhythms of prose should not be as regular as to be readily anticipated by the ear, and
should change often. This would satisfy the demand for variety (uetafoAn), another principle spelled out
by Dionysius and repeated by the Byzantines. Therefore regular stress patterns would be expected to
occur not in every kolon, but more conspicuously in places that need emphasis. Accordingly, the com-
mentators do not discuss the rhythm of every phrase but of key passages only. In the following excerpt
from a scholion on Demosthenes’ In Aristocratem, for example, the author stresses that one of the chief
virtues of the enhtymeme is its pleasing rhythm. The enthymeme he identifies in the passage comes as
a summary to a long line of arguments:

UIKTOV € “(oTmep yap €1 TIC EKeivv EGAW, oL TGDE OVK A Eypopac” kai o EERC. &petr) e EvouunuaTOC
€oTi BpoxbTNG KWAWV Ko evpuBuior katd TNV obvOeoty TV dOvoudtwy.>

[An example of] the mixed kind is “Just as if one of them had been convicted, you would not have
proposed these things” and so on.** The virtue of the enthymeme is the brevity of its kéla and the
pleasing rhythm, according to the arrangement of words.

The full period is Gomep yap €l Ti¢ Ekeivwy EGAw, oL TG’ 00K &V Eypoyag, oUTwG v oL VOV GARG,
dAhoc o0 ypawer (“Just as if one of them had been convicted, you would not have proposed these things;
so if you are convicted now, another one will not propose”). It is a conditional sentence making an argu-
ment of probability: If one of those who in the past had been convicted for proposing decrees contrary
to Athenian interests (apparently, no one was), then Aristocrates would not have proposed such a decree,
and if he is convicted today (for treason), no one else will dare make any such proposals in the future.
Thus the first kolon pairs up with the last, and the second pairs with the third. The commentator identi-
fies the type of enthymematic figure as ‘mixed,’ that is, a hybrid between a “syllogistic’ and a ‘refutative’
enthymeme. In terms of stress, the pattern looks like this: Gomep yop €l Tig ékeivwv édrw (/- - I- -I- -/-)
anticipates égiog o0 ypawyer (/- - /-), while ob 140’ otk av Eypayacg (/- - - /- -) looks forward to the fol-
lowing obtwg éav oL vov 6l (/- - - /1 -/). The kola are of different length, yet the patterns show partial
responsion. The first kolon establishes a rhythm of accentual dactyls (three and a half), echoed briefly
in the fourth kolon (one dactyl and a half), which gives terse closure to the premise of the condition and
to the period as a whole. Similarly, the second kolon is made up of an accentual paeon and a dactyl,
which is repeated in the third kolon (with one extra stress at the end). The rhythmical principle is stress
equivalency between kola parallel in meaning. The entire period is, as the scholiast says, a ‘mixed’ en-
thymeme, i.e., a combination of a refutation and a syllogism, expressed in a pithy, antithetical, and strik-
ing manner, which functions as a cap to a long line of reasoning. It is intended to sum up the arguments
in a memorable conclusion, and is not simply an argumentative unit but also a figure of speech.>® And
because of its emphatic function, it is expected to display pleasing rhythm as well.

4 Dionysius, De compositione 25 (252 ROBERTS).

4 For example, WaLz, Rhetores graeci VI 165-166 (Siculus) and V11/2 905-906.

% Dicrs, Scholia 99.

1 DeEmosTHENES, In Aristocratem 99 (I1/1 653 BuTcHER).

52 T count 148’ as having a secondary/weak stress.

% For more on competing and changing notions of the enthymeme as well as the enthymeme as a figure of speech, see T. ConLEY,
The Enthymeme in Perspective. Quarterly Journal of Speech 70 (1984) 168-187 as well as Ipewm, Aristotle’s Rhetoric in Byzan-
tium. Rhetorica 8/1 (1990) 29-44; M. Kraus, From Figure to Argument: Contrarium in Roman Rhetoric. Argumentation 21 (2007)
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Similar patterns of either perfect or approximate responsion can be observed, as early as the fourth
century, in a key passage of Epiphanius’ Homily on the Entombment of Christ and Descent into Hades,
where he sets the stage for the later dramatic events by building on the suspense of the silence following
Christ’s burial:

v €dopnon koi nobxoocey, (/--/-----)
011 6 Ogo¢ oapki Umvwoe, (----/-//--)
Kol TOUG &It aidvog BITVOBVTAG BVESTNOEV. (--=--/--1--/--)
‘O Ococ év oapki TEOVNKE, (--/--11/--)
Kol O Gdng Erpouakev. (--/--/--)
‘O Beo¢ PO Pparxv mvwoe, (--/--11--)
Kol Tovg v T &dn €ENyetpe. (----/-+--)
IToD mrote Vv €iov ai mpo Ppoax€oc Tapoxal, koi Gwvai,
ko 06pvpot kata Tod XpioTov, (/--/----- T A /)
O TTOPAVOUOL; (/-/--)
o0 ol dfjuol, kai évotdoeic, kol TéEeic, (/-1---I--1/-)
Ko T OmAQL, Ko dOpaTa; (--/--/--)
1100 0l PACIAEIC Kol iEPEIG KAl KPITO Ol KATAKPITOL; (/---/=-=----/--/--)
7TOD olf AaUTTAOEC Kol udyopo (/----1/--)
Kod ol OpOALoL o1 dTakTOot; (--/--/--)
10D 01 Aaol, Kai TO Gpplayua, (/--/--/--)
Kol 1) kovoTwdia n &oeuvogc;> (------1--)

The earth was frightened and became quiet,/ because God fell asleep in the flesh/ and raised those
who had been sleeping for ages./ God died in the flesh and Hades trembled./ God fell asleep for a
little while and raised those in Hades./ Where is now the commotion, the shouting, and the din from
not too long ago, [which were] against Christ?/ o, law-transgressors?/ Where are the factions, the
prosecution, the bands of soldiers?/ The arms and the spears?/ Where are the kings, the priests, and
the condemned judges?/ The torches, the daggers, and the disorderly babble?/ Where the crowds and
the insolence?/ And the impious guard?

Epiphanius creates rhythmical parallels between key points. The theme of 611 6 ®ed¢ capki Unvwoe
(- - - -/ -/ I- -) is repeated rhythmically in év capxi 1é0vnke (- -/ /- -) and mpog Ppaxv Umvwoe (- -/ /- -)
as far as the emphatic close packing of stresses. Similarly, kot 6 ¢dng érpduatev (- - /- -/- -) is echoed
in év T® adn €&nyeipe (- - /- -/- -), which adds the reason why Hades trembled. Then follow a series of
enumerations, which resemble each other closely in that they are mostly composed of accentual dactyls:
Tapoyad, ki pwvad, koi 06pvpot (- -/ - -/ - /- -); oi dfjuol, koi évotaoeig, kai taEeig (- /- - -/- - [-); xoi Tt
omha, ko dopata (- - /- - [- -); xai kpitai ol katdkpitol (- -/ - -/- -); oD ai Aoumddeg kai pdyoupon (/ - -/-
- [- -); kad o1 OpvArol ol GrakTol (- - /- - /- -); mob o1 Aaoi, kai 70 dpOayua (/ - -/ - - /- -); echoed at the
end of the last komma «ai 1) kovoTwdia 1 doepvog (- - - -/- - /- -). The rhythm of this list is broken by
the phrase mod oi Baoikeic kai iepeig (/ - - -/ - - -/), which is composed of accentual paeons that lend
weight to it and also hark back to the paeon in dfjuot xai évotdoeig (/- - -/- -), or the prosecution associ-
ated with the kings and the priests. Epiphanius has created a strong rhythmical pattern of accentual
dactyls and paeons, pairing off themes and emphasizing the individual elements in the description.

3-19; H. Hunger, Das ,,Enthymem* in der liturgischen Dichtung des frihen Byzanz, in: Th. ScHIRREN — G. UEDING (eds.), Topik
und Rhetorik. Ein interdisziplindres Symposium. Tiibingen 2000, 93-102.
% PG 43, 440.
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Similar attention to thematic pairing we find in a climactic exegetical passage in Proclus’ homily On
the Sunday of Thomas.® It explains the divine providence of Thomas’ absence at Christ’s first appearance
to His disciples after the resurrection:

"Hv 8¢ dpa kai Tobto Thig Oeiag oikovouiog pvotipov, (- -/- /- /- - - -/- -/- =)
TO U TAPEIVOL TOV UoONTAV. (---/----))
Ei yap mapijv, odx &v quptoPrtnoey, (---/---/--)
€l 0¢ un audéPpoiev, ovk av Epniddnoey, (-=-=--/--1--+/--)
€l 0¢ un éynhadnoev, ovk Gv oUTWC EmioTELOEY, (----- /- =] =1=--/--)
€l 0¢ un ovTwcg émiotevoey, obK &v HUAc obTw moTebELY
€didactev, (---/--1=-=/)-=1]-=]--/--)
woTte kol 1) amoTio ToD uadnTod ThHg NUETEPOC TOTEWG
uATNp Yeyévntal. (/----- [~ === == /- ]- = [~ -]- )%

Was not this a great mystery of the divine providence/ that the disciple was not present!/ For if he
was present, he would not have disputed,/ if he had not disputed, he would not have touched,/ if he
had not touched, he would not have believed in this way,/ if he had not believed in this way, he would
not have taught us to believe thus/ so that the unbelief of the disciple has become the mother of our
faith.

The first line begins on a sequence of regular dactyls, interrupted by the phrase 6ziog oikovopuioag,
which yields four unaccented syllables between the stresses, thus breaking the pattern and drawing at-
tention to itself. The next line, 70 un mapeivon Tov padntrv, repeats the “divine providence” pattern,
drawing a rhythmical parallel between it and the absence of the disciple. The following line, Ei yap
opiiv, ok v nutoPnTnoev, continues to elaborate on the theme of divine providence, figurally as well
as rhythmically, by having three unaccented syllables between the stresses and showing internal respon-
sion between the kommata. The fourth and fifth lines show approximate responsion in the opening: ( - -
--/--)and (----- / - -) and thus echo each other. Finally the seventh line, which begins on the same
‘divine providence’ pattern (&ote kai f) amotiot Tod padnTOL, / - - - - - /- - - -/), eventually settles to a
steady dactylic beat with the concluding phrase fuetépag miotewg untnp yeyévnrou, - -/~ I- - [- -I- -,
which harks back to the opening line. Consciously or unconsciously, Proclus has created rhythmical
parallels between key theme-bearing phrases, setting them off for the ear. The “double dactyl,” employed
as the final cadence, is used in the first and the last three kdla, rounding off and bringing the argument
to completion.

The beginning of Photius” homily On Palm Sunday offers yet another example of creating a rhythmi-
cal paradigm between phrases similar in meaning:

‘Ote TOV TAIdWY WOAVVA €V TOIC LYIOTOIC AVAPOWVTWY

1] €KKANoiot CoATTiOEL, (I A i Al C
Kol The Aaumpdac ékeivne kai Ogompemeotatne Gwvic TAIC

aKooig TOvV NXov EAKLow, (---/ === -~ === -]--]-)
HETAPOIOC OAOG yivouau Tf pobuuiq — (-/--/-/----- /-)
devov yap 1 xopa xpfiua kouvomolfjoat v Guoty (-/---1----/--1)
Ko T000C OUK 0idE UEVEIV KAUIPOD TTPOOKAAODVTOC — (-/--/-/--/--I-)

% Proclus, Adyog €ig v véav kuplaknv kai €ig v amotiav 700 @wud 11.6 (ed. F.J. Leroy, L’homilétique de Proclus de Constan-
tinople [StT 247]. Citta del Vaticano 1967, 238).

% | have followed the stress guidelines outlined in HoraNDNER, Prosarhythmus 34-35. In the above passage, however, the context
and the force of the negation seem to demand a full stress on ouk.
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Ko Aoyloudv Og10Tépwy Bel0Tépw dpoUW TEPIEPKOUOL

v Bnbaviav I A A /-)
Kol XEIPAC KPOTL XOPELWY (-/--/-1-)
Ko ouvoryehallouon okipT®Y TOIC VNriolg (--=--/---/---)
TOV €mvikiov DUvOV ouyKaTapTICOUEVOS AOTOIG TR

deomot, (c=cfeofeunnn /- ==/ - -/-)
woavva v Toig DYIoTOIC, (- -/ - - -/-)
eDAOYNUEVOC O €pxouevog év dvouatt Kvpiov.¥ (---l---1-=-=-----I-)

When, as the children cry out, “Hosanna in the highest,” the Church sounds her clarion call/ and |
draw into my ears that splendid and most God-becoming sound/ | am altogether transported with zeal/
(for joy is a mighty thing to renew nature/ and desire knows not how to wait when the time bids)/
and | go about Bethany in the course of godly thought,/ and I clap my hands and dance/ and leaping
| join the troop of infants/ and fashion with then a victorious anthem for the Lord/ “Hosanna in the
highest./ Blessed is he that cometh in the name of the Lord.”®

Compared to Proclus and Epiphanius’ excerpts, the clauses here are quite long and somewhat pro-
saic. The homily opens on a beautiful regular pattern (- - - /- - -/ - - -/- - - -/- - - -[), but no sort of rhyth-
mical regularity follows until the very end of the period. Photius moves through the successive kola as
if through a narrative — in fact, he does offer a narrative of sorts. He describes hearing the trumpet call,
drawing it into his ears, then imagining himself journeying in Bethany, and celebrating together with the
children. Despite the formal vocabulary, the rhythm of the opening period is quite informal and strength-
ens the personal touch of the first-person imaginary celebration. The last kolon, in a rhythmically surpris-
ing turn, suddenly repeats the opening phrase: ebhoynuévoc 6 épyouevoc év ovouatt Kuvpiov (- - -/- - -/- -
- -/- - -/-). It is a variation on the theme &te T@v maidwv woavva év Toig byioTtolg dvafowvtwy (- - - /- - -/
- - -/- - - -[-) and rounds off the thought as well as the period most suitably.

In conclusion, one might say that the Byzantine rhetoricians, much like their classical predecessors,
present a case that “rhythm is in the diction”® and it involves not just the clause, but also the period, the
paragraph, and the composition as a whole. Prose discourse, they repeat after Isocrates, would be “dry”
if it is not “mixed up with poetic feet of all sorts”® and then go on to elaborate on Dionysius’ comment
that prose should “appear metrical but not be in meter.”®* A stress scansion easily reveals that by “po-
etic feet” they may have meant that, even though classical oratory contains quantitative feet, contempo-
rary Byzantine oratory should resemble accentual poetry, i.e., its rhythm should be based on a regular
alternation of stresses as well as on stress responsion. As a matter of fact, occasionally we do see similar
parallels drawn between classical quantitative and contemporary accentual poetry:

“Tryv 8¢ AupIkny 7Toinotv euueA®dC:” AVPIKT TOINGIC 0DV EOTIV 1) TX QOUATIKX TTOINUATA TIEPIEXOVON. AEL
d¢ TOV ToINTNV EUTTEIPOV Eival THC HOVOIKTAG, Tvar HeAln KOADG TO mouaTa, oiov €av Tic 0€An motfoot
Kkavova, Tp@TOV Ol ueAioat TOV EipudV, EITA ETOYQYELV TO TPOTIAPIA ICOOCLAAXPODYVTA KOt OLOTOVODVTXL
TR elpud kol TOV okommov dmoowlovra.®?

“Lyric poetry [must be read] melodiously:” Lyric poetry encompasses musical poems. It is necessary
that the poet be experienced in music, so that he can set the poems to music well. For example, if

5" Photius, Homily 1V. ‘H opihia ei¢ ta Baia (ed. B. Laourpas, ®wtiov ounion. "Exdooig keipévou, gicaywyn kai oxoro [Ellenika.
Parartéma 12]. Thessalonike 1959, 47).

% This poetic translation belongs to C. ManGo, Homilies of Photius. Cambridge 1958, 153.

% Cf. WaLz, Rhetores graeci VI1I1/2, 893.

% The quote is found in a treatise traditionally ascribed to Isocrates, but of dubious authorship: [Isocrates], Techn& rhé&torikés
(BENSELER — BLass), fr. 6.

6. Dionysius, De compositione verborum 25 (255 Roserts); WaLz, Rhetores graeci VI 165-166 (Siculus) and VI1/2, 905-906.

62 UnLig, Grammatici graeci 1/3, 569.
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someone wishes to compose a kanon, he must first set the heirmos to music, then supply the tropar-
ia, which must have an equal number of syllables and the same accent placement as the heirmos and
retain the same metrical shape.®®

The excerpt is from a scholion on Dionysius Thrax’s manual, and explains one of the rules for
proper reading: That lyric poetry must be read melodiously, or performed according to music. The gram-
mar teacher seems not to have shied away from drawing a parallel between classical lyric poetry and
contemporary Byzantine liturgical poetry, both of which were sung. It must have made it easier for his
students to understand, since they were exposed to liturgical music almost daily. What is important,
however, is that the comparison between classical and accentual poetry is there and is available for the
students to draw their conclusions, especially because the passage does not make a generic distinction
between lyric poetry and the kanon.

Whether the examples from the three homilies above will make the case more convincing or not, it
is clear from the discussions of the rhetoricians that rhythm was understood — at least in theory — as an
important instrument in achieving a particular stylistic and argumentative effect and in lending harmony
to a discourse. For the most part, they subscribed to the same principles as their classical predecessors:
Oratorical rhythm is produced by composition, word order, and cadence, and it serves to bring out
places that need emphasis; it resembles poetry in that one can find poetic lines of all sorts, but they are
unobtrusive and varied. Unfortunately, | have no clear answer to the question why lines resembling ac-
centual poetry seem to appear in prose as early as the fourth century — perhaps one needs to look to
oratorical prose in order to pinpoint the origins of accentual poetry.s

8 On the various meanings of the word okomdc, one of which is something like the metrical shape or structure of a poem, see W.
HoranpNer, Court Poetry. Questions of Motifs, Structure, and Function, in: Rhetoric in Byzantium. Papers from the Thirty-Fifth
Spring Symposium on Byzantine Studies, Exeter College, University of Oxford, March 2001, ed. E. Jerrreys. Aldershot 2003,
75-85.

64 Cf. LAUXTERMANN, Spring of Rhythm 68-77.






