7.0

7.1

7.2

The Diatonic Genus

Aswe have seen, the diatonic or ‘Pythagorean’ tuning process—the heart of the
M esopotamian musical system—was also known in Greece. If itisright that the
Terpandrean seven-stringed lyre is best understood in relation to an Orientalizing, and
specificaly Assyrianizing, musical movement, it follows that the diatonic component
of Greek music must have had a continuous history from the early Archaic period
onwards. This chapter presents the evidence for the history of the diatonic in Greece
asit can be reconstructed through extant Greek material. | argue that the fundamental
importance of diatony in pre-Aristoxenean theory has been largely overlooked due to
the relative lateness of our sources. For we have lost nearly two centuries of written
Bzeapio from the so-called TTzpi poumkijs of Lasusin the late sixth century?! down to
the Elementa Harmonica, which saw the effacement or transformation of older terms
and conventions. All the same, it can be shown that Aristoxenus saw i ppovikd as an
essentially diatonic art, and that the genera which were not dtrictly diatonic were
nevertheless obliged to adhere to certain minimum diatonic principles.  Other
historical testimonia support the idea that diatony was an important—perhaps the most
important—component in the very earliest layers of the Greek evidence. Moreover, it
is possible to detect in some of this evidence indications of a circular conception, or
details associated with such a conception in later sources. Taken all together, the
Classical and Archaic antecedents of the aia e Téhaow SUggest a point of departure
that is entirely compatible with the Symphonic Circle and its seven diatonic phases.

Other types of tuning were more popular in the late fifth and fourth centuries, namely
those classified within the enharmonic and chromatic genera? But according to
Aristoxenus, who devised the system as we know it, the diatonic was older than either:

- ~ - " - PR - - - — "
mpdiTor pav ot kol mpeafoTa Tov auTdy Betiow To BudTovow, mpdiTow wip

- - - - -~ -~ - -~ h " -~
auTed 1 ToW aubpoamou @low mpadTwydus, Ss0Tipow SF TH RpoopoTROW,

1 Mart. Cap. 9.936; Sudas.v. Mémag; cf. 5.18.
2 Without going into detail, the various genera and their shades (xp L) were catalogued by
the position of pitches which were ‘movable’ between the ‘bounding’ tones of the

consonant fourth (oi mepLéxouTsr pAavrol): see first Aristox. Harm 21-7.
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7.3

- h L - " kd - - " L - " - "
TpiTow fig Kol QL@ TEToV T S pudvoy, TehauTol wip oUTH Kol WaAE peTd

moAtol mévew sl sTo ) alobnau3

Now, the diatonic must be put down as the first and oldest of them [sc. the genera], for the
natural state [gilaiy] of man comes acrossit first, and afterwards the chromatic, and third and
finally the enharmonic, for it is the last to which the perception grows accustomed—and
with difficulty at that, after much labor.

It might be thought that Aristoxenus introduces ¢, here asaway of theorizing
about the forgotten origins of the genera, just as Aristotle offers neat but overly
simplistic accounts of the origins of tragedy and comedy.# Y et the appeal to natureis
somewhat more complicated, for elsewhere Aristoxenus seems to have qualified this
position. This emerges from a passage of ps.-Plutarch, which almost reads as a
continuation of the onejust cited:

- " - " e - - - -~ e " - "
Bel wiop SnAovd T kaTE TV Ty SvBpoomiing gl AeTaofny kol wphiow TO
- - " " - e h - - -~ L B =
mpeofuTspow Afya, KETE YEp GUTHY THY TOV wadiy guon ouk 7T FTEpow

< - -~ 5
iTEpou mpeafuTspow.

For it is clear that we must say ‘older’ in accord with the discovery and use of by human

nature; for according to the nature itself of the generano oneis‘older’ than another.

Thus, Aristoxenus did not believe that musical history merely played the design of
nature; otherwise he would surely have placed the most ‘natural’ structure at the
pinnacle of the evolution. Thisis precisely what is done when one sees the diatonic
basis of the Perfect System as the ultimate systematization of earlier defective tone
structures (cf. 1.12). A persistent tradition does indeed describe the diatonic as more
natural than the other genera, and given its systematic dependence on consonant
intervals, thisisacrucia point.5 And yet Aristoxenus himself makes the * natural’

3 Aristox. Harm. 19; the formal sequence is followed, without chronological context, by e.g.
Anth. Pal. 16.220.5f. (Antipater); Cleonid. 3 (181.12ff.); ps.-Plut. de Mus. 1142d;
Adrastus ap. Theo Sm. 53.17-56.5; Gaud. 5 (331.8f.); Boeth. De inst. mus. 1.15
(200.25f.), 1.21 (212.25). The sequence isreversed by Bacch. 21 (298.6), Vitr. de Arch.
5.4.3, asitis(moreor less) in Aristoxenus presentation of the ¥péaL (Harm. 21-7).

4 Arist. Po. 1449a9ff. Cf. Pickard-Cambridge (1962), 89-97, 132ff.
5 Ps.-Plut. de Mus. 1137e.
6 This may be inferred from Philolaus' and Plato’ s preference for the diatonic, but is made

explicit by Vitr. de Arch. 5.4.3: diatoni vero, quod naturalis est, facilior est intervallorum
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7.5

diatonic the oldest of the genera, at the same time denying that the later types were any
less natural than it. Thiswill be important for understanding the diatonic basis of the
other genera (7.26-39). Thus, the development of music was not dictated by nature, but
resulted from the control of nature through human invention. The question was
concisely posed and answered centuries later by Bacchius, who summarized
Aristoxenean material:

TTéig imdpya [sC Té koot Tép pehoafior oupBaivovTe] — ™A pae gdas, & 5:

T fRsTEp o yp s’

How do [sc. the phenomena of melody] come about? — Some arise from nature, others

from our own use.

In his ranking of the genera, then, it seems that Aristoxenus hasin mind a clear picture
of historical priority. Thereisgood reason to believethat & peuwmued s should be taken
at hisword. Obviously we cannot expect Aristoxenus to have a perfectly accurate
picture of the state of Greek music from three centuries earlier. Nevertheless, if the
diatonic was in fact of great antiquity, one may at least credit the musicians of the
fourth century with a genera awareness of the fact.

A number of arguments confirm thisview. First, while the diatonic may have shared
the Classical stage with the chromatic and enharmonic genera, it must have constituted
the foundation of the new mioTipa Téhaow., The téver or ‘pitch keys' —by which
Aristoxenus organized and interrelated the various octave species (axinaTa) of each

distantia (“indeed, because it is natural, the distance of intervals of the diatonic is easier”);
Nicom. Ench. 7 (249.1ff.): Tiv fiz mpéfaan dvdyky Twi guond . . . keTd TolTo
To S Tovkew ywivar k.T.A. (“the progression by some physical necessity . . . in the
diatonic”, etc.); Aristid. Quint. 1.9 (16.10ff.): TedTwy & guokddTspov péiv f0TL TH
Bud Tovow k.T.A. (“Of these, the diatonic is more natural” etc.); Boeth. De inst. mus. 1.21
(212.26): diatonum quidem aliquanto durius et naturalius. Plato Lg. 657a-b calls for music
which follows the laws of nature (mék Té Tiw dpBaTnTe gdos mopsxdna), and
this can be loosely connected with the diatonic given his preference for it in the Republic
and Timaeus; cf. Adrastus ap. Theo Sm. 56.3-5: Th fi# fitd Tovow wasar dmhoiv T1 kol
waiow piARY ke Ta qione Sib pEAdey ToliTo mopa Ao pfidvs TTAG Toow (“The
diatonic genus is somewhat simple and more noble by nature; for this reason Plato
embraced it the more”); cf. Macr. Somn. Scip. 2.4.13 diatonum mundanae musicae doctrina
Platonis adscribitur.
7 Bacch. 2 (292.7f.).
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genus and the smaller fragments (ruaripe Ta) thereof for the purposes of modulation
and interconnection (nsTaBali)—were essentially diatonic in nature. This follows
from the fact that the term +évor in this usage seems to derive from its more basic
meaning, “the difference between a perfect fourth and a perfect fifth” (cf. 2.21). As
we saw in the Mesopotamian system, it is through the continuous aternation of these
two intervals that the diatonic scale is generated, and consequently a series of TévaLin
the earlier sense of the word. Since these pitches were the same Téva1 “upon which
systems are placed and sung”,8 we may exclude a direct etymology from tives as
raay (“pitch”). Ptolemy considered this a likely explanation of the ancients
coinage, though the exact derivation of thislayer of meaning had been forgotten by his
time® There werein fact thirteen Tévau (and later fifteen), rather than seven or eight,
in the oo TéA200.10 But this came about merely as an extension of the diatonic
process through two cycles of alternating fifths and fourths, rather than one, so that all
possible modulations could be accommodated by an underlying grid of semitones.
Hence the Tavar in this sense derives from the wholetone' s function as a useful unit
of sonic measurement.11

8 Cf. Aristox. Harm. 37: mépmrov & #oTi TGV pep v To mepl Tovr Tavour &p
B TE quoTipeTe pshoBsTol (“The fifth subtopic [of &ppowikd] is that
which concerns the Téwat, upon which the systems which are sung are placed”).

9 Ptol. Harm. 2.10 (62.21f.): Téwey GapépovTar &Akiiwy UmoBiuanoy, kol Gk
TotiTo Towy Taveur aimods v oouTsr (“assuming these to differ from each other
by a Tdune, and perhaps for this reason naming them TéuwaL”).

10 Aristoxenus' theory of the Téunl is alluded to by Cleonid. 12 (203.4-204.15); Aristid.
Quint. 1.10 (20.5ff.); cf. ps.-Censor. de Mus. 6.609.17ff.; Isid. Etym. 3.20.7-8; see also
the criticisms of Ptol. Harm. 2.9-11.

1 Aristox. Rhythm. 2.21 wdapipor keeTd pdysBor, HTol dar Td T8 odppoova kol o
Thvor T dop Té TodTow ooppsTpa (Y. . . intelligible in magnitude, either like the
consonant intervals and the Téwary, or like those intervals commensurate with these”).
Adrastus ap. Theo Sm. 53.3ff.. kxBdmsp & miwur Tod wuplur  Tomkod
BooTimaTor ... EoTL B2 yrwpidd ToTor To Towolov SudoTnpe, fmaldh THu
TP TLl KEL YL pLio TE Tww auppoutiy o Sopopd (“just like the cubit for
literally spatial intervals. . . the Tdvog is the most intelligible interval, because it is the
difference between the first and most intelligible consonances’); cf. 66.19-67.3: oi fs
mohawol mp&Tor Sudomme T poodc BAafor Tow Tdvow. 6TL pégpl TodTouw
ko Tofoivovoa § por Tol SloompoTor dTAa THY Koty puAdooa. Th s
METE ToUTo oUkETL olo T24) dror mpos drpifaoar Axfsiv o Sidomyme (“and the

ancients took the tone as the first interval of the voice. . . because, asthe voice proceeds, it

155



7.6

7.7

That the miomwe TéAa0w had atheoretical precursor in the diatonic has been further
obscured by a passage of the Elementa Harmonica in which Aristoxenus, in
criticizing the diagrams of his predecessors, says that they concerned themselves only
with octachords in the enharmonic genus.12 This allusive and punning account was
already confusing in antiquity. As Proclus commented, “Aristoxenus is saying
something incredible here, that the ancients did not know the diatonic diagram”,13
reporting also the older gibe of Adrastus, dicited by this same problem, that
Aristoxenus was generally “concerned to seem to say something brand new” (&g
gw Gakn T kewbe Adawr meppovTikeds). 24 For the diatonic had been the subject of
close scrutiny by Philolaus, Plato, and—in his wish to make it conform more closely
to the resonant ratios—Archytas.’> Indeed the statement, according to the usual
interpretion, would scarcely accord with Aristoxenus own chronology of the genera.

The solution to the riddle must be that Aristoxenus, in focusing on the new system he
isforging, neglects an older, established Bz picc as Not needing any redress, and saves
his criticism for the architects of its change. Aristoxenus brought to completion what
had long been sought, a new system which could accommodate the innovations of the
late fifth and fourth centuries. What he has taken for granted, then, is the phase of
music and its theory preceding these trends, which, relative to the New Musicians, will
have been classical forms. Thus, when he complains that

safeguards the hearing as far as thisinterval, but after this[i.e. with smaller intervals] the
hearing is no longer able to take the interval with precision”).

12 Aristox. Harm. 2-3: Toug pav ofu EFumpooBar Supdvour TR dprowkds
mpayha ey oupfifarar dp &AnB&¢, redtituit Marquard ex Procl. in Tix
Gprovkov; fval BoddsaBo pdvow, alTic wip THe dprovice {oTovTe pduouw,
OV & EhAy vyl olbzpiey mémoe T oy fyov (“Now it happens that those
who previously set themselves to the endeavour of &ppowkd truly wanted to be only
“Gpuovkol’, for they grasped only the enharmonic [&pavia] itself, but never yet had any

thought for the other genera’); cf. the summary, with some additions, in ps.-Plut. de Mus.

1143e-f.
13 Procl. in Ti. 3.192a (2.169.21-29 Diehl): #f oir kmi Afyst T1 BoupcoTtiu &
“AprTafavor, G TH SirTovkby Bdypapne ok fiGsooy ol mahowel L wliy

ot TolTo Afys KoiTol kol ToU TTAdTwwLer koTé To SuTowkov yavor
grBapfroy Th Sudypoppe kol TOW Gwpl Tow Tipwcwow, Boupd oo a .

14 Aristox. fr. 8 = Adrastus ap. Procl. in Ti. 3.192a(2.169.29ff. Diehl).

15 Philol. fr. 44B6a D-K (see 8.5); Archyt. fr. 47A16; Pl. Ti. 35b-36b. Cf. Burkert (1972),
ch. 5 sec. 2; Barker (1978), 3; (1982-9), 2.59f.; West (1992), 165.

156



7.8

. - - , o - = - " - -~ - -
Epotordiis imewsipn oz kB fvovdvor dfaplBpfool 78 eyqpete Tol Sudk maalv

dvamofiskTor T mipLpopd TEW Sl ot Teow Saan; 16

Eratocles attempted to enumerate the octave-schemes of one genus [sc. the enharmonic],
showing it, without formal demonstration [&vamafzikTiag], by the rotation of the

intervals.

we should not conclude that the enharmonic genus was the first melodic style ever to
be subject to theoretical scrutiny. It was rather the first to be analysed with an eye
towards comprehending in a single system the innovative practices that were then (in
the second half of the fifth centuryl”) being developed, what would eventualy
culminate in the new sdaTnna Téhaow, Eratoclesiscriticized for not having done this
well or completely enough, and for doing it &wamobsikTeg (“without formal
demonstration”), that is, without “the logica derivation of propositions from
appropriate principles’.18

The phrase 1 mzpupopd THw hiwempaTww iscrucial. This"interval rotation” has
alwaysbeen seen as Eratocles great achievement, a breakthrough in the cyclica
synthesis of disparate tunings. But given the opprobrious tone, it makes more sense
to understand the phrase as belonging to the complaint of &vamodsikTws.  Since
Aristoxenus criticism of his predecessors was tied to their failure to produce
sufficient diagrams, / mspupapd should be a means of demonstrating species without
recourse to diagrams, and so presumably could be executed on the instrument itself,
with one tuning succeeding another in a vishly and audibly coherent sequence
(B=uamdg, “showing™). It was a processual cycle which ‘brought one back around’ to
the starting point, exactly as mzpipopd suggests. It was thus afamiliar technique that
could be used without the more rigorous methods required by Aristoxenus—not
needing, for example, the linear interval map of the miompe TéAaow. The underlying
principle of scales linked in acyclical system would have been the same, but the two
forms of presentation are quite distinct. To take full account of the complex musical

16 Aristox. Harm. 6.

17 Eratocles’ dates are unknown, but the resonance between his theory of road-junctions and
lon of Chios fr. 32 (West)—for which see below and cf. West (1992), 226—as well as his
use of octachords (see 8.0) lets him be dated approximately to the second half of the fifth
century.

18 Barker (1982-9), 2.130 n. 25.
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7.10

developments of the late fifth century, amore graph-like approach was needed to
assist the ears. Thiswas the function of the musical diagram, as Bacchius explains:

Adypoppa B Tl foTy — TuomipaTor omddaypo . . . SwoypdppoTe 82
wpoopsBe, wo T& TR Gkel] Sednmre mph dpBadplde Toip pavBdvoud

e i Tec 19

And what isadiagram? A representation of a[sc. musical] system. And we use a diagram
so that, for students of the subject, matters which are hard to grasp with the hearing may

appear beforetheir eyes.

Thus Eratocles did not produce a sufficient account by Aristoxenus latter-day
standards, but merely used a rotational process which did little to transform a no-
longer-adequate method of musical analysis. Given that the siaTipa Téhzov revedsa
diatonic substructure in the Tévat, and that Aristoxenus accepted the diatonic as the
oldest of the genera, the easiest solution is to suppose that + mipipopd T
S omnpa T reveals athorough familiarity with the cyclical properties of the diatonic
method as the basis of pre-Aristoxenean Bswpiz—a long-familiar, not novd,
approach. It isimportant, then, that Bacchius defines a diagram as “aflat chart on
which all the genera could be sung” (=i smimsbou, =iy & miv yaver pehobsire).20

Plato, who was only interested in the diatonic, servesto unite this tuning method with
the cyclical in his elaborate Myth of Er, where the eight tones (téva1) all partakein a
cyclical cosmos.2! The old usage of Téuos as “tuning” (cf. 2.25) clarifiesthe word’s
later meaning of “octave species’: that is, these Téval were “the tunings’—i.e. the
standard tunings—and they were created by cyclical transformation; compare the
synonymous term Tpémat, which may thus be rendered as “turnings’ of the musical

19 Bacch. 62 (305.16-20).

20 Bacch. 62 (305.16-20). A diagram with all the generais found at e.g. Nicom. Ench. 12
(264.6ff.).
21 Pl. Resp. 10.616b-617d.
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circle22 Thelink between these cyclica Téwo1 and the diatonic method is established
by the intermediate application of Téwos, “tuning”, to mean “diatonic tuning”
specifically—an ancient and somewhat untechnical usage, documented from the
Classical period (cf. 2.26). Eratocles therefore showed how the enharmonic could be
schematized according to aclassical, diatonic, and fundamentally circular approach.

In the light of the foregoing, one can see, in acriticism of his predecessors where
Aristoxenus new, unaddressed harmonic concerns dwarf those of an earlier period,
the strata of the evolutionary process which led to the sdaTnpe TEhzow

- , Bt E - . - - - , B s . oy
TiTopTow & o & pEpog TE ouoTipaTe Bsopfool mooo T foTi kel ol
e " - L5 - - " - - L -
ETTE Kol WES¢ ik T2 7OV Saampd Tew kol pldyywr onsomird T, oubiTzpow
- - -~ -~ - - - < " - ke - "
wip TLW Tpomwy ThzpnTal 70 pipor TolTo wmd TOW FumpooBar ouTs yip
- - -~ - - - - - -~ "
g MEUTE Tpomow K TOV SiwomTudTor owTiliTolr TE ouomipoTa kol
- - - - - - - - - -~ ey <
pbspio TOV ouwBicsow mopd guo SOTIV SMUTKISPELE TETUwmkay, oul ol
. - - - L ) " = - . ™ .
Buxgopal Mool TEY quaTRE Tww U oubads nplBpnuTan mepl pas yip
- - - - < - L - -~ - < " < - - h
Eupehoic T dkpedolls amAde oudiva Advor memobquTal ol mpd Audy, 7OV B
- " " < h < L - - - - - " "
QUG T Tér Slapop s ol pav dAw oUk fmeysipove 2o plBpdv—aAAi mepi
- - -~ - < - o= - - < - h - -
auTOw powor  TOV  smTaydpbor o idAowr  dppovicg  TAW  EMloksyos
- - < h - -~ - - -~ - - - <
fMowiivTo—ol 82 imuyapioovts oudiva Tpomov nplpeiivre, kabBdmp ol

mepi TTuBoryd poy Tov ZamBor kol Auopo Tov MoTidnuaion 23

The fourth topic would be to observe the systems. how many they are, what type, and how
they are composed from intervals and musical tones. For in neither of these ways has this
topic been observed by the earlier harmonists: for the question of whether systems ae
composed from intervalsin every manner, and whether none of these composites run
counter to nature, has not met an examination; nor have all the differences of the systems
been enumerated by anyone. For concerning what is properly melic and what is not [trspli
paw wdp fupshols T fkpetoic], our predecessors have simply made no account. Some

made no attempt at all to enumerate the differences between systems, but made examination

22

23

For Tpdmog as Tavar, see e.g. Plut. An seni 793a; Tovwl Kol Tpdmwy . . . odf
dppovics ol poudkel koholiol, De E Delph. 389e: siTs Tavour 7| Tpamour B
Gppovics wpr kaAgy: of. West (1992), 188 n.103; ps.-Plut. de Mus. 18.1137b:
o .'-'-.UTpﬁmp; Bacch. 46-7 (303.3ff.), etc.; Gaud. 20 (347.22): Tpamow T} Tévaew; Aristid.
Quint. 1.6 (8.20), 1.10 (20.1-4): Tduow . .. TpAToY TUITHHOTIKAY, olov AdbLow T
ppirLow, etc.; Alyp. 3 (367.20): Tpamaour T KOl TaLouUy.

Aristox. Harm. 36-37.
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only of the heptachords themselves, which they used to call &ppovicct. Those who did try
were in no way exhaustive, i.e. Pythagoras of Zacynthus and his school, and Agenor of

Mytilene and his.

The key phrase here is &rhé mpl abrdv pévov T8V imraydplor & Skdlow
Gppovics v imiokayw fmowivre. The MSSreading fmrayé pSeow must be retained
against Marquard’s proposed emendation of imré dkTuydpiww, which has been
adopted by all editors since 1868. In M, imté yxopfie had been corrected to
smrecydpSeo; Wishing to account for this, Marquard saw a parallel in Aristoxenus’
criticism, mentioned above, of his predecessors who “only spoke about enharmonic
octachord systems” (mrspl oo Teow drraydp o fwappovicw pduow Tharon).24 |t
is generally accepted that the Elementa Harmonicais, aswe haveit, alater compilation
of two independent drafts; there are a number of parale topics that are repeated
between books 1 and 2.2 Deeming then that the two passages in question were
essentially identical critiques, Marquard suggested that ékTa- had been omitted in a
sort of numerical haplography, whereupon the editor of M closed the gap between
fmric and yopbdv in afalse emendation.

But this cannot beright. First, tmré xopbiv ismore economically explained as an
erroneous divison of ETTTAXOPALIM at the time when word breaks were first
introduced to a text without accents, avery natural error for which there is an exact
(but inverted) parallel in Nicomachus.26 Second, with & #kd Ao &ppevics (“which
they used to call &ppovicd”), Aristoxenusis evidently drawing a distinction between
an older use of theterm &ppovic and that of hisown day. Now, with the exception of
this passage, Aristoxenus always uses &ppovicc to mean a scale in the enharmonic
genus; the enharmonic, so popular in the late fifth and early fourth centuries, had
become the “tuning” par excellence?” Thus the predecessors here criticized cannot

24 Aristox. Harm. 2.
25 Cf. Barker (1982-9), 2.120; West (1992), 4; contrast Bélis (1986).
26 Nicom. Exc. 1 (266.7).

27 Adrastus ap. Theo Sm. 55.15-56.1: kohsiofior & qoow “Apordfaor ToliTo Th
TposprnHivay wivor dppovior S Th fuol GpLoTOV, QTAEHGpa0Y  Tol
maUTHE Hpuodufvou THY mpomyopioye (“And Aristoxenus says that this, the
aforementioned genus, is called & puovin becauseit is best, taking thistitle away from Ti
fprooufvor asawhole’); ps.-Plut. de Mus. 1143e-f. See also Henderson (1957), 388f.;
West (1992), 164f.

28 Cf. Laloy (1904), 101.
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have been talking about the enharmonic. Consequently the first passage cannot be
adduced as a pardld, and the supposed haplography vanishes—a lesson not to
underestimate the digunction between the first two books of the Elementa Harmonica
when attempting to draw “internal” analogies.

This passage gives us a glimpse of the earlier practical and theoretical norm of the
seven-stringed lyre which had been current in the Archaic period and well into the
Classical.8 It is clear from the phraseology that Aristoxenus saw these heptachords
as afixed, finite set, as shown both by the definite article and still more so by the
intensive pronoun (rspi cbrdiv pévewr T8 ErTaywdpiow, “only about the heptachords
themselves’). Thiswould naturally precede the work of Eratocles and others, whose
octachord diagrams were the first stepstowards the aiompe TéAaov.  Moreover,
these ancient & ppovice must have been more orderly than the odd tunings, seemingly
from the high enharmonic period, preserved by Aristides Quintilianus, which show
sometimes more, sometimes fewer than seven pitches.2® For they did in fact have
seven pitches—exactly as we should expect from early literary evidence and the
consistent representation of seven-stringed lyres throughout the Archaic period.3°

This ancient heptachordy began to undergo a permanent change at the professional
level in thefirst half of the fifth century (probably in c. 480-460),3! with a decisive
turning point being Phrynis' victory at the Panathenaeain 446/5 with his modern

29 Aristid. Quint. 1.9. On these scales generally, see Winnington-Ingram (1936), 55ff.; West
(1992), 174f. and n. 47 with literature cited there.

30 Terp. fr. 4.2 (Gostoli); h. Merc. 51; Pi. N. 5.22: pappryy’ . . . EoTdyhwoooy; P.
2.70f.; lon of Chios fr. 32 (West), quoted below. For the ceramic evidence, Maas/Snyder
(1989).

31 This crucial issue has not been adequately addressed; see first West (1992), 63f. A thorough
study of the ceramic evidence is needed; initial indications of my own ongoing survey are
that eight-stringed instruments become the most common configuration in professional
contexts between 480-460; but note that an accurate typology, could it be established,
would itself prove an important dating criterion for the vases. Corroborative literary
evidenceis Pliny N.H. 7.204, who credits Simonides (traditionally c. 556-468: see West
[1971]) with the eighth string—or Tiv TpiTow plévyour as the Suda puts it (s.v.
Zipeovidne): see further 8.78—while ps.-Plutarch reports (de Mus. 1136¢-d) that
Lamprocles added a digjunctive tone at the top of the conjunct heptachord (see further 8.32-
33). Nicomachus' attribution of the eighth string to Pythagoras in Ench. 5 (244.14ff.) was
in histime already an old tradition, which may be dismissed as having ulterior motivations
(cf. 8.8). Thetradition of Terpander’s eighth string is equally false: see 8.49-69.
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moAuyophin.32 Y et the heptachordal norm must have persisted at the popular level and
in the music lesson, for non-professional lyres are ill commonly so depicted
throughout the period of the New Music and beyond, and the seven strings of the
ancients are still clearly recalled in much later sources.33 Aristotle treats it as a matter
of fact that there were seven strings in the old &ppovici, while the Aristotelian
Problems, compiled well into the octachord period, nevertheless report heptachords as
standard in an earlier Bzapia 2 Nicomachus clings stubbornly to the memory, loyally
but wrongly attributing the eighth string to Pythagoras (see 8.8-29). We are thus
judtified in regarding Aristoxenus T&w imTayéphcwr as comprising a coherent
collection of some sort associated with this ancient phase of Greek music, just asthe
Aristotelian problems cited refer in the plura to heptachorda &ppovici.  For
Aristoxenus the term &ppovic was closely associated with the tunings of this
heptachordal “system”, not used as “attunement” in some more generic sense which
might include a variety of other tunings with more or fewer than seven strings, such as
those in Aristides Quintilianus. For Aristoxenus this set of heptachordal tunings
comprisedthe & ppovic.

32 Ister FGrH 334F56 = schol. aadAr. Nub. 971: & ipihng kibapeadis .. Gorsd mpéiTor
piBapiooy mop’ CABquoion kol vedoo TToveBiuow Smi KoAddud gou
tpwovTor. For Phrynis, see further 2.38-40, 8.63.

33 E. Alc. 446f.; imrTdTovdy T dpsicr / wiln; lon 881; Call. Del. 253ff.: Twflaw & iy
Togadbos Mpy AvsifoaTe yoplds / UoTspow, doodk kol f cdbilvsTan
tsurow dwfioow olkéT Gaoou (“Hence the child [sc. Apollo] later bound that number
[sc. seven] of stringsto the lyre, as often as the swans sang upon his birth; an eight time
they did not yet sing”); forged Laconian decree, Boeth. De inst. mus. 1.1 (182.7ff.); Verg.
Aen. 6.646; Thrasyllus wrote awork called TTzpi Tofi &mTowdpfiou probably in the early
first century A.D. (Porph. in Harm. 5[91.14]; for dates see Barker [1982-9], 2.209f.) and cf.
8.68; Anth. Pal. 9.250 (Onestes); Nicom. Ench. 3 (242.5): fu v 77 imTaydple ket
o mahxww, cf. 5 (2454), 7 (249.15), 9 (2534), 11 (256.5f.): T Toiaw
GpyaloTpdmmy AMpo, TouTieTy 10 fmTaxdple; Exc. 1 (266.3), 6 (277.9-10); Paus.
3.12.10: wopfoir fmTé Tolr @pwoial; Lucian Astr. 10; ps.-Plut. de Mus. 114ic:
smTapldvyou T AMpor Umopyedonr Zwe sl Tépmovlpor; Exc. Neap., 23
(418.10ff.); Procl. Chr. ap. Phot. Bibl. 320a33-b11; Alex. Aphr. In Metaph. 1093a13;
Clem. Al. Strom. 6.16.144; Isid. Etym. 3.22.4; Sudas.v. Tipmravipor; etc.

34 Arist. Metaph. 1093a14: fwtic 52 wopSai f dppovie; ps-Arist. Pr. 19.7: ol &pyoiol
tmroydpBour mowluTee dppovias (“the ancients, making their heptachordal
Gppovicl”) 19.47: 19.25; imrdyoplol foov ol dppovict T molodby; 19.32:

frd foov ol yoplal 16 &pyoiov; of. 19.44.
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7.17

Thus two broad groups of &ppowkei may be detected in Aristoxenus' critique. Like
Eratocles, the schools of Pythagoras of Zacynthus and Agenor of Mytilene, while
aware of the subjects which needed discussion, addressed them inadequately. But the
unnamed adherents of seven-stringed classicad music never even attempted an
investigation. It was not the concern of the earlier codified heptachordy, widely taught
in themaufsia, to incorporate new features which would catalyze a breakdown of rules
and conventions which had been handed down from the Archaic period.

This conservative force, and the coexistence in the later fifth century of an old
heptachordal discipline with its modification by avant-garde musicians, is well
illustrated by Right Logic’s resentful account of the contemporary music lesson in
Clouds—a passage rife with musica puns.3®> Scandalously, young students are
introducing fashionable modul ations—xapmai or “ bends”,36 aterm which derives its

35 The general image of the melodic road (see below), raised by kdpypzéy Tom Ko IR,
otor ol vy, Tér keTd Pplvne TodTor TEr SuokoAordpmTour, is daboraed
throughout. The phrase £iTa [Efz] fofiCaw s Tolon dfoir siTdkTowr refersto the
orderly, i.e. traditional, pursuit of melodic pathways—note that Té&£L; is the technical word
for the pitch of astring (cf. 9.31). There may be a similar joke in the Bafiufota of
Pherec. fr. 155.24 K-A (cited below). Even #mzTpifisTo may have a double meaning,
punning on Tpifiar (“path”), which would ameliorate the repetitiousness of msTpifizTo
TunrTapsvar: if aboy turned aside from the melody, he trod his devious path with a
beating from the teacher. T pnpda wf SuéyovTor must have some relevance to the
cardinal rule of iy (discussed below), though it is unclear to me how the joke works.

36 Cf. Ar. Nub. 333: dopaTokdumTar (“song-benders’); fr. 753 K-A: puovdprov & S
kol kopTTdY; Tim. fr. 26.3 (PMG 802) of Phrynis: [wowokdpmroy; Pherec. fr.
155.15 K-A = ps.-Plut. de Mus. 1141d-1142a of Phrynis: kdpmTTwl s KEl oTp i
g Suépfopar (“he destroyed me[sc. Music] utterly with his bending and twisting”); cf.
1142a, afragment attributed to Aristophanes (953 K-A) but possibly a continuation of the
Pherecrates fragment (cf. Barker [1982-9], 1.237 n. 204): £ ppovious UmzpBodaiour T=
grooiour ¢ kel vyddpour, BoTEp TE TOC popduour dAme S kopmde (v
KOUTTWY) pE Ko TinéoTwos (“out-of-the-dppovicg, high-pitch, unwholesome / and
whistling; and he [sc. Philoxenus or Timotheus] stuffed me full of bends like a cabbage”);
Eup. fr. 366 K-A: 1] pouder mpdy’ foTi fofl kol kopmidow (“Music is a deep and
devious business’); Poll. Onom. 4.66: Mpihar . . . pédedt molukapméor . . .

kewpT ool AdyvouTn,
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meaning from the ancient image of the melodic “road” 3’—into the older style on
offer from the ki proris:

- - kd S < S - - - -

o fobifa a0 Tolow 680l suTdkTo g sy kB proToid. ..

- - - T - - . -

A7 ol mpopeBsiv dap’ Hifookar O pnpd w SdrovTar .
- - e < - < < - -

SUTEVG LEAVOUE TV & pRovioy TV ol e TEépsg e pEhu ko,

F N - PR - - .

gL 6 T auTOY Poopo Ao wsdaalT T KO ELEY TIVG KO LT

- < - - " - - " -

ol ol 1y, Ta ke T Ppivw TodTag Té¢ fugko Aokd T Toug,

fmeTpifeTo TumTdpaor moAA s dp T Motray & poviou @

And then [sc. they had] to walk in good order in the streets to the citharist’s. . .
And then in turn he taught them to learn a song by heart, not holding their thighs together .

Tuning the &ppowia which our fathers handed down.
But if one of them played the fool or effected some modulation—
Like musicians nowadays do, those difficultly-bent modulations ala Phrynis—

He got agood long thrashing for doing away with the Muses.

37

38

Cf. Hom. Od. 8.73f.; 8.481; 22.347; h. Merc. 451: aipor doifie; Pi. O. 1.110: dfbw
Mdoow Pi. O. 9.47: fméw . .. otpow A of. Pi. N. 6.45, 54: dfiow dpafimou
supow; Pi. P. 4.247f.; 9.45; Pi. |. 4.1: kihzufloe; cf. B. 5.31; Pi. N. 7.51; fr. 6.118 (S
M); lon of Chiosfr. 32 (West), cited below; Ar. Av. 1374, cited below; Aristox. Harm. 5
and 67 (see below); cf. 69 et passim; Call. Jov. 78: Toifou 82 Mdpne o slbdTor
otpous; cf. Del. 9; A. R. 4.150; Anacreont. 34.14 (West); Adrastus ap. Theo Sm. 54.12-
15; Nicom. Ench. 6 (245.21), 12 (261.20); Gaud. 6 (333.28) et passim; Anon. Bell. 3.78
(25.8). Theincreasingly complex rules for choosing one’s route accounts for the curious
descriptions of modern melodies as “devious ant-paths’: Ar. Thesm. 99f. of Agathon:
(Euripides speaking) Ziyo* weiafigiv wiop mopoaksud Tt / (Mnesilochus responds)
pdppnkor dTpamods, T T SwepnpifsTar Pherec. fr. 155.22-5 K-A = ps.-Plut. De.
mus. 1141d-1142a of Timotheus: HmouTor ol Afveo f mapshilufa, Hwow
SkTpaTEACUr pupln ks kY ATaym mod pol Bafiledan piun, / dmibuas
kicuidugs woploic GodGska; of. Psell. Detrag. 5: &uvdTprTor (“bored through and
through”) of the new music, with Winnington-Ingram’s comments ap. Browning (1963),
77. Theroad image survives into modern Greek, where fip fip.or designates “mode” (Beaton
[1980], 9). Itisalso found in ancient Indian music theory, where antaramarga is “the path
between the notes’: see e.g. Widdess (1995), 264-7.

Ar. Nub. 964-972.
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7.19

Note first that here in the music lesson, where we must assume a seven-stringed lyre,
the term for the tuning is again &ppovic, as in the Aristoxenus passage The
conservative musical taste underlying this passage—perhaps not entirely shared by
Aristophanes, who indulged in New Music himself (if ironically)—isfound againin
Frogs. When Dionysus brings Aeschylus back to earth as the greatest tragedian, it is
the return of an old celebrity who learned his craft in the classica seven-stringed
phase of music. Asanother Aristophanic character complained elsewhere, “they sang
everything all alike—on seven strings’ (ffov tmrdayopfe mivl dpeix).3® Thus, in
Frogs, Euripides charges Aeschylus with “aways composing the same things’
(mowtore TaliT &:0)% while Psellus attributes to Euripides the introduction of
moAuyopbio to tragedy.#r The well-known vase-painting by Duris, showing the music
lesson inits classical form with boys studying the lyre and epic poetry at the house of
the wibapwrris—and no fewer than four carefully rendered seven-stringed
instruments—is from this same Aeschylean period.42 One boy is shown with a tablet
on which he has written down a hexameter invoking the Muse; it belongs to the
traditiona prelude style attributed to Terpander—the Aeolic form Maioa iS not
accidental .43

This “&ppovia which our fathers handed down” does not suggest the usual picture
of chaotic evolution used to explain the apparently aberrant evidence of Philolaus fr.
6a, the Libation Style of Olympus, and the &ppevic. of Aristides Quintilianus (cf. 1.4,
1.12, 1.25). On the contrary, since éppovicc and imrdxopfa in the Aristophanic
passages clearly do not refer to one tuning only, it indicates a well-defined convention
of tuning which had been stable for generations.#4 This is confirmed by another
music lesson scene where Aristophanes recounts how the boorish Cleon made little
progress in his music lessons because he would only learn the Dorian & ppovic;4 the
implication is that mastery of the Dorian led on to a more involved knowledge of
tuning. Hence these passages, taken together, refer to atradition of tuning which was

39 Ar. fr. 467 K-A.
40 Ar. Ran. 1250.
41 Psell. De trag. 5. murTimom § ol par mohowi wkpoic fypdero, EDpuomifnr

mp&Togr mokuyopbic fxpioaTa.

42 Berlin F 2285. See West (1992), plate 11.

43 See West (1971), 308.

44 Cf. Hp. Vict. 1.18: &ppoving ouutdfisr (“the arrangements of dppowia”).
45 Ar. Eq. 985-96.
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7.20

formal, ancient, had several stages of which the Dorian had had some primacy for
generations before Aristophanes, and was properly heptachordal.

What role did diatony play in this period of the classical—i.e. Archaic—heptachord?
Was the diatonic, asin the later fifth century, largely overshadowed by what would
become known as the enharmonic and chromatic genera, or by some other tunings of
which we have no notice, like those of Aristides (though these themselves are
predominantly enharmonic in character)? Or was the Terpandrean heptachord proper
to aclassical form of diatonic music which endured throughout the Archaic period? A
scholiast, commenting on the “ & ppavic which our fathers handed down”, asserts that
“the ancient tuning wasoivrova;” 46—the very term used by Aristoxenus to describe
thediatonic initsnormal form.#” In the music lesson, the diatonic was surely the first
tuning method to be learned, since, as Aristoxenus says, it was oldest and first found
by human nature. It was, besides, the easiest to learn, since the ear could readily trust
the consonant intervals, and the diatonic was tuned by a very regular progression of
these mp &1 rupgpeovicn .8 The enharmonic, by contrast, cannot be established solely
through+ Afjyu; G cuppeaias 49 Requiring years of practice, it belonged to the art of

46 Schol. ad Ar. Eq. 968, glossing fuTswapdveur THY &ppoviow: & ouwriveu olfong
T mahade dppovio.

47 Cf. Psell. Detrag. 12 mpooradow aUtel; ol kpdTioTolr ablatal, & pa T
wptopo TGy meplofow, & §& Tiv Avcppévoy, & 82 v oTovow: Winnington-
Ingram, ap. Browning (1963), 71, wished to supplement this as auTovow hLd Towou,
but the text should stand because i Towow would have been more likely to drop out than
Bud Tovov.

48 Cf. Aristox. Harm. 55: madn piAbov Toly oW quppduwy paeffzor moTsda 4
alobnau 7 Tole 7OV S povwy drplfeotd Ty & Fv o Supovou SiooripoTor
My ) Gud euppeoviag (“our perception is much more trusting of the consonant interval
sizes than the non-consonant, and the tuning of a nonconsonant interval would be most
precise when it is arrived at through consonance™). Cf. Vitr. de Arch. 5.4.3, cited above;
Adrastus (ap. Theo Sm. 53.3ff), cited above.

49 Ps.-Plut. de Mus. 1145b-c, esp. To i fwocafoy Anpffvol fid cowpovicr T
pdrshor, kofdmesp TA TE juTovoV kol TOV Tovov kol TE Aoumi G THw
TolodTww ST i Toow (“the magnitude [sc. of a quarter-tone] cannot be taken through

consonance, like the semitone and tone and the other such intervals”).
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7.21

the professional citharode® It isunlikely, then, that the citizen-choruses of tragedy
would have been called upon to make quarter-tone discriminations. As Aristides
Quintilianus wrote:

-~ - - - - - " " - - -~
PUTLK TEpOV WA £0TL To OudTovow [maar wép kol Tolp amoldsiTouw
- -~ - - - h - - -~ " "
TouTa T T pehu g Tow 0T . L akplféoTepoy B2 T Avappdvow mopd yip
S - - kd - - - S h S -
Tolf SEMUPEUECTATOL & WOUTIKT TeTUynk: mopaboydic, Tolr Sz mohdel; ot

& e Tow, 51

The diatonic is more natural, for it can be sung by everyone, even those who are altogether
uneducated . . . But the enharmonic is more exacting; for it has won acceptance from the

most illustrious men in music, and isimpossible for most people.

It is true that the enharmonic was considered proper to tragedy in the Classical
period.52 Its original defining feature, however, was not the difficult quarter-tone
mukrdw, but the consonance-derived ditone, which the choruses would in fact have
been ableto sing. As Aristoxenus believed, this basic form of the enharmonic had
been drawn by Olympus centuries earlier—in the Orientalizing period in fact—from
the diatonic.>3 Thereisno problem, then, in allowing the enharmonic its attested place
in tragedy, while at the same time conceding that the further refinement of the quarter-
tone discriminations was less essentiad to its popular character than the
underlying—and readily singable—diatonic substrate. In fact, this three-pitched

50 Aristox. Harm. 19: Tpitor 8 kel GudhtoTow To fveppduvov, Tshautaly yip
auTy kol whAy weTh moddol méveu ausbifztar W elobnoy (“Third and last
comes the enharmonic, for the perception becomes accustomed to it last and with difficulty
after much labor”); cf. Adrastus ap. Theo Sm. 56.1ff.: Za L &z GuanshufinTdTaTow Kai,
Gor fedvar goa, UG Teypor kel moAMAr Szopsvov oo Bsicg, GHav oUE sl
wpfiow podicas FpysTon (“itisvery difficult to sing and, as he [sc. Aristoxenus] says,
artistic and requiring much habituation, whence it does not come easily into use’).
Consider Plato’s portrait of musicologists straining to distinguish between such closely-
packed intervals (Resp. 7.531a-c); as Barker (1978), 8, points out, Tk T &TT
dvapdCouTsr provides averbal link to the ko Tomikwwa oy mentioned by Aristoxenus
(Harm. 7, 28, 38, 53), which relied on quarter-tone discriminations and seems to have acted
asmusical graph paper for measuring very fine intonational shades.

51 Aristid. Quint. 1.9 (16.11-15); cf. Vitr. de Arch. 5.4.3.

52 PHib. 13.20f., cited below; cf. West (1992), 164.

53 Aristox. fr. 83 = ps.-Plut. de Mus. 1134f-1135b: &dvaaTpapdpaoy Tow “0 kopmoy &

T& Gl Tive kA (“Olympus was roaming about in the diatonic,” etc.).
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7.23

version of the enharmonic is attested in the Paean of Athenaeus, one of the Delphic
hymn inscriptions of the Hellenistic period,> which shows the enduring and popular
appeal of this style over the centuries sinceitsinvention. Thrasyllustoo treats this as
the essential form of the enharmonic.5®

It is no accident, then, that Aristoxenus lists the diatonic before the enharmonic and
chromatic genera It formed the core of an earlier system, before the modulating and
chromatic New Music, before the challenging enharmonic inits heyday. This must be
what lies behind his distinction of two ancient phasesin Greek musical history:

s y - -~ - - " L < -

GTL & E0TL T pehomods SiTovow Auwovell Szopdm kol ouy N poudoTET wE

- - " < - S h - - - < - - L

aAdd awebov v kaAdloTy, Toly pay moddoly TOV VL ATTORANMOY MOUTLKRE O
- = - - - E - - - S - = -

may fiim Aoy 0Ty wavolTo parToy imayBdon autoly Toly 8 owaluopdvow
- - - -~ - -~ - - - < - - - -

TOW Epy¥OKEIY TPpaTwY Toly T MpoaTol kel Toly SsuTipoly ikawdis SAow o
" -~ - h - " - -~ kd - -

Th Asyopsior ... REMOTO Y wip kol whEloTow gpover & T yporpaTi

E - s E, - - - - . < - - ) - -~
wTpifouon, dTow § aplkwuTal moTs S5 TV GpRovioy, Syl ToU ¥popaETor

TP O TEY oUTL CULETILE T Aoy Tol pEhoup, 56

But, that there is a certain style of melic composition [pzhamaiiec] which needs a ditonic
Muyawd e, and that it is not the worst pehomotia but quite the best, is entirely unclear to
the many who undertake music these days, but would be if they applied themselves. But
what | am saying is clear to those who are accustomed to the first and second ancient styles
. .. For they [sc. musicians today] spend most of their time in the chromatic, and if at
some point they end up in the enharmonic, they lead it near to the chromatic, the melody

being drawn aong.

Of the two archaic styles, one is associated with the enharmonic genus, thought to be
the most lofty and beautiful by those who were familiar with both and with
contemporary practice. What distinguished the other ancient style? Certainly not
chromaticism merely?” since this was practiced by those who were unfamiliar with
and intolerant of the older styles—effeminate louts who would vomit bile when they

54 For this hymn, see now Hagel (2000), 38-89; cf. West (1992), 288ff.
%5 Thrasyllus ap. Theo Sm. 92.27-93.2.

56 Aristox. Harm. 23.
57 That is, chromaticism as currently practiced. For evidence of early chromaticism, see
below.
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heard enharmonic music, as Aristoxenus memorably put it Although he does
eguate one of the earlier styles with the enharmonic, it might seem facile for usto
associate a different genus to each phase of music. It islogical to assume, however,
that the diatonic played some role since it is not otherwise assigned by Aristoxenus.
In fact, it is said that the chromatic was first introduced into tragedy by progressive
musicians of the later fifth century like Euripides and Agathon, earlier composers
using either the enharmonic on its owrn—or combining it with the diatonic.>®

It appears then that the diatonic occurred in one or both of the two earlier styles, and
this is hardly surprising given Aristoxenus assertion of the diatonic’s historica
priority. Itisonly to be expected that a more difficult and refined style like the
guarter-tone enharmonic should be a secondary development. Quite possibly the first
style also saw the enharmonic in its more archaic form without the quarter-tone
divisions, as established centuries earlier.0 Yet this, too, leads us back to the diatonic,
which Aristoxenus believed to be older sill, and the point of departure for the
enharmonic. So either the first ancient style was largely diatonic; or, if it was mixed
with the enharmonic—for Aristoxenus recognizes music of mixed generafl—we may
suppose an anterior phase of diatonic music, according to the Aristoxenean view of
musical development.

How then were diatonic tunings approached, practically and theoreticaly, in this
earlier period? Were “the heptachords which they used to call the &ppovic” in fact
the species of an integrated diatonic cycle asin Mesopotamia? It is certainly tempting
to infer thisfrom the cyclical interval procession known to Eratocles. Indeed, with a

58 Aristox. fr. 85 = Plut. Quaest. conviv. 711c: oi & wowlpol kol v TeBpuppivol T
oo B G pousiov kel dmaporodioy, ol gron Ap Lo TdE s wolknu s & Tow
fvarppoviou & kodmo T,

59 Plut. Quaest. conviv. 645e: "Aiyd Brovar, B mp STov sy TpayeGloy pooiv ffaddy
kol Ummopifol TH wpoopn Tikdw; Psell. Detrag. 5: ) ff moohod Tpokr meho oo
yiva pay T fvappovie fxpiooTo duned kol pkTd yiva e dppovior kol
Buordueow, wpoipoTt G2 ob@sr poiveTol kswprpdvor TOV Tpoyikdv Gwpur
Edpumrifions; of. West (1992), 351.

60 As Professor West suggests (correspondence); cf. West (1992), 351f.

61 Aristox. Harm. 7: prytopfrer masw THu wade 44 miv pdhor foTol HTou
BudTovow, T wpoopo TikdY T fvappdvior T peTor # ToUTwr T kowby TodToow
(“every pEhas will either be diatonic or chromatic or enharmonic or mixed from these or the

common-ground of these”).

169



7.26

modification of Marquard’ s theory of numerical haplography, one could suppose that
mepl aUTOU pévor THV EmTawéplwy once read mepi wUTOv pévev THU GEnrdh
tmraydpiow. Yet, athough thisis as plausible as Marquard’ s conjecture, it is hardly
necessary, since the complete mszpupopa of a heptachord must yield seven
permutations, no more and no less.2 This makes it especially important that a
sevenfold division of the ‘citharodic vipay’ was attributed to Terpander himself (see
further 10.38). Ptolemy’ sinsistence on seven tévou (cf. 10.37) thus shows him a more
faithful heir to the ancient heptachordal music than modernists like Phrynis and
Timotheus, or their successors who used the pitch-keys of Aristoxenus.

In fact, it can be shown that, for al their microtonal variation, the Greek genera were
required to conform to a basically diatonic structure. This emerges most clearly from
two pointsin combination. First are the names of the principle consonances—the
resonant fourth and fifth—called respectively + [ouppeovic] S Tsrrdpow, “the
[consonance] through four [sc. strings]”, and + [ouwgpeovic] Si& maers, “the
[consonance] through five [sc. strings]”. Clearly these intervals—which derive from
the heptachordal period (cf. 8.45-47)—were so named because they typically occurred
across four or five strings respectively. Second is Aristoxenus cardina rule of
muiyac—qgeneraly trandated as “continuity”—which dictated the minimum
conditions for the proper construction of all the genera. This entailed the ‘ consonant
responsion’, to its counterpart a perfect fourth or fifth away, of every note, regardliess
of itsmicrotonal shading. Only when this condition was met could a scale or tuning
(n£hos) be considered “joined/tuned” (fpneoniver). The precept is clearly presented
in two passages of the Elementa Harmonica

< - h - - L sl - -~ " - kd < - -
umoksiolo B2 kol TEV T kapdaow pliyywor koTh pEAor A skdoTo wiva

62 Cf.thev.l. at Arist. Metaph. 1093a14 (¢nrTé &2 wopSoi T &provicl rather than imri
82 wopBul f &ppovia), with the comment of Alex. Aphr. In Metaph. 1093a13: imrTé: &z
pBévwol ThHe Bud moodv kel dppovic ToswlTo (“Seven are the pitches of the
octave, and theharmoniai are the same in number”), which shows that, if the variant is not
in fact the correct reading, the mistake was made already in antiquity, and was besides readily
intelligible in its own right. Similarly, in one manuscript of Porph. in Harm. 5 (96.16),
the title of Thrasyllus work is given as TTzpi EmTaydpfow, as against TTepi
fmroywdpfiou a 91.14—which itself rests upon an emendation: see further Diiring's

apparatusad 91.13.
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L e - " - o Ea - - " - EaS
AToL Todr TeTdpTour BLE TeTTEpool Tupgeovdie T Toly TERTTou Sud TavTs 1)

& o TEp 0o .63

And let it also be laid down that, for notes which are “continuous’ along the wiAog in each
genus, either every fourth note is consonant at afourth, or every fifth note is consonant at a
fifth, or both.

L o y - - < L - L " - - " - - -
ou Bl & a0y, OTL ouk EOTW QUTEPKI; TO SpTRAsor Tpor To EppsAldf

- " - - - - L h " -~
qukilaBol Td owoTipeTe d OV SwompdTowr oudar o whp koo Mda
-~ - - " ) - - - ) - - "
TURPLOLTWY TV pldyywr kaTd Tour siprpésour aplpodr skpsddic Th

-~ - - " - =4 - - h B - -
TUTTI G TS CUULTTEVEL, CAAS TOUTOU P UTTEp¥ouTor oubay 5TL yiyleTol Tow

- - - .- - - - - - - o, =4 -

Aovmdiv dpstog. BeTiovw ol TolTo mpdiTow g dpyic TELW o0 ) UTTopROVTO]

- - " < -
SUOLpELTOL TO T p o opanow 64

Itisessential to realise that the aforementioned [principle] does not guarantee that systems
will be properly assembled from intervals. For nothing stops a tuning from being put
together improperly even when the notes are consonant according to the aforementioned
numbers [i.e. every note being consonant by a fourth or fifth (or both) with every fourth or
fifth note from itself]; but if this condition is not fulfilled, there is no use bothering about
the rest: and so this must be made the first principle (BsTfov o ToliTo mpfiTow =
apufir Téfw), without the fulfillment of which, attunement (Té Wppoapfuoul is
destroyed.

With these conditions met, the names of the consonances are fairly accurate. Either
every four strings will comprise a consonant fourth, or every five a fifth, but not
necessarily both. This ether/or approach to is able to account for the various
enharmonic and chromatic scales, which, while the “movable’ strings of each
tetrachord can be any number of pitches, depending upon genus and shade, still fulfill
muiy=i Dy virtue of the fact that the tetrachord as a whole responds to another
tetrachord either by conjunction or digunction, but not necessarily both.

Only with the diatonic genus do the interval names make consistent sense. With one
exception (see below), every fourth and every fifth is consonant and the tetrachords
both conjunct and digunct smultaneoudly. This results immutably from the
consistent alternation of fifths and fourths. The harmonious semantic agreement of

63 Aristox. Harm. 29.
64 Aristox. Harm. 54.
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the Greek interval names and the diatonic method shows that this genus was the
standard by which the others were judged. These genera, which did not match all the
structura characteristics of the diatonic, were nevertheless required to match some of
them That mwiyxax was an essentidly diatonic precept finds confirmation in
Ptolemy’s qualification of the structure as fixTowkel auesyoid;, “continuous
diatonic”; thisis shortly followed by an example of modulation between a structure
consonant at the fifth to one which is consonant at the fourth—a sort of bifurcation of
the “continuous diatonic” into its two less continuous offspring.6> More obliquely,
Plutarch describes the Sirens of Plato’s diatonic scae as “holding together
(oeiyoum) and safeguarding the harmony” .66

Finally, to the usual division of intervalsinto wippevor and fudpevos, Thrasyllus
introducesa distinction which is nowhere else attested. Intervalslike the &ifrag, those
microtonal divisions of the chromatic and enharmonic genera which cannot be
established through / Afjyis fué cupponvicg, could still be considered “consonant in
accord with mnéyaie” (rlpgoove 82 ke Td oueéyanw).57 In other words, the rule which
governed the properly heptatonic wihog fproopiver was concerned that all gpléyyol
should occur within a minimum consonant framework—with the framework of the
diatonic the most completely consonant. On the other hand, Thrasyllus' pairing of
8izmg with Téwvag encourages us to read the former as “semitonal interval”, the
Pythagorean usage of Philolausfr. 6a(cf. 8.5, 8.36). Thisis perhaps the easiest way to
interpret his description of these intervals as “the first principle of consonance, but
not actually consonance” (&pxri o cuppoovicg, olime 5 ouppoia). |f thisisright,

65 Ptol. Harm. 2.6 (55.12-15): aiov &Taw &mh S Towked awsxolc &mokdlm mou Td
wiuor £ WpoETKOW, T GTou dmh pEhour EmioTour S maUTE qupmpoivour
sicoBdTor mowdiofol Thr peTofdasr Em oTour Sud Teoodpou wamTol T
fxTpoi (“As for instance when [sc. the wéhor] turns aside the genus a bit from
continuous diatonic to the chromatic, or when there is some diversion from a pihar
accustomed to make the steps of its course upon [sc. notes] which are consonant at afifth to
those [sc. which are consonant] at afourth™).

66 Plut. Quaest. Conv. 746a i par ol okTd: mipldbor fpzoTfoot Ty TOL
TACVL LAWY GOTPpWY Tpor Ta  amAof kol Tpar oAdnho oudyoudt kol
feogdEoume dppoviaw (“the eight [sc. sirens], standing over the rotations ‘hold
together’ and preserve the & ppovia of the movable towards the immovable stars ones and
towards each other™).

67 Thrasyllus ap. Theo Sm. 42.16-49.5, esp. 48.20f.: ouppoota 52 Ko TE cuudysioy olow

Tovog, Blzaw (“consonant by muéyzia, like the tone and quarter tone”).
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then Thrasyllus has only the diatonic in mind here, not the other genera, and this too
would reved its close connection to auéyziie.

For his part, as we have seen, Aristoxenus made mnéxsue the “first principle” (gpui)
of &ppowkn.88 Thus t& fppoowiver, which is generdly trandated merdy as
“attunement”, may be more exactly defined as “attunement according to munséxaa”,
while mnéy s 1S better translated as “ cohesion”—i.e. “diatonic cohesion”. Since
this principle of attunement is said to be “of an eementa character”
(rrogseabzoram) 8 it is adlied with the title of Aristoxenus work
itsel f—APMOMIEA ZTOREIA. That Aristoxenus understood & ppowii; as awhole to
be an art stemming from and based upon & fpreopfeer, ashe conceived it, isin fact

68 Cf. Aristox. Harm. 19: oA FyovTor Siopopér Tol \puorpévow ko Td Ty Téu
BooTnudTwy ofson, 0Tt TL TowfTov § RGTE  TOUTHC fpHOTHA
frn B osTo B T kol TouTaw, TowdTiwe Brow Seape olow abTy dvep oupfn
Gunpsiy Th fpuoopfuvoun (“dthough attunement [Th fpuocufvou] has many
differences with respect to the composition of intervals, for attunement as awhole thereisa
certain something which will be stated, a single unitary principle having such aforce that if
it is removed, attunement is also removed”); ps.-Plut. de Mus. 1144b: mp & Tov ot mepi
ouesgsiar yrwaTiow duoykaiov wdp fotw Umdpywav T kpuTud) Guoedpa
audwaat (“So first one must know about muéwswa; for it is necessary for our critical
faculty that cweyzLa be present”).

69 Cf. Alyp. 1 (367.1-4): Tfi5 moudikiy &k TpL&w . . . dppowkds puBpudic peTpuds,
mpda e T Tafa kel oTougswSzoTd Ty vonTior THY TEpl TE fpHodpfou
mpay e Tiaw (“Music [sc. being comprised] of three subjects, harmonics, rhythmics and
metrics, one must consider the activity which concerns To fjppoapfuou to be first in
order, and of an elemental nature’); Anon. Bell. 3.29 (9.10f.): mpaa T Tz T Tdfa kol
gTorgaw SerTd Ty von TEow T mepl TH fproopivon Tpoypa TRV, ouTn G
& pHovLEr KaAdiTaL (“One must consider the practice which concerns Ti jp o TpdLow to
be first in position and of an elemental character. And this practiceis called dp o).
Compare to these the close linguistic parallels at Aristox. Harm. 1: Tru dppovikmy
gehoupamy .. mpaype Teow, T T2 Tdla mpod Ty oficay Txevedy T Frapw
aToyaw fn (“The practice called & ppowikd], being both first in order and having an

elementd significance”).
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stated explicitly by later sources which depend upon the Aristoxenean tradition.”® For
all the complexity that could be created through the mixing of genera and modulation
between Ttéver, nevertheless heptatonic structures, with their prescribed use of
consonance, provided the raw materid—the harmonic elements—from which the
modern tunings of the late fifth and fourth centuries were built, and into which they
should, according to Aristoxenus, be dissolvable.

When combined with the Aristoxenan chronology, swiyaa opens the possibility that
the enharmonic and chromatic were not merely analyzed against a diatonic norm, but
represent its historical modification. Easy and reliable to tune, the *clear’ consonant
intervals of the diatonic could serve as a point of departure for the quarter-tone
dissections and whole-tone omissions of the enharmonic, and for the ‘coloring’ of the
chromatic—much like the ‘blue’ notes of the African-American syncretism, or the
octatonic structures of diatonicized Slavonic folk music.

In fact, a persistent tradition treats both the enharmonic and chromatic as derived from
the diatonic, in contrast to the Aristoxenean classification into three independent
genera. This orientation surfacesin one of the anonymous musical treatises unearthed
by Belerman, which contain, besides a bulk of conventiona materid, a few red
treasures to survive the ondaught of Aristoxenus followers:

- R - - - - - P Y " "
wplipe B HTor mopd To TeTpdgbor o sk Tod BuaTowkod T mopd TH

wpoal SV A cUTh Té DAME our T e Te. 7L

And the chromatic [sc. is so-called] either through having been converted somehow from the

diatonic, or from its coloring of other systems.

In this and other details, the anonymous treatise closely echoes the curious passage
which has been interpolated into Aristides Quintilianus De musica, and which
defines both chromatic and enharmonic in terms of the diatonic:

70 Schol. ad Ptol. Harm. 1.1 (3.1): dpuovikd; foTwe fmomiun BzopnTied e Tob

ApuoTufroy guoscr T i Bzoopr Ty Tol SioTnpmeTwod pdhour kol TOW
ToUTy oupfowdvTew (“dpuowmkd is the science which regards the nature of T
fprooufuay, or the domain which regards the intervallic wéhat and those things which go
along with it.”); the first part of thisis repeated verbatim at Exc. Neap. 7 (413.4f.); cf.
Alyp. 1 (1-4), cited above; Anon. Bell. 3.29 (9.10f.), cited above.

7 Anon. Bell. 2.26 (7.17f.).
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" " - -~ - L - " -
TO HPWHETIEOY yivwg STowkdy 0T fuEqRaou KoL TTETTUKVG LAV
< - . , = - - = - - - - ,
quiToviow o § appdvior SueTovkdy f0Te Tovew ey SumAooeolay, T 6
< - - - - h - " " -~ L "
AoV Giyo Smprnpdov .. gpopo ke 82 koA Tol mapd To ypofaw ouTo

T Aoumé oo e To, p Selofo 82 Twor fksiven. 72

The chromatic genus is the diatonic augmented and packed and condensed with semitones;
and the enharmonic is the diatonic doubled at the tone, and divided in two at the semitone . .
. And the chromatic is so-called from its coloring of the other intervals, when it does not

actually need some one of them.

Note how both passages contain a double explanation of the chromatic, one described
as a structural shift from the diatonic, the other as a milder sort of variation—as
though two distinct musical practices were described by the same or similar
terminology, or in crisis as to whether the chromatic deserves to be given separate
classification. One thinks of Lysander of Sicyon’s use, in the late Archaic or early
Classical period, of ypeipaTe siypon (“colourful shadings’), a mysterious phrase
which might also suggest some dichotomy within the chromatic.”3

The passage from Aristides Quintilianus also introduces ethical descriptions of each
of the genera, the diatonic being “masculine and quite severe” (&ppawamiv & ifovi
kal clompéTspow), the chromatic “ sweetest and plaintive” (fjhurréy s kol yozpbv),
the enharmonic “rousing” (fisy=pTikin). The same conjunction of ideas is found
again in Theon of Smyrna, where the source seemsto be Adrastus. Here the diatonic
is defined as “ somewhat majestic, powerful . . . abit simple, and noble” (azpvév T
kol fppoopdvon . Aol T kel yaaiow),” while the chromatic is then presented in
relation toit:

rachsiTon G mdAw T ywiver THE Towwdmng pehobior wpopaTebe Gi Th
- " - - - -~ - -~ "
mapaTeTpdgplor kel EnAddwbBor Toll mpooBar wosppdTgpdr TE o kol

o B Tiedd Tep o Hfor Supaivens. S

72 [Aristid. Quint.] 2.19 (92.19-25); for the interpolation of this passage, see 2.21.

73 Philoch. FGrH 328F23 = Ath. 14.637f-638a. For the dates of Lysander, see West (1992),
69; Barker (1982-9), 1.300 n. 205. On Lysander’s contributions to music, see Barker
(1982a).

7 Adrastus ap. Theo Sm. 54.14, 56.4.

IS Adrastus ap. Theo Sm. 55.4-7.
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The genus of this sort of melody isin itsturn called chromatic through having been altered
[mapaTerpdgla] and transformed and from showing a more plangent and plaintive

character than the previous genus [sc. the diatonic].

Note the verbal reminiscence here between mapateTpdphar and mepd T8 TeTpdpbo
in the Bellerman’s Anonymous quotation. With both of these compare mapiTpzyas
in Nicomachus' roughly-contemporary explanation that the chromatic “diverges a
little, only one semitone, from the diatonic” (mkpiv wip mapiTpayay, f pduow
ApTdrow, &md Tl fuxTowked).” This, or something similar in his lost work, is
clearly the model for Boethius, who, after describing the diatonic as “harder and more
natural” (durius et naturalius), derives the chromatic from it as “breaking from that
natural tuning, asit were, and dlipping into the more slack” (quasi ab illa naturali
intentione discedens et in mollius decidens).”” Elsewhere, he too gives a dua
explanation of the chromatic.”8

The same conception of the genera—their derivation from the diatonic combined with
ethical properties appropriate to each—can be deduced from the Hibeh Papyrus:

Mdvoumt B2 by THY peAly TlE] pa SrkpaTdr, T 5 ppovipour, Té &% Suwkoiow,
i G2 dvlpsiour, Té 62 Sadour moud, kokdc slfdTar ST olTE wpDpe Badods
LB < - E - - -~ ) L - - - " L

otz dppovie Dy dvlpsiour Moo Tovs alUTT wpowivour. T yip ok olba
FATIwAoUr kol AdMomor kel mdvTor Tour B0 [ovror @Epw:-rrﬁ.'-'-.]_w:ru
BeTovey pav T powowd gpoelpfveur, medu] G2 othv Tpoywbfv SuTar
avlpzolTipour TSV Bl mabw T dwliTor 0 appovior Fhay [HioTs Sihow

s LB - ) L < - = - - -~ 79
aTLoUTE] wpSpa Sadods olTs dppovia ov [Evdpsiow momonar]

76 Nicom. Ench. 12 (263.9f.).
I Boeth. Deinst. mus. 1.21 (212.26-213.1).
8 Boeth. De inst. mus. 1.21 (213.8-10): chroma autem, quod dicitur color, quasi iam ab

huiusmodi intentione prima mutatio, cantatur per semitonium, semitonium et tria
semitonia (“But the chromatic, which isto say ‘colour’, now a sort of alteration from the
first method of tuning [i.e. the diatonic], is sung by semitone, semitone, and three
semitones’). He continues (213.12-14): tractum est autem hoc vocabulum, ut diceretur
chroma, a superficiebus, quae cum permutantur, in alium transeunt colorem (“ but this term
is drawn from surfaces which, when they are altered, go over to another color, so that it is
caled chroma”).

& PHib. 13.13-22: text West (1992a), 16f.; for kuk{i; sifia Tz, see the parallels cited by
West ad loc.
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And they say how some .24 make for self-controlled people, some thoughtful, some just,
some courageous, and others craven, little knowing that the chromatic does not make those
who use it craven, nor the enharmonic courageous. For who does not know that the
Aetolians and Dolopes and all who sacrifice at Thermopylae make use of music which is
diatonic—and they are much more courageous than the tragedians, who are accustomed to
sing in the enharmonic every time? So it is clear that neither the chromatic would make

people craven, nor the enharmonic brave.

This curious passage has aroused considerable surprise for its seemingly
interchangeabl e treatment of the diatonic and chromatic as against the enharmonic.&
A coherent reading is possible without this. That is, by showing that courageous
peoples have resulted from diatonic rather than the enharmonic music espoused by the
&prewkei Who are under attack, their position as awhole is undermined, the alleged
ethical properties of both enharmonic and chromatic collapsing together.81 But given
the context, xpwa[nasour at ii.19—the restoration is certainly correct given sp o pivoug
a i.17—ispunning on xp&ipe. The sense would then be: “Who does not know that
the Aetolians and Dolopes use/colour the diatonic (xpcopavaur)?  And they are
courageous. So, clearly, the chromatic does not make one cowardly”. The speaker
himself may have adduced this argument ironically, merely to make his point. But if
the interpretation is correct—or simply if one accepts the communis opinio that the
diatonic and chromatic are treated interchangeably—we may infer a contemporary
conception quite close to that which underlies the other passages. the association of
diatonic music with the manly, and the chromatic as a modification of the diatonic.

These passages share enough common detail, conceptual and verbal, that they must
derive from asingle theoretical position; this comprised at least the two subjects which
the sources show to be inseparable: a definition of the genera as derived from the
diatonic—including a double explanation of the chromatic—and an ethical property
associated with each. At the same time these exemplars are rather diffuse, not being
explicitly ascribed to any single theorist, and not showing the same well-drawn lines
that we see in the repetition of Aristoxenean ideas. This suggests that they are
fragmentary survivals of an early musical taxonomy which was partially obliterated by
the success of Aristoxenus' revisions. The ethical material, at any rate, derivesfrom a
fifth century trend, of which Damon is the notable representative; by association, this

80 See the comments of Anderson (1966), 151; Barker (1982-9) 1.184 n.8; West (1981), 117;
(1992), 247 n.84; (1992b), 20 ad 21-22.
8l For an alternate interpretation, see West (1992a), 20 ad loc.
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approach to generic analysis may be equally old. If one accepts an early fourth
century date for the text of the Hibeh Papyrus, a solid historical foundation emerges
for this strand of pre-Aristoxenean Azcapic: .82

At the same time, the explanation of the genera as diatonic modifications is consonant
with Aristoxenean ausiy=ia, With itsimposition of minimum diatonic standards upon
all heptatonic scales. The two positions are not opposed, then, but approach the same
musical facts from different directions. The structural priority of the diatonic is also
loosely recalled elsewhere by Nicomachus, who attributes to Pythagoras the analysis
of the enharmonic and chromatic in light of what was known about the diatoni c83—the
type of activity which, with better historical justification, may be attributed to Eratocles
with his enharmonic octachord analysis on the basis of adiatonic cycle. Likewise,
when Euclid presents only the basic procedure for establishing the diatonic tuning in
the Sectio Canonis, one can assume that this provided only a rough preliminary
framework for the other genera. And again, Ptolemy tells us precisely that “thisis
how the citharodes tune” (siiTes ywicp appafovTol ol kiflepupfol).84

Thus, within Aristoxenus definition of &ppmuki, the diatonic, being structurally
fundamental, is justly described as the oldest of the genera, despite the fact that we
must suppose the existence of non-diatonic lyre tunings as characteristic of the
Homeric period—tunings which may themselves have dictated later syncretic forms.
This may shed light on a curious statement in ps.-Plutarch, which seems to derive
from Aristoxenus:

riBdpa 58 moAhols yasais mpeofuripa Tpaywbiag ofoa 2 dpuir fxpioaTo

[sc. TEd wpoopa Tied waval, Th 82 ypdipo 6TL mpeofuTepdy 20T TH Sppovic
s g Rp P P Ty Sp 7]

oo i 85
82 For Damon and the dating of the text, see 2.37.
83 Nicom. Ench. 7 (249.4ff.): Th wiip wpoopo TDY Kol fweppaviow yévor aubic moTs

£k TouTou SieTpdvo ma (“for from this[sc. the diatonic] he [sc. Pythagoras] clarified the
chromatic and enharmonic at some later time”).

84 Ptol. Harm 2.1 (44.1ff); cf. 1.16 (39.17f.): filo witp Towfor Tor fyoupfeour
Tovour kal Th Aoumdy, co wAar auToi vopioumw, Guitduo (“for they make the
leading intervals two tones and the remainder, asthey consider it, a semitone”).

8 Ps.-Plut. de Mus. 1137e.
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And the cithara, being many generations older than tragedy, used the chromatic genus from

the beginning. And that the chromatic is older than the enharmonic is evident.

This agrees with Aristoxenus' statement elsewhere that, prior to Olympus' invention
of the enharmonic in the early Archaic period, all music had been either diatonic or
chromatic.8 It seems to conflict, however, with the Aristoxenean chronology cited
above, which made the diatonic older than the chromatic. But this might merely mean
that, while the diatonic was original from a structural point of view, and ‘natural’ inits
exclusive use of the primary resonant intervals, heptatonic shadings were part of the
T&am from the start—whether from the influence of native Greek practice, or because
thiswas part and parcel of Asiatic music, or both.

To return to the mp&iTe ouppeavicn, there is another point which is sympathetic to the
Mesopotamian tradition. It was stated above that v [cupgpeovia] & waTs and 7
[ruppoovice] Sui Te7Tdpeow Mmake consistent sense only in the diatonic genus. To be
precise, however, the names almost make sense. For, asin the Mesopotamian system,
one fourth or fifth in a diatonic tuning must always be the non-consonant, ‘ unclear’
tritone. Itisfor thisoneinterval that, besides the need for legitimizing the conjunction
and digjunction of the microtonal tetrachords found in the enharmonic and chromatic
genera, Aristoxenus must allow that “consonant responsion” be by fifth and/or
fourth. Of course, this one exception would not prevent the creation of the terms 1
[ruppeovice] Sué mévrs and ) [oupgeovic] f& TeTTdp o, Since the one non-consonant
fourth or fifth is greatly outnumbered by the remaining consonant intervals.
Nevertheless, it was necessary to recognize that an interval of four or five strings
might not actually be a‘fourth’ or ‘fifth’ in the usual sense, and for this Aristoxenus
used the expression ti [sc. fuaamnpe] Gud masrs.87

Thus the very names assume that intervals of five and four strings will be consonant.
The one non-consonant fifth which must arise is excluded from this classificatory
norm and put into a sort of onomastic isolation. Thisisin fact the precise dichotomy
we find in the Mesopotamian labels ‘clear’ and ‘unclear’. Although the terminology

86 Aristox. fr. 83.
87 Aristox. Harm. 48; cf. 21-2: fisi fz vofjoot TGV quppoitwr SueorTrpd Toww STol
> - . s - & < . rl s < by
AT HLTTOV TH KO Texdpasor T T whsoTa Umd TerTapoy pldyyow, ol &
kol THY Tp ooy oplow Umh TEY mahowfiv Erys (“And it is necessary to consider the
smallest of the consonant intervals, that which is comprised for the most part by four notes,
which isin fact why it had this name from the ancients’).
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isdifferent, it as though we were glimpsing the Mesopotamian conception through a
paimpsest. For the Greek names of the consonances exclude any origina
relationship with what we consider to be the characteristically Greek tunings. The
generalizing nature of the termsimplies that it would be normal to find consonant
fifths or fourthsin any and every position of a proper piho; fppoopiver. AS a
consequence, the non-consonant interval which must arise in diatony may also appear
in any position. Thisis oblique confirmation that the diatonic phases were in fact
known in the heptachordal period.

This conclusion cannot be dismissed simply on the grounds that such a binary
perspective isin the nature of the diatonic tuning method. It istrue that the process
universally yields the same genera type of pitch relationships—that is, scales of tones
and semitones with consonant parallelism and a single unparallel tritone. But it does
not follow that two musical traditions should develop identical musica and
terminological perspectives, since thiswould depend on the musical use to which these
scales are put. Other viable perspectives which are excluded here are, for example, an
Archytean ‘tempering’ of heptatony towards the finer resonant intervals. Once
tempered, intervals might be classified by rdative resonance, with an eye towards
heterophony, as Crocker (1978) argued for UET VII/74 col.i. Asin CBS 10996,
each interval might be given a separate name so that in awritten description of atone-
structure, such as the Retuning Text, the exact position of the tritone might be
specified—such an innovation would not be necessary for the aurally-inclined
practicing musician, for whom ‘interval rotation’ was demonstrable without any
diagram. Or one might expect to find a nomenclature which could acknowledge a
relationship between the very particular diatonic pitch-structure and other tunings that
were in use; and yet the genera themselves exhibit essential diatonic charcteristics.
But perhaps the most important point: to dismiss such terminological and conceptual
parallels by appeal to the ‘universal’ properties of diatony isto ignore the fact that this
tuning method is not itself universal. It is not, as Aristoxenus would agree,
predetermined by nature but culture-specific and idiosyncratic; its very exstence in
more than one culture being evidence of historical relationship.

To return now to the process of interva rotation known to Eratocles and his
contemporaries, there is another important fact that reveals the foundational
importance of the cyclical conception both for and before Aristoxenus. Thisisthe
term owedyac itsdf, which came to Aristoxenus via Aristotle, for whom ‘the
continuous was akey critical concept:
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| mean to say that ‘ continuous’ is when, for things which are touching each other, the
boundary of each is one and the same, and, as the name suggests, is ‘ held together’ [ our-=3-
= together-hold]. And thisis not possible when the extremes are two distinct things. When
so defined, it is clear that the continuous exists only in those things from which one thing
can naturally arise through being in contact. And however the continuous becomes asingle

thing, that is how the whole too will be a single thing.

Scholars have explained musical =iy as describing the component pitches of a
tuning, that is, T4 fppoopsver is ‘continuous’ because no other pitches can be
inserted between those which compose it: each interval shares a single string with the
two adjacent intervals.8 Thisis certainly true, and derives from the literal adjacency
of strings on a heptatonic lyre (cf. 9.32). But | believe thisis merely a corollary of
what isintended. For owiywaa cannot be created without “consonant responsion”,
and yet fulfillment of this rule does not alone guarantee muiyaa: imagine a pihag
which has consonant responsion, but for which the interior “movable” pitches
(pBéyyor krodparol) do Not constitute a recognised genus. Y et such a tuning would
still exhibit *continuity’ according to the usual interpretation of oz

| suggest, therefore, that iz governs not merely the continuity of pitcheswithina
scale, but the continuity of the scale as awhole in reference to something larger than
itself. The key evidence here comes from a corollary of auséysie:

& & v T gBiyrww pnfiae § TodTww oupBsfneds, sknehii ToliTow fva mphg

CTotbTour ol GoUppuvar o, %0

And for whichever of the pitches none of these conditions apply, this pitch is fkpsAi]

towards those pitches with which it is not consonant.

88 Arist. Ph. 5.3.227a11-16.
89 Cf. Barker (1982-9), 2.101.
90 Aristox. Harm. 29; for TodTous vs, Towg, see DaRios apparatus.
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fupsdis and fkpsiic normally refer to the individua pitches of a tuning which
conforms to muneéy=1e; they are either “in” or “out” of the wihos fppoopior. Thus
the terms appear frequently in Book 3, where Aristoxenus gives pitch-by-pitch
accounts of the genera. While this meaning obtains in the present passage, thereisa
further dimension. The immediate focusison asingle pihos fpproopiver: properly
‘continuous’, each of its pitches must enjoy consonant responsion to some other pitch
and so be fupsi; in the primary sense. But the qualification isintroduced that a pitch
may be ikpsdi s towards any of its companions if there is no consonant responsion
between them. Clearly, this corollary looks to the interrelationship of more than one
nédog. Thetwo pitcheswhich are fupsAfi in the context of their own pédo; are fkpsii
in the context of another pihag, by not exhibiting the consonant responsion which
would defineit.

Hence, ouwiyzia governs not merely the cohesion of pitches within a wzhas, but that of
apiror within asystem of wikn—as made possible by rules of consonance ultimately
dependent upon diatony. It is, moreover, in complete accord with the process of
interval rotation; for, according to Aristotle’ s definition, only circular motion can be
truly ‘continuous' .9 But cyclical mweiyaa hasits rootsin pre-Socratic thought, as an
essential aspect of Parmenides sphere, for example:

L h -~ - - - - - < -

oubz BLELpsTOV 0TI, ETTEL TEY S0TI Opolow
L - - - - L -

oUBE TL T pil Adow, T kay sipyol v mudyeabo,
L - - - y -~ - =

ouli TU wap o Tepow, maEY & EumAsdv SoTY £0UTO.

- = - - . " L - 92
Tih muEyEr THY SATI f00 yip 200TL meAd .

And it isnot divisible, sinceit isall the same;

And it is not somewhat more in this place, which would prevent it from being continuous,

o1 Arist. Ph. 8.8.265a8f.: ki T’ oufizpioy kivmaw fefdyeTon kivelofoy ouesyc 2w ThHir
KikAe; 8.8.26409 i & mi Ty mepupep ol ToTon pwia kel ouwsnis; of. Heradlit. fr.
22B103 D-K: fwwiw wip dpyf kol mépor #m wokhou mepupspsic (“in the
circumference of acircle the beginning and end are common”); ps.-Arist. Mech. 848a6ff.: £t
ol yitp GpyeTol TATOU T mEpor abThe [sc. THr wpouufe], s Thw olThw
ToUTOW TOTOV FpweTol WAL ouEktic wip KLOURAS T OUTHE TO EryoTou
maAne amiiB: mpdiTow (“For from whatever place the boundary (of a drawn circle)
begins, it goes back again to the very same place: for when it moves continuously
[ruesyiie], the final point arrives back at the first point”).

92 Parm. fr. 28B8.22-25 D-K.
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And it is not somewhat less in that, but the whole is filled with being.

Inthisway it isall continuous: for that which is moves towards that whichis.

While Aristoxenean mwiyzi thus represents the late development of an ancient
concept, we may find ahint of the musicd reality which emnsix=c describes as early as
the Homeric Hymn to Hermes:

" - L - - " - - -
kol T weLs vl e’ Emmi B Suwdv Hpopay Gppoly
< " = -~ A - -~ -
ETTTH B8 Cuppoaous 0Ly STEWITTETo ¥ophdy . ..

AN kTpL fmapiTCs ke TE pEhar 93

And he put in the arms, and joined (¥jp o p =) a yoke upon them both,
And stretched seven consonant strings of sheepgut . . .
He tested it with the plectrum ko Té pEhas,

The MSS have ki pipos here, but the same phrase recurs at 419 and 501 where the
reading isin both cases kaTi pitor. Allen/Halliday/Sikes (1936) thus gave ke i
nikor “the baance of evidence”.% As Cassola (1975) pointed out, this is
counteracted by the fact that psxo, inamusical sense, isnot Homeric.% Nevertheless,
the parallels at 419 and 501 are persuasive since an efror of pipas for pitor would be
easy to make. Thereal question, then, is whether niha; makes better sense in the
context.

Since the testing is done specifically with the plectrum, the reference must be, whatever
the reading, to the tuning of the strings, to see whether they are i ki fmaoTapfica.
Thiswas precisely what Odysseus did to test his bow, when the string sang like a
sparrow in the returning spring (cf. 5.16). Accordingly Cassola, who reads ke Té
nipay, takesit to mean that Hermes checks the tuning string by string.% But here the
reading pihog is greatly preferable since it, rather than pipoy, can denote a musical
tuning—in fact it seemsto have been the word of choice at this period, in preference to
&ppovia.97 Now, if itisright to allow cupgpdivour its usual technical sense (cf. 2.24), it
follows that Hermes is testing that each string is “well and knowledgeably tuned” in

23 H. Merc. 50-53.

94 Allen/Halliday/Sikes (1936), ad loc.
9% Cassola (1975), ad loc.

96 Cassola (1975), ad loc.

o7 See West (1992), 177 and n. 57.
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some consonant relationship. We can take Lucian effectively glosses the Hymn when
hereplaces imri f: oupgpabvour olfiv frodooaToe wopbdy With Tavdpaos inTd
wopbiy pehobd | fwappduer (“Stretching seven strings thereon, he sang . . .
precisely intune”).% That is, each consonant string (mipguavas wopfd) isjust asit
should be (feappiwas).

What is the purposeful manner of tuning implied here? The phrase ke té widoyg isthe
key. In Classical timesatechnical expression in its own right, occurring four timesin
Aristoxenus (thrice in the Elementa Harmonica, once in the Elementa Rhythmica®),
whereit isclosely dlied with therule of mwiy=. Significantly, al three examplesin
the Elementa Harmonica come from the same discussion. The first of these was
guoted above; the remaining two | give here:

L S - - " h < h - - s y - - - -

ou G TpOTsKTiOV £l TO TUVs¥E; OT: WA £ LowV 0T & i avicwe yivesTol,
- - " h - - -~ - - o
aAMD TpDr TV THT WeAwbicr goon mEapoTiow fASman koTovodv TE

mpobBupoipaou T peTd T mépukar \ poown g ompe T koTi pho g 100

Do not be adarmed if “the continuous’ arises sometimes from equa [intervals] and
sometimes from unequal: one must try to ook to the nature of melody and be ready to
understand which interval naturally comes after which when the voice puts them together

g ETELT T

< - - " S S L aa] -~ - " - - -
umoksioBo 82 kel Tods Toly #HAc pldvwouw ouppoveiioTor Sk TR auThy
- L aa] - S b - -~ 4 - - < - - -
quppeovio s£A7 ool svoe. aoiBeTov B2 umoksioBo &0 EdTTm yasa s
- - - - < e - . -~ - -
BudoTe kooTd pEAor @ W poor] weAwSolimo pn SwaTon Suopsv s

oo o T o T 101

And let it also be that those tones which are consonant with “continuous” tones, each
through the same consonance, are continuous with each other. Andin each genus an
interval will be “incomposite’ kaTé& phar when the voice in singing cannot break it apart

into [smaller] intervals.

% Lucian DDeor. 11.4.

9 Aristox. Rhythm. 2.21; the examples from Harm. are given below.
100 Aristox. Harm. 28.

101 Aristox. Harm. 29.
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The diatonic essence of munéx=ze IS further corroborated here by Aristoxenus' appeal
to “the nature of melody” (miv T meheafiics giaw), recalling his description of the
diatonic as open to discovery by human nature (f To% &uBpcimou gdog). Elsewhere
he states that there is “a certain nature of the cohesive/continuous in melody” (i
gaa ... ol muesyels a0 7T mehefile). 102 Likewise, he criticized his predecessors for
not showing which sequences would be “contrary to nature” (mupé gdone), in other
words, for not formulating the rule of ewwiyza. This explains his statement that none
of the generais any more natural than another, for all rest upon the same natural
foundation—the diatonic. Nicomachus too described the diatonic progression as
dictated by “acertain natural necessity” (awéyrm Twi quawd). 103 Intervals of a wihar
fpreawiver conforming to mneéx s OCcur in certain sequences “aong the tuning”, or
which are “in the piAas”, where ke té pihog may be contrasted with the phrase map i
nikor, “missing the pitog” . 104 The exact sequence will vary with the genus, but in
each case ‘ symphonic responsion’ isobserved kx i pihog. It isthis structure which
Aristoxenus described as “a certain marvel ous arrangement of the nature of the piAos
Appoopfvor” (Téfn .. Toew . T gdoseos Tol fppeopivow BoupaaTiv). 105 Thus
pédor Appoopdvor and pitor itself emerge as technica terms expressly adlied to
diatony, and being continuous/cohesive kxTé pihar assumes these diatonic structures
as an underlying norm, generic variations notwithstanding.

Can one read a similar technical meaning into keté pideg inthe Hymn to Hermes?
Not that there is any awareness of Aristoxenean mwiy= per se. But the reverseis
conceivable: the Aristoxenean rule made the pfhos fppoopiver conform to a certain
standard of construction which was of fundamental importance in practical music, one
which could beimplied in the Hymn. For “testing it along the péAag” (Fmapdics
kaTd pihog) Clearly shows that some definite tuning isintended, i.e. that which is
implied by &mré 8 cuppcivour dlew fTowdoooTo wopbds Compare [pitos]

102 Aristox. Harm. 27.

103 Nicom. Ench. 7 (249.1-3): Tiw & mpdfaaw dvdysy T quad) . . . kaTE TolTo
To HuxTovkdw wivor (“the progression by some physical necessity . . . aong this
diatonic genus’).

104 Variations of the phrase appear in similar contexts: Nicom. Ench. 7 (249.1ff.), quoted
above; ps.-Plut. de Mus. 1140f.: Adiplow wiTne mpodeTiBeoay, ol wproopfn
ot TEV Rumpoofar kaTd TH wEhor ([sc. Terpander] added Dorian wiTn, his
predecessors not using it in the pétas”); Pl. Lg. 801c uses kT pitar differently, to
describe composition “in music”.

105 Aristox. Harm. 42.

185



7.52

7.53

tonporvow in Sophocles’ adaptation of the tale, which—if Wilamowitz' conjectureis
correct—serves to bridge the two phrases.1%  sippovor pikes is perhaps unspecific
enough that it could equaly describe the other pikg fppoonfea adlowed by
Aristoxenus, enharmonic and chromatic. But, as | have argued (2.25), imTi
muppoiveus yopids has a collective implication which suggests that the seven strings
are linked throughout by mutual consonant relations, as opposed to the isolated
consonant responsion that characterizes the non-diatonic genera  The diatonic
proper—oldest and most natural—may be safely inferred here as being the pitog
fpreopiver par excelence, the prime exemplar of sy ko Té pédor.

Far from being untechnical (cf. 2.24), the invention scene in the Hymn to Hermes
attests the harmonic construction of the lyre (cf. 4.15-18), the association of suppeavic
and &ppeovia (cf. 4.17), and an implicit understanding of how consonance is to be set
up and tested, and what sort of tuning should properly result—all this before Lasus
committed his Bzwpic to writing. With these details and its fragments of epic
technical language (cf. 5.14-19), the Hymn bridges the gap between the seven-stringed
lyre of the Orientalizing period and the codification of ez by Aristoxenus. The
period between Terpander and the Hymn itself—whatever its exact date—is spanned
by the Lesbian school, whose dynasty reigned supreme into the sixth century,
preserving the first principles of the Orientalizing musical movement in its classical
form, as symbolized by Terpander. Against this background we can understand better
the terse detail of the Hymn. The poet is not uninterested in or unknowledgable of
technical musical material. Rather, the full reality of contemporary practice would be
readily evoked in the mind of the musically knowledgable by afew sure strokes. And
who would better know such things than the lyre-playing &auiés himself?

The testimoniawhich concern pstafodf provide further evidence that the adaTrpe
Tihaow Was founded upon an earlier diatony, the ‘ continuity’ of whose scales had
already allowed them to be fully interrelated. According to an earlier precept which
Aristoxenus attributed to Eratocles, acceptable modulation (pstafoif) could only take
place at consonant “intersections’:

. —- . - Poad e - - . -
aTd Tol Bl Teoodpowv £p° ikdTepa Blye owilsTol To péhor

From the fourth the melos splitsin two in either direction.107

106 S. Ichn. 319 (Lloyd-Jones); contrast 327 (Maltese).
107 Aristox. Harm. 5.
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After the pyknon [sc. when descending] there are, in opposite directions, two roads

continuing the descent and another one that goes back up.108

754  Animportant fragment of lon of Chios confirmsthat this approach to modulation was
standard practice not later than 422 B.C., when lon died, and probably by his floruit
mid-century:

< - -~ - - B
Adskd wophs Mpo, Safdpora Taln fyoura
- -~ < - -
T CURPOIVEUTE S S ppoviay TpLdSoug
. - , £ - - - -
mpiv pév @ EMTETovow YaAdov Biy Téooopa TALTE

“EANue; amaviow policay dapdpao 109

eleven-stringed lyre with aten-stepped arrangement—
the three-way, consonant crossroads of &ppouic.
Hitherto all the Greeks played you heptatonic—two tetrachords—

summoning up a sparse Muse.

Thisisthe earliest testimony for the tetrachordal perspective, fundamental to the later
theorists. It corresponds very closely, moreover, to the Eratoclean conception of
nsTafoki asameodic road which splits at consonant intersections, with three choices
(besides the one just travelled). Once again, of course, there is the conjunction of
Gppovic and cupponvic. A careful analysis of Aristotle Physics 8.8, which addresses

108

109

Aristox. Harm. 67. | have expanded the translation to make the laconic wording clearer.

lon of Chiosfr. 32 (West) = Cleonid. 12 (202.14-17); see the discussion of West (1992a),
25f., adducing the Aristoxenus passages quoted above. | prefer &ir to fui because fir
Téroapo more clearly glosses EmTéTovou. A number of sources describe the old
heptachord as consisting of two tetrachords sharing péai as a common tone (i.e. H-PH-L-
M -PM-PN-N); in the oldest of these sources it is not necessarily the later conjunctive
paradigm—where the strings are consonant fiué Terad pwr—which isintended: see further
8.36-38. Cf. ps.-Arist. Pr. 19.47: fitr ki gy al iy mpamyydpeuay, 8T v ol
MEY GV TeTpoydpfou TehsuTd, Tol B2 kdTw &pwd (“which in fact is why they
caled it péam, because it was the last string of the upper tetrachord and the beginning of the
lower”); Boeth. De inst. mus. 1.20 (207.29ff.): mesen nervum secundo numeramus. Atque
ideo duo tetrachorda per mesen coniunguntur. Arist. Ph. 8.8 also discusses in non-musical
terms the use of a mid-point as both a beginning and an end.
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linear and rotational motion, ‘continuity’, issues of ‘middle-point’ and “deflected”
(fwakdpmror) movement, would doubtless help to eucidate further Aristoxenus
conception of musical wwiyaia, aswell as the crucial issues which concern the ancient
Bzeapic—in particular, musical ‘middle-point’ and the bending of the melodic path
(ke ), by which the basic form of modulation was effected.

According to the rule of melodic ‘junctures’, modulation in the enharmonic and
chromatic genera can only take place at the consonant “bounding” notes of each
tetrachord (o1 mspiiyovTs; pldyyol), Nnot from the variable, “moving” inner notes (si
kiwoupsral) Whose intonation was so often microtona. In the HudTover ywivor,
however, each gbévyo; is by definition such an intersection, and so can serve as a
departure point for psTofold. Created by the dtrictest application of
muiysie—Ptolemy’ s S rowkell ouvsyoiis—the diatonic served as the skeleton of the
mlomnme  Thaow, regulating, indeed enabling, modulation between the various
muarireTe Of the enharmonic and chromatic in all their shades. Thus the fragment
implies knowledge of the complete diatonic connectability of all the species, at
approximately the same time that Eratocles was rotating the enharmonic octachords.
Once again his researches are seen against a diatonic background.

Given that Aristoxenus was musically conservative, railing against the practices of his
day and prepared to sacrifice popularity for purity of technique, 10 it follows that his
contemporaries, for whom the New Music was now becoming mainstream,1! were
pursuing modulations and joining pitch systems that transgressed the rule he lays
down. If thisisright, his allowance for modulation represents an older, classical
practice known to lon and Eratocles. What is surprising about thisisthat scholars
generally assume that the New Music was objectionable because it involved
modulation. It now appears that modulation was aregular part of music prior to this
movement, and that the New Music was controversia because it used too much
modul ation, or/and modul ations which were improperly constituted.

In fact, as early asthe early sixth century (!), according to Heraclides of Pontus, the
aulete Sacadas of Argos—a renowned musician from a musica city, with three
consecutive Pythian victories under his belt—was modulating with each strophe of his

110 Cf. Aristox. frr. 70, 76, 85.
111 West (1992), 371f.
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Tpshns vipos (“Etudein Three Tunings’).112 Lasserre (1998) made much of this,
noting that, despite the fact that the ethnic names Dorian, Lydian and Phrygian suggest
prima facie independent geographical origins for these tunings, they must
neverthel ess have been somehow mutually compatible, implying a unified musical
system which could accomodate diverse tunings.113 We cannot say certainly what
“Dorian, Lydian and Phrygian” mean in this context.14 Nor do we have any precise
information regarding the “multiplicity of witar notes” (v Téiw abdiin modupuvic)
used in the late sixth century by his countryman Lasus of Hermione.11> Yet both
testimonia are clear evidence that the particular acoustic properties of the acihés
profoundly affected the course of &ppowwei (cf. 1.24). A lyre used for such

112

113

114

115

Ps.-Plut. de Mus. 1134b. According to ps.-Plut. de Mus. 1131f-1132c, Heraclides, for his
ToayeayT) TEVY A wouawdj (“Compilation of Musical Matters”), drew upon a document
preserved at Sicyon which contained alist of poets and musicians from Argos (fr. 157
Wehrli). Sacadas’ victories began in the third year of the forty-eighth Olympiad (thus 586,
582 and 578): Paus. 10.7.4-5 (cf. 2.22.8-9); ps.-Plut. de Mus. 1134a; cf. West (1992), 212.
Argos, which was home to Aristonicus, a contemporary of Archilochus who pioneered the
art of solo-cthara playing (Menaechmus FGrH 131F6 = Ath. 14.637f), seems to have
enjoyed amusical efflorescence in the sixth century. Herodotus (3.131-2) reports that, in
the time of Polycrates, “the Argives were held to be first among the Greeks in music”
CApwsioL Frouow LouTiehy s ‘EAM Vo pdiTol). Sacadas and others
established at Argos the festival called T fufiupd Tue (ps.-Plut. de Mus. 1134b-c). It may
have been at this time that the Greek musical notation first took form, since a number of its
peculiarities are best traced to the archaic Argive script: see West (1992), 261ff.; cf. 5.18.
Lasus of Hermione, who emerges as an important and innovative musician at the end of the
century, was also from the Argolid, aswas Telesilla

Lasserre (1988), 82: “[il trimeles nomos] presuppone, accanto ad unatecnica relativamente
facile da mettere a punto sull’ aulo, una teoria della scala musicale che identificava gia
perfettamente la funzione degli intervalli nellatrasposizione. Questa teoria presuppone a
sua volta una struttura comune ai tre modi armonizzati da Sacada, in altri termini un’origine
comune”.

It is not clear whether these three names were preserved with the original tradition, or have
been introduced anachronistically. Ps.-Plut. (de Mus. 1134a) claims that these were the
only three tunings known at the time, a belief attested in other late sources, e.g. Ptol.
Harm. 2.6 (56.4ff.), 2.10 (62.19f.). Thus these specific tunings may be mere inference
from the name TpLueds s vapas. Curiously enough, Heraclides of Pontus, who seems to
be the source here, insisted elsewhere that the three true i povin should correspond to the
three Hellenic races, Dorian, lonian and Aeolian: see Ath. 14.624c.

Ps.-Plut. de Mus. 1141c.
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‘polyphonic’ pieces, if it were to avoid retuning between strophes or elaborate
mechanisms like the “tripod” of Pythagoras of Zacynthus,11¢ would require more
strings than the traditional sever—ninein the case of the Tpusias vépas. In fact, such
an instrument is already attested in the mid-sixth century .17 At any rate, we have here
good evidence for modulation well back into the Archaic—indeed, at approximately
the same time that mippeavol wopei and ke té wédar surface in the Hymn to Hermes.

It would seem then that Pindar—who also celebrated the mappeavice OF o bupeovic Of
the abhd118 and musical mowadic (@word glossed by ps.-Plutarch as mauyopfie119),
and was said to have been a student of Lasus2—was no stranger to pstafaki. Even
the austere, heptachordal Aeschylus may well have used modulation. Thiswould have
been under certain well-defined conditions at first—between strophes for ingtance,
following the example of Sacadas. In awell-known fragment of Pherecrates, Music
complains of the progressive indecencies she has suffered during the course of the
fifth century from the likes of Melanippides, Cinesias, and Phrynis—with her ultimate
violation at the hands of Timotheus who, with Philoxenus, was the quintessential New
Musician. These crimes are recounted in language rife with sexual and musicological
puns. Of Cinesias, the effeminate dithyrambist of the later fifth century, she says:

- - Mm% - H -
Fomalor 82900 0 ke TdpaTor "ATTLROL,
- - - - - S S
Lo ppovious ke pmdy mowdie & Taly aTpopais,
- -~ y < < - -~
aTaAcahsy’ 00T, TTE T Mo Tse ]

- - - kd S - -
TOU SlBupdpfo, kaBdmep &0 Taly domion,

> T - . . .
GPLTTER oUTod poiveTol Th Sef1a 121

And Cinesias, that damned Athenian,

Making exharmonic bends in his strophes,

So destroyed me that in the composition

Of his dithyrambs—as with [the reflection of] shields—
The left appears in the same spot as the right.

116 Ath. 14.637c-f.

117 Paris E643; cf. Maas and Snyder (1989), 38, 51 fig. 15a; West (1992), 62.

118 Pi. 1.5.27, 0. 7.12, P. 12.19: aidfiv . . . wiwpwrow wédag; cf. Adesp. 29b (PMG
947): modiyopfor alhdc; Pl. Resp. 3.399¢-d.

119 Ps.-Plut. de Mus. 1137a.

120 See\West (1992), 344 n.68.

121 Pherec. fr. 155.8-12 K-A.

190



7.59

It is universdly acknowledged that #appoview; kaxpmd; are modulations; as
‘exharmonic’ suggests, these are pitches which do not occur within agiven &ppovic;
adppovic which, on the basis of the Aristophanic material discussed above (7.18), we
may presume to be heptachordal. If interstrophic modulation was accepted practice
since the time of Sacadas, the criticism & Taiy oTpogai; becomesintelligible as a
violation of convention.122 Moreover, the images of invertibility and reflection fit well
with acircular conception of pstaferi and cwiyac. In Birds, Aristophanes brings
together the image of road and circlein his travesty of Cinesias and the modern
dithyrambic style.

KIN.: MeTopoL & 450w BAA T £ SAACY peAin . . .
PEIS.: somaldpeofo pudvdpou Kool

Ti Belpo moBo oU kuAADY Gvd mdkhow Kokl 123

CIN.: I fly on first one and then another road of i . . .
PEIS.: We welcome thee, lime-wood Cinesias.

Why do you come here circling your lame foot round the circle?

The language is complex. Though the primary reference of i fsipa miGe mi kubdi
fwd kikhov kokdsii—with the punning language of kuariv (“lame”) and kikhow
(“circle”)—seems to be the hdting, modernist dance of a circular dithyrambic
chorus124 it combines with a&iw psAéwov (the melodic path) to form a gloss on the
modulatory nature of the music (méTope & &5 GAloT & EAAav). Thisservesto
confirm the interpretation of Pherecrates’ kaBimsp & Taly donmiow, / dpurrép’ wbrod

122 Cf. D. H. Comp. 19 (194.5-196.7 Roberts): Toir fiz Té wédn wpdpouow T8 par T
TTPOPEY TE KOl QUTIOTPAQOU oy olor T arddfol wéhor, GAd &dv T
fvappoviour fdv Te wpopoTikds #v T: SeTdvour UmolluTon peheblag, A
maao G Tole oTpopaic TE kol AvTIeTPApoLr Thr ol Gyl uAG TTEL |

.ol 6 we Sfupopfomownd kel Tour Tpamour peTifatiow, Awplour TE Kol
Dpuyious kol Aoliour &0 78 obTd Fowart mowlurs;, kel Thy peobiog
QAN TTOW, ToTE pavr fappovious TowoeTs;, ToTE B8 wpuwpo T, ToTE bE
Buordvous ..ol ye B koo DAdEaor kol Tiwdfzov kol Teheomiw, fmsl mapd
we Tolr dpyoiow TeToyamor fu kol o Sifpapfior.

123 Ar. Av. 1374-9; cf. Anacr. fr. 33 (PMG 378).

124 See Dunbar (1995), ad 1379.
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paivsTon 76 G=Lia and the familiarity of cyclic modulation prior to Aristoxenus, as
emphasized by the pleonastic and frequentative &vé kikhow kukhss,

Thus what distinguished the interstrophic modulation of Sacadas from the psTef o
of the later fifth century was not the basic principle of an interrelationship between two
tunings, but the reckless abandon with which the New Musicians crossed from one to
the next, breaking down all distinctionsin the &ppovici. Sacadas moved from one
&ppovic to another; the New Music was ‘exharmonic’, not belonging to an
identifiable heptachordal & ppovic. We learn from ps.-Plutarch that

T & Thov | pae ki Tépmavlpor kiBapebio kel pégpy T Ppiabor d Aoy
mouTeAle GanAf T ofoo SieTéhsr ol wip AV T moAoiby odTwr mosioBol

- - < - L h - " < - " ) -~ -
Top kiBopoabior wr i onfs peTopépay Tar dppovicr kol Tour fufpede f

- S - < - -~ h - - - 125
wilp Tolf VApoL) SKdTTe ST pon THY olksdoy Taon.

In general, the style of citharody practiced by Terpander persisted even unto the time of
Phrynis as one which was altogether simple. For in the old days it was not allowed to
make citharodic compositions like today, nor to transfer the & ppoiat and the rhythms [sc.

beyond their proper boundaries]. For in thenomoi they guarded the proper tuning for each.

Aswe recall, the practice of adhering to one diatonic tuning for each piece is attested
in the Assyrian song catalogue VAT 10101 (1.18, 5.21, 6.17); the same was probably
true of the Hurrian hymns, to judge from the cult song to Nikkal, which was in the nzd
gabli tuning (cf. 2.9, 5.22). But though the Archaic composers were reluctant to
“transfer the &ppovic”, it does not follow that they were unaware of how the tunings
were structurally interconnected—ijust as the compilers of VAT 10101 knew of seven
distinct tunings, whose connectivity was celebrated in the Retuning Text (cf. 1.20).
Again thereferenceisto i &ppovict, the tunings. (Note too that ps.-Plutarch’s
source did not use the normal Aristoxenean term for modulation, psrofidAtzn.) Thus
we read later in the same trestise:

" < " - - L - - B - - < - o
kol ol oAl 82 TEVTE, ouk GmEpo fxovTs moadiy TEY dppowmdin, i
- -~ - " < Eis - - - " - -
RPN ToVTo. ol ydp ¥ Gyvols THE ToldT Ty TTsvoywplay kel oAneoyopdileg

- S LR - L = y = < - " -
auToly alTie wardamTay ouds 5 ayvvowxy ol mepl "Ddupmov kel Téipmavipov

125 Ps.-Plut. de Mus. 1133b-c; for T o read perhaps T £, which can apply to rhythmic as

well astonal arrangement.
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" o -~ - -~ - - h -
kol ol dko Aol rovTsr T TodTww mpoaipéTa mepLdihoy v moduyopliow Ts

kol mokihiowe 126

And all the ancient poets, though not without experience of all the dppaviat, only used
some of them. For it was not ignorance that was responsible for such narrow melodic range
and the moderate number of strings they used, nor was it through ignorance that the circles
of Olympus and Terpander, and those who followed the preference of these men, rejected a

large number of strings and complexity.

Interestingly enough, ps.-Plutarch goes on to illustrate the ancient &Avyoyopfic by
reference to the “three-noted” (Tpixopfa) music of Olympus' Libation Style (cf. 3.5).
In the context of these musicians knowing méaot oi &ppeovict, such ‘gapped’ or
‘defective’ tunings emerge against a diatonic backdrop, exactly as seen in the Balkans
(cf. 3.49). Likewise, the scales of Aristides Quintilianus might represent the
enharmonic and polychordal development of diatony in the later fifth century and the
mixing of the two generawhich Aristoxenus attests. With their frequent quarter-tones
they arein fact largely enharmonic in character. Yet they show sometimes more,
sometimes fewer than the seven pitches which were standard throughout the Archaic
period. Likethe Libation Style, these pitch structures may merely have been selective
against a diatonic background. Indeed, it is hard to see how they could have been
preserved in written form without knowledge of diatony, since the notation system
itself presupposes this method.127

Without going further into the development of the oo TéAz0v and the nature of
its antecedents, we get some idea of the important role of diatony in the fifth century,
and even a distant memory of it in the Archaic period. The diatonic, an essential
theoretical precursor to any more elaborate developments, appears in the earliest
fragment of music theory, Philolaus fr. 6a, and was still presupposed in most of the
relevant Aristotelian problems with their fundamental musical study and test questions
(see further 8.0). The process of interval rotation, mentioned in connection with
Eratocles, would in fact be easiest to effect with the diatonic for, as we saw in the
M esopotamian system, this method of tuning both derives from and gives rise to
cyclical properties which are latent in the phenomena of resonance. Moreover, if itis
correct that this process predates Eratocles, the ‘road map conception should
represent an early stage of the cycle’' s conversion to the graphic two-dimensionality of

126 Ps.-Plut. de Mus. 1137a-b.
127 SeeWest (1992), 262.
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the darnpe Téhaow, By contradt,  mspupopd was demonstrable solely with the lyre,
with each species or oy transformable into another in some progressive fashion.

Thus the evidence suggests the early existence of an integrated system of diatonic
tunings, what Aristoxenus remembered as “the heptachords which they used to call
the &ppovicd”, and Aristophanes as “the method of tuning (& pwreovic) handed down
by our forefathers’. The modulatory relationships between these &ppovict were seen
in circular terms by the later fifth century at the latest on the traditional interpretation
of Eratocles’ m:pipapa; but more probably Eratocles provides the terminus ante quem
for the conception. That Sacadas modulated between three tunings, and so knew in
the Archaic period some larger structural conception that could link these together,
tends to confirm the suggestion that Aristoxenus fundamenta rule of diatonic
“cohesion” (mniyzc) is foreshadowed by details of language in the Hymn to
Hermes. This does not necessarily exclude other approaches to practica and
theoretical lyre music in the early Classical and Archaic periods; it may have been only
one tributary to a complex music-stream (cf. 1.12, 1.22, 2.11, 2.15). Nevertheless, the
diatonic component at least emerges as a self-sufficient and definite Tz, with the
mlomnme  TEAzew  encrusted thereupon as being a robust and indispensable
substructure.  Since these were themselves required to follow diatonic structural
principles, the achievement of the Aristoxenean system was to allow an intrinsically
diatonic interconnection of the various microtonal genera. Thus he succeeded in
protecting the heptachordd, ‘ Arcadian’ integrity of & p o,
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