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ABSTRACT
In this paper, I offer a close discussion of the musical innovations attributed to Phrynis, Timotheus and
other ‘New Musicians’ mentioned in a famous fragment of Pherecrates’ Chiron, interpreting this
fascinating passage in the light of the extant evidence about ancient harmonic theory and practice, as
well as the latest research findings. In particular, I shall advance a new hypothesis concerning the nature
of Phrynis’ innovative ‘twister’ (strobilos): producing a special bending (kampe) of a semitone, this gadget
allowed Phrynis to combine five different farmmoniar (Dorian, Phrygian, Lydian, Iastian and ‘Loose
Lydian’) in the same twelve-string tuning. Making a subtle modification to this device, Timotheus
further expanded the harmonic palette of his twelve-string kithara, introducing the lamenting aulos-mode
par excellence, the Mixolydian, into the realm of lyre music. Philoxenus increased this system by adding
an extra string, reaching the 13-step arrangement which is at the heart of Aristoxenian harmonic theory.
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‘WritHout TIMOTHEUS, MUCH OF OUR MELOPOIIA WOULD NOT EXIST; BUT
WITHOUT PHRYNIS, THERE WOULDN T HAVE BEEN | IMOTHEUS : PHERECRATES
TWELVE STRINGS, THE STROBILOS AND THE HARMONIC PARANOMIA OF THE NEW
Music’

‘Without Timotheus, much of our melopoiia would not exist; but without Phrynis, there wouldn’t
have been Timotheus’: so writes Aristotle in a famous passage of the Metaphysics.! In this paper,
I shall offer a close discussion of the musical innovations attributed to these and other ‘New
Musicians’ mentioned in a much-debated fragment of Pherecrates’ Chiron, reading this
intriguing, if at times enigmatic, passage in the light of the extant evidence about ancient
harmonic theory and instrumental practice. In particular, I aim to show how the technical
innovations that Pherecrates ascribes to Phrynis — notably his use of ‘exharmonic’ bends
(kampaz) and his introduction of a mysterious ‘twister’ (strobilos) — indeed played a crucial role in
expanding the harmonic palette available to virtuoso kithara players, and thereby paved the way
for the complete ‘destruction’ of the esteemed farmonia of old undertaken by Timotheus and

further expanded by Philoxenus.

1. Pherecrates’ Chiron: the harmonic evolution of the New Music and the
rivalry between auloi and kitharai

Let us start by sketching briefly the dramatic context of the Pherecrates fragment, which is
preserved in the Pseudo-Plutarchan treatise On Music (1141d-1142a = fr. 155 PCG).2
In this remarkable piece, a personified Lady Music is put on stage and her body displays clear
signs of ill-treatment. To explain her sorry state, Lady Music provides her interlocutor, Lady
Justice, with a detailed account of the savage and perverted attacks she suffered on the part of
the most distinguished exponents of the avant-garde style known in modern scholarship as the
‘New Music’. In order to portray appropriately their violent ‘contempt for law’ (paranomia), Lady
Music plays with technical notions and specialised vocabulary related to the realm of string
music, producing a long series of effective and provocative double-entendres. For instance, she

laments that Melanippides ‘made [her] slacker with his twelve strings’,> whereas Phrynis ‘bent

* I wish to thank the anonymous reviewer for his helpful and detailed remarks, and Dr Enrico E. Prodi for
discussing with me some textual issues raised by the Pherecrates fragment.

U Arist. Metaph. 993b15-16: el pev yap TpoBeog pr) éyéveto, moAv av pehomotiav odk eiyopev - el 8¢ pr| Ppdvig,
Twpdbeog odx av éyéveto. See also Phot. Bibl. 320b.

2 A Greek text and a new English translation of this passage are provided in an appendix to this article. All
translations are mine, unless otherwise noted.

3 Fr. 155.5: yalapwrtépav T’ éroinoe yopdaig dwdexa.



and twisted’ her body ‘into five different modes (harmoniar)’ with his new instrument of torture,
the ‘twister’ (strobilos).* And when Timotheus found her walking on her own — a neat image that
hints at solo musical performances and, at the same time, casts Lady Music in a rather
unflattering light by Athenian standards® — he ‘untied” her and ‘loosened her up’ with his twelve
strings.®

Here we are already faced with the first puzzling element of this story, namely Pherecrates’
insistence on strings: why did he choose to centre his parody on string instruments, and not on
the aulos? One could think that Pherecrates’ preference stemmed simply from the fact that
strings offered him plenty of useful material for his sexual innuendos. This is of course the case,
but it would not have been any less true for the aulos, especially given the dubious moral
reputation that female aulos players had in Classical Athens.’

The aulos would have been a perfect candidate also for another important reason, namely that
the bold musical innovations introduced by the New Musicians were epitomised by the
development of a ‘new’, highly mimetic kind of dithyramb — the realm of aulos music par
excellence.® The same applies also to the other key battlefield of the New Music, which was
known in antiquity as ‘theatrical music’ (skénike mousike): the performance of tragedies and
comedies, once again genres normally accompanied by the aulos and not lyres.

Technical evidence too shows that the much-discussed harmonic innovations characteristic of
the New Music originated in aulos playing. For instance, immediately before quoting the
Pherecrates passage that is the focus of our discussion, the author of the Pseudo-Plutarchan
treatise explicitly identifies the aulos’ polyphonia as the origin of the ‘multiplication of notes’ that
characterised the first ‘musical revolution’ of Greek history, i.e. the new dithyrambic style

developed by Lasus (De Mus. 1141c: mheioai te $pOOyyoig xal Sieppppévolg ypnodapevog |...]).7

4 Fr. 155.14-16: ®pdvig & 1810v otpofihov epfardv tiva /xapmtwy pe kal otpédwy OAny diEpBopey, / el¢ mévte
yopdaig dwdey’ appoviag Eywv. Here I have adopted Martin West’s brilliant emendation eig for the MSS év: cf.
West 1992a, 28-9.

3 Only prostitutes and slaves would walk unaccompanied, whereas ‘respectable’ women did not normally leave
their homes (and at times even their chambers) unattended: e.g. Hom. Od. 1.328-36, Theognis 1.579-82, and
SEG xxxix.868 (Keos), a decree which prohibits ‘free women and girls’ from walking alone, and establishes fines
of ten and five drachmas for these offences.

6 Fr. 155.25: améhoe xavélvoe yopdaig dwdexa.

7 Cf. Lynch in press.

8 See e.g. Pratinas PMG 708, who vehemently attacks the preeminence gained by virtuoso aulos players over
choruses. Taplin 1987, 103, suggests that line 10 might contain a pun on Phrynis’ name: mate tov ¢ppvveod mowkiov
nvoav Eyovta (ppuveod Girard; ¢ppuvarov MS A). If his thought-provoking suggestion is correct, then Pratinas
would be attacking here the skilled auletes that ‘have the breath of the mottled toad/Phrynis’, i.e. those that
performed his innovative dithyrambs. On Phrynis’ harmonic innovations, see §4 below.

9 According to Martin West (1992b, 346), Lasus’ innovations may have consisted in introducing enharmonic
divisions of the semitone into vocal music, following the model of the ‘all-toned’ aulos (Pind. OL 7.12, Pyth. 12.19)
— a flexibility that diatonic lyres could not emulate. For the contrast between an archaic aulos style featuring



The author significantly highlights that this first paradigm shift was akin to the radical harmonic
revolution brought about by Melanippides in more recent times — that is to say, precisely the
‘first offender’ mentioned by Lady Music in Pherecrates’ Chiron. Similarly to Lasus,
Melanippides too ripped ancient music ‘into a multiplicity of notes’ (Siéppupev eig mAgiovag
$pBoyyovg, 1141c), thereby mangling the revered model of the seven-stringed lyre harmonia
traditionally ascribed to Terpander.

In similar vein, the most renowned Classical aulete, Pronomus of Thebes, was remembered as
the first to have been able to play all of the three basic harmoniai — Dorian, Phrygian and Lydian
— on one and the same instrument.'Y The crucial importance of this kind of modulations for
the mnovative style of the New Music is discussed in a famous passage by Dionysius of
Halicarnassus, which provides us with further interesting details:

ot 8¢ ye diBvpapPomoiol kai Tovg TpdToVG petéfarov Awpiovg te kal Ppuyiovg
xal Avdiovg v @ adt® dopatt towdvreg, kal Tag pewdiag éZnAAattov tdte pev
Evappoviovg molodvTeg, TOTe 8¢ Ypwpatikag, tote 8¢ datdvoug, kal Tolg pudpoig
xatd moAM|v adeiav évelovaidlovteg dietélovy, of ye O kata PnoEevov kal
TipéPeov xai Teleotv, &mel mapd ye ol dpyaiolg tetaypévoc fv kai 6
S18vpapf3og.

(Dion. Hal. Comp. 19, 85.18-86.7)
Indeed, composers of dithyrambs used to switch between modes too, employing
Dorian ones as well as Phrygian ones and Lydian ones in the same song; they
changed also melodic patterns, making them sometimes enharmonic, sometimes
chromatic and sometimes diatonic. And they persevered in practicing such licences
with great impudence also in their rhythms — I mean composers such as
Philoxenus, Timotheus and Telestes, since among the ancients the dithyramb too
was orderly and regulated.

Once again, we are told that the defining trait of this innovative musical style consisted in an
intensive use of various sorts of modulations. Harmonic modulations clearly take central stage
here,!! and affect not only the basic structures of the scales — changing between Dorian,
Phrygian and Lydian systems — but also their inner ‘melodic paths’ (meloidiar), moving between

enharmonic, chromatic and diatonic divisions of the tetrachord.!?

undivided semitones and a later archaic/early Classical one with divided semitones, cf. Ps.-Plut. De Mus. 1135a—c
and 1137a—b. See also D’Angour 2011, 195-229.

10 Paus. 9.12.5, Ath. Deipn. 14.631e. These auletic modulations were made possible by the introduction of rotating
collars: cf. West 1992b, 87, 97. On the basic nature of these three modes, see e.g. Ps.-Plut. De Mus. 1134a (archaic
auletes used these three modes in different strophes, switching instruments between them), Bacch. Isag. 303.3—4,
and other passages discussed below.

Il The same contrast between an earlier focus on rhythmical variations, and a later interest in melodic/harmonic
modulations is outlined at De Mus. 1138b—c.

12 These terms correspond to the three basic genera identified by Aristoxenus (e.g. ap. Ps.-Plut. De Mus. 1143e):
enharmonic  (quartertone+quartertone+ditone),  diatonic  (semitone+tone+tone) and  chromatic
(semitone+semitone+tone-and-a-half). These basic models could be subject to subtle alterations known as tuning
‘shades’: cf. Barker 1989, 12—13.



These daring experiments are again attributed to our ‘usual suspects’, Timotheus as well as his
younger colleagues Philoxenus and Telestes, and their highly mimetic dithyrambs. And yet,
there was another equally distinguished and innovative musical genre that was strictly related
to stringed instruments: the so-called nomot, solo musical songs accompanied by the professional
many-stringed kithara. As one of the Aristotelian Problems tells us (19.15), these solo songs were
particularly suited to musical contests because of the extraordinary mimetic qualities that
stemmed from their technical complexity. Thanks to frequent modulations and a rejection of
antistrophic structures in favour of ‘through-composed’ free-forms, professional kitharodes
were capable of producing sustained mimetic representations!? in ‘long and multiform’ songs,!*
which undermined the consistent ethos preserved by simpler unmodulating choral pieces.!>
Interestingly, the only extended specimen of kitharodic nomo: that has survived to this day is
precisely by Timotheus (Persians, PMG 791), and confirms many of these traits with regard to
its dramatic and rhythmical qualities.!®

More generally, we know that polychordia (‘many-stringedness’) became one of the characteristic
hallmarks of the New Music, both in a positive sense in the New Musicians’ unabashedly proud
self-promotion and as a symbol of its corrupted ethos in the eyes of conservative critics.!” As
Plato tells us, this polychordia represented an attempt to emulate the astounding modulating
capabilities of the aulos on professional stringed instruments, to such an extent that the aulos
could be ironically described as ‘the most polychord’ instrument of all.'® This witty remark
clearly hints at important technical developments, which we can identify in greater detail thanks
to the testimony offered by other Classical sources. For instance, a celebrated fragment by Ion
of Chios extols the rich harmonic palette of his new eleven-stringed lyre and highlights its

unprecedented ability to produce ‘concordant three-way paths of harmonia’ (fr. 32 West).!? We

13 Ps.-Arist. Probl. 19.15, 918b16-18: xaBamep odv xai td prpata, xai @ péhn tf] ppoer frolovBel del Etepa
yvopeva.

14 Ps.-Arist. Probl. 19.15, 918b15-16: 1] 01| £yiveto paxpd xai toivedng; cf. Gaud. Isag. 331.18-19 Jan, on the
multiform realisations (roAveid&) of the chromatic genus, a point that is relevant for the discussion below (esp.
§5). The same features characterised also solo songs employed in late tragedy (apo s skenes, Probl. 19.15, 918b26—
29).

15 Ps.-Arist. Probl. 19.15, 918b22-25: petafBdAhery yap moAdg petafoddg @ évi pdov | tolg moAholg, kal TQ
AywvioTh §} 01g T §80g pvAdTTovaty. 81 dmhodatepa émoiovy adtoic Ta pé. 1 8¢ dvtiotpodog amhodv [...].
Cf. Arist. Quint. De Mus. 15.19-20.

16 PMG 791; cf. Hordern 2002.

17.On the politics of polychordia, see Csapo 2004, Power 2007 and LeVen 2014, 81-83. On the oligochordia of the
archaic music destroyed by Crexus, Timotheus and Philoxenus, cf. Ps.-Plut. De Mus. 1135d.

18 PL. Resp. 3.399d3-5 (1} 00 todto modvyopddtatov, adtd td mavappovia adrod toyyavel dvta pipnpa |...]), with
Lynch 2016a, 183—4. See also PMG 947.

19 As I will show elsewhere, Ton’s reference to the karmonias triodous available in his eleven-stringed lyre tuning most
likely refers to the set-up required to modulate between the traditional seven-stringed forms of the Dorian,
Phrygian and Lydian harmoniai on the same instrument, without stopping to retune it. A different but kindred
account of this passage is offered in West 1992a, 23-8.



also hear of special kind of short-lived lyre, called the ‘tripod’ (Ath. Deipn. 637b—1), which was
invented by Pythagoras of Zakynthos and allowed him to switch between Dorian, Phrygian
and Lydian modes without changing instrument or retuning — that is to say, precisely the feat
accomplished by Pronomus on the aulos.

All these testimonies clearly indicate that the competition between auloz and professional lyres
was one of the key stimuli that led to the development of the complex, if controversial, harmonic
modulations characteristic of the New Music, and the beginning of this process is to be
identified in the realm of aulos music.

In keeping with this, in his ground-breaking 2010 monograph, Stefan Hagel has cogently
shown that the ‘ancient scales’ preserved in Aristides Quintilianus’ De Musica record precisely
the arrangement of different modes on modulating auloz. In fact, if we set each scale to the pitch
of its respective ‘intermediate note’ mese 20 — the note that was the key reference point for ancient
scales, just as the tonic is for us?! — it becomes apparent that these scales belong to one and the
same modulating instrument, as their top notes fall on the same pitch and the rest can be

accounted for fairly easily in terms of instrumental design.??
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Figure 1: The Aristides scales as aulos modes

(selection of Dorian, Phrygian, Lydian; half sharp sign # indicates quarter-tone intervals)

20 The relative pitch of the ‘intermediate notes’ (mesaz) of different modes is enshrined in the Greek notation system
(Hagel 2010, 13), and is also discussed in theoretical treatises (esp. Ptol. Harm. 54—64, with Barker 1989, 23-5,
327-37). Hence, we know for instance that Lydian mesé stands a tone above Phrygian mese, which in turn stands a
tone above Dorian mese. As for the absolute pitch of these notes, Stefan Hagel has persuasively shown that Lydian
mesé corresponded approximately to our modern a (Hagel 2010, 452-3 and 68-92), making Phrygian mesé g,
Dorian mesé fand so on. See also Aristox. . Harm. 47.1-16, where the author describes two modulating systems
that arranged the Zarmoniai on the basis of the relative pitch of their mesaz (EL. Harm. 47.1-16 Da Rios); these systems
are probably to be identified with the two archaic ‘ways’/ ‘styles’ (fropor) mentioned at EL Harm. 29.18.

21 Cf. Ps.-Arist. Probl. 19.36, where the very notion of ‘being in harmony’ is defined as standing in a specific relation
to mese. Mese was also the first string to be tuned (Dio Chrys. 68.7), sometimes to the pitch of an aulos (Xen. Symp.
3.1.1).

22 Hagel 2010, esp. 34-8 and 390-5.



But how could all this be emulated on a lyre? This is the question that will occupy us until the
end of this paper and the answer lies, I believe, at the heart of Pherecrates’ ironic portrayal of

Lady Music’s demise.

2. The basic structure of traditional lyre harmoniai

Before addressing this question, however, we need to take a moment to review some key
technical features that informed traditional lyre tunings and told them apart from auletic
scales.? A clearer understanding of the traditional lyre model will allow us to appreciate its
evolution under the influence of the New Musicians’ aulos-driven experimentations, which
ultimately led to the many-stringed kithara tuning mocked by Pherecrates.

As Stefan Hagel has shown clearly, two well-defined technical traits characterised the lyre
tunings traditionally employed by musicians from Philolaus’ time down to Ptolemy. Firstly, lyre
tunings had an essentially diatonic nature, in keeping with their Mesopotamian counterparts,
even though they admitted some slight variations in their finer tuning shades.?* Secondly, they
conformed to a basic framework,?> known as harmonia without further qualifications, which
spanned an octave and was divided into two tetrachords separated by a tone: an interlocking
and symmetrical system of fourths and fifths, which arises from the process of tuning the
instrument by means of concords.?® The remarkable consistency of this model is represented in
Figure 2, which also shows that this octave harmonia was not merely a theoretical construct:?’
on the contrary, this framework informs precisely the selection of kithara and lyre tunings that
Ptolemy records as being still employed by traditional players of these instruments, showing

how this practical model remained unchanged throughout Greek culture.??

23 Cf. Arist. Quint. De Mus. 77.26-7: 00 yap tadtov (dfig eldog #v te kiBapa kai adA mpémov (‘for the shape/form
of a tune suitable for the Aithara is not the same as that of the melody proper to the aulos’).

2+ Hagel 2010, 436.

25 Hagel 2010, 109 and 196.

26 Cf. Philolaus fr. 6 Huffman, with Barker 2007, 265—6, Lynch 2016a and 2019.

27 Of course, the framework defined by this octave harmonia was destined to play a central role in harmonic theory
too, as will become clearer below. But the point I wish to emphasise now is that only lyre/kithara tunings conformed
consistently to this model, whereas aulos modes did not. Cf. Lynch 2016a, esp. 280-3.

28 Ptol. Harm. 39.8-17, 80.6-18, with Barker 1989, 356-61, and Hagel 2010, 196.



Philolaus’ harmonia Ptolemy’s cithara tunings

(Fr. 6a Huffman) (Harm. 2.16)
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Figure 2: The Stable Framework of Lyre harmoniai

In this connection, it is telling that one of the Aristotelian Problems (19.35a) defines the octave
as ‘the most beautiful’ and the ‘most complete’ consonance on the grounds that it contains the
other two in itself and, therefore, represents nothing less than the ‘unit of measurement (metron)
of melody’ as a whole.?? In keeping with this, the octave framework of harmonia and its four
stable ‘boundaries’ (horot) — ¢-f~g-¢’ — were destined to play a key role also in Aristoxenus’
harmonic theory. In fact this set of four notes defines the essential model that underlies
Aristoxenus’ system as a whole, and he significantly calls them ‘fixed/immovable’ notes, 1i.e.
notes whose relative pitch should not be altered.??

Therefore, in order to produce different modes on a lyre, it was necessary to ‘fit’ (harmozein)
different sequences of intervals within this octave system, starting from the basic diatonic series
that results from the process of tuning the lyre by means of ‘concords’.3! After setting the pitch

of the ‘leader’ string mese,?? all the other strings were tuned by alternating intervals of fifths and

29 Ps.-Arist. Probl. 19.35a, 920a.36-8; see also Ptol. Harm. 50.12—20.

30 On the customary division of the notes of a tetrachord into ‘fixed’ and ‘movable’, cf. e.g. Aristox. EL Harm.
28.10-12, 57.13-59.16.

31 81a ovpgwviag: cf. e.g. Aristox. El. Harm. 31.1, 68.15-69.2, 69.9; Ptol. Harm. 1.14.2.5, 1.16.77; Ps.-Plut. De Mus.
1145b—c. This standard procedure was one of the very first skills learned by lyre students: see e.g. Ar. Nub. 968.

82 Dio Chrys. 68.7; on mese as ‘leader’, see e.g. Ps.-Arist. Probl. 19.33, 19.36. Cf. the tuning system for
Mesopotamian lyres detailed in UET VII.74, with Franklin forthcoming.



fourths, and the simplest harmonia that results from this procedure is nothing less than the
renowned Dorian diatonic mode.33

From this perspective, it is far from surprising to find out that the diatonic genus was regarded
as ‘the first and the oldest’ (Aristox. £l Harm. 24.20-25.4) or the ‘most natural’ (physikoteron),3*
as opposed to the advanced ‘technical’ character of the chromatic (technikoteron) and the exacting
nature of the enharmonic.?> This primacy of the diatonic is reflected also in Cleonides’ digest
of Aristoxenian harmonic theory, where the complete series of the seven octave species (¢eide dia
pason) is recorded only in diatonic form (197.4-199.1 Jan).

Another aspect of Cleonides’ list suggests a lyre-based conception too. In fact, the seven modes
are first listed in descending order of pitch of their relative mesaz, but then each of them is
defined on the basis the relative placement of the semitones in the sequence: that is to say,
precisely the intervals that are ‘left behind’ (letmmata) after setting up a lyre harmonia by means

of concords.3¢

MIXOLYDIAN STttSTtt ¢
Lypian ttSTtt£ST
PHRYGIAN ESTCLZSTt
DorianN STttZSTtt
HyrorLypian ttZSTttLST
HyroPHRYGIAN tZSTtESTt
HyropoORIAN ESTtESTtt

Figure 3: The lyre-based, diatonic species of the octave

(Cleonid. 198-9 Jan, Arist, Quint. 15.8-20; mese marked in bold and underlined, St in small caps)

In similar vein, the other major source that preserves the list of the seven species of the octave,
Aristides Quintilianus, precedes it with an explanation of the special terms employed ‘by the
ancients’ to indicate the fourth, the fifth and the octave, namely syllabé (‘grasped together’),
di’oxeion (‘through the high-pitched strings’) and harmonia (Arist. Quint. De Mus. 15.8-20) — terms

that, as we know from Philolaus, belonged specifically to the realm of lyre playing.3’

33 On the basic nature of the Dorian lyre mode, cf. Ar. Eq. 984-96; on its distinguished cultural status, see e.g. PL
Lach. 188d.

3+ Arist. Quint. De Mus. 16.10-11; cf. Theon. Math. Plat. 56.3-5.

35 Arist. Quint. De Mus. 16.12—18, perhaps summarising genuine Aristoxenian material.

36 Cf. Ptol. Harm. 23.2 and passim, and Pl. Tim. 35b4—36b6.

37 Philolaus fr. 6 Huffman, with Barker 2007, 264—76. Aristoxenus credits to Eratocles and his followers the
approach according to which different schémata of the octave may be produced by cyclically reordering a fixed
sequence of intervals (£ Harm. 10.19-11.12, 46.7-10).



3. Pherecrates’ first offender: Melanippides’ twelve-string tuning and the

three most ancient tonoi

Keeping all this in mind, let us now go back to Pherecrates’ Chiron and look in detail at his
comic characterisation of the progressively more heinous crimes perpetrated by the New
Musicians against the harmonious body of Lady Music.

The first offender named by Lady Music is Melanippides, who is literally defined as the
‘initiator’ of all her troubles (fr. 155.3, &poi yap fpée OV kax®v Mehavirridng). Indeed, as
mentioned above, Melanippides had already been singled out at the very beginning of this
section of the Pseudo-Plutarchan treatise as the first composer who dared to taint the revered
seven-stringed tuning that survived untarnished since Terpander’s time. According to the
Pseudo-Plutarch, Melanippides distorted this ancient model by ripping it into ‘a multiplicity of
notes™® — that is to say, exactly the same trait that a few lines earlier characterized the aulos’
revolutionary polyphonia.

As we have seen in paragraph 1, the defining technical feature that corresponded to the
‘multiplication of notes’ first introduced by the New Musicians was the ability to modulate
seamlessly between Dorian, Phrygian and Lydian on one and the same instrument — a tuning
system that, on the aulos, looked something like Figure 1. From this point of view, it is worth
noticing that Pherecrates’ Lady Music does not literally say that Melanippides was the ‘first’
(mpdtog) to have achieved the same result on lyres. This is an emendation proposed by Meineke
but the manuscript text reads mpwtoig in the plural®® — a word that may have entailed a
suggestive reference to the ‘first #ropor’, following the usage attested in Aristoxenus, Dionysius of

Halicarnassus and Bacchius.*? This expression is also akin to the words employed by Ptolemy

38 Ps.-Plut. De Mus. 1141c—d: ‘Similarly also the later composer Melanippides did not remain within the kind of
music that preceded him, and neither did Philoxenus or Timotheus. For he (sci/. Melanippides) scattered about
and increased the notes of the lyre, of which there had been seven as far back as Terpander of Antissa (odtoc yap,
gntadpBoyyov Thg Aopag drapyovorg £w ei¢ Tépravdpov tov Avticoalov, Sigppupev eig mheiovag ¢pOGyyovs). And
aulos music too changed from simpler to more varied: in fact, in the olden days up to Melanippides, the composer
of dithyrambs, aulos players were paid by poets — a fact which shows how poetry took the lead, whereas aulos
players were subordinate to chorus instructors. Later on this custom too was destroyed, so that also the comic poet
Pherecrates put on stage Music herself in the shape of a woman, her whole body completely disfigured by torture
[...]’. On the dominant place gained by aulos players, cf. Pratinas PMG 708 with note 8 above.

39 Fr. 155.4: év tolol mpwroig 6¢ Aafayv avijké pe. Meineke emendation mp&rog is not very helpful, as it is not
clear in what exactly Melanippides would have been the first to take Lady Music. Perhaps the text read something
like tpomoIoL TPpoToIS or (less likely) mpdotoig TpoTOIoY (‘taking me in the first ways/manners’) — see above and
note 40.

10 El. Harm. 29.17-30.1: 1toig 8¢ ovvelBiopévoig TV dpyxalk@v tpdmwy ol Te TPATolg kal Tolg SEVTEPOLS Kavig
SAAOV &0t TO Aeyopevov. See also Dion. Hal. Comp. 19, 85.18-86.7 (quoted above) and Bacch. Is. 303.3—4: ‘those
who sing the three #ropoi, which ones do they sing? (Of 0dv Tovg Tpeig Tpdmovg ddovteg tivag dSovot;) Lydian,
Phrygian and Dorian (A0Si0v, ppdylov, Scwpov). And those who sing seven, which ones do they sing? Mixolydian,
Lydian, Phrygian, Dorian, Hypolydian, Hypophrygian, Hypodorian.” As we shall see, this list of seven tropoi
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to identify the group of the three ‘most ancient tono2’, once again corresponding to the Dorian,
Phrygian and Lydian modes,*! which according to him were the only ones employed by the
‘ancients’ in traditional songs:*?

ATARDG Yap tovg TPEIS [seil. TOvoug] Tovg dpyaiotdTovg, kalovpévoug & duiplov
xal ppdyov kdl Adov mapa tag af wv fplavto EBvav dvopadiag |...] tOvw,
dapépovtag AAAwY DtoBEpevol, kal Sid ToDTo Tow TOVOLS adTOdS HvopdoavTeg

(Ptol. Harm. 62.19-22)

The three most ancient fonot, which are called Dorian, Phrygian and Lydian after
the name of the people who produced them [...], differ from each other by a tone,
and perhaps they called them tno: for this reason [...].

So how would this kind of modulation look on a lyre? As shown above, the Dorian diatonic
mode was the basic model for all lyre tunings,** so that should be our starting point. If we
combine it with the Phrygian and Lydian octave species detailed by Cleonides, Aristides and

Ptolemy,* a few surprising elements emerge:

c db eb f g aP b c

Dorian b
mésé f

c d eb f g a bb c

Phrygian ¢ +——o ¢ ¢ ¢ o ¢
meésé g

c d e f g a b ¢

Lydian P G G G Y
meseé a

Total 12 strings c dbd eb e f g ab a bbb ¢

Figure 4: Melanippides’ twelve-string tuning

corresponds exactly to the range of modes that was available on the advanced twelve-string tuning mentioned by
Pherecrates. On the use of the term #rgpos to refer to sexual habits, see e.g. Theopompus ap. Ath. Deipn. 6.260f; see
also Aristoph. Ran. 1325-30, where Aeschyluses accuses Euripides to compose melodies/limbs (peAomoidv) on
‘twelve-trick Cyrene’, a famously skilled prostitute, and subsequently mocks the #opos of these solo songs (tov t@v
povdidV SieleAbely TpoTOV).

41 On the basic nature of the Dorian, Phrygian and Lydian, see also Arist. Quint. De Mus. 23.1-2 (Eiol 8¢ @ yévet
tovol <y> - dwplog Gppidyog Adiog) and Ath. Deipn. 637d—e (Siévepev 8¢ g Tpelg ywpag talg Tpolv Gppoviag i
te dwplot xal ppuylot kai AvdioTi).

42 Cf. passages quoted in notes 40 and 41, as well as Ptol. Harm. 56.4-6: 003¢ 0 mpoexexdPel Tdig Taraudig 1) péypt
00TV Tapadinog TOV TOvwy — pdvoug yap 1, 8ewcav tov te dWplov kdl TOV ¢ppdyov kdl TOV AoV EVi Thvw,
Siapépovrag AAAAwY kTA. On parauxesis as the origin of new musical scales, cf. Arist. Quint. De Mus. 15.6-8.

3 For the sake of clarity, the tuning systems detailed in Figure 4 and following are based on the standard diatonic;
however, the practical Aithara tunings recorded by Ptolemy and reported in Figure 2 above show that these tunings
admitted various diatonic shades, and this principle perhaps applied also to the tunings reconstructed in this article.
# Cf. Figure 3 above.
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First, all three modes conform to the basic framework of the lyre harmonia, which covers an
octave and comprises two tetrachords separated by a tone (¢c-f-g-¢’). Second, the three mesa:
proper to each scale — i.e. the so-called dynamic mesai, marked in bold — fall exactly a tone
apart, as Ptolemy prescribes. And the very fact that this tuning structure comprises more than
one ‘dynamic’ mesé is illuminating, since this is exactly the definition of ‘modulating system’
provided by Cleonides and Aristides Quintilianus:*

TR 8¢ tod <dpetaforov> xai eppetafdrov dwoioel, kab fijv Sadéper T Anhd
ovoTpata TOV pry ATAQV. ATAG pév ovv €0Tt TA TPOg piav péony fppoopéva,
SimAd 8¢ ta mpdg dvo, TpAd 8¢ td TPdG TPETS, ToAamhdoia 8¢ TA TPOg TAEiovag

(Cleon. Is. 201.14—18 Jan)

The difference between ‘unmodulating’ and ‘modulating’ systems is the same as
that between systems which are simple and those which are not. For simple systems
are attuned to one mesé, double ones to two, triple ones to three, complex ones to
several [...].

Finally, the number of strings required to produce all these modes on the same instrument is
twelve,? that is to say precisely the number of strings that Pherecrates attributes to

Melanippides’ tuning.

4. ‘Five harmoniai in twelve strings’: Phrynis the ‘Ionian-bender’ and his

innovative ‘twister’ (strobilos)

Twelve strings characterise also the tuning that Pherecrates ascribes to Phrynis, the composer
that Aristotle singled out as the key precursor of Timotheus’ daring musical style. Pherecrates
too highlights the crucial role played by Phrynis in the development of this musical trend,
especially with regard to a new ‘gadget’ of his invention: the ‘twister’ (strobilos), a device which
allowed him to produce special melodic ‘bends’ (kampaz) that were to become a hallmark of the

New Music in general, and his own style in particular.*’ This ‘bending and twisting’, Lady

# Aristides Quintilianus (14.24-6) defines ‘unmodulating (ametabola) systems’ as having one mese, while ‘modulated’
ones (metaballomena) as having more than one.

46 An exceptionally detailed representation of a twelve-string kithara is offered in a Herculaneum fresco (Insula 'V,
17-18, Guzzo 2003, 105); another remarkable Herculaneum fresco (National Archaeological Museum of Naples,
inv. nr. 9109 LIMC 1.2 s.v. Achilleus 51) portrays Chiron — the subject of Pherecrates’ comedy — teaching Achilles
to play a many-stringed kithara that comprises at least 11 or 12 strings (non vidi). For further examples, see West
1992b, 63.

47 See e.g. Ar. Mub. 969-70: ‘If one of them dared bending a certain bend (kappeiév tiva xapmv) such as those
they play nowadays in Phrynis’ style (tdg xatd ®pdviv), which are so hard to bend (tdg Svoxoloxapmrovg) [...]"
Cf. Franklin 2013, 226-31; Restani 1983, 156—66.

12



Music tells us, ‘destroyed her completely” (xaprrwv pe kai otpépwv Oy diEpBopev), since
Phrynis was able to produce ‘up to five harmoniai in twelve strings’ (eig mévte yopdaig dwdey’
appoviag €ywv). But how can we identify the two modes that, added to the three employed by
Melanippides, would bring us to a total of five?

Some evidence to this effect is ironically offered by Phrynis’ most famous rival, Timotheus. In
one of his characteristically smug outbursts,*® Timotheus heralds his own victory over Phrynis
and calls him disparagingly ‘a lIonian bender’ (tov iwvokaprrav, PMG 802). As some
commentators have observed, this nickname cannot possibly allude to Phrynis’ origins, given
that Timotheus himself was Ionian while Phrynis was not, and must therefore refer to Phrynis’
distinctive use of the Ionian mode.*’

Strikingly, it is indeed possible to incorporate the formalised counterpart of the Ionian mode,
the Hypophrygian octave species,® into the twelve-string tuning we have reconstructed for
Melanippides without making any alterations to it. In fact, the set of intervals proper to the
Hypophrygian tonos is already hidden in this harmonic network of sounds, with the only

difference that the mesé of the new Ionian mode must be identified with a different note, d

(Figure 5).

c db eb f g ab bb c
Dorian * o ¢ * * *
mésé £

c d eb f g a bb c
Phrygian ¢ o ¢ ¢ o o ¢
meésé g

c d e f g a b ¢
Lydian ¢ ¢ L ¢ ¢ o
mése a

c d e f g a bP c
Tonian harmonia
mésé d
Total 12 strings c dbd e” e f g a® a b*b <

Figure 5: Phrynis’ Ionian Aarmonia

8 Cf. Plut. De laude ipsws 539c, Tim. PMG 796 and 791.202—40.

+ West 1992b, 361. Phrynis came from Mytilene on the island of Lesbos.

%0 On the éthos of this mode and its use in imitative, non-antistrophic song, cf. Ps.-Arist. Prob/. 19.30, 19.48. On the
correspondence of Hypophrygian and Iastian in traditional kithara tunings, cf. Ptol. Harm. 39.14, 80.16, with Hagel
2010, 58; see also Winnington-Ingram 1968, 17, 27, Barker 1984, 283, Barker 1989, 360.
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But what kind of ‘exharmonic bending’ did Phrynis apply to this Ionian mode in order to

produce a fifth ~armonia? And how is this related to his infamous strobilos?

In 2011, Egert Pohlmann published the images of two newly discovered tuning mechanisms
found in separate tombs in Leucas, dating from the 5% century BC. He defined them as ‘tuning
pegs’ representing ‘the immediate forerunners of their Hellenistic counterparts’, and proposed

to identify them with Phrynis’ strobilos.>!

Figure 6: Leucas’ tuning mechanisms (P6hlmann 2011, 128)

While his general reconstruction is very persuasive, there are a few features of the Leucas
findings that tell them apart from tuning pegs and suggest a slightly different usage. First, they
are made of bone, not wood, making them sturdier than most Hellenistic pegs. Second, these
two items were found separately in different tombs, indicating that each belonged to a single
instrument, whereas tuning pegs are found in fairly large amounts (up to 28) together with the
relative instruments.”? Finally, the Leucas mechanisms do not feature any holes to fasten the
strings, a defining trait of Hellenistic pegs. Their shapes are remarkably different too, especially
with regard to the two protruding spikes that are close, but clearly separate from, the large flat
head at one end of the shatft.

The combination of these elements opens the possibility that the Leucas tuning mechanisms
might not have been exactly tuning pegs but rather individual levers, which could be hinged to
the instrument by means of the two protruding prongs and rapidly altered the pitch of a specific
note by a well-defined interval. These sorts of devices are still employed nowadays in folk lyres
and harps: these so-called ‘sharping levers’ (Figure 7) allow skilled players to modify quickly
and easily the pitch of a single string by a semitone in the course of a performance, operating

the lever with their left hand without stopping to re-tune the instrument.>3

51 P6hlmann 2011, with further bibliography.

52 See the example of the Dardanos lyres discussed in Byrne 1993, with further references.

33 See also the so-called ‘hook harps’, diatonic instruments fitted with ‘strong metal J-shaped hooks inserted in the
neck’. Thanks to these devices, players can ‘raise the pitch of each string by a semitone simply by turning its hook’.

14



Figure 7: Detail of a modern folk harp with sharping levers on C and F strings.

Figure 8A offers schematic representations of this hypothetical device and its support system,
which might have been attached to, or otherwise integrated into, the instrument’s yoke. Such
a set-up would be consistent with Lady Music’s claim that Phrynis shoved his new twister into
her body (¢pfaicv), and this unique feature of his instrument would have represented a natural
target for Pherecrates’ comic verve.

Both of these points are significantly featured in a scene depicted on a Paestan red-figured bell
krater by Asteas (Figure 8B and 8C) which is dated around 350 BC and, therefore, 1s roughly
contemporary to the Aristotelian passage quoted at the start of this paper. As shown by recent
scholarship, Asteas’ so-called ‘phlyax vase’ actually represents a comic scene that goes back to
Old Comedy and most likely belongs to Eupolis’ Démoz, which was produced around 417-10
BC and was extremely popular up to late antiquity.>* The scene reproduced on the Asteas vase
portrays a stark opposition between two characters, each identified by an inscription: a young
wreathed Phrynis, who holds his kithara, and an old man, labelled as Pyronides (‘the fiery one’
or ‘the purifier’ — Storey 2011, 94-5), who 1s trying to drag him away.

The extant fragments of Eupolis’ comedy show that its central character was called precisely

Pyronides, an old man who attempted to restore the ‘virtuous order of old’ in a ‘degenerate’

They were originally fitted to the first, second, fourth and fifth degrees of the scale, and gradually spread to all the
strings of the instrument (NG ss.vv. ‘Harp’ and ‘Hook Harp’).

5% On the Asteas vase, see Taplin 1993, 42, Goulaki-Voutira 2001-2, Csapo 2010, 61—4; on Eupolis’ Démoi, Storey
2003 and 2011.
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contemporary Athens. In order to do so, he brought back to life distinguished political leaders
of the past, such as Solon and Pericles, who helped him arrest various contemporary
troublemakers; hence, as suggested by E. Csapo, the Asteas vase probably shows the moment
in which Pyronides tries to drag Phrynis away to punish him for his offences against traditional
music.”’ In this connection, it is worth noting that one of the extant fragments of the Demes
refers to someone ‘whistling away in their instrumental music’ (viyhapedwv xpotpata, PCG
121) — a rare term that is employed also at the end of the Pherecrates fragment to characterise
Philoxenus’ musical excesses (see §6 below).

Against this background, a neglected detail of the Asteas krater becomes particularly significant,
namely the device that sticks out from the kithara’s yoke and Phrynis is pointing at with his left
index finger (Figure 8B).>” Marked in a different colour from the rest of the instrument, this
device is clearly distinguished from the yoke as well as the half-rings that hold the strings in
place®® and cannot be a plectrum, given that Phrynis already holds one in his right hand as
usual in visual depictions of kitharodes.?? Pictorial constraints aside, its shape is rather similar
to that of the Leucas findings and, most importantly, it appears exactly where we would expect
it to be: right at the centre of the lyre harmonia, breaking it visually into two and representing
the main target of Pyronides’ anger, as well as the central focus of the scene as a whole. In fact,

both Pyronides and Phrynis are staring at it, inviting us to do the same.

% Csapo 2010, 61—4, with further bibliography.

36 See also Eup. Adesp. fr. 326 PCG, which presents a contest between ‘new’ and ‘old’ musical #opoz; according to
Storey 2003, 170, this unassigned fragment may also belong to the Demes and Speaker A should be identified with
Phrynis.

57 1 am deeply grateful to the Museum of Salerno, and especially Mr Gaetano Guida, for their prompt and
courteous help in providing detailed pictures of the vase.

58 For this tuning system, see Hagel 2016, 164. The number of strings depicted on this vase seems to be the
traditional seven, not twelve. This might have increased the comic effect of the scene, displaying Phrynis’ attack
on the traditional armonia even more vividly, but is probably simply a matter of artistic media: it would have been
difficult to depict more strings in a relatively small image such as this one. By contrast, large Herculaneum and
Pompeii frescoes portray in painstaking detail Aitharai with a great number of strings. See for instance the famous
twelve-stringed kithara shown in Pompeii Insula V, 17-18, and the remarkable Herculaneum fresco depicting
Chiron and Achilles (see note 46 above), which shows that the connection between Chiron and many-stringed
lyre tunings was still perceived in the 15t century BC.

9 It cannot be a finger either: Phrynis’ left hand has five, whereas Pyronides’ right hand and fingers are represented
in a frontal perspective, like his right foot and toes at the bottom of the scene.
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Figure 8A: exempli gratia drawings of the strobilos as sharping lever and its holder, based on the Leucas
findings and Elgin yoke (diameter ca. 1.7 cm — Bélis 1985) ; Figure 8B: details from the Asteas bell
krater, Museo Provinciale Pc 1812 — pictures courtesy of Gaetano Guida, Settore Musei, Biblioteche e

Pinacoteche, Provincia di Salerno.
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Figure 8C: the Asteas bell krater, Museo Provinciale di Salerno Pc 1812 — Picture courtesy of Settore

Musei, Biblioteche e Pinacoteche, Provincia di Salerno.

The Asteas vase, however, opens up another possibility to explain the functioning of the strobilos.
As shown in Figure 9 below, the strobilos might also have been a sort of modulating key that
passed through the instrument’s yoke but was not exactly a tuning peg, in that it did not support
the string. In fact, the Asteas vase shows clearly how the kithara’s strings were attached to half-
rings placed onto the yoke. Hence, the string would not have been secured to the strobilos itself
but could have been looped around its shaft before being fixed to the half-ring: in this way, the
string’s tension could have been altered by rotating the strobilos, holding it by its flat head. From
this perspective, the two protruding spikes might have served an important function too: as
shown in Figure 9, they could have been inserted into a corresponding cross-shaped groove in
the yoke, limiting the device’s movement to produce approximately a semitone and securing it

in place once operated (Figure 9C).5° This kind of mechanism, which is literally ‘shoved into’

60 The items in Figures 9 and 10 are drawn to scale, so that strobilos’ flat head corresponds approximately to 2.5
cm and the diameter of the yoke matches that of the Elgin lyre (circa 1.7 cm); Hagel 2016 argues that this was a
standard diameter, on the basis of the 5"-century bone tuning pins found in Locri.
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Lady Music’s body (emballein, v.14), could be aptly described as a ‘twister’ (strobilos>strephein)

since 1t 1s turned around itself by the player and, in the process, winds the string around its

shaft.

Figure 9: Phrynis’ strobilos as a modulating key and its movements. 9A: The strobilos starts from its
‘neutral’ position, inserted into the yoke, and is then shifted out of the horizontal groove); 9B: it is
subsequently rotated, thereby raising the pitch of the string; 9C: it is inserted again into the vertical

groove, securing it in place.

PR —"

Figure 10: Hellenistic tuning pegs, Dardanos lyre (Byrne 1993)
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This picture seems to be confirmed by the testimony offered in P. Oxy. 14 1704, which records
a conveyance of buildings and corn-land at Sesphtha.5! This property included a water-wheel
(po\[aiov] GAetikod, scil. &[v]tAnticod) with a ‘rotating shaft’ or ‘windlass’ (cOv otpofilw, line
11), and the basic principle behind the functioning of this mechanism is the same as that of the
modulating key reconstructed above: the length of the rope attached to the cylindrical barrel is
shortened by its rotating motion.

This kind of modulating key could have also inspired the subsequent development of the
Hellenistic tuning pegs (Figure 10), which allowed musicians to do away entirely with half-rings
or pins and let them fit an even larger number of strings onto their instruments®? — more than
20, in the case of the Dardanos lyre — which became more and more similar to many-stringed
oriental harps.

Hence, I suggest that Phrynis’ ‘twister’ might have been a device of this kind: a modulating key
that raised the pitch of a single string by approximately a semitone, whether or not it should be

identified exactly with the Leucas findings.

If we take Timotheus’ accusation seriously, Phrynis employed this mechanism to alter the
structure of the Ionian mode, ‘bending’ one of its notes in order to produce a fifth sarmonia. It
1s indeed possible to achieve this result by altering one of the notes comprised in the Ionian
mode we have reconstructed above. This note corresponds to one of the four ‘fixed’ elements
of the basic skeleton of the lyre harmonia, its intermediate string mese, f: in other words, nothing

less than the ‘leader’ and essential point of reference for the lyre tuning as a whole.%3

61 See also P. Oxy. 51 3641.

62 Interestingly, visual representations of such many-stringed lyres offered in Pompeii and Herculaneum frescoes
(e.g. Moregine, Sulpicii villa, Triclinium A; Herculaneum basilica, National Archaeological Museum of Naples,
inv. nr. 9109) portray the instrument’s tuning pegs at a 45-degree angle to the yoke, just as the strobilos in the Asteas
vase.

63 On the key role of ‘thetic’, 1.e. Dorian, mesé, see above note 32 and Hagel 2010, 117-22.
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Figure 11: Phrynis’ strobilos bending the Ionian mode

As shown 1n Figure 11, if the note f'is bent up by a semitone, the core harmonia (¢-f-g-¢’) of the
lyre’s body is broken down for the very first time, which is what Lady Music herself laments:
‘by bending and twisting me, he destroyed me completely’ (xGprrwv pe xai otpépwv OAnv
diEpBopev, fr. 155.15). And Phrynis’ bends are quite literally ‘ex-harmonic’, just as those of his
predecessor Cinesias,®® in that they venture ‘out of’ the central boundaries of the lyre harmonia,

and produce a new note that is significant under many respects. In fact, {# corresponds to the

64 Fr. 155.9: &€appoviovg kapmdg moidv &v 1ailg otpodaig, ‘making ex-harmonic bends at the turn between
strophes’. For this interpretation of the expression év taig otpodais, cf. Xen. De re equestri, 7.15—17, which describes
in detail the movements that the jockey should make to guide his horse while undertaking turns (év taig otpodai)
and make him ‘turn around’ (Avaotpégerv, xapmterv) promptly, skills that were particularly vital in war. This
reading explains why Pherecrates’ subsequently focuses on the strangeness of the overall ‘composition’ of Cinesias’
dithyrambs (tfjg moumoewg tdV diBvpapfwy, fr. 155.10-11): if these exharmonic tricks were performed (by the
aulete?) between strophes, then the links between different sections of his compositions would have sounded weird
and confusing to a conservative audience, blurring the boundaries between the individual parts of each piece. The
military overtones of this expression might shed some light also on the obscure comparison that completes verse
11, xaBamep év taig domiow (Just as in shields’, fr. 155.11): cf. Ar. Eg. 8457 and especially Dion. Halic. Ant. Rom.
2.70.5.4-10, who describes the features of the Curetes’ rhythmical dance ‘in armour’ (yopeiav 8¢ xai xivnowv
évomhiov), which was accompanied by the aulos and by the ‘sound produced by hands on shields’ (kai tov év taig
domiow darotedovpevov 1O TV Eyyeptdiwy PoPov).
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note called chramatike, a ‘colouring’ (K in instrumental notation),% and its introduction into the
tuning system we have reconstructed defines the sequence of intervals that Aristoxenus would
call a ‘chromatic’ tetrachord (e-f-f #-a, St+St+One-and-a-Half tone). Hence, in keeping with
the characterisation offered in many technical sources, this genus results precisely from an
alteration of the basic diatonic structure of the tuning,5 and has an especially ‘technical’ nature
(techmikateron) — one of the defining labels attached to the New Musician’s avant-garde style.
But there is more. The fifth tuning that results from this upward bending corresponds to
nothing else than the diatonic version of the ‘loose’ Lydian mode, the Hypolydian #nos,5” and
the structure of this ‘loose’ Lydian mode was identified exactly in Phrynis’ time: in fact, as
Aristoxenus tells us, it was first defined by a slightly older contemporary of Phrynis, the
illustrious musical theorist Damon of Oa.%8

A side-by-side comparison between the ‘loose’ Lydian mode and its ‘standard’/‘tense’

counterpart (Figure 12) reveals two other interesting features.

I d e f g a b ¢
Lydian ¢ ¢ +——o— ¢ ¢
mésé a S
c d e v g a b ¢
‘Loose’ Lydian harmonia ¢ ¢ & o < G—0
= Hypolydian ténos K= khromarik
mésé e
*—¢ ¢ ¢
e f f# a

chromatic tetrachord
st + st + 1and 1/2 tone

Figure 12: ‘Loose’ Lydian vs Lydian Aarmonia

65 Hagel 2010, 368.

66 Cf. Pap. Hibeh 1.13.15-22, where chroma is used interchangeably with diatonic (cf. Barker 1984, 184-5), and
more clearly Adrastus ap. Theon, Math. Plat. 55.4-6 (kadettar 8¢ mdAwv 10 yévog ¢ towadtng peiwdiag
Ypwpatikov did 10 mapatetpddpbar kal EZnAiayBal tod mpdobev [...]), Nicomachus Ench. 263.7-10, and Arist.
Quint. De Musica 92.19— 26, where the chromatic is defined as ‘the diatonic augmented and densely populated
with semitones (ypwpatikov yévog Siatovikdv Eotv ndénpévov kal menvkvwpévoy NuTovio) |...J; it is so called
because it colours the other intervals’). Aristoxenus (ap. Ps.-Plut. De Mus. 1137c—e) testifies to the kitharodic origins
of this genus; similarly, Philochorus (ap. Ath. Deipn. 14.638a) lists ‘chromata euchroa’ among the many innovations
developed by the virtuoso kithara player Lysander of Sicyon. Cf. Barker 1982.

67 The Hypolydian tonos is listed among the ancient scales recorded by Aristides Quintilianus as the equivalent of
the ‘Loose Lydian’ farmonia mentioned in Plato’s Republic. Given that Aristides’ transcriptions reproduce aulos
scales, it is listed in its enharmonic form. For its diatonic variant, see e.g. Cleon. fs. 198.3-6 and 19-20 Jan, Bacch.
Is. 309.3-5. Jan, Gaud. Is. 352-3.

68 Ps.-Plut. De Mus. 1136e. This passage cannot mean that Damon had literally invented this tuning, since its
discovery is credited to the seventh-century aulete Polymnestus at 114 1b. For this and other reasons that go beyond
the scope of this article, this passage must mean that Damon found out how to incorporate the ‘loose’ Lydian
mode within the modulating system of lyre/kithara tunings.
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First, the two tunings are identical except for the effect of the chromatic ‘bending” of f to {#.
Second, the mese of the ‘loose Lydian’ mode (¢) is exactly a fourth lower than that of the
‘standard’/‘tense’ Lydian’ (¢) — a remarkable feature that foreshadows the full system of hypo
and hyper scales employed in the Greek notation system, as well as the principles that are at
the heart of Aristoxenian harmonic science as a whole.%?

In other words, this new scale could be properly regarded as a ‘looser’ version of the standard
Lydian because the introduction of the chromatic note {# makes it possible identify the note e
as a new mese,’? and this new mesé is ‘looser’ than the standard Lydian one by a fourth — the
interval that in Aristoxenus’ system marks the distance between hypo modes and their standard

Counterparts.

5. Timotheus’ new peak of musical transgression: modulating to the

Mixolydian mode ‘against the law’.

If this reconstruction goes along the right lines, Phrynis could indeed produce up to five
different harmomar in a twelve-string tuning thanks to his new ‘twister’. But even all this,
Pherecrates” Lady Music says, was still bearable because Phrynis’ ‘error’ was just temporary —
in other words, his sinuous melodic ‘bends’ were passing transitions that occurred in the course
of a piece but the standard framework of the lyre harmonia, and especially its mesé £, would be
restored before the end of the performance. So what was it that made Timotheus’ innovations
so much worse than Phrynis’, while at the same time being a continuation of his achievements?
Why did Timotheus’ music represent at the same time the origin of ‘much of our melopoua’, as
Aristotle puts it, as well as a new apex of the New Musicians’ transgressions (paranomia) against
the laws of ancient music (tapavop®v &g v apyaiav povony, Ps.-Plut. De Mus. 1132¢)?7!

Timotheus himself proudly confirms this stern accusation in the self-referential closing section
of the Persians: ‘the leader of the Spartans’ he says ‘drives me away with fiery blame because I
dishonour the older Muse (tahaiotépav) with new hymns’.”? This emblematic event is discussed
at length in several historical testimonies and later anecdotes. For instance, the historian

Artemon’? reports that “Timotheus was generally believed to have used a more polychord

69 West 1992b, 231 and 257, fig. 9.2.

70 By definition, mese 1s the note below the disjunctive tone (Cleonides Is. 201.18-20), so ¢ could not be taken as
mesé before the introduction of the chromatic note 4.

71 On Timotheus’ kainotomia, cf. Aristox. fr. 76 Wehrli and Satyrus Vit. Eur. fr. 39, 22.5 Arrighetti. For kainotomia
and paranomein, see Plut. An seni 795c—d. More generally, PL. L¢g. 3.700a3-701b3.

72 PMG 791.206-12.

73 Perhaps Artemon of Cassandreia (3—2 cent BC).
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(roAvyopdotépw) tuning system on his magadis;’* for this reason he was called to account by the
Spartans for corrupting ancient music (wg rapapBeipot Ty apyaiav povokiy) [...]" (Ath. Depn.
14.636¢). Similarly, we hear in the Plutarchan De Musica that Timotheus, Philoxenus and their
contemporaries had become ‘more vulgar’ and ‘lovers of novelty’, rejecting the ‘few-stringed
set-up, simplicity and dignity (semnotéta) that is proper to music that is wholly archaic’ (1135d).
Another anecdote reported in a seemingly Aristoxenian passage of the same treatise, just a few
pages after the Pherecrates fragment, provides us with some additional clues.
AT 00vRBGOV pakiota Pppovtida memompévol of Takaiol, T Gepvov kai dmepiepyov
¢ apyaiag povoikilc mpoetipwy. Apyeiovg pév yap xal koAaowy émbetvai moté
daot T el TV povoiiv mapavopia, {nudoai te tov [Emyepnoavtal TpdTov
[totg] mAeioot TV émtd yprioacBa map’ adtoig xopddv kai mrapam€oivdialerv

Emyelprioavra.
(Ps.-Plut. De Mus. 1144e—f)

The ancients were primarily concerned with ethical characters, and valued above
all the dignity and artless nature of ancient music. Thus the Argives are said to
have once laid down a penalty for transgressions against the laws of music, and to
have fined the first man who tried to use more than the seven strings that were
customary for them and attempted to modulate into the Mixolydian mode against
the law (paramixolydiazein).

Once again, the musical innovations associated with an increase in the number of lyre strings
are explicitly depicted as a breach of the laws of music (paranomia), and this uncompromising
defence of the nobility and simplicity of ancient music is ascribed to another Dorian
community, the Argives. But this testimony 1s unique in that it sheds light on the strictly
technical implications of this moral-cum-aesthetic charge by means of the astonishing and
unparalleled verb paramixolydiazen.

This term obviously refers to a modulation to the Mixolydian mode but it is the prefix para-
that makes it particularly illuminating. On the one hand, it echoes the musical paranomia
mentioned only a few lines before, emphasising its negative ethical implications. On the other,
it conveys the idea that the Mixolydian mode is set ‘next to’ the traditional sarmonia comprising
two tetrachords separated by a tone — a usage that is significantly akin to Ptolemy and
Porphyry’s use of the verb parazeugnusthai to indicate the simultaneous presence of conjunct and
disjunct octave arrangements in the Unchanging Perfect System.”>

This ‘illegal’ introduction of the Mixolydian mode is again contrasted with the dignity (to

oepvov) characteristic of traditional music. And precisely this semnotes 1s identified by

7+ On the problems raised by this term, see Barker 1988 and West 1983, 79.
75 Gf. Ptol. Harm. 51.19-20, Porph. In Ptol. Harm. 165.6-20, with Barker 2015, 522-5. On ‘Changeless’ and the
‘Modulating’ Perfect Systems and their importance in ancient Greek harmonics, see Barker 2007, 13—18.
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Aristoxenus and other authors as the distinctive ethical trait proper to the Dorian mode,’®

which in turn represented the traditional model for all lyre harmoniai. Indeed all the sources

which report variations on this anecdote ascribe this stark defence of the traditional seven-

stringed harmonia to various Dorian people. In keeping with all this, if we now turn back to our

reconstruction of the New Musicians’ twelve-string tuning and apply Phrynis’ strobilos to the

Dorian mode, we end up precisely with the Mixolydian harmonia (Figure 13).

c db eb f g ab bb c
Dorian 4
mésé £
c d eb f g a bb c
Phrygian ¢ ——e ¢ ¢ o ¢ Melanippides
mese g
c d e f g a b ¢
Lydian L "~ ¢ ¢ *—¢
mésé a
C d e f g a bb c
Ionian harmonia & ¢ O—= & O—0 2]
= Hypophrygian ténos
7 = d .
mésé . d e fo . . b o Phrynis
‘Loose’ Lydian harmonia ¢ ¢ ¢ "~ ¢ *~—
= Hypolydian #énos
mésé e
c db eb f g ab b c
Dorian s A S S
;- / $
mése t /I§§ Timotheus
Mixolvd ¢ db eb £ o § b bt c
ixolydian /
" * ¢ ¢ * ¢
mésé bP
Total 12 strings c db d eb e f 8 a® a bbb ¢
f#
'\/ = Hypité K=/e/7ra'mﬂti/ek"

Figure 13: Timotheus’ ‘illegal’ modulation from Dorian to Mixolydian

76 Aristox. fr. 82 Wehrli (ap. Ps.-Plut. De Mus. 1136f): AAN’ érei, wg mpoeimopev, ToAD 10 oepvov éotv év i
Awpioti, tadtny mpovtipnoey [...]. See also Aristox. fr.84, Luc. Harm. 1.12.
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Just as Phrynis produced the ‘Loose Lydian’ mode by ‘bending and colouring’ the Ionian,
Timotheus reached a new peak of musical transgression by using Phrynis’ mechanism to
modulate between Dorian and Mixolydian: in other words, he managed to introduce the
lamenting aulos-mode par excellence, the Mixolydian,’” into the realm of traditional Hellenic
lyre music. In order to do so, however, he had to apply Phrynis’ mechanism to a different fixed
note of the lyre harmonia, paramese, switching its pitch between /# and g

In addition, he had to change the way in which s#obilos operated, using it in the exact opposite
manner to Phrynis’: in fact, in Timotheus’ case, the basic pitch of the string paramese, g, had to
be tuned when the strobilos was in its ‘vertical’, tense position (Figure 9C). The string’s pitch
would be then ‘slackened’ to /# in the course of the performance, rotating the strobilos into its
horizontal/ ‘neutral’ position (g > f#, Figure 9A) — a change which, in turn, reveals the structural
breakdown of the essential core of the traditional lyre harmonia (c—f-f#—¢’).”® And this is exactly
what Lady Music accuses Timotheus to have done: ‘he slackened me up (arélvoe) and loosened
me asunder (kavélvoe) with his twelve strings’ (v. 25).79

Furthermore, differently from Phrynis’ transient bending, this ‘loosening’ of g to approximately
/# did not need to be ‘rectified’ before the end of the performance, since the mesé of the kithara
tuning as a whole (f) was still available.?

Hence, by altering the Dorian mode, Timotheus produced ‘deviant’ (extpamélovg, fr. 155.23)1

and intricate melodies which not only disrupted the essential structure of the traditional lyre

77 Ps.-Plut. De Mus. 1136d1-2: Kai 1} Mi€oAddiog 8¢ mabnrky) tic oty tpaywdiag appolovoa.

78 As Aristoxenus laments, fashionable musicians like Timotheus ‘flattened even the pitch of some of the fixed
notes’ (Ps.-Plut. De Mus. 1145d: od povov tdv xiveloBar megukdtwv ¢pBOyywv, AAA kai Tivwv Akivijtwy
aviepévwv). This is the end of a complex passage that begins with the anecdote on paramixolydiazein quoted above,
but then delves into finer implications related to tuning shades: see Barker 1984, 244—6. Among other things, this
passage offers us a salutary reminder that practicing musicians employed a variety of diatonic and chromatic
shades — a point that of course applies also to the tunings reconstructed in this article.

79 In the closing sphragis of the Persians (PMG 791.229-33), Timotheus boasts to have ‘made the kitharis spring up
anew, opening the many-hymned chambered treasury of the Muses” with ‘metres and rhythms of eleven strikes’
(pétpoig pubpoic T évdexakpovpdrtor). Timotheus’ expression is unlikely to refer to the number of strings of his
Instrument, as the terms Arousis/ krouma indicated the combination of two or more notes that give rise to a melodic
figure —1.e., the minimum building blocks of a melody. Cf. Anon. Bell. §§ 29-30 (‘An instrumental melody is defined
as the one that is made of notes combined with each other and is called krouma’ (Opyavikov 8¢ pélog Aéyetau to €k
TV ovvadiepévwv Ao POGYYwy, O xaleltar kpodpa) and the musical examples of melodic Arouseis provided
at Anon. Bell. §§2 and 6 (rpdxpovoig, Exkpovoig, Exkpovopds; cf. §§18 and 68). It is perhaps not coincidental that
Timotheus links these basic melodic figures (kroumata) with his new rhythms: on the relationship between rhythm
and melodic profiles in Greek music, cf. Lynch 2016b. See also LeVen 2011, who offers a thought-provoking,
non-technical interpretation of the expression pétpoig pvBpois T EvdexakpovpdTolg.

80 One could not renounce the note fin the Dorian mode, given that it is the mese of this tuning as well as the lyre
harmonia as a whole, whereas the note g is not required in the Mixolydian farmonia. On the importance of mese in
performance, see e.g. Ps.-Arist. Prob. 19.20. On the use of the coupling of Dorian/Mixolydian modes at the end
of a piece, see Aristox. ap. Ps.-Plut. De Mus. 1142f with discussion below (esp. note 92).

81 This may be a pun on his transgression of melodic fropoz; this term was also applied to deviant laws or habits,
e.g. Theognis 1.290 (éxtpaméloiot voporg).
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harmonia, but actually reproduced on his twelve-stringed kithara the pair of modes that
Aristoxenus presents as the very essence of tragedy: Dorian and Mixolydian, a perfect blend of
magnificence and pathos.?

Most significantly, this transition between Dorian and Mixolydian corresponds to the ‘first
consonant metabole’ identified by Ptolemy as a key expansion of the traditional system of lyre
tunings:

ATADG YA p TOG TPETS TOOE APYAOTATOUG, Kahovpévoug d¢ Smplov kai dppdylov kal
Sy Tapd g 4P’ Gbv fiplavro €Bvev dvopaciag [...] TOve Sadépovrag
AMAAwY doBépevol, kai Sid TodTo 10wE TOVOLE ADTOVS OVOPATAVTES, ATO TOVTWV
mo10001 IO TNV petaoNy cppwvov ard Tod PaputdTov TOV TPV Kai dwpiov
v & 10 080 did TEcTApWY, TPOTAYOPELTAVTES TODTOV TOV TOVOV foAOI0V €k
g TPOG TOV AVSI0V EyydTnTog, OTl pnkéTt Toviaiay OAny Tpog adTOvV Emoiet TV
UTEPOYNV, AAAA KATA TO TEPINEITOPEVOV TOD S TECTAPWY PEPOC PETA TO Atd T0d
dwpiov ém OV A0S0V ditovov.

(Ptol. Harm. 62.18—63.1)

The three most ancient fonot, which are called Dorian, Phrygian and Lydian after
the name of the people who produced them [...] differ from each other by a tone,
and perhaps they called them fno: for this reason. Starting from these, they make
the first consonant modulation starting from the lowest of the three, the Dorian,
moving up a fourth, calling this fonos Mixolydian because of its proximity to the
Lydian, since the difference between them was not a tone anymore but the part of
the fourth that is left after the ditone between the Dorian and the Lydian.83

Of course, Ptolemy is right in saying that the Mixolydian mode is closer to the Lydian than the
other tonot: in fact, there is only a semitone between Mixolydian mesé b* and Lydian mesé a,
whereas the mesai of the other three traditional fonoi are a tone apart. In the following lines,
Ptolemy describes how to fill out the rest of the tuning, listing first the Hypolydian fonos, which
corresponds to the ‘Loose Lydian’ harmonia, and then the Hypophrygian, the formalised
counterpart of the lastian. After mentioning the seventh and last fonos, the Hypodorian,

Ptolemy adds a revealing observation:

OV 88 H1Td TOV SMhpIov HTOSHPIOV, G TOVE TOV i TacGV Eadpevoy & o 6D TOV
adTov dvra mpooryopevoay vreppi&oAddiov anod tod copfefnkdtog, wg OEp TOV
p€oAddiov  elAnppévov — Tt pev <OmO> Kataypnodpevolr mpog TV &m T
Bapttepov Evieliv, T 8¢ <OmEP> mpodg TV €l TO OLVTEPOV.

(Ptol. Harm. 63.5-8)

82 Aristox. fr. 81 (Ps.-Plut. De Mus. 1136d): the tragedians ‘took the Mixolydian Aarmonia and joined it together
(ovCed&ar) with the Dorian, because the latter produces magnificence and dignity and the former extreme passions;
and tragedy is a mixture of these’. By introducing the chromatic note {# into the Dorian mode, Timotheus
reproduced on his kithara the acute tritone f#-c’, which represented under many respects the hallmark of the
Mixolydian mode (Lynch 2016a, 271-3). And the highest note of this twelve-stringed tuning still corresponds to
the Dorian nete ¢’ (N in instrumental notation), i.e. the highest boundary of all the Aristides scales (Hagel 2010, 34—
8).
83 Transl. Barker 1989, slightly modified.
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They called Hypodorian the tonos below the Dorian, and the one that was to be at
an octave above it, and so was the same as it, they named Hypermixolydian after
its essential attribute — that is, on the grounds that it was placed above the
Mixolydian, using /4ypo to indicate lower pitch and Ayper to indicate higher.

The overall meaning of this passage 1s fairly straightforward: the mesé of the Hypermixolydian
tonos (¢’) 1s precisely an octave higher than that of the Hypodorian tonos (¢) and, therefore, yields
the same octave species. For this reason, according to Ptolemy, the Hypermixolydian fonos
represented just a useless duplication of an existing model. However, why did Aristoxenus and

his followers adopt it in the first place?

6. Philoxenus’ ‘hyperbolic’ trills and the Locrian mode

We can answer this question by turning to the very last lines of the Pherecrates fragment quoted
by the Pseudo-Plutarch. As the author warns us, Lady Music is not talking about Timotheus
any longer but is decrying Philoxenus’ innovations, which she describes as ‘ex-harmonic,
hyperbolic and immoral whistly trills (niglarous)’.?* Now, the reference to ‘hyperbolic’ sounds
(bmepolaiovg) in a context so dense with technical references of course brings to mind the use
of this very term to denote the tetrachord called /yperbolaion, which in Aristoxenian theory is
placed a fourth above the highest note of the central octave, and therefore falls ‘outside’ the
range of the traditional harmonia. In this sense, Philoxenus’ hyperbolic trills were literally ‘ex-
harmonic’ (é€appoviovg), as they crossed they upper boundary of the lyre harmonia (¢’), just as

Cinesias and Phrynis’ chromatic bends crossed the central boundary fg.

M- Hypdre N-Nézze1l M

¢ A ¢ f

tetrachord
tetrachord tetrachord hyperbolaion
méson diezeugménin
f b*
tetrachord

synemmeénon

central octave

Figure 14: The ‘hyperbolic’ tetrachord

8% This kind of elaborate and high-pitched trills was originally related to the aulos (cf. Pollux Onom. 4.83, Phot.
N300, s.v. viyhapedwyv, Suda N366, s.v. viyhapor) and is mocked elsewhere in comic poetry (e.g. Aristoph. Ach. 554,
and especially Eup. fr. 121 PCG, from Demoi, discussed in §4 above.
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In keeping with this, a passage of the collection of treatises known as Anonyma Bellermanniana tells
us that ‘the hyperbolic region of the voice is the whole area that stretches beyond the
Hypermixolydian® (OrepfBoloeidr¢ éott mag 6 and tod vmepméovdiov, §64). As we have seen
earlier, in order to introduce the Hypermixolydian fonos into our tuning it is necessary to
consider the highest note of the Dorian mode (¢’) as the mese of the new system. But given that
mese is by definition a note that lies ‘below the disjunctive tone’,?> for ¢’ to be regarded as mesé it
1s necessary to add an extra string that formed an interval of a tone above it (¢): in other words,
it was necessary to add precisely the first element of the new Ayperbolaion tetrachord.

In accordance with this, in these admittedly few lines, Lady Music does not mention anymore
the ‘twelve strings’ that featured so prominently in the earlier verses. By contrast, she laments
that she was now ‘entirely filled up with wriggling caterpillars, like a cabbage’ (bomep e g
padpavovg OAV kapmdv pe katepéotwoe), referring to the unprecedented multiplication of

notes, semitones and interval sequences that were now available in her Aarmonia.?

85 Cleonides Is. 201.18-20; cf. note 70.

86 The same point is highlighted by the commentator at the end of this passage, who reports that ‘other comic
playwrights too put on display the strangeness of those who chopped music up in these ways (t®v peta tadrta v
HOLOIKIV KATAKEKEPPATIKOTWV).
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Figure 15: Philoxenus’ ‘hyperbolic’ harmonia: Hypermixolydian and Hypodorian/Locrian
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But why should we credit this innovation to Philoxenus, given that he is not mentioned directly
by Lady Music? Three points make this very likely, in my view. First, in the list of the seven
diatonic octave species reported by Cleonides and Bacchius, we are told that the Hypodorian
species was also known as Lokristi, 1.e. the Locrian harmonia,?’ and Pollux explicitly tells us that
the Locrian harmonia had been ‘discovered’ by Philoxenus.?® Of course, this statement cannot
mean that he literally invented it, because it dated much before his time.?9 What this statement
must mean, then, is that Philoxenus found out how to integrate the Locrian within the
modulating system of lyre harmoniai, just as Damon had ‘found’ a way to include the ‘Loose
Lydian’.%0

Secondly, an Aristoxenian fragment preserved once again by the Pseudo-Plutarch (1142f)
describes in some detail the harmonic progression of one of Philoxenus’ most famous
compositions, the Mysians, and tells us that the first part of this composition was precisely in
Hypodorian/Locrian, the intermediate in Phrygian and Hypophrygian/Iastian, and the
closing section in Dorian and Mixolydian.”! In other words, this dithyramb employed the whole
range of the seven harmonia: contained in the tuning we have reconstructed on the basis of the
Pherecrates fragment, embodying a new apex of musical paranomia: moving from the lowest
tonos (Hypodorian mese ¢) to the highest one, the Mixolydian (mes¢ b*) on one and the same

instrument.92

87 Cleonides 198.10-13 Jan (£BSopov 10 O10 Papumdkvwv Tepiexdpevov, od Tp@dTog 6 tovog ém o Papd [...]
éxalelto 8¢ kovov kai Aokpiot kai drodwpov), Bacchius 309.7-9 Jan (EpSopov 8¢ 0d £pSopog [...] fkaleito 8¢
bmodwpiov kal xowvov kai dokpioti). As we have seen earlier, the Hypodorian octave species was identical to the
Hypermixolydian, which therefore is not included in the list. On the surface, the testimony of Heraclides of Pontus
may seem to contradict Cleonides and Bacchius, since he identifies a Hypodorian melos with a different hammonia,
the Aeolian (Ath. Depn. 14.6241). But the contradiction is only apparent. As I will argue in greater detail elsewhere,
Heraclides is referring to a different understanding of the suffix /ypo-: unlike the Aristoxenian usage (fiypo=mesé a
fourth lower), the suffix 4ypo- is employed here to indicate a fnos that is placed ‘immediately below’ the Dorian —
a usage that, as Heraclides says himself, stems from the practical approach of aulos-players (14.625a) and leads to
a multiplication of #ono: unrelated to octave species. The same correlation between the use of the suffix Aypo- and
the aulos-based approach followed by earlier harmonikoi appears in Aristoxenus’ Elementa Harmonica (47.1-16), a
passage that attacks precisely the haphazard method followed by his predecessors and, significantly, preserves the
only occurrence of the suffix fypo- to characterise different fono: in genuine Aristoxenian writings. The same
conceptual approach informs also the term Hypermixolydian, which indicates a tonos whose mese (') is ‘the next
one immediately above’ the Mixolydian (6%; if ‘higher’ Mixolydian, b — Cleon. Is. 203.7-10 Jan) and not one that
is a fourth above it.

88 Poll. Onom. 4.65: Aoxpt} - PihoZévov 1o edprpa.

89 See e.g. Her. Pont. ap. Ath. Deipn. 14.625e, who says that the Locrian was employed by contemporaries of
Pindar and Simonides; Pind. fr. 140b Snell-Maehler and some scholia to Pindar (schol. vet. to O10, 17k and 18b)
ascribe its invention to the seventh-century aulete Xenocritus of Locri (cf. also Ps.-Plut. De Mus. 1134b—e).

9 Cf. note 68 above.

91 This passage confirms that, after Timotheus’ unique re-interpretation of the strobilos as a tool to ‘loosen’ paramese
g, it was not necessary to ‘rectify’ the tuning before the end of the piece, since Dorian mese f was available even
when coupled with the Mixolydian mode.

92 In the specific case of the Mysians, the instrument should be an aulos, not a kithara, and this explains why the
Hypermixolydian mode is not mentioned: in fact, the extra note & would go above the upper limit of Classical
modulating aulo: (Dorian net ¢’, N), 1.e. the highest boundary of the Aristides scales (Hagel 2010, 34—8). More
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Finally this tuning covers a gamut of a ninth, which corresponds to the range posited for the
classical kithara®® and, most importantly, comprises 13 mesaz: that is to say precisely the number

of tonor comprised in the Aristoxenian system.

In his seminal monograph on the Science of Harmonics i Classical Greece, Andrew Barker
highlighted how Aristoxenus, in introducing the topic of tnoz, ‘hints at a connection of some
sort between them and the systemata’ he had previously associated with the ancient harmoniai:®*

“The fifth part concerns the fonos in which the systémata are placed when they occur
in melody’ (37.8-10). The remark suggests that the no: somehow map out pitch-
relations between different forms of systéma, and not merely between thirteen
instances of the same type. What connection, then, might there be between
differences of tnos and differences in the ‘arrangements’, ‘forms’ or ‘species’ of the
octave and the other concords? It is an exceedingly difficult issue.

(Barker 2007, 223)

If the present reconstruction is not too wide off the mark, Pherecrates’ pointed parody of the
New Musicians’ musical paranomia provides us with vital evidence to unravel this crucial, if
remarkably complex, issue.

By multiplying the number of the kithara strings, the New Musicians succeeded in emulating
the harmonic flexibility of the aulos, and this process went hand in hand with the development
of a harmonic theory that could make sense of such a complex system of modulations and
incorporate them within the formal constraints of lyre tunings. Combining an auletic, tonos-
based approach, based on mesa: set at different pitches, with a lyre-based approach that
conceived lyre harmoniai as different ‘forms’ (eide) or ‘arrangements’ (schémata) of the octave,” the
New Musicians managed to make the kithara once again ‘the most polychord instrument’, once

again matching the aulos’ astounding polyphonia.

generally we know that the ‘New Musicians’ composed both kitharodic nomo: and auletic dithyrambs (e.g. Arist.
Poet. 1448a14-15).

93 Hagel 2010, e.g. 92, 283, 370. The tuning I have reconstructed here is a third lower than Hagel’s — an important
difference that I plan to discuss in detail elsewhere.

9 Aristox. £l Harm. 11.19-12.13, 46.17-20. Cf. Arist. Quint. De Mus. 15.19-20 (repi pév odv cvotpértwy, G kai
dpyag of maAaiol v ARGV kadovy [...]), 18.5-6 (yivovrar 8¢ xai &at tetpayopdikai Staipéoeg, aig kai of mhvo
rahadtatol Tpdg Tdg Gppoviag kéyprnvrar), 19.8-10 (towadtag ydp £moodvto TV Appovidy Tag EkBéoelg Tpog Ta
npokeipeva TV NGOV Tag TV PPOYywv TovnTag Gppottopevol), and 22.11-23.6.

9 See also Barker 2007, 227: “What this suggests is that the Aristoxenian conception of the role of the fono: was
essentially tied up, like Ptolemy’s, with their relation to the octave-species’.
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APPENDIX: Pherecrates’ Chiron, fr.155 PCG

<MOYZ.> Aé€w pev odx dovoa * 6of Te yap kKADe

épol te A€o Bopog fidovr|v Exel.
&pol yap fple OV kak®v Mehavirridng,
év tolol mpwtoig®® 6¢ Aaffwv Aviké pe

yahapwtépav T émoinoe yopdals dwdeka.

GAN 0DV Bpwg 00ToC v Ty Amoyp®v avilp
gporye <dpdivetar>97 « pdg T VOV Kaxd.
Kuovnolag 8¢ <y’>9 6 xatapatog Attxdg,
&appoviovg xapmdg mokv &v Taig otpodaig
<pP’>99 droddAey’ 0OTWG, OOTE THG TOMTEWS
Qv diBupapfwv, kabamep év taig domiow,
aplotép’ adtod paivetar ta Sedd.

AN 0DV AvekTOg 00TOG IV OPWC Epof.

Dpdvig & 1810v otpofirov epfardrv Tiva

KAUTTWYV pe xal oTpédwv OANY SiépBopey,

£ic190 évte yopdaic 8wdey’ dpuoviag Eywv.

GAN 0DV Epotye xodTog v Aoypdv Gvigp -

el yap T kaZpaptey, adbic avérafey.

6 8¢ TipoBeds I, & PrATa), KATopHPUYE

kal Siaéxva’ aioyiota. <AIK.>Ilotog obtoot
<6> Tipobeog; <MOY Z.> Miko166 T muppiag.

KAKA POL TTAPETYEY OUTOG, Aravtag ovg Aéyw
’ bl b ’ ’
TapeAMjALBeY, Aywv EKTPATEAOVG PUPHIKLAG.
Kav &vtoyn mod pot fadifodor povn,
anéhooe!0! kavéloe yopdaig dcdeka.

I shall not speak against my will; for listening
will be a pleasure for your spirit, as speaking is for mine.
Melanippides is the one who started off my troubles:

taking me in the first <manners/modes — tropoi? >, he
loosened me up

and made me slacker with his twelve strings.

Yet all the same, this man was still acceptable

for me, atleast so it seems next to my current pains.

But Cinesias, that disgusting Attic chap,

making ex-harmonic bends at the turn between strophes,02
destroyed me to such a point that in the composition

of his dithyrambs, just as in shields,

his dexterous tricks appear rather sinister.

But for all that, this man was still tolerable for me.
Phrynis, however, shoved in some ‘twister’ of his own
and, bending and twisting me, destroyed me completely,
having up to five harmoniai in twelve strings.

Yet this man too was still passable to me:

for even if he made a mistake, he took it back again.

But Timotheus, my dearest friend, was the one who

utterly ruined me and tore me to pieces most disgracefully.

[JUSTICE| Who is this Timotheus, then? [MUSIC] Some
Milesian redhead.

The troubles this man caused me —all the others, I say,

he surpassed by far, leading his deviant ant-hills.

And when, by chance, he found me walking on my own,

he slackened me up and loosened me asunder with his twelve
strings.

Kxai Aplotopavng 6 kwpikog pvnpoveder Prrogévou kai pnotv Aristophanes too, the comic playwright, remembers Philoxenus

61L&l TobG KUKAOVG YOPODS ¥ pEN elonvéyrato. and says that he had introduced *** melodies into the circular
1| 8¢ Movota| Aéyer tadra choruses. Whereas Music says what follows:
£Zappoviovg dmepPoraiovg T dvoaioug [with] ex-harmonic, hyperbolic and immoral
xai viyAdpoug, Gomep Te TG padgavoug GAnv whistly trills, he filled me all up, like cabbages,
KAPTQV PE KATEPETTWOE. of wriggling caterpillars.
xai dAhot 8¢ kwppdomotol Edeiday Ty dtomiay TV petd Other comic playwrights too have put on display the
TADTA TV HOVOIKIV KATAKEKEPPATIKOTC)Y. strangeness of those who chopped music up in these ways.

9696 &v tofol mpwtoig codd. : év tolot mpdtog Meineke: tpdmoot mpwroig vel mpwrtoig tpomoowy fortasse legendum est,
cf. Aristox. EL Harm. 29.18-19.
97 Cf. e.g. Eur. Bacch. 629.
98 Cf. e.g. Eur. Fr. 344, 544, Or. 406 et passim. <p’> add. Meineke.
99 MSS dmoAmAexé pe odTwg.
100 gi¢ West : é&v MSS
101 dréhvoe MSS : aréduoe Wyttenbach.
102 Cf. Xen. De re equestrt 7.15—17.
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