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Apollod.

Aristides

Arist ,Metaph.
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ABBREVIATIONS

Adjective
Adverb

Aeschylus

Agiopolites,ap.Vincent "Notices" p.259fFf(BLBACov ‘AyLomoAlTng)

Alypius Isagoge(Elocaywyd Mouound;ap.Meibom and C.v.Jan).

F.Bellermann: "De Anonymi Scriptio de Musica"(""Avwvipou ody-

ypauua wepl Movouxfic";Berlin,1841),
Apud
Apollodorus Bibliotheca,ed.R.Wagner,Leipsig 1894

Aristides Quintilianus : De Musica (ed.Meibom,see below;

A.Jahn,Berlin 1882;R.P.Winnington-Ingram Leipsig 1963).

Aristophanes .Neph.=Nephelae(Clouds)

" Av.zﬁves(Birds)

Aristotle : Metaphysica
do : Politica
do : Musical Problems

do : Rhetorica (T€xvng Pntopuxfic)

Aristox.Harm.or simply Aristox.=Aristoxenus : Harmonic Elements(’Apuotofévou:

Athen.

‘Apuovixd ITtouyxeta)

Athenaeus : "Deipnosophistai'(’ASnvatou:AeLtvosogLoTal s
ed.G.Kaibel,3 vols,Leipsig,1887-90;Teubner Ed.).
b) With an English translation by Charles Burton Gulick:

London and Cambjidge,Mass;1977.




Bacch.lsag.

Bell,Anon.

Bothe PSGF

Brgk
Brgk Anth.Lyr.

do PLG

Bull.de corr.hell.

Man. Bszen.
Callim,
= ¥

Clem.Alex.

Cleon.Isag.

contr.

Dict.Ant.Gr.Rom.

E.Diehl Anth.Lyr.Gr.
do Suppl.Lyr.

"

it

Bacchius the 0ld:Isagoge or Introduction to the Art

of Music(BaxyeCov tolU ' ['épovtog:Eloaywyrd Tékwne Mou-

ouxfis)ap.Meibom and C,v.Jan.

F.Bellermann (see above Anon.Bell.)

Fr.H.Bothe :Poetarum Scenicum Graecorum Fragmenta,Leipsig
1844, 4 vols,

Theodorus Bergk :
do :Anthologia Lyrica(Leipsig,1897)

do :Poetae Lyrici Graeci (Leipsig,1866-7).
Bulletin de correspondance Hellénique

Manuel Bryennius: Harmonica (Mavouri Bpuevvlou: ‘Apuove-
nd;ed.J.Wallis,IIT,1699),

Callimachus

confer;compare.

Clement of Alexandria(Clemens AlexandrinigOpera;Td ed-

pLoxdueva, 1592) .Protrept.=Protrepticos.Strom.=Stromateis .

Cleonides Isagoge or Harmonic Introduction(Kiecovelsou

ECoaywyr 'Appovind;ap.C.v.Jan.).

contracted.

D.Demetrakos™ Meya AcELxdv O6Ang tfis ‘EAAnvuxfic TAdoong",

"Adfivay ,1964;9 vols.(Great Dictionary of all the Greek
Language ,Athens 1964),

Dictionnaire des Antiquités greques et romaines,Ch,

Daremberg et Edm.S6glio;Paris,1877-1912,10 vols.

Ernestus Diehl "Anthologia Lyrica Graeca'(Leipsig,1925)
Supplementum Lyricum;Bonn,1910.




dimin,

Dinse:De Antig.Theb.

Diod.SiKgl.

Diog.Laert.

Dio Chrzs.

Dion.Hal.

A.B.Drachmann

Eust.ad Il.

Gaud.Isag.

Gev.
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"

diminutive
L.M.Dinse:"De Antigenide Thebano Musico''(Berlin,1856).

Diodorus Sikeliotes(Siculus:ALobwpoy IZuxeiuwtou:BuBALo-

Siune ‘Totopuxfis,BUBAOL TEVTENGUSENR €X TGV TETOAPENOV-

ta;ed.Henrici Stephani,1559).

Diogenes Laertius

a)Avoy€vous Aaeptiov:''Mepl Blwv,boypdrwy xar anopdeyud-
Tov"

B)Lives of Eminent Philosophers with an English Transla-
tion by RyD.Hicks,2 vols;London,1925).

Dio Chrysostomus;ed.Guy de Budé;Leipsig,1946,1919.

Dionysius Halicarnasseus

Schol.Vet.in Pind.Carm.=Scholia Vetera in Pindar Carmina;
Leipsig,1910,

Etymologicon Magnum(ed.Thomas Gaisford;Oxford,1848).

Euripides. Cycl.=Cyclops;Hippol.=Hippolytus Phoen.=

Phoenician women(Phoenissai).
Eustwithius ,Episcopus Thessalonicensis:'"Comrentarii

ad Homeri Iliadem et Odysseam'';Leipsig,1825-30;7 vols.

("MapexBoral et "IALdda xal '06Vaoerav').

Carl 0.Miller:'"Fragmenta Historicorum Graecorum';Paris,

1841-70;5 vols.

Gaudentius:"Isagoge”" or "Harmonic Introduction’(Tav-
Sevtlov $uloodpou: ‘Appovinr Eloaywyn'";ap.Meibom

and C.v.Jan).

F.A.Cevaert:Histoire et Théorie de la Musique de 1'

Antiquité;Gand,vol.I,1875;v0l.TI,1881.




Gev.Probl, = F.A.Gevaert et J.C.Vollgraf "Les problémes musicaux

d' Aristote' ;Gand, 1303.

Grove = Grove's "Dictionary of Music and Musicians";5th ed.,
1954,

Heracl.Pont. = Heraclkides Ponticus

Herod. = Herodotus : Historiae(Leipsig,1886-7,T.,in 2 vols).

Hes, = Hesychius Lexicon (ed.M.Schmidt;Iena,1858-68).

. Hom.I1.,0d. = Homer Iliad,Odyssey;English Translation by A.T.Mur-
ray;0dys.1919,T1iad 1924.

I.D. : = Ingemar Diring

J.H.S. = Journal of Hellenic Studies.

Cuov.da = Carl von Jan(Carlus Janus): Musieci scriptores Graeci;
Leipsig,1895.

Supplementum Melodiarum reliquiae;leipsig,1899.

Th.Kock Comic.Att.Fr. Theodorus Kock : Comicorum Atticorum Fragmenta;

Leipsig,3 vols 1880,1884,1888,

Lalo = Louis Laloy: "Aristoxéne de Tarente,disciple d'Aristote
e L
et la Musique de 1'Antiquité";Paris,1904.

LSJ = H.G.Liddell and R.Scott''A Greek-English Lexicon''Revised

and augmented by Sir Henry St.Jones;with a Supplement,
Oxford,1968;Reprint 1973.




LS ,Gr, = Henry S.Liddell and Robert Scott,Greek edition(Méym
Aegundv this ‘EAAnvexfis TAdoong;transl.into Creek by

Xen.P.Moschos) with a Supplement,Athens 1972.

Luc.Orch, =.Lucian "On Orchestics"(or "On Dancing";llept 'Opyrd-

ogewg").

"

Macran or H.S,.M. Henry S.Macran:"The Harmonics of Aristoxenus"('ApuoTto-

£€vov; ‘Apuovixd IrouyeCa';0xford, 1902).

Mart.Cap. ' = Martianus Capella,ed.Adolfus Dick,ad.Jean Préaux;
Stuttgart ™. 1969;Liber IX "De Harmonia" pp.u469-535.
Mb. = Marcus Meibomius : "Antiquae Musicae Auctores Septem,

Graece et Latine';Amsterdam,1652.

metaph, = metaphorically.
m.pr. = modern pronunciation.
Moeris Lex. = Moeridis Atticistae Lexicon Atticum(MoCpuSoc ’ArtL-

wLotol "A€Zeus "AtTuxBv xal "EAAdvev';Leyden,1759).

Monro = D.B.Monro:"The Modes of Ancient Greek Music'";Oxford,
1894,
A.T.M, = A.T.Murray;see Homer.
Nauck Eurip.Perd.Fr. = Aug.Nauck :Euripides Perditarum Fragmenta(Leipsig;
1885).
do TGF = Tragitorum Craecorum Fragmenta(Leipsig;1956).supple-

menteum ... ad.Bruno Snell, 1964,

Nicom.Ench. = Nicomachus of Gerase :"Harmonic Manual' or "Enchiri-

dion" (Nuxondyou Tepaonvoi='Appovinfic "EyxeiLpléLov;

ap.Meibom and C.v.Jan).

Nicom.Exe. = Excerpta ex Nicomacho(ap.Meibom and C.v.Jan).




T = Teubner Edition.

Theocr, = Theocritus "Bucolici'

Theon Smyrn. = Theon Smyrnaeus :llepl Movouxfic("Tav xatd paSnuatixry
XPnovpwy., . ."book IIj;ed.Ism.Bullialdo;Paris 1644).

Theophr.Hist,.P1. = Theophrasti Historia Plantarum;ed.Fr.Wimmer;Leipsig

(T.) 1854,

b)Thephrastus "Enquiry into Plants" with an English

translation by Sir Arthur Hort,in 2 vols;London-
N.York,1916.

Vincent "Notices" = A.J.H.Vincent "Notices sur divers manuscrits gracs

relatifs 3 la musique";Paris,1847,

XE verb.

H.Weil et Th.Rein, :Plut.De

la mus. = Hanri Weil et Théodore Reinach : Plutarque "De la

Musique';Paris, 1900.

w“w
Yen

Xen.Oecon. = Kenthon "Oaconomicos"

Symp. = i "Symposium"

The asterisk refers to the entry under that word.




Modern Greek Pronunciation

After each entry the pronunciation of the word in modern Creek is added in

brackets.

Letters are pronounced as follows:

o

as in the word last;

d as th in that;

o

as e in end ;
£ witheori as y in yes or yield;
with a or o very light g;

i ~asin pit;

0 as in het;

S as s 1in sun or ss in assist;
ch as h in harmony;

th as th in theory;

the diphthongs : ou as oo in foot;

ol as i above;

_—

ali as e above;

all the other letters(b,c,f,k,l,m,n,etc.) as in English.




dchordos (d&xopbog);without strings.Theognis (ap.Nauek TGF,p.769,Fr 1)"dxopbog

9épuLyE”(achordos phorminx)=a phorminx without strings.
| Metaph.unmusical ,discordant;e.g.dxopbov uérog(achordon melos)=unmusical(un-
pleasant) song (Dem.).
Arist.Rhet. ,book IIT,ch.6,par.7,1408A:"39%v xal td dvéuata ol xountal o€poust,td
GxopSov nal &upov pélog"("Poets also make use of this in inventing words,as a
melody without strings or without the lyre";transl.J.H.Freeze,lLondon 1926,p.376),
According to Dem.'umusical melos".




achoreutos (axdpevtoc;m.pr.achdrevtos) juntrained in dancing and singing;without

choir-training;also not accompanied by dancing.Plato Laws (Book II,654 A-B):"00-
nolv o pév dnaldevroc axdpevtos €otol,Tév 6€ memaLSeupévov xexopevxrdta ferdov;"
("Shall we assume that the uneducated man is without choir-training,and the edu-

cated man fully choir-trained?'");transl.R.G.Bury,London 1926,vol.1,p.93).Metaphor.
joyless,sad ,mournful.




dchoros(dyopoc) ;the same as achoreutos.Pollux IV,81:"ndlovv &€ td dxopov adinue,td

®UBLxdV"'("they played on the aulos the Pythian aulema(solo) which is without dancing",

or "the mournful Pythian aulema'."Ovola dyopoc',a saerifice performed without danecing.

Note: Used as an epithet of god Mars(Ares) it signified metaphorically horrible,ter-
rible ,terrifying.




adein,ado(géeLv,gbuw;m.pr.ddin,ddo) ,in poetic language deCbelv,delbu(aeidein,aeido),
to sing.It was also used with the meaning : to relate,to narvate (often by singing);
Homer I1.A "ufiviv &eube,%ed” ("The wrath do thou sing,0 goddess'”;transl.A.T.Hurray
¢ 5 0 S o

It meant also : to praise (a person;a hero).

‘éégkg_gggg (adAdv orivpav)=to sing to aulos or to lyra accompaniment;to sing in
eoncord to aules or lyra.

The opposite of adein was AéyeLv(legein)=to speak;Aristox.Harm.I ,Meib,9,24,

The verb ¢éewv (adein) was used by extension also in the case of birds etc.Timaei
Fragmenta, in FHG I p.207 TFr.64"cf Té€tTuyes géovouv" ("The erickets sing").In a
contest between two kitharodes, Eunomus the Locrian and Ariston of Regium,while
the first was performing "a cricket flew over his lyra and sang"("T1€tTLE €xv Trv
Apav éruntds (or énvuvds) f6ev").Strato (VI,p.260) in relating this story,says
that "one of the strings (of Eunomus’ kithara) having been broken a cricket flew
over the instrument and filled up the note" (cf.FHG T p.207,Fr.65;Paus. VI,6,2
and Strato;Clem.Alex.Protrepticus,ch.I par.2).




Adonia,Adonidia (&buwvia,adwvibua)

1. &6wvia (plur.of &bdviov,Adonion) was called a) a lament for Adonis:b) a eceremony

in honour of Adonis.

2. dbwvibia (plur.of d6wvlbuov,Adonidion) were called the funeral songs sung by
women at a sacred procession in honour of Adonis.At a ceremony for Adonis called
abdéveva (Adoneia),in which only women were taking part,the women carrying images
of Adonis made by wax or baked clay held a procession through the streets of the
city,and with an expression of the utmost grief and dolor beating their hreast,

they sang and danced to the aulos gingras®*(ylyypag) accompaniment.

3, 'Abdvug were also called the images of Adonis made by wax or baked clay carried

by the women at the funeral procession mentioned above.

4. &dwvicaoude (Adoniasmds) was another term for the lament in honour of Adonis;Hes.

"' ASwvLaouds & éxl t§ "Abwvl dpfivos” (''Adoniasmos,the lament in honour of Adonis™).

5. &8dviov (Adonion) signified also a kind of war-march played on aulos;Hes. "' A~

sdvuov T8 xapd tots AdnwoLv adAndév émuBatdpiov” ("Adonion was called the epi-

baterion melos [ a marching melodyj played on aulos among Laconians).

The women who were taking part in the procession were called ' Adwvudzovoal (Adonia-

zousai) from &5wvLdreLy = to take part in the Adoneia ceremony.




ggjgg{éiggi;m.pr.afdan);nightingale.But also metaphorically the reed of the aulos,
and the aulos itself.Hes."dnéva’yluwsolSa netapopLxlis Edpuxlng OLSCR06L" ("Euripi-
des in Oedipus(ecalled) metaphorically the reed(of the aulos) ,aedon").Also "nal Ttovs
avdovds &¢ "Awtivas dnddvas” mou E£on (EdpLribng)"("and he(i.e.Euripides)called some-

where alse the aulof,'"lotus-made aedons").Cf, Aug.Nauek :Buripidis perdit.Fragm.Fr,
560 p.149 and Fr. 928,p.261 (Fabularum fragm.) and note.




aelinos(aliivog ;m.pr.€linos);a mournful exclamation;also a fierce lament,a mournful
song,a dirge.

Aesch, Agam. 121(139,159)"alAvvov,alivvov elné"("chant a strain of woe,a strain of
woe" transl.by A.Balliol Man;Oxford,1880,p.5).As an Adj.it means "mournful ,plaintive"
(LSJ}.Cf.linosf

The vb aelinein (olAivvelv;m.pr.elinin);to sing an aelinos,a mournful song;to sing a

lament ,a dirge.




Aeclian Harmonie@ (adeduxr dpuovla ;m.pr.colik? armonfa);se was called by some writers

before Aristoxenus the octave zaries (5ud nagdv,octave species):
a-b-¢-d-e~f-g~a (Diatonic genus),

It was also called aloAls &puovin or aboluoty (Aeolis,Aeclisti).

According to Heracleides Ponticus (ap.Athen.XIV,624 C.D,ch.19) the Aeolian Harmonia

was one of the three Greek Harmoniai(the other two being the norian*and the Ioniang

after the three main Greek tribes(AwpLeCg,AtoleCs,”Iwves;Dorians ,Aeolians and Ioni-
ans).It expressed the character (ethosﬁ) of the Aeolians:the haughty and pompous("yod-
pov nal OoyxBéec' )as also the lofty and confident ethos ("éEnpuévov xal tc%uppnxés")*-

The Aeolian was later replaced by the Hypodorian Harmonia. |
The Aeclian tonos(tdvos aldAuog) held the 7th place in the table of the neo-Aristo-

xenian system of 15 tonoi;see under tonos.




Aeolian nomos (atdéAuog vduog):a kitharodic nomos.Lysias (ap.Plut.De Mus,1132D,ch.4)

includes this nomos among these kitharodic nomoli invented and named by Terpander
("ol &¢ tfic uuLBapybslag vduoL mpdrepov ROAAG xpdvy Ty addpduxd@v xategTddnoav Exl
Tepndvbpou”énetvog yoOv tovs nudapyburovds véuoug tpdrepos wvépacev,BoLdTidy TLVva
xat ALéALov..." = The kitharodic nomoi were initiated by Terpander much earlier
than the aulodic nomoijand were called by him Boeotian,Asolian,...”).

Hesychius calls this kitharodic nomos aloAls (Aeolis);"aloAls’xtapyduxds véuog,

oUtw Malodpevog'="Aeolis;so called a kitharedic nomos".




Aeolis (alwlls ;m.pr. eolis);see above,under Aeolian nomos.




asolomolpos (atoAdpoAnog ;m.pr.eoldmolpos) ;see below,under asolophonos.




aeolophonos (atAdowvoes;m.pr. eoldphonos),from aldlos (aeclos;nimble,impetuous;

metaph.changeable) and owvh (phone®;voice,sound);having or producing a varied,

colourful voice.AloAdguvog %néév:colourfully singing nightingale.

In Nonnos (Dionys.40,223) atoAduorros (aeolomolpos) of varied (eolourful) singing

"MuySovig aloAdmuorros: (éxéxture alluva) oUpLyE" ("the melodious Mygdonian syrinx

(sounded their dirge);transl.by W.H.D. Rouse,vol.vol.III,p.169).



Agathocles( 'AyaSoxAfigim.pr.Agathoclis) jc.end of the 6th cent.B.C. ,Athenian sophist

and musician.He was pupil,for the music,of Pythocleides*,and teacher of Lamprocles#,
and ,according to some writers,also of Pindar.He belonged to the Athenian school
established by Pythocleides.

Plato (Protag.VIII,316E) speaks of Agathocles as a 'great sophist" who,like Pytho-
cleides and many others,out of fear for other people's envy used music as pretence and
curtain ("povoundv 6¢ 'Ayadoxlfic te 6 Uuérepos mpdoxnua g¢noLioato ,uéyas wv cogLoThs,
xal TMudoxleldng 6 Ketog xal @Alou moldol.0UtoL wdvreg,ioxep A€yw,poBndévtes tdv 0938~

vov tals téyvors tadtars mapaxerdopaauy expricavto’).




Agathon ('Aydbwv;m.pr.Agdthon);b.5th cent.B.C.,d.c. 400 B.C.Athenian tragedian and

composer,son of Teisamenus,generally considered as the most important dramatic poet
after the great three tragedians.

He was accredited with the introduction of the chromatic genus in the tragedy (Plut.
Quaest,conviv.book III,I,11-12;"wplitov els Tpayypslav gaclv éuBalely xal VrouCEaL xpuw-
paTLadu™),

His name was given to a kind of aulesis#*('Ayd9uvoc or dyaduvevoc aUAnoug;''Agathon's
or Agathoneios aulesis')which,according to Suidas,was "soft (effeminate) and volu-
pPtuous:or neither loose,nor bitter,but tempered and most pleasant'("'Ayaddveioc ad-
Anous’n uadaxrd xal éxdedvuévn'f 1 prdre xadapd,udte xuxpd ,&AX edxpatogs nal BECoTn™).
Agathon was the first to introduce in the drama the so-called embolima* choral songs
which had no direct connection with the main theme of the drama(Aristotle "Poeetike,
1456A,ch.18 "éuBbALpa dSovaL mpdtov dpEavrog 'Ayddwvos To¥ toLodtou™).

Very young he took for the first time part at the dramatic contest Lenaea(Arvava)in
Athens in 416 B.C.,and won the first prize.He was one of the principal interlocutors
in Plato's "Symposium".

He became very popular in Athens for his dramatic works,and his sociality,his plea-
sant company and his beauty somewhat effeminated.Aristophanes bitterly satirized him
in the "Thesmophoriazousai".

Agathon died probably in 401 or 400 B.C. in Macedonia where he had been invited in
407 B.C. by king Archelaus (413-333 B.C.).

Only a'few verses of his survived;Th.Bergk,Anth.Lyr.p.132,PLG II p.593.




Agathoneios aulesis (ayofuveros aUAnous ;m.pr.agathdnios &vlisis)jsee Agathon.




agechoros (ay€xopog;agéchoros) ,also hegechoros (ny€yopog;

m.pr,igéchoros) ;the leader
of the chomis.The words agesichoros and hegesichoros (&yeolxopog ,fiynolyopac) are also
met with the same meaning.See choregos,




Agelaus of Tegea (’Ayéiaog o Teyedtng;m.pr.Agélaos Tegedtis);6th cent.B.C.Kitharist
from Tegea(Teyéa;hence his surname Tegeates).

He was crowned at the 8th Pythian Games (558 B.C.) as a kitharist ,when,according
to Pausamias(book X,ch.7,par.7),the kitharistike (solo kithara playing) was first
introduced;see under kitharisis-kitharistike the text of Pausanias.




Agenor of Mytilene('Ayrdvwp 6 MutuAnvaCogs;m.pr.Aginor Mitilin@os);c.4th cent.B.C.,
well-known musician of this time.He was one of the successors of Lasus' teaching,
and a contemporary of the famous orator Isocrates (436-338 B.C.).

His school of music is mentioned by Aristoxenus(harm.II Meib.36,35 to 37 1)together
with that of Pythagorar of Zante®,and by Porphyry®*(Wallis,III,p.189).Among his

pupils were included the grandchildren of Isocrates who out of respect to his

teaching mediated in a specific letter to the governors of Mytilene to allow his
return home from exile(Isocr.Letter,VIII,1 "To the governors of Mytilene";"Tolg
Mutidnvaduy “Apyovauv').




agoge (aywydsm.pr.agogl)

1. &ywyd was called the progression of the melody in stepwise order.
Cleonidea(Isag.par.lugheih.p.22;C.v.J.p.ZO?) says "agoge is the progression of the
melody by consecutive notes' ("aywyd uév 0dv éortuv B Sud TEY £Efic 9ddyywyv 86dc 1ol
uélovg"),

Aristoxenus (I,p.29,32 Mb) goes further by defining that each of these consecutive
notes is preceded and succeeded by a simple interval.

Arist.Quintilianus (Mb pp 18 and 29 RPW I pp 16,29) distinguishes three species of

agoge : a)eldeta (direct) ,ascending in stepwise order; b)avaxdurnrovoa (coming back),

descending in stepwise order; c)ixepupepnc (revolving,circular),ascending and descen-
ding in stepwise order.But in the circular the tetrachord ascends by conjuction and
descends by disjunction or vice versa ("wepLpepris &€ N xard cvvnuuévey pey Exuredl-
vouga ,xatd SueZevynévuy 6¢ avietoa,n evavtlus” (p.29):it is therefore modulating

("ueraBoAuxn™).

See also Bell.Anon.Note pp.86-87,and p.82,par.78;6Gév.I,p.378

2. The term &Imxﬁ is also used in the general sense of progression,sequence;Aristox.

(Harm.II,53,8 Mb) "eéxelvol uév ydp OAuywpelv palvovrau tic ToU ueiove aywyfis"

("Those (theorists) seem to disregard the progression of the melody").

3. Agoge was also used to mean the rate of movement; the equivalent of tempo in
modern musicj;Aristox.I,12,29 and II,34,15.Arist.Quint.(Mb p.42 RPWI p.39) defines
the "puduuxr dywyni” (rhythmical motion) as "the rapidity op the slowness of times"

("' Aywyrd 8€ oty puduLxrd xpdvev tdxoc # Bpaddrnc”),




%. Method,style;Plut.De Mus.(1141C,ch.29) "els Trv SLSvpauBLxdy dywyrdv peraordoac

(0 Adgoc) tovgs puduods ete" ("{ Lasos of Hermione) changed the rhythms in the di-
thyrambic style etc").See Lasus of Hermione®,




akariaeos (dxapLotosim.pr.akaridos);

anapLatoc tdroc(locus),a very small,imperceptible locus in which the extremes of
concords may move.Aristox.(IT,p.55,38 Mb):"When we consider the magnitudes of inter-
vals we find that while the concords either have no locus of variation... or have

an inappreciable locus'jtransl.H.S.M.,p.206(""Exel &¢ td@v Svaotnuotundly peyeddv td

» ’ » w L) w » » = ¥ i P "
péy tiv oupgdvey fAtoL OAws oUx ExeuLv Soxel tdmov...n TavTelils GxopLatdy TLva').

Note:dxapLaloc is derived from axaprcsbrief,short ,momentary;used with the word
xpdvoc (time),as in "dwuapdg xpdvos” or as an adverb axapuotug" (or "év axapel")

means -in a very short time,instantly.



akinetoi phthongoi(&xtvntoL 98dyyou;; m.pr.akiniti phthdng§i;immovable notes.See

under Hestobes (eotdtec).




aklineis (&xlwzcg;m.pr.aklinis);fix@d,uﬁmoved.See under Hestotes (forfirec).




akoe (élgj;m.pr.akoi),from axoveLv (akouein)=to hear,to listenjthe sense of hearing,
Alsc what is being heard(word or sound) jthe act of hearing,and sometimes the ear it-
self,

The verb dxodeuv was used to signify also : to follow(to hear) the lessons or courses
of a master.In this respect it is a synonym of "aupo@iodaL"(akroasthai=to hear ,to fol-
low lessons).Hense "$ &xoviv'(the hearer)=the pupil,the disciple,the follower of a
course.Aristox.Harm.(II,SO,lB)"rng TAELOTOVUS T@V anovodvrwy napd Mdrwvog"="most of
those who attended Plato's courses';Ibid (II,31,13"rols uéAAovoLy dxpododal xap av-
Tob(to0 'ApLotorélove)'=to those intending to become his (Aristotle's) pupils’.




akousma(éxovoua,td;m.pr.dkousna) jeverything heardssound or by ext.music;a rumour,
SESUSmal axovgy
Also an akroama¥®,

akousmation (axovoudtiov,td;Dimin.);a short(little) song or story.




akréama(dxpdapa) ,from &xpododay(akroasthai)=to hear especially with attentionja mu-

sical performance’; everything to which one listens,esp.with pleasure,a song,a reci-
faticn,etc.The term was taken to signify all kinds of entertainments,offered espe-
cially during the symposia.Xen.Symp.(2,2) "ol pdvev Setmvev dueurtov xapednxag,dird
now Sedpato wal &ugodpatu (pl).néLata rapeyeLe”("You did not only serve an impec-
cable dinner,but you offer too most delightful spectacles and entertainments").

The principal entertainments at the banquets were the singing and dancing,since
Homer's time;"MoAnr t’dpxnotic te,rd ydp v’ dvadripara Savrdc'("Both the song and

the dance are the embellishments of the symposium"),

But besides sfinging and dancing there were many other kinds of entertainments :
comic monologues,mimic actions,jugglings etcjand there were engaged for this pur-
pose musicians (especially women,auletrides® and psaltiai?®),mimes,jugglers,buffoons,
even foul-mouttreds.The "akroamata" took such an extent during the symposia that
they had the character of a mixed,musico-theatrical ,performance.

2. The word "axpdapa"(especially in plur.dxpoduara) signified ,synecdochically,also
the executants themselves;Athen XII,526:"aUAntpldag xol $adtplac xal 1d ToLalrta

T@v oxpoapdtwy'(" auletrides and psaltriai and the similar entertainments"d% enbatainers ).




akrdasis(dxpdaoic);the act of hearing,of perceiving by the ear,of listening especial-
ly with attention;from &xpodcdaL (see under akoe).Akroasis was also told the following

of lessons given as it were orally by teachers;also a lesson,a course,a recitation,
a narration which can be followd by ear:an entertainment (as akroama).Synecdochical-
ly:the audience and the auditorium.Plut,"De Adulatore et amico” 58C,par.15:"69ev 0p@v

TLe totuy avtods E£8pac Te Tde wpwtas &v dupodosoL wal 9fedrpoug'’(this is the reason

why such persons are to be seen taking possession of the front seats at entertainments
and theatres';transl.Babbitt,vol.I,p.313.Aristox, (Harm,IT,30,18-18) "Kaddrep 'ApLoTo-
TéAng del SunyeCto tovs wAeloTtoug T@V Guovodvrwy wmapd MAdrwvog TV TEPU tayadold axpd-
aoLy nadefv"("Such was the condition,as Aristotle used often to relate ,of most of the
audience that attended Plato's lectures on the Good';transl.H.S.Macran,p.187)."Tods

RAeloTOUS TEV &xovodvtwy” may be translated also "most of those who attended the

courses' (see akoe).




akroaterion (d&xpoatrpuov;m.pr.akroatirion);the part where lectures,musical or other

performances took place;auditorium.Synecd,the public that follows or listens to a
spedeh ,a musical performance ete.Plut.''De audiendo" Nlepl ToD dxovevv (45 F,par.15):

"ol 6¢ tdg E€vag puvds Tolg dnpoatnplous viv éxevodyovres odtou"("those who nowadays

introduce inte our auditoriums strange expressions").



akroates (dxpoatrg;m.pr.akroatis);a listener.That who follows a course (a pupil or

disciple) or listens to a public speech,a musical performance etc.Plato,Laws II,

668C "mountal te mal axpoatal (pl.)xal Vwoupural(''poets and listeners and actors").




dkros (dxpog) sextreme ;akroi (&xpou,pl.)=the extreme notes (or strings) of a tetra-
chord or system.Those in between were called pfoo. (intermediary).The extreme notes

of the tetrachord were immovable (see Hestotes).




akrotetos (dnpdtntog;m.pr.akrdtitos);in the case of an instrument,not struck,not

played;hence whieh has not produced a sound.By extension,not sounding together
or euphoniously;sounding discordantly,out of tune,out of rythm."MéAn ndpavia x’
anpdrnra ndppala''="Mele (songs) out of tune,and cacophonous (or not synchronized)
cymbals';Trag.Adesp.93 (in Aug.Nauek TGF,p.857).




aleter (dAntiip ;m.pr.alitir); a kind of dancing native of Sicyon (in Peloponnesus)

and of the island of Ithaca.
Cf-Athen. XIV,631D,ch.30(see the text under the word kidaris); see also FHG II p.284,

Aristox."IuynploeLs”.




aletis (aAfitug;m.pr.alitis) fem.of aletes(d&Afitng)=wanderer.

1. a song sung on a swing,while swinging.Pollux,IV,55 '""Hv &8¢ xal &AfTie §oua tals
atdpars tpoogdduevov "(=There was also a song (called) aletis sung on the swings").
It was believed to be a song in honour of Erigone( 'HpLydvn;see Note below);Athen,
XIV,618E,ch.10 "there was also a song sung at the Swing-festival,in memory of Eri-
gone ,which they call the wanderer's song' (transl.by Ch.B.Gulick,vol.VI,p.333).

2. So also called a feast in Athens;Hes."'AMfitug,toptd 'ASrvnouv,? viv "Edpa Aeyo-
uEvn,xal fuépas dvoua,hc & Midtwy 6 Kwpunds"=("Aletis,a feast in Athens,the so-
called Eora(or Aldpa=swing);the name as well of this day (is Eora),according to
Plato the comie").

Note. Erigone ('Hpuydvn)was the daughter of Icarius,an Athenian,to whom Dionysus
taught the cultivation of the vine and the production of wine.She gave birth,from
Dionysus,to a son,called Stdphylos (staphylé,otaguirn=grape).

Her father offered from the wine to some shepherds who got drunk ,and thinking that
they were given poison killed Icarius.Erigone,by the help of her father's dog
Maira,found the body,and in despair she hanged herself:;but before dying she

cursed the maids of Attica to hang themselves too.Their fathers ,advised by oracle,
established a feast in honour of Erigone during - which the maids of Attica hanged
swings,and while swinging they used to sing the song called "aletis".

See ,among others,Nonnos Dion.book XLVII,3u4ff,




dlogos (dleyeg) - alogia (aroyla).

See under Reton - Alogen.




alibromos (aACBpouog; m.pr. alivromos);

See Bromos




th

Alkaeus, or Alcaeus ('Airatog; m.pr. Alkéos); end of Tth to 6 cent. B.C. lyric

poet and composer, from Lesbos or Mytilene (surnamed AdofLosc or Mutriinvetog,
Lésbios or Mytilinaeos). . He flourished at the 45 <D Olympiad (598 BC), and was

a contemporary of Sappho.

His life was very turbulent owing to his taking part in the struggles against

the tyrants of Lesbos; he lived a longtime in exile, wandering from one part

to another. Eventually he returned home where he died. He was known as a

lover of good-living and drinking; in Athen. (X, 29 A, ch. 33) we read that "both
Alkaeus, the lyric-poet (melody maker; uelomoids, composer) and Aristophanes, the
comedian, used to write their poems when getting drunk" (Kal 'AixaCos 8¢ 0 pelo-
toLds xal '"AprLotopdvng O uwppdomouds uedovtes Eypagov Td Tourpata).

As a poet Alkaeus held a high position, and was considered, with Sappho, as the
chief representative  of the Aeclian poetry. His muse derived its source from

an ardent and sprightly nature, noble and glowing. He wrote patriotic and war-
songs, hymns, erotic, and especially scolia (drinking - songs), of which some
fragments survived; see in Brgk PLG, III, pp. 930-967 Hymns, Stasiotica (Itaciw-
Tuxd, Rebellious songs), Scolia, Erotica ete. j also in Brgk Anthol. Lyr. pp. 183-
193, and Athen. XIV, 627A. Alkaeus is eredited with the introduction of a metrical

schema known as "Alkaie strophe'.



Alkeides or Alceides ('AMxeCSng; m.pr. Alkidés); 2nd to 3rd cent. A.D. A musician

from Alexandria, one of the Deipnosophists of Athenaeus; book I, 1F "uouounos 6F

nepfiv "Akxeléng 6 'AleEavépeUs" ("and the musician Alkeides of Alexandria was
also present').

The name of Alkeides appears also twice in Book IV, 174B, ch. 75; ¥hen from a
neighbouring house a very sweet and pleasant sound from a hydraulis was heard,

Ulpianus, another Deipnosophist, turning "to the musician Alkeides" drew his

attention to that harmonious sound ("oupewvlog", or "elowvlac", according to
various editions) so different in character to that "of the single-pipe so common
among you Alexandrians, which causes pain to the listeners rather than any musi-
cal pleasure, (transl. Ch. B. Gulick, Vol. II, p., 291). This observation gave

the opportunity to Alkeides to defend the achievements in music.of the Alexandrians,
and to deliver a long and informative speach on musical instruments extending to
the whole of Book IV (174B, éh. 75 to 185A, ch, 84).

His time is unknown But it may be supposid that he was a contemporary of Athenaeus
(2™ o 5 cent. A.D.)




Alkman, or Aleman ('AAupdv; m.pr. Alkmdn); 7" cent. BC lyric poet and composer,

According to Suidas he was born in Messoa (Meoodw, a part of Sparta according
to Strabo), but it was more generally belééved that he was born in Sardes of
Lydia, in Asia Minor. Sold as a slave in Sparta, Aleman was later emancipated
and settled there. Suidas gives as his time around the 27th Olympiad i.e. 672~
668BC, and that he lived during the reign of Ardys (“Apbug), king of the Lydians;
modern scholars place him later than this time, towards the end of the 7th cent.
Aleman was the founder of the Spartan classical style of choral song. He used
to write himself both the poetic text and the music of ‘his Hymns, Hymenaeoi,
Partheneia, Hyporchemata, Paeans and Scolia, and even defined, where necessary,
the movements and figures of the dances. For him poetic text (Adyog), music
and dance formed a living unity. Holding the post of chorus master he composed
Hymns, Partheneia etc. for the public festivities.

For his "aulodic nomoi" he used three Phrygian auletes (see under ag;odia*).
According to Himerius "he knew how to combine the Dorian lyre with the Lydian
melos", Aristoxenus in his second book "On Music" (ap. Plut. De Mus. 1136F

ch. 17) praises his Partheneia written in the Doristi Harmonia.

Many verses of Aleman have been survived; Brgk PLG, IIT pp. 819-870 and Anth.
Lyr. pp. 166-181.




alogos (A)loyoc); see reton - alogon.




Alypius ('AASxueg;m.pr.Alipios); 3rd or 4th cent.A.D.theorist.His time is placed
by Meibom in the 2nd cent.A.D.,and by Carl v.Jan("Philogus" Vol.30,p.402,4) after
Ptolemy.

Nothing is known of his life.His "Introduction to Music" ("Eloaywyrd Meveuxd") which
consists entirely of tables of the Greek scales (15 tonoi,téver) in the three ge-
nera with their notation is the principal sources of our knowledge of ancient Greek

notation and scales (see Parasemantike).

The "Introduction" has been edited first in Leyden (Ed.Elzevir) with commentary

of Joannes Meursius,together with Aristoxenus' Harmonic Elements and Nicomachus'
Manual of Harmonic or Enchiridion.("Aristoxenus,Niccmachus,ﬁlypius‘ auctores Musices
antiguissimis!' Lugduni,Ed.L.Elzevir,1616,pp. 95-124"),Athanasius Kircher published
in his "Musurgia Universalis" (Rome 16505vol.I,facing p.540) Tables of the Greek no-
tation after Alypius.

But the first reliable edition of Alypius' introduction (or "Isagoge'") was made by
Marc Meibom (1611-1711),with Latin translation in his "Antiquee musicae auctores
septem,Graece et Latine" (Amsterdam,1652;vol.I,IV,pp. 1-65).

A more recent and very commendable edition of the Greek text is found in Carl
v.Jan's (1836-1898) "Musicd scriptores Graeci (Leipsig,1895;VIII,pp. 367-406).
The"Isagoge" was translated into French by Ch.Emile Ruelle after the text of Meibom
and published (without the Greek text) with commentary in "Alypius ,Gaudence et
Bacchius l1'Ancien" (Paris,1895,pp. 1-48; pp.141-2 a complete table of the Greek
notation;No V in his "Collection des auteurs grecs relatifs 3 la musique %,1870-
1895).

Note: Alypius' name is mentioned in Eunapius' "Lives of sophists" (Loeb,p.373 ff)

in connection with Iamblichus;also by Cassiodorug (Migne P.L. Vol.70,p.1272).




alyros (divpog; m.pr. dliros); without the lyra, unaccompanied by lyra (LSJ). Alyron

melos (a&Aupov pélog) ; a tune not accompanied by the lyra. Metaphor. alyros signified
sad, mournful, melancholic,

See achordos.




amelodetos (auerg@dnroc m.pr. ameldditos); unmelodic, also unsingable, a very

small interval which can not be sung. Aristox. (Harm. I, ZI, 25-28 Mb) "semitones,

thirds of tone and quarter - tones can be sung but intervals smaller than these

are unsingable" (apelgénra). According to Aristoxenus these intervals can not

be used in a system or scale: Harm. I, 25, 24-25 Mb: ”&usk@ﬁntov ydp A€youev o
ui tdrreral xad'cavtrd &v ovotripatL" ("amelodeton, we say, that (interval) which

can not be itself placed in a system"). See under "dodecatemorion'.

b) amelodetos also signified not sung; not praised by singing: that who was

not praised in melody.




m.pi. ametivolos);unchangeable,not modulating. Auetd2olov

aotnpe (neut.,ametabolon systema)s Iimmutable system.

See 'perfect immutable system'' under "systena’ (odotnua).

dppovia Guerdforos (’harmonia ametabolos') ;Plut."De Defectu oraculorum” 437D par. 50,
L}




Amoebeus (’ApotBevgim.pr.Amivévs); well-known Athenian kitharode of the 3rd cent. B.C.
Aristeas in his book "On kitharodes'("NMepl' xuL8apypdiv'') says that Amoebeus lived in

Athens "residing near the thu;re,and that whenever he came forward to sing he was
receiving a fee of one Attic talent (rdlavrov) for a day's performance”(Athen.XIV,
623D,ch.17;transl.by Ch.B.Gulick,vel.VI,p.361).

Plutarech also mentiens him (in De virtute morali,llepl. A9uxfis dpetfic,443A,ch.4)
saying that the philosopher Zeno urged his pupils to listen "to Amoebeus’ inspired
playing and singing”;"otws watoudduwuev olav €vrepa nal. velpa xal E¥la xal 60Td
Adyou wual &puduol uetacydvra nal tdEews eupdicuav xal guwvriv avinouv'.("Come,let

us observe what harmony and music gut and sinew,word and bone,send forth when they

partake of reason,proportion and order";transl. W.C.Helmbold Moralia vol.VI,p.31).




dmousos (&uovoog):not trained in muses ,uneducated,unrefined,without taste,rude.Also not

trained in music,not knowing music or not having a taste or inclination for music.Pla-
to (Rep.455E) says:"&ALA'€otL xal yovr povouxr,® 6’ ducusos puoel”.
Pl.Laws (Book III,700C)"&uoucor Boal tAf®ous” ("unmusical (rude) cries of the erowd");

Eurip.Alcestis 760 "auous'diaxtiv' ("unmusically (rudely,dissonantly) howling"),

amousia (agpovorn); the lack of education or culture; also the fact of béing

unmelodious, unmusical.

Opp. of eumousos (eduovdeg) and eumousia (eduovova).
Plato Laws, book II, 6704 "GLAG 15'&30160@ avArfoel xat xudaploer xGod Tue Auovola
®aL Savpatoupyla ylyvout'dv TS xpnoews" ("the use of both (aulesis and Kitharisis)

. without (orchesis and singing) is a specimen of unmusicality and juggling').

The adj. apdmousos (&ndpovooc) is also met with the same meaning.

Eurip. Phoen v. 815 "“&xouovootdraioy " (in Bernardakis’ ed."duovootdravol") ody

$6alc ("with unattuneable [rude, cacophonus | odes"),




AuReLpasm.pr, Ampira)ipoetic form of dvdreupa (anapeira),test.

called,after Strabo (IX,3,10,e.421) the second section of the kitharistic

Pythian® nomos.
Hes."pudude adinrinds” ("auletic rhythm'),




Amphion (’Augluwv);famous mythic kitharede,son of Zeus and Antiope.Several legends

wera created avound his name,and were preserved by many writers.According to one
tradition he was the first lyra-player and was taught by Hermes or Zeus himself.
He learned from the Lydians the Lydian harmonia,and was credited with the invention
of the kitharodia® and the kithavodie® art,and the addition of three strings to
the four old ones to the lyra (Heracl.Pont.ap.Plut.1131F,ch.3:Paus.book ITI,ch.6
par.4 and IX,ch.5 par.7-9).
His name was connected with the construction of Thebes' walls;according to the
legend his twin-brother Zethus (Zfidos)by his legendary strength transported bulky
stones from the ﬁountains,while Aphion by his lyra and his singing charmed them
so that they were placed and adjusted by themselves on the walls.Thus the Hepta-
. pylos (with seven gates) Thebes' walls were constructed;'Heptapylos" owing to
Hepta (Seven-)stringed Aphion's lyra (Hesiode FHG I p.204;Excdpta ex Nicom.Meib.
p.29,C.v.Jan p.266;etc).Eur.Phoenician women vs 823-4,
The poet of Europa epi("é td €xn ég EYpdmnv moufoas")says that Amphion's songs
drew even stones and beasts after him(in Paus.? 18id.).
According to Pausanias (IX,ch.17,par.7) the common tomb of the twin-brotherswas
placed on the "Ampheion” ('’Augetov),a hill NE of Cadmeia,and the Thebaeans used

to show '"the stones which placed by themselves following Amphion's singing'.

Amphion was married to Tantalus' daughter Niobe;and he was,according to a legend,
killed by Apollo (Luc.''On Orchesties" 44).




anabasis(dvdfaoLg ;m.pr.andvasis);ascension.In music the ascending succession of

notes-ascendinre scale,Also called anagose® (dvaywyd).




anabole (4vadoArd ; m.pr. anavoli ),also ambole or ambola (&ugorrd or &uBeid,in poetic

language).

> - . - » - L] * .
An instrumental prelude; a dithyrambic innovatfon ascribed +o Melanippides according
to which the dithyramb is not divided into strophes-antistrophes but follows the free
melodic form of the nomos and the hyporchema.

- .

See Melanippides and Aristotle Probl.XIX,15.
Note: The verb &vapdilopar (anaballomai) in music signified to start playing or

singing.




Anacréon ('Avaxpfwv);6th cent.B.C. lyric poet.He lived between 563 and 478 B.C.

(he died at the age of 85).Anacreon was born in Teas (T€wc,hence his surname
TAlog,Tefos) in the Tonian coast of Asia Minor,Very few things are known about

his life;when his native-town fell under the Persan domination (545 B.C.),Anacreon
went and lived in Samos at Polycrates' court.After the assassination of the tyrant
(522) he took refuge at Hipparchus (“Ixrapyos),son of Peisistratus (Nevolotpatos),
in Athens.When Hipparchus was also assassinated (514) Anacreon left Athens ,pro-
bably for Thessaly;since that time nothing definite is known about the rest of
his life,

Of his musiec we do not know much.

Critias (ap.Athen,XIII,600 D,ch.74%) calls Anacreon 'the enchantment of banquets,

women's infatuation,aulos'adversary,friend of barbiton; sweet,sorrowless" ("oupno-

olwy EPESLONA,YUVALXEY Nrepdtevua,adldv dvtCralov,ouloBdpBLTov N6y ,GAutov...").

He was even accredited with the invention of the instrument barbiton* (The Historian
Neanth#s of Kyzikos ap.Athen.IV,175E,ch.77).

For the accompaniment of his songs he never used the aulos But he preferred the
magadis and pectis;one of his verses,preserved by Athen.(XIV,635C,ch.37),runs as
follows:"I play on a twenty-stringed magadis in hand,0 Leucaspis" ("¥dAlw 6'el-

noot xopdaloL pdyaduv Exwv'";see psallein).Further in the same text of Athenaeus
(635D) the Alexandrian author Poseidonius says that Anacreon made use only of three

harmonias,namely the Dorian,the Phrygian and the Lydian.




anddosis (@vdSogug);heightening of a note;a synonym of the more frequently used

i #*
term,exctaowg (epitasis ).

Anon;(Bell.par.4,p.22):"pdAndls EoTLv 2% ToOU
xatd udlog éxlraois,ntoL avddoots'' ("Prolepsis
a higher one in vocal melody;epitasis that is

IIT,p.479):"éxCraoLs froL GvddooLs'="epitasis

See under epitasis.

Raput€pou 98dyyou éxl tdv 6EUtepov

is the motion from a lower note to

anadosis'").M. Bryen.(Wallis:;sect.

that is heightening" (anadosis)




anadrome (dvadpopd ;m.pr.ansdromf); a repeat,Fepetition of 2 section of a musical

composition,




iy o P = - . a ¥ *
anagoge (avaywyrd :m.pr.anagogl); leading up.Another term for anabasis,




(AvdxAnguc ;m.pr. anakli sis).

veous) and analysis,




nithe beginning of an instrumental melody.The term dyxpovoug (angrousis or agkrou-
3) ,poet., form,is also used,According to Strabo (TX,421) dyxpovous or dvdxpouoLe was

%
alled the first part of the kitharistic Pythian nomos

[¢]

Note: The verb dvaxpods (anakrouo),and poet.dyxpovw (agkrouo,angrouc) in music

signified to begin,to start playing.
See anabole (d&vaBoAr).




analysis (Avdivouvg 3 m.pr. an ndlizis) ;separation into constituent elaments ,resolution

of a compound into its elements etc.In Anonymous (Bell.par.78 p.82) it is met with
the meaning of z-ufv-’.s"".:= :"Agoge is the progression by step from lower loeci (while
analysis is the contrary) or a motion of notes from a lower to a higher locus;and
analysis is the contrary™ ("dywyn. xpooexde dnd tiv Bapurepuy 688¢ (dvdluvovs &€ 16
Evavtiov) # xlvnoug 99dyywy &x Baputépou <drou enl dEUStepov’dvdluorg b€ tovvavtLov').
The words in brackets are omitted in A.J.H. Vineent's edition of the same book

(in ""Notices",Paris,1847).Vincent uses in the second plage the word "dvdxAnous'

It is used also in the meaning of the inverse of synthe31s' ;in par.81,p.85 of the

Anon.(Bell.) an example is given of analysis of the interval of the 4th ("avdivoug

100 6ud tecodpwv') as the inverse of synthesis (see under synthesis c¢”).The analy-

sis is a melodic figure consisting of a tetrachord taken alternately by an ascen-
ding leap of a fourth followed by a series of four contiguous notes (a),and then

repeated in contrary motion (b);the analysis should proceed downwards by stepwise

degrees,e,d,c etc.
I ——————————EE——————




anamdlpein (dvap€Agevv ;m.pr.ananélpin);to sing:to praise in song.

Theoer. 17,113 "avauéidat douddv”’ ("to sing a seng").

Anacreontea 36,2 "dvapuéidopev Bedxyxov" (“"let us sing praises to Bacchus").




yrizein (

GVARLVUPLEELY 3M.pr. anaminirizin);

see under minzrismos.




anapaestos (dvdraLgtog ;M. pr.andpestos) ; the well-known metrical foot consisting of

two short and one long syllables vu- (a reversed dactyl).

anapaestic metre (dvanaLortixdv METpov);consisting of anapaests;Arist.Quint.(De Mus,

Meib.p.S50,RPHI p.45):"Tiv &7 uérpuv mpwtdrura HEV EotL wal ATAE tdv dpLdudv Evvéa’

SantudLxdv,avartaLoTixdy «o"ete. ("Of the metres nine are original and simple;the

dactylic,anagaestic ete").




anapale (&vaxdin ;m.pr.anapali): a very ancient dance similar to the "gymnopaedike®"

(yvuvoravbuxd) ,danced by naked boys (or youths) imitating gymnastic movements and
figures.

Athen. (XIV,631B,ch.30):"€ouxe 6€ n yupvoraLbuxr Ti ueAouuévp Guardip mapd TOTS wa-
AaLols yuuvel ydp opxolvral ol walées xdvtes".("the gymnopaedike resembles to the

so-called by the ancients anapale;for,all the boys use to dance it naked").




anapeira (avdrevpa;m.pr.andpira);

Hes."an auletic rhythm".

See ampeira,




anaploke (&vaxdoxd;m.pr.anaploki); a progression of ascending (rapid) notes;Ptol.

Harm.II,ch.12 (see the text in"syrigmos").
*
Opp.kataploke (xatamlexd).




,’-

andrmostos or anharmostos (dvdpuootog);not hermosmenos ,not regulated according to

the laws of music (¢f harmony),discordant;almost the same as ekmeles.

Opp.of euh@rmostos and hermorsmenos ."'Expelds te xal avdppooros (gwvr)="unmelodious
and discordant(voice)".See under ekmeles;also Aristox.Harm.I p.18,24;II p.52,25

Mb, ;Aristotle Probl.XIX,20 and 36.




anaulos (dvavlog;m.pr.dnavlos);without the aulos.

Metaph.unmusical.

Eurip.Phoen.women,791 "uduov avavidtatoy wpoxopeveic'("As thou leadest the dance

of a revel accurst,Where no flutes (auloi) ring";Transl.A.S.Way "Euripides",london,
1912:vol.III,p.412).




Andreas of Corinth ('Avépéac & KoplvdLoc;Andrdas the Corinthian);Corinthian ecomposer

of unknown date.He is mentioned by Soterichus (in Plut.De Mus.1137F,ch.21),with
Tyrtaeus* of Mantineia and Thrasyllus* of Phlious,as examples of composers keeping
the ancient tradition,and by preference avoiding the chromatie genus,the modulation,
the use of many strings and other innovations in rhythmopoeia,melopoeia and inter-

pretation.




aneimenos (&veuLuévog ,m.pr.animénos);see chalards

Also "epaneimenos" (éxavelpévos;epaniménos);e.g."exaveLpévn Avdrotl" (loose,slack

Lydian;see Harmonia)




anekoos (avinoog ;m.pr.anfkoes);incapable of hearing,deafjnot having heard(or attended)

lessons (courses),metaph.ignorant (of education,of music).Not having learnt (or been
taught or informed).Also,not heard,

anekoia (avnxola 4m.pr.anikofa);inability of hearing,deafness;metaph.ignorance.




dnesis (dveoig),from the verb dvidvaisto relax,to loosen;relaxation of a string,Hence

the motion from a higher position to a lower one.

Opp.epitasis® (&nlraorc).

Aristox.(Harm.I,I0 Mb) "h 6'8veoug €& SEutépou térov elc Bapdtepov'("anesis (is the
motion) from a higher locus to a lower one"),Arist.Quint.(Meib.II,p.8 R.P.W.I pp 6-7)
"avesus uév oy oty nvlxa dv &nd dEutépoy tdrou el BapUtepov n guwvr xwpf" ("anesis
is when the voice proceeds from a higher locus to a lower one').Bacch. (Isag. ,Mb.p.12;
C.v.Jan p.302)"Kivnois ueriv axd tol dEutépou p9dyyou éxl 16 Bapdrtepov" ("a melodic
motion from a higher note to a lower").

Anon. (in Bell.par.78 p.82) uses the term analysis® in the place of anesis;but he

uses too the term anesis (par.21,p.30).Vincent ("Notices") uses the word anaclasis
(avdxinoig) instead.

2. Aristoxenus (Harm.I,p.10 Mb) says that many people identify jeEitasis* (exlraoug)

with Hight of pitch,and anesis (&veous) with depth of pitch.
S'ee_ d-\\.h:.,m—ehb‘; L(}-YE\P&-\-‘L‘S) -_un."lg?, r__k&ea,x05‘




angelike (é}ysAbxﬁ;m.pr.angeliki);a kind of pantomimic dance performed during a ban-

quetin Syracuse.

Athen. (XIV,629E,ch.27) "xal tdv ayyeluniv 8¢ ndpouvov AupCBouv opxnowv" ("and (the
Syracusans) perfected another dance,the angelike,danced at banquets").

Pollux (IV,108) says that it imitated angelic figures ("16 &¢ &yyeiundv Euiuelro

oxnuate ayyélwv');dyyedoe (angel)=messenger.




angdnes (dynBveg,pl.of dyxdvim.pr. angon or agkon,agkones);so were called the parts

¥ ] . » » "{ . L
(ribs) of the kithara Supporting the arms (nrxeug,pecheis ) of the kithara;(Hes:"xa(

TS M 9dpags &¢& 1d avéxovra todc RNXELS ﬁllﬁueg kéyourua).Cf.Athen.XIV,637D,ch.42.

Noteg'Ayxﬁuz elbow,and by extension the end,the angle,the bend of various objects,




anisdtonoi (dviuodrovoL);see isotonia - isotonoi.




- - - - L] » *
anomos (avopog);against the nomos,not following (violating) the nomos .Hence unmu-

sical,unmelodicus.

anomia (&voula);viclation of the nomos (music),the act of not keeping the nomos.




antapddosis (dvtanddooug);the result of touching or striking a string;the sound which

the string produces in response to touching it.




antechesis (&vrixnous;m.pr. antichisis) from avrnxetv=(antechein),to sound in reply,

t0 resound;resonance,re-echoing,

Also,echo.Arist.Probl.XIX,24.Antechema (dveiixnua ) ,echo;antechesis.

antechos (ﬁvrnxog;m.pr. 5ntichos);resounding.




antepirrema (&vre:ﬂppqgg;m.pr.antepirrima);the seventh and last part of the parabasis®

%
(xapdacis),It corresponded to the fifth part which was called epirrema (enlponua),
and it was composed of trochaiec tetrameters and recited directly to the audience by

the leader (koryphaeus) of the chorus.




dnthema (dvdepa,pl.of avdewov,td);a folk-dance alert and gay to celebrate the coming

of the spring and the blooming of flowers.It was performed with some mimic action

by two groups of men dancing and singing at the same time.

In the "Deipnosophists" (Athen.XIV,629E,ch.27) we find the following words sung during
the dancing,as they have been preserved "noU pou td pdéa,mol uoiL td Ca,wol pou td
xadd oéAuva;" "tabl 1d pdba,tabl 1d Ca,tadl td xadd ofiuve” ("where are my roses,
where are my violets,where are my beautiful parsleys?" "Here are thy roses,here are
thy violets,here are thy beautiful parsleys").

Note: The word avdepov is derived from the verb dvdelv (anthein)=To bloom.



* " [ - | s "
AW Enddvog jm.pr. Anthi

s of Anthidén);mythic minstrel

from the little town Anthedon('AvSnsddv) in Boeotia.He is ecited by Heracl.Ponticus
o
(ap.Plut,De Mug, 11322 ,e¢h.3) as a composer of Hymns ,and contemporary of Linus",PiQH
rus of Pleria,and ?hflammo:* of Dalphi.
is name,Anthes,as that also of Pierus ,may have been created from the name of the

eity itself (ef.Gév.I,p.ul).




Anthippus ("Av8LxTog; m.pr. Afithippos) ;mythicohistorical poet and musician,to whom
the invention of the Lydian harmonia was ascribed by Pindar (cf.Plut.De Mus.1136C,
ch.15; " Mvéapoc 6'év NavdoLy éxt tols NudBng yduous enotv AUduov apuoviav pditov

On''Ave(rrov SubaxdfivaL''; "Pindar in his Paeans in Niobe's wedding ascribes the

invention of the Lydian harmonia to Anthippus").Cf.also Pollux IV,78 ("AubLoTy
(&puovia) Av "Avdiurnog €£eUpe "="(and) the Lydian (harmonia) which Anthiggus in-

vented'').0Others ascribed the invention of the Lydian harmonia to Torebus .




antichordos (dvtlxopbos);albeing in concord,Hes.'dvtiyopba (pl.neut.) odyxopda,lod-

xopba';b)also in the contrary sense,in discord to another sound.Plut:Quaest.conviva-
lium,IV,1,663F;"xat talta uév 0c avtiyopda xelodw tols Und 0ol weouiooognuevous” ("Let
this be my response in opposition to your speculations").

See also antiphonos and antiphthongos.




Antigenidas,or -ides ('Avtuyeuﬁﬁag,’Aurbyeveﬂéus or 'Avtuysudang;m.pr.Antigenidis);

¢. end of 5th to 4th cent.B.C. aulete and composer of repute from Thebes,son of
Dionysius.He was considered as the chief of the auletic school of Thebes of his
time.According to Suidas he was engaged for some time as aulete accompanist of
the famous dithyrambic poet Philoxenus* ("adApsds dLAoEEvou'),

He is cited as an innovator,and both he and his school were opposed to the school
of Dorion*,another well-known aulete of the time(Plut.1138B.ch.21).

He was one of the artists invited to the banquet held on the occasion of the
marriage of the Athenian orator and general Iphicrates with the daughter of king
Kotys (Kdtug) of Thrace;this symposium becawye celebrated for its extravagance
and was scorned by the comedian Anaxandrides in his "Protesilaus"” ("MpwteolAaog";
ap.Athen.IV,131B,ch.7).He left many disciples and his school continued to flourish
long after his death,

Antigenidas was known for his disdain of the applause of the crowds;it is said
that when once he heard the uproar of the erowd for an aulete ,he said "it must be
something very bad otherwise the public would be less lavish in acclamations"
(P.J.Burette "Remarques sur le dialogue de Plutarque" in "Memoires de Litératupe"
No VII,CXLV,CXLIV,CXLIII).

Bibliography : H.L.M.Dinse "'De Antigenida Thebano musico" (Berlin,1856).




antimolpos (&vrlpoAnog)from dvtl = against,instead of and polnd (molpe;song);being

in contrast (or discord) to the molpe or to another sound;see antiphthongos.

Also:performed or sung instead of ,(LSJ).




antiphonan (&dvtlewvoy) neut.,td;the octave,sounding in answer;Also &vtipwvos (6,n)

and avripwvia (antiphonfa).The verb "avruouvely" (antiphonein) to sing in reply,

to sing at the octave.

Arist.Probl.XIX,39 "Auvd t¢ néudv doti T8 avTLguwvoy 1ol opogwdvov; "H Stu T4 pév
avripwvov ovuguvdy tati (1) bud rao@v. ("Why the antiphonon is more pleasant than
the homophone? Is it because the antiphonon is in concord (to) the octave?);see
also Probls.XIX,16,17,18.

Gaud. (Isag.par.20,C.v.Jan p.348;Mb p, 21) "%dv uéonv v viv uv'rl,ngov T§ mpooAay-

Bavouévy" ("the mese which is now the 8ve of the proslambanomenos :

\
5 2
J = Mese
P‘;ﬂ&t»“\»{a AVigTrl M6



gg;iphthongoq (dvrlopdoyyoc); a) being in concord with anothep sound ,of answering sound;
the octave of another sound, antiphonos.

Pindar (PLG Fr.102 Lgi];ﬂthen.XIV,63SB,ch.36) in his scolion to Hieron of Syracuse calls
the mogadis "¢aApdv &vtﬁ@ﬂoxxou” ("plucking [soundimg? at the 8ve).

b) being in contrast or in discord to another sound,contradictory;"&vrﬁw%oxyov Triv

YAWtTtay tols voruaoit mAcvtelv" ("to enrieh the language with contradictions as to the

meaning').,

&
Another word for this is antimolpos .




antipsalmos (§urC*gAuog);being in concord at the oectave (the song with the accompanying
kithara,played directly by the fingers);stouck at the octave of the song.

antipsallein (dvtLydAdeLy),vb; to play a stringed instrument (without a plectrum) in

dccompaniment of a song.
Aristoph, Aves (Birds) v.218-219 "tolg ools EAéyolcg &urugdlkmu exegavrdbetov PSpuLYYa"

" @hoebué] Playing an accompaniment to thy elegies on his phorminx inlaid with ivory").




antispastos (avrloracrog);a metrical foot consisting of an iambus and a trochee

u=-v .In music,antiphthongos,plucking at the octave.Phrynichus in "Phoenician women"
(ap.Athen.XIV,635C,ch.363also A.Nauck Trag.Gr.Fr.Phrynichus Fr.ll[ed.lQSB Fr.12 p.
560])says "gadpotoLy avtioract’ deCSovres uéAn" ("with plucking of the strings they
sing their songs in octaves").'Avrlomaorta uéin = mele in antiphthongic concord.
"AviionaoTixdy pétpov (antispastic metwe); a metre consisting of antispastic feet;

Arist.Quint.(De Mus.Meib.II,p.50;RPWI p.45).




antistrophe (avrtLotpogrd im.pr.antistrophi);the turning of the chorus to the opposite

direction (from right to left) during the dramatic performance;the contrary of the
#
strophe .The ode sung during this turning was also called,by extension,antistrophe.

The second part of the lyric songs in ancient dramas corresponding to the schema

Strophe-antistrophe,See strophe.




Cret o . : , % :
antistrophos (&vrlotpogoc,femh);the sixth part of the Parabasis corresponding to the

#*
fourth which is called strophe (Pollux IV,112); Also used in the sense of antistrophe .




antyx (dvrtuE;m.pr.dntix); the circumference of a cirecular body.The bridge of the lyra
or, for some,another word for the zygon-*“(;oyo‘v) cross-bar of the lyra.

Eur.Hippol.1185 "uoloa 6"dbrvos Un'dvtuyL xopsdv" ("the incessant singing of the strings
which are found under the antyx [the eross-bar of the lyr‘a"] )scf.Dem.N.Bernardakis
Euripides,vol.II,Hippol.v.1135 (4theus,1888).




aoede (doubi;m.pr. aldl) from aeCbeLv-§éeLv=to sing;Ionian type of @bn,met very often
in Homer.a)Its first and principal signification was songibut it signified also:b)the
art of song (Hom.0d.VIII,498;"d¢c dpa Tou 1pdppwyv 8eds drace H€onLy dclLdifv"'="that the

god has a ready heart granted thee the gift of divine song";transl.A.T.Murray,0d.

vol.I,p.295);¢c)the act of singingjHom.I1.S,304-5 ("ol &'elc apxnotdv te xal Lpepdeooay

doLbry Tpeduevol Téprovto™;"but the wooers turned to dance and gladsome song,and

made them merry";A.T.M. ,vol.II,p.219);d)the subject or theme of the song;the story
sung.




'II" » » - - » » - .
acedimos (&oCbiLuos;m.pr. aldimos);that who or which is sung or is subjeect of a song.

Herod. (book II,ch.79) "Alvoc,8onep &v te doLving aoLdLuds toru wxal év Kimpy xal dAAp"

= B o y . B 41 3
("linos which is sung in Phoenicia,in Cyprus and elsewhere').




aocdos (aouédgim.pr.aidds);also @8dg,contr. fomm (odos);epie zinger,minstrel;
very often poet-composer-singer.The aesdol (pl.minstrels) were professional
posts-composers-singers invited or engaged in a palace;they used to sing to
phorminx®* accompaniment epic songs and the exploits of heroes.Such renown aoce-
doi were Demodocus®,who lived at king Alkinocos' palace in the island of Pha-
eacians ,Phemius®,who lived in Ulysses' palace in Ithaca and Thamyris® from

Thrace,

The acedos was highly respected by all and was often surnamed "divine';Hom.

0d.1IV,17"yetd 6€ opLv Epéinero HeCos GoLbds gopulZuwv''="and among them a divine

. minstrel was singing to the phorminx").Also,0d.VIII,479-480 "For among all men
that are upon the earth minstrels win honour and reverence" ('tuufis €upopotl elou

not atbolc';transl.A.T.M.).

The aoedos was also considered a dirge singer,a mourner;Hom.IquXIV,?20 "tapd

6'eloav dovbovs Hprvuv €Edpyovs,ol Te otevéedoav doudiv ol pév dp’édprvouv,ent

8¢ otewdxovro yuvalxes'="and by his (Hector's) side set singéps,leaders of the

dirge, who led the song of lamentation-they chanted the dirge,and therg’at the

women made lament";transl.A.T.Murray,II.vol.If,p.SlT).

"Aoubds amignified also incantator,enchanter,a charmer who cured by singing

epodes (incantation).

acedos ,fem. ;singstress;acedos Mousa (&ovdds MoUoa).

As an Adj.,musical,melodious.




apadein,vb (argderv;m.pr.apddin);see apodds.




dphonos (dgwvoc );voiceless,In music,without words,aphona kroumatas= pieces without

singing;see under kitharistike.




aphdrmiktos (&gdpuLutos);without the phorminx ,unaccompanied by the phorminx.Metaphor,

#
sad,melanchnlic.Cf.alzros .




aplastos (amidortws)adv.;naturally,in a simple ,unaffected way;e.g."aVAeCv drAdoruc"s=
to play naturally (in a simple way) the aulos,
Theophr. Hist.Plant;book XI,4 "nllouv dxAdotus"="they played the pipe in the simple

style';transl.Sir A.Hort,Theophr."Enquiry into plants",vol.I,p.371.




aplates, (dxAatig ;m.pr.aplatis);without breadth (a sound without breadth).
Aristoxenus was the first to support that the sounds have no breadth;in his Harm.
Elem.(I,p.3,21-25 Mb),he writes that one "must avoid the blunder of Lasus and some
of Epigonus' school who thought that the sound has breadth" ("avayxatov 1dv Bouid-
Mevov ur wndoxelv Grep Adoos te ual Tdv 'Exvyovelwv TLvéc £xadov,xAdroc abtdy [ tdv
99dyyov | olndévres €xewv").Many followed this view.Cleon.Isag.(Mb p.2;C.v.Jan

p-180, f 1) "tdvog 8€ €otL TémOg TUS THS PuVAic Gextuxde ovoTiuaTtos ,aniatns” ("tonos
is a locus of the voice apt to receive a system;it is without breadth").Exactly the
same definition is given by M.Bryennius (Harm.sect.III;Wallis III p.389).Nicom.
(Enchir. §4,Mb p.7,C.v.Jan P-242-3) "@ddyyov 6¢ [elvar) guviic epperofec &mrath
tdowv" ("sound is a tension [pitch) without breadth of a melodious voice'),

And Pgrphyry (Commentarius on Ptolemy's Harm.;Wallis ed.,III p.258;ID.p.82,4-5)

"Aéyetar 6€ tévos wal & xatd 18 odornua ténog,xatd "ApLotdievov,bextindc dv rerelov
ovoTAratos,axiatis” ("tonos is also said,as to the system,according to Aristoxenus,apt

to receive a perfect system, [énd] without breadth").

o




apdchordos (4ndxopboc);out of tune;unattuned.Cf.Clem.

123 (see the text under ektonos).

See also apodos;parachordos.

of Alexandria Stromateis,book IT,




apodds (&xgéds) from apodein,vb,or apadein,vb (dngdelv,&ngbeLy),in music,to sing

Cor to be| out of tune;sounding or singing out of tune;discordant.Plato Laws(VII,
B02E) "&evvdv ydp Oy 1§ Gpuovly dngdbewv R pudu§ dppudpeTy" ("it is a tervible
experience to sing out of tune in the whole scale or out of time in rhythm").

Arist.Probl.XIX,26:"6ud ¢ &xC td 6£U angddovoLy ol wAelotor;" ("Why is it that
most people sing out of tune on the high-pitched?");also,XIX,46.

Eurip.Cyclops,v.490 "oxauds angdds" ("rude [inelegant] singing out of tume").
Suidas "0 waxdnxos,0 &nd tiic $6fc" ("ill-soundingithat which is out of the ode
[ tune) ");"anpédv uéiog (apoddn melos) vd ud dpéoxov" ("displeasing tune").




apdkinos (anduuvog); a kind of lustful dance,danced by women with rotary motion of

the belly.Pollux IV,101 "Baxtptaocuds &€ xal &xdxuvog xal &ndecuous doelyfi eCoén op-
xfoewv év tf dogUnf nepLpopd"” (”Baktriasmos* ,and apokinos and aposeisis* lustful
kinds of dances because of the rotation of the waist").Athen.(XIV,629C,ch.26) "Trv
6'dndnLvov nalovu€vny SpXNOLY ... NV nal woAlat yuvalxes wpxoUvro,ds Hol HAXTEO-
ntuntlag (or pontpLotplas) dvouafouévag olba" (“"and there is the so-called apokinos
dance...which many women too used to dance,and were called maktroktypiai [br ma-

ktristriaﬂ,as I know).Further in Athen.(629F) the apokinos is included in a number

of ludicrous dances.




apolelymena (gopata dnoleivuéva ;m.pr.apoleliména),pl.of p.p.of &roldouar = to be

free,liberated;free (in form) songs.These songs were composed of various sections

different from each other as to the character.




apdmousos (axduoucos); see amousos.




apopsalma (dndyadua,neut.td) from apo-psallein (&xoddAreLv)=to pluck off,to pull
off (the strings or the hair);the part of the string which is touched or plucked

by the performer.Parphyry (in Commentarius to Ptol.Harm.;ed.Wallis III,p.295):
"na®’6 tovs fixous al xopdal &droSubolol" (“the part where the strings produce the
sounds'),Also Ptol.Harm.I,8.




aposeisis (dndocuvous,fem;m.pr. apdsisis);licencious dance,.Aposeisis is ineluded
%

by Pollux with apokinos in the kinds of lustful and licencious dances (IV,101).




apostolikd,mele (&mouroluxd,uéAn;pl.of arooToALx6v,1d) jmessengers' songs;songs composed
@

for a special mission,sung on departure.

Procl.Chrest. "arootoduxd 6¢,80e Suareurduevor mpde tuvac érolouv” ("and [thepe were |

messengers’ songs which they composed on sending a message to some people").

2. "AnoorolLrot,tpdnoL(pl.of dxooroiuxde,masc.);Kinds of poetry which were danced.

Athen. (XIV,631D,ch.30):"8éATLoToL 6€ eloL T@v Tpdtwy oltuves xal dpxodvrau.ECol b€
olée " xpogodLaxol,xootodurol (odtot 6¢ xal rapBEviLoL xarolvral) xal ol TovroLc Ouovou"

("The best varieties of lyric poetry are those which are danced.They are these:

prosodiac [brocessional hymnsj sapostolic also called parthenioi ,and the like";
transl.Ch.B.Gulick,vol.VI,p.407).




apothetos (&nddetog,vduog);an aulodic nomos,the invention of which was attributed

By
to Clonas (Klovdg). Nothing is known about its character.
See:Plut.De Mus.(1132D,ch.4 and 1133A,ch,5) and Pollux IV,79.




apotome (axotoud,” ;m.pr.apotomi;from drorfuveLy [apotewnein] = to cut off);a term

by which the Pythagoreans called the major semitone.

Gaud. (Harm.Isag.; élh,c.v.Jan P«343;Mb p,16) "ToU &€ letpparoc 16 Aelmov elc ouuxird-
pwoLy Tévou xaretrol &rotoud’xouvis §¢ wal abtd Auvtdviov, Sote fotal THv MuLToVCwy
16 pEV petlov,td 6¢ Elattov" ("The remainder of the leimma® to complete the tone is
called apotome; commonly this is also a semitone.Therefore of the semitones one will
be the major [i.e. the apotomej sand the other one the minor [leimma] )a

Philolaus divided the tone into two unequal parts ,the diesis (13/27) and the apotome
(14/27).He took the 3 to the third power,i,e.27,then he divided the 27 into two,

inevitably unequal,parts,and called the minor part (13) diesis and the major one

(14) apotome (A.E. Chaignet:"Pythagore et la Philoscphie Pythagoricienne";Paris,1873;
vol.I p.281;see also under Philolaus).




apycnon ,system (&ruxvov,o¥otnua;neut;m.pr.dpicnon);a system not pycnon,not dense,

The opposite of pycnon.

Aristox.(Harm.I,p.29,2 Mb) "petd tvd muxvdv i 16 dnuxvov ..odornpa” ("after the

pycnon of the apycnon system").

2. apyenogs (dmuxvog,masc.) was also called any note which did not belong or enter

into any relation with the Pycnon.Thus apycnoi were only three notes:the Proslamba-
nomenos and the two Netai (Nete Synemmenon and Nete Hyperbolaeon);see under Pycnon,
Also; Cleon.(Isag.4,C.v.Jan p.186;3Mb p.7);Bacch.(Isag.C.v.Jan p.300;Mb 9);Alyp.
(Isag.C.v.Jan p.368;Mb p.2);Arist.Quint.(Meib.II p.12;RPWI p.9).




aeche (&pxd.nsm.pr.archi);Dorian type doxd (archd);beginning,commencement.So was
called the Ffirst part of the kitharodiec nomos®.

4pxi was also called the first note (the root) of the tetrachord (taken in a
downward motion);the last one was called televutd (teleute;end,opp.of arche).Arist.
Probl.XIX,33 "Aud v elappootdrepov and tol 6Efoc éxnl 14 Bapd N &xd tol Bapfos
énd td SEYiNdtepov otL 18 udv and Tiic apxfic ylyveraw dpxeodauin ydp udon xal nye-
udv 6Evtdrn Tol Tetpaxdpdou’td 8¢ odx dx’dpxfic &AX'dxd televtiis;" ("Why is the
succession of sounds better adjusted from high to low than from low to high?Is it
because in the first case we start from the beginning?,since the mese and princi-
pal note is the highest note of the tetrachord,while in the second case we start
from the end than from the beginning?"): ? ~-g-f~e

arche teleute




Archilochus (’Apx¢loxog ;m.pr.Archflochos)ib.c.end of Bth cent.BC;d.645-640 BC.
Elegiac and satirical poet from the island of Paros in the Cyclades.

To Archilochus were attributed many innovations as to the rhythmopoeia (the tri-
meter,the alternative use of unequal metres etc);the word pudndc [puoude in its
Ionian form] appears for the first time in Archilochus though not in the more mo-
dern sense it has in the classical times).

He was considered the first to introduce the paracataloge®* (a kind of accompanied
recitative),and the free accompaniment on the kithara of the song ("xpolUouv Uxd
™V §6ﬁu") instead of the instrumental doubling of the vocal part.Archilochus also
initiated the alternate singing and reciting with instrumental accompaniment in
the iambic versesjsee Plut.De Mus.l140F to 1141B,ch.28;also Proschordos).In Athe-
naeus (XIV,627C,ch.23) we read that Archilochus put his pride first for his parti-
cipation in the civic rivalries (or the war struggles;"woALTiLx@v'" or "molepuu@v"
dydvwv in different editions),and then for his poetic talents,

See Brgk PLG II,pp 683-733,and Anth.Lyr.pp. 2-16,Elegeia,lamboi ,Epodds.Iobacchoi,

Epigrams.




Archvtas ('Apydrag ; m.pr.Apchitas).

1. Pythagorean philosopher,mathematician and perhaps the most important acocustician
of ancient Greece.He lived in the first half of the 4th cent.B.C. in Tarentum.Diog.
Laertius (" lives of Eminent Philosophers”,book III,ch.4%,, 79) speaking about his
life says that he was admiYed by most people for his eminence in every field.As a
stateman he was highly respected and was elected seven times governorjand governed
TaYentum for many years,while it was not allowed by law for any one to be "general
(governor) for more than one year (" 'Edovudrero 8¢ xof xapd tolg moAlolg gnt nday
apeti uald &7 éxtdxig T@V mWOALTRY totpatiynoe , T8V dAAwy B xAdov éveavutol orpatn-
youvtwy Sud 1d xwideLy Tdv vépov').
His researches on the musical sound led him to the discovery that sound was pro-
duced by vibrations of the air,and that its pitch depended on the rapidity of the
pulsations;higher sounds are produced by more rapid pulsations and lower sounds by
slower pulsations (cf.Porph.Comment.,ed.I.Diiring,pp.56-57).He also diagnosed that
the pitch of an aulos depended on its lengthj;shorter pipes produce,he supported,
higher notes.Archytas worked out the ratios of the intervals of the tetrachord in
the three genera,diatomic,chromatic and emharmonic.He also discovered the ratio
of the major third in the enharmonic genus (e-ej -f- a).
Archytas was a contemporary and friend of Plato whom he receiggd at Tarentum,and
helped to face the hostility of the tyrant of Sicily Dionysius.He bacame moreover
famous for his many mechanical discoveries.According to a tradition he was drowned
at a shipwreck near Italy.
Bibliography: E.Egger :De Archytae vita,operibus etc (Paris,1833);

A.E.Chaignet :"Pythagore et la philosophie Pythagoricienne"(2 vols,

Paris,1873) .etc.

Giuseppe Navarro :Testamen de Archytae Tarentini vita atque operibus

etc 46 Hafniae 1819.

J.C.von Orelli : Archytae .. Fragmenta quae supersunt,Gr.et Lat,

1821.

Political Fragments of Archytas,Charondas,Zaleucus and other ancient

Pythagoreans ... preserved by Stobaeus.Translated from the Greek by
Thomas Taylor.London,1822.




2. A musician from Mytilene of unknown date mentioned by Athenaeus (XIII,600F)
as one of the Harmonists,and that he wrote a book on music in which he supported
that Aleman was the leader in the field of the erotic songs.

Diog.Laertius (XVIII,ch.4, y 82) relates of this Archytas that when at a contest

he was reproached of not being heard,he replied '"my instrument shall speak for

me and win".Cf.Hesychius Milesius ap.FHG IV,p.159.




Ardalus( "ApSaioc ; m.pr.Afdalos); musician from Troezen (TpouZnv) in Peloponnesus,

of unknown date.lie is placed by some before Clonas® (7th cent,BC) while by others

he is considered a mythic personality.Plutarch (De Mus.l1133A,ch.5) says that aec-

cording to some writers Ardalus composed aulodic music before Clonas.To him is

attributed the establishment in Troezen of an altar in honowr of the Muses who
were called after his name Ardalides ('ApSaACéeg;Paus.II,ch.31, 3).Some writers
however derive the surname Ardalides from apbéeLv (ardein)= to irrigate ;metaph.

to entertain,to offer recreation.,




Argds ('ApySig); 4th cent.BC kitharode and composer.

According to  Suidas Argas was a composer of wicked and boring nomoi ("'Apyc ToU-
voua rountdg &v viuwy movnpdv xal &pyaréwv').Phaenias of Eresus in his book "Against
the Sophists‘"(ap.Athen.XIV,638C,ch.42) speaks of Argas in the following words
"Telenicus of Byzantium,and Argas as well who were composers of indecent nomes,were
successful in their own kind of poetry,but they could not in the least degree ap-
proach the nomes of Terpander or Phrynis" (transl.by Ch.B,Gulick,vol.VI,p.445).

See also Dinse De Antigen.Theb:p.13.




Avion ('Aptuy);b.C.625;d.? Mythico-historieal lyriec poet.
Arion was borm in Methyme (Mn®Suvn) of Lesbos,the son of Cycleus (Kuxledg ) His

1ife is surrounded by legends;even his existence was disputed by Alexandrian phi-
lologists.

Suidas gives the following informations : "Arion;from Methymne,lyric poet ,Cycleus’
son;he lived on the 38th Olympiad (around 625 BC).Some writers believe that he
was a pupil of Aleman.He wrote songs,proeemia in two epe (€xn).It is said that
he was the inventor of the tragic style,and that he was the first to introduce
the dithyrambie chorus,and satyrs expressing . themselves in verse(metrically)".
Arion was considered the best kitharode of his time and exercised an influence on
the development of the kitharodic nomos .Herodotus(I, & 23) says that as a kitha-
rode he was second to none,and attributes to him the invention of the dithyramb
which he taught in Corinth.Herodotus relates too the well-known and charming
legend according to which when Arion on his way back to Corinth from Sicily was
thrown by bandits into the sea and was saved by a dolphin.Arion lived most of
his time at the court of Corinth's tyrant Periandrus (625-585 BC).Suidas says
that his father's name Cycleus was due to the circular (xSudvog) chorus placed
by Arion around the altar.

See Brgk PLG III pp.872-3 a Hymn to Poseidon with praise to the fond of music
dolphins ("oLAduovooL Seiglves').




Aristides Quintilianus ('ApuLotecsng Kou(or Ko-)"vvridvavds;m.pr. Avistidis Kofnti-

liands),

Writer on music.His time is not known but it is supposed that he lived between

the 1st and the 3rd cent.AD.

He is the author of an important treatise on music("NMepl povouxfic") divided into
three books,The first deals in detail with definitions of theory ,rhythm and metric,
and follows the Aristoxenian theoretical principlés.In the second he deals with
the educational value of music in which Aristides is mainly interested.The third
deals with the relationship of music to the natural phencmena as expressed by
number;in this book he follows the Pythagorean doctrines.

A.Jahn calls him a "Pythagorean Platonean'. _ j

His treatise was edited (Greek text with Latin translation) by Marc Meibom (" An-
tiquae musicae auctores septem,Grasce et Latine" vol.II,pp 1-164).Meibom found
important parts of this treatise in Martianus Capella's "De Nuptiis Philologiae
et Mercurii";also by Albert Jahn (Albertus Iahnius "Aristidis Quintiliani:De
Musica,Libri Tres'";Berlin 1882),and recently by R.P.Winnington-Ingram (Aristidis
Quintiliani:De Musica,libri tres;Lipsiae,1963).A German translation was published
by Rudolf Schdfke (Berlin,1973) with an introduction and commentaries(transl.
pp.157-366),




Ariston ('Aplotwv),a kitharode from Regium in Italy of unknown date.See under Eunomus

and adein.




Aristonicus of Argos ('ApLotdvines & 'ApyeCog;m.pr. Aristdnicos Argios);B8th to 7th

cent.BC kitharist from Argos (“Apyog).According to Menaschmus (ap.Athen.XIV,637F,
*
ch.42) he was the first to introduce the "psili kitharisis" (¢uLAd nuddpLovs,solo
o
kithara playing).Aristonicus was a contemporary of Archilochus ,and lived in

Kerkyra (or Korkyra;Corfu).




Aristoteles,Aristotle ('Apiototélng;m.pr,Aristotélis);b,.Stagira (ItdyLpa or Dtdyew-
pt) of Chalkidike (Xaixuéunif) 384 BC;d.Chalkis (XaAxtg)of Fuboea (EJBova) 322 BZ,
Aristotle was a pupil of Plato at the "Academy'" in Athens where he later became a

teacher;he stayed by Plato's side for about 20 years until his master's death in
347.In 343 at the invitation of Philip of Macedonia he became Alexander's teacher,
He returned to Athens in 335 and founded his School,the "Lyceum" (Adxeiov),later
called "Peripatos" (lleptnatog).In 323 he retired at his estate in Chalkis where
he died a year later in 322,

Though the great philosopher was well acquainted with the theory and practice of
music,he did not write a treatise on music;but he refers very often to music in
. his writings.

Like Plato,he professes the ethical value of music and discusses in detail its
importance in the education of the youth in the 'polities" (book VIIT 1339A to
1342B,ch.V § 3 to e¢h.VII ¢ 11).Aristotle discusses three possible views about
the purpose for which the music ought to be studied : a)that its purpose is "a-
musement and relaxation” ("raLbulis evexa xal avaradoews™); b) that music may
exercise an influence to the shaping of our character by habituating us to be
able to rejoice in the right way ("...wpds dpetrdv telvelLv Trv povouxnrv...xal td
%905 moLdv TL moLelv); c) that music can contribute to intellectual entertainment
and culture ('"xpds SrLaywynv nol wpds gpdunouv').Aristotle follows the same line
of thought as Plato,but his views are more liberal and less intransigent.

To Aristotle are attributed the "Problems' the authenticity of which is by many
disputed and ascribed to a Pseudo-Aristotle;but most agree that the material of
the Problems is derived from Aristotle and his School.The Problems concerning
music (in the form of dialogue) deal with acoustiecs,consonances,philosophy,mu-

sical esthetics etc. and are divided into two large sections : "On voice” ¢ °Oca

nepl Quviis" ;most of part XI) and "On Harmonia'" ("Goa mepl dpuoviav'";the whole of
part XIX,Problems 1-50).




The Musical Problems were edited witht the Greek text and a French translation and
commentaries by F.A.Gevaert and J.C.Vollgraf ("Les problé&mes musicaux d'Aristote”,
Gand,1903) classified in order of the subject dealt with : "Acoustique','"Consomances"
etc.Ch.Em.Ruelle published also a French translation ("Problémes musicaux d'Ari-
stote" Paris,1891,with an "Avertissement" (pp.1-3) in which he suppotks that the
“"Musical Problems" are a genuine work of Aristotle;he refers to Diogenes Laertius'
catalogue of Aristotle's writings in which a book on Problems ("NMept MpoBAnudrwv")
is included,and to the fact,as he says,that Aristotle himself often refers to it.
A more recent edition of the Greek text with an Italian translation was published
by Gerardo Marenghi (Florence,1957).

% E-S
There is also an English translatiégiéf/;the works of Aristotle' ;Oxford,1927;
"Problemata' ,boock XI "The Voice" 898b-906a and book XIX "Music" 917b-923a,another
English transl.by W.S.Hett,London 1936-7 (Aristotle :Problems, vol.I pp.252-295
probls XI vol.I pp.378-415 Probls XIX connected with Harmony'").
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The Greek text of the Musical Problems is included in C.v.Jan's "Musici seri-
ptores graeci" (Leipsig,1895;pp. 60-111) under the title "Ps-Aristotelis 'Pro-
blemata', 'ApLotoTéloug xpoBAifuata. ™. ¥.Jan has also published a collection of
Aristotle's writings on music including the whole part of the "Polities'" dealing
with the ethical importance of music in education,VIII,1339A to 1342B (""Mus,.script.
gr.pp.3-35,under the title "Aristotelis "Loeci de musica).




Aristoxenus ('ApLotdEevos; m.pr.Aristdxenos):

Philosopher and musical theoristihe was bern between 375 and 360 BC in Tarentum
(Tdpag,hence his surname Tapavitvoee) and died in Athens.He had been the most im-
portant and more influential figure in the field of theory of music in aneient
Creece,generally known in ancient times as "The Mousicds" ("o Mououxds';the Musi-
cian).According to Suidas,the principal source about his life ,Aristoxenus lived
during and after Alexandeil's time,at the 111th Olympiad (around 333 BC);he was
the son of Mnesias (Mvnotlag) otherwise called Spintharus (Inlv8apoc),a musieian
from Tarentum.A pupil of his father first,he studied afterwards with Lamprus of
Erythrai ('EpuSpal;Adutpos ¢ 'Epudpatos) in Mantineia where he passed a part of
his youth.0On his return to Italy he studied under the Pythagorean philosopher
Xenophilus of Chalkis (Zevdguiec & Xalnedevs) with whom he developed a friendship,
For some time later he was in Corinth where he met with the exiled Dionysius,
tyrant of Syracuse.At last he became a pupil of Aristotle at the Lyceum in Athens;
it seems that he held an important position among the pupils of Aristotle,and
expected to be named as his suceessor.But Theophrastus having been selected at
the head of the lyceum,Aristoxenus deeply disappointed used disrespectful lan-
guage against his dead master (Suid. "elc &v [ *Apuotoréin] dxodavévra UBpLoe ,8uL4-
TL xaT€ALTE Tis oxoMfis Suddoxov Bedppactov,adTod [*ApLoToEévou ] 86Eav peydinv év
tolg axpoorals Tols 'ApLototélouc £xovroc').

Aristoxenus was a most prolific writer;his books on music,philosophy,history and
on every kind of education reach the number of 453 volumes ,according to Suidas
("ovvetdEato 8¢ povouxd te xal pLAdooga xal Lotoplas xal wavtds elbouc taLdeloc,

xal dpLduolvraL adtod td BLBALa ebg u453"),

Among his works the following are treatises or studies on various musical subjects:
1. "Harmonic Elements” ("'Apuovixd ItouxeCa") in three books ,mostly preserved
(see below);
2. "Elements of Rhythm" ("Puduuxd otouyeCa) of which an important fragment sur-
vived;
3. "On Musie" ("NMepC pououxfic");
4. "On melopoeia" ("Nlepl pedowouiag");

"On tones" (" 'NEp( tévwv');




6. "On musieal hearing" ("NMep! tfiz povounfic &xpodoews”):

7. "On the unity of time" ("Nepl tol mputov yodvou");

8. "On instruments" or "On aulei and instruments" ("Mepy opydvuv” 7 "Nepy add@v xal
dpydvwv');

9. "On piercing of auloi"  ("NMept¢ ad)@v tpricews"):

10."On auletai' ("Nlepl adintiv');

11."0n the tragiec orchesis" ("Nepl Tpayuxfic opyfocws™) ;

12.A° work from which the rhythmical fragment of oxyrynchus is derived.

Yost of the above mentioned books have been lost but we know extracts of them
through frequent references by Plutarch,Athenaeus sPorphyry and other writers.Va-
luable detaxls of his theoretical dOCtPIDES and teaching we find prinecipally in
Cleonides Isagoge and Arist. Qulntilianus treatise on Music;and partly in Gau-

dentius' "Harmonie Introduction" and Bacchius' "Introduction to the art of Music".

The "Harmonic Elements" (" 'Apuovixiiv Itouyxeluv BuBAla Tpra") have been published
several times
1. First edition in 1542 by Antonius Gogavinue in a Latin translation without the

Gregk text (Ant.Gogavino Graviensi :" Aristoxeni musici antiquisimi" ,Venetiis,

1562;Latin Transl.pp.7-45). vy cumMthij &H 'd;hhdJWeuLﬁusﬁﬂumfixenuh

l

2. First edition of the Greek text) ﬁtagzthez:u:th:ﬁieauachusﬂk1comachus sAlypius'

auctores Musices antiquissimi'; Lugduni ,Ed.L.Elzevir,b1616;pp.3~59;Notes p 125
ff).

3. Next edition of the Greek text with a Latin translation by Marc Meibom (Marcus
Meibomius "Antiquae musicae auctores septem,graece et latine" ;Amsterdam,1652;
vol.I ,pp.1-74).

4. Greek text with a German translation and a Supplement including the Fragments
on Rhythm,by P.Marquard (Pavlus Marquardii : De Aristoxeni Tarentini Elementis
Harmonieis";Berolini, 1868;pp. XXXVIT + 415) ;e Appendix with the rhythmical
Elements ,pp.409-415,

S. French translation by Charles Emile Ruelle ("Elements Harmoniques d'Aristo-

xéne' ,traduits en frangais pour la premiére fois;Paris,1870) ,based on Mei-

bom's Greek text.




6, Gpeek text with an English translation,notes,introduction and index of the
Greek words,by Henry S.Macran ('Aptotofdvou 'Appovexd Itouyeto;the Harmonics
of Aristoxenus;Oxford,1902);

7. A recent edition of the Gréek text with commentary,Testimonia ete by Rosetta

da Rios ('Aristoxeni Elementa Harmonica';Romae,1954).

Several MSS of the Elements have been preserved in many Codices (see H.S.Macran
pp 90-91,R.da Ries pp.3-4).

The Rhythmical fragments were first published in Venice by Morelli in 1785 ;then
with a German translation by Feussner (Hanau,1850),P.Marquard (1868:see above 4),
and by R.Westphal ("Aristoxenus von Tarent Melik und Rhythmik";vol.II,leipsig,
1893).

The most authoritative and thorough study of Aristoxenus so far is published by
Louis Laloy ("Aristoxéne de Tarente";Paris,1904;with a valuable "Lexique d'Ari-

stoxéne" at the end).

See also in FHG,II pp. 269-292 various fragments (especially pp 285-288 "Musi-

ca Fragmenta").

Other bibliography

W.L.Mahne : Diatribe de Aristoxeno philosophoj;Amsterdam, 1793

Ch.Em,Ruelle : Etude sur Aristoxéne et son Geole.
Rev.arch. 14,1858,pp 413-422;528-555,

R.Westphal : Aristoxenos von Tarent,Melik und Rhythmik des classischen Hellenen-
tums,Bd I-II,Leipsig,1883-93.

C.v.Jan : Realencyclopaedie;Pauly-Wissowa Bd II,p.1057 ff

Fritz Wehrli : Die Schule des Aristoteles;Aristoxencs,Heft II (a)Aristoxenos

Texte ,b)Kommentar).Basel, 1945,




archythmos (dppuduoc; m.pr. &rrithmos); unrhythmical, lacking in thythmical co-

w » * *
oerdination. The opposite of £vpudpog on evpuBpos (enthythmos; eurhythmoes ).

2

&ppudula (arrhxxh@ia; m.pr. arrithmia); lack of rhythm, of rhythmical co-ordination.

Ptolemy (C.V. Jan ¥Excerpta Neapolitana", in "Mus. script, gr.' p. 414) calls

"dppudpot" (pl.) those times (Xpdvor) which have not the least rhythmical

co~ordination between themselves.




arsis - thésis (dpove - #doLgd),

arsis (ﬁggki, from alpewv = to lift, to raise); upbeat,

thesis (%€oug, from tlBnuL = to put, to place): downbeat.

Arist. Quint. (Meib. p. 31 RPWI P. 31) "apouc uEv odv foTL popd pépouc OWUATOS
Exl 16 dvw," 2oL &€, €xl 16 wdrw tadrtod pepouc" ("arsis is an upward motion

of a part of the body, and thesis a downward motion of the same part").

The thesis was also in old times called BdoLg (basis: from BalveiLv = to wallk);

a rhythmical "step'.

Aristoxenus used the term "6 dvw ypdvoc" (the up-time, the up-beat) or simply
"t6 dvw ( the up. ), instead of the arsis, and "o xdtw ypdvoc" (the down-time,

down-beat) or "td wdtw" ('"the down") instead of the thesis.




dskaros (doxopog; usually in pl. donapor); a kind of krotala, clappers or castanets.

Hes. "yévog Umodnudtwy § oavéaltuv' ol 6€ xpdrara" ("a kind of shoe or small

sandal; for others krotala*“). Askaros was by some people considered to be the
same or similar to another percussion instrument, the psithyra*; Pollux IV, 60
"gvpor 6€ tiv gLbdpav Ty adTriv elvay 1§ doxdpy dvouczouévy voutgovor" ("some
people believe that the psithyra is the same with what is called askaros").

* Aonapowdpos (askarophdres) was called the man holding and plaving the askaras.




askaules (doxadAng i m.pr. askdvlis); bag-piper. The word appears in Roman
0

times; Martialis (1.t cent. AD) 10,3 (LSE)




dsma (§opa) Ionian and poetic devopa (aeisma, disma), song, principally the lyric
song, or ode. Suidas "§opa'’ v pélog, N ¢64" ("asma: the melos, the ode"),

asmatopoeos (aouatoxoudc); the composer of songs, Athen. V, 1B1E ("4 yoOv 'Obuo-

oevs wpoo€xel tolg Thv Savdwwy Gopartomorols'.
—ee el




asmatokamptes (gousToxduxtnc; m.pr. asmatokamptis); (LSY) twister of song. This
is said of those dithyrambic poets who by various antiaesthetic devices distorted
the melodic line. (F. Pellux IV,64; Aristoph. Neph. 333, Kournd (Kampe); twisting,

Pherecrates in his comedy "Cheiron" (Xevpwv; Plut. De Mus. 1141E-F, ch. 30) scorns
the Athenian dithyramfiic poet kinesias in these words "Kuvnolac, 6 xatdparoc 'Attu-

ndg, eEappovlovs Mapumds oL@V .... axoisrex€ we [tdv Movouxrdv]" ("Kinesias, the

cursed Attic, by composing antiharmonic (distorting) twistings .... destroyed

me (Music 1 ). See Kinesias.




asymmetros, - on (&ovuperpog, - ov ; m.pr. asimmetros); incommensurable,
disproportionate (LSJ).

dovpuerpov Sudotnue = incommensurable interval; Aristox. (Harm. I., p.24 Mb):

"Té pév ody Sud Teoodpwy 6V Tpdrov éfctaotéov, elte perpeCral TLVL TEV EAattd-
vwv SLaortnudtey, elre TBoLY €otuv aolupetpov" ('"The proper method of investi-
gating whether the [ interval of the | Fourth can be expressed in terms of any
lower [smaller ) intervals, or whether it is incommensurable with them

ally transl. H.S. Maerah, p. 182).

dovuperpla (asymmetria); want of symmetry, of harmony; incommensurability,
dispoportion.




asymphonos (aoUpgwyoc; m,.pr, asimphonos); not congedant, a sound which is not

in concerd with another one; discordant, not harmonious.

The lack of concord, or the fact of not being concord was doupgwvla (asymphonia).
Plato's Rep. Book III, 402 D "E{ &' &EVuouvoc etn, odx dv épyn" (i82% if there
were disharmony he would not love this"j Tr. P. Shorey vol. I, p. 2863.

Aristoex, Harm. II p. 54,10 Mb.

%
Opp. ovVuguvog - cuppuwvia (symphonos - symphonia)




asynthetos, neut. - on (dovdvdetos, - ov; m.pr. asinthetos); not compound,
simple.

a) aodvdetov Sudotnua; a simple interval; that which can not contain other

notes between its constituent ones in the same genus. Thus e-f (as also
f-g and g-a) is a simple interval in the diatonic genus because no other

note can be inserted between them (in the same genus): a)

(Jggg::»:::
D
0
)
Q

But the interval e-f is compound in the Enharmonic

genus because (em.b”) between these two notes there

exists the note * e %- b)
Janl ] =
"\/ A‘TE:LAO
N I:__r_JJ

In the same way the interval f-a is compound in the Diatonic (a)

and simple
in the Enharmonic (b"). Thus generally speaking aoUvdctov is an interval
which can not be subdivided [in the same genus | to smaller ones. Aristox.
(Harm, III, p. 60, 10 Mb) "Gouvdetov &'éotl Sudotnua td URd thv eEfs ¢8dyywy
repuexduevov” (= "Simple is the interval contained by contiguous notes").

b) aodvBeroc xpdvog = indivisible time. See chronos.

¢) dovdveetov uétpov £ a simple metre; see Pous.




Athena ('ASnvE § m.:pr., Athind);

1. a kind of aulos mentioned by Pollux (IV, 77) without any information
regarding its construction; "xal 'ASnvd@ 6¢, elsoc avdol, B pdivora NuxwpeAd
T6v BnBalov els tdv tiis "Adnvic Ouvov xexpfiodal A€yovoL" ("Athena, a species

of aulos, which Nicopheles of Thebes used for the Hymn to Athena [Minerva],

as they say").

2. 'A%nvdc vdpoc (nomos of Athena); a nomos o goddess Athena (Minerva)

attributed to Olympus of which a description is Ffound in Plut. De Mus. (1143
B~C, ch. 33).




Athenaeus ('ASdvaioc ; m.pr. Athinecs); 2nd to 3rd cent. A.D. grammarian and

sophist. He was born in Naueratic (Navxpatic) in Egypt, and lived between 180
and 230 A.D.

His principal work is the monumental "Deipnosophistai ("AevmvooogLotal") written
probably after the death of Emperor Commodus (Kduuodos, 180-192 AD) who in the
XIIth Book (537) is ridiculed. 1In books I, IV, XIV and XV there is ample

information on ancient Greek music; especially books IV (from 1744 to 185) and
XIV (616E to 639) contain informations on musical instruments (IV), and on
dances, on various professions, kinds of odes, genera, Harmonias etec. (XIV).
Much musical material of the "Deipnosophists™ is derived from Heracleides

Ponticus, Douris, Aristoxenus and many other older sources.

The work is divided into 15 books but has not been survived intact; parts of
books I, II, III, XI, and XV have been lost.

The first edition was published under the supervision of the eminent Cretan
philologist Marcus Musurus (MBpnog MovooUpog; see under Hesyehius) in Venice,
1514, from the Codex Marcianus. Since then several editions of the Greek

text and translations (of parts or of the whole) into other languages have
been made, including that of the Greek text by G. Kaibel (in Teubner, Leipsig,
1887-90) and that with English translation by Prof. Ch., B. Gulick (London,

Cambridge Mass., 1937), to which reference is often made in this Dictionary.




Aftis ("Attig); God of the Phrygians having about the equivalent place as Adonis,

He is credited with the invention of the shepherd's syrinx, made of ten pipes;

C.f. Aglopolites ('Ayvomodltng), 2nd Fragment, ed. by A.J.H. Vincent in
"Notices", p. 264.




aude (albéd, n 3 m.pr. avdi); and adéd or alsa (auda); sound, voice, talk; alse
@ hymn or ode in honour of somebody.
"gdAxLyyos adén" = trumpet's sound.

The verb aléelv (audein) = to talk; to praise.




aulema - aulesis (adinpa, alinoirg; m.pr. dvlima, dvlisis):

aulema - a melody played on the aulos, a solo of aulos.

aulesis (avlelv, to play the aules) = the act of aulein, of playing on the aulos.

By the use it became a synonym of aulema,

Yol atinovg (Psile aulesis) was a specific term for solo aulos playing without

words (singing); see under Psilos. Generally speaking the word aulesis was

used in the sense of solo playing (on the aules) in contradistinction to aulodia*
(uﬁlmﬁﬁa) which was a song to aulos accompaniment. The performer on aulos was
called aVAntrs or avAntrp (auletes*, auleter). Pollux (I¥, 78-83) mentions
various kinds of auleseis, pl. (eCén adinoewv); the Alexandrian lexicographer
Tryphon in his second book of Denominations gives a catalogue of names of
various auleseis (ap. Athen., XIV, 618c, ch. 9): "Komos, boucoliasmos, gingras,
tetrakomos, epiphallos, choreios, kallinicos, polemikon, hedykomos, sikinnotyrbe,
thyrocopikon or krousithyron, knismos, mothon. All these were playdd on the

aulos with dancing". See for each one of these auleseis under their own name.




{
aulater (addntrip; m.pr.avlitir);a synonym of auletes®,the player of aulos.lNonnos

Dion.(40,224) "xal dpdyes avdntipes (pl.) Gvérlexov dpocva poArrdv" (="and Phrygian
auletai [pipers] wove their manly tune;transl.W.H.D.Rouse ,vol.III ,p.169);Theognis
(E.Diehl;T.1925) p.1u4,v,533 "yalpw 6'e® nlvey xol vt adAntiipogs &sC8wv".("I rejoice
at drinking well and singing accompanied by aulete'").Archilochus (ap.FHG II,
p.718,Frg.123 [ 106] "o 6wy U’ adAnthipos” ("singing accompanied by aulete').




auletes - auletike (adAntds,wdAavuxid;m.pr. avlitfs,aviitiki).

a) wdintds ,the player of aulos ,usually a professional;he was also called some-

times adAntdp (auleter®).Fem.adintpls (auletris;aviitris) and adArdtoLe (auletri.:

avlitria);often a professional player of aules engaged to play at the banquets.

b) adAntuxf ,was the art of the aulete ,of aulos playing.

At the beginning the auletai (adAntar,pl.) were simply accompanying the song
(adAgbla aulodia®) sung by the aulodost (abApddg).The function of the aulete at
that remote time was of a secondary importance;at the contests it was the aulodos
who was erowned,not the aulete (Athen.XIV,621B,ch.14 "and the wreath is given to
the hilarodos*(ikapwéds)and the aulodos,neither to the player of a stringed in-
strument ($dAtng),nor to the aulete").The Ffirst accompanists auletai came from
Phrygia and Mysia (Athen.Ib.B624B,ch.18) and had slaves' names ;in Athenaeus a

number of them is given (taken from Aleman and Hippomax).

The Phrygian auletai contributed greatly to the development of the auletic art
which from the 6th cent. B.C. evoluated to an independent and important,purely
musical art.From the 3rd year of the 48th Olympiad (585 BC)the auletike was in-
troduced for the first time to the contests of the Pythian Cames at Delphi.Sa-
cadas*(Zaxddag) ,the most famous aulete and composer of his time,was the firat
winner with his celebrated Pythie nomos *:he won also at the two next Pythians.

The School of Argos,after Sacadas,and later that of Thebes particularly contri-
buted to the expansion and flourishing of the auletic art which reached its
culmination in the 5th and the 4th centuries B.C. with a number of reputed per-
formers.

Note: Pindar in the 12th Pythian Ode(vg 11-13)refers to the attribution of the
invention of the auletike to Athena ("tdv nore Nailde Eoelpe dpageLdv [Popydvmd]
oUALov 9pfivov SLardéfavc’’Addva'';"the art which Pallas Athena invented when she

woye in musie the sinister dirge of the Gorgons'.See also A.B.Dpachmann Scholia

Vetera in Pind.Carm.;eipsig 1910,p.265.




aulodia,aulodikoi nomoi (aUAgéia,adAgéuxol vépol ;m.pr,avliodia,avledikf nomd ).

o) avlyéta , singing to aulos accompaniment; a song with aulos accompaniment.While
in the kitharodia *(xudapybta) only one executant was needed (singing and accompa-
nying himself on the kithara),in the aulodia two executants were indispensable,
the singer (aVAydds,aulodos*) and the aulos-player,the piper (aulete®);more im-
portant of the two was the aulodos to whom the prize at the contests was given.
Usually the aulos part was confided to a Phrygian aulete;Aleman used three such
Phrygian slaves as auletes (named Sambas,Adon,and Telos) and Hipponax three

others (Kion,Kodalus and Babys);ecf.Athen XIV,62u4B,ch.18.

b) adiwduxol vduou.
According to Plutarch's De Musica (1132C,ch.3,and1133A,ch.5) Clonas®* (Klovdg)
was the first to initiate the aulodic nomoi;he was followed by Polymmestus?®(llo-

Adpvnotog) : "'Ouotuws &€ Tepmdvdpy KAovav tdv np@tov cvotnodpevov tods adigdu-
nods vduoug xal Td wpooddia..." ("And like Terpander,Clonas was the first to
establish the aulodic nomoi and the prosodia®').

Some writers attributed the introduction of the aulodic nomos to Ardalus® from

Troezen.

There were several types of aulodic nomoi ; the following Were generally known :
Apéthetos*(hmd%sros):,Elegoi* ("EXeyou ) ,Komarchios®(KwudpyLos) ,Schoenion® (Iyou-
veuv) ;Kepion® (Knntlwv),Deios*(Aetog) and Trimeles®(TpLuelrc).To them the Polymnd-
stia (lloAvpvdotia) were later added (Plut.1132D,ch.4).According to various
writers Clonas was the inventor of the Apothetos and the Schoenion;Pollux (IV,78)
"wat KAlovd 6€,véuoL avAntinol ,drdderds Te xal oyxouviwv" ("and both the auletic
nomoi apothetos and Schoenion were invented by Clonas".Pollux writes by mistake
auletic instead of aulodic.Two others the Kommarchios and Elegos were attributed
also to Cleonas.The aulodia never became so popular as the kitharodia.According to
Pausanias (X,ch.?,wkSHMS) the aulodia,intreoduced with the auletic by the Amphi-
ctyons (’Apgpuxtloveg;the delegates forming the council of the confederation of
states)in the third year of the u48th Olympiad(586 BC),was soon withrawn.See
Echembrotus ;




auloboas (addopfdac;m,.pr.avliovoas);aulos-playing;sounding the auloes.




Also sybene®* (gufrvn) and auleteria* (adintnpla).




aulodos (adAwSdc W.pr.avlodcs);a nusician singing to aulos accompaniment.

In a competition of aulodia or of aulodic nomes ,where two executants were indis-
pensably taking part,(the aulodos and the aulete) ,the aulodos was considered

the principal competitév,and it was he who won the prize and was crowned.Athen.
(XIV,621B,ch.14) :"6CbotaL 6€ & orépavos 1§ LAapys® nat 1§ adrgsi,od 1§ ¢dity,
0US€ T adAnTH" ("and the wreath is given to the hilarodus® and to the aulodos,
neither to the psaltes (=player on a stringed instrument without plectuum),nor to
the aulete").

= AUAydds was often called also the composer of aulodiai

Note :a0Apdelv,vb(aulodein)=to sing to aulos accompaniment.




aulopoeos (aVAoxoLds;m.pr.avlopids);aulos-maker.Pollux (IV,71) "6 &€ Tovs avlevs
€pyagduevos ,adlonouds ; Plut, 1138A,¢ch. 21,

aulopoeia (avAomovia:im.pr.avlopiia);the making of auloi;Aristox.Harm.II,p.43,24

Mb.The aulopoeia developed greatly during the 5th cent.3.C.,especially in Thebes.
The vb "aulothetein' (abAo%e1elv);to make auloi.




aulos (ayArdg; m.pr.avlds).

The principal and most important wind instrument of ancient Greece.Alone or com-
bined with the voice or with stringed instruments,especially the kithara,it plaved
a very prominent part in the social life of Greece.It was used in many ceremonies,
especially in those in honour of Dionysus,in processions,in the dramas,in the Na-
tional Games,at the banquets;it accompanied most of the dances (sacred,social or
folk),it regulated the movements of the rowers (see trieraules) and the marching

of the goldiers (embaterion®™ meleos).

History . The origin of the aulos is not clearly elucidated.According to many an-
cient sources it came from Asia Minor,and specifically from Phrygia.The name of
the aulos (as a musical instrument) appears twice in Homer's Iliad,the first as
an instrument of the Troyans (X,12 dadpezev ('Ayapéuvev) nupd woddd td xaveto
"IAL6oL :pd,hzlggﬁqgﬁgy ovplyywy T’ évorrdy Cuabdv t'avdpurwy’"He [Agamemnon ]
marvelled at the many fires that burned hefore the face of Ilion,and at the sound
of flutes and pipes,and the din of men)transl.A.T.Murray,vol.I,p.437).

The second time together with phorminges (S5 ,XVI 3 ,495),in the description of
Achilles shall: "xoUpou ﬁ'épxnurﬁpss-ébié'&pa.Jreﬁduv{Qﬁ)ggigg odpuLYYES Te

Bofiv €xov'" ("And young men were whirling in the dance,and in their midst flutes
and lyres sounded continually'';Transl.A.T.Murray Ihid;vol.II,p.325).0ne of the
oldest sources on the'origin of aulos is perhaps the "Parion Chronicon® or
Marble:it says (v.10;F,Jacoby ed.;Berlin,1904) that "Hyagnis the Phrygian first
invented the aulos at Kelaenai [ of Phrygia] and played on it the Phrygian harmonia".
According also to the writer Alexander (ap.Plut.De Mus,1132F,ch.5) "Hyagnis was
the first to play the aulos" (""Yayviv 8¢ wupSitov adifom"),and after him his
son Marsyas,and then Olympus" (Plut.Ibid 1133F,ch.7).

According to another legend it was the Goddess Athena (Minerva) who invented the

aulos ,but seeing in the reflection of the waters that her face was deformed,she




threw it away;it fell in Phrygia and was found by lMarsyas.This legend tending
to establish a Greek origin for aulos was most probably created later then the
legend of the Apollo-Marsyas combat (Plut,De Cohibenda ira,456 B-D,ch,5-7;Pind.
12th Pythian ode,and A.B.Drachmann :Scholic. Vetera in Pind. Carmina,lLeipsig
1910,p.265), ‘

In all probability,however,the aulos in some form was known in Greece from very
remote times,but the auletic art evoluated under the influence and the impulse
of Phrygian auletai.

Construction. The main body of the aulos was a pipe called bombyx*(BJuBVE) of a

cylindrical shape,leading sometimes at the end to an open,slightly widemed,bell.
The pipe was made of reed,or of wood of box-tree or lotus,of bone,of horn,of
ivory or of beaten brass and had a number of lateral finger-holes,called tré-

mata or trypémata ('tpdpata,or tpurdpeta);Pollux (IV,71) says: "'H &€ UAn tiv

“

aUA@Y xdAapos,i xaixds,d wEos § Awrds f xfpag A doTodv eddoov 1 6dpvne Thic xa-
vaLEfidou,Thiv EvtepLuvny dgpponuevog” ("And the material of aulos [was] reed or
brass or box-tree,or lotus,or horn,or bone of deer,or branch of shrubby laurel
with the pith extracted').The earlier pipes had four or even three holes.Later
the number was increased up to 15,so0 that the range of pitch of the aulos reached
the two octaves.The holes being more than the nine or even eight fingers avai-
lable for covering and uncovering (the thumb of the left hand was used to close
the upper hole (behind) and that of the right hand was used to hold the instru-
ment) the Theban School (headed by Pronomus®) invented special ' metal collars

or rings made of brass or bonze (see '"bombyx').The length of the pipe was also
extended by the Theban School which greatly contributed to the expansion of the
auletie art in the S5th-4th cent.BC;generally speaking the length varied according
to the range of pitch and the species of the aulos.At the top of the pipe the
mouth-piece was inserted;it was formed of the hdlmos*(JdAnog) and the hyphdlmion*

(VopdAuLov) which supported the holmos.In the holmos the reed was inserted and
affixed.




The question of whéther the reed was single or double is a problem which caused
much discussion among specialists.Most specialists support that the reed was
double;others support that the double reed was in usé up to the time of Anti-
genidas (5th;uth cent.B.C.),and then it gave way to the single or beating-reed
(K.Schlesinger ; "The Greek aulos’ Londen,1939,p.45 ff).

So it seems most probable that the Creeks knew both,the :double and the gingle
reed (double-reed as in the cboe family,single or beating-reed as in the cla-

rinet family).

The reed was called glottis *or glossis (ylwrtls,yAwsoig),or glessa (yAGooa)

and was made of peed,cane (see syngrotetikai glottai).It seems that a certain
forge was required to blow the aulos,and the auletai used to bear a leather-bomg ,
called phorbeia #(fem.gopleLd);it passed over the cheeks,leaving a hole in

front of the mouth to permit the insertion of the mouth-piece,and was fastened

behind the head.It is often seen on vase-paintings.

Usually the aulos was used in pair;the two auloi were called "gUSupoL aviol"

("twins auloi’),also 6uxdlapos (double-pipe) and 6UZuyes avdolj;each one had

its own mouth-piece.Sometimes the pipes of the two auloi were of equal length,
sometimes one was longer than the other.Pollux (IV,80) writes: "Kal td uév ya-
uidvov adinua Yo adiol Aoav,pelZev dTepos,ovupuviay dxotelolvreg,ol 8€ mapolvuoL,
ouunpol uév Loov &'duguw" ("And the nuptial aulema #[was played on | two auloi,

of which one was longer,and they constituted a concord;and those auloi played

at banquets [are] small but equal in length both of them").

The question of the use of the double-aulos is ancther unsolved problem.Some have
suggested that either they played in unison (when their length was equal),or
one played the melody while the other kept a drone (in the case of unequal

pipes).

Species. There were several species of aulos which might be classified into ca-

tegories or classes according to the range of pitch,the origin,the character etc.




a) Division according to pitch - range.

According to the grammarian Didymus of Alexandria (1st cent. A.D.; ap. Athen.
X1V, 634 E-F, ch. 36 and FHC p. 286, Fr. 67) Aristoxenas in his lost book
"On piercing of auloi"” (llepl adrdv tprioews™) recognized five yéwn of aulos

(genera, kinds or ejasses):

) *
1) The Napd€éviov (parthenioi ; virginal);

2
2) The Haubuxol (paedicoi‘; infantine, or boys - pipes);

= ;
3) The KuBapiotripiot (kitharisterioi ; accompanying the kithara);

4) The TéleLoL (teleioi“; perfect) ;

5) The*Yrepréreror (hyperteleioi; super-perfect).

If we take into consideration: a) that the ensemble of the two last classes
are called avépetor (masculine), b) that Aristoxenus writes that the highest
of the wind instruments were the parthenioi (No 1 above) and the lowest the
superteleioi (No 5), and @) that between the two extreme limits there was a
distance of three octaves (Arixtox. Harm. p. 20-21 Mb) we can rather safely
conclude that the above division was made according to the pitch-range. Thus,
the first (No 1) could correspond to the soprano, the second to the mezz8-
soprano, the third to the alto, the fourth to the tenor, and the fifth to the
bass. Cf. Athen. IV, 176F, ch. 79; Geﬁ. 15 p« 235, 11 pit 272 EE,

b) Division according to origin.

1) Phrygian aulos; also called elymos (E&Avpog);

2) Lidyan aules (Avddc pdyabus adArds);
B
3) Libyan aulos (ACR8s aOAdg);

also Tyrrhenian, Theban, Thracian, Boeotian, Argheian, Cretan etc.

(Pausanias book IV, ch. 27 ,7: elpydfovro &€ xay Uxd povouxfic dAAng uév olSepLds

- ““—“': '
abABy &€ Bovwtlwy xat “Apyetwv ).




¢) Division according to the material used :

1) calaminos or simply c@lamus,made of reed;the "Tityrinos" was a variation of
this.

2) pyxinos ( wUELvog;made of wood of box-tree);

3) 1otinos (AdtLvog; made of lotus-wood);also called photinx *(g@tLyE);

4) kerdtinos ( xepdrLvog;horn-made);

5) elephantinos (élegdvtuvos ; elephant-bone-made).

6) chalkelatos (xalxrlatos ;forged out of brass).

d) Division according to the character .

Several kinds of auleos belong to this class;to mention some of them,discussed else-

where ,gingras #* (yCyypas),kitharistérios * (uiL9apLotrpLogi;see also class a”)emba-

térios *(éuBarrpuLog):

e) Division according to form and sound production.

1) monaulos (udvaviog;single-pipe);monocdlamos (uovoxdiauos);

2) double-aulos (6Caviog);

3) transverse (xlaylauvloc);

Various epithets were given to aulos,such as:diopos (6Uonog;having two holes)s

hemiopos (nutlomog; having half the number of holes);hypotretos (Uxdtpntos;pierced

from below);kallibdas («aAliLBdas ;with fine tone); mesdcopos (ueodnoxos;of middle

size) ;paratretos (napdtpnrog ;sideways pierced);polytretos (noldtpntoc; having many

holes).Pollux (IV,67) mentions a whole and interesting series of epithets:polykampés
(roAuxaunrs ;much twisted):poljkompos (molyxourmos;loud sounding;,sonorous),poly-

mekes (moduprdang ;with great length),polymeles and polymelpes (molupelrds,xoluuei-

nfig; many-toned,liable to many melodies),polyphthongos and polyphonos (roddgdoyyos,

nolJgwvos ;producing many tones,sounds).Plato called the aulos by extension from




the stringed instruments "polychordos'(molUyopbos = having many strings;in this

case giving many notes).

Other epithets used : barybromos (BapUBpouog ;with deep,strong sound);tépnv,

téren (= tender;Anacr.ap.Athen.IV,182C,ch,79),threnodes (8pnviéng)aeazon (aldZwv)

etc.In conclusion it may be said that the aulos was more confined to the Diony-
sus' cult than to = Apollo's for which the Greek music had the lyra.For this
reason and owing to its character,the aulos was not considered fitted for edu-
cational purposes, Most of the ancient writers and philosophers,including Plato
and Aristotle,recommended the avoidance of its use for the education of the
youth.But nevertheless the auletic art was held in high esteem as a musical art,
and was much sought-after,Athenaeus (IV,184C-F,chs.83-84) says that all the
Lacedaemonians and Thebans learned playing the aulos,and that many important
people,including many Pythagoreans,practised this art.

lictes :a) The demomination odAds (aulos)was a generic designation of various wind

instruments (especially the reed-blown ones) used by the Greeks,except the salpinx*
(odAxuyE ,trumpet) which was not used for purely musical purposes. b) The vb

aulein (aU)lelv),to play the aulos,was often used in the sense of playing any wind
instrument,Cf salpinx®. c) Some auloi,complete and in parts,have survived,and
discovered in Pompei ,Herculaneum,Athens etec and are now found in the Museum of
Naples,the National Archaeological Museum of Athens,the Danish National Museum

in Copenhagen etc.
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aulotrypes (ablotpi¥sng ; m.pr. avlotripis) ;maker of the finger-holes of the aulos;
aulos-borer.

Arist.Probl.XIX,23 "ol adlotplrar" (plur.) ;Pollux IV,71.
See trema.



autokabdalos (avtoxdBéalog ; m.pr. avtokdvdalos); improviser,popular mime,buffoon;

see under iambus.,



haccheius (BaxxeCog ; m.pr. vacchios); a metrical foot consisting of three syl-

lables,two long and one short,in the following form --u or u--jalso a foot con-

sisting of four syllables as in the form -uvu- (called RaxyeCog Gnd Tpoxatov,

baccheius beginning from trochee, -v),or v--uv (called BaxyeCog an’lduBow,

baccheius beginning from iambus®*, & vu-).




Bacchius the 01d (BaxyeCog & I'dpwv ; m.pr. Vaechios Géron); musical theorist of
the time of Constantine; he lived after Ptolemy (2nd cent. A.D.),and probably in
the 3rd or 4th century. Nothing is known about his life.

He is known for his "Introduetion (or Isagoge) to the Art of Music" ("Elcaywyd
Téxvng Mououxfis'') .Bacchius' Isagoge was first published in 1623 with a Latin tran-
slation by Fed.Morellus who calls him '"physician-mathematician", confusing him
probably with his synonym from Tanagra (3rd cent.A.D.), editor and commentator

of Hippocrates' works. The title of this rare edition is as follows : ""BACCHII
SENIORIS, iatromathematici,Eloaywyd sive = Introductio Methodica ad Musicam per
Dialogismum" (Lutetiae [Paris| ,1623; 8°pp.24). The same year (1623) the same
Creek text was published by Marine Mersenne in the "Paralipomena' of his "Quae-
stiones Celeberrimae in Genesim' (Lutetiae Parisiorum,1623; 4° ,pp.1887-1891).
After the Greek text the Latin translation by Fed. Murellus is published.

The Isagoge was later published also with a Latin translation by Meibom (Marcus
Meibomius "Amtiquae musicae auctores septem,graece et latine';Amsterdam,1652;
vol. I,VI,pp. 1-25).The Greek text appears alst in C.v.Jan's "Musici sciptores
graeci" (ed. Teubner,Leipsig,1895;VI,pp.292-316).

A French translation,after the text in Meibom,was published with commentary by
Ch.Em.Ruelle (in "Collection des auteurs grecs ete';V."Alypius,Gaudence et Bac-
chius 1'Ancien'";Paris,1895,pp. 103-140),

The Isagoge is wrigen in the form of dialogue,and mostly follows the Aristoxenean
School.

Fr. Bellermann in his edition of an Anonymous book on Music ("Anonymi scriptio de
musica" ;Berlin,1841) includes also (pp.101-108) another "Introduction to the Art
of Music" by Bacchius (Bacchii senioris "Intreductio artis musicae"),a text
comﬂhxely different to that published as above by Meibom and Jan. This Greek

text ,which is much shorter and not in dialogue form,was taken,as Bellermann says,




from five other codices,two of Naples (262,259) and three of Paris (2u58,2u460,
2532),
The same text as in Bellermann's edition is also published by A.J.H.Vincent in

his "Notices sur divers manuscripts grecs relatifs & la musique (Paris,lﬂ?q;

pp.64 ff).This Isagoge is attributed by some scholars to a Dionysius.




Bacchylides (BuxyuAC6ng ; m.pr. Vacchilidis ); b.e. 520 or 518 BC;d.c. 450 BC

(placed by some scholars around 480 BC).He was born in Ioulis of Keos ('Ioulls,

Kéuws), and his mother was Simonides'¥ sister.He is considered as one of the
principal representatives of the choral poetry, and is placed after Pindar and

Simonides,in importance,

He composed Partheneia,Prosodia,and Paeans (Plut. 1136F,ch. 17) ; also Hymms,

Erotic songs,Epigrams,Hyporchemata.

See in Brgk PLG III pp.1226-1243,and Anth. Lyr. pp. 277-285 41 fragments of
Bacchylides' survived Epinicoi,Hymns,Paeans,Prosodia,Hyporchemata,Erotic SOngs,

Epigrams.




Baktriasmos (BaxtpLaoudc : m.pr. vaktriasmés); instead of maktrismds % (naxtpLoude).

It is included by Pollux (IV,101) in a number of lustful dances
and aposeisis#®

sWwith apokines®
+It was danced by women rotating the belly.Athenasus used the word

HauTpLONdS.




bakjlion or babefilion (BaxdAuov or Bas

ov¥ALov) ;according to lexicographers a syno-
nym of wSuBalov (eymbal®),.Hes., ™

*SuBadov ' Baxdivov,BaBodiLov,eldos dpydvou uovaLxold"
(”Cymbal;bakylion,baboulicn,a kind

of musical instrument").




balandon ode (Balavéwv ©bd) j;a song of bath-men.

Balaveyg (balaneus ; m.pr. valanévs ) was the bath-man or the bath-keeper;also the

servant who assisted those bathing in the bath-room.Cf. Athen.XIV,618A,ch.10.




ballismos (BaAluvopds )ia kind of hopping dance with twistings (jumping about)

in use in Sicily and Great Creece (S.Italy).

The verb BaAAvgeLv (ballizein ) was used in the sense,to leap,to jump,to dance,to

move the feet here and there. Athen.VIII,362A "BalAlZovoly ol xavd triv méiLv &-

rovres T 9€§", and in a further paragraph (362B-C) Ulpianus disputing the authen-
ticity of the verb "BaAlltw", Myrilus cites various examples of its use in the

Greek language in the sense of ''daneing'".




barbitos or barbiton (Bdpfutes 6,masc.and f,fem. more often;and fdpfiLrtov,Td,neut.);
a variety of the lyra.It was narrower than the lyra and its length longer;conse-
quently its strings were longer and its range of pitch lower.Barbitos was a very
old instrument.In Athenaeus there are two different informations regarding its
invention. According to Pindar (ap.Athen.XIV,635D,ch.37) "Terpander was the in-
ventor of the barbitos" ("NMuvddpov Aéyovrtog Tdv TEPRAvVEPOV ... EUPELY ... TOV
BdpBotov"); according to Neanthis,the historian from Kyzikes,on the other hand,
barbiton was Anacreon's invention ("xal 'Avaxpf€ovros [eUpnua’] té BdpBurtov';Athen.
IV,175E,eh.77;alse FHG IITI p.2,fragm.5).It was an instrument in great honour in
the School of Lesbos (Terpander,Alcaeus,Sappho,Anacreon).

The number of barbiton's strings is not known.Theocritus (Idyll XVI,"Xdputes A
‘Lépwv",V.45) says it was "a polychord instrument” ("8dpSLtov £c moAdxopdov'),
while the comic poet Anaxilas in/ his "Lyra-maker" ("Auponouds",Lyropoeos;ap.
Athen.IV,183B,ch.81) speaks of trichords barbitol ("éyd 8¢ BapBUtous tpLidpous').

Other names,such as 8dpuog (bdrmos),Bdpwpog (biromos) and Bapduvtov (barymiton),

are met for barbitos.Athen.XIV,636C,ch.38: '"wa¥ ydp BdpBittoc n Bdpuoc " ("and

barbites or barmos™);Pollux IV,53 : "T@v uév xpovouévwy eln dv Adpa,xiddpa,

BdpBLTOV.TG & avtdé xar Bapduvtov " (" [The names]of the stringed instruments are
lyra,kithara barbiton; the same as barymiton").

Barymiton from Bapis,low,grave,and uCtog (mitos),thread,string.In Athenaeus,how-
ever,(IV,182F,ch.80) the name baromos was mentioned as a distinctly different

instruments ("tdv ydp Bdpwupov xal BdpButov,dv Iangd xal ’Avanpéwv upvnuovedovor";

"the baromos and barbiton which [plur;} Sappho and Anacreon mention').

For playing the barbitos the wverb "BapBLrtrZewv" (barbitizein) was used. Th.XKock
"Comic.Attie.Fragm." ,Leipsig 18803vol.I p.571 Aristoph.Fr.752,and Pollux IV,63.
Barbitistes (BapButLotrig) was called the performer ,and barbitodos (BapBLtwbds)

the singer accompanying himself on the barbiten.




baromos (8dpwuos ;m.pr.varomos );see barbitos ,above.




sounding ; with deep or strong sound; also sorely lamenting or sighing:bellowing.




baryctordos (Bap¥xopdog m.pr. varichordos);deep-toned,deeply sounding (stringed

instrument);also the deep (low) sound of a stringed instrument ("Bupdxopbos ¢8éy-

yos", barychordes phthongos =a deep sound ,note" ).




baryllika,pk ,td (ZapUAAuxa ;m.pr. varillika);a kind of sacred dance for women in
honour of Apollo and Diana. Pollux (IV,104) : "xal BapUAAuxa,té pév eldpnua Bapui-
ACxov,mpogwpxodvto 8¢ yuvatres 'AzdAlwve nal 'Aptéuude” ("The dance Baryllika too,

the invention of Baryllichus,which women used to dance in honour of Apollo and Dia-
na").




barypyenos (Bapdzuxvog im.pr. varipicnos); so called the lowest note of the Pyenon®,

Barypycnol (pl.) were five : namely the Hypate Hypaton (b),the Hypate Meson (e),

the Mese (a),the Paramese(b”) and the nete diezeugmenon (@f).All of them were im-

movable notes of the tetrachord.For more details see the article en Pycnon; also

MWammamoﬂﬂmm.




barys, barytes (fapdc,fapdtne ;m.pr. varfs, varftis),

a) BapUg :low in pitch (Aristox.Harm.Ip, 3,11 and p.14 Mb ete).

opp. 8EUs (oxys).

Also strong (sound).Of a syllable,unaccented.

b) Bapdtng ; depth in pitch.It is the result of relaxation of a string (of anesis#®,
aveoug).Aristox, (Harm,I,p.10,28 Mb :"Bapdtne 6¢ 14 yevduevov Sud tRc dveoewg "=
(tEEBEh is the result of relaxation");see also Anon,Bell.s 37,p.50.

Aristotle (in Probl. XIX,u49) says that the lower sound (note) of an interval is

the more melodic,and that the low (in pitch) is more important than the high (Probl.
XIX,8). See anesis ,epitasis,oxye.




iasis (fdovg :im.pr. vasis) from Balveuv = to walk,to stap (on foot);the first or

"thesis" (8€oLg) and by the Aristoxemian "¢ xdtw ypdvog" or "td xdrw" (the down

beat).

See arsis - thesis.




. pr.vatir) ; 1) same 2s chordotonon®: board on which the strings

attached.Also a kind of peg.Nicom.Enchir,(eh.5,C.v.J, p.248,Mb.p.13) : "pe-
TExey elpnxdvas tHv pév TEv xopbliv nouvAv ExdSeoly &k 1ol Staywvlou npwldiou

els 1év 10D dpydvou Batiipa,8v xopSérovov wvwduaze" ("he [ Pythagoras) skilfully

changed the common tying of the strings from the diagonal peg to the bater of the

instrument,which he called chordotonon'}2)a part of the aulos,probably the low-

est section;cf.Nicom.op.cit.(eh.10,C.v.J. p.255,Mb. p.19).




Bathvllus (Bd8ullog : m.pr. Vathillos): 1st cent.B.C. to lst cent.A.D.famous mime

from Alexandria (known as & 'AleEavépevc,the Alexandrian).

He introduced,with Pylades# ,the pantomimic art in the Roman Theatre at ahout

23-22 BC.He wrote a book "On Orchesis' ("Nepl Spydoewc") in which he treats of the
Italian orchesis,constituting of a mixture of kordax*,emmeleia® and sikinnis*
(ef.Athen.I,20D,ch,37).At the beginning he collaborated with Pylades but later the
differences between them deepened in such a degree that serious distfurbances were
caused in the theatre among their followers;this state led to a temporary exile

of Pylades by Emperor Augustus (17 AD). Bathyllus' art was differenciated from
that of Pylades in that his was more hilarious and cheerful ,nearer to the kordax;
as Plutarch says (Sympos. VII,Probl,8.y 3) "I prefer [acceptj the Bathyllean
[orchesis ] as it approaches to the kordax" ("8éxonar triv Badiiievov t5pxncuv3 to00
xépbaxog axtou€vnv"),That of Pylades was "pompous,pathetic and tivesome" (Plut.

Ibid,"aronéuzw triv MuldéeLov dyxdén nal xadntundy xad roAdxoxov oloav" ;"I reject

the Pyladean as it is pompous,pathetic and tiresome (or bewailinggv,




batrachiskei,pl.(Batpaxtoxo. ;m.pr.vatrachiski ;pl.of Batrpayloxog).Hes."a part of
the kithara" ("uépos TL tfic *L9dpac") not defined.




baukalema (BauxdAnua; m.pr. vavkdlima);lullaby.From the verb Sauxaldv (also Bauxa-
ACZeLy; baukalan,baukalizein)=to lull to sleep by singing.Suidas "tu9nvelodaL per’

p6fis td mavéla= "to lull the children with song'jalso Moeris Attic lLex.p.102,
Bauxdinoug = lulling(a c¢hild) to sleep.
See also katabaukalesis.




baukismos (Bauxuouds ;m.pr. vavkismés); a kind of Ionian dance of a Bacchie cha-

racter,named after the dancer "Balxos" ( Baukus;m.pr.Vavkos).

Pollux (IV,100) "xal Bauxuouds,Badnov Spxnotol xBuog éxdvuuos,dBpd Tue dpynoLc xal
16 odpa éEvyparvouvoa" ("Baukismos [is)a carousal dance named after Baukus the dancer,
a gentlé:;gfstening the body'").

According to Hesychius so was also called a kind of a lyric song (g6f) adapted to
the dance;"'Iwvuxd dpxnois ol eldog $6fic 1pés SpxnoLv remounugvov” ("An Ionian

dance and a kind of song adapted to the dancing").




bechia (Bnxtae,n,fem.and Bnxvas ,6é,masc,;m.pr. vichia); hoarseness,a hoarse sound;
antimusical voice or sound.

Excerpta ex Nicomacho (C.v,Jan p.274;Mb, p.35) "Buxaviouovc xal Bnxrus";see ¢he
full text under byeane.




bibasis (BUBacug;m.pr. vivasis);a kind of Laconic dance,danced especially in Sparta.
It was also a sort of dance competition in which boys and girls were allowed to take
part.According to Pollux (IV,102) the competitors had to jump up (sometimes alter-
natively on each foot,sometimeés on both feet) and touch the breech by the feet.

The number of the jumps was counted,and a prize was given to the winner.Pollux

quotes on Epigram about a virgin prize-winner who succeeded to make one thousand
jumps.




bombykias (RouBuxiag im.pr.vomvikias);see calamus.




bombyx (86uBUE ;m.pr, vomvix);

a) the whole pipe,the principal body of the aulos.In pl. "bombykes'" (BéuBuxeg) were called
"eollars" (or wide rings) "that had corresponding holes and could be turned to
cover or uncover the pipe holes" (' C.Sachs :Hist.of Mus.Instr.,p.13%);according
to the grammarian Arcadius (4th ecent.AD? ;ed.E.H.Barker,Leipsig,1820,p.186) "they
were turned wp and down,and inside and outside" ("dvw ual xdrw,xal €véov Te Xau
€Ew otp€povres’)sap.D.Mazaraki: "The aulos of Karapanus' Collection" in "Laogra-
phia"” ,vol.XXVIII, Athens,1972,pp.257-8).
Pollux IV,70 "Tav 6€ dAAwv add@v td pépn,yAdtta, rpunipate xal Bdufuxes ("The parts
a of the other auloi [are]the reed,the holes,the "collars'").

b) the aulos itself,especially the deep-toned aulos;Pollux (IV,82): "t1é 8¢ Tilv
a6uBUnwy €vdeov xal pavixdyv 16 avinpa " ("and the piping on (solo of) the deep-
toned auloi [was] enthusiastic (inspired) and passionate").

¢) the lowest note produced by the aulos when all the holes were closed,i.e. by the
entire length of the air-column.Arist,Metaph.(1093B,2;C,v.Jan p.35):"xaC ot Coov
14 Sudotnpa €v Te ToUs ypdpmaoLy and tol A wpds té O xal &nd toU BduBuxog €xC Trv
dtutdrny vedtnv €v abloCs" ("and that the interval in the letters from A to W (the
last letter of the Greek alphabet) is equal as from the bombyx (the lowest note)

to fhe highest nete on the auloi").Cf.Nicom.(Ench.ch.5;C.v.Jan P.2453Mb,p.10)

. "BouBunégrepos” (tdvog) = lower (tonos);comparative.




borimos (Bupupog ;m.pr.vorimos)

1, PudpLuog,.also Blipuos (vérmos );a folk-song of a mournful character sung by Marian-
dymian farmers to aulos accompaniment.It was a kind of dirge,like the ngptian ma-
nercs %and was sung in memory of Borimos (Bdpsuos) ,son of king Upius and brother

of Mariandynus and Iollus,who died young while hunting in summer,Pollux who re-

lates the story (IV,54) adds "Tupdtor &€ [Bipunos | Spnvdder wepl Tdv yewpylav gouaty"
(""And he [Borimos] is honoured by a lamenting pastoral song").

This story is also related,with some variations,Dby Nymphis (ap.Athen,XIV,619E-F,

‘ ch.11).Cf.also linos,and maneros.

2. Bipuuog was also called a kind of aulos:"Mapuavduvor xdlapoL".




boucoliasmos,boucolismos (BouxoAvaouds and BouxoALoude jMm.pr.

or playing pastoral tunes;by extension :

1. a shepherd's song;Bouxdioc (boukolos)= shepherd,

Athen, (XIV,619A,ch.10)

"hv 8¢ nal tots MyouudvoLc TdHv BoOxnudtwy 0 BouxoAvagudc
xadouevos.Alopos 6¢ Av & Bouxdlog Iuxedidtng & wpiitoc

2. an aulesis (aulos solo) of a bucolic character;a pastoral meleody played on the

aulos.Boucoliasmos is one of the auleseis (pl.) included in the catalogue of kinds

of auleseis of the Alexandrian lexicographer Tryphon (ap.Athen.XIV,618C,ch.9).
See also under aulesis.

voucoli [a]smds);singing

eVpdv 16 eldos" ("and there
was also a song of the shepherds called boucoliasmos; Diomus,a shepherd from Sicily,
the inventor of this kind of song').

was




brachys (Bpayds ;m.pr. vrachis); short.In prosody
Bpaxela guldapd =short syllable,expressed by the sign v.




bromos (Bpduos ;m.pr. vrdmos);

strong sound,clamour; "Bpduoc aUAZv"=" strong sound of auloi".From the verb "BpfueLy"
(bremein;m.pr.vrémnin)=to produce a strong sound or noise;in music,to sound strongly,
to emit a strong sound,

Some derivatives met with:

a) :Bpduiog (bromios);causing clamour , loud sounding Senorous,noisy.Pind.Nemean IX,18a

"Bpoulav (fem)pdpuLyya" ("sonorous phorminx").

b) &Bpouog (abromos)=soundless,noiseless,voiceless;but also in exactly the opposite

sense = with much noise,noisy,loud sounding.

I1.XIIT1,39-41 "Tpliec 6€ gployl ves EXTWPEG ... ENOVTO. .. dBpouoL g uﬁtaxoﬁc;ﬁut the
Trojans like flame... were following after Hector ... with loud shouts and cries";
Tr.A.T. Murpay,vel.II1,p.5).

¢) &AlBpopog (alibromos); loudly sounding; producing a clamour,like the sea (GAc=

sea);Nonn.Dion.43,385 : "aiCBpopos oUpLyE" ("strongly sounding,sonorous syrinx".In LSJ=
"murmuring like the sea".

d) perlBpouos (melibromos)=with sweet,pleasing sound.




bryallicha (Bpuallﬂxa,ﬁ,fem.;m.pr.vriallicha);also bryllicha or brydalicha(gpuAiilxa,
BpubaAlxa)d kind of a Laconic dance in honour of Apollo and Diapa.It was performed

by women wearing men's dresses or by men wearing women's dresses,dancing with indecent
movements of the hips.

The word BpuAAlxa (bryllicha) or Bpusailyw (brydalicha) signified,according to Hesy-
chius,a person wearing feminine dresses.Alsc the word "BpuddLxCéel" (bryllichidei)=
Hes. "™ a person wearing feminine mask and dresses".

BpuedLyuds (bryaligmos);Hes. "noise,sound".

Bpuad [A] ¢xtng (bryaliktes); war-dancer.




Bryennius Manuel (BpuévvwiLog MavourdA;m.pr. Vriénnios Manou{l);luth cent.A.D.Byzan-

tine theorist and writer on music.He lived during the reign of Michael Palaeolo-
gus (1285-1320),and he may descend from the noble Byzantine family of Bryenni.
He left an important work on music entitled "Harmonica" ("‘Apuovixd") published
in Greek and Latin by I,Wallis in the third volume of his "Operum Mathematico-
ran" vols 3 (Oxford,1699) pp. 359-508,together with Ptolemaeus' Harmonica (pp.
1-152) and Porphyrius'Commentary on it (pp.189-355).Bryennius' Harmonica,divi-
ded in three books,is a compilation from older Greek music treatises,such as
those by Aristoxenus,Aristides,Nicomachus,Ptolemaeus,Theon of Smyrna and others.

This is the last of works containsng information on ancient Greek music.




bycane (Buxdvn;m.pr. vikdni);at the beginning a horn in use by the shepherds.

A curved or spiral trumpet,made of horn or brass;it was used in armies and also
as a hunting horn,

Suidas says simply "a musical instrument".

Polybius (Histories,XV,12,2) mentions the bycane in the following passage "dua
8€ 1§ mavrayddev tds odimiyyas xal tds Bundvas (pl.) SuaBofigal Tuvd pév Srata-
pax9€évta tiv dnplyv wpunoe ..." ("As soon as from all quarters the trumpets

and the bycanai loudly sounded some of the wild beasts were disturbed and rushed
on").

Buxavntris or RBuxaviotdc (bycanetes or bycanistes), the player of the bycane;Po-

‘.i lyb.(Hist.11,29,6): "dvapidunta pév ydp Av td Tdv Ruxavntiv xal ooAruyxthy TAR-
\ 9og (KeAt@v)" ("innumerous was the crowd of the bycanetai (horn-players) andj
trumpeters Celts ).

Buxavnua (bycanema) the sound of the bycane;generally a trumpet-call.Also

Buxaviouos (bycanismos) which signified also a deep,bass,strong,note;Excerpta
ex Nicom. (ch.:jC.v.Jan p.274;Mb, p.35) “"Ruxaviouddg xal Bnylag,pd€yuora don-
pa xal avapdpa xal ExpeAf” ("bycanismoi [sounds of bycane] and hoarsenesses,

trivial sounds,inarticulate and unmelodious").

Buxavdw = to play tne bycane,the trumpet.




calamaules,and calamauletes (xelapaving,and o AapovAnTig ;m.pr.calamdvlis ,cala-

mavlitis);an aulete who plays on a reed-made aulos,a reed-piper.

Hedylus ap.Athen.(IV,176D,ch.78) "ai\d Béwva tdv xarapavintriv elrarte "yaCpe

Béwv" ,Goxep obv tods T nadduy addelvras xaAspavlac Adyousy vOv" ("Nay,then,
of Theon the_ reed-piper say,"Farewell ,Theon" jprecisely,then,as they call persons

who play on a reed-pipe [ aulds ,calamus) calamaulai";Transl.Ch.B.Gulick;vol,
I1,p.301)

see also rapaules.




®

calamus (' ®dAapog;m.pr, calamos);in a general sense the plant "calamus', reed;also
various objects made of it were ealled "ealamus".Thus ,calamus was called the aulos,
as made of reed;especially the shepherd's aulos.

calaméphthongos (xalapdeSoyyes);of sounds or tunes played on a reed-made aulos;

Aristoph.Frogs 230 "ldv,6 nalaudedoyya matZuwv’ ("Pan,who plays melodies on 2 reed-made
aulos™).

The vb calamizein (xalouvzeuv),to blow in a reed,to play the calamus (aulos).

The best calamus came from the lake Kopais of Boeotia (now dried up) and supplied
best material for the Thebaean auletai.
Scholia Vetera in Pind.Carm.(ed.A.B.Drachmann,1910;vol,II,p.268) :"tods &évanag, ol

napd TP "Opxouevy gvovrar & Gv al adAntuxal yAwooldes ylvovtat" ("the donakes

[éee donax *;cane,calamusi],which grow near Orchomenos and from which the auletic

reeds are made"; A

e e g
~Note: Orchomends was an ancient town on the western part of the lake Kopais).

The auletic "calamus” (reed) was called,according to Theophrastus (Hist.x=mmm, Plat -
1v,11,3),"zeugites" (gevylrtng)when it stayed in the lake "until the next aeap” and

became "mature" ("pelvavta 8¢ 1dv  Eénudvra éviaurdy &spdvesdal xal yUveoSaL Tdv

uév abpusdvra Zevyltnv'’);it was used for the making of mouthpiece of the aulos.It
was called "bombykias" (Boufuxtag)when it did not stay in the water:from this

"calamus" the pipe was made,




canon (xavév ;m.pf.candn );in Porphyry's words '"the measure of accuracy of the

symmetries"” (Commentary;ed.J.Wallis,III,p.207).By the canon the ratios of the in-
tervals were determined.
Ptolemaeus (ed.Wallis;book I,ch.8,p.183ed.I.Diiring p.18) gives the following dia-

gram of the canon:

iK1 Ry "]
| |
| I
| |
1 i ™
ki I Ll . \g
| Note :aBys is the straight line of the canon ("eU%eCa TOU Mavdvoc")

aend the string ("xopdd")
ae,nd the "dependants" ('td xol £Edupata’)
eB,ny upright bridges ("ad9%etoL usydéec")

Ax,AX  small movable bridges ("payddia xuvodueva')

See Nicom.Ench.(ch.10;C.v.Jan p.QSH;Mb.p.18);Gaud.Isag.(,‘11;C.v.J.p.3ul;Mb.p.1u).

The canon is often taken for the monochord®(uovéyopdov).



eirckalathiskos (yevpoxadlabBlaxog:m.pr.chirokalathiskos);see kalathiskoes.,




cheircnonia (xevpovoutom, pr.chironomia);a pantomimic movement of the hands per-

formed in rhythm,either while dancing or during a theatrical performance;it was

used to express by the movements of the hands various meanings or thoughts.Pollux

II,153 "yevpovouhoar (verb) 5€,16 talv xepolv év pudu§ xuvndfival. ‘Hpdbotos 6€ et~

pnxev €nC ‘InmonAsUSou 1ol 'A®nvarou tots moolv éxeupovdunoev” ("cheironomeisai is

to move the hands in rhythm.And Herodotus said that % the Athenian Hippocleides”

3 Ch Hewd. 129,
“TEurarawwegme cxpressed himself by movements of the feet")','!\;ea alsc Plut."De esu

carnium oratio (wxepl guprogaylas Adyog B “)Moral.297C ("uf xupplyoLs XaUpelv,undé
xeLpovouras und’ épyipacy”;Lue."On orchesis" 38,

b) Xeupovouta was a kind of (or another name for) pyfrhiche;Athen,(XIV,631C)"xa-

AeCraL 6'f nVppixn xal xeupovoura' ("The pyrrhiche was also called cheironomia").




cheironomos (xeupovéuos);the performer of cheironemia,also the dameer who at the

same time danced and performed cheironomiai';Hes."xeLpovéuog dpxnotiic” ("cheironomos*

a dancer"),




f
cheirourgia (xeupoupyla; m,pr.chirourgia);handicraft.

The adj.cheirourgikos (xeLpovpyuuds;m.pr.chirourgikds) isused in the sense of

technical dexterity (LSJ),also of practical,instrumental.Plut.De Mus.(ch,13,
1135D) :"Apels ydp paidow XELpovpyLrp u€peL tfic uovouxiic Eyyeyvuvdopeda" ("As

r
to myself [Lysias] I have rather studied the practical part of music [i.e.exe-

cution] ).




chelys (x€ivgim.pr.ch@lis);xeldvn,tortoise.The printtive lyra;so called because

its sound-box was a tortoise-shell.Hes. "y€Avg " xehdva, Wpa ,unxdvapa’ ("chelys;a
tortolse,a lyra,a machine').Pcllux (IV,59) includes chelys in the list of the
stringed instruments.

Philostr.777 (ap.Dem.) "tfis Apag ve odpuoua xp@ros 'EPufic ndfaoSaL AdyeTtal xepd-
Twv Suolv,xard Zuyol xol xeddos" ("The invention of the lyra is due to Hermes who
first fastened two horns against a cross-bar and a tortoise").

A deseription of the construction by Hermes of the first chelys (lyra) is found
in Homer's Hymn to Hermes (Mercury;v.2u-25,47-51).vs 24-25 " There found he a
tortoise,and won endless delight,for lo,it was Hermes that first made of tortoise
a minstrel”;vs 47-51 '"He cut tos measure stalks of reed,and fixed them in
through holes bored in the stony shell of the tortoise,and cunningly stretched
round in the hide of an ox,and put in the horns of the lyre,and to hoth he fitted
the bridge,and stretched seven harmonious chords of sheep~gut";Transl.by Andrew
Lang;"The Homeric Hymns' ,Londen, 1893,

b) x€lovg (chelous);Hes. "povouxdv Spyavov" ("a mueical instrument').




chiazein (yvdzeuvim.or.chifzin)ito usa or perform superfluous(afected) melodies,
This expreasion was derived from the name of Democritus from the island of Chios
(X¢og);Pollux (IV,65):"'1é uévroL ougvidreny xar yudZcuy 76 xepLépyons pu€ieol xphiodau,
41 Anuonplrov Tod XUouv xat SuLioE€vou Tol ILpviou,8c xal 'Yzepldng &xadelro"
("indeed 1the expressions) siphniazein and chiazein,i.e,the using of strange
[affacted | malodies [were derived] from Demoeritus of Chioes [ chiazein] and Philo-

xenus of Siphnos [siphniazein] ,who was also called Hyperides").




ebus (xudlaufog m.pr.choliambos);a lame iambus;a verse which consisted of

an iambic trimeter with a spondee (or trochee) at the last foot:iv-u- -- or u=u- -u,
[t was invented by Hipponax (‘Inx@vaf;a satirical poet,6th cent.B.C.).The choliambus
was also called "ondgwv" (skdzon®;ondreiv,skidzeinzto limp).




chdéra (xdpa);space,place.In music the position on a scale;the position (locus)
where a note is situated.

Aristox. (Harm.ITT,p,70,20 ¥b,) "X@par (pl.) 98dyywv" ("positions of the notes’).

e

See also topos (locus),.




'

chorde (xopdd ;m.pr. chordi);originally gut,also a string of gut which streched can

produce a sound.Hence a string of musical instrument.In this sense it appears in
Homer's Hymn to Hermes (Mercury) v. 51 "éxtd 6¢ ovugdvovs 8wy étavdoaato xopsdc”
(pl.) (" and stretched seven harmonious strings of sheep-guts").

Also in Odyss.®(XXI) 406-407 : "mg 61 '&vip odpuLyyos énvotduevoc nal &oubfic pnide-
ws Etdvuooe vEp nepl xdAXoxL Xopdriv" "even as when a man well-skilled in the lyre
and in song easily streches the string about a new peg".Transl.A.T.Murray vol.II,
p.333 ;Hes. "xop61i'veuvpd: xu9dpac" ("chorde;a string of the kithara'):also Pollux
(IV,62) on parts of the instruments.

The strings were made of gut or sinew (of sheep or kid);"xop8atc dxtals EpLoelole” =
of baked strings of kid;Phereci.Persai ap.Kock.Com.Att.Fr.vol.I,p.182,Frg.130.The
word yopdri (chorde,string) became a synonym of sound,note.Plato,e.g.,called the
aulos "moAdxopSos" (polychord;first meaning= having many strings,but here having
[broducing]many notes).Later it was also used in the case of the vocal cords:gu-
vntural xopbat (phonetic chordai,strings,cords).

The word vevpd (neuvra*) was often used for yopér.The maker of strings was called

xopdoxouds (chordopoeos).The string-twister was ¢alled yopSootpdpos (chordostro-

phos);in a sense he was a string-maker,or also a string tuner.




choraulas (xopading ;m.pr.chordvlis):the aulete who accompanied the chorus by the

aulos:a theatrical aulete;the aulete of the dance~group.Plut,(Antonius,24) "' Ave-

Efvopes 6¢ xuBapybol xal Foldot xopodler (pl.)" ("Anaxenores kitharodes and Xouthoi

choraulai).

xepaulety ,vb (chofaulein;choraviin)= to accompany the chorus on the aules.Strabo

-

XVII,ch.1, ¢ 11 " xal 6 Uotateg,d AdAntrc,0c xwpls tfis AAAng doelyevas xopoulelv
noxnoe..." ("and the last LPtolemaeus] ,Auletes ,who,apart from his other licen-

tiousness ,practised the accompaniment of choruses with aulos”).




chordoténos ,chordotdnion (xopsotdvogs,xopbotdyLov);a small board situated at the

lower part of the sound-box of the lyra and the kithara,in which the strings

were attached by a knot.Artemon (ap.Athen.XIV,637D,ch.41) writes,speaking about
the instrument tripous®:'"Urepdels éxdoty [xdpq] nfixuv xal xdrw tpocapudoas Yopdo-
tévLa" (""at the top of each [space] he fixed a cross-arm and below he adjusted
the chordotonia').Man.Bryen.(Harm. ;ed.Wallis III,p.417) ") Oxd tds xopdds Umoxeu-
uévn oavlsc xopdotévos dvoudzerar" ('"the wooden board which is found below (under)
the strings is called chordoténos) ;ef . Nicom.Enchir, (c¢h.63C.v.J.p.248;Mb.p. 13).

- Xop&dtovov ,neut. (chorddtonon) ,but also xop&drovog (masc.) was the peg (kollops®,
kollabos®;xéAAo¢, 6 A aBos) by which the strings were tuned.ChordStonos of an
instrument ,having stretched string (or strings);chordStonos lyra (Plut."De cohi-

benda ira" (Nept &opynolag) 455D.See also epitonion (é€xutdviov).




choregos (xopnyds; m.pr. chorigds):the leader of the chorus,later called cory-

phaeus (xopugatos).
In Athens choregos was called also the person who paid the expenses for the orga-

nization: of the chorus and of the dramatic performance.’Ayéxopos (agechoros*)or

Nyéxopog (hegechoros) was another word for choregos;also choregetes (xopnyétng) .

hegemon (fyeudv 1o xopoU;Poll.IV,106).Plato Laws (book II,665A) "Beovs 6€,Epauev ,
gieolvtad Nudc ouyxopeutds te xal xopnyoUs fuCv bebwnévau tév te 'AnéAdwva xal
Movoag ,nat &4 wal tpltov,Egapev,el pepvriucda Auvdvuoov” ("and,as we said,Cods

out of pity for us have granted to us as dancer-mates and chorus-leaders Apollo
and the Muses,and, as we said,a third one it you remember,Dionysus").

Demetrius of Byzantium in the fourth book "On Poetry" (ap.Athen,XIV,633A-B,ch.33)
says "éndAovv 8¢ xal xopnyoUs ovy domep VOV Tods uuedounEvous ToUs xopovs ,aA\d
tovg xadnyovué€vous 1ol xopol,xaddrep adrd tolvoua onuatvel” (“and they used to

call "choregoi" (chorus-leaders),not as nowadays those who hire the choruses,but

the leaders of them,as the etymology of the word denotes').

See also chorostates (yopootdrng).

choregema (xopiiynua; m.pr.chorigima);the expenditure for the organization of a

chorus.choregesis (xopfiynoig; m.pr.chorigisis);the defraying of the expenses

for the chorus.

choregia (xopnygda;m.pr.chorigia); office,function of the choregos.

choregeion (xopnyetov);the place where the members of the choruses were assembled

and trained by the choregos.Phryn.Epitome (’Emutonf}Sophistae Preparatior [zo-

oL |es
gLotuxn Mpoxapaonevr Jed.Ioannes de BoWies) (T.3;1911) p.126 "xopnyeCv (Demoth.
XIX,200) & tdnos,Evda & xopnyds ToUs Te xopods wxal tovs Vrnpétas ouvdywv ouvexpd-

e,




[

choreia’(xopeva; m.pr. choria);a kind of sacred dance pérformed in front of san-

ctuaries during the procession of Eleusinia;generally,a choral dance(with musie);

also a cyclic dance with singing jand choir-training.

Plato (Laws,book II,654A "yopeta ye ufv Spxnols te xat @6f té Edvordv éatu'("But
Choreia of course is the ensemble of dance and song");see also book II,665A.Sui-

das " yopelav,trdv uetd §6fic Spxnouv" ("choreiajdancing with song").

b) Xopeta (choreia);alsc a dance-melody;Prat.ap.Brgk III,p.1219,Fp.1,v. 0. 17"xL0-

coxalt dvat dxove tdv €udv SdpLov  yopetav" ("ivy-crowned lord listen to my Dorian

choreia').

. ¢) xopeCa,td (choreia;pl.of xopetov, choreion);LSJ "thank-offerings for victo-

ry of a chorus'.




choreios (yopetog; m.pr. chorios);a kind of aulesis,a solo for aulos.As such it
is included in Tryphon's catalogue of Denominations of auleséis (ap.Ath. XIV,
618C,ch.9).See the full catalogue of Tryphon under the word aulesis.

b) choreion,neut.(xopetov);dancing place;the place where the dance took place.
Choreion was also an aulema (adAnua),a melody for aules;also the dancing-school.
Hes.gives many meanings to the word; :"XopeCov' Suéaoxairefov xal Buwpde TLc XAl
abAnud TL el p€pos TL xwplou (prob. uéxosIxoPLxdv)“r”Choreionia dancing-school,
and an altar,and a melody for aulos and a 1  choral-song".

Suidas :"n xépevoig"="the dancing".
t/] Cr{\nei.cS'} alno the ol ~ Known~ fn{/l};:, {—wl‘ -t;u)LLu -9 4 See EU‘KS .



choreuma (xdpevua ;m.pr. chdrevma);choral-dance;a dance.Eurip.'Phoenician women'

655 "Bdxxwov « xdpevpa"("Bacchic dance").




choreus ( xopeus:m.pr.chorévs); a member of the chorus,singer or dancer.

Hes."yopeds, uelpbel’Banxevs,dpxetrar" ("The choreus sings;the baccheus dances").
choreusis (xdpevoig);dancing,orchesis.Suidas in word choreia.Pind.Paean 6,v.9
Ernst Diehl:Suppl.Lyr.,Bonn 1910,p.31:Br.Snell Pind.Carm.,T.1964,p.27):"dppavdv
dvbpiiv xopevoLos Argov".

choreutes (yopevtri¢ ;m.pr.chorevtis);dancer;principally choral-dancerimember of

the chorus in the drama,

choreuein,vb(xopeveLv;m.pr.chorévin) ;to dance a choral-dance;to dance with ac-

companiment of singing (or instrumental music);to take part in a chorus,dance
group,to celebrate or honour by choral-dance;to incite to danecing;to move in

cirele ,in circular movement,




choriambus (xoptopBos;m,pr.choriamvos);a metrical foot consisting of a trochee

and an iambus -vv -;the veverse was called antispastos®*(dvrlogastos).
xoptapduudy pétpov (choriambic metre):a metre consisting of choriambi;Arist.
Quint.(De Hus.I,p.SO Mb,RPWI p.45) includes the choriambic in the nine simple

metres.




choprikds (xopuxds);choral.

chorikon malos (xopuxdv uérog,neut.);a choral song.

As a kind of composition it originated from the ancient orchesis.During the danecing
the ancients used to express their feelings first by exclamations,then by whola
phrases and then by songs.The choral song developed in connection with sacred
ceremonies in honour of various deities,and included some mimic dancing.It became
and remained a basic element of the dithyramb and the drama.Choral songs,wers

the embateria*(épBatripLa),the partheneia®(rapd€veLa),the hyporchemata*(ﬁtoiéﬁuutu),
the paeans %etc.

chorikdn ( xopuxdv ;as a subst.);the choral part in the drama (see parodos,

stasimon, epiparodos, exodion).

chorikés aules (xopunds adrds;m.pr. choricds avlds);often in pl.chorikoi auloi,
the auloi used at the dithyrambs,

Pollux (IV,81) "ol 8¢ xopuxot 8udupduBors xpoondrouv" ('"the choral auloiaccompa-
nied the dithyrambs").

chorikai odai,plur.(xopuxat @bal;m.pr.choriké odé);choral songs;esp.those choral

songs in the ancient drama.

chorike mousa (xopuxd poUoa;m.pr. choriki moiisa);choral muse.




chorodidascalos (xopodLddonalog); chorus - teacher; alse the chorus - trainer

who trained and prepared the chorus for the dramatic performance. At the
beginning the training of the chorus was the responsibility of the dramatic
poet himself., In such an cccasion while Euripides was teaching the chorus,
he noticed a member deriding and turuwing to him Euripides said in anger "if
you were not insensible and ignorant you would not have laughed when I was
singing in the Mixolydisti harmonia" ("el ur tug fg dvalodntog xal auadrg

oun dv ey€lag £uod puEolvit.oTi ddovros"; Cf. Plut. De audiendo [ mept tod

(’xuoﬂtw} , 4BB, ¢ 15),




chorokale (xopoudAn; m.pr. chorokali); probably wrong expression for "yop§

xeAn'(LSJ and Dem.); Hes. "waliig xopedovon" (dancing nicelylwelll ™).

Il. XVI, 180 "tov tixte X0p§ xald, Meduudin, d¥iavtoc Suydrnp” ("and him
[Eudorus] did Polymele fair in the dance, daughter of Phylas, bear"; Transl.

A.T. Murray 1f. Vol. ¥, Ps X717




chorokithareus (xopoxudapevs 3 m.pr. chorokitharews) and chorokitharistes

(Kopoubeqpbcfﬁg; m.pr. chorokitharistis); a kitharist accompanying (or

playing to) the chorus. The verb yopoxL9apiZeuy (chorokitharizein) = to

play the kithara to the chorus. C. Svetonius Tranquillus (Tpdyxuidoc &

Zountwviog) in Domitianus, ch., u,; I ”cithar%ﬁos, chornzitharistae (pl. of

choroe[k)itharistes) et psilocitharistae”.




rolslasaloRl:
- —

6 ¢ . .
horclectes (Xopoléxtng ; m.pr. chorolectis); chorus-elector; that who selected

the members of a chorus. Pollux IV, 106. Also choropoeos (xoporoLdg; m.pr,

s I
choropios); that who formed the chorus.




]
chorostates (xopoordting; m.pr. chorostatis); that who forms a chorus; who

&
brings together the members of a chorus (chorolectes ). Also leader of a

T |
chorus (choregos ).

Hes. "xopootatiy * xopold natdpxwv' ("Chorostaton : leader of a chorus"). The

verb chorostatein (xopootatelv) = to lead the chorus; to form the chorus;

to select its members.

chorostasia (xopooraoin); formation of ahchorus; also the performance of

danging, hence orchesis, dance.
Hes. "xopocrauﬁu“ xopds" ('chorostasia % dance™) .

'r v L » ‘ 13
chorostas, fem. (xgpoarag, -050g; pl. Yopooradeg; chorostades); usually in

pl.; feasts celebrated with choral dances (LSJ).

choropséltria (xopodditpLa; fem. of choropsaltes, yopodditrng, which is more

modern); the woman kitharist who accompanied the chorus [ by playing usually

without plectrum]; see psallein).




1
chorus  (xopdg; m.pr. choros);

a) dance; an ensemble of rhythmical movements of the body, of the hands and the

Wt e
feet. Another word for orchesis (6pxnoug);
b) choir; ensemble of singers and dancers; the chorus in the ancient drama.

c) the place where the orchesis took place, especially in Hemer ; Od. VIII
200 "AeCnvav &€ xopdv, waldv Slelpuvav dydiva" "They levelled a place for the

dance, and marked out a fair wide ring" (Transl. A,T. Murray: Od. vol. I.p.l??).
EEEF, Also 0d. XVIII, v. 590 "év &€ X0poY touxtAre” ("'Therein he wrought a
dancing-floor"; Transl. KT M)

In Sparta the ggggé Qéxggé; public square, meeting-place in ancient Greek cities)
was called xggég:sbecause youth§ used to dance there-in the Gymmopaedias; Paus.
(III ch 11,99 "Ixapridravs &€ €xC tiic ayopds Mudacus T€ fotLy AndAlwvos nal
"AptéuLdoc nat Antods dydXpata’ xopds 8¢ odtog 6 tdmoc narelrtor wds, oTL v Tals
YURVORGLOLALS +v.4s OL EonBoi xopevs lotaoy tf "ArdAlwvi'. ("On their meeting
place the Spartans have staues of Apollo Pythaeus, of Ariomis and of Leto. The
whole of this place is called chorus' &smsimg , because at the gymnopaedids...

youths perform dances in honour of Apollo").




# 4 ' -
chreon apocope (Xpe@dv droxonrd; m.pr. chreon apocopl); debt.cancelling. A kind

of dance included (ap. Athen., XIV, 629 F, ch. 27) in a list of ludicrous dances;
no information as to its figures and way of performance is given., Cobet suggests
that the expression is "wpe@v anoxlonri" = "meat theft'; this has some connection
with a dance mentioned by Pollux (IV, 105): "pLuntuxrdy &€ éxdlouv 8u'Rc envuodvro
Tods Ext udoxfj tiv €dhwv pepiv [xpedv] dAvowopdvovs” ("they called mimetic

dancing that by which they imitated those arrested on staleemeat theft"),




A & el - a ¢ g
chresis (xpfiovss m.pr. chrisis); according to Arist. Quint., one of the three

parts of the melopoeia by which the melody is completed or realised (Mb p. 29,
RPWI p. 29): "xpfious &€, n woud tfic perwblac &repyooln. Tadrng 6€ ndiuv elbn

tpla, aywyd, wertela, wAoxd" ("Chresis is a certain completion of the melody.

ol

1] 4 L
And there are three species (kinds) of it, agoge , petteia , ploke ).




I l ]
chresmodos (xpnouwddss m.pr. chrismodos); that who delivers an oracle in song

or in verse; singer of oracles. An epithet of Apollo "AoElac 6 XpPnouysos"
(for the double meaning of his oracles). By extension chresmodos was called

a2 prophet; one who prophesied,

chresmodia (xpnouwéCa; m,pr. chrismod{a); the answer of an Oracle (pavreCov)

delivered in song or in verse. Also chresmodema (xpnou@énua), but principally

the oracle.

The verb chresmodein (ypnopwéetv; chrismoden) = to deliver an oracle in song

(or in verse); to sing an oracle.




i
chroa, chroea (xpda, XxpoiLd; m.pr. chréa, chria); shade, nuance; a term signifying

the particular division in each genus; it defines the variety of intervals
composing in each case the genus.

Aristoxenus (Harm. II,Pp. 50-52 Mb) mecognizes six chroai (shades, divisions)
in all three genera, namely two in the Diatonic (a) welaxdv, Soft; f)vodvrovov,
Tense), one in the Enharmonic, and three in the Chromatic (Soft, Hemiolic and
the Toniaeon or Tense). More details are given in each case separately: see

] ¥ %
under Diatonon , Enharmenion and Chromatikon .

Cleen. (Isag. ch. 6, Civ. Jan p. 190; Mb p. 10): "Xpda &€ €oTL y€vous elLbLxn
dvalpeors’ xpdar 8¢ elouv al pntal xal yvdpipot €£, apuovlas ula, xpwuatos tpeCs,
6Latbvey 6¥o" ("Chroa is a specific division of the genus; and the chroai are
six, preaise and known; one of the Enharmonic, three of the Chromatic and one

of the Diatonic").

Ptolemaeus recognized eight chroai: five in the Diatonic, one in the Enharmonic
and two in the Chromatic ; Porph. Comment., ed. I.)p. 157, 21-29; (see also
G. Pachymeres Harm. in Vincent ”Notices”Fp. 422-3).

Chroea is met also in the sense of tone.colour, "timbre', Gaud. (Isag.§ 24 CuNe
Jan p. 329; Mb I p. 4): "xpoud &€ €oti, xad'fv Svagéporev (dv) dAXfiwv ol wotd
16v adtdy TdRov A Xpdvov gaiLvduevor, olov n to¥ Aeyougvou nélovg gUoLs €V guvi

xal td ouova" ("chroea is [the quality] by which notes sounds appearing

[heard] on the same locus [pitch] or time differ from each other, as the vocal
nature of the melos and the like"). See also Plut. De Mus. 1143E, ch. 34,




Chromaticon genus (Xpwuotixdv yévog) or simply Chroma (Xp@ua). The genus in

which an interval of one tone and a half is used; thus the chromatic tetrachord

would proceed by semitone, semitone, and one tone and a half, as follows:

¥
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The names of the constituent notes of the chromatic tetrachord should be taken

in accordance to their general order in the tetrachord (the interval between

the Lichanus and the Mese considered as a simple one, not as a eompound or as

a leap); compare in the following example the names in both the Diatonic and

the Chromatic tetrachords:

a) Diatonic b) chromatic
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There were three divisions (chroai) of the Chromatic Genus: a) the HEAaKR OV

(Soft), b) the nuuéivov (Hemiolic) and ¢) the Toviatov or gvoovoy (Tense).

According to Anon. (Bell. ¢ 53, p. 57-59): a) The Soft is that in which the

B
pyenon (i.,e. when the sum of the two small intervals (e~-f~f4 above) is less

than the remainder of the tetrachord, fir-a above) is equal to three enharmonic




dieseis minus one twelfth i.e. the enharmonic diesis being %- of the tone, the

: 1.8 9 35 -8
chromatic pycnon will be equal to qu =¥ '3 minus - 13 of the tone.
Thus the Soft Chromatic would proceed as follows:
Mese
~
22
1

b) The Hemiolic was that in which the pycnon is equal to a semitone and one

enharmonic diesis, i.e. &4£c§=2— of the tone:

258 12
PG-QJ‘-JYP“IG
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9:; 1
Plafb)’lm 3

c) The Tense (Syntonon) is that in which the pycnon consists of two semitones

H-u’rkt

Mene

(e - f - f ) and the remainder is one and a half-tone (f a). These

definitions originate from Aristoxenis. Sydeed, Aristoxenus (Harm. IIpp. 50-51
Mb) defines: a) The Soft Chromatic is that in which the pycnon consists of two

‘minim chromatic dieseis ("éx 6Yo xpwuaruxiv Suéocwv Elaylotwv"), i.e. %§+%§=%§
and the remainder of a semitone taken thrice (i.e. %X3=% or %%) plus one

VA RS R T : :
chromatic diesis (EE), ie 5+ 75 =35 ¢ Thus Aristoxenus' Soft Chromatic is

S R A
L T R

the same as Anonymous' above,




b) The Hemiolic is that in which the pycnon is one andia half times the enharmonic

1 gl e . o) ! 3 . 6 g....-g—
pycnon ( gl o e enh. pycnon; plus 73, half of lit), i.e. 757 + 75 = 17 3

and each (Chromatic) diesis is one and a half times the enharmonic diesis, i.e.

. L
%5 + %%—z %% . Thus the two first intervals of the Chromatic tetrachord (e - £ - f§ )

taken as a pycnon would be, according to Aristoxenus, %5 of the tone, exactly

as Anonymous' above.

¢) The Toniaeon as the Tense of Anonymous. The Tense is defined by Anon. (Bell.

p. 59) as "that in which the pycnon is a semitone'"; this is an evident error,
as the pycnon in the Tense is two semitones. Cleonides (Isag. ch. 7, C.V. J. P«
190; Mb p. 10) defines the three chroai of the Chromatic tetrachord in exactly
the same sense though the phrasing differs slightly.

ALE
Arist. Quint. (Meib. II, I R.P.W. I. p. 16 p. 18) says that the Chroma (Xp@ua,
Colour) is socalled ”because it is stretched by semitowes" ("¢ 51 ' nuLToVLWwY

guvteLvouevov' ).

Anon. (Bell. y 26, p. 30-31) on the other hand supports that the Chroma is so-
called either because it somewhat deviates from the Diatomic, or because it
"eolours” the ofher systems; and that it is sweetest and most plaintive"
("XpByua 6€, AtoL xapd td tetpdedaL xws €x tol SLatovixoed, n wapd 14 YpwLelv

. uév avté td EAla ovordpate ... €0TL B€ néLotdy te nol yoepdtatov').




chronos (xpdvos);in a general sense,the time.

In poetry and metrie it was the duration,the quantity (in time) of a syllable.In

music,the basic element of rhythm,the element of measuring.

According to Bacchius ' (Isag.;C.v.J. p.313;Mb.p.23) the chronoi were three
a) the short (Bpaxds; "6 €Adyuotos nal els pepuopode ud xCTTwy"£"the smallest
and indivisible');

b) the long (uanpds; "6 todtov SuzmAdoLos'="long,its double");

c) the alogos,irrational (d)oyos;d ToD uév Bpaxfoc poxpdTepog,Tol 6€ paxpol &-

Adoowv Undpywv’ondoy 6€ éotuv érdoowy f peltwv Sud T8 Adyp Suoandbotov,tE altol
100 ocupBeBnudtog &onog ExAd®n"=that which is longer than the short and shorter
than the long;and as it can not be proved how much shorter or longer,it was
called irrational.).

"Aloyos (irrational) time,according to Aristoxenus,is that which can be conceived
and expressed by fractions of the first time (xpdvos wpiitos,otherwise Bpaxic,é-
AdxLotog). "First time is that which can not be divided by any phythmical way

and on which are not placed two sounds,nor two syllables or two orchestic move-
ments;the time-unit;chrénos 6Conuog (double) that which contains twice the first;
Tplogquos (triple) that which contains thrice the first;tetpdonuos (tetrasemos;
quadruple) that which contains the first,four times;revtdonuos (pentasemos ;quin-~
tuple) of five times.(Aristox.Rhythm,ed. Fenssner,ch. 3;Anon.Bell, ¢ 1, ¢ 3).Thus,
the first time is indivisible (dodvdetog ,simple,not compound) ;all the others are

compound (odvSetoL).

The time for silence was called "ypguog xevds”(=time empty or void).Arist.Quint.
(Mb.p.40-41 RPWI p,.38-39) admits two void times:the leimma (AeTupa) ,the short

or simple silence,and the prosthesis (wnpdodecoic,addition) the long silence,the

double of the first one.The end of a section was noted by a sign (f]:) called

diastole®(Svaotold; see also Parasemantike); this signified a rest of an indefi-

nite duration.




Cleonides (KleoveﬂﬁnS,E}eovﬂbns,or by some Kiewvesng;m.pr.Kleonidis).

Musical theorist placed in the 2nd cent.AD.;nothing is known of his 1life.To him
is now attributed the "Harmonic Introduction” (or Isagoge;"Eloaywyd ‘Appoviud™)
which was before mostly attributed to Euclid (Meibom "Ant,mus.auct.sept.,gr.et
lat",vol.I,ii pp 1-22),or to the mathematician Pappus®* of Alexandria,or to Zo-

simus (Zwouvuog).

Ch.Em.Ruelle in the introduction ("Avertissement") to his translation of the Isa-
goge (pp. 1-15) discusses in detail the question of authorship of it.The name

of Eueclid,he says,as author of the Isagoge appears in a MS in Venice of the

12th cent.,and in many codices of the 14th-15th cents.,probably from the same
prototype.Other MSS ' give the name of Pappus,and many others that of Cleoni-

des (Barberine II 86, ,Paris 2535 16th cent, ,Vatican 221,Florence).0One MS of the
National Library of Madrid gives the name of Zosimus,while that in the "Codex
Vulganis" of Leyden attributes the authorship to an Anonymous.Various scholars

of the 19th cent.,do not agree as to the authorship;Vincent ascribes it to Pap-
pus,while Westphal to a Poeudo-Euelid.Carl v.Jan attributes it to Cleonides with

convinving reasons,generally accepted now.

Fipst edition of a Latin translation (without the Greek text) was published by
Ggorgio Valla under the name of Cleonides ("Cleonidae harmonicum intréductorum";
Venice,1497).

Carl v.Jan was the first to present the Greek text under the name of Cleonides
in his “Mui/script.gr." (Leipsig,1895;pp. 179-207).

'y i
A french translation with an interesting introduction ("Avertissement') and com-
mentary was published by Ch.Em.Ruelle in his "Collection des auteurs grecs re-
lat! s & la musique" (Paris,1883;vol.IIT ,pp.16-41).

Cleonides' Isagoge is based on Aristoxenus' doctrines,and is considered as an
important source of information regarding Aristoxenus' theoretical concepts and

teaching.




Clonds (KAovdg);7th cent.B,C.aulete and composer,

He was born in Tegea of Arcadia in Peloponnesus (Peyéa;hence his surname Tegea-
tes,Teyedtng);But Boeotians supported that he was born in Thebes.

He lived soon after Terpander#,whose invention of the kitharodic* nomos he follo-
wed by initiating the aulodic* nomos(Heracl.Pont.ap.Plut, De Mus,1132C,ch.3;see
also 1133A,ch.5).He also introduced the prosodia*,and invented two aulodic no-

moi,called Apothetos* and Schoenion® (Plut.Ibid;Pollux IV,79;see under aulodia.
Clonas composed elegies and epic songs.




comma (xdupa,td,neut);althe difference between seven octaves and twelye fifths.

This © was the Pythagorean comma or diatonic comma.The comma of Didymus or Didy-
mean comma,also called syntonic or simple "comma',was called the difference be-

tween a major tone (4:8) and a minor tone (10:8),i.e,81:80,0or between a diatonic
semitone (16:15) and a Pythagorean limma (256:243),i.e,3888:3840,0r 81:80,

b) comma (from udrxtw=to cut off) was also a poetic or melodic section.The cdm-

mata (xéupata;pl.) were small sections which followed each other during the nomos.

The adj.xoppatixds (commatigds) was used for the song which was divided into

sections.The neut.however (xouyatLxudv;commatikén)together with the word melos

was a synonym of commds¥®,




commos (xouudg;from xdnrw=to cut off);stroke,beat;beating of the head and the

breast while lamenting,hence,lamentation.Commos was the lamentation,the dirge
in the classical drama;it was sung alternately by the actors and the chorus.
Arist.(Poetics,1452B,ch.12,9) :"xouuds &€ dpfivog xoLvds xopod xal and oxnviic"
("commés is a common lamentation of the chorus and those [ the actors ] on the
stage"),

The commos was also called xoppatuxdv pé€los (commatikdn melos).




composition's kinds (elén ouvddoews);

the principal kinds of musical composition were the Qpllowing (explained sepa-
rately under each term):

a) The kitharodia®(xi8appéle);singing to kithara accompaniment;this was the most

ancient kind of (mixed) musical composition.A variety of it was the lyrodia
(Avpyéla) ,which never became popular;

b) The aulodia®(adA¢éta);singing to aulos accompaniment;

¢) The psile kitharisis*(¢LAd x.8dpLoLs),solo of kithara;

d) The psile aulesis®*(¢uLAd adinoig),solo of aulos;

e) The enaulos kitharisis®*(€vovlog xu9dpLoLg)solo of kithara with aulos accompa-
niment;a variety of this was the Pariambis*(napLapfls);

f) The nomos*(vduog);the most important type of composition;

g) Various choral,lyrical and dramatic compositions;

From the above those under c,d,e and certain classes of nomos(4) were purely
musical (instrumental) compositions.Many other compositions are treated under

their special headings.




Carina (KdpLvva);lyric poetess of the 6th cent.BC,.She was born in Boeotia (in

Tanagra,Tavdypa,or in Thebes);she was a pupil of Myrtis® ,According to Suidas
she defeated Pindar five times at lyric contests.She composed lyric nomoi and
epigrams tQ ralling five volumes (Suid."évlunoe 6€ mevrdxug bg Adyos NMUvéapov.
"Eypage BuBAla névie (&) nal ériuypdupata nal vépouc Aupuxovdc').

See Brgk PLG,III pp. 1206-1216 and Anth.Lyr.pp.269-271 small fragments.




cyelios (ifxiLog;m.pr.kiklios) ;eircular,round,in a general sense (from nUxlog=

cirele).

wixdvos xopdg (eyclios,circular chorus):a dance danced in eircular formation of

the dancers;especially danced around the altar (chiefly of Dionysus);the dithy-
ramb.Callimachus Hymn to Deles,v.313 " ...rcpl Pupdv xUxlduov wpydoavro,xopod &€
nyfioato Onoeds" ("they danced the circular dance around the altar,and Theseus
led the chorus").

aixALoL avintat (eyclioi auletai;pl.);the auletai who played the aulos at the

circular dances.

wixda péln (eyclia mele ;eyclic songs);lyric and chiefly dithyrambic songs

(having the same subject).Pollux (IV,78) mentions "wUxAuvou vdupoi","eyeclic nomoi”

I
("ol 6€ EUUov véuou,xUxAuoL™;"and the nomoi of Euius* are cyclie");but no expla-

nation is given as to their character.

Generally speaking the cyclic dances and songs were connected chiefly with the
dithyramb and with Dionysus.




cymbala, eymbals (x¥ufada, p.l.; m.pr. k{mvala); percussion instrument consisting

as the modern cymbals, of two hollow hemispheric metal plates. The cymbals were
of Asiatic origin, and were first used in the orgiastic cults of Cybele and later
of Dionysus (Bacchus). Plut. Coniugalia Praecepta ("Topuxd Mopayyéluora) 1HHE
Mol &€ wuppdiorg wmal tuumdvous dyxSovtal" ("and they are annoyed by the cymbals
and the tambours'").

%
Another word for cymbal was BaxUAluov (bakyllion ) or BaBouiiov (baboulion) ;
The cymbals were for the Greeks devoid of any real musical value.

The verb wupBallzeiv (cymbalizein) = to play the cymbals;

KupBaAvotds (cymbalistes) and wvuBalowpodorng (cymbalocroustes) the player of

cymbals; fem. aupBallotpua (cymbalistria);

xopBaiiopde (cymbalismos) the playing of cymbals;

wufiBdALov (cymbalion) dimin. of wuUuBalov; a small cymbal.




dactylicos (SaxTtuALxds; m.pr. dactilicés).

a) a kind of aulos used for the Hyporchema* or also a kind of melos (song);
Pollux (IV, 82): "xal Saxtulixods (pl) tods éxC Vmopyduaciy [ adrovds] , ot
6€, talta okabAdv &AAd pediv elén elval Xéyovouv" ("they call dactylic those
[auloi] played at the Hyporchem&ta; but others say that these are not kinds
of aulos but of tunes'"). See Embaterios* aulos; also Athen., IV, 176F, ch. 79,

b) dactylicon (SaxtuAuxdv ; neut.); a stringed instrument, probably a kind
of Kithara.

Pollux (IV, 66) "1d u€vroL tdv $LABv xL¥apLotdv Spyavov, 6 xal rudLxdy dvopdre-
TaL, SaxTulLrov Tuives xexArxaoct" ("the instrument of the kithaba - soloists,

which is also called pythic, was by some people called dactylicon").

Note; Some scholars consider the word "dactylices", as above, as an adjective
(from dactylos, finger), and interpret it as meaning "played by the fingers';
this however would not make any sense since all instruments are mostly played

by the use of fingers (déctyloi). Perhaps more sense could be if the

"dactylicos” (aulos) was interpreted as "having the width of a finger".




H
dactylos (S&dxtvlog im.pr. daktilosz finger).

a) In plur., dactyloi (SdxtuloL); a kind of simple and static but varied dance.

Athen. (XIV, 629 D, ch, 27): "td &€ ocraoupdrepa natl XouxLAwtepa xal TRV SpXNOLY
axlovatépay Exovta xeAeltar Sdurodou,lopBund, ete. (' those kinds of dance, more

static and varied but simpler in dance-figures, are called dactyloi, iambike, etec.).

Note: The word in the text "mouxiAdrtepa" is read by some "wxuxvdrepa" (in closer

order) or "&drouxtAdrepa" (less varied).

b) dactylos (dactyl); the well-known metrical foot, consisting of one long and

two short syllables, - uu.

Dactylic genus was the genus in which the relation between thesis and arsis

was 2 to 2.

Iambic dactylos (&dxtulog 6 xatd Capfov); a metrical foot consisting of the
following schema uw~u-, otherwise diiambus (6ulaupog); Arist. Quint. De Mus.
Mb p. 48, RPWI p. U5,

Dactylic metre (Saxtuviuxdv uétpov); a metre consisting of dactyls; Arist.
Quint. op. cit., Mb p. 50, RPWI p. 45,

Dactylic hexameter (SaxtuliLxdv eEduetpov); a thythmic section consisting of six

dactylic feet; also called "Heroic Hexameter'.




i
Damon (Aduwv); Sth cent, B.C. philosopher and theorist; he was born in Athens

(commune of ©a), and lived around 430 B.C. One of the most important musical
theorists of the Pre-Aristoxenean period. He was a pupil of the sophist
Prodicus and of the musician Lamprocles*, and teacher of the musician Dracon*
and, as it is said, of Peridles himself; according to Diog. Laertius (II, ch, 5,

?lQ) he was a teacher of Socrates too in music.

Being highly educated he exercised a great influence around him, and Plato
mentions him with particular esteem and respect. In his Republiec (IV, 424C)
Damon is cited by Socrates in a phrase which shows deep respect for his views
on the ethical value of music: "Because no where could the styles of music be

changed without shaking the fundamental laws of the society, as Damon says

and I agree" ("olbapol ydp xiLvodvral HovoLXfic TpOroL dvey TOALTLHBY vOouwy ThHv
ueylotwv, g onol te Adpwv xal €yd melBouar"), Damou's name is mentioned
by Plato also in Laches IIT, 180D, XXVI 197D, XXIX 200A.

Damou's views regarding the inner relation of the soul to music (song and dance)
are expressed in Athenaeus (XIV, 624C, ch, 25). It seems also that Aristides
owes to Damon much of his conception of the educttional value of music (see esp.

Ar, Quint, II, 14, Mb p. 94, RPWI p. 80, where Damon and his school is cited).

Damon became an intimate friend of Pericles to whom he used to submit daring

political suggestions; owing to these political activities he was ostracized.

Of Damon's writings only some fragments from a work entifled "Areopagos"

("Apedrayoc), on Rhythm and on the ethical value of music, have been preserved.

Cicero considered him the first and most original of all the musicians of
the Pre-Aristoxenean time. Cf. Fr. lLasserre: Plutarque de la Musique, ch. 6-7,

PP« 53~96 "Damon & Athénes" and "La postéritd de 1’ éthigue damonienne"),




Ev. Moutsopoulos: "La Musique dans 1' oceuvre de PLATON" IIle partie, ch. II,
1) " 1' &re pré-damonienne" pp. 175-185; 2) " L'3re damonienne et post-

dameonisme", pp. 185-197.



I
daphnephorika, mele;pl. (Sagpvnpopixd uéin 3 m.pr. daphniphorika meli) from
Sapvngopelv = to bear branches or crowns of laurel; songs sung to dancing in

honour of Daphnephoros (Aagvnpdpos) Apollo. The dancers used to bear branches
of laurel; Pollux IV, 53.

According to Proclus (Chrest. 26) the “daphnephorika" belonged to a class of
the Partheneiaﬁ: "6dpvas ydp €v Bouwrla 6u’évveatnploc elc td tol "Ardilwvos
nopuCrovres ol epels, EEUnvow adrdy 6ud x0pod napdévwv" ("Because in Boeotia
every nine years the priests of Apollo carrying laurels glorify him by a

chorus of maidens").

- Sagvngopla, n, fem. (daphnephoria); the carrying of laurels. Proclus (Ib)

" &8¢ Saguneoplo  EUAov EAaluS XATGOTPEQOUTL SAPVALE Kal TouxtAouLe avieoi"

("the daphnephoria is (when they) decorate [ or crown] with laurels and

various flowers").




deikelistes (&euxnAitotis; m.pr. dikilistfs) Dor. type deikelictas (SeuxnAtxtag);

a comedian or mime who imitated various comic characters; an actor, buffoon
especially in Lacomia, EM. , 260, 42 "Sevunivotal, puuntal xapd Adxwol'

("deikelistai [pl.); mimes among Lacedaemonians').

Athenaeus (XIV, 621F, ch. 15) says that there were many other designations
("rpoonyopLer") in various parts for the deikelistai; so the Sicyonians call

*
them phallophoroi (palopdpor; phallus-bearers), others [call them | autokabdaloi

(improvisers) and others phlyakes § gAYaxec ; Borian type of pivapor; silly-

utterers, clowns, buffems), while the Thebans, "whc use to give special names

for many things", call them ethelontai (€8e)lovral ; volunteers). Most people

called them sophists (gopLotal) too.

The autokabdaloi (aldtondRsaloL), as Semus of Delos says in his book "On Paeans'

*
(ap. Athen. Ib. 622B, ch. 16), that they were also called iamboi (CapBoi) as

their poems.,

- deikelistike ( SeuxnAvotixd; m. pr. dikilistiki); a kind of pantomimic dance,

performed in popular fairs by masked mimes who imitated various camic characters

(deikelistai).




demetroulos (&nurtpoviec : m.pr. dimitroulos); a hymn to Demeter.

See under ioulos (Louvloc).




Demodocus (Anuddoxoc; m.pr. Dimédocos); one of the oldest epic singers, He was

blind, and lived in the palace of Alkinoos, king of the Phaeacians (#alaxeg).
He is mentioned in Hewmer's Odyssey (IX, 44 ff). When Ulysses, after his last
shipwreck, took refuge in the island off;haeacians, his last stop before the
end of his Odyssey, he was given a treat of honour by king Alkinous. During
the banquet, Demodorus, at Ulysses' insistance, sang his exploits which led

to the capture of Tfoy, causing great emotion to him (see also Paus. III, ch.
18,711).

Heracl. Pent. (ap. Plut. 1132B, ch. 3) in his "Collection" mentions Demodocus
of Kerkyra (AnudSoxov KeprupaCov) among the oldest musicfiians, and as having

sung the capture of Froy, and the marriage of Aphrodite and Hephaestus (Vulcan),

2, Another epic singer (&ou86g) with the same name is mentioned by Demetrius
Phalereus (Anurtpuog Salnpevc). He was left by Agamemnon to protect Clytemnestra,
but he was taken by Aegisthus to a deserted island and left there as pre% to

wild beasts or the vultures; Sextus Empir. Book Vi, $12. According to a legend

N

®
he was a brother of Phemius .

3. A gnomic (didactic) poet (not to be confused with Nos I and 2 above) of the
Gth C. BC from the island of Leros. Some short fragments of his Epigrams and
Iamblses have been preserved;

Beﬁ?f PLG II, pp. 442-3, and Anth. Lyr, fp 47-u8.




diaeidein (6uaeldery ; mM.pr. diaidin) and diadein ("&udbeLv");

a) to sing for prize, or to compete in singings

b) to be dissonant, oppos. synadein (L.S.J and Dem.).




\
Diagoras (Aiaydpag); c¢. middle of 5" cent. B.C. (Suidas says Tk Olympiad,

j.e. 468-465 BC). Poetecgmposer and philosopher from Melos (Mfios), surnamed
the Atheist because of his atheistic works where he ridiculed the Phrygian
cult and gods. Suidas says that the was a slave, and was bought by the

philosopher Democritus of Abdera (AnuoxpLros o "ABdnpltnc) for ten thousand
drachmas and became his pupil. He lived after Pindar and Bacchylides, and

was elder than Melanippides.

Because of his atheistic ideas and the disclosing of the secrets of the mysteries,
he was sentenced to death; he was saved by fleeing away. According to a
legend he died at a shipwreck, while Suidas says that he settled and died in

Corinth.

See Begk PLE III p. 1222 and Anth. Lyr. p. 274 two small fragments without title.




. : ; X
ggggxgmgg, diagran (Sudypuppa) ; a plan, a drawing, a figure, used to help the

students to visualize the acomstical differences in all genera.

Bacch. (Isag. s 62; C.v. J. P. 305, Mb p. 15) "Audypaupd ote oxfiue éxcredov
els & wdv yévos pedgbelrar. Avaypdunare 6¢ xpuueda tva td T dxof SYonxta xpd
o0 da v Tols pavddvouoL padvnral" (= "Diagram is a flat figure through which
every genus can be sung. The purpose of the diagram is to help the pupils to

visualize what is difficult to perceive by hzaring").

Cleon. (Isag. ch. 14, C.v.J. p. 207; Mb P. 22) : "Avdypaupa 8¢ oxfina encxedov
TdS TEV pergboupcvuy RepLEXov Suvdpelg” ("Diagram is a flat figure containing

[defining] the funetions of notes in a system” ; see dygnamis).

According to Phaenias it was Stratonicus the Athenian who first introduced the
diagram (Athen. VIII, 352C, ch. 46; FHG II, 298). The subdivision of the
intervals into quarter-tones on the diagram was called "katapycnosis of the
diagram” ("xatandnvecis tod Suaypdupatos"); Aristoxenus (Harm, I, p. 28, 1 Mb):

"€V tals t@v Staypaupdrev raTaruxvhoeoLv" (= "in the subdivisions [condensationé]

of the diagrams"); see also Ib. Tl el T A2,

See katapycnosis.




- - * -' - » . - .

- diagyios, foot (SLOywLOg; m.pr. diagios); paeon diagyios consisting of

a long thesis and a short and a long arsis (-y-3 CFf. Aristides De Mus. Mb
e

p. 38, RPWI p. 37) and pous .




diakterda (Svarxtnpla; mod. pr, diaktié{a): a doubtful word met in Theophr.

Hist. Plant IV, 11, 5. meaning probably the passing through of the air,
Sir A. Hort translates "accompaniment" (Enquiry inte Plants, vol. I, p.372
"the opening of the reed-tongues is well closed, which is a good thing for

the purpose of accompaniment'" ; "oupudevv 8¢ 16 otdua THv yiortdv, ¢ mpdg

v SLaxtnpiav  elvau yprouuov"). The word appears in some editions as
S RSNLIY,

"Svaxpopla"; it might be Svatopla (see under diatoria).




dialepsis (Sudindugs m.pr. dialipsis); a term according to which a string of

the kithara or of the lyra was slightly touched at the middle of its length
ve : ; = e " ;
and produced the 8 (harmonic), ¢€f. Th. Reinach 'Lyre" {in D.A.Gr, R,vol.

VI, pp. 1437-51).

I

See syrigmos,




dia pasen (8ud 1ac®v) ; through all strings. The complete expression would

be " Sud neodv T@v Yopbidv oupewvla = the, through all notes, congord; the
concord between the first and the last note. Hence the interval of the

octave. Bacch. (Isag._?ll; C.ved. pe 294; Mb p.8): "triv 6€ Sud xag@v E&nluﬂob]
‘7f~@pnckauﬂmv6usvog ) el Lueon ] F:" ("anq they define the "dia-pason" | octave lan

% =*
the interval between the proslambanomenos and the mese ", i.e. the octave I

=

4P

Z

The octawe was the most perfect concord (see Svmphonia");
Arist. Probl. XIX, 35a " 1 6ud waoiv xaXiloTn cupguvia'.

Ptolemaeus considers the interval of the octave as the best and most unifying

w
of the Homophones . The "dis dia - pason" (8C¢ &ud ~ uao@v) was the double-

octave; as Bacchius says (Ib.) the interval between the proslambanomenos and

the nete hyperbolaeon:

.9_

See also Arist. Probl. XIX, 1k,

b) The term "&ud maciv" (diapason) replaced, after Aristoxemus® time, the term

* i » ’
Haprmonia . Nicom. (Enchir. ch. 9; C.v.J. p. 252, Mb p. 16) " apuoviay HEV xaloJv-
tec [ ot naravdrator] THv Sud mac@v' (= " the dia pason was called [ by the most

ancients] Harmonia').




A
[ ! L d L] » » -~ . -
dia pente (Sud mévre);i''n Sud xévre yopb@v ovugwvia", "through five strings

»
concord; the interval of the perfect sth. By the Pythagoreans it was called

L BN } . % . *
"6u'oEeLdy xopb@v (= through high-pitched strings) or Suofeta (dioxela ) §F

Nicom. (Enchir. ch. 9; Ce.vuJes p. 2523 Mb p. 17) quoting Philolaus” definition:
"the size of Harmonia is equal to one syllaba* (a uth) and one di'oxeion

(a Sth); because from Hypate to Mese it is a uth, and from Mese to the Nete

it is a 50

A i

% l;ﬂ. o )
(éi} o ") -
~J Hulv[mtu Mese Nete ESITG)LQ'um. ‘)'}A)

i SRR i A4 th N e 3 SN -
"And the 5  is greater than the % by one tone” ("td e "6L' ofeLidv peliov

18g cuilaBlc enoysdy').

See Symphonia-Symphonoi, and Homophonia-Homophonoi.




diéachisma (Sudoytopa); was called by ancient theoreticiani the distance which

is equal to the half of the minor semitone, or the difference between four
perfect fifths and two major thirds on one hand, and three octaves dn the

other hand (or otherwise the interval by which the three octaves exceed the
ensemble of four perfect fifths and two majer thirds); or the interval by

which two diatonic semitonej, exceed a major tone.




diaphonia (§vaguvia); discord,
Clegqides (Isag. ch. 6; C.v.J. p. 188; Mb p. 8) defines the diaphonia as the
refusal of two notes to combime (or to unite, to amalgamate) so that they

grate on the ear' ("Suagwvle 8¢ rtolvavriov Yo eddyywv aucEal [Mb “6ub£€uﬁ],

wote ud xpadfivaL, &AAD Tpaxuviiivar trv dxorv').

- diaphonoi phthongoi ("SiudowvoL p9dyyolL'"); discordant notes or sounds;
those which do not blend.

Gaudentius (Isag. ch. B; Cwv.J.pp. 337-8; Mb p. 11) gives the following
definition of "diaphonoi": "but when discordant sounds are struck or blown

at the same time("aua xpovoudvwy n adlovpévev”) there seems to be nothing

of identity in the relation of the lower note to the higher, or of the higher
to the lower"; Transl. H.S. Macran (in Aristox. Harm. p. 235).

See also Bacch. Isag. ;" 59 (C.v.J. p. 305; Mb. p. 14); Arist. Quint. Mb. p. 12,
RPWI p. 10. As the ancient Greeks recognized as concords the intervals of
the Bve, the uth and the Sth, all the rest were discords.

Note; The verb Siapwvely (diaphonein) signified to disagree; speaking of

intervals; to be in discord, not to blend.




i j
diapsalma (6ud¢aipa); - diapselaphema (Siagnidonpa; m.pr. diapsilaphima);

an instrumental interlude between two parts of a vocal (or choral) piece.
It was also called "bSvagnidgnue” (diapselaphema; from the verb &Suadnlagelyv=
to touch).

As the diapsalmgu%i’derived from the verb Suvaddilerv (as d¢dAdewv in a
stronger senge).means to play on a stringed instrument with the fingers
(without plectrum), the term should be interpreted as an interlude an the
kithara or another stringed instrument; this same view stfqiiizﬁ?“for the
diapselaphema. Hesychius says that diapsalma is a changehpf the vocal
melody or rhythm ("povouxoD upéious fi puduod ... eévardayd"). Also Suidas
says "uéloug évailayrd" ("a change of melody"). Anon. (Bell.s 3, p. 22)

calls "diapselaphemata" (pl.) those irregular mele which are performed on

instruments; |

Cgee "kechymena mele"; also "diaulion'.




- didstasis (6udotaoue); interval, the distance between two sounds. fifferent

in pitch. This term is used by Aristoxenus; in Harm., El. (I, p. 3,35 Mb)

he says "llepl tfis 100 Bapé@s te xal 6Efoc SLaordoewe” ("about the interval
between the low and high [in pitd@'). See also Ibid I p. 13,323 p. 14, 9%
18,30 ete.




diastema (Sidotnua; m.pr. di&stima); the distance between two notes of different

pitch; interval.

Cleon. (Isag. ch. 1; C.v.J.p. 179; Mb 1) "brvdotnua 8¢ 14 nepLexduevov Uxd 6Yo
p80YYwy avopolwv oEdtnte ol Baplrnti" ("interval is what is bound by two
notes differing as to height and depth"). Same definition in Bacchius'

Isagoge.

Anon. (Belly22, p. 30): "Sudotnua 8% €0t TS mepLexduevov Urd SUo pddyywv
avouoLwy 1fi_tdoeL, 107 uév 6Eurépov, tol 8¢ Baputépou” ("Interval is what is
contained between twornotes different in pitch, of which one is higher and

the other lower"). IntFragment of a MS (ed. by Vincent in "Notices" p. 234)
the definition is as follows "Audotnua &' elvar pdyedoc guviic Und Svolv nepLe-
xOpevov g8dyywv" ("Interval is the extent [ space] of voice contained between
two notes").

Nicomachus (Eneh. ch. 12; C.v. J. p. 261; Mb p. 24) employs the term "petafdtng"”
(fem. n 3 metaxytes, m.pr. metaxitis) = <that which is in between; "Audotnua,

he writes, &' €ott Suolv 09dyywv petafUrng” ("Interval is that which is between

two notes'").

There were various differences between the intervals;

a) as to the size; b) as to the genus; c) as to concord and discord;
d) between the compound and simple (UJU&ETG*, dodvdeta); e) between reta*
(pntd rational) and aloga (d&\oya, irrational); Cf. Aristox. Harm. I. p. 16,
22-30; Cleon. op. cit. ch. 5 C.v.J. p. 187, Mb p. 83 Bell. Anon.'?SB,Fp.

712 etc.

The intervals were called dptia (even) and xepitrd (odd) in relation with the
number of dieseis they contained; e.g. the semitone and the tone are even as
they contain two and four dieseis (%— of tone each) resp:ctively. The interval
between the Parthypate and Lichanus in the Soft Diatenon is odd as it contains
three dieseis.




= Svaotnpartuxrd Kevnovg = meledic motion by intervals)opp. ouvexrdc xCvnouc=

continuous motion.

Aristox. (Harm. I., p. 8, 18-19 Mb "8¥o Tuvéc elowy Lodat XLVAOEWS , NTE ouvexrds

xal n Suaotnuotiad ® ("Two are the species of motion, the continuous and

that by intervals"), Further, Aristoxenus (Ibid p. 10, 9) calls the diastematic

motion, meledic (uerpdund) d.e. employed in singing. See, the same expression
about the "ouvexds te nal Aoyuxd" ("the continuous motion of the speech") and
the "6vaotnuatixn te aal HeAwduxn" ("the diastematic and melodic") motion, in

Cleon. Op, eit. ch. 2 (C.v.J. P. 180; Mb p. 2); also under the word "syneches"




diastole (8vaotodrd;m.pr.diastoli);the clear and distinct enunciation of the suc-

cessive notes in a song or an instrumental piece.Also a rest,pause,interruption of
an indefinite duration;it was marked by a double vertical line with two dots to
the rightlh :Man.Bryen.(Harm,sect.III p.480;ed.Wallis) "the diastole is used in
both the singing (ode) and the instrumental playing;it asks for a rest and se-
parates those preceding from those which follow'("'H &¢ Suaorodd ,énl te Tfic ¢
&g wal Tfig xpoupatoypaglas wapalauBdvertal,dvanadovca xal ywplZovse Td Tpodyov-
to and Tiv énLpepoudvuwv’),

Sergius (p.1836,ap.A.J.H.Vincent's "Notices'" p.221) says '"Diastole est nota
contaria hyphen ="The diastole is a sign opposite to the hyphen®'(which is a tie
joining two notes),

Man.Bryenuius includes the diastole in the twelve schemata (figures) of melos,
he discusses,as the last one of them (pp.479-480),




dii tessdron (Sud teoodpwv);"h Sud teoodpuy XopSBv cupgwvla’, "through four strings
concord:;the interval of the perfect 4th;called by the Eythaéoreans syllabe® or
syllaba.Ratien 4:3,

Arist.Quint.(Mb.p.17,RPWI p.15) "Napd pév rols wodauots 16 ueév 6ud tecodpwy Exa-
AeCto gulleBr'" ("by the ancients the interval of the fourth was called syllabé).
'ExvbLotecodpuwy  was called the higher fourth,and dnoSuatecodpwv the lower Fomrth.

Ses dia pente,symphonia and homophonia.




diatome (Svutourn ;m.pr. diatomi) :perforation,finger-hole of aulos or syrinx,

See under trema.




difdtonon zenms {Sudtovov vdvog)ithe genus®* in which uss was made of tones and

senitonaes, Audrovog (from the verdb dlatelnein,fuarelvevv=ts stratch,to distend)=
tense. ficom.Inch. ,ch.12 (C.v.J.p,282;15,5.25):"it is called diatonie because
alone out of all the other genera it proceeds by tones" ("Suarovuidv xaleCral
gn 1ol xpoxwpetv Sud iV Tévwv uovdratov T@Y &Alwv').Bell, Anen.( ¢ 25,p,30):
"if the welody proceeds hy sembtone and tone,it creates the sf-ealled diatonon
genus"("el udv mpds AuLtdviov xal tdvov zpondntor td TAS uelgdlas,td naAodue-

vov Sudrovov touel yevog').

There were two varieties or divisions (chroai) of the diatonic,the palandv(goft,
. nild) and the gYvrovov (tense,sharp);a) the soft is that in which the order

and species of intervals (from low to high) are as follows:Hypate, & tone-Pa-

2
5 15
of tone [three diaseia] ~Lichanus - or — of tone [five

2
12 I 11

dieseis] -Mese (see ex.below);

rhypate ,S or

b) the Tenmse is that in which the intervals arve: semitone,tone ,tone,CF. Aristox.
Harm,I1X,51,25-31;Cleon,.Isag,.ch.7,C.v.J. p,192,¥h,p, 1],\ Pnonymous (Bell, ¢ 5u,
PP - .59-61) defines the intervals esmesof the Soft as semitone,nine twelfths ("1-2)

is
[and consequently -3 for the remaindar] +Both the intervals of the Soft should

be considered as simple intervals (not compound) in the sense that between

each two notes no other note intervenes in the same penus (Cf,gUdvderta-dodvicta;

syntheta-asyntheta¥.

. H PD‘G” Pml-'j{’”-u Ltmm
a) Soft !L/Z;’»\«//‘I/_’nv\- 5
Soft =i

& =
(Mﬂi(ﬂl 6\3) Semvt O % cj .-‘?- , aj TM
ense s PW ~_ [hese
8) Tense m n i !
(Zdvrovov) geml bt ‘_.'.,;m TM

The dilatonic genus was the oldest of the three gemera and was considered as the
simpler,more natural,as also the "more masculine and austerer” (Anon.Bell. 5" 26,
p. 30)

o




Pristides says that the voles in the diztonic i3 more forcefullv distended

("exeLdh ogofpdrepov f guwvd xor'adrd Sveredvetol";¥b.p, 18, PPVT p, 15-18).

Levatovindy p€hog (diatonic melody) is called the melody which uses the diatonie

genus (Cleon.op.eit.ch.6,C.v.J. 1.189:M,9:"AvarovLxdy Lu€}og] pév olv éotL

T6 T Suarovir] Suavpéoel xpduevov™),




diatoros (6udropoc);of sound ;plercin pitehed,Suid,"&udropov,Edrovar oV,

Moo <o et -4 B il WL i Behtabidhol il )

oLutepov,ueyarbpuvov” ("diatoros:disi inctly Leard, high-pitched.loud- volced"),
5 f 3 \ 5 b > i s

distori

wplerveing music;hiigh-pitched music''(LSJ).
L R
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diaulion (Svavivov)im.pr. didvlien) an interiude for solo aules performed between

twe parts of the choral song, during a pause of the chorus.Cf.diazpsalma.The word

appears also as Suaviewov (diauléion) in Suidas.




diaulos,or didymoi aulol (Slavios,5ubupol avret;diavies,didind avli);double

aulos,twin auloi.Also called Sumdlapos (diedlamus,double pipe) and dizyges auloi

(6Cuyeg aviov ;double~auloi,pipes).

Nonnes Dion.(XL,227-8 "xaC Kiedxou Bep€uuvreg 0xd ordua 5UZuyes adhol gpurtdy
euvxroavto AUBuv ydov' ("The double Berecyntian pipes in the mouth of Cleochos
drooned a gruesome Libyan lament'";Tran8l.W.H.D,Rouse,v.III,p,171).

Cf.aulos;dizygoei auloi.




diazeuxis (oudievEig;m.pr. didzevxis);disjunction.A term to designate the disjun-

ction two tetrachords,i.e.when a whole tone separated the end of a tetrachord and

the beginning of the next cne,

Vit b ke
e.gs« e-f-g-a-b-c-d-e
=

!

disjunction

The disjunctions are two:a) between the tetrachord of meson and that of the die-

zeugmenon,i.e. between the Mese and the Pavamese (a-b):

Tft"(,' Wlﬂ, Yo —[—é/R 4 -1{'1:.@. AL nen.
€ & ’f’F‘HH$%€A~67he

Wi =)
N L AR
A A = Yl
W AR SR e L
\)-/‘

i—‘ifg "-:LIJS

b) between the tetrachord of synemmenon and that of the hyperbolaeon (i.e.between
the nete synemmenon and the nete diezeugmenon,d-e;cf.Bacch.Isag.y 39,C.v.J. p.301,

¥b p.10). b S»T\emmew Tl dlGen Pl

|

— DO G f
A= iy b e S e |
no LS |
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See also:Hypodiazeuxis,Paradiazeuxis and Hyperdiazeuxis.




Didymus (AUSvuog;m.pr. Didimos);b.e.63 BC;d.10AD;grammarian from Alexandria ("A-

AeEdvGptia,surnamed "0 'Alefavdpevs' ,Alexandrévs).He was surnamed also 'Chalkén-
teros' ("Xudx€vrepog''zhaving copper-intestines, hard-working,indefatigable ,un-
tiring) "for his tenacity on bocks' (Suid.),and "Bibliolathas" ("BuBALoAdSacg';
forgetting the books) because having written a very great number of books (ac-
cording to Suidas,3500!))he could not remember them (Athen.IV,139C,ch.17).

He wrote a theoretical work on music,which is lost,mentioned by Ptolemy and Por-
phyry,in which he discussed the theories of Pythagoras and Aristoxenus.

He was credited with the definition of the so-called Didymian comma,or comma

of Didymus (see comma),which is the difference between a major tone (9:8) and
a minor tone (10:9),i.e.81;80,

See diesis.




]
diesis (fCeouLc) from the verb Sulnuv (difemi)=to pass,or allow something to pass,

throughito throw something through etc;in general use:the passing through.

In music it is a term met with various meanings.For most theoreticians it signi-

fied the wguarter-tone,called "bVeoLg Tetaptnudpuec” (diesis tetartemorios).Theon

of Smyrna (ch.12,p.87) says “"Diesis according to those around Aristoxenus is the

quarter-tone,while the Pythagoreans called diesis the aemitona,% of tone".See

also M.Psellos "Syntagma" "MouUouxfic IZUvodLg AxpLBupévn' (Paris,1545;p.22).By
many writers diesis was generally called any interval smaller than the semitone,
or the smallest possible interval,According to Aristoxenus (Harm.I,p.14,Mb)

"The voice cannot differenciate,nor can the ear diseriminate ,any interval smaller
than the smallest diesis";(Transl.H.S.Macran,p.175);this means that,in Aristo-
xenus' view,idlesis is the smallest interval that the voice can produce ,and the

ear perceive.

Arist.Quint.Mb.p.14,RPWI p.12):"diesis was called the smallest interval of the
voice".In a musical Fragment (Vincent "Notices'pp.235-6) the diesis is defined
as follows:"the minimum interval which can be conceived is diesis yabout a
quarter-tone ,but it numbers in the value of %% ;and it is an interval extremely
difficult ("yalewdratrov')to be sung and not by everybody'.According to Didymus'
evaluation it would be something between %% and %% .

"Evapudviog 8tegus (Enharmonic diesis) that which is used in the Enharmonic* Fenus;
according to Nicom.(Engh.,ch.12,C.v.J.p.262;Mb.p.26) it is the half of the semi-

tone (" évapudvios 6leous,drep 0TV AuLTOVLEY HuLou™);also Gaud. (Harm.Isag.

é 5,Civ.J. p.331;Mb.5) says that the Enharm.diesis is equal to % of tone;and

other: theoreticians agree to that.

Xpwuatiuxd 6Ueous (Chromatic diesis)that which is used in the Chromatic® genus,

Gaud, (“IB.)following Aristoxenus,evaluates the minima chromatic diesis ("Sreous

XpwuatLxd Elaxtotn)as equal to % of the tone(éleois tpurnudpLog,diesis tritemo-

rios);see in the artisye on Chromatic genus Aristoxenus' views;also Harm,II
p.50 Mb,




'!iubﬁ)\t.c:g SveoLs ( lHemiolic diesis) is that which is used in the iHemiolic Chro-

matiec Gepus;this is equal to one and a half Enharmonic diesis,i.e.the Nnharmo-
1L+14 3 oris of tone.

nic diesis being L oof tone,the Hemiolic would be =  =— = =
B L 4 8 12
Mart ,Cap.(De Mus.,Mb p.179) also says that the Hemiolic diesis is equal to-%
of tone plus half of it (i ) ji.e.8 orff_'?_ or 9 of tone.
8 B 12 24
Cleonides (Isag.ch.7;C.v.J.p.192;Mb p.1l1) says: "It is supposed that the tone
is divided intc twelve minima molecules,each of which is called a twelfth(_]_. \ e
12
the semitone is six twelfths(- §_\ ,and the diesis,the [ao—-called] tetartemorios
12 n
(one-fourth of tone) has three twelfths(:i \ ,and tritemorios diesis (one-third
o N
of tone) has fourth tweli‘-ths(u\ " 12
| =
12




Diocles (ALonAfigsm.pr. Dioclis);h,? d.?

Athenian musician to whom,according to Suidas,was attributed the invention of a
"Harmonica" (series of notes) produced from a series of shell-pots struck by a
small wooden stick,.Suidas,however,wrongly attributes this invention to the

comedian Diccles.

Cf.ogxbaﬂhoi.




Dionysius (Avovdorog; m.pr. Dionisios);

1. Lyric poet and musickn from Thebes' end of the Sth to beginning of the uth
cent, B.C.

He is mentioned by Aristoxenus (ap. Plut. De Mus. 1142B, ch. 31) among the
distinguished lyric poets and musicians, together with Pindarﬁ, Lamprus* and
Pratinas .

As a musician he was considered equal to Damon*; according to Th. Reinach he
probably taught Epameinondas the Kitharistic and the Kitharody (cf. H. Weil et
Th. Reinach: Plut. De la Mus., p. 128, note on ¢ 317),

2. Another Dionysius of uncertain date to whom are attributed the Hymns to the
Muse (Calliope) and to Helios, the composition of which is placed in the 2nd cent.
A.D. (F. Bellermann: ""Die Hymnen der Dionysius und Mesomedes"; Berlin, 1840; pp.
68-78).

See under '"Remains of Greek Music" (Nos 8,9).

3. Dionysius of Halicarnassos (Avovddioc Aluxapvacaedc) .

Sophist and musician who lived during the reign of Hadrian (117-138 AD) known as
Dionysius the Musician. According to Suidas he wrote a History of music (in 56
vols) in which he mentions the names of auletai, kitharodes and poets of all sorts;
also "on Musical Education'(vols 22); "on what is said about music in Plato's
Republic" (vols. 5); "About similarities". All these books were lost. To Dion,
Halicarnaseus are attributed by R. Westphal and others the two Hymns mentioned
above (Dion, 2), or the Hymn to the Muse only. The name of "Dionysius the 01d':

is mentioned in the MSS.

4. Dionysius the Iambus (Avoviarog 0 "IauBoc); 3rd cent. B.C. grammarian and

poet. According to Soterichus (ap. Plut. 1136C, ch-15), he attributed the

S

¥

inventigw of the Lydian Harmonia to Torebos .

- STt e,
- -




Dionysodorus (Avovvodduwpoes; m.pr. Dionisddoros); 4th cent. B.C. composer and

E
aulete of repute., He was a contemporary and rival of Ismenias , another well-

known aulete.

Diog. Laertius (book IV, ch. IV, ; 22) says that Dienysodorus boasted that "no

one ever heard his (instrumental) melodies (wpodpcra), as those of Ismenias were
heard, either on shipboard or at the fountain" (Transl. R.D. Hicks "Diog. Laert".

Lives of Eminent Philosophers', vol. I, p. 399).




Dionysodotus (Avovuadéotos; m.pr. Dionisédotos); lyric poet and composer of
Paeans from Laconia. Acecording to Athenaeus (XV, 678C, ch. 22) paeans of

¥
Dionysodotus were sung at the Gymnopaedias in Sparta, together with songs of

Thaletas and Aleman by choruses of boys and men.




diorismenoi, phthongoi (SvwpLouévor, 99dyyou; pl.; m.pr. diorisméni phthéngi);
not consecutive notes; app. ouvexelg. Porphyry (Comment.; ed. Wallis, III, p.

285; ed. I, Dir, p. 112) commenting on Ptolemy's 1sotonoi* and anisotonoi sounds,
defines that of the anisotonoi (=sounds having different pitch) others are
consecutive (contiguous; ouvexeis, synecheis\ and others are not consecutive,
discontignous ( SLwpLopgvor)",

The verb 6Loplfewvv generally signified to draw a bowndary through, to separate
(L8J),




dioxeia, and dioxeion (SvokeCa, 6u'0EeLd@v; m.pr. dioxia, dioxidn); the interval
of the perfect Sth, so called by the Pythagoreans. The Sth was generally known
as dia pente®.




diploun, systema (SuxloUv oUgtnua; m.pr. diplotin sistima); double system. In

juxtaposition to the simple system, the "double system" would be considered as

a "modulating system'". According to Ccidhides (Isag., ch. 11; Civ, J. p.201;
M@%.le} double systems were those which were tumed to two Meses ("sunrd@ [ ovortn-
pata ) td wpds &Vo [ uEgag ﬁpuocuév&]”). Aristoxenus (Harm. II, p. 40, 20 Mb)

uses the term uetdRoAoy ("metdbolon”; uetaBoArv €xov) for the system which is

not simplegicf;ﬁagloun, and Systema: |also Ib. II, 38,8 Mb.|




dipodia (6uro6la) and dipodismés (6umobuopdc); two-step, a kind of Laconic dance.

Pollux (IV, 102) "xatl Suxobla &€, Spxnue Aaxwvixdv" ("and dipodia [ two-step]
which is a Laconic dance"). Hes. 6unoéla’ eCbog dpxioews, ol &8¢ BumoSiopds”
("dipodia; a kind of dance, which others call dipodismos).

See also Athen. XIV, 630A, ch. 27.

The verb "&Sunobdudfewvv" (dipodiazein) is met with the meaning: to dance the two-

step dance.

b) dipodia in a general sense was the union of two metrical feet; also the fact

of haming two feet.




discos (/dloxog);gong.A disk of metal with a hole in the middle ,suspended by a

cord and struck with a hammer.Cf.Sext.Empir.Adversus Mathematicos,V, y 28.Hip-

pasus of Metapontium ("Imracog Metaxdvrtioc),the Pythapgorean philosopher,invented

a disc chime consisting of four discs of the same diameter but of different

and well-calculated thickness,by which he produced the th,: the 5th and the 8ve (cf.
Sachs Hist.of Mus.Instr.pp.1u49-150). ‘




disemos (SConuog; m.pr. disimos); xpdvog (chronos) = double time; the time

which contains twice the first time (otherwise, twice the time-unit, the

short time).

cf. chronos.




distichia (§uotuxCa); the ensemble of two poetic verses (otlyoc, stichos =

verse), distich.

Also distichon (8CotuLxov).




dithyrambus (8uLdUpapgos; m.pr. dithirambos); a lyric song of an enthusiastic

character sung in honour of Dionysus; its theme was at the beginning the birth
of Bacchus, but later the scope hecame larger. The word "sL8UpapBoc" appears
for the first time in a fragment by Archilochus (Brgk PLG II Fragm. 77 [ 38)
P. 704 and E. Diehl: Anthol. Lyk. gr. Fr. 77 p. 233):

“l s L ¥ 3 ’ ¥ [}
WS ALuwvuo dvantos uaidv & a Aoc olba o ‘for I k how to
s Avdvy ToS a0V eEdpEal uélos olbda SudvpauBov ("fo R B R

lead off in the lovely song of lord Dionysus, the dithyra ";hTrausl. Ch. Bs
Gulick, vol, Vi, p. 387).

XS

b}

. \
. Dithyrambein (verb SidvpuuBelv) = to sing dithyrambs; Athen. XIV=698A——ch—olU.
"ol madavol atgbﬁoureg oUn alel 6L8vpauBoloLy” ("The ancients do not always

sing dithyrambs while pouring libations"). At the beginning the dithyramb was
improvised during the spring ceremonies of Dionysus in Attica, Sicyon, Corinth

and elsewhere.

Arion was the first to regulate the dithyramb in strophes and antistrophes,

choruses and solos (of the choregoi or coryphadi); see anakle. The etymology
of the word is not known. Proclus (Chrest. XII) supports that the dithyrambus
takes its name from "Dithyrambus" Dionysus; the epithet "Dithyrambus" was given

to Dionysus because he was twice born, once from Semele and the second time

from Zeus' thigh; it is also suggested that the word was derived from: 6Lg,
9Upa, Balvw (dis= twiee, thyra= door, baeno= to go).

¢

ant
. The poet.composer of dithyrambs was called dithyrambopoeos qdithyrambographos

{8¢9upauBoroLds nal SLdupapfoypdeos), and the art of composing dithyrambs ¢
dithyrambopoeitike (&u8vpapBonountinr). "Dithyrambic eidos" ("SuLdupauBuxdy elboc™)
was the poetic kind of dithyramb, as also the "dithyrambic poetry" ("Siudupapfixr

ntotnouc").

Dithyrambodidéscalos (6udupauBodiédonalog) dithyrambic poet trainer of his own

chorus.




ditonon (8Crovov); an interval consisting of two tones. Also ditonos (&(tovoc).

The ditonon was a simple interval in the Enharmonic genus:

a)
eﬁ—£ e/f - a
o R /A A (e
C_—](n 2 s
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in the sense that no other note in this genus can exist, between the two notes,

as they are contigjons; the ditonon in the Diatonic genus is a compound interval
@ '\ )
]
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Attovos Auxavds (ditonos Lichanus ); the Lichanus of the Enharmonic genus which

is in the distance of two tones from the Mese; Aristox. (Harm. I, p. 23,4 Mb):

"0tL 48’ &0t Tus pelomovla SLTdvou ALxavol Seoudvn...." ("that there is a kind

of melopoeia which demands a Lichanus at a distance of two tones from the Mese';
Transl. H.S. Macran p. 181), %2 ex.a’ odove,




dizygoi, or dizyges auloi (8Czuyour, SUguyes abiol, pls; B.pr. dizigi, aiziges);
double aulos; twins aulol. The word 8CruE (dizyx; sing.of dizyges) meant that
which is yoked together with another, hence double-yoked; double.

Nomnos (Dion., book VIII, 17): ”ti.urduos oUpeolpoLToc Gxoveto SLZuyos avAol"

("If the mountain-ranging tones of the double pipe"; Tramsl. W.H.D. Rouse, vol.
I, p. 273).

Cf, diaulos and aulos.

Note: In sing &urzuydc, SiZuyos, SCrvE (dizyges, dizygos, dizyx); all three in

the same sense.

Dizyx brass (6CzvE yaindg) pair of cymbals or castanets.




|
dochmios (&dxuLos); in ancient Prosody a pentasyllabic foot, principally of
this kind u - - u -

dochmios rhythmes(8dxuLos pudude ; dorhmiae rhythm); Bacch. (Isag.éf 100-1;
C.V.J.pF,alﬂ, 315 and 316; Mbpp. 24 - 25) considers the dochmiae rhythm as

compound, and composed "of iambus, anapaestus and paean".ﬁfﬁristides, Mb. p.‘39,
RPWI p. 37.




{
dodecachorden, systema (Swbexdxopbov ootnua); a system with twelve strings or

=
notes. See Systema .




dodecatemorion (SwdexatnudpLov; m.pr. dodecatimérion); one twelfth of the tone.
It was a theoretical interval. Cleonides (Isag. ch. 7; C.v.J.p. 192; Mb p. 11):
" it is supposed that the tone is divided into twelve minima molecules each one

of which is called twelfth of the tone" ("UmotrUBetar ydp 6 Tdvog elg SuWbexd TLva

erdxvota udpLa Suavpodpevos, tv exaotov SwdexatnpdpLov Tdvow xaieCral';
see the full text of Cleonides under "diesis').

The dodecatemorion is the difference between the chromatic diesis (-of the tone)
and the enharmonic diesis (— of the tone); Aristox. (Harm, I, p. 25, 15 Mb)

"n xpwpatuxn 6Ceous Tiis Evepuovioy Sufoews SwSexartnpoply TEVou pelZwv éoTl"

("the chromaticdiesis is greater than the enharmonic diesis by one twelfth of
the tone"). Cf. Chromatic (Soft) genus.

2
The dodecatemorion (%5 of tone) is unsingable, duelgéntov famelodeton ).




b)

c)

“
dénax_(bdvut); a kind of small slender reed. Pieces of donax were used inside

the tortoise-shell (sound-box) of the lyra to support the membrane (Cf, Lyra);
this donax was called donax hypolyrios (hypo = under); Pollux (IV,62) " xav
sdvane 8¢ Tuva UxoAUpLov ol xwpuxol wvduaZav, ws xdlal Gvtl xepdtwy UroTLdE-
uevov tals Aparc" ("and the comedians called a certain donax (reed) hypolyrian
as in old times it was placed under the lyras in the place of horns"). Hes,
ngdvaxa UxoAdpLov, wdiaL ydp tals Avparc xdiapov &vtl xépatog Vxetideto”
("donax [reed] hypolyrian; the reed which in eld times they used to place
"under the lyras" instead of horn").

Aristoph. Frog-xéii;iul“éuaua 5dvaxoc, ov vrolUpLov Evudpov €v ALuvars TpEen”
"because of th%\ eed vhich pet=cmdss=the=izste growing in water, I nourish

in marshes" |

The slender reed used, it is said, for the make of syringes. Eust, 1f. 1165,283
"ol SoxoUoLv ex Sovdxwy €V oUpLyyes yiveodau, addol 6€ €x kadduwv" ("and
they believe that the syringes were made of donax, and the auloi of reed
@alamué]"). From donax the auletic reeds (ylwooibeg) were made; Cf. Schol,
Pind. Pythian XII (A.B. Drachmann vol. II, P. 268); see "calamus"

Hence donax was called the syrinx or shepherd auloes.

Himerius (Speeches AdyoL  15,674) "aidoCg exnyd@v 1 SdvaEl" ('"playing on
auloi or on donakes”). Athen. (III, 90D "ol 8¢ OWARVES ...+ %p¥s TLVWV 8E
avrot xat &dvaxec" ("and the pipes ... called by some people auloi and donakes").

Also Hes, at the word "Sowdnwv'.




porion (Awplwv )} uth cent. B.C., aulete, chief of an auletic shhool rival to
W
that of Antigenidas.

Plutarch (De Mus. 1138B, ch. 21) writes about this rivalvy: "those of Dorios
school disdaining the Antigenidian style never use it, and those of Antigenidas'

gchool do exactly the contrary for the same reason".

Dorion's name is met with also in Athenaeus (VIII, 3378, ch. 18, and X, 435B-C,
ch. 46), and in Theopompus (FHG, I, 323).




Dérios or Dorist! Harmonia (Aupuos W Awpuotil 'Apuovia).; generally accepted

as the octachord (6ud nacdiv, dia pason):
e-f-g-a-b-c-d-e (Diatonic genus).

Cleon. Isag. (ch. 9, C.v.J.Pp, 197-8; Mb p. 15): "Téraprov [ elbos tod 6ud maohy |
€otL and Urdns uéowv éxl viitny Suezeuvyudvuv, éxaletro 8¢ Supuov” ("Fourth
[kpecies of dia pason| is from Hypate Meson to Nete Diezewgmenon, and was called
Dorian"), Same expression in Bacehius' Isag. § 77 (C.v.J.p. 303; Mb p. 19).

The Dorian Harmonia was considered as the "pre-emimently Greek Harmonia".
Flato in Laches (XIV, 188D) says that a true musician is that who has regulated
his life in words and deeds, not according to the donian, nor the Phrygian or

the Lydian, but according to the Dorian Harmonia which is the only Greek Harmonia'

("oo Swprotl, al'odx laotl, olopar 6¢ ol 6¢ ppuyLoty, oVbEé AusLotl, &AL’ Rxep

[ SwpLoti ] udvn "Exdnvend otuv dppovia’).

Heracl. Pont. in his third book "on Music" (ap. Athen. XIV, 624D, ch, 19) writes

that "the Dorian Harmonia expresses the masculine and the majestic ethos" (" §

pév SdpLos apuovia 14 AvdpEdes fugalver xal 16 ueyalonpexés"); also " the

sombre and the powerful" ("oxudpwxdv xal ceobpdv). CFf. ethos.




Dracon (Apdxwv); c. end of the §°!

or beginning of the uth cent. B.C.

Athenian musician, pupil of Damon and cited as one of Plato's music teachers

(Plut. De Mus. 1136F, ch. 17).

Nothing else is known about his life.




dynamis (6YvauLg; m.pr. d{namis); in a general sense power, might. In music

it signified a special virtue of the notes; a funetion which a note fulfils
in relation to the other notes of the scale. It was a virtue quite different
to the pitch of the note (sound) and in someway it corresponded to the tonal

function of a degree in a moderm scale.

Cleen. Tsag. (ch. 143 C.v.J. p. 207; Mb p. 22) : "Dynamis is a function of a
note in a systemj; or a function by which we know [ conceive) each of the notes"
("Advaure 6€ ot tdELs p8dwyou év ovotruary, f SUvauls Eoti tdELg p8SYYOV,

6" fic yvwptzouey Ty 9ddyywv Exactov').

Aristoxenus (Harm. II, p. 33, 8-9 Mb) says that "by the hearing we judge the
magnitudes of the intervals while by the intellect we contemplate the functions
of the notes" (" tfj uév ydp anoff uplvouev td tiv Svaornudrwy HeyEdn, T 6¢ Svavola

Sewpoliev Tds Tdv 9ddyywv Suvduerc'); also Ibid III, p. 639, 9 Mb.

Ptolemaeus distinguished the "xatd SUvauLv" (in respect of funection) to the

"yatd 8¢oLy” (in respect of position) with regard to the denominations of the

notes; (Book II, ch. 53 ed. I. Dir. p. 51).

Cf. Onomatothesia (Nomenclature).




[
dysaulia (dvgavAve; m.pr. disavlia); Dem. "bad or difficult aulesis"

(aulos - solo).




dysaulos (&JYoavlog; m.pr. disavlos) &pug (eris; quarrel); unsuccessful
contest of aulos (LSJ).




dyseehes (Suonyric ; m.prs disichis); unpleasantly sounding; or hardly sounding

(of a body which hardly produces a sound owing to thickness).

*
Hes.''vdBlag eldog opydvou povouxod SuonxoUs" ("Nablas ; a kind of unpleasantly

sounding musical instrument"),




echeion (jxetov 3 MaPr. ich{on), from echos (fxog, sound); the word is met

with various meanings:

1) In principle it signified an object which struck or set in motion creates
a sound. Hence, echeion was called a percussion instrument, in metal. In
Demeter's cult the word "echeion" (fAxeCov) was the mystical name for the
cymbal which played on important part in the cult.

2) Echeion was also called the sound-plate (or Sound-Gox) of the stringed
instruments.

3) Echeia (nyeto, plur.) were called hemispheric vases used in different
sizes in order to produce @lifferent sounds; they were played by a small stick.

4) Echeia were also called vessels placed in hollou parts of the ancient theatres
for transmission of sounds to the public, like the bronteion (RpovreCov) which
was a mechanical construction used in the theatres for imitation of the thunder

(Bpovtr, bronte).

Hes. says that "the echeion was made in brass, and that for some people it meant
the brass-made sound-plate of the magadis" ("fxeCov' td xalxdv' ol 8¢, wovoLxdv
16 xpds i payddeL ydinwpo').

Note: The word fxetov as an adj. with the word dpyavov (instrument, vessel)

meant a sounding vessel,




Echembrotus ('ExéuBpotoc; mIpr., echémvrotos]; Aulode from Arcadia, b.c. end
of the '7th cent, B,C,, and flowrished in the Gth cent. B.C.

He competed and won the first prize at the aulodic competitions held at the
Pythian Games at Delphi in 586 BC; this was the first time that competitions
for both auletai and aulodoi were admitted Jy the Amphitryons (3rd year of
the ug™h Olympiad, 586 BC). The first prize for the muletic was won by
Sacadas* of Argos, and that for the kithara by Melampous* of Cephalonia.

But at the next Pythians the aulodic contest was withdrawn, because, as
Pausanias says (bbok X, ch. 7,95), the tunes of the aulos were judged as

most depressing, and the words, sung to them, of a lamenting character ("'H ydp
abAgéla péln te fiv adlBv td onvdpurdtata xal éieyeta [ 9pfivor’] npoogsducva
tols avrols”)s Thus, Echembrotus became the first and last victor in aulodic
at the Pythians; in remembrance of his victory he dedicated to Heracles at

Thebes a bronze tripod with the following inscription (Paus. ibid):

"Echembrotus of Arcadia dedicated this
votive offering to HeaPcles

When he won a victory at the Amphietyonic
Games, by singing melodies and elegies
for the Greeks",

See PLG III, p. 972 a small fragment of Echembrotus.




echos (#xec 3 m.pr. ichos); sound in the general semse. For the musical

- * 1J *
gound the terms guvii (phone ) and g%oyyos (phthongos ) were generally used.

Sometimes the word nxé (echo) was used for echos (sound),see below; also in
the Attic dialect the word nyi (eche; Dor. type &yd, acha) meant, according
to Moeris (Lexicon p. 175), fixos (echos, sound). But usually tumpltuons noise.
Apist. Probl. XIX, 50 "Aud tC Cowv mlSuwv nal Opotwv €dv UEV 6 Erepog xevég 7
& 6€ etepoc eLs TO NuLov bdudpcgog, Sud waoiv ovugwvel n_Axé"; ("Why is it that
if we take two similar vessels of the same size, if the one is empty and the
other is half full, the (combined) sound gives on octave consonance? transl.

by W.S. Hett, p. 415).

Note: nxelv (echein, verb)= to produce a sound, to sound. Some derivatives

oblken met with were: hydevg (echeeis; m.pr. ichiis), sonorous; nxnpa (echema;

jchima), sound, also, by extension song; nx€rng and nxntic (echetes) clear-

sounding musical (LSJ); Cf. Pind. Thremol (ap. BPLG I, p. 835, Fr. 116); roxonyns
(kakoeches; kakoichfs) cacophonous,disagreeably sounding:; rolunyis (polyeches:

f » L] 1 . L4 #
poliichis), very sonorous, also sounding with rich diversity of tone ("xolunxns

owvrl anddvog" = richly diverse woice [songj of the mightingale").

See also eueches (eginyrg).




eidos (elécg; m.pr. idos); species, form.

El6os tetpaydpbou = species of tetrachord; the form the tetrachord takes by

the disposition of its constituent parts. Aristoxenus (Harm, III, 74, 18)

sgys that "there are three species of the Fourth” ("to0 6ud reoodpwv tpla eL6n"),
i.e. a) that in which the pyenon* lies at the lower pari¢, b) that in which a
diesis lies on each side of the ditone, and c¢) that in which the pycnan lies
above the ditone (III, 74, 19fF).

Aristoxenus (Ibid, 74, 11) also condiders the term eidos, species (eléog) as
synonym to figure (oxfiue): "Svagéper 6' nulv odéév elbos Adyewv 1 oxfina, 9€po-
pev ydp aupdtepa td ovdupata talta éxl 1€ abrd" ("Por us the words "species" and
"figure" do not fliffer at all, therefore we shall apply both these terms to the

same phenomenon'').
- "16 1ol ovotriuaros eldog" (Aristox. ibid, III, 69, 16)= the form of the system.

The term eidos is met also in the sense of style; Cf. Plut. De Mus. (1110E, ch. 27)
"té tiic Suagdoplis elboc" (=the style of decadence [of degeneracy]”).




eiresia (elpeota; m.pr. iresia); a song of rowers; a song rhythmically

accompanying the rowing. The word eiresia principally signified "rowing".




eiresione (gﬂpeouﬁvn; m.pr. iresioni), a branch of olivetree or laurel wreathed

with wool and fruit carried by boys who went from house to house singing during
certain celebrations, like the Thargelia (Bapyriiva) held in honour of Apollo in
the eleventh month of the Athenian year (called Thargelion, Bapyniidy). Offerings
were made to Helios (Sun) and the Orae (dpav, Hours), and the branch was hung

on the door of the house until next year.

~ Syneed eiresione was also zalled the song itself; Plut. Theseus (22, 10B):

"triv 6€ elpeoLdvny ExgpevaL, xAdsov EAalac EpLy UEV GVETTEUNEVOY . ... exgdovreg
"Elpeoudvn, oUxa pépecv" etc. (" [The Athenians| also carry the eiresione

which is an olive-branch wreathed with wool ... singing "Eiresione brings us

figs ete"(.

Later, the word eiresione was used for all the songs of beggars.,




» - '! » Ll »
ekbole (exBoAr ; m.pr. ekvoli); a term signifying the raising of a note by

five dieseis (%— of the tone).

Arist. Quint. (I, Mb and RPVWI pP. 28) "ekbole is the raising by five dieseis"
(o éﬁﬁg&j 6€, m€vre SuLEoewv exlracuc"). Baecch. Isag. s42 (C.v.J. p. 3023 Mb
p. 11) "ekbole is when from one note of the enharmonic genus we raise by five
dieseis, as e.g. from e% to g" ("otav axd rivos 98dyyou dpuoviac £rutaddoL

XEvte buéoeus, olov &xd EU &xl UZ"):

L/i‘- L Lo £
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(see Enharmonic Genus).

!
According to Plutarch (De Mus. 1141B, ch. 29) Polymastus (NoAduvaoroc)

%
was the first to introduce into practice the ekbole and the eklysis




éXchordos (€xxopbog); without strings. From the vb ekchordousthai (&xyopbolofal),
Yo be deprived of strings (LSJ); to send forth or ta utter foom the vocal

cords (Dem.).

Sopater (ap. G. Kaibel. Comic. Gr. Fr., p. 195, Fr. 16; and Athen. IV, 17§,

ch. L) "olte 1ol Zudwvlou vdBla Aapuyydgwvog enxeXdpdutar tUros" ("hor has

the deep-toned thrum of the Sidonian nablas passed from the strings"; transl.
Ch. B. Gulick , Athen. Veol. II, p. 285). In kaibel ps 195 it is noted '"chordis

]
exutus est, €xxopdog wewounToL!




] 1
ekkrousis-eklepsis (€unpovovc, €xAngig; m.pr. ekkoousis, eklipsis). "Euxpovorg

signified the proceeding from a higher note to a lower one in instrumental melo-

dy; The eguivalent in vocal meleody was called eExindrs (eklepsis).

This could be done eithar directly (dufows), ié. by step (ex.a), or indirectly
(eupéowc), #.e. by a leap (ex. b) of a 3rd, 4th or 5th. When the notes were

tied, this was called "Hyphen from outside” ("Ugdv €Ewdev’; ex.c):
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Cf. Bell. Anon. ( 7, 89 and note, p. 24); Man. Bryen. (ed. Wallis, III, p. 479)

and A.J.H.Vincent (lNotices, p. 53).

The ekkrousis and eklepsis were schemata of the meles.

Note; See also under prokrousis - prolepsis, prokrousmos - prolemmatismos,

ekkrousmos - eklemmatismos, kompismos - melismos, teretismos and diastole.




I
ekkrousmos - eklemmatismos (éuxpouvouds, ExAnupatiLouds; m.pr. ekkrousmos -

eklimmatismés).

'Exxpovoude (ekkrousmos) was a term signifying the intercalation of a lower

note between two enunciations of the same note, in instrumental melody; the

equivalent in vocal melody was called exAnuuariouds (eklemmatismos)

This could be done either directly (dudows), d.e. by step (ex. a), or
indirectly (éupéowg), i.e. by a leap of a 3rd, 4th or 5th (ex. b).

Both the ekkrousmos and the eklemmatismos were schemata of the melos.
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Cf. Bell. Anon. ( ﬁ % 8. and 90, p. 25), Man. Bryen. Harm. (ed. Wallis, III,
p. 480) and A.J.H. Vincent (Notices p. 53).

See also note under ekkrousis - eklepsis for other schemata.




l » » r »
eklastisma (exAdntiopca; usually in plur. éxlaxtlopota, eklaktismata); a kind

of a femintne dance in which the women dancers (dpxnotplbeg, orchestrides) had

to kick the feet high up and over the shoulder,

Pollux (IV, 102) "eklakt{smata were feminéne dances [so-called] ‘because they

had to kick over the shoulder"; ("Td &€ exlantiouara, yuvawxdv fv opxiuate’ £6eu

» L] - a » 1
ydp Unép tdv dpov €xdaxtioal"),

Hes. defines eklaktismos (éxdaxtuoude) as "an intense figure of dancing'.




» » r ‘ .
= eklelymena mele pl. (&xdelvuéva uéin; m.pr. eklelimena meli), pef. partic.

Pass, of eklyein (éxA¥ewLv), to release, to relax etc; slack, loose tunes;

melodies lacking in vigour of style.

Phryn. Epit. (p. 79): "6ri td éxAcdupéva  t@v peAdv ol a8dnLua npds td dotpana
fdov, oUxC %pds AUpav f xL8dpav" ("that the loose and unaceceptable [unsatisfactory,
not genuinej mele were sung "to ostraka accompaniment", not to the lyra or the

ft
kithara'). See ostrakon .,




eklysis (€x\voug; m.pr. ;klisis); the lowering of a note by three dieseis (i.e.

by 8 of a tone); oppos. spéndeiasmos.
mn
Arist. Quint. (I, Mb and RPWI p. 28) "eklysis was called the lowering of a
note by three uncompound dieseis" ("Exdvous wév olv Exaretto, TpLliv SuLéocwy douvv-

e S

8étwy dveouc").

Bacch., Isag.§ 41 (C.v.J. pp 301-2; Mb, p. 11) eklysis is "when from a certain
note of the enharmonic genus three dieseis are lowered, as from e% to eb

(ELi. to H>)" ("6tav énd tuvoc e8dyyou apuovlas GvedBoL tpee Suéoerc’ otoy
ext EY éxd H> "),

\
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According to Plutarch (De Mus. 1141B, ch. 29) Polymnastus (MoAdpvaotog, or

e

Polymnestus) was the first to introduce into phactice the eklysis and the

A
gbole .




ekmeles (Expelnc 3 m.pr. ekmelis); contrary to the laws of melos; violating

#*
these laws; unmelodious. Unmelodious should be distinguished from amelodetos
(auergontog) which meant unsingable. Timaeo (the Loerian) 101B " & 6€ draxtds
te %ol dloyos (guvri) €xpedrc te wal dvdpuootos” ('the unruly and irrational

[voice] is ekmeles and discordant").

"Expe)is (ekmelos, adv.) in a way violating (or contrary to) the laws of melos.

"BaueAéc (ekmelés, neut.), the prality of being against the laws of melos.

See Aristox. Harm. II 36, 27; 37,2 Mb,

According to Ptolem. (Harm. I, IV, 7) ekmeleis: were the intervals of the
seventh (major and minor); the sixth (major and minor), and the tritome with

its inversion, the "minor" or "imperfect" fifth.

Cf. emmeles.




ekpyrosis (éxndpworcs m.pr. ekpirosis), conflagration. With the word "xdouow"

("udopov  éxudpuworg=wordd - conflagration) is mentioned in Athen. (X1v, 629F,

ch., 27) as a kind of dance; "xaieTrtar 6¢ tug xal &AAn Spxnois udopov Exmpuoig

N¢ uvnpoveder Mévirros 6 uwvinds €v 1§ Tupmooly" ("and another dance is called
world-conflagration, of which mention is made by the cynic Menippus in his

"Banquet” "). No indication is given as to its character.




~ ekrhythmos (E£xpuduos 3 m.pr. ekrithmos); out of rhythm; unrhythmicalj

=
oppos. enrhythmos .



]
- ektonos (Extovoc); out of tune.

Clement of Alexandria: Stromateisﬁ book II, ch. XX, 123)"Cva ud tLvec tdv lqloﬁvtwv

Extovov xatl &xéxopdov dowouv” ("in order that some zealots not sing out of tune").




~ elegeia, fem. (€Xeyela; m.pr. eleg{a}, also elegeion, neut, (éigwctau }

m.pr. eleg{on); a small lyric poem of a rather melancholic and meurnful

character., It consisted of distichs composed of an hexametrie and a pentametric
verse alternately followed each other. The recitation was accompanied by the
aulos. In later times elegeia (elegy) was called a song of a thremetic character,

a lament; Schol. Plato "€Aeyela, @6u£, dpfivor" ("elegies, odes, threni').

The first mentioned elegiat poet was k&llinus (or Callinus) of Ephessus (KalATvog
0 'Epéovog; Bth op 7th cent. B.C.). See R. Westphal:

Scriptores Metrici Graeci (Leipsig, 1866) Vol. I, pP. 242 (from Procl. Chrest.

B); also Brgk PLG II, p. 391; Anth. Lyr. pp. 1-2; E, Diehl Anth. Lyr. I2 p.3.




! w
elegos (€leyog, masc.)j a mournful song, usually accompanied by aulos; Eustath.

p. 1372, 28 "xal ot "EXAnvuxol 8¢ €leyor , 6 £otu 9pfivor, wer’addod, gaoiv,
péovto ("and the Greek elegoi, that is to say lamentations,were sung as they
say, with aulos'").

Procl. Chﬂrest.(ap. R. Westphal ¥ Scripteres Metr. Gr. veol. I, p. 242)"T6 ydp
dpfivos EAeyov exdlouv ol malewol xal tods teredevtnudrac 6u'adrod edAdyouv”
("The lamentation was called by the ancients elegos and by this they blessed
[praised] the dead").

In plur., €leyot (Elegoi) was the name of one of the aulodic nomoi attributed
to Clonas™; Plut. De Mus. 1132D, ch. 4.

See also under "auledia - auledikoi nomoi".




i/
elymos (Eluuq&; m.pr. elimos); a kind of Phrygian aulos made of wood of box-tree;

it had two pipes of unequal length of which the longer one (that on the left)
was cﬁrved, and ended in bell; Cf. Athen. (IV, 185A, eh, 84). Its bell in horn
corresponded to that of the trumpet. Pollux (IV, 74) says that its material
was of box-tree, its invention Phrygian, and its horned-made end (bedl) was
re-curved (&vavelov). The bore (see! koelia) was narrow; ef. Aelianus ap.

P*hﬂ'- Comment . IpD-. P 3,

According to Hesychius elymos was called alsc the upper part of the aulos where
the reed was placed; also the box where the kithara was placed("€AvpoL, td
xplTe THY aOABV, €9 @V N YAwoolS .... wxal N Tig xLddpag ... dixn"). The

elymos aulos was closely connected with Cybele's cult (Pollux IV, 74),

It was also known in Egypt, especially in Alexandria, and in Cyprus (Athen. IV,
176F, ch., 79 and 177A, ch. 79; "ypfodaL &' adrols ot Kumplous, gnol Kpatlvog

0 vedtepog" ="and use was made of them Ithe elymoi auloi] by the Cypriots as
well, says Kratinus the younger').

See engeraules and kerastes.




embaterion melos (fuBatripuov uélog; m.pr., emvatirion); a marching-song; a song

accompanying a military march, It seems that the melody itself was played
on the aulos while the words were rather recited, and the rhythm was marked

by the feet of the soldiers. It was also called enoplion melos (&vdmiiov u€rog).

Famous "embateria" were those of Tyrtaeus sung in Sparta, and generally in Lacenia,

and those of Ibycus in Grete.

Athen. (XIV, 630F, ch. 22): "For the Spartans [Lacoaians] are warlike, and their
sons adopt the marching-songs which are also called enoplia. And the Laconia®$

themselves in their wars recite from memory the poems of Tyrtaeus as they march

forward rhythmically".

Embaterion melos was also called the aulema (the melody played on the auloé;

Hes. "elboc ovArduatos” ("a kind of aulema", aulos-g0lo), See kastorion melos.

b) Embaterios rhythmos (EuBatrhpuos pududc); marching-rhythm; the rhythm of the

embateria mele, based on anapaestic feet (vu-). Plut. Instituta Laconica
(Laconic apophthegms), 288B, ch. 16: "And the marching-rhythms incited to
bravery, to courageousness and disdain of death; They were used in dances as
well and to aulos accompaniment to stimulate the warrists" ("Kal ol euBatrpLot
8¢ puduor xapopuntunot foav xpds avdpelav xal SapparedtnTta xal VIEPPPOVNOLY

’ T 3 -~ .4 - » # L] » ¥ * - * ")
favdTou, OLE EXPIVTO EV TE XOPOLS TE KaL ®POS aUAdv, ERdyovTes TOUS TOAEMLOLE ).

¢) Embaterioi kineseis (#uRatripLoL xuvnoelg; marching movements); a kind of

dancing.




embaterion melos (&uBatrpLov WEAOS; M.pr. emvatirion); a marching-song; a song

accompanying a military march. It seems that the melody itself was played
on the aulos while the words were rather recited, and the rhythm was marked

by the feet of the soldiers. It was dlso called enoplion melos (EvdxAiov MEAOS).

Pamous "embateria" were those of Tyrtaeus sung in Sparta, and generally in Laconia,

and thoese of Ibycus in Grete.

Athen. (XIV, 630F, ch. 28): "For the Spartans [Laconianﬁ] are warlike, and their
sons adopt the marching-songs which are also called enoplia. And the Laconia®s$

themselves in their wars recite from memory the poems of Tyrtaeus as they march

forward rhythmically".

Embaterion melos was also called the aulema (the melody played on the auloé;

Hes. "elbog adAfuaros” ("a kind of aulema", aulos-solo). See kastorion melos.

b) Embaterios rhythmos (euBatripuog pududc); marching-rhythm; the rhythm of the

embateria mele, based on anapaestic feet (uvu-). Plut. Instituta Laconica
(Laconic apophthegms), 238B, ch. 16: "And the marching-rhythms incited to

bravery, to courageousness and disdain of death; They were used in dances as

well and to aulos sccompaniment to stimulate the warrists" ("Xa ol euBarrpLot

5¢ puduol EapOPUNTLXOL Foav 1pdc dvbpelav xal Sappaledtnta ol UXEPPPOVNOLY

. Savdtou, olg Expivto €V Te Xopols Te xal EPOS adrdv, endyovres tols woreutous").

¢c) Embaterioi kineseis (2uBatripLot xLvnoeLs; marching movements); a kind of

dancing.




embaterios aulos (£uBatdipuos adAds ; m.pr. embatirios avlos); the aulos playing

A ]
the embaterion melos; also the aulos accompanying the prosodion (xpoodéLov).

Pollux (IV, 82) "some people called also embaterioi auloi those used in prosodia"

("Eviou 6€ wal guBatnplovs avlevds wvduagov tovs Ext tols wpoooblous™).




L
embolimon (€udALuov; mepr. emvolimon), intercalary; embolima(plur., &ugdiLua)

were called choral songs intercalated in the drama between the epeisodia,and
had no direct connection with the main theme of the drama. They were introduced

f
by Agathon . Arist. Poetics 1456A, ch. 18.




emmeleia (2ppédeLa; m.pr.emmdlia);the dance of the chopiis in ancient tragedy.In

comparison to the war-dance (wuppCxn,pyrrhihe®) and the satiric dances (oUNevvLs,
sikinnis*,and xdpéaf,kordax*) the emmeleia was distinguished by its lofty,digni-

fied and restrained character.

Athen.(XIV,630E,ch.28); ""The gymnopaedike® resembles the tragic dance which is
called emmeleia;in either of them the grave and the dignified (solemn) may be
seen" ("€v éxat€pq/ 8¢ opdraL 16 Bapy wal Td oeuvdy").Further (XIV,631D.,ch.30)
Athenaeus adds that "among the Greeks kordax is vulgar,while the emmeleia is
dignified Userious) "("6 uév uépbak rap’ "EAAnoL goptixds W 8¢ tupdieva onou-
Sata").

. Cf.also Luc.'"On dancing' ,26.

b) Egmeleia was also called the melody which accompanied the dance.Herod.(book
VI,ch.129);"tév adAnthv adAficor Euperelnv” ("[he ordered] the auleté to play

the emmeleia on the aulos").

c) emmeleia meant also the quality of being emmeles® (éupeirds,melodious,tune-
ful) ; tunefulness.




emmeles (Eupeldc;m,pr.emmelis);that which is in accordance with the laws of melos;
melodious,tuneful.

Aristox.(Harm.,I,p.9,10 Mb) "...td xwplool trv €upedf xCvnoLv TS Quvfis axd TdV
allwv xuvioewv" ("...the distinction between the melodious motion of the voice

and its other motions")jalso I,p.27,9 ("éuperés Tetpdyopbov’'="melodious tetrachord").

Bacchius Isag. y 69 (C.v.J. p.307;Mb,p.16) "emmeleis (plur.) are those sounds of
'ghich use is made by singers,and players on instruments" ("éupeleCsg t@%dyyou] ,0C¢
ot §ovtes xpBvrat xal ol &ud Tiv dpyduwv évepyolvres').

Ptolemaeus (I,ch.4;ed.I.Diir.p.10,24-25) gives the following rule for emmeleis:"elo(
8¢ éupeiels pév Soou ouvarntduevor npds dAArfAous elgopoL tuyxdvouaL wpds dxoriv,Ex-
uedete 6¢ Soou pf ovtws £xovol' (“"emmeleis are those [sounds| which are easily
[agreaablj] accepted by the ear (acceptahle to hearingj ,and ekmeleis the contra-
ry").Emmeleis notes and intervals were,according to Ptolemaeus,the following:the
semitone (ratio 16:15),the tone,major and minor (9:8 and 10:9),and the major and
minor third (5:4 and 6:5 respectively);cf.I,ch,7,ed.Wallis,ITI,p.16;I.Dir.p.15,
15-16.Also Porph.Comment;Wallis p.292 and Cleon.Isag.ch.13 (C.v.J.p.205;Mb.21).

'Eupe)r€c (emmelés ,neut.);the quality or virtue of being in accordance to the laws

governing the melos;Aristox.Harm.p.37,2("" nepl 16 ¢unelés te ol €xpelés TdELg"s=
"the order concefning the melodious and the unmelodious).

See also Hermosmenos®.

emmelds (éupelrds,adv,);in a way agreeing with the laws of melos;tunefully.'ndvy
¢uperdorata” (superlat.)="most melodiously" (Athen.XIV,623C,ch.17).




émmetros (éuustpos);metrical,pertaining to metre.In poetry,composed in metre,in

verse. "Eypetpor (pl.) mountal,the Epic and Tragic poets;those who used metres sui-
table for recitation,in contradistinction to the Lyric poets who used metres sui-
table for singing.

Eupetpov pé€roc (dmmetron melos),a melody composed in metre.




emphysomena (&uguodueva,pl, ;emphisdmena);the wind instruments.Also ¢unvevord

(empneusta;m.pr.empnevsta) ; Athen.XIV,636C,ch. 39,

Pollux (IV,58) enumerdtes the following denominations of the wind instruments:

empnedmena (guxvedueva) katapnedmena (xatanvedueva),epipnedmena (éxurvedueva),

emphysomena (€uquodueva).

The first three denominations are derived from the verb:pnéein (xvéeLv)=to blow;
hence,to produce a sound by blowing.The emphysomena is derived from physan (guodv)
which #2 also means,to blow.




empnedmena (£unvedueva) pl.;see emphysomena and empneusta.




empneusta,empneustika (éurvevord,éutvevotuid;m.pr.empnevstd,empnevstiki) pl.organa;

wind-instruments.Also epipnedmena (éxurvedueva).Pollux (IV,67) "Mepy dumvevotdv

"

Spydvwy" .

instruments".The wind instruments are on the whole auloi and syringes"),

Td 6€ &nvuvedueva Spyave,td pév odurav,adrol xal oUpLyyes" ("About wind-

The wind instruments in use in ancient Greece,except the salpinx (trumpet) and
the horns (kerata,bycanai) which were not used for pure musical purposes,could
be divided into two main categories,the reed-blown instruments,and those produ-
cing the sound by direct blowing,without the aid of a reed.

" The ancient writers generally used for the first class thw word "aulos" and for 1
the second the word "syrinx".All particular varieties are examined under a special
entry each;cf.aulos,bombyx,borimos,calamus,dactylicos,dizygol auloi ,elymos ,emba-
terios aulos,gingras,hippophorbos,icbas,Libys aulos,magadiid,monaulos,niglaros,
paedikoi auloi,parthenioi,photinx,plagiaulos,syrinx,thereios,threnetikos,Tity-

rinos aulos,Tyrrenos aulos.




enaulos kitharisis (€vavlog xL9dpLoug; m.pr. enavlos kithérisis); playing the

kithara to aulos accompaniment. According to Philochorus (FHG I, p. 395, Frg.
66; Athen. EIV, 637 F, ch. 42) the enaulos kitharisis was first introduced by

* 2
the schogl of Epigonus ; "AYoavépec 6 Iuwxvdvios [ gnocl ¢lexopog'] nplTOS UETE-~

OTNOE «evae.  xal THv Evavdov xB8dpuoly 1§ mp@itor ol xepl 'Enlyovov éxprioavro"

("Lysandrus of Sicyon [ says Philochorus ] was the first to institute ..... and
the kithara solo to aulos accompaniment which those around Epigonus adopted

First"y

Note: The word "enaulos" metaphorically used meant:

. sounding like the aulos, i.e. having a lively, distinet sound, like that of the
aulos. The enaulos kitharisis in the above fragment of Philochorus is translated
by some scholars "giming that flute-like tone to strings [ harmonics’] "

(Ch. B, Gulick, vol. VI, p, 443), Other scholars, however, interpret the "enaulos
kitharisis" as above (Cf. Gevaert, II, p. 359, "musique de cithare accompagnee
d'un instrument-é.vent”; Th. Reinach "La musique grecque", p. 144 "duo d' aulos

et de cithare").

"Evavlos Adyog, évnxos ("enaulos loros, word; sounding) Cf. Timaeo the Sophist

from Plato's words in C.Fr. Hermann's Appendix Platonieca, T, 1920, p. 399,




enchorda, organa {(€yxopda, Opyava; m.pr. énchorda, or rather égchorda, organa);

stringed instruments.

The stringed instruments in use in ancient Greece were numerous; they differed
in form, size, pitch-range and in name. The basic principle governing all of
them was that the strings are stretched and touched (or struck) in the void
(without neck), and give one sound each one of them. The Greeks did not know
the use of bow; the sound was produced by striking either ditectly with

the fingers, or by the use of a plectrum. Some instruments with a neck, like
the monochord , were used for scientific purposes; others, like the pandoura*

&
or trichordon were better known in Alexandria.

There were various denominations for the stringed instruments: besides enchorda,

i
krouomena (xpovdueva, from krouein = xpodeLvy to strike), entata (évrut&,iﬁﬁlLﬂgh
Y Athen. IV, 174E, ch. 75.

W ==t e 3

Pollux (IV, 58) gives also the following: Plettomena (zAnttopeva, struck; from

niftteLv, plettein = to strike) and epiplett'omena (éxumAnttdueva; struck upon,

from €xC - xAftTeLv;epi-plettein = to strike upon).

The stringed instruments could de divided into various categorfes, the main being:
a) that of the lyra* and kithara* , to which belonged also the yphormin:*, the
kitharis* and the barbitos* .+ These instruments were pre-eminently Greek, and
used strings equal in length, But different in thickness, bulk and tension. They
varied slightly between themselves as to the pitch-range, the construction of

the sound-box etc, and were played either by the fingers or with the aid of a

plectrum.

b) that of the psalterion family. The instruments of this family were of

foreign origin, and were played by direct touch of the fingers; hence, their
e

generic denomination "psalterion" (¢aitrpiLov, from ¢dAdeLv, psallein = to

strike with the fingers.) They were also called "epipsallomena" (éxi-¢aAAdueva)

and Esalti!é (daAtind; see psallein).




To this family belonged mainly, besides the psalterion itself, the magadis*.
the pektis*, the sambyke* and the phoeniir or pheoenikion or lyro—phoenix*.

It seems that these instruments did not substantially differ from each other,
and this is why they are often mixed up by many ancient writers. To this
class_belonged also two Greek, by invention, instruments, the epigoneion* and
the simikion*. In this category belonged also a variety of instruments with
strings of different Eength, such as the trigonoﬁf The lute family (instruments
with a neck) is represented only by the tricbordon* which constitutes a rather

isolated case.

The instruments of the lyra-kithara family had a rather limited number of

strings, rarely exceeding the twelve (see lyra), while those of the psalterion
family had always a great number of strings (up to forty). These last instruments
were called polychordaﬁ (xolUyopbo), especially by Plato, who condemned their

use (Rep. IIT, 399D). Aristoxenus (ap. FHG II, p. 286, Fr. 643 Athen. 1V, 182F,

ch. 80) calls "degenerate instruments" ("&ngula Opyava") the phoenix, the pektis,

magadis, sambyke, trigonon, klepsiambos, skindapsos and the nine-chord”.

Note: C. Sachs (Hist., of Mus. Instr., p. 137) believes that a few passages in
Aristotle, Pollux and Juba possibly suggest the existenee of zithers in Greece.
Such instruments with a great number of strings, as the simikion and the

&
epigoneignmight be board-zithers (see Epigoneign), he suggests.
; ZRIEONOY



-endrome (£v8pourd; m.pr. endromi), from endromein (&vépopetv), to run through,

or inside of something.

This was the name of an instrumental melody played during the gontest of Pentathlon.
Famous became an "endrome' compesed by the 7th cent. BC aulete and composer

&
Hierax for the aulos which continued to be played for centuries at the Olympic

Games during the contest of Pentathlon;

Cf. Plut. De Mus. 1140D, ch. 26.




-~ ' . - .
enechos (€vnyog; m.pr. enichos); sounding; having the property of producing

a sound.

In plur., of the neut., évnyo dpyava (enecha instruments) are taken by some to

be "wind-instruments", and by others "percussion instruments”. Athen. (x1Iv,
636C, ch, 38) "xal dila wAelova, Td uév eyxopda, td 6¢ Evnya xateonedagov"
("and many other [inatruments] s of which some were stringed, and others
enecha instruments’; Gulick and Schweighduser translate "percussion instru-

ments"; LSJ and Dem, "wind instruments";

See also Bell. Anon. note 17, pp. 27 - 28).




J ! ’ » ed . .
energmos and enerxis (évepyudc, evepfLg); a) method or way of playing the kitharaj

b) according to Euphroniws, a peg for tuning the strings. E.M. p. 340, 3 "évepyudc
6 6'avrd xal EvepEig, npolua xLdapLoTuxdv. Edppdvioc 6¢ Ty v u€on t§ xuddpa
ragoarlonov, 6uL'od n xopdr Surfprnral” ("Energmos, and enerxis as well, a piece

for kithara. But,according to Fuphronius,the little peg, found indide the

middle, from which the string is attached").

CF. also Th. Kock Comic, Att. E, vol. I, p. 371; Fr. 6 (Phryn. Konnus)
"tu,6a0; 16V évepyudv " ("what; the energmos) .




4 » »
enerxis (EvepEug, and eveuvpELs); see above, ener@c;i; E.M; p. 540, 2.




¥ L
engeraules (£yxepafinc; m.pr. engeravlis, or egkeravlis); the aulete who
*

played on a double Phrygian aulos, the so-called elymos .

2 T e » Yy w, N » 1 ] - - - -

Hes. "o rolg ®puylous abAiv’ €xev ydp 6 dpLoTepos xpoxelpevov xepac” (" the
player of the double Phrygian aulos, of which the left one has at the end a
horned-bell"). The verb engeraulein (éyxepaviety) signified, according to

Hes., ''to play the Phrygian mulos".
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engomion (eyxsiivov; m.pr. approx. egkomion); encomium; an ode praising a victor

at one of the athletic games. It was sung during the festival processiesof the

viectors.

Athen. (XIII, 573F) "Nlvéapds 1e 16 pév mplitov Eypadev ele adrdy (Eevogivra)
eyxauLov” ("And Pindar wrote for him [ note: Yenophon the Corinthian, wictor

at the Olympic Games] the first engomion").

The engomion is distinguished from the epinikiﬁ‘u\g in that the first was sung

*
by the komos  (u@uog, the festival group in procession) while the epinikion

. was performed by the chorus in the temple.




enharmonion genus (£vapuévLov ye€vog; m.pr. enarmonion genos); the genus in which

use was made of quarter-tones. The tetrachord in the enmharmonic genus proceeds

as followa:

T O

D
al

—

f I
s & 7 2

The interval of the ditone (f - a) must be seen as a simple interval (not compound,
not a leap), because no other note is understood, in the enharmonic, between

the third (f) and the fourth (a) notes of the tetrachord. The names of the notes
(or strings) remain the same, as in the diatonic, in accordance to their order

in the tetrachord:

: a) Diatonic b) Enharmonic
i T
X
s FERE TTA =,
AT 9 i a ~ S (@)
by

H;Paﬁ_ Pcakl.]rare Liil\&hhj mt.S{L "7'1?&‘3 7‘}‘)"’:\',\“.&{1 L:cLomu., Mu.e_

The enharmonic genus was the last of the three genera to come into use, and
Olympus was aceredited with its invention. Plut. De Mus. (1134F, ch. 11):
"Olympus, as Aristoxenus says, was considered by the musicians as the inventor

of the enharmonic genus, because all before him were diatonic and chromatic¥;

Cf, FHG, 1I, 287. Fr. 69.

Arist, Quint. (I Mb p. 19; R,P.W-I p. 16) defines the Enharmonic as more precise
(or accurate; axptBéotepov) and that "it has been accepted by the most distinguished

men in music" (" mapd vdp tols enigaveordroLs ev povounfi tetdynue napaboxfic™);

ot s




and as difficult to be performed for many people. The term "apuovia"
{(harmonia) very often replaced the term enharmonic from Aristoxenus' time
onwards (Aristox. Harm. I, p. 2, 93 p. 23, 21 ete; Cleon, Isag. ch. 3 C.v.J.
p. 181, Mb p. 3), Often both terms are used in the same text (Aristox. Harm.
I, Mb p.2, 99 12 17 etc.; Arist., Quint, (I Mb p. 18 and p. 19; R,P,W -I

pp. 15 -16).

Note: The adj. "ewopudvioc" (enharmonios) was ofhen used to signify "melodious",
&

emmeles e.g. enharmonion asma (evapudviLov &apa)ﬁuelodious song; enharmonios

phthongos (évapudviog ¢9dyyos; Theom Smyrn. De sono, p. 47).

Also in the sense of "concerted", adjusted together e.g. in chorus; Athen.
(XIV, 628A, ch. 24) "évapuovluy ydp Svtwv T@v doudrwv” ("the songs being sung
in chorus [ concerted, in ”harmonyf‘); '"'since the songs are sung in concert

(i.e. in chorus)" as trawgl. by Ch. B. Gulick, vol. vi, p. 385).
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enneachordon (evvedyopbov); a nine-stringed instrument, hence its name, It was

of Asiatic origin, and became known to Greece from early times; for some scholars
it resembled the lyra,

The nine-chord, together with the Flepsiambos*, the trignnonﬁ and the nre-l_',fmosé'l
aulos fell into oblivion from Apollodorus® time (2nd cent. B.C,); Athen., XIV,
636F, ch. 40 (see the text under klepsiambos).

The nine-chord was included in the group of instruments called by Aristoxenus

"degenerate" (see enchorda).




]
enneaphthongon melos {évvedpBoyyov u€los); having nine notes. Also enneaphonos

(Evvedguvog, - ov).
Aug. Nauck Trag. Graec. Fragm. (Leipsig, 1926) Adesp. No 418, p. 920 "gdv ydp

'Opgéa AaBuv aldtdv te povolv évvedgdoyyov upelocg".
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encdos (Evwdoc or evwbdcy ev - gbn); melodious; or musical. Nicom. (Harm.

Enchir. ch.2; C.v.J. p. 240, Mb p.5) "rol tfig Evydod guviis Tdrov" ("of the

locus of the musical voice [sound ] ").

"Evgsiis (adv. enodés) or evgbue; melodiously.

Nicom. (Ibid,) "6 épuerelas xnac €vydids wpoxwpet” ("it proceeds melodiously").
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enoplios (Evdnivoc):

a) endplios Thythmos (&vdrivog pudnds); war - (or martial -) rhythm; rhythm

of war - melodies.

Xen. Cyrus' Anabasis (VI,I, 11) "After that the Mantineans (MavrtiveCc)d and
some of the Areadians stood up armed as best as they could, and sang to the
enoplios rhythm played by the aulos, and sang paeans, and danced as in the

)
processions in honour of Gods". Cf. Eous’

b) Egﬁplios orchesis (€vémlvog dpxnovg) ; war-dance, danced on the enoplios

rhythm, The "enopliog" dancing was also called kouretike (Koupptixn) from

the kouretes by whom it was danced in Grete; Dis. Chrys. "On reignins LI R

? 61 (NMepl Baoudevac, BY "the kouretike enoplios [_dancéL which was a loeal

dance among the Cretans" ("tdv évdxdiov wouvpprundv, finep Av éxmuydpros Tols

Konoc™"),

’ I d > .
¢) enoplion melos (Evdxlvov uélog); war-tune; martial melody.

d) enopliom nomos (événAiLog vduog); an auletic nomos; a solo for aulos ineiting

to war, usually combined with dancing, Epicharmus in his '"Muses" (ap. Athen., I¥,
184F, ch. 8Y4) sayw that "Akhena (Minerva) played on the aulos the enoplios nomos

v * » ] ’ ’ #
to the Dioscuri [ Castor and Pollux] ("xal tdv 'ASnvéy 8€, gnouv 'ExLyapuog

év ModouLg, éxaviiivar tols Huooxdvporc tdy Evdrivov').




enrhythmos, and errhythmos (Ewpududc, and Eppuduoc; évyﬂ%udg; m.pr. énrithmos,
érrithmos}; rhythmical. Athen. (XIV, 631B, ch. 30) "yupvol ydp opxodvrtaL ot

ratdes wrdvres £ppYduoug (or évpuduous) popds Tuvag dxorelolvrec” ("For, all

the boys use to dance naked ferforming certain, rhythmical movements'),
€vp¥duws, and EppUduwg ( enrhythmos, errhythmos) adv., rhythmically, in rhythm.
Athen. (Ibid) "xuvolvres éppUduwe (or évpudpwc) tods xdbac" ("moving rhythmically
the feet").

s
The enrhythmos (rhythmical) should be distingnished from ewrhythmos (eurhythmic).
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entasis (€vraoLg) ; tension; the same as tasis (tdoig). Brom vb. enteinein

(évrelveLv; m.pr. gntinin) = to stretch (a string); also to tune a string.




entatén, organon (évrardy, Spyavov) ; stringed instrument. See enchorda.




epadein, vb (éxdbewv; m,pry epadin) ; to sing in accompaniment; to sing as

an incantation (LSJ). Cf, Plato Laws II, 666c,

i
See eEode a




epaulein (éraulelv; m.pr. epavlin) v.; to accompany by the aulos; to play the aulos

together with a vacal melody.

Paus. (Book VI, ch. 1%, y 10) "NMuddxtpLtos 6 EuNUBVLOS +.... ExnUAnoev EEdxuLe
1§ mevrd®lg" ("Pythoeritus of Sicyon ... accompanied by the aulos six times
the pentathlon"). Sextus Empir. {" Against the Musicians"; "Npdc povouxodc";
book VI, ¢ 8): "mapiiveoe [Hu&aydpas] vess TH aOAnT§ T4 onovéelov avrtolc [Tois
pevpaxloug | étuuhﬁ;nb pérog" (”[Pythagoras] advised the aulete to play for
them [i.e. the youths] the spondeion* tune™).

epaulema (eéxdvinua; m.pr, epévlima); the melody or tume itself, played on the

aulos as above.




epeisodion (&xeLfdbuov; m.pr. episodion); episode. That part of the ancient

tragedy which is found between the choral mele, (Arist. Poet. 1452B, ch., XII).

In the ancient comedy so was called an interpolated comic melos (tune).
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ephymnion (egpduviov; m.pr. ephimnion); a song sung after a hymn; an epode to

a hymn.

Suid. "td éxl Uuvy oua" ("the song [ which comes] after the hymn").



;
epibemata (exivBruara 3 pl. of éxCBnua; m.pr. epivimata); kinds of choraf

dancing (Hes: elén xopuxfic dpxroews).
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Epigoneion (emvydvelov; m.pr. epigonion); a stringed instrument of the psalterion

family, i.e. of those played directly by the fingers without the aid of a plectrum,
It had 40 strings and was one of the largest and "polychord" instruments used

in ancient Greece. It is not exactly known what was its range, how many notes
it was giving and how was its character. If the Epigoneion was tuned either
diatonically or chromatically (by semitones), its range would surpass the

five or three octaves respectively; i.e. beyond the range in ppactice according
to the evidence of Aristoxenus (Harm. I, p. 20, 27-29 Mb; ® ....... the largest
consonant interval is two octaves and a fifth, because we do not reach the
compass of three octaves"). Some scholars suggest that the strings of the
Epigoneion were in pairs as in the magadis*; thus the sounds would really be
20.

Others, like Gevaert (Hist. et Theor., II, p. 247), suggest that use was made,
in the Epigoneion, of intervals smaller than the semi-tone. As to its
character some suggest that it might be like a harp, horizontally placed, as
the Viennese Zither (Th. Rein. "La m. grecque”, p. 126).

According to ancimnt sources the Epigoneion was invented by Epigonus* from
whom it took its name. C. Sachs (Hist. of Mus. Instr., p. 137) proposes another
etymology of the Epigoneion: from epi (éx’) = on, upon, and gony (ydwv) =Knee.
He suggests that the epigoneion (and the simikion, as well) might be a board-

zither, placed on the knees of the player.

Athen. (IV, 183C-D, ch. 81): "Iobas mentions also the lyrophoenix* and the
Epigoneion, which now remodelled into an upright psalterion still preserves
the name of its inventor; and Epigonus was by birth an Ambraciot, but by
citizenship Sicyonian, and being most musical he played with bare hand without
a plectrum"”. See also Pollux (IV, 59) about the same text, with the addition

that "the Epigoneion has 40 strings".
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Epigonus ( Extyovog; m.pr. Epigonos); 6th cent. B.C, musicien of repute. Born

in Ambracia ('ApBpoxtla, hence its surname Ambrakiotes, 'Aufpaxidrne) he lived
in Sicyon; Athen. (IV, 183D, ch. 81); "fiv 8' '"ExCyovog odoeu uév 'BuBpaxvdrng,
énuonountos &€ Zunuwvios' ("Epigonus was by birth an Ambraciot, but by citizenship

a Sicyoniam').

To Epigonus was attributed the invention of the forty-stringed instrument,

%
"Epigoneion , so called after his name (Pollux, IV, 59),

He was considered an excellent performer, playing without the aid of a plectrum
("povoLndtatos 6 @v natd xelpa 6Cxa mArdxtpou €¢aiAev"; Athen, Ibid.). To him

and his school was also attributed the initiation of the "enaulos kitharisis", i.e.
the solo kithara playing to aulos accompaniment (Athen. XIV, 637F, ch. 42; see

the text under "enaulos kitharisis').

His school and generally his disciples were known as Epigoneioi, Epigoneans
("Exvtydveror) or '"those around Epigonus" ("ol wept 1dv 'Emlyovov"). Their
interest extended beyond the practical side of music (performance) to the
theory of music as well. Aristoxenus criticizes some of them who with Lasus,
attributed breadth to notes (Harm. I, p. 3, 23-24; see the text under platos,
breadth).
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epikedeion, melos (ExuxnbetLov pélocs m.pr. epikidion); a song sung at a funeral;

a mournful tune. Procl. Chrest. "The epikedeion is sung at the funeral while

the body is still lying exposed" (" ..... 6 uév éxundéerov xap'abtd e xfidoc,

o - L 2 "
€TL 1ol oupatog wpoxevuévou, Afyetal'’).

As an adj. epikedeios masc, (enuxrdevog) signified funeral; epikedeios aulos
(Enuxndevog adAds), funeral aulos. Plut. Quaest. Conv. (book III, quest. 8,y
2, 657A) "Gowep Lydp) A fpnvwsla xal & exuuibeLog abXdc év dpyij, ndSog xLvel

nal Sdupuov exRdAlel’ ("because, like the dirge, the funeral aulos at first

rouses grief and causes tears'),

Lamentations were sung in CGreece at funerals from the remotest times. In Homeric
times there were the so-called "leaders of the dirge" ("8privuwv €EapyoL") who
began first the singing, followed by the others (Il. XXII, 408ff; XXIV, 695).
Around the mortuary bed relatives and friends of the dead were seated, and
bewailed. The procession was accompanied by auletes and lamenters; &fter the
burial funeral dinners were held during which lamenfations were sung to aulos

accompaniment,

See also thremos-threncdia. \




epikredios (&muxpribLog;m.pr.epikridios);a kind of Cretan war-dance (pyrrhyche).

Athen.(XIV,629C,ch.26):"6%9ev éxvviidnoav al xalodueval TuppUyoL xor tdg o Tovol-
toc tpdroc thc dpxfoews roAlal yds al napovopaotar aUT@V,ws tapd Konov opoL-
e xal: exuaprbuog” ("There came into practice the so-called gyrrhychae*,and

every such kind of dancingi;numerous are indeed their denominations,as e.g.among

Cretans the orsites and the epikredios").

Nothing definite is known about its special characteristic features.




[

epikrousis (€xUxpovoig);a kind of instrumental interlude played during short

vocal interruptions.




epilenios ,dance (étukﬁvuog,xopds;m.pr.epilinios);a kind of folk-dance which origi-

nated from and imitated the movements of people while pressing the grapes.Anvds
(lenos) was called the trough in which the grapes,after having been collected,

were pressed by the feet to produce wine.

b) epilenia,pl.of epilenion (&rnLAfvia;m.pr.epilénia) were called the songs sung
during the actual pressing of the grapes.So was also called the festival of vin-

tage.




epilogos (£xUAoyos);the last part of the drama (or of a speech,of a book etec).

According to Pollux (IV,66) epilogos was called the last (sixth) part of the ki-

tharodic* nomos;also called exodion® (éEd6uov).




epinikion,melos (émuvixLov,péros);a song composed with view to praise a victory,
after a battle in war,or after an important poetic,musical or athletic contest.
A triumphal ode,usually for victors at one of the four National Games (Olympie,

Pythian,Isthmian and Nemean).In pl."td éxuvixia" (epinikia)signified also the

celebrations held to commemorate the victory,and the sacrifice as well,offered

on the occasion of the victory.But also the prizes (ézLvixua §8ia).

The word epinikos,or epinikios (masc.) hymn or (fem.) ode (€xlvixoc;éxLvixLoc

masc,Uuvos, fem, p5ri)was used in the same meaning as the epinikion (neut.).The
lyric poets,such as Simonides,Bacchylides,and above all the greatest lyric poet

. of ancient Greece,Pindar,composed epinikioi (victorious,triumphal) hymns or

odes.




epipdrodos (£rundpodog);see Parodos.




epiphallos (€xcpallos);a kind of aulesis with dancing.

Theepiphallos is included in Tryphon's catalogue of Demominations of auleseis
(Gﬁlﬁcabsgplur.),ap.Athen.XIV,BlBC,ch.g.See the full catalogue under aulesis.




epipnedmena (€nxLxvedueva)pl, ;see Emphysomena and empneusta.
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epiporpema,and epiporpama (éxurdpnnua,and sxutdptauu;m.pr.epipop;ima.epinovpama) :
the special dress of the kitharode;a sort of mantle clasped on the shoulder.

Pollux (X,190):"éxuxdpraua 6¢ uudapybold oxevr{"("Epiporpama (is called] the kitha-
rode's dress").




epipsalmds (énvdaludc);an accompaniment on a stringed instrument struek by the

fingers,
Ptolem.Harm.(II ,ch.12;ed.Wallis vol.IIT,p.85;1.D.p.67,7).

See psallein and psalmos.




epiptaesma (éxﬂzrauuua;m.pr.epiptesma);playing a string by the fingers:otherwise
psalmos.Also,aceording to Pollux,called "ptaesma" (xraCopa).Th.Kock Comic.Att.
Frg.(Aristoph.Incerta) P+574%,Frg. 773 "éxuntalouata (pl.,epiptaesmata);Pollux

IT,199 "1d 8¢ Unép rovc Sdantdloug upoﬁuara,xraﬂouuta"Apuaro@dvns &€ nal énvmtal-
ouata aVtd xaAel" ("the performances by the fingers were called ptaesmata (pl.);
Aristophanes calles them also epiptaesmata").

Cf.Bothe PSGF,II,p.179.

L




epirrema (€xvponua;epirrima);the £ifth part of the parabasis*(xapdiaoig).

It was composed (Pollux,IV,112) of trochaic tetrameters,and was recited by the
koryphaeus (the leader of the chorus)directly to the publie.
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epistomis (enuortoulc); another word for phorbeia (popBera).




|
episynaphe (ExLouvagd; m.pr. episinaphi); the conjoining of three conjuct

tetrachords, i.e. When three tetrachords were conjoined to each other by a
Jjunetion.

Bacch. Isag. (C.v.J.§. 311; Mb p. 2) "episynaphe is when thres tetrachords
are sung conjointly the one after the other; a§ for instance the tetrachords
of hypaton, meson and synemmenon” ("éxiouvapr 8¢ EorLv, Stav Tpla TeTpdxOpba

xotd ouvaony eEfic pelgsndi’ olov Umativ, ucowv, cuvnuuvev").
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See also Man. Bryen. Harm., Sect. XI (ed. Wallis, vol. III, p. 506).
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epitasis (eéxlraoLg; fpom epiteinein, émutelvewv = to stretch); tension, stretching

of a string. Hence the motion from a lower, note to a higher one; this applied

metaph. to wind-instruments and the voice as well,
* »
Oppos. anesis (aveoug).

According to Aristoxenus (Harm. I, Mb p. 10, 24-25) "epitasis is the continuous
motion of the voice from a lower position to a higher one" ("n uév odv entraclc

g¢otL xCvnous ThS owviic ouvexns éx Baputépovw tdérow els 6EUtepov™).

Bacch. Isag. t 45 (C.v.J. p. 302, Mb p. 12): "epitasis is the motion of melodies
from a lower note to a higher" ("érlraclc éotlL XCvnoiLg perdv and tol Bapurépov ext
16 oEUtrepov). Arist. Quint. (Mb. p. 8, RPWI p. 7) "epitasis is when [ the voice)
proceeds from a lower [ locus] to a higher" ("éxlraoig &€, 0tav éx Baputépou
[tdtou] uetusuﬂv? (0 quvi | ®pds éEUrepov™). Aristoxenus (Harm. I, p. 10, 35)
says that many people identify the epitasis with height of pitch, and the anesis
with depth of pitch.

In Man. Bryen. Harm. (sect. III; ed. Wallis vol. III, p. 479) and Bell. Anon.

(94, p. 22) epitasis is explained as'anadosis (&vdsooug = heightening , raising),

and is by some people called "Hyphen from inside" ("énlraous firou avdoois® 1v

tuvee nadoUoLy Up'ev €owdev"). Cf. ekkrousis.




epithalimion (&xudadduLov); neut., melos; or epithalamios, ode (émiSaldutoc,

$81). A nuptial song sung by a chorus of maidens and youths in fromt of the
bridal-chamber.

There were two kinds: a) the "katakoemetikon" (uaruuouvnruuég, from xatoxoLpudgs

to Jull) sung in the evening, and b) the "diegertikon" ("6ueyeprtixdy"; 1lit.

awakening) in the morning.

See also Hymenaeos (Uuévarog).
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epitonion (exvrdvuov); a) thong or peg by which the strings were tuned; Kollabos .

b) Also, mouthpiece of an aulos (Dem.); handle of a syringe (turn_gock or
stopcock Dem:L8J;)Cf., Vitruvii: De Architectura (ed. F, Kvohn, Leipsig, 1912)
book X, ch. 8, 5§ (English transl. by Frank Granger 1931-4, "ocel Libr. vol.
II p. 319).

¢) a small aulos (abdAloxog) used for tuning the instruments  used Gs pitch-pipe
for the chorus(L §7)
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epitritos (enlrputog); in a general sense that which consists of a whole and one
third of the whole,

Epitritos foot (exltpurog wovc) in ancient metric was the foot which consisted

of three long and one short syllables. The short syllable could be placed at

the beginning,in the middle or at the end: a) v--- ; b) ~u--; ¢) =-y~3 d) ---v,

Epitrites logos (exCtputoc Xdyoc); the ratie 4:3 by which the dia-tessaron (&ua-

tegodpwy; the interval of the 4th) is expressed.
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epitymbios, nomo:z (emvtdufLos, vduoc; m.pr. epitimvios nomos); a sepulchral

(epitaphial) auletie nomos. Pollux (IV, 79) "xal 'OAUumov, enxvrduBuot (vduou)"

("and the sepulchral [nomoi) of 8lympus").



%-fo.epmﬂ');
epode (_ém‘a&ﬁl_'ka magical song.Also,as epodos® (a).
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epodos (exwddc; from éxl and w51) had various meanings.

a) That part of a lyric poem which was performed (sung) after the strophe and
the antistrophe, Usually the strophe and the antistrophe were sung by two
sections of the chorus alternately, while the epodos was sung by the whole

body of the chorus.

b) A verse (or a whole strophe) repeated several times after a strophe, like

the "refrain" in the rondo form.

¢) That which is suitable for singing or which is "sung to music" (LSJ).

T
g

d) epodos (exi-aoLdds, £tywdds) signified also the man who by singing or rectting
magical odes tried to enchant, and espeecially to cure or appease pains of the
body (enchanter); also%g;ode (exwéri); Plato Laws (book X, 903B) "étgﬁmv ye

unv xpocbetodal por Soxel uUdwy ETL TLVEY" (“[Athenaeus speaking] but still

he needs also, as it seems to me, some words of counsel to act as a charm

upon him'; transl. r.G. Bury, vol. II, p. 363).

e) epodon (€mwddv) neut.; it appears once in neut. in Plut. De Mus. (114%1A, ch. 28).

According to Reinach (Plut. De la Mus., note 2§8, p. 108) it was a poem in

distichs, with the second verse shorter than the first.
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epogdoos (éndyboog); in a general sense that which consists of a whole and one
eighth of the whole.

epogdoos logos (édeGaog Adyog) in music, the ratio 9:8 ; the major tone; the
interval by which the 5th exceeds the 4th (Nicom. Enchir, ch. 6; C.v.J.p. 247;

Mb p. 123 "§ Uxepéxer N Sud névre Thg SuLd Teoodpwv, £BeBavolro Ev Enoyddw AJYH

VrdpyeLv').

Hence, epogdoos (or epogdoon, neut.) was called the interval of a tone.

Hes, "epogdoon; a musical tone" ("e€xdySoov’ tdvog pououLnds").




Eratocles ( Epatonific; m.pr. Eratoclfs); 5th cent. B.€. harmonist, one of

Aristoxenus' precursors. He and his school are mentfoned by Aristoxenus among
the "Harmonists" ("Apuovunol, Harmonikoi) who preceded him; he discusses and
refutes their views. For Eratocles, see Harm. Elem. I, Mb p. 5, 9-10 and

p:6, 13 and 21-22,




S
Eratosthenes (’Epatoodéuns; m;pr. Fratosthenis); b. Cyrene (Xupdvn) 275 BC;
d. Alexandria, 195 or 194 BC, Scholar and scientist of great repute, considered

as the most erudite man of letters and science of Alexandria. After studying
first in Alexandria, and then in Athens, he returned and settled in Alexandria

where he became administrator of the famous library of Alexandria,

He was the first to be surnamed "Philologus" (#uAdAoyos, Philologist), and by
many he was generally called "B" (Bfita, Beta), i.e. Second in every subject of

general knowledge.

Among his numerous wor¥s on philosophy, geography, history, mathematics, astronemﬂ

etc. there are references to music.
\

BiBl, G. Bernhardy: Eratoshenes (Berlin, 1822); G, Pachymeres ap. A.J.H. Vincent:
Notices pp. 392-3; C.v.J. Excerpta Neapolitana, pp. 416-7.
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eribremetes (EpLBpeudrrc: m.pr. erivremetis), from epu- (Hes.) :very big, strong;

and Bp€pewy (bremein = o sound loudly); loud sounding. "AbAdc tpeBpepdtne” = a

loud sounding aulos. Also eriboomos and eribremes (épCBpopoc, £puBpeurc). '
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erigherys (€plynpuss m.pr. erigiris); loud-sounding. Hes. "loud-voiced" or'loud-

speaking" ("weyaddowvog').
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Erigone ( Hptydvn; m.pr, Irigoni); see aletis.




ethos (ﬁfggi m.pr. fthos); in a general sense, principally the moral charatter

of a person; (e.g. "zpdos 1 A%0s" = mild or gentle, in character.) In music
ethos signified the moral character which the music tends to inspire to the

soul. The notes, the harmoniai, the genera, the melos in general, and the
rhythms had, in the views of many ancient Greek writérs, ethical strength

and purpose. Bor this rcason they ascribed to music 4 most important educaticmal

role.

Plutarch (De Mus. 1140 B.C., ch, 26) wibites "It is evident from the above that
reasonably the early Greeks gave their best attention to the musical education.
Because they believed that they ought to shape and attune the souls of the Youth
to the decent morals by Music, as the Music is beneficial at every time and for

every virtuous action",

Plato, to quote one of his innumerable philosophical expressions on this matter,
says in "Protagoras" (326 A-B) that the teachers of the kithara try to inspire
the wisdom to the boys ... "and they insist on familiarizing the boys' souls
with the rhythms and seales <Harmoniai), that they may gain in gentleness, and
by advancing in rhythmic and harmonic grace may be efficient in speech and action;
for the whole of man's life requires the graces of rhvthm and harmony; "wds ydp

0 Blog Tol avdpudrou edpudulas xal evappootlas SefraL” (transl. by W.R.M. Lamb, p. 1u44),
And in the "Republic" (Book III; Socrates speaking) "Is it not for this reason,
dear Glawcon, that education in music is most important because rhythm and
harmonia penetrate deeply in the inmost soul and exercise strongest influence
upon it, by bringing with them and imparting beauty, if one is rightly

trained, or the contrary?'.

Arist. Quint. (De Mus. p. 65 Mb) " there is no human action which is done without

music" ("obx €ovL xpEELS &V AvBpdroLs, NTLS Evev povouxfic teAeCral™).




a) ETHOS OF NOTES AND PITCH

Aristides (opicit. Mb. p. 13, RPWI p. 10), Speaking on the differences between
the musical sounds (sse under Ehthongosﬁ), defines as the fifth difference that
of the ethos. The ethos, varies according to the pitch of the sounds; "other,
he sgys, is the ethos of nigher notes, other of lower notes, and other when
they are in the region of the parhypate or of the lichanus" (" Etepa ydp n&n
Toig oEUrepous, erepa tols Buputéporc etbrﬂexeu, nat ETepa PEV tupututoeuéecuv

etepa 6€ AuxavoeuddoLv').

b) ETHOS OF MELOS

The ethos in the melopoeia is distinguished in three #ifferent ways of expression
(Cf. Cleon. Isag. ch., 13; C.v.Jan pP. 206; Mb p. 21).

1) the diastaltic ("Siaoraitixdv") which expresses the majestic and a manly

disposition of the soul ("peyaloxp€reLe xal sCapua guyxfic avép@des'); it

incites to heroic actions, and is used in the tragedy;

2) the systaltic ("ovotaltuxdv'") by which the soul is led to humbleness and want

of manly dispositon ("els tameuvdtnra xau &vavépov SudfeoLv'). This is suited

to leve feelings, lamentations, compassions and the similar; and

8) The hesychastic ("nouxaotuxdv") which brings to the soul calm and peace.
i

"It is suitable for hymns, paeans, eneomiums, counsels and the similar",

ARist. Quint. (p. 30 Mb and RPWI) also distinguishes the same three kinds of
ethos in the melopoeia, the systaltic, the diastaltic and the medium (CF.

"meloEoeia").

¢) ETHOS OF HARMONIATI

Each harmonia is expressive of ethos.




1) The ethos of Doristi or Dorian harmonia was described as manly and majestic
(avbpiddes, ueyaoxperés; Heracl, Pont., ap. Athen. XIV, 624D, ch. 1@; sombre and
impetuous ("ouvdpwrdv xal opoppdv; Heracl. Pont, ap. Athen ibid); distinguished
and dignified ("&Eiwpatundv, oeuvdv'"; Plut, De Mus. 1136D+ F, ch. 16 +17);
steadiest and masculine (Aristotle Polit.VIII, ch. 7¢ 10 " nepl &€ t1fis SwpLotl

[ » ’ ) * - e
ndvres opoloyolouy W orooLpwrdrne odong xal peiivot fdog Exovdons dvspelov';
"and about the Doristi harmonia all agree as being steadiest and having above

all masculine ethos").

2) The ethos of Hypodoristi or Hypodorian harmonia (or old Aeolian) was

described as "haughty, pompus and somewhat conceited", also "lofty and

confident" ("yabpov xal Oyx@ides, €tL 6 wol Undyxavvovi "EEnpuévov wxal tedappon-
nds'"; Heracl. Pont. ap. Athen. ibid); deeptoned ("BapUyBpopov"; Lasus of Herm.

ap. Athen. ibid); majestic and steady (Arist. Prol. XIX, 48 "§ 6¢ UmoSwpLatl
[ﬁ%og exeu] HEYalonpeNES xal ordoLpov, Sud xal xb%apméunmturn €0l Ty GppoviLiEv" =
"the Hypodoristi [has ethosj majestic and steady, and for this it is the hammonia

which is most suitable to kitharodiec music").

8) The ethos of Phrygisti or Phrygian (or IastiJ harmonia was described as

inspired ("€v8cov; Luc. "Harmonides" I, 10), enthusiastic, also violently
exciting and emational ("Arist. Polit. VIII, 5,9 and 7,8 1340B, and 1342B "dpyLa-
gtuxn xal rafntuxd™). Suitable fer the dithyramb.

4) The ethos of Hypophyygisti or Hypophrygian harmonia was described by Heracl.

Pont. (ap. Athen. 625B, ch. 20) as"hard and austere’ ("oxAnpdv xal adaotnpdv"),

and by Lucian (Harmonides I, 10-12 as elegant ("yAogupdv').

5) The ethos of Lydisti or Lydian harmonia was deseribed by many writers as

mild and agreeable; by Plato as "convivial" and "slack" (ocupzoruxdy el palandv;
Rep. III):Aristotle on the other hand (Polit. VIII, ch., 7,5 11, 1342B) finds the
Lydian most suitable of all harmonias for the age of boyhood as it is decent

and educative ("6ud 16 &Uvaodor wdopov t'ExeLv xal wardelav').




6) The ethos of Hypolydisti or Hypolydian harmonia was generally described

as bacchic, voluptuous, intoxicating (Baxxitxdv, éxdeiuvpdvov, peSuvortixdv).

7) The ethos of Mixolydisti or Mixolydian harmonia, as passionate ("madnruxdv",

Plut, 1136D, ch. 16), as plaintive and restrained ("d6vupTLnurépuwe xat ouvesTnudTws";
Arist, Polit. VIII, 5,8 1340B) as lamenting ("9pnvgdng' Plato Rep. III, 398E).

See under chorodidaskalos the story of Euripides severely reproving a member

of the chorus who derided during the actual practice of the chorus in the
Mixolydian.

d) ETIHOS OF GENERA

1) The ethos of the Diatonon genus was described as more natural, masculine
and more austere ("guoLxdv' "dppewwndv" xal"avoTnpdy';AristidsQuint. I p. 19
and IT p. 111 Mb, RPWI pp. 16 and 92 respectively); as serious and vigorous
("oeuvéy xal edrovov"; Theon of Smyrn. "On Musie" ch. 9, p. 85); as simple,
brave and more natural ("axloOv te xal yevvatov ol puoLxdtepov'; M. Psellos
B 27 )%

2) The ethos of the Chromatic was described as most sweet and plaintive
("névotdv te xal yoepétatov'"; Bell. Anon. g 26, p. 31; also AristideII p. 111

Mb); and passionate ("raSntuxdv"; G. Pachym. p. 428).

3) The ethos of the Enharmonic was described as exciting and gentle ("6ueyep-

TLxdy xal nmiov'; Aristideibid).

e) ETHOS OF RHYTHMS

Aristides (p. 97 Mb; RPW-I p. 82) supports that "those rhythm which start from
thesds are quieter as they appease the intellect, while those starting from arsis
are agitated". Also that the rhythms which are coordinated by regular relations

("ev Coy Adyy tetaypévol') are more pleasant (graceful) while the hemiolic are

more agitated. The dactyl for its majectic character is suited to the epic




poetry, while the anapaest is more suitable for the embateria (maeching

tunes) the trochee; nimble and alert, is suitable for dancing melodies, etec.

Generally speaking the ethos was, according to many ancient writers and
theorists, an important power in music: hyman morals were dependent upon
the ethos of music. Philosophers, principally Damon, Plato and Aristotle,

stressed that impor$ance in their writings.

Bad music might exercise a very serious and destructive influence on the
. individual character and the morality of people. Plutarch (De audientis
poetis, 19F) expresses this view: "Wicked music and evil songs create
licentioms morals and corrupt lives, and men 1lbving voluptacusness - and
indolenee, and submission to women" ('Movouxr padin wal écuutu tovnpd,
axdlaota woLoToLy A%n xal Rlows dvdvdpouve xal avdpdnous TPuedy xal paraxiov

HOL yuvaLxoxpaolav'').

But there have been,especially in later times, different views concerning the
moral influence of music, even contrary to the above. Sextus Empiricus
(C. 3rd cent. A.D.) is an example; in his "Against the Musicians" (VI, " 19fF)

discusses these views, severely criticezes and refutes them, by denyin
Y

such a moral or sorial power to Music,




euchordos (elxopdog;mod.pr.&vchordos);well-strung(LSJ) ,melodiously sounding (Dem),

"Euchordos lyra",melodious lyra.Pind.Nem.X,v.21 "&AA'Suws edxopdov €yeupe Adpav”
("but he waked up the melodous lyra").



Eucleides,Euclid (EdxAevdng;m.pr.Evelidis);b.C.350 or 330 BC;d.e. 275-270 BC.

Great mathematician and geometrician.It is not known where he was borm;for some
sources he was born in Gela (I'¢Aa) in Sicily,hence his surname Geldos (TeA§os)
or Sikelds (ZuxeAdg); while for others he was borm in Tyros in Syria of a Greek

father (Naucrates,Nauvxpdtng) from Damascus.

Euclid lived,and taught in Alexandria at the invitation of the first king of A-
lexandria, Ptolemaeus I (323-284 BC).

To him was first attributed the "Isagoge" ("Introduction to Harmonike');his name
as the author of it appears in MSS of the 12th to 15th cent.,and in Meibom's
Ant . Mus.Auct.Sept.(vol.I,pp.1-22).The "Isagoge" is now ascribed to Cleonides®.

Under his wnme now remains the "Division of the Canon" ("Katravoun Kavdvog ,Bewpni-
yata pououxd") published by Meibom (op.cit.pp.23-40),and by C.v.Jan in Mus.

Seript.Cr. ("Sectio canonis","Katavoun Kavdvos" ,pp. 148-166).

The '"Division of the Canon" was translated into French by Ch.Em.Ruelle in his
"Collection des auteurs Grecs relatifs & la musique',after the '"Introduction
harmonique" of Cleonides(Paris,1883;'La division du canon” d' Euclide le Géo-

metre" ,pp.42-59).




eueches (ednxds, ed-fixos;m.pr.evichis);sounding well or agreeably;producing a melo-

dious or pleasant sound ;me lodious;euphonious,

Plut. "De Defectu oraculorum",437D,"fioxep Gpyavov &Enprupévov xal ednyde" ("like

an instrument set in good order and well-sounding [euphonious:] ")

Also euechos (eUnyos;m.pr.évichos) and euechetos (edfynrog,evichitos).




euepes (evexrs,ed-€nog;m.pr.evepis);melodious,euphonious,pleasing in tone.

Xen.Cynegetices (Kuwnyetundg;ch.XIIT,16) "guvriv &€ oL uév evenii Ldouv,ol &'aloxpdyv!

("some emit a melodious Epleasing] voice,while others a bad {diSpleasing] voice").




eugerys (edynpug,from ed and yfpvesvoice,sound;m.pr. &vgiris);having a sweet,

agreeable tone;tuneful.

Aristoph.Frogs (v.213) "eﬁynpgi Eudv aoLbdv'" ("my sweet-sounding [tunefulj song').




euharmostos (ebdpuocotog ;m.pr. evdrmostos)from ed=well,and dpudzevv (vb. harmo-

zein)=to tune an imstrument,to regulate according to the laws of musiciwell-

regulated,well-tuned,well hermosmenos®,Oppos.anharmostos®.

Plato laws (book II,655A) "elpuduov nal evdpuoortov,elxpwv &€ uélos" ("eurhythmic

and "harmonious",and colourful melody").

euharmostia (eVopuootia;m.pr.evarmostia),n.; the good,harmonious tuning or re-

gulation.
Plato Protag.(326B) "nds ydp 6 Bros Tol dvdpumou edpubulas Te xal eVapuootiag
scttat" ("for the whole of man's life requires good rhythmical and harmonious

regulation [the graces of rhythm and harmony 1 ).

See hermosmenos.




euhymnia (edDuvla;m.pr.evimia) from ed=well,and hymn:melodiousness.A synonym

of eumolpia;Hes."eduoinla,edvpuvia’,

The adj. ewhymnos (eduuvos; évimnos) usually signified wmuch praised;also praised

by (or in) many hymns.




Euius (EUCog;m.pr. Evios);4th cent.BC aulete and composer,from Chalkis (Xaixvg)
in Euboea (EVBoua) surnamed Chalkideus (XaAxubedeg).He is mentioned (Athen,XIT,
538F,ch.54) as having participated at the brilliant festivities held by Aleman-
der the Great on the occasion of his marriage with Roxane,at Sousa in Persia,
together with a multitude of other well-known artists of the time (philokitha-
rists ,kitharodos ,aulodes and auletes).

Cf.Dinse:De Antigen.Theb.,p.27.




euktika,mele (eunrtund,uéAnsm,pr.evktiki) pl.; songs by which a wish er request
was submitted to a god.Ploecl.Chrest.,29, edntuxd 6¢€ uein €ypdoeto Tolg alrou-
uévors TL wapd Ocol yeveodan" ("invocatory songs were written for those wishing

to solicit that something be done by a god').

Also euktikoi hymnoi (edmruxol Uuvoi);hymns expressing an earnest request.




eulyros (edlvpog;m.pr.8vliros);skilled player of the lyra,Aristoph.Frogs (v.229)

"eUdvpol te Moloar" ("Muses skilled in lyra-playing").




eumeles (eVuelric;m.pr.evmelis),from ed=well,and uéloc (melow);melodious;having an

agreeable or graceful melodiec line,

Arist.Polit.(book VIII,ch,7, » 2;1341B) "xdTepov mpoaLpeTeoy udAAov THV eOuUEAT
pouvagLrdv f v elpudpov" ("which of the two is preferable to chooge ,the melodious

music or the eurhythmic"),

eumelos (eVuelis;evmelds) adv. ,melodiously,gracefully,euphoniously.

eumeleia (edp€icLasevmélia),euphony;agreeableness in melody.




]
eumetros (eduetpog;m.pr, avmetros);well-measured,well-proportioned ,symmetrical,

Also used in the sense of @urhythmic.




Bumolpus (Edpolmog;m.pr. Evmolpos);mythic epic poet-musician of the pre-Homerie
time.According to Suidas he was a native of Eleusis ('Elevotc:hence surnamed
Eleusinios, 'EXevolvios); son of Musaeus* and pupil of Orpheus®* .For others he
was the father of Musaeus (Diog.lLaert.,book I,Prooemion, $ 3).Suidas says also
that he won a prize with his lyra at the Pythian Games,and that he composed
"three thousand epic Songs"; also ceremonial songs for Demeter and for the Eleu-

sinian mysteries.

b) Eumolpus is the name of the legendary king to whom Demeter taught the myste-
ries (Homer:Hymn to Demeter,154),and who became the first hierophant of the E-
leusinian mysteries.The priests of the mysteries considered themselves as descen-
dants of Eumolpus and were called after his name Eumolpidai (Eduolzil8ou).Hes:
"EvpoArlbol” oUtws ot and EVudArou éxalodvro,tod Mpdtou Lepogavrioavroc" ("Eu-

molpidai;so named after Eumolpus,the first hierophant").

"Par.Chron."(v.15) refers to Eumolpus,son of Musaeus,who at the time of Eri-
chtheus ( 'Epux®eVc),king of Athens,established the mysteries in Eleusis.

As both "Eumolpoi" are connected with Eleusis and the initiation of the Eleu-

sinian mysteries,it may be supposed that the question is about one Eumolpus.




——— et A m——— -

suriolpos (eluolroc:m.nr. evmolpos):he who sings melodiously.Also melodious ,melo-

diously sung;eumolpos ode (edpodros ©54) ,melodious tune,

k) L . / 3
eumolpia (cvuoAnva;m.pr.evmolpia) i melediousness,tunefulness euphony.

eumolpein,vb (séuokxetv;m.pr.emolpfnhto sing melodiously.




"

eumouses (sdpovaos ;m.pr.evmousos) ;musical ;experienced in arts,especially in

poetry and musie.

eumousia (edpovola)n, ;the sense of good in music and in art;skilfulness in

musicjalso the melodiousness of a song,

eUmous0s (ebuodcwg;evmoﬁsos)adv.;melodiously;gracefully.

Plut.Adversas Coloten ("NMpds KoAdtnv'3;1119D) "8tL malZovtds éoTuv ebuodows”

("of that who plays gracefully"”).




Eunicdes (EUvibng:m.pp. Evnidis)

Name of an ancient Athenian family of kitharists "devoted from father to son

to the cult of the kithara" (Dinse:De Antig.Theb.,p.27).




Funomus (EYvonog;m.pr.Evnomos)jLocrian kitharode of qu?own date.His name
survived with a well-known legend according to wh{cﬁzgnmpet*nn at Delphi to
Ariston,a kitharode of Regium,one of his lyra's strings broke and then a
cricket flew over his instrument and sang the missing note ,See under adein.

It is said that his statue in Locri,his native town in Italy,showed him

with kithara and a cricket sitting on it.
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eucdos (cvglog:m.pr, évodos);pleasingly sounding.
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euphionos (eveuwvog;m.pr. evphonos) from eV=well,and guvr (phone;voice,sound);

euphonious;having a good,sweet and agreeable voice;on instruments with sweet

tone.

Euphonos was used also to signify: the man who has a strong,powerful voice;

"eVguvos xrpuE" a herald with a pewerful voice.

.' »
euphonia (ebowvla;m.pr. evphonia);melodiousness,tunefulness;also sonorous-

nessibrilliance in tone qualitys,

See also eugerys.




cuphorminx (ebgdpuuyt  sm.pr. evphdrminx) :that who plavs skilfully the phor-
rminx.In lyric poetry it signified that which was accompanied well by the

phorminx;hence very melodious.

Oppianus (3rd cent.AD) in his writings on fishing ('Alueurnu&;v,ﬁlﬁ)writes:

"wodnfic eVpdpuLyyog”(" of a very melodious song").




diphtliongos (etodovioc .k €2 oy ko :
euphonongos (guployyog;m.pr, evphithongos ) ;euphonious ;producing pleasant,me-

lodious sound.

"euphthongos lyra' (Eﬁm%olxog XUpa) ;euphonious lyra';Theognis (ap.E.Diehl
Anth.Lyr.Cr.p.144;v, 144) "yaCpw 6 edpSoyyov... Adpnu'.




eurhvthmos (cdovBuogim.pr., évrithmna);*n music,having good rhythmical
structure;’ rhythmical.

"Eurhythma krousmata' ("edpudua upodouara’;neut.pl.)rhythmical,musical
pieces;eurhythméymelos (evpuduov wélog) ,rhythmical,graceful tune.Plato
Laws (IT,655A):see under euharmostos®;also Arist.Polit,VIII,ch.7,: 2,
1341B (eumeles®),

Ptolem.(C.v.J. Excerpta Neapolitana,lltolenatov wovouxd;Mus.Script.CGr.
p.414) "eurhythmei [ times) are those which keep between themselves exactly
the good rhythmical order" ("EUpuduos uév prdeL] ol SLaguidTTovTES
axpLBiis Triv npds arrdAoug elpuduov TdELV").

eurhythmia (Ebpu%uﬂu;evrithmfa),n.;eurhythmy.It signified also,among

others ,symmetry ,graceful movement;Luc."On dancing",8 "édpuv [Tp@egj P
v év 1§ noepetv adtod xouvedpnta xal eVpudulav v £E opxrioews Exéxtn-
to" ("they [i.e. the Troyans] saw his (Meriones) lightness [nimbleness]
and eurhythmy in fighting which he acquired from dancing").

eurythmos (ebpUSuws:im.pr. evpithmos) adw.;rhythmically;in good rhythmi-

cal order;by extension,gracefully.




euthve (edMmic: m.pr. efthis):direct.

eutheia (fem.) agoge (evUdela aywyd;efthia agogl);progression of the melody in

stepwise order to the same direction;Aristox.Harm.(I,p.29,31 Mb):"dywyd 6'€otw
N dud tév effis 9¥dyywv... ebdeCa 5'n éxl 1é adré" (”agoge§ is the progression

by consecutive notes...;and a direct agoge progression 1is that which mentains

the same direction”).

According to Aristides (I,pp 19 29 Mb.;RPW-I.pp. 16 and 29) "direct agoge is

the ascending progression in stepwise order" (" 6ud wiv ££fic $9dyywv Trv éni-

TaoLY ToLovugvn').
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(EVTOVOG i m. e, evionos ) swell-pitahed (L8.J) ;having a good ,agresable tone

+h arvad o - - + g
Otherwise eueches®™ eugerys®,
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exarcios (€fapxog);leader of the chorus;coryphaeus.

Also hegemon (nyeuwév)of the chorus.In a general sense also,leader;see under

threnodia.




verb I-",f-!\.UJ\i_i'.",J[iﬁ,

or out of use.

Pollux (IV,73) "

M Pre

1

los):an aules woym out;

exav

fexauloumai) used on aulos reeds

éEnuinpévar (fem.pl.of perf.tense

lemenai reeds, [were calledj the old ones [those

which hecame out of use.The

gignified to beecome worn out;

part.)yABrTal ,al radavdy"("exeu-

worn out 1'").
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Eyskestidas (NinxeotdSng; m.pr. Exikastidis)ic.end of the 4th ecent.BC reputed

kitharode of the Athenian school.He wen prizes at the Pythian contests,the Pa-
nathensans and the Carmeans.
His name is mentioned by Aristophanes (Birds,v.764) in this phrase "el 8¢ &00-

Adg Eotu wav Kdp wowep "Egnxeotidns" ("if some one is a slave and a Carian,
like Exekestides'").




exharmonios ( £fapudviog;m.pr.exarménios);discordant.Fherecr.in "Cheiron"
(ap.Plut.De Mus.1141E,ch.30);"Kuvnovas &€ u'6 xatdpatos 'Attuinds,Eéfapuévious

o€
naundg wouebv” (=Kinesias,the cursed Athenean,by composing discordant modula-
tions [ sudden changes]™).




axodion (&785L0v) exadium,

a) exodion aulema (££d6:0v avAnua);aulos-solo played at the end of the dramatic

performance during the exit of the chorus.Also "exodiel nomei" (€E4Lovy véuou);

Suid."'BEdSL oL vdpou *adAfnata, 6L &v eEfeaav ol yopol nal of avintal ("exndiol

nomoi; aulos-solos by which the choruses and the auletes were led out of the

stage [the orchestral ).

b) exodion melos (é£d6Lov u€iog);the song which was sung at the end of the per-

formance while going out.Pollux (IV,108) "xa( u€dos 66 TL EEGSLOV & éfuLdvrec -

6ov" ("and there was an exodium song which they sang while going out Lof the

orchestra] ").

c) exodion or epilogos was also called the last part of the kitharodic* nomos:
Pollux IV,66.

Note: The exit of the chorus was called exodos (£Eodog):alsc the last episode

of the ancient drama which took Place after the last stasimon® and the exit of

the chorus;Arist.(Poet.ch.XII) "exodos is the whole part of the tragedy after

which there is no choral song'').
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