Catalexis and Anceps in Pindar:
A Search for Rhythmical Logic

Lionel Pearson

HE PRESENT STUDY had its origin in an attempt to understand the

rhythmical pattern of Pindar’s dactylo-epitrite odes.! Dactylic

rhythm is in 4-time (what Aristoxenus calls the icoc Adyoc or
2:2 ratio) and trochaic or iambic is in 3-time (the SiwAdcioc Adyoc or 2:1
ratio), and when Greek lyric poetry appears to combine these rhythms
it may be thought to be alternating between 4-time and 3-time, an
alternation or pereBolj2 which ancient musicians would understand
and to which they would respond without difficulty. It might seem to
follow that a dactylo-epitrite ode offers alternation between 4-time
(dactylic) and 7-time (epitrite), the 4:3 ratio.

But here difficulties arise. It should first be noticed that Aristoxenus
specifically rejects 7-time, the énrdcnuov péyeboc, and the 4:3 ratio,
saying it is irrational and unrhythmic,? though he does not deny, it
seems, that epitrite feet occasionally occur (this is what he appears to
say in a fragment quoted by Michael Psellus).* We may be inclined to

1 Some of the argument of this article was presented orally in papers to the Classical
Section of the Philological Association of the Pacific Coast at Gonzaga University in Novem-
ber 1970 and to the Institute of Classical Studies, University of London, in February 1972.
The present version includes many modifications and, it is hoped, some improvements
and is more strictly limited in its scope.

2 Cf. Dion.Hal. De Comp.Verb. 19, [Aristot.] Prob. 19.15, and Quint. Inst.Or. 9.4.50, where
he explains the difference between rhythmi and metra: Sunt et illa discrimina, quod rhythmis
libera spatia, metris finita sunt; et his certae clausulae, illi quomodo coeperant currunt usque ad
perafolijv, id est transitum in aliud genus rhythmi. By rhythmi Quintilian means not only
‘thythms’ but poems (like Pindar’s odes) that are not written in a fixed ‘metre’ like iambic
trimeter or trochaic tetrameter. Cf. Carlo Del Grande, La Metrica greca, in Enciclopedia
Classica, sEz. 1, V.ii (1960) 230-32. The term metabole is evidently as old as Aristoxenus, as
shown in the fragment quoted by Plut. De Mus. 1143B. Cf. L. Laloy, Aristoxéne de Tarente
(Paris 1904) 324, and R. Westphal, Melik und Rhythmik des class. Hellenentums I (Leipzig 1883,
repr. 1965) 160-61.

3 Rhythm. 35 (Westphal), 302 (Mor.), p.25 (Pighi): To 8¢ émrdcnuov péyeboc odw éxer
Sualpecy moducriy TpLdv yap AapPavopévwy Adywv év Toic énra ovdelc éerww Eppubuoct v delc uév
écrw 6 Tob émurplTov, Sevrepoc Bé J 7dv mévre mpoc T& 8vo, TplToc 8é S Tob éfamlaciov.

4 Psellus, fr.9, p.26 (Pighi): T@v modikdv Adywv ebdvécrarol elcwv of Tpeic' & Te 7o icov xal
S Tob Sumdaciov kal ¢ Tob Huodlov. yiverar 8¢ more modc Kai év Tpimdaciyp Adyw, ylveras kal év
émrpitew.
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172 CATALEXIS AND ANCEPS IN PINDAR

disregard his rejection of 7-time, since musicians today do not find
7-time more difficult or awkward than 5-time, the 3:2 ratio, which he
allows.5 It is possible that elsewhere in his treatise on rhythm he rec-
onciled his theoretical objections with the practice of Greek com-
posers. But he may be telling us, as modern critics do, that although
certain odes appear to be ‘dactylo-epitrite’, we must not be content
with this superficial definition but seek some more satisfactory
rhythmical explanation.

Ancient writers insist on the distinction between metre and
rhythm, but little or nothing is said of this distinction by the current
school of metricians, whose doctrines are most commonly presented
to students in this country. They maintain that lyric metre can be
analyzed into ‘metrical units’ linked by syllabae ancipites, and that an
apparent epitrite consists of the metrical unit —u— (a cretic) followed
by a syllaba anceps.® It is a fundamental objection to this explanation
that it is unrhythmic, that it does not stop to ask about the prevailing
rhythm or the alternating rhythms in a strophe.? And while seeking
to explain away the epitrite, it provides a substitute which is open to
exactly the same objection. It is a recognized principle of ancient
rhythmical theory, quoted by Aristotle himself, that “one Bdcic does

87/4 or 7/8 time is formally marked in some XX-century compositions, but it is not
common (the example best known to me is Guillaume Lekeu, Sonata for violin and piano,
second movement, published in 1907). 5/4 time, on the other hand, has become quite
familiar since the late romantic period, and Westphal’s remark (op.cit. [supra n.2] IL.clx)
that it is “unserer modernen Musik so gut wie fremd™ seems curiously outmoded today.

8 Cf. especially Paul Maas, Greek Metre, trans. H. Lloyd-Jones (Oxford 1962) §55, and A.M.
Dale, “The Metrical Units of Greek Lyric Verse,” in Collected Papers (Cambridge 1969) 41—
97 (for dactylo-epitrite more particularly 53-60). I do not wish to decry the useful work that
metricians have done by their statistical analysis of lyric verse, e.g. Dale, “Metrical Analyses
of Tragic Choruses, i, Dactylo-Epitrite,” BICS Suppl. 21.1 (1971). My complaint is that such
statistical analysis is often regarded as an answer to a problem instead of a collection of
evidence which needs interpretation.

7 Cf. Del Grande, op.cit. (supra n.2) 214-15. Indeed the same criticism can be made of
modern metricians that Emile Martin makes of the late Greek writers on metric: “Au lieu
de se laisser guider par l'oreille et le sentiment inné du rythme, ces métriciens décom-
posent mécaniquement les métres sans se soucier de leur valeur rythmique propre,” Essai
sur les rythmes de la chanson grecque antique (Paris 1953) 50-51. Like the metricians of late anti-
quity, modern metricians have produced a highly complex system. In [Aristot.] Prob. 19.15
we are told that antistrophic choral odes were not rhythmically complex but fairly simple,
elc puBudc ydp écte kal évi perpeirar. Bven if this last statement is not literally true (if the
words are given the meaning to which we are accustomed), it should warn us that we must
look for a prevailing rhythm.
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not make a gvfudc,”® evidently a proverbial saying like “one swallow
does not make a summer,” “one step does not make a waltz.” Single
dactylic or trochaic feet do not occur in Pindar; there is always at least
a dipody to establish 4-time or 3-time; but the epitrite quite often
occurs (apparently) in isolation, as at the beginning of Olympian III:

Tvvdapidoic Te Prroéeivoic adeiv kaAlvmlorduw 6 ‘EXéve
—_ W — VU VU~ — VU — — |— vy — v Y|~

Can it be correct to analyze this as dactylic rhythm interrupted by
a single epitrite basis, with a quick return to the original dactylic
rhythm, or should we say that the epitrite is really a trochaic dipody,
with its last syllable commonly lengthened, —u—G, comparable to
the iambic dipody or metron, which establishes the rhythm of the
iambic trimeter and has its first syllable apparently anceps, G—u—?
And how is the isolated cretic (the ‘metrical unit’ substituted for the
epitrite) preferable, when it occurs in isolation and, as a single basis,
cannot establish rhythm?

The whole notion of syllabae ancipites is also alien to rhythmical
theory. Should we be content to record what we observe, ignoring the
theory, or seek some way of reconciling our observation with it?
Modern metricians pay little attention to ancient rhythmic theory, on
the ground that direct evidence for it is inadequate (since only a frag-
ment of Aristoxenus’ Elementa Rhythmica survives and Aristoxenus, in
any case, may not represent orthodox opinion) and the indirect evi-
dence, from later writers, is hopelessly confused. Some metricians are
prepared to regard the anceps as having some indeterminate quantity
or an intermediate length between long and short (this seems to me
a very curious attitude, as though in a restaurant which offered the
alternative of tea or coffee they would be content if offered something
in between tea and coffee to drink). They ignore the objection of
Aristoxenus, who will not accept any ratio except 2:2, 2:1, and 3:2.°

8 Arist. Pol. 2.1263b, dicmrep xdv €f Tic Ty cvudwriav movjceiey Spodwviav 4 Tov pufudy Bdcw
uéav (as examples of paradox).

% Paul Maas in his Greek Metre (which orthodox metricians regard as an authoritative
handbook) suggests that the time value of the anceps “lay somewhere between that of the
longum and breve” (§51). He appears not to be interested in seeking the support or con-
sulting the opinion of ancient writers on such a matter. Others, who use the term ‘irra-
tional’ to describe the final long syllable of the apparent epitrite, claim that they have the
authority of Aristoxenus for this term (cf. e.g. W. J. Koster, Traité de métrique grecque® [Ley-
den 1953] 27, A. Kolar, De re metrica poetarum Graecorum et Romanorum [Prague 1957] 44).
Aristoxenus in fact says that ‘irrational’ feet may occur in which there is a ratio between
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But apart altogether from ancient theory, the syllaba anceps seems to
pose an impossible problem for the performer: how can a perform-
ance be anything but chaotic, if musicians and dancers never know
when a long note may be shortened ? The problem is not serious, per-
haps, in spoken dramatic dialogue, but in choral lyric it cannot be
passed over as of no importance. It is all very well to maintain that the
rhythmical instinct of the ancient Greeks was different from ours, but
persons who make such statements must recognize that the burden
of proof rests on them; it is for them to show how and why ancient
rhythmic instinct and ancient hands and feet and voices were different
from ours.1® Unless they can provide proof, it may be easier to ex-
plain away the anceps as well as the epitrite.

But before attempting or even admitting the need for such a task
it may be best to clear away some preliminary difficulties. If one starts
out with the traditional interpretation of dactylo-epitrite rhythm,
accepting provisionally that it is an alternation of dactylic, 4-time,
with epitrite, 7-time, one soon discovers that Pindar’s words will not
fit easily into such a regular pattern of alternation. The final syllable
of the epitrite often appears as short, and so also, though much less
frequently, does its third syllable, —uu— (unless the evidence of the
manuscripts is neglected).!! The final syllable of the dactylic hemiepes
is also often short, —uu—uu—y, and in their catalectic form both
epitrite and hemiepes often have their final syllable short, —uy,
—uu—uuu. These variations would trouble no one if they occurred
only at the end of a strophe or in some other place where a final close
was clearly intended. But the variation between long and short
syllables, long in one strophe and short in another, is not restricted to

arsis and thesis other than 2:2, 2:1, or 3:2. But he means that they occur when someone
sings or dances out of time, just as ‘irregular’ intervals occur (between a fourth and a fifch
or fractions of a quarter tone) when someone sings out of tune; such irrational feet, he says,
have no place in rhythmopoiia and are not xara v 706 pvfuod e, just as the irregular in-
tervals are impractical for purposes of performance and have no place in melody. His
statement is clear and lucid in Rhythm. 20 (W.), 292-96 (M.), pp. 22-23 (Pighi). He could not
express himself in this way if he found “irrational’ feet in every strophe of Pindar’s odes. Cf.
Laloy, op.cit. (supra n.2) 299-300.

10 Cf. e.g. F. Greif, “Etudes sur la musique antique,” REG 26 (1913) 289: “Il ne sert de rien
de se réfugier dans la nuit des temps reculés pour affirmer que la conception rythmique
des anciens était différente de la nbtre.”

11 Cf. C. M. Bowra, “An Alleged Anomaly in Pindar’s Metric,” CQ 24 (1930) 174-82, who

argues the case for alternate readings or emendations. The problem of the tertia brevis
must be reserved for another occasion.
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places where a final close seems to be indicated. It occurs constantly
in the middle of a strophe, for example in Pythian III, which begins:

*HBelov Xipwve ke Drlvpidav,
3 \ ~n> ¢ 7 3 \ 7
el ypewv 1000’ aperépac amo yAdccac
kowov evfaclou &roc, {dew Tov amoyduevov,
Odpavide ydvov . . .

In the first line the catalectic hemiepes, following the epitrite, has
its final syllable long, as in other triads, but in the third line the cata-
lectic hemiepes, after an epitrite dimeter, has its final syllable short,
though it is long in other triads. If long syllables are regularly given
twice the value of short, how is it possible to have this variation be-
tween one triad and another without altering the rhythm and con-
fusing the dancers and musicians? It must also be asked if the singers
continue without rest or break after the catalectic hemiepes. The two
questions can be answered together: if the singer has a rest after a
catalectic hemiepes, it does not affect the rhythm whether the final

syllable is long or short. Thus clarity and rhythm are preserved if the
words are intended to be sung like this:

7 4
ZAJAAIZAJJ}AJJIJLI
7 4
Zaualzaulaulaal

. 4 | d 3= (str. @)
39999l ddddlgdddlddd T

The sixth line of the first strophe provides an even clearer illustra-
tion:

oloc éwv Opéfev moTé TérTove vwduvicc.
The unwary reader may read this as dactylic sequence,
—YY — — —UUJ - —UUV —,
But comparison with the second strophe,
b k] 2 ’ I 4 / 4 ’
map’ edfvrdrw yrdpow mbdv, Tavra icovre véw,

shows that the apparent dactyl, -hev mo7é, is really epitrite catalectic,
—uu. How is the singer to mark the rhythm, keeping it the same in
each strophe, unless he sings:
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4 7 4
ZdJJlédlszJlﬂ-lszJl ... (str. @),

4

4

The question may be put in different form by returning to the
opening lines of the strophe. If there is no rest after the catalectic
hemiepes, what happens to the rhythm? Is the dactylic rhythm suc-
ceeded by anapaestic, or is there a single note, a ‘non-foot’, between
two feet? before the dactylic rhythm resumes? Far simpler than such
rhythmic complexity is the solution that the term ‘catalectic’ suggests
of itself. Although authors of metrical handbooks generally avoid
giving any intelligible definition of the term, the catalectic form of a
metrical sequence is so called not simply because it leaves the final up-
beat of the normal sequence silent, but because it is an appropriate
way of reaching a close—of ‘ceasing’.1® To modern taste also it seems
normal to reach a close on the downbeat and to take a rest on the up-
beat before resuming the rhythmical pattern; the upbeat, the
remaining megethos of the foot, can be observed as well in silence as in

sound.14

12 Aristoxenus will not allow a shorter foot than a rplenpov uéyefloc (Rhythm. 31 [W.], 302
[M.], p.24 [Pighi]). Far less can a short syllable be a ‘foot’, “Or uév odv & évdc xpdvov modc
ovk &y eln davepdy, 18 (W.), 290 (M.), p.21 (Pighi).

13D. S. Raven, Greek Metre (London 1962) 37-38, will hardly help anyone to understand
catalexis when he calls it “suppression of a syllable” or “a special form of syncopation.”
Bruno Snell, Griechische Metrik? (Gottingen 1962) 5 n.2, is more correct but also quite enig-
matic when he speaks of catalexis as “eine Silbe in zwei Elementen” and adds “denn auch
hier gleicht natiirlich die Zeit der Pause die fehlende Silbenzeit aus.” Likewise Paul Maas,
op.cit. (supra n.6) §58, is content to say that, when a pause is reached, *“the group that pre-
cedes the pause, the clausula, usually differs from the rest in form by being abbreviated, or,
as we say, catalectic.”” In §51, however, he takes the true explanation for granted—an admir-
able paragraph, but baffling to anyone who has not thought out the solution for himself and
reached the same conclusion.

U The statement will seem obvious enough to any persons who are accustomed to sing
“the home of the brave” (not “the fearless™), “blow, blow, thou winter wind” (not “thou
wind of winter™), or “ein’ feste Burg ist unser Gott™ (not “unser Herr Gott”). Metricians of
the school now in fashion may regard such a statement as totally irrelevant to ancient
poetry, because they refuse to use the terms ‘upbeat’ and ‘downbeat’ or arsis and thesis in
any discussion of metre, as though it were irrelevant how the dancers kept step or how the
musicians kept the time with their feet. And yet one supposes they must have read De
Sublim. 41 and the remarks of Aristoxenus about “marking the rhythm and making it per-
ceptible to the senses™ in Rhythm. 16 (W.), 289 (M.), p.21 (Pighi). A ‘foot” after all is not called
a foot because it is a mark on a piece of paper.

With regard to ‘rests’ in choral lyric we have the clear statement of Quintilian (a writer
whose authority should never be despised): Inania quoque tempora rhythmi facilius accipient,

7 4
aulaalzausllzaul...(str.p)?
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Metricians seem unwilling to concern themselves with such practi-
cal details as measured rests, and indeed show little interest in prob-
lems of performance. It seems they are content to apply the adjective
anceps without asking what the poet-composer expects his perform-
ers to do with syllabae ancipites. Their fundamental mistake is in treat-
ing these syllables in isolation; but the proof and explanation of this
accusation must wait until later in this article.

A rest, whether of one, two, or three chronoi (the equivalent in 4/4
time of a quarter note, a half note, or a dotted half note), at a cata-
lexis is certainly the easiest way of reconciling the variations between
long and short considered so far. And does anyone propose to read a
dactylic pentameter otherwise than as:

Jddd|ddd|dm|ddd]| ddd| d=?

It should also be asked if singers are expected to sing an entire
strophe or epode without any rests in which to take breath. And does
it follow that the orchestra is silent or the dancers stationary during
such rests? It seems to me most unlikely that the dancers came to a
standstill until the end of a strophe or even the end of a triad; dancers
do not interrupt their movement in order to breathe, and it may in-
volve a greater effort to stop than to keep moving. Unfortunately for
modern scholarship no musical score or choreographic design for any
of Pindar’s odes has survived from antiquity, and the actual musical
texts that have been discovered provide only very little help. We
have to do the best we can with the words alone. It is almost as
though Schubert’s music were lost, and we had only some poems of
Goethe and Heine preserved as “Schubert’s compositions.” But it is
not quite so bad as that, because Greek verse recognizes quantitative
differences and cannot be set to music with the same rhythmic free-
dom as English or German or French.!® Despite our handicap, we
must not fall into the error of treating Pindar’s poems as though they
were meant for private reading or declamation. They were meant for
musical performance; Pindar was a composer as well as a poet.

It is equally important to remember the differences between sung
and spoken verse. Spoken Greek had a tonic accent, and it is customary

quamquam haec in metris accidunt. Maior tamen illic licentia est, ubi tempora etiam et metiuntur et
pedum et digitorum ictu, et intervalla signant quibusdam notis atque aestimant quot breves illud
spatium habeat (Inst. 9.4.51). For his distinction of rhythmi and metra see n.2 above.

15 Cf. the good remarks of Emile Martin, op.cit. (supra n.7) 82-85.
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to say that it had no stress accent. But music, especially music that
accompanies dancing or marching, will introduce a stress accent,
sometimes stronger, sometimes weaker, with a downbeat and an up-
beat that dancers and marchers will recognize, a thesis or basis when
they will put their foot on the ground and an arsis when they will
raise it.'6 Modern metricians speak of the rhythm of Greek verse as
“purely quantitative.” This may to a great extent be accurate of
spoken verse, but it cannot be correct of choral lyric. Without Pindar’s
music we cannot hope to discover all the dynamic effects and subtle-
ties that he intended, but the combination of rhythmic pattern and
words should tell us much of what we want to know. For example, it
will sometimes suggest that a strong emphasis or fortissimo is de-
manded elsewhere than on a downbeat and elsewhere than on a
syllable that is accented tonically.!?

There is also much to be learnt from the conventions of spoken
verse towards solving the mystery of the anceps. In iambic trimeter, as
in dactylic hexameter, it causes no difficulty that the last syllable of
the verse appears to be anceps. When the end of a verse in iambic trim-
eter coincides with the end of a sentence or clause, we can quite
properly say that the final iambus may take the form J J , since a
break or rest before starting the new verse will be appropriate. But
what happens when a break at the end of a verse would be inappro-
priate?

One might have expected that the matter would have been investi-
gated before now, but Maas is content to say: “The last element of the
line . . . is always anceps in so far as any last syllable of a line may be
prosodically long or short (Aristeides Quintilianus 1.21 p.44 uses the
term adidgopoc). But since internal responsion very often requires a
longum, and hardly ever a breve, at this place, and since we have to
reckon with the possibility that even a short final syllable may have

16 There has been confusion about the terms arsis and thesis, because later antiquity re-
versed their meanings, applying them to the raising and lowering of the voice instead of
the feet. Metricians (cf. especially Maas, Greek Metre §8) have taken advantage of this confu-
sion, claiming that it absolves them from attaching any importance to the terms. Maas,
indeed, regards them as “superfluous concepts.” He says he is trying to describe “the most
important phenomena with as few preconceptions as possible,” but seems not to recognize
that it is just as much a preconception to deny as to admit that one perceives something. It
must be remembered constantly, of course, that musical downbeat is not the same as
verbal stress accent, though it will often correspond with it in languages that have a strong
verbal accent.

17 This is a matter which I hope to discuss in a subsequent article.



LIONEL PEARSON 179

been made prosodically long by the presence of a pause after it (brevis
in longo), every final element is noted as a longum. [But it would be
better to note it as a ‘finale’, and to denote it by the symbol ~.”18]

A study of some passages from Attic tragedy soon convinced me
that there was no need for such equivocal language about iambic trim-
eter, and that it was not a matter of indifference whether a particu-
lar verse ended in a long or a short syllable. Wherever I looked I
found that in nearly every case in which the final syllable was short, a
break or rest before the first word of the next verse was appropriate,
even though modern convention might not think it correct to insert a
punctuation mark. On the few occasions when, at first glance, it
seemed better to continue without a break, brief reflection convinced
me that a break was in fact acceptable, if not actually necessary. On
the other hand, when it was essential (or clearly desirable) that the
speaker, in order to make his meaning clear, should proceed without
break from one verse to the next, the final syllable was regularly long,
either by nature or by position, when the first word of the next verse
began with a consonant (or a double consonant, if the short final
syllable ended in a vowel).1?

It may seem rash to express oneself so dogmatically without offer-
ing a complete statistical analysis of all surviving Attic drama, but an
examination of representative passages from the three tragedians pro-
duced remarkably consistent results. The passages which I chose to
examine were the messenger scene from Aeschylus, Persae (294-531),
the prologue and first epeisodion from Sophocles, Oedipus Tyrannus
(1-150, 216-460), and Euripides, Hecuba (1-58, 218-443), and the
messenger scene from Iphigenia in Tauris (1284-1489). The selection
was made quite at random, except that messenger scenes and pro-
logues were included as containing fewer changes of speaker.

18 Greek Metre §34. I prefer to avoid the term “pause’ and the symbol 7, which suggests
an indeterminate interval, such as occurs at the end of a period or if some special effect is
intended. I use the term ‘rest’ in its musical sense of a measured interval, which can be de-
noted by precise musical symbols, and ‘break’ to denote a “stop’, as indicated in music by ’,
where a singer may take breath by robbing the preceding note of some of its value.

19 J. Descroix, Le trimétre iambique (Macon 1931) 288-95, examines the most striking
examples in the tragedians of continuity between one verse and another—where “a ce
repos du métre ne correspond aucun arrét du sens.” He does not point out that the final
syllable is almost invariably long in the passages that he cites. In some of them the verse
ends with mapd, é7d, or éni, and when the following word does not begin with a double con-
sonant, as in Soph. Trach. 539 uéc dmd yAadnc, it is followed by a nu, as in Trach. 557 and
Phil. 626, aAX’ éya pév ely’ éni vadv. An actor would certainly be tempted to say something
like émivvaiv, so as to avoid the break.
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The Sophocles passages will be considered first, since they supply
some of the most remarkable examples. It will be noted that modern
editors add a punctuation mark only slightly more frequently after
short final syllables than after long. But as one looks at verses where
there is no comma after a short syllable, one can see immediately that
a break is always permissible, often highly appropriate, sometimes
indeed demanded by hiatus:

2 rivoc ol €dpac Tacde poi Goalere
(4 4 4 3 7
ikTnploic KAddoiciy éfecTeppévor;
15  opdc pév nuéc NAikor mpocrjuele
Bwpolc Toic coic,
228 meiceTou yop &Ao pév
acrepyéc ovdév, yijc 8 &mewcw aBAaBric.

It may surprise some readers that a break is permitted after &7 (59)
or & (12), when it precedes its verb,2° but they will remember that
phrases like 8nAovdre and rdy’ &v can be used parenthetically and that
a break after other uses of relative pronouns and adverbs seems nor-
mal enough. Sometimes a break at the end of the verse is effective in
laying emphasis on the word or phrase that follows:

246 eiTe TIC
elc ov AMMfev eite mAelbvwy péra,

249 oixotcw el fvvécrioc
év Toic éuolc yévoir’ éuod cuvelddroc . . .

More remarkable is the exploitation of hiatus:
26 7dKroici Te

aydvoic yvvaikdv,

350 éwénmw cé TA knpYypaTt
Qmep mpoeimac éuuévew,

401  idaiwv Sokeic por kal cd yw covlfelc Tdde
aynlaricew.

The jolt at the end of the verse with hiatus after the short final
syllable is unmistakable and startling, and it puts a special emphasis
on the word that follows.2! The interval occupied by the hiatus, the

20 Cf. Soph. Ant. 61, 98, 649, 1043; Phil. 46, 64.
11 Cf. Soph. Phil. 268, Ajax 323, Eur. Ion 3.
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‘noteworthy silence’ as ancient critics called it, is distinctive.22 The
dramatists permit hiatus only at the end of a verse, where it is quite
common, and not all examples of it are equally startling.23
No long investigation is needed to show that the final syllable is
long when it is important that no break be made at the end of a verse,
for example:
16 ol pév obdémw parpav
mrécfar cBévovrec, of 8¢ cdv yrpa Popeic,
iepiic, €yw uév Znyidc, oide T Hféwv
Aextol
No break can be allowed after paxpdv or fféwy, though it may be
desirable after Bapeic. Another clear example is:
236 Tov adp’ amowdd Tobrov, ScTic éctil, yiic
778, fjc éyw kpaTn Te kol Opdvovc véuw . . .
And there are some striking examples in the speeches of Tiresias:24
316 ¢ed Peb, Ppoveiv wic Sewov évbo un Tély
Adn dpovoivre,
324 Jpd yap ovdé col 16 cov pudvnu’ Lov
7POC KaLply*
337 dpyny éuéupw T éuafv, v civ 8 dpod
valovcay o kateldec . . .
Parallel examples in these different categories are easily found in
the other plays. In Persae (364f):

ed7’ Qv pAéywv arricw fAoc xOdve

Xién,

22 Cf. Dion.Hal. Dem. 38: Seixvvrar yop dmd e povandv xal perpucdv 6 Sis pécov Tév
Purmévrav xpdvoc érépwv mapepBoli ypapudrwy Nuipdvwy dvamdpotclar Svvduevoc. Todro
&’ odk & éylyvero py) awmic Twoc afioAdyov Bietpyovcnc To pwvierra én’ dAjdwv. He has
just remarked that the use of hiatus helps to give the effect of 76 ceuvdy which is
characteristic of the ‘austere’ style. Modern critics are inclined not to think of hiatus as
serving any purpose and generally notice only how much or how little care is taken to
avoid it. Maas says that in Greek poetry it is “generally carefully avoided except at a
pause” (Greek Metre §141). ‘Pause’ is not a good term to describe the break at the end of a
verse; the ypdvoc or ciwmj at hiatus is hardly a pause (certainly not in the passages cited),
and it should be remembered that one cannot take breath at a hiatus unless there is a
longer rest or pause, such as there might be at the end of a period.

23 Other interesting examples in the OT are 7, 70, 97, 108, 300, 352, 421. Hiatus after a long
vowel or diphthong in the final syllable occurs at 31, 60, 124, 222, 258, 317, 372, 404, 413. It
seems not to produce the same kind of jerk, since it is easier to insert a semivowel, as
described by Dionysius of Halicarnassus (see preceding note).

24 Cf. also Soph. Phil. 26367, 320-23, 327-28, 337-38.
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the break after the short final syllable puts emphasis on the unex-
pected word that follows,? and in 358-60:

“EXvec od pevolev, alla cépacw
vady émevlopdvrec @ANoc dAdoce

-~ ’ ’ b 7
dpacu®d kpvdaiw PioTov ékcwcoiato,

the contrast between the continuity of cépacw vad?é (with long
final syllable) and the break after &Adoce are noteworthy.??

The practice of Euripides seems to be the same. The ghost of Poly-
dorus in Hecuba begins (1f):

“Hrw vekpdv kevfudvo kel ckdTov modac

Avrav,

with a long final syllable at the end of the verse;?® and a little later
when he says (8f)

oc 7w <8’ > aplcrny Xepcovnciay mAdxa
cmeipe,

no break is wanted, since cmelper contains no surprise, and the final
syllable of wAdke is evidently lengthened by the double consonant
that follows.?® As Hecuba approaches he makes good use of hiatus in
two consecutive verses (52f):30

yepaud &8 éxmodww ywprjcopan
‘Exdfn- wep& yop 18 mo cxmyijc wéda
> Ayopéuvovoc . . .

In the scene that follows, Polyxena produces an effective break at
the end of verses with final short syllables:

25 Cf. Aesch. PV 226, Supp. 326, Cho. 267, Eum. 470, and with hiatus 190.

26 Modern editions, evidently with manuscript authority but without comment, include
the final nu which makes the syllable long by position.

37 Other good passages from the Persae which show a break after a short final syllable are
309-10, 335-36. In 399405, after a contrast between two short final syllables and one long,
there is an excellent example of hiatus; then in é\evfepoiire 8¢ — maidac, the break after a
short final syllable puts tremendous emphasis on the next word.

35 Cf. 10, 13, 30, 35, 45, and Soph. Phil. 1, 9, 13, 35, 58, 77.

2 Cf. Soph. Phil. 243.

30 Cf. in Hecuba’s speeches 276, 284, 289, 340, 387. There are also some good examples in
her appeals to Odysseus, 286, 385.
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351 émewr’ €0pédplny eAmidwy koAdv mro
BociAebc viudn,
377 Bavaw & av ein pdAov edTvyécrepoc
7 Lw.
On each occasion the break is the more noteworthy because a series of
long final syllables has preceded, 346-50, 369-76. Odysseus has long

final syllables, except at the end of a sentence or clause, and only at
the end of the scene does he make a break at the end of a verse (394f):

o ’ ~ U4 Y 4
a@Aic kdpnc chic Bdvaroc, od mpocowcTéoc
&Moc mpoc G w.

Is this slight hesitancy of speech the first hint that he gives of human
feeling 131

The messenger in Iphigenia in Tauris is equally sparing in his use of
short final syllables, and when he has one the effect is noticeable,?? as
in:

1331 ’Ayapéuvovoc maic, dc amdppnrov $pAdye
fdovce . . .

1342 $dBw 6’ & un xphy elcopéy kabrjuebo
cuyd].

A longer and more detailed analysis might reveal further subtle-
ties, but enough evidence has been offered to suggest some definite
conclusions; if a word ends in a short syllable, where a long syllable
would be more normal and more strictly in keeping with the de-
mands of the metre, this seems to be a way of telling the actor that he
should make a break and perhaps put some special emphasis on the

31 Cf. the hesitancy of Odysseus in Soph. Phil. 79-80, where an actor might give the im-
pression that he was not quite sure how to deal with Neoptolemus:
&owda, mal, dvce ce 1) medvxdra
Towatra pwvelv undé rexviclar xaxd.
Similarly in 83. Neoptolemus shows no such hesitancy in his speech.

32 Cf. also 1337, 1369 (hiatus), 1385, 1397 and 1399 (both with hiatus). Examples from
comedy are easily found. Many good instances occur in Ar. Ran. 830-94, as well as in the
trochaic tetrameters of 905-91—with Aeschylus and Euripides supplying some of the best
examples. See also Men. Epitrep. 94-176. The comic effect intended by Eupolis (fr.73 [K.]) in

oV yap aMa 7po-
Bovevua Bacrdlove Tijc mAewe péya
is surely the greater because mpo- is a short syllable and the actor cannot help stopping in
the middle of the word.
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word that follows. In spoken verse the words themselves should be
sufficient guide to the actor. In choral lyric the melody would help to
show how the words should be phrased, but if there is to be variation
in phrasing or dynamics between one strophe and another, the in-
structions should be contained in the words.

Music is more than a pattern of longs and shorts combined with
highs and lows in a system of harmony. I venture to say that Pindar,
like ourselves, felt that there must also be rhythmic movement and
dynamic variation before there could be music, and that some in-
structions to his performers lie hidden in his verse if we are bold
enough to search for them; and that if we are content with the current
system of metrical analysis, we are making too little effort to under-
stand and appreciate his art. An effort of our musical imagination is
necessary if we are to discover his purposes, and it will be best to take
the easier questions before the difficult ones.

A passage from Pythian 1II was chosen3? to show that a metrical
pattern like

—Um — —U— — —UU —UU — —UU —UU
seems to mean

dd|dd|dd|dd|ddd|ddd|d=]|ddd| ddd]
or that —wu———Uu —UU —uUU means

ddd|dd|dd| | ddd]|ddd|
If we look at the third epode of Olympian III:

k] ~ ’ 4 4 ’
evcefet yvoua Puddccovrec pokapwy Tederac.
’ 3 U4 Y 4 A \
€t 8’ apicTever puév UOwp, KTeavwy Bé
xpvcoc aidoiécraroc,
-~ A)
vy 8¢ mpoc écyariav . . .

we might think that after paxdpwv Tederdc (—uu —) and aidoiécraroc
(———u—) there could be a full stop, a real pause of indefinite
length. But this cannot be right, because in the other epodes, though
there is word division at the same point, there is no suggestion of a
full close. This does not mean that there can be no break or rest; in-
deed, if there is no rest, there is a difficult change of rhythm, with
dacrylic changing to anapaestic movement:

33 See pp. 175-76 above.
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dd|dd|dd|dd|ddd|ddd|dd|dd|dd]|ddd

On the principle that Pindar’s odes were not meant for professional
singers,® it is likely that he intended the easier alternative:

dd|dd|dd|dd|ddd|ddd|d=]|dd]|dd|ddd

It was not for no reason, surely, that he made the word division at the
same point in each epode, and in epodes « and B as well as y a rest of
two chronoi (a half note in 4/4 time) would be appropriate for the sing-
ers; the orchestra could sound a note during the rest, the dancers
could take a step, and there would be no break in the rhythm. Like-
wise at ypvcdc aidoiécraroc, viv 8¢ mpoc we may suppose that

—_—— ——U— =
meansJJ|dd|dd|dm]|ddd].

The same solution is surely right in Olympian VI, when dactylic
movement ends catalectically:

Xpucéac vmocrdcavrec edreyel mpolvpw Badduov
klovac wc 6re fomrov péyapov
wafopev- . ..
ied|dd|dd]|dd|dd]|ddd| ddd]| d =]
ddd|ddd|dd|ddd| d =]
Jddd]...

The break (not a pause!) before the triumphant word wdéopev is
appropriate and effective, as before Zwcrpdrov vidc in the antistrophe.
Other similar examples, where a rest is effective as emphasizing the
word that follows, can be found in the epode of Olympian VI, in the
strophe of Olympian XI, Pythian IV and Nemean V, where, in the first
strophe, the syllable before the break is short, so that the rest is
longer:

aycduar’ én’ avréc Babpidoc écradr’
ddd|dd|dd|dtm]|ddd]
I propose to use the term catalexis to describe this common feature

34 In [Arist.] Prob. 19.15 we are told that earlier dithyrambs, unlike those of later times,
were antistrophic: airiov 8¢ 1 76 madaidv oi éAetfepor éxdpevov adroi- moModc oty Eywwcrindc
&8eww yaemdv Jv, dcre évapudvia pékn évijdov. peraBdew yap moMac perafolac & évi pdov 1)
Totc moAoic, kal T &ywwictij ) Tolc 76 fjfoc pvAdrrovay. did amAovcrepa émolovy adroic T& uén.

7 8¢ avricrpodoc dmAodv elc pufudc ydp écmu kal évi perpeirar.
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of dactylo-epitrite verse, calling it dactylic catalexis in this form,
Jddd| ddd| d=| (sometimes with final short syllable, | 42 = |),
and epitrite catalexis when it takes this form, JJ| d = | (or
Jdd|d2a)e

When a transition is made from dactylic movement to epitrite (or
from epitrite to dactylic) without catalexis, there can be no such rest,
as, for example, in the strophe of Olympian III, where the singers con-
tinue without a rest as they sing:

Tvvdapidouc Te didofelvoic adetv kalimdokduw 6 ‘EXéve kdei-
vaw > Axpayavra yepaipwy edyopar,38 Grjpwvoc *Olvumiovixay

ddd|ddd|dd|dd|dd|ddd|ddd|dd]
ddd|ddd|dd|dd|dd|ddd|ddd| ]|

The final syllable of the hemiepes, however, is often short, whether
followed by epitrite or further dactylic movement as in Olympian
VIII in the first strophe {ve pdvriec dvdpec éumipoic, and in the first
epode Znvi yeveBAie: 8c cé pév Nepéq mpéparov. Often too the final
syllable of the non-catalectic epitrite is short, as in Isthmian II, first
antistrophe,

apyvpwleicar mpdcwmo paAbarxddwror aodei,

and Pythian IV, fourth epode,
Béoc *Aprépioc Oipevce kpoumvdv, € avkdrov papérpac.3?

In these passages the short syllable comes before a word division,

35 In the Olympian dactylo-epitrite odes alone the following examples of catalexis may
be noted, in some strophes and epodes “with short final syllable’ or with hiatus before the
break (the references are to the first strophe or first epode):

Dactylic catalexis: Ol. 3.11, 14; 6.1, 2, 15, 16, 19; 7.1, 4; 8.16, 17; 11.2, 3, 15; 12.1, 2, 4.
Epitrite catalexis : Ol. 3.4,12,13; 6.18;7.19; 8.4, 5, 15, 17, 20; 11.5, 16, 17; 12.3.

3¢ In the Snell-Maehler edition “finis periodi ("pausa’)” is marked after efyopar, where
word division is constant throughout the ode, but a rest or pause at this place would break
the rhythm and is surely inacceptable; the singers might take a quick ‘catch breath’ there,
but in the third strophe the words Bopéa uxpoi warn them clearly that there cannot be a
break. Line-division in modern printed editions is always artificial and unsatisfactory, since
it is impossible to avoid dividing some words between two lines, and it would really be
more proper, though it would offend conventional taste, to print the poems without line
division, like music.

37 The pattern of the second example, —UU ———U—U is much more common than
that of the first; —U— ——U—U. It has in fact been doubted whether the first pattern was
admitted by Pindar. At Pyth. 4.180, where the codices read:

audi Iayyalov 0éuefla vaserdovrec EBav,
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and a short rest, even if not specially appropriate, would be possible.
But there is not always a word division after these short syllables, so
that the easy solution which has been suggested in passages considered
so far is not always possible. Sometimes a way might be found of tak-
ing a rest before instead of after the short syllable, as in Olympian 7.78
{crarou Tipvvliwy apyayére, which could be sung:

dd|dtd|ddldd|dd|d---

or Olympian 8.20-21 é£évemre kparéwv wadg Soduyrperuov, which could
be sung:

ddd|ddd|did|ddd|ddd]-..
or Isthmian 1.2 mp&ype kei acyolioc dméprepov, which could be sung:
ddd|ddd|did|ddd]--.

One might even go so far as to suggest that Olympian 8.17 > Asiué-
Sovra 8¢ map Kpdvov Adde was sung:

ddd|ddd|idd|dd|d ..
or Olympian 6.5 Bwud Te povrelw rapiec didc év ITicg, was sung:
d|dd|dd|ddd|ddd|tdd]d...

Variations of this expedient can be applied to other passages, some-
times with results that are rhythmically quite attractive, but the
opening phrase of Nemean V warns us that there is sometimes no way
of finding a place for a rest: Odx dvdpiavromoide ey’ ... This looks
and sounds like a straightforward trochaic or iambic figure, and un-
less the audience were warned by ‘program notes’ they would not
suspect that —u—u was a substitute for —u——. It is the same with
the opening of Nemean I, "Aumnvevua cepvov *AAdeod, where there is a
word division after —u—u. But the epitrite figure, —u——, seems
clear enough in subsequent antistophe and strophe in both odes:

modern editors have generally followed the judgement of Boeckh in his Notae Criticae
(p.460): “Béuefra Pindarus scribere non poterat, quum liceret feuéflowc, quod reposui haud
cunctanter.” He keeps mpdcwma in Isth. 2, but suggests tentatively that mpdcwmov might be
read. In Bacchylides, on the other hand, we find (5.31-32)

pvpla mdvre kélevBoc Suerépav dperdy,

and the pattern is repeated in epodes 4 and 5. Cf. Maas, Greek Metre §48, with the note added
by Lloyd-Jones.
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éx 8¢ Kpovov kai Znvéc (Nem. 5.7), el &’ 6ABov 7} yepdv (5.18),
apyoi 8¢ BéPAmvrar Bedv (Nem. 1.8), écrav 8 ém’ addelouc Bvpauc (1.19).

What, then, did Pindar expect his performers to do? Postpone the
appearance of epitrite thythm until the antistrophe? And is there a
real difference between the first strophe and antistrophe? But why
present them with such a puzzle? One might even ask why he did not
write & cepvov dumvevy’ *Aldeod ?

Unless we are prepared to say that Pindar is deliberately avoiding
response between strophe and antistrophe or that the anceps has a
recognized intermediate value between long and short (with the un-
desirable rhythmic consequences that this solution involves), we are
obliged to say that in these passages a trochee is equal in time value
to a spondee. And we can admit at once that (in musical terms) this
need present no difficulty—not, at least, to modern performers, if
they are told clearly, in print, what is expected of them. We must,
therefore, try to explain, in a musical notation that we understand,
what demands Pindar may be making of his singers. If, for example,
they are to sing the opening of Olympian III:

—UU —U — — —U— — —UU

they can be asked to sing:
4&JJ|JJJ[<JAI-7-AJJJI‘-‘AJJ[
4 4 4

This will preserve the same value of long and short notes (J and J)
throughout, and the spondee will keep the ratio of 4:3 in relation to
the trochee. But they will find it much easier to sing:

i

%aUJIJJJ]ddlA\_{dd]ddIAJJI

What they are doing now is to make the trochee equivalent in time
value to the spondee, although in singing triplets they do not trouble
to ask themselves what exactly is the relation of each note in the trip-
let to the notes in the preceding measure.38

38 Cf. the good remarks of Emile Martin (an experienced choirmaster), op.cit. (supra n.7)
42. Metricians of an older generation spoke of “irrational spondees’ when they appeared to
be equal in time value to a trochee, saying they were spoken “faster’ than regular spondees
—if four chronoi had to be compressed into three, a short syllable in an ‘irrational’ spondee
would take only three-quarters of a chronos. Cf. P. Masquéray, Traité de métrique grecque
(Paris 1899) 10.
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Or suppose they are to sing the second strophe of Nemean I, which
begins:
—_——U— U — U s = U U —

should they sing:

7 4
(a)zdldJolcllaJaAIaJch]ZAJJIAJJIA,or

3N N

3
b $d|dddldd|ddd|ddddddd]|ddd|ddd]Jm

The advantage of (b) is that it gives the singer the chance to substitute
a trochee for a spondee (a trochaic dipody instead of an epitrite, as in
the first strophe of the ode), without disturbing the rhythmic pattern;

T~
he can sing Z o) instead of J J (deliberately or by mistake) and

still not be out of time. And it will not matter whether the dancers
know in advance which version of the ‘epitrite’ or the ‘anceps’ the
singers will be singing in any strophe, —u—— or —u—u, because
they will be in time either way. And if the singers are dancing them-
selves, they can dance two even steps, a ‘spondee’, while they sing a
‘trochee’, and still maintain time, playing ‘two against three’, feet
against voice, just as a pianist learns to play ‘two against three’, right
hand against left.40

3% One could produce the same effect by writing:

© 3d1ddddldd ddldd dd [4dddIdddIs

but musical editors, as well as performers, would probably prefer (b); musicians generally
are more at home with the convention of triplets (three notes corresponding to two or
four) than with duplets or quadruplets (two or four corresponding to three). In the lan-
guage of metrics, it is a question of whether the spondee is ‘speeded up’ to correspond with
the trochee or the trochee is ‘slowed down’ to correspond with the spondee. When true
trochaic rhythm (with no sign of an epitrite except at the end of a colon) alternates with
dactylic, there is the other possibility of ‘speeding up’ the trochee so that two trochees
correspond to one dactyl. Thus Alcman’s eb8ovci 8° dpéwv xopual Te kal ddpayyec might be

presented as:
NN AN

%AAIAJJIAJJILJSJQH{;&;I

40 Is this perhaps what Aristoxenus had in mind when he wrote Rhythm. 10 [W.], 292
[M.], p.22 [Pighil): vonréov 8¢ xwpic 7d Te T Tod moddc dvvamy Puldccorta cnueia xal Tac
¥mo Tic pvBuomoilac ywopévac Siarpéceict ral mpocheréov 8¢ Toic elpnuévoic, oTi T& pév éxdcrov
70d0c cnueia diapével ica dvra xal T4 aplBud xal & peyéle, al 8§ Sné rijc prBuomolac ywipeva
Sarpécerc moMay AapBdvovct moudav. écrar 8¢ Todro Kal év Tolc émerra davepdv. Unluckily
7& énera are lost. But he seems to be telling us that some performers may have to play
triplets (trochees) while the conductor marks four beats (dactylic time), a situation with

which modern orchestral players are quite familiar.
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What is perhaps more important for our purpose is that Aristox-
enus recognizes and describes clearly the different kind of metabole
which takes place in version (a) and version (b). He says that one foot
may differ from another in length (megethos) érav ra peyétn rav
w0d&v, & karéyovaw of wédec, dwica 7, or in rthythmic type (genos), when
the ratio is different, drav oi Adyor Siaépwcty aAMjdwy oi Tdv moddv,
when, for example, one foot has the 2:1 ratio, another the 2:2. Or
they may differ in digeresis, srav 76 adT6 péyebfoc elc @vico uépm duaupeds
(Rhythm. 11 [W.], 298-99 [M.], pp. 23-24 [Pighi]). The difference, there-
fore, may be in both respects, in arithmetical ratio and length, or in
one of these respects, jjrot kare auddrepa, kard e Tov dpiBudy kel kaTe
70 peyéln, 7 kars Odrepa. He means that when the ratio changes from
2:2 10 2:1, from dactylic to trochaic, the trochee may occupy the same
length of time (if the change is kara Gdrepa) or a different length of
time (if the change is kare auddrepe). And it is the change ‘in one
respect’” which seems to be demanded by Pindar’s practice, when

R
trochee is substituted for spondee or dactyl, 4 :j  instead of J J or

ddd

It follows, then, that the assumption which was suggested in the
first paragraph of this article—that dactylo-epitrite is an alternation
of 4-time and 3-time (or 4-time and 7-time)—is not correct, and it may
be better to describe it, in modern musical terms, as written in 4-time
with a liberal use of triplets. It also becomes unnecessary to use the
term epitrite, which is discouraged by Aristoxenus—although, like
Aristoxenus, we cannot fail to notice individual epitrite phrases. One
can say now that the rhythm uses spondees, dactyls, and trochees, and
that the trochee differs from the other two not in megethos but only in
logos or arithmos. And at suitable places there will be catalexis, when
the singer is silent for one or more chronoi, recovering his breath while
his feet continue to move.

Under this system it becomes unnecessary to make any use of the
term syllaba anceps, though one must notice that a strophe may begin
with an introductory note, on the upbeat, the length of which is not
important, and that the final syllable of a period (when the dancers
come to a standstill) may be brevis, longior, longa, or longissima (ad
libitum). Within a period one should think not so much in terms of in-
dividual syllables but of feet and metra, and one should concern one-
self not with the absolute length of a syllable (which will certainly



LIONEL PEARSON 191

have varied as the music developed, with tempo rubato), but with the
2:1 ratio of long syllable to short, which in theory at least was a con-
stant ratio and was the rock on which Greek rhythmic theory was
built. It was because of this principle, and because he could not accept
the 4:3 ratio as rhythmic, that Aristoxenus refused to recognize the
epitrite, despite the evidence of his ears. Rhythmic principle de-
manded that the epitrite, like the anceps, had to be explained away.
It seems to me, at least, that Pindar’s music is easier to understand

without them, and that the demise of the anceps demands no
lamentation.

STANFORD UNIVERSITY
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