ramelion,a. (yeyrfAuovym.pr, gamf1ion) tnuptial. gamelion aulema (yaufivov afinua);

aulos-solo nlaysd at the marriage ceremony.Pollux (IV,80) "xal td uéy Youriivov
2Anua 660 adAot fioav” (Uand the nuptial aulema [was played on] two auloi';
see the full text under aulos);.

gamelion or gamikon meles (yapiiov,or yauunde uélog);a nuptial or marriage

song.Phryn.Epitome (ed.de Borries,p.58) "yauuxd p€in (plur.)'td éxt tols yduous
Aeydueva duvend” ("nuptial tunes;those songs sung at the marriage").

See also hymenaeos®.




Saudentiug the hiilesopher (Faudévriog & pLAdooges ;m.pr. Cavdéntios) ;musical

e i

theorist of uncertain date,probably of the 2nd or 3»d cent.AD;some place him
even later,in the 5th cent.He ie surnamed "the philosopher”,and is known for

his "Harmonie Introduction” (" Appovuir Ebcaywyr").

This is an eclectic work which deals with the sounds ,intervals,systems,genera

i
@.t.c.,following partly the Aristoxenean and partly the Pythagorean doctrines.

The work was first translated into Latin by Lutianus (6th cent.A.D.).The Greek
text,with a Latin translation,was published by Marc Meibom (Ant.Mus.Auct.Sept.,
Gr.et Lat,;Amsterdam,1652;vol.T,v,pp.1-29) ,and by C.v.Jan (Mus.Script.Cr.,Lei-
psig,1895;VII pp.327-355). '

A French translation (after Meibom's text) was published ,with commentaries

and an attempt of reconstitution of Tables left blamk in the MSS of Gaudentius,
by Ch.Em.Ruelle,in his "Collection des auteurs grecs relatifs 3 la musique
(V,"Alypius,Gaudence ef Bacchius 1'Ancien" ,Paris,1895;pp.53-91 translation,and
93-102 reconstitution of the Tables),




Senus f?fvaﬁ,m.;r.;énos);a term signifying the different disposition of the in-
e ——— ~ -¥ p

tervals usad in the constitution of a tetrachord or in a larger system,of which

the tetrachord was a constitugnit part,

All the ancient theorists define the genus almost in exactly the same words:A-
ristides (I,p.18 MbiR.P.W-I. p.15) "Tévog 6¢ éotu word Tetpaxdpbou Sualpeoig"
("Cenus is a certain division of the tetrachord").Cleon.Isag.(C.v.J.p.180;Mb
P:1) "Genus is a certain division of four notes");Cf.Bacch.Isag.(C.v.J.p.298;
Mb,p.8) ;Ptolem.(I,ch.12).

There were three genera:the diatonic or diatonon ("6LatovLudv"” ,"Sudrovov') ,the

chrowitic or chroma ("ypwuatuxdv'",xpBua),and the enharmonic or harmonia (év-

apuUvLev,dpuovia), Each of them is discussed separately (under Diatonon ,Chpos

maticon and Enharmonion).

Of them the diatonic was the first to be introduced into practice;it was con-
sidered,as the more natural and that it could be sung even by those wholly un-
educated (Aristides p.19 Mb;R.P.W-I p.16).The chromatic came next in use ,and
was considered as most technical (teyvixwrarov) and performed by only theedu-
cated people.

It was never used in the tragedy;but in the music for kithara was largely used.
Plut.(De Mus,1187E,ch,20)"and the kithara,older by several generations than the
tragedy,used [the chromatic genus | from the beginning.And that the '"chroma"

wviratic) is older than the enharmonic is also well-known".

The enharmonic genus was the last to he introduced,and,according to Aristoxe-
nus,Olympus was its inventor (Plut.ibid,1134F,ch.11).It was considered extre-
mely difficult,needed considerable practice ("SuopedpduxdtaTtov,xolAfic TouLlfig

deouevov':M.Psellos p.27),and was almost impossible for most people,

For the ethos of the genera,see under ethos,




The genera in dhythuie (Puduunii,the science of rhythm) are defined,according to
Aristoxenus,by the relation of thesis to arsis (down-beat to up-beat).There were
three rhythmic genera, :the dactylic (relation 1 to 1 or 2 to 2,equal thesis to
arsis),the iambie (2 to 1,thesis double of arsis),and the paeonic (3 to 2).Ac-
cording to Aristides (b P+35,FPWI p.33) some add also a fourth thythmic genus,
the epitriton ( 4 to 3).

Sometimes the word "genus" (yévos) is used in the sense of style;as the word
‘tropos” je.g.Plut.De Mus.(1142C,ch.31) "xou buateupduevoy dugotépwy TEV TPSTWY,
ToU te Nuvbapelou nal dLAoEevelov,ud S¥vaodalL xatopbolv v T§ SLAoEEvEly YEVEL"
(="and (Telesias] attempting to compose in both styles,that of Pindar and that
of Philoxenus he failed in the Philoxenean style").




e el o L f s T {
b meorgikdsmele (yowpyudd,p€An)pl.;Folk-songs of Faomevs ;Procl, Chrest. ,34.




gheranos (y€pavog; m.pr. géranos); a kind of dance invented, according to

a legend, by Theseus; he danced it for the first time in the island of Delos
in the company of seven lads and seven maids he had rescued from the Minotaur
in Crete. The movements of the dance solMlght to express the intricate wind-
ings leading out of Minotaur's home, the labyrinth. Pollux (IV, 101):

"they used to dance the gheranos in great number, each one after the other

in row, the extremeties on each side taken by the leaders around Theseus;

they danced it ] first around the Delian altar, imitating the coming out
of the labyrinth".

; i 5 i
The leader of the gheranos was called gheranoulcos (yepavoulxdc); Hes, "o

100 xopol Tol £v Anly yepavoudxde'.-

b) ggggggéE‘ was also called a dance imitating the flight in rows of the

birds cranes (in Greek "yepavor™ pl. of yepavdg). Cf. Luc. "On dancing"

3% " ... wal yEpavov Opxetofel".




/

ginglavos (ycyylapog;m.pr. ginglaros or gigklaroes); a kind of small aulos of

£3 3
e —

Egyptian origin.

Pollux (IV, 82): "Yeyylapos 6€ puxpds Tug adAloxog, alyUrtioc. wovauila
Xpoogupoc” ("gineiarcs (was]l a very small aulo$, Egyptian of origin,
ging : .

Suitable for the monaulia s




Eiggzgg (ylyypag; m.pr. gfngras or gigkras); a word with various meanings.
a) Gingras (I'Cyypac);the name of Adonis in the Phoenician lan e.
Gingr Yypas); _ guag

b) A small aulos (adACoxog) of Phoenician origin, with a piercing tone,
of a lamenting and mournful character; it took its name from the name of
Adonis. Pollux (IV, 76): "ylyypas &€ tug adiloxog, youwdn xal fpnvnrixdv
Pwvriv aglnou, polviuE uév @v triv elpearv, npdogopos 6€ wpldn TH Kapuxi' n 6€
PoLvluwy yrditta, ylyypav tév "Abwyuv’ xadel xal todty © aVrds émwvduaoral"
(“ginggas was a small aulos with lamenting and mournful tone; it was of
Phoenician origin and fitted to Karian muse [ i.e. lamenting muse] . In
the Phoenicidn language Adonis was called gingras, and from him the aules

tock its name'".

Athen. (IV, 174F, ch. 768): "yuyypalvouoL ydp ol Sclvixeg, WS gnouy Zevopdv,
expivto ollotc onudautalols 6 pcyedos, O0EY xal yoepdv pdeyyoudvous®' tovrous
8¢ ol Kdpeg xp@vrat €v tolc 9prvors ... 'Ovoudzovrau 6¢ ol adrol ylyypou
Uné Tiv doLvinwy axd tiv mepl Tov "ASwwiv Sprivev’ Tdv ydp "ASwviv I'lyypnv
radette vpete ot ®ofvixec, wc Lotopel Anuoudetdne” ("The Phoenicians, as
Xenophon says, were using span-long auloi pipes , which give a piercing
and lamenting tone; these are also used by the Karians in lamentations.

+«. and these auloi are called gingrai by the Phoenicians from the laments

for Adonis; for you, Phoenicians, call Adonis Gingras, as Democleides records"). |

¢) Cingras was alsc called an aulema (aulos-solo) for the instrument gingras;
Tryphon (ap. Athen. XIV, 618C, ch. 9) in his book II on Denominations, includes

Mgingras" among the aulos-solos. Cf. "boucoliasmos" (2), "komos" (u@pog,d).

d) gingras was a kind of dance accompanied by the aulos gingras. Pollux
(IV, 102) "fiv &¢ nal yCyypas wpds adAdv Spxnua, exdvupov tol abiduartos" ("and
there was aleo a dance called gingras, danced to aulos, so called after the

aulos melody itself").




e) According to Hesychius gingras was called an exclamation in carousals;
"Envgdunud Ty exd xetd xdpov Aeyduevov' xal elbdoc avrol" ("a certain

exclamation declaimed in carousals; and a kind of aulos").

Note: the tone preduced by the gingras was called yiLyypoouds (gingrasmos;
Hes.).




Glaucus of Regium (FAadxoc 6 Pnylvoc; m.p.r Glévkos Riginog); ¢. 5th to 4th cent.

B.C., grammarian and musicographer from Regium (Pryuov, hence his surname
Pnytvoc, Reginus). He was one of the first musicographers of ancient Greece,

He wrote (c. 420 BC) a book "On ancient poets and musicians, ("NMepl td@v dpyxadwv
TOLNT&Y Te xol pouvaLx@v'") in which he gives ample information regarding

ancient musicians, mythic and historical. He also speaks on the intiation

and the evolution of the Kitharodic and aulodic art. His book was lost but

much information is derived from it in Plutarch's De Musica (1132D, 1133F, 1134D;
chs 4, 7, 10 respectively).

See also FHG II, pp. 23-2u4,




glaux (yla¥E; m.pr, glﬁf:); a kind of comical or ludicrous dance mentioned
in Athen. XIV, 629F, ch. 27, together with other ludicrous dancings ("yelotat
opxrigeLg™).

The word glaux (YAaSE) means owl,

..E ._




Elottis, Attic type of glossis, and glotta or glossa (ylwttlg, YAwoolc;
YAGtre, yABooa); the reed of the aulos; it was made of reed, cane. The

cane used for the make of the reed was of a special quality (see calamus
and donax),

The maker of reeds was called ylwttomoLds (5;pttupoeoa) Pollux II, 108;

1Y .
Hes. "0 tdg alAntundec ylwoolSac meuiv'; ("the maker of the auletic reeds");
EM p. 235, yu,

See exaulos, and syngrotetikai glottai.




]
glottokomeion (yAwrroxouetov; m.pr. glottokemion); also glossokomeion,
glossokdmion and glossokomon (YAWGTOXOUETOV, YAWGTOXSULOV, yAuooduouov) ;
the box in which the reeds of the aulos were kept.

Hes. "&y § ol edAntel areriSevro tds yAwoolac” ("in which the auletes
Placed the reeds"). EM p. 235,45 .

See above, glottis.




]
gEnomologica, mele (yvowpodoyuxd,uéin); songs of a paraenetic character. Procl,
Chrest., 33 '"'1¢ 8¢ yvwpodoyLrd 6Gfidov OTL rapalveoly AdBv exel' ("and the
Paraenetic [songs] evidently have [contain] a moral paraenesis').




£2E222§§Q55 usually in pl. gymnopaediai (yvuvomatSta yuuvomadiai; m.pr.
gymnopedla, gymnopedia) from yvuvdc (gymnow; naked) and navéud (paedia;
game); an annual ceremony or festival of a duralion of ten days, held in

Sparta in honour of Apollo; it’was originally consecrated in memory of the
Spartans who fegl at the battle of Thyrea.

During the ceremony naked boys and youths were performing gymastic exercises
and dances apdund-the statues of Apollo, Diana and Leto; by their Xhythmical
movemnets they imitated the wrestling and the pangration (Cf. gymnopaedike).
The verses and the music were composed by famous poets-composers of the time,

i *
such as thaletas and Alcman .

Tha chatacter of the dances and the ceremony in general was extremely serious,

decent and majestic.




gymnopaedike (yupvorarduxd; m.pr. gimnopedikf); a kind of dance, similar to
anapale* + It was danced by naked boys or youths imitating the weestling
and the pangration (a mixed contest of weestling and boxing) with rhythmical
movements; Athen. XIV, 630 D-E, ch. 28 (see the text under "emmeleia").

The gymnopaedike was one of the three dancings of the 1lyric poetry, the other
two being the pyrrhiche and the hyporchematike. It was danced in honour of

Dionysus and had two forms: the oschophoric(In honour of Athena) and the
Bacchic.

See oschophorica.




gypones (yJUxwveg; m.pr, gipones); dancers in Sparta who mounted on wooden legs
**“and wearing feminine dresses used to dance by leaps. Pollux (IV, 104): "ol &¢

YUrwves, Euilvwy xdhwy éxvBdivovtes, dpyxolvro Suagavii Td tapavribia durexduevol™
("the gypones, who danced, mounted on ¥ooden legs and wearing transparent

feminine dresses").




haploun (d&sxAoUvj m,pr. aploun) neut. ; simple.

"haploun systema" (&middy oYornua), simple, nonmodulating system.

Cleon, Isag. ch. 11 (C.v.J.p. 201, &&=¥i; p. 18 Mb); "The difference between
the modulating and non-modulating system is the difference between simple and
not simple systems; simrle are those which ace tuned to one Mese, double
those tuned to two Meses, triple those tuned to three, multiple those tuned
to several Meses" ("&xA@ uév o0v éotL td xpds ulav p€onv nppoopéva etc').
Arist. Quint. (I, p. 16 Mb; RPW-1 P, 13) says that simple are those composed
in one mode ("xa®’éva tpdrov Exxevtal"), and not-simple those in several

modes ("td 6¢ o0y &xA&, & xatd TAeudvwy TpdRwy THV TAowriv yivetal').

Aristoxenus had already distinguished between the haploun, the double and the
multiple systems (Harm. I, p. 17, 32Mb; "rdv t' elg amdoOv xal Suxdolv nat

xoAlatioly Sudupeouv’; also II, p. 40,20).

The adj. &xloUg, mase. (haplous) is used in contradistinetion to SuwAols (double)
and xoilaxdols (pollaplous; multiple).

See under metabole, and diploun.




il |
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harmateios, nomos (&pudteLoc, or &puuruog, vouog; m.pr. armatios). An auletic

nomos performed at a battle with war-chariots or at a chariot race, in the
purpose of inspiring the enthusiasm of those taking part. It is said that it
was first established by Olympus; Plut. (De Mus. 1133E, ch. 7) "tdv 6€ xalou-
HEVOV Gpudtioy vépov A€yetal noufoal 6 mpitoc “Oluptoc” ("the sB-called
harmatios nomos, it is said that it has been invented by the first Olympus*").
See also further in Plut. ibid, ch. 7 about the harmatios nomos,

b) harmateion, melos (apudtevov, uérog); a mournful song, a lament. Eurip.

Orestes (vs 1378-80) "ag &' 6Aduevov atévw &gu&tELOV uérog" ("How I lament

over the destroyed a mournful tune').




harmoge (d4puoyd; mepr. armgi) from &pudreiv or dpudrrerv (harmozein, or
x
harmottein), to fit together; method of tuning (LSJ); tuning; harmonia .

According to Phrynichus, readjustment of tuning from one tone into another;
but the correct term for re-tuning should be metharmoge* (pedapuoyr). The
text of Phrynichus (ed, I. de Borries, pp. 24-25) is the following:" apuoyd
HOUOLXGY mvoun, TLBEuevoy éxl Ty &pudoewv, dc wouodvral oL povouxol, exeLddy
€E apuovioc ele erépav dppoviav peTLwoL, 9€pe x Awplwv elc 'Yxoduépua Lin
Bekker Aneed. 15,20 "'Yrudvia") A éx ®puyluv elc 'YrepuuEoAvbua, f Shwe éx
TLVOS TOvow elg ETEPOV TEVOV, ob Taltdy oloa N &puUOYA TAS METABOARS «...
"Apuoyr &¢ Zotuv, otav adifoac tdy Bpvyuov tévevxal ixteAdous 16 Te @oua

®at td xpoduata tedfws, pedapudrrnral elc erepov 1avov, 'YrogpUyLov 1 AdSLov

i TLva TEv TpLoxalSexa dpuovidy’ Advartar &' v deU N peraBorrd appoyrd xaleCodal"
("Harmoge is a musical term used on the tunings which the musicians do when
they move from one harmonia to another, as from Dorian to Hypedorian, br from
Phrygian to Hypermixolydian, or generally speaking from one tones to another
the harmoge not being the seme as the metabole*..... Harmoge is when, after
having played on the aulos in the Phrygian tonos and completely performed the
song and the interludes [ instrumental parts] we readjust the tuning of the
instrument into another tonos, for instance the Hypophrygian or Lydian or

socme one of the thirteen "harmonias" [tonoi]; the metabole as well can be
called harmoga').

Cf. Th. Kock Comic. Att. Frg. (vol. I, p. 260 and note; Eupolis Frg. 11) "rad-
v éyd Zntdv wdAat thAv Gpuoyriv"("This is the harmoge I am asking for"). Also
Pollux IV, 57 and Suidas at the word "harmoge" (apuoyd).

See Harmonia, Harmosis, Hermosmenos.




harmonia (apuoyCa; m.pr. armonia; from the verb &pudfeLv or &pudrreLyv, harmozein
or harmottein = to fit or bind or fasten together, to join, to adapt); joining
or fitting together, adjustment; also joint and means of Joining (LSJ).
Originally the word was used in this sense; Hem, Odyss. V, 2u8, 361, Cf. Denm.

and LSJ. It is met with the same meaning also later ("al t@v ACBuwv apuoviaL",
“the joints of the stomes" ap. Diod. Sikeliotes 2,8).

In music, besides its simple signification of "tuning", it signified for the
"most ancients" ("ol xdvu madaidratol", as Aristides calls them in De Mus.,

Mb p. 21, RPWI p. 18) the octave, and the &ifferent disposition of the notes

in the octave or in a system with its parts adjusted so as to form a perfect en?
semble. This was, according to Aristoxenus; the signification given to this
term by the Harmonists (the 'Apuovuxol) before him (Harm, Elem., II p. 36, 30

Mb "&X2d wepl adrt@v pdévev Thv éxtd dxtaydpbwv, & Eudiouv apuovlas, TV exloxedLy

exovolvrto’= but they [ {.e. the Harmonists, "our fore®unners", "ol %pd Audv"J
confined their attention only to the seven octachords which they called Harmonias').
Also writers of the 5th and 4th cent. B.@, including Plato, Aristotle and

Herdcleides Ponticus, used the term in the same sense.

Plato in the Rep. (III, B617B) says "én waolv oxtd oVodv (xopdiv, uvdv) utav
apuoviov  Eunguwvelv" ("from all 3 eight [strings] one harmonia is formed").

Aristotle (Polit. IV, 3, 1290A) also says "it is the same also in the case of
the harmoniai as some people say; and there are two species, the Dorian and
the Phrygian; all the other systems are classed either in the Dorian or in
the Phrygian" ("ouolwe &' €xet wal wepl tds appoviac, bic ool Tevec" etc.).
Heracl. Ponticus in his third book "On music” (ap. Athen. XIV, 624C, ch. 19)

speaks about the three "Greek harmoniai', the Dorian, the Aeolian and the

Ionian (excluding the Phrygian and the Lydian as foreign) in analogy to the
three Greek tribes.




The harmoniai mentioned by the above and other wititers are the following seven

octave-species, as genmerally accepted:

1. Mixolydian (MuEoAubtotC)  b-b

2, Lydian (AvdrLory) ce~c
3. Phrygian (®puyLoty) d-d
4. Dorian CAwpraty) e-e

5. Hypolydian ('YxoAuwSiotl)  §-f
6. Ionjan ("Taoty)

7. Aeolian AtoirLoty) a-a
These names differed from time to time and foom one muthor to another.

In Aristoxenus' time and after him the term harmonia was very often used to
signify the Enharmonic genus, together with the term Enharmonios (Aristox. Harm.
I, pp. 2; 23 etc; Cleon. Isag. CuviJ. ch. 3, p. 181, Mb p. 3). On the other
hand, after Aristoxenus' time, the term "dia-pason" (@iLd-raciv) replaced the
term harmonia in many texts (Cleon. Isag. and Bacch. Isag. C.v.J. pp. 197 and
308 respectively; "tol 6€ Sud-mao@v elén €orlv éxtd = "and of the Dia-pason

%
there are seven species"). See also under tonos .
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harmony of the spheres (dpuovlo Ty opaLp@v ); according to a conception,

attributed to the Pythagorean School, the planets while revolving produce
different musical sounds, unheard by us, the ensemble of which create the
"harmonia of the spherest, For Pythagoras and his School music was above
all a mathematical science; its essence was the number and its beauty was
the expression of the harmonious relations of the numbers. Music was too
the image offbelestial harmony; the harmonious relations of numbers were
transferred to the planets, As Plato says both, astronomy and music, are
sister sciences. Plinius (Naturalis Historia, II, 22) says that Pythagoras
called the distance Earth-Moon a tone, the distance Moontermes a simitone
from Venus to Sun a tone and a half ete. Arist. Quint. (III p. 145 Mb) says
that the diapason expresses the "harmonioud" movement of the planets ("tijv

TGV tAowntdy EppeAd xCvnouv'').

Nicomachus (Enchir. ch. 3, C.v.J. pp. 241-2; Mb pp. 6-7) sgys that the names
of the musical notes were derived from the seven planets and their place in
relation to the earth."Owing to the movement of Kronos (caturn), which is

the planet highest from us, the lowest note in the dia-pason was called Hypate
("Yedtn), because hypatos (Unatog) is the highest. And owing to the movement
of the Moon whiech is the lowest of all, and the nearest to the Earth, the

Neate (Nete) was called; because neaton is the lowest.

To Jupiter (Zevg), which is under Kronos, corresponds the Parhypate, and to
Venus, which is above the Moon, corresponds the Paranete. And from the Sun,
found in the middle, fourth from each side of the seven planets, was called
the Mese, which is the note found in the middle, an interval of a fourth

from each end of the heptachord. From Mars ("Apng); found between Jupiter

and Sun (Heliow), was called the Hyper-mese or Lichanus, and from Hermes,

found in the middle of Venus and Sun, the Paramese was called.




Thus the table of both harmoniai is as follows:

Harmonia of the Spheres Riapason

Kronos  (Saturn) Hypate

Zeus (Jupiter) Parhypate

Mars (Ares) Lichanus (or Hypermese)
Sun (Helios) Mese

Hermes Paramese

Venus (Aphrodite) Paranete

Moon Nete

Ptolemaeus (C.v. Jan, Excerpta Neapolitana, ¢ 24,9p. 418-9) gives the following

table: “Opot ovotduatoc roouixod
69dyyoL eotiites (Immovable notes) Numbers Spheres
Nete Hyperholaeon 32 of Kronos
Nete Diezeugmenon 24 i Jupiter
Nete Synemmenon 21 M Mars
Paramese 18 i Sun
Mese 16 iy Venus
Hypate Meson 12 5 Hermes
Hypate Hypaton 9 g Hoon
Proslambanomenos 8 & Fire, Air; Water, Earth

See also among others, Ch, Em. Ruelle: Deux Textes grecs Anonymes, concernawt

le Canon Musical (Paris, 1878) p. 5.




i
harmonike (appovexd f, fem.: m.pe, armoniki); according to Aristomenus an important

branch of the science of Melos. Its main object was to treat of everything

regarding the "harmonia", and especially "of the theory of systems and the keys"
(Aristox. Harm. I, p.1, 20-21).

Anonymous (Bell.;‘lg, p. 29) also describgs the Harmonike as "the first and most
essential part of music” ("t@v 6€ tfis HovOLXFic pepdv WpLUTATOV €0TL Xal TpiTov

6 apuovixdv" and in y31, P. 4B "mpwrteluv 6€ uépos tfic povouxfic n appovind goti).

The "Harmonike', according to Cleonides (Isag.; ch. 1, C.v.J. ps 1795 Mb p. 1)
is a theoretical and practical (in the sense of action) science; its subject
matters are seven: the sounds (9®dyyoL), the intervals, the genera, the systems,

the tonoi, the modulation (metabole) and the melopoeia.

Pachymeres (ap. Vincent Notices, p. 401) calls Harmonike the music itself ("

Houounr, Ny xal Gpuovuxdy A€youev" = "the music which we also eall Harmonike™) .

The Harmonike is expressed also by the term " 14 dpuovixdv" neut.(uépoc; “harmonikén";
sSee above Bell. Anon.), and in plar, "td appovuxd" (harmonika). Aristox. Harm.
(II, p. 31, 20 Mb) "pouoiLxol axovoavrteg td dppoviud" (" [ they think that | after

having followed a course in Harmonike will become musicians')

1
b) Harmonikos, (&ppoviLudc; m.pr. armenikos); a theorist dealing with the science

of Harmonike. Aristoxenus calls "appovixo(" pl. (harmonikei; harmonists) his

forerunnars in the science of Harmonia,

See: Plut. De Mus. (1142F, ch. 33); Ptolem. Harm. (Wallis III, P.1): Alyp.
Isag. (C.v.J. p. 367; Mb p. 1); Mart. Cap. De Mus. (IX, p. 182 Mb).




I - b [ » T » € »
Harmesis (appooug; m.pr. armosis); from apudzelv or apuotrery (harmozein, or

harmottein) =

to fit together; the tuning of an instrument (actually the act
of tuning, and synecdoch. the result of tuning).

See Harmoge, Harmonia, Hermosmenos; and for the tuning of the lyra and the kithata

3
see L:Ea .




]
harp (dpwna; pr. arpa).

The harp, as an instrument, was known in Greece from a rather remote time; but
the name itself was unknown. The Greeks used for it the name "trigonon"

(tplyavov ) from its triangular form.

See under trigonon.




harpalvke (&pralUun; m.pr. armaliki); a song based on Harpalyke's legend, so

called after her name. Harpalyke, a nymph or maiden, fell in love to a

young man called Iphiclus who treated her with despite; this led the Waiden
to death, and a song competition among maidens was established in her honour
(Aristox, ap. Athen, XIV, 619E, ch. 11; also FHG, vol. II, p. 287, Frg. T2)5

See Kalvke.




hectemorion, of tone (gxtnpdpiov, tdvou; m.pr. ektimorion); one sixth of the
tone. It is, like the dodecatemorion*, an hypothetical and purely theoretical
interval, The hectemorion is the "interval" by which two chromatic dieseis
exceed two enharmonic ones; Aristox. (Harm. Mb I, p. 25, 15-21) "éxeubdinep 0
xpwuatuxr §Cedug Tiis Evappoviov SLéoeug Gméemrnwup Tdvou MELTWV €0TC ...

| ol 8¢ 6Uo xpmuatuxdal tiv Yo évapuoviuv Sfilov s T§ Suxiacly’ tolro 6€ £oTuLy
ExtnudpLov, EAagfov Sudotnua To¥ élaxlotou Tév pelgbovpévey” ("since the
chromatic diesis is greater than the enharmonicby one-twelfth of a tone...

1 the two chromatic dieseis evidently exceed the two enharmonic ones by double

|,_i" that interval, i.e. the one-sixth, an interval smaller than the smallest admitted
gl in melody"; H.S.M. p. 183).

*
The hectemorion therefore was an "amelodeton'  interval i.e. unsingable.




I
hedykomos (néJxwpoc; m.pr. idikomos); a kind of dance mentioned by Pollux in

his chapter "On kinds of dancings™ (IV, 100) without giving any indication as

to its character.

b) hedykomes is mentioned by Tryphon in the second book of Denominations
e e ——

(ap. Athen., XIV, 618C, ch. 9) among other names of aulos-solos (auleseis,

avAdoevg), all of which were performed with dancing.




hegemon of the chorus ("hyeidv Xopo0™); see exarchos and koryphaeus.

EEEEEEE in the sense of chief, principal note was called the Mese; CF.
Arist. Probl, XIX, 33 (see under arche) ; also Plut. De Mus. 1135A, ch. 11.




t ]
hekateris fem; hekaterides pl. (&€xateplc, eéxarcpurbec; m.pr. ekateris, ekaterides);

a8 kind of lively hopping dance in which the dancers used to leap and beat the
hips alternately by either of the heels (or by the hands).

Pollux (IV, 102): "exateplégc 8¢ nal deppactpldes, Evrova 6pxﬁua1u. Td UEV XELPEV
ALVOVY , 1 &€ BepuacTpls mndnTLndy” ("hekaterides and thermastrides were lively
dances; in the first they move the hands, while in the thermastris they leap").
See also Athen. XIV, 630A, ch. 27,Hes. "éxarepetv (verb) vd mnpdc td Loyxla wxnd&v
éﬁﬂtfpubg tals wrépvars” (" hekaterein (verb), to leap up to the hips alternately
by either of the heels").




‘helicon (&aunidvs m,pr.-elicén).

An instrument by'whiuh they could measure the consmances (see Canon and
Monochord) .
R —

Ptolemacus describes the helicon in Harms (II, ch. 2; I.D. p. 41 "Nepl xprioeus
100 xavdvog mapd td Gpyavoy eAuxtyv" "About the use of the canon on the
instrument Helicon"). It was called Heliecon in a figurative sense from
"Helicon, the mount of the Muses" ("5 61 'EAux@va oaoLv af’ Spouc 'EAuxdvoc.
onov Moloar pudedovral yopevevv™; Porph. Comment. Rd, I.D. p. 157; aiso G.
Pachym. ap. Vincent Noticespp. 477 and 479). Ptolemaeus gives‘the following
diagram of Helicon (ed. I.D. p. 46):

B
z4
91 |¢ 6
. . F . K2 ™ 4

Naote: The helicon 1s the squére ABlA. We divide #he lines AB and BA in two
equal parts on the spots E,Z. We unite AZ and BHI; Ithan we take two parallel
lines to AT the E8K and AHM. If the line AT is 4%, then BK is 9, HMS,

7ZA6 (also AE and EB), AH4, ES3, EA2.

Thus we take all the symphonies and the tone (epogdous).
Cf. Aristides pp. 117-8 Mb, 98-99 RPWI,




hemiolios (nuidivog; m.pr. imiélios) from nu. , half, and 6iog, a whole;

in a general senee that which consists of a whole and one half of the whele,

Hemiolios logos (nuiLdivog Adyos); hemiolic ratio, i.e. 3 to 2 (or 6 to 4).

Hemiolic pycnon 4n the Chromatic genus was that shade (chroa, ypda) in

which the pycnon was equal to one semitone and a half, i.e. three- eighths
of the tone; Cf. Aristox. Harm. I, p. 25, 1 Mb.

See diesis,
AL 2§




hemitonion (nuuxdviov; m.pr. iﬁiténion); semitone. Also called "hemitoniaeon™

(interval; ﬁuHTOVLanv, Suvdotnua);

Cf. Aristox. Harm. II, ps 51, 25 Mb. The tone was divided into two unequal
semitones, the majer (vetzov) and the smaller (&€lartov). According to Aristides
(p. 114 Mb, 95 RPWI) in order to find the ratio of the semitone, as between

the numbers 9 and 8 (epogdoos 9:8) no other number existed, the ancients doubled
both these numbers (18-16) and took that which is found in between (i.e. 17); and
defined the first semitone 17:16, and the other one 1B:17, See also Ptolem.

Harm. (ed. Wallis, p. 48), Aristoxenus, however, divided the tdme into two equal
semitones; Cf. Harm. I, p, 57, 10-11 Mb.
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hendecachordon (evéendyopbov; m.pr. endecachordon); a system with eleven strings.
It consisted of three tetrachords of which the two lower were conjunct and

the third disjunct.

__’_,‘-r-""-]
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CE. Ptolemaeus II, ch, 4

%
The eleventh string was added by Timotheus of Miletus, Ion of Chios (ap. Brgk
PLG, vol. II, p. 427, Frg. 3): "Evbexdxopbe Avpn bexasduova tdfuv €xovoa" ("eleven-

stringed lyra with ten intervals').




f heptachordos, masc., and fem, (éwrdxnpﬁo 3 M.pr. eptéchordos); having seven
v, strings. Heptachordos lyra (értdxopsogc A¥pa); seven-stringed lyra.
heptachordon, neut. (éutdxopéov); a scale gonsisting of weven notes.
Heptachordon systema (extdyopdov gdotnua); see Lyra.
heptachordon was called a musical instrument with seven strings.
A
- Th. Kock Comic. Att, Frg. (Aristoph. Incerta; vol. I, p. 555, Frg, 659):
| "oy ola wpBrov Hbov Exrdyopsa wdvs'Suota’.




heptaglossos (exzdylwooog 3 m.pr. epthglosaos); an epithet of the phorminx
or of the lyra; having seven strings. Synonym of heptaphthonges.

Pind. (PLG, I, p. 207; Nemean V, verse 2u4) "&v 8¢ ufoac pdpuLyy’ "AxdAwv
Extdylucooy XPLo€y wAMATPY Sutnwy" ("in the midst of the Muses' chorus
Apollo, playing with golden plectrum, the seven-stringed phorminx").




i £ 1 . :
heptagonon (£ntdywvov; m.pr. eptagonon); a septangular (?) instrument mentioned
by Aristotle (Polit. VIII, e¢h. 6 < 7; 134IA "exvdywva xal Tplywva xal oouBUnaL

Moy Tdvta td Sedueva xeupoupyirfic exvotdunc” (“"the septangles, the triangles

and the sambyfae and all the instruments requiring manual skill").




heptaktypos (eéxrdxtuxog ; m.pr. eptaktipos); of phorminx and lyra, the same as
RaXCYE g P P !

heptachordos, heptaglossos, heptatonds, heptaphthongos.

Pind, (PLG I, p. 112; Pythian II, v. 70-71) "xdpLv entaxrimov odpuiyyos"

("for the sake Lor in honour | of the seven-voiced (seven-toned) phorminx'),




I
+anhs ~ 3 s . . o 3 ;
heptaphonos (gxrdpwvos; m.pr. eptaphonos); seven-voiced. See heptaphthongos
(below),




L : 4 .
heptaphthongos (Extdpoyyos; m.pr. eptaphthongoes); having or producing seven

notes. Heptaphthongos kithara or lyra; seven-stringed kithara or lyra; Eurip.

Jon v. R81.

The same as heptaphonos (Extdpuvos).




heptasemos, chronos (&xtdonuog, xodvog ; m.pr. eptasimos); consisting of

seven first times. See chronos.




heptatonos (extdrovog; m.pr. eptatonos); having seven (hepta) "tones"

(= notes, strings), Synonym of heptaphthongos and heptachordos.

Eurip. Heracles, ¥, 683-% "zapd te X€Avog eéxrtardvou poindv'" ("and where the

seven-toned (seven-stringed) chelys sounds").

Also, Ion of Chios (Brgk PLG, II, p. 428, Frg. 3).

See under tetragerys,




, Ponticus ('HpaxAeCéng o Hovr&u%s; m.pr. Iraclidis

Heracleidfs ’ Heraclides
Ponticés); uth cent. B.C. writer born in Heracleia ('Hpdnieiva) of Pontus in

Asia Minor (hence his surname Ponticus).

A pupil and disciple of Plato, he was appomted, according to Suidas, as his
substitute during his Master's absence in Sicily. Later he became a disciple
of Aristotle. Among his many writings (classified by Diogenes Laertius in
ethica, physica, grammatica, historica, etc), there are also writings on music,
which are cited by Plutarch and Athenaeus. Plutarch (De Mus. 1131F, ch. 3)
mentions a "Zuvaywyd t@v év povouxi" ("Collection of facts concerning wmusie"),

and Athenaeus (XIV, 624C, ch. 19) a work "On Music" ("Nepl uovouxiis").

The authorship of some of his works - on other subjects than music - is ascribed

by certain historians to other writers of the same name.

Cf. FHG vol. II (1848) pp. 197-224; Fr. Wehrli; "Die Schule des Aristoteles’:
Herakleides Pontikes, Heft VII, Basel, 1953 (especially pp. 46-50).
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hermosmenos (npuooudvoc; m.pr. irmosmenos) from dpudrevv (harmozein) = to fit

together; in music to regulate in accordance with the laws of music, Hermosmenos,

P«P+ = regulated in accordance with the laws of music, emmeles.

Hermosmenon melos : meloy (tune) obedient to the laws of melody.

Aristoxenus (Harm. I, p. 18, 18ff Mb) explains that '"the hermosmenon melos is
not constituted only by intervals and notes. A collocation upon a definite
principle is also necessary ~ because as it is obvicus, the anharmoston* (melos
violating the laws of harmony) is also constituted by intervals and notes; It
follows therfore that the most important factor in the right constitution of

the melos is the colloration in general and its peculiar nature in particular",

Cleonides (Isag. ch. 1, C.v.J. p, 179; Mb p. 1) defines the hermosmenon as

"that which is constituted by notes and intervals having a certain order"
("npuoouévoy 8¢ T6 Ex p8dyywv Te xal SLacTnudTey Toudy TdELy éxdvtwy aquyxel-
ueovv'"), In a more general sense the "hermosmenos" signified, harmonious,
harmonized; Sext. Empir. (VI, ¥ 13) "ol te uéya Suvvndévres év'mL3000069,xa&duep
wor Mdtwv, TOV 00gdy dpoLdy saoLy efval T pouvound, tiv $uxdv npuOguEVNY

€xovta" ("Those also who have been men of great ability in philosophy, such

as Plato, say that the sage resembles the musician as he has his soul "harmonized's
transl. by R.G. Bury, vol. IV, p. 379). Hippoprates Regimen ('"Nepl Suo€tne')

I, v 18; "xaAdc &€ nppoguevns  yidoons T uuummvﬁq t€pfLc, avappdotov S€ Avrn"

("When the tongue is well in tune [harmonizedl the concord cduses pleasure,

while when it is out of tune cquses grief" Lpain®).

The verb apudrrecfu. (harmottesthai; pass.) signified also to tune 'an

instrument; Plato Rep. 349F "apuortduevoc Adpav' (M tuning the lyra")

and in Phaedon, 85E "n uév dpupovia ..., 9cCdv TL S0tV &V T ﬁpuocuéun Adpa




("the harmonia .... is something divine in the well-tuned lyra").

Aristoxenus (Harm. I, p. 11,5) "7¢ wet'€otiv ¢ novoluev otav APUOTTOUEVOL

Tiv Xopd@v exautnuvdviiyey N éxvtelvopev” ("what is that we are doing [what

takes place ) when in tuning we tighten or relax each of the strings').

ottesthal (&pudrrteodar) signified also to adapt verses to an already
existing melody; Simonides (PLG III, p. 186, Frg. 184 [171] ) "tdv yAuxdveés

ratduy Luepov npudoare' .




hestotes - kinoumene# phthongoi (gaotiites - wxLvoduevor oddyyoL; m.pr, estétes,

kinodmenoi).

a) hestotes (from iornnu, to stand, to stay) were called those notes of a
tetracherd which were immovable; i.e. unchanged in spite of any change in the
genus of the tetrachord. Hestotes therefore were the extreme notes of the

tetrachord, e.g.

P

<1
0

et
[

Nicom. Emchir. (C.v.J.P. 263; Mb p. 26): "the extreme notes of a tetrachord

are called hestotes (Immovable) because they never change in any of the genera.

Aristoxenus uses the term "dx(Cvntou" (immovable) in the place of hestotes

(Harm., I,p. 22, 113 III, p. 61, 23 Mb). Alvpius calls the hestotes also

auALvels (steady, fixed, unmoved, unshaken); Isag. C.v.J. p. 368, Mb p. 2

"nt ~ o ~
£E0TWUTES HaL aMALvels'.

#
Among the hestotes the proslambanomenos 1is also included as it is unchanged

in the Greater Perfegt System (in any genus).

b) kinoumenoi (xLvoUuevor,movable; from uivoluar = I move) were called the

notes found between the two extremes of a tetrachord.

—

a) Diatonic b) Chromatici« - .¢) Enharmoniec
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By Bacchius (Isag: ¢ 36, C.v.J. p. 300; Mb p. 9) the movable notes are called

"pheromenci” ("gepduevor"; from gépeadaL = to be led or brought or moved from

one place to another). Cf, Aristides (De Mus. Mb p. 12, RPWI p. 9)

Note: the extreme notes of a tetrachord, or of a system or group of intervals
were called axpot (pl., extremes) while those in between peooL; Aristox.

Harm, II, p. 46, 20-22 and I, p. 29, 32 Mb,

Cf. Cleon Isag. ch. 4 (C.v.J.pp.lBS—G; b pF.6—7); Bacch, Isag.¢§35—36
(CovoJ. p. 3003 Mb p. 9); Alyp. Isag. (C.v.J. ch.4, p. 368; Mb p. 2); Nicom.
Enchir. ch. 12 (C.v.J.p. 263; Mb PP 26-27) .,




Hesyehius ('Hodyvoss; m.pr. Isichios); 5th cent. A.D. grammarian and lexicographer

from Alexandria known as "Hesychius Alexandreus" ('Hovxitoc 'AAeEavépeds). His
dictionary is considered one of the most important sources of infgtmation on
the Creek language, history, life and arts. Among the rich material of the
Lexicon we find many infpgmations regarding the meaning and the use of ancient

musical terms, instruments etc.

The full title of the Lexicon in Greek was "'Houxfou ypouuatuxo® ’Alefavbpug
ouvaywyd xoo@v AéEcwy xatd ortouyeTov &x t@v Apuotdpyov xal ‘Antwwos xal ‘HAvoddpou
("Hesychius', grammarian of Alexandria, Collection of @ll words in alphabetical

order after those of Aristarchus, Apion and Heliodorus").

First edition of the Lexicon was published in 1514 by Aldus Manutius, in
Venice under the supervision of the Cretan philologist Marcus Musurus (M@pxos
Movoodpog, 1470-1567), who edited also many other Greek works (of Athenaeus,

Plato, Aristophanes, Euripides, ete.).

Other editions followed; by A. Francino (Florence, 1520); C. Schrevelio -~ J.
Pricaei (Leyden, 1668); Johannes Alberti (Levden, 1746-1766); Mauricjus
Schmidt (Iena, 1858-68).




heterophonia (Erepowmvﬁa 3 M.pr. eterophon{a); heterophony. This term was

used by Plato in the Laws (VII, 812 D); Speaking about the education of the
youth, he says ""the master of the lyra and his pupil should use this instrument
in such a way that the melody be simply reproduced on the lyra note by note.

But as to the heterophony and variety of the lyra, when the strings sound ong
tune and the composer of the melody another .... it is not necessary to exercise
the boys to such things" (" .... 1dv 8 €tepoowviov xal mountdlav tis Apas, d@iia

PEV pédn Tdv xopblv Levo@v, dlla &€ tol Trv pelwdiav Euvdévroc wountod .....").

The question whether or not ancient Greeks had a kind of polyphony raised long
and often passionate discussicns among scholars, especially in the last century.
The problem has not been definitely solved. What is rather more generally
accepted is that in choruses the voices sang in unison or in parallel cctaves
(Cf. Aristotle Problems XIX 17, 18, 39b). In the case of instrumental
accompaniment of vocal pieces, the accompanying instrument (while playing the
same melody at the octave above) might use here and there some ornamental
elaboration or some other than the octave intervals., In instrumental music
also something similar might have been in use. In all cases the accompaniment
was placed above the main melody; Cf. Ayist. Problem XIX, 12 "&ud t¢ t@v L Yol
yopd@v n Baputépa ael 6 u€Aos AauBdver;” ("Why is it that the lower of the

ftwd]strings has always the melody?").
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hexachordon (éiégppéov; m.pr, exachorden); a system of six strings. According

=3 i ol ]

to Boethius the sixth string was added to the pentachord by Hyagnis . No

ancient authority supports the use of the hexachordon system.
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hexasemos (eEdonuog; m.pr. exasimos) chronos; consisting of six first times.

See chronos.
e




i
hexatonos (&&dtovoc; m.pr, exatones); having six tones. Hexatonos was the

dia-pason (octave) as centaining six tones in all. Plut. De Animae Procreatione
in Timaeo ("Mepl tiic ev Tuuady guxoyovlag") 1028E, ch.31 "dorep TLvd ounpwvlay

» [ " = » 3
EV e€atov Sud magdv anodUswol" ("in the seme way as the diapason makes a
2 OV )

consmance (concord) by six tones').




hexes (effigy m.pr. exis); contiguous. Hexes phthongoi, notes following each

other in pitechj; centiguous notes.

Bacch. I$ag.~?26 (Cuv.J. p. 298; Mb p. 7) "Tetpdyopbov' tdELg 9ddyywv eEfig:-
uclgﬁouuévmv“ ("Tetrachord is a series of notes sung the one after the cther

[contiguousli]"}.

‘EEfic TeTpaxopda (Hexes tetrachordd); contiguous tetrachords, either conjunct

or disjunct.

‘EEfic Sudorrpatea (Hexes intervals);the intervals which follow each other in

pitch; those the extremities of which are "hexes", i.e. contiguous.

Cf. syneches.
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Lievakion , melos (Lepduiov uélog; m.pr. ierakion); a melody played on aulos

by young men during a procession in honour of Hera, in Argos; the procession,
held by girls carrying flowers (dvdecgdpoL), was a part of the feast of the

sacred marriage of Zeus and Hera.

Pollux (IV, 78): Lepdxiov 76 'ApyoAuxdv, o talc dvecopdpoud év "Hpag &xniouy"
("The Argolic Hierakion [ melosl] which was played on aulos [accompanying] the

flowers~carryfing girls celebrating Hera").

2 . 5 e :
b) hietakios nomos (Lepdniog vouog ; m.pr. ierakios nomos); an auletic nomos,
£

so-called after Hierax , a pupil of Dlympus, from Arges (ec. 7th cent. B,.C.)
who died very young. Pollux (IV, 79): "And there was a nomos [ called ]

. %
Hiérakfos from Hierax who died young, and was Olympus' suppliant (protege),

pupil and lover',

See also Athen. XIIT, 570B, ch. 26 ("alrar aUAntpléeyg 6€ udvov aviodoLy

'I€panog vouov" = "these auletrides play “only the nomos of Hierax").

lote: Probably 8oth the hierakion melos and the hierakios nomos were one and

same thing.
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s (Lepeorddc: mupr. ieraidos); sacred epic singer, minstrel,

J ) » ®
See aouLbds faoidos).
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Hierax ( I€pak; m.pr. Ierax); 7th cent. B.C. aulete and composer from Argos,

According to Pollux (IV, 79) he was a protégé (or suppliant), disciple and
%

lover of Olympus , and died very young. His name is connected with the

Hierakios nomos®* op Hierakion melos, explained above, under its name. To

him was also attributed a melody for aulos~5oﬁo called Endrome * which was

played at the Olympic Games during the contest of pentathlon.




hieraules (lepavines jeravlis); aulete performing during the sacred ceremonies

and the sacrifices, In the Eleusinian mysteries he was the head of the sacred

music, and the chief of the Hymnodes({'Yuvuwéo().




hlerosalplktes and hierosalpingtes (lepooalwmiyxtric and LEPOTRARLXTHS; m. pr.

1erosa101ktls) the player of salpinx (trumpet) at sacrifices. Pollux A

86): "o &6¢ éxl Tolg vepels, Lepooadniyntric" (" and the player of salpinx at

sacrifices was called hierosalpingtes'). Pollux adds that "Lepds cairLyxrdc"

("sacred salpingtes") is a more appropriate expression.




hilarodia, hilarodos (ilapwéia, LAapwbde; m.pr. ilarodf;, ilarodéds).

a) hilarodia; the singing of cheerful and joyful songs. Also the art of
the hilarodes.

b) hilarodos; a singer of cheerful and merry songs. He was considered a

serious artist, and was crowned at the competiioms.

Athen. (XIV, 621B, ch., 14): "More serious than these poets is the so-called
hilarode, because he does not make indecent gestures; he adopts a man's white
govn, and is crowned wikth a golden crown ..., he is accompanied, as the aulede,
by a kitharist male or female; and the crown is presented to the hilarode and
the aulode, but not to tb? "psaltes" (the kitharist or player of a stringed

instrument by bare fingers) nor to the aulete').

Sometimes the hilarodos was wrongly confused with the simcdosf’a singer of

indecent songs.



himaeos (Cuatqg; m.pr. iméos); a ¥olk-song of the millers. Himaeds is mentioned

(ap. Athen, XIV, 618D, ch. 10) among other folk-songs, in these words, "(lpatog

N €xuudivog wadovpévn L aéh 1 fv mepl tds dAértovs Adov" ("himaeos, the so-called
"epimylios" [mill-song] which they sang while grinding". Also Aristophanes

the grammarian (ap. Athen, 619B, ch. 10: "({uaCeg Qéﬁ pudwdp@v"” ("himaeos,

a song of the millers"), Plutarch (in Septem Sapientum Convivium, 157D-E, ch.l4)
has preserved the verses of the refrain (burden) of a charming mill-song of
Mytilene, of the time of Alkaeus and Sappho:

" "Adeu, e [pdkaj, aAeL "Grind, mill, grind,
xar ydp NMuttands dleu, because Pittacus grinds too,
peydiag Mutildvac Racudedwv™ the Governor of great Mytilene

(Pittacus, considered as one of the seven wise men of ancient Greece (7th to
6th cent. B.C.), had been Governcm‘[utauuvﬁrns, assymnetes, elected governor]

of Mytilene for ten years).

Note: Himaeos was called after himalis (Luails) which, as is explained in

Athen. (618D, ch. 10), ameng the Dorians meant the product (vdorog) and the

measures (éxlpetpa) of wheat-Fflour.




hippophorbos (LxxopopBdc; m.pr. ippophorvos); a kind of aulos used by the horse-

breeders.

Pollux (IV, 74): "hippophorbes; it was invented by Libyan nomads, who use it

for horses" pasturage. Its material was laurel denuded of the bark, with the

pith extracted; it produces a piercing sound, which affects the horses by its

acuteness".

Note; The word hippephorbos (ixrogopRdc) principally meant horstbreeder.

Hes. "LxxogopRdc' Lxmetpdpoc" ("hippepherbes = horse-breeder').




Histiaeus ('Iotruatoc; m.pr. Istieos); end of 5th to 4th cent. B.C. musician

from Colophon (Kolowiiv; hence his surname Kologuviog, Colophonius).

He is accredited by Nicomachus with the addition of the 10th string (excerpta

en Nicomachej ch. 4, C.v.J. p. 274, Mb p. 35). His time may be placed between
&

Prophrastus (middle of the 5th cent.), who added the 9th string, and

: #®
Timotheus (450-360 B.C.), who added the 11th string. No other information

regarding his life or his career is known.




hodos (064¢; m.pr. odés); road, route, street, In music it was used in the

meaning of a course or a progression from a certain point upwards or downwards.
Aristox, Harm. (IIT, p. 66, 27-28 Mb): "'Axd 6€ 1ol Sutdvou 6¥o pév 66or (plur.)

exC 14 BEY, ula &'ént 16 Bopy" ("From the ditone there are two [ possible ]

progressions one upwards and one downwards").




holmos (olpog; m.pr. élmos); the upper part of the mouthpiece in which the

reed was inserted and which was put between the lips. With the Ezpholmion*

it formed the mouthpiece of the aulos. Both were attached at the extreme

upper gnd of the aulos,

Phot. Lex. ”Eluok (plur,) xo¢ vgdipLa, €xC adAdv" ("holmoi (pl.) and hypholmia;
on aulei"). Th. Kock Comic. Attic, Frg. (Eupolis @CAGL; vol. I, p. 331 Fr, 267)

"pEyneLv 6€ Tovg OAuovc” = "to blow the holmoi.

Cf. Pollux, Iv, 70; and lyra.




homoeotropos (duoidrpenoc; m.pr. omiétropos); similar, of the same syyle.

Plut. De Mus. (1137B, ch. 18) "uaptupel yoUv td "OAdunov te xal Teprdvdpou
Rounuata xal Té@v toUtoug Spottpdrwy (pl.) mdvrwy" ("as testify the compositions
---l——*—u—-_n

of Olympus and Terpander and all [ other compositions ] of the same style").




homophonia - homophenoi phthongoi (o6uoguwvia - SudgwvolL p8dyyoL)s m.pr.

omophonia, owgphoni phthongi);

Homophonia (homophony) is the unison and by extension the octave, double-
octave etc, Bacch, Isag. § 60(C.v.J. p. 305; Mb p. 15): "Opogwvia’ Stav dua
6o pddyyoL tuntdueval urte SEUtepou, wrte Bapdrepol EAAMAwv Uxdpxwar' ("ho-
mophony [is) when of two sounds struck together none is higher or lower
than the other").

Ptolemaeus (Harm. I, ch. Vii; ed, Wallis III, p. 15; ed. I.D. p., 15§ defines

the honophones as "these sounds which played together give acoustically the
impression of one sound, like the diapasons (octaves) and those which are
composed of them'" (' 'Oudpwvor uév, ol ward v opdovoLy €vds avTUAndLy
tuxovoOvres tals &xoals, otov ol Sud-wmachv xal EMX ol éx Toﬁ;wv auvtLdduevol’),
Homophones therefore are, according to Ptolemaeus, the octave, the double-
octave etc. ("0 te xpibroc moirarddovoc xal ol Ux' aUrol perpoduevol'). -Eepwwersy
Porphyrius in his Commentarius (Wallis III, p. 292; ed. I.D. P. 118, 18fF)
defines "First the octave, and then the double-octave and the triple-octave",

Ptolemaeus (ibid) divides the intervals in three categoriesj firstly the
Homophones, secondly the Symphones and thirdly the Emmeleis. "First because
of its superiority comes the class of homophones" ("Nponyodpevov ueév, apetic
gvexa, T6 ThHv 6uogdev”). And of the homophones the most unified and the
best is for him the octave ("Tév 6¢ opoguwvey evetundratov xar xdAlvotov Td

§Ld moodv' ).

For Gaudentius (Isag.y8 C.v.J. p. 337; Mb p. 11) "homophones are those emmeleis*
sounds (fuperete pddyyoL) which do not differ in piteh ("ou urre Bapdrnti, prite
dEUTNTL SLogépovrar &AArdlwv"). Aristides (De Mus. Mb p. 123 R.P.W-1 p. 10)
defines homophones as the notes which differ in function but have the same

pitch" ("oudowvor &€ oltives SuvauLy pév aldolas guviis, Tdowv &€ conv énéyovouv").




1,
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The terms 1sotonia - isotonoi (bUOTOULu = LUUTOVDL), ond homotonia - homotonoil

(dpotovin - oudtovoL) were also used for homophonia - homophonoi.

See

also under symphonia - symphonoi.




. I + i~ .
homotona (oudrova; m.pr. ogotona) onueta, Sl%ﬂﬂ.

See below, "homotonoi, phthongoi".




£ I , i . L
homotonoi phthongoi (oudrovol 930YYOL; m.pr. omotoni); notes having the same

pitch; a synomym of isotomoi.

Cf. Porph. Comment. (ed. Wallis, III, p. 258; ed. I.D. P. 82, 19). Gaudentius

(Isag. 21 C.v.J.p. 350; Mb p. 23) calls "homotona" (neut. pl.; oudrova) the

signs used for the homotonoi phtongoi.




hormos (opuoc; m.pr. 6rmos); a kind of eyclic dance. According to Lucian's

deseription of it ("On dancing" y 12) it was performed by a common group

of maidens and adolescents, dancing in a Fformation resembling. the necklace.
Leading the dance an adolescent imitated with youthful movements war-figures.

A maiden followed with decent and reserved movements. Se, as Lucian concludes,

wisdom and bravery were combined in hormos.




horos (§£g§; m.pr. éros); in Aristoxenean terminology the lemit, the boundary
of an interval; Harm. (II, Mb p. 49,20): "todg Téiv SracTnudrwy §322§" (pl.) =
"the boundaries of the intervals". Also II, p. 56, 1 + 18, and especially
III, p. 59, 15-19.

In Anonymous (Bell. ¢ 12, p. 27) the term "horos" (opog) is used in the sense

of "definition"; 0pog pououxfic® wovouxd eotuv éxvothun ete.”" ("definition

of music: music is a science etc.");



Hyagnis (”yayuuu; m.pr. Iagnis); mythic musician from Kelaenai in Phrygia.

According toilegend he was a pupil of Mariandynus (Mapiavéuvds) 'the inventor
of the threnetic auledy'. To Hyagnis were attributed the invention of the
aulos (single and double-piped) and of the auletic art (Plut. De. Mus. 1133F,
c¢h, 7). In the "Parion Chronicon*" (ed. Jacoby F.; v. 10) we read that "
"Hzagnis of Phrygia first invented the aulos at kblaenai, and first played
on it the harmonia called Phrygian and other nomoi of the Mother (Cybele) of
Dionysus and Pan" (""Yayvig & Op¥E adlovs mpdrtos nipev &v Kelawvale xal triv
dpuoviav TAV xadoupévny @puyLotl mpEtoc nuAnoe xal dAiove vduous Mntpde Avo-

viow, Navdg™).

Alexander in his "Collection on Phrygian history of music" ("Zuvaywyn t@v mepC
®puylag") ap. Plut. op. cit. (1132F, ch. 5) says that "first Hyagnis played
the aulos ("“Yayviv 6€ wpiitov adAficar'), and after him his son Marsyas and

then Olympus".

The introduction and propagation in Greece of the aulos and the auletic art,
and the Phrygian harmonia as well, were generally ascribed to Phrygian musicians,

[ &
and by legend to the first "Phrygian triad" Hyagnis, Marsyas and Olympus .

Anonymous (Bell. \ 28, pp. 34-35) says that "the Phrygian harmonia sounds =3

better on the wind instruments; witnesses the first inventors Marsyas, Hyagnis

O

and Olympus, the Phrygians" ("'H ®pdyvog apuovia wpuwreveu év eumvevotols Opyd-

voLg® udprtupeg ol mpiitoL eVpetal, Mapodags xal “Yayvie xal "Olvumas, ol dpdyec").




hydraulis, hydraules, hydraulikon organon (U8paviis, VspavAoS, VSPAUALXEY
OpPYQOVOV; M.pr. idravlis, idravlos, idravlikén organon) from Udwp, water,

and ad\dg, aulos; a water (hydraulic) organ in which the sound was produced
by hydraulic air compression. The principle of the hydraulis (also called
hydraulos and hydraulikon organon) is based on the syrinx pelycalamus or
Pan-pipes. The invention of the hydraulis has been attributed to Ktesibius*.
a Greek mechanician of Alexandria; Alkeides (ap. Athen. IV, 174B, ch. 75)
describes him as a '"barber", while Tryphon in the Third book of Denominations

(ap. Athen. ibid) clearly speaks of him as "Ktesibius the mechanician".

It seems that the principle of producing sounds by hydraulic air compression
was an idea which Plato adapted on a night-clock like a very large clepsydra
(xAe¢¥bpa), and in which the hours were sounded by hydraulic air compression
cn pipes; Athen. (ibid): "it is said that Plato gave a small idea (hint)

of its construction by having made a night-clock: =similar to the hydraulic

L Mry large clepsydra" ("XéyetaL &€

SoUval TOD XATGOKEVECUATOS VUNTEPLVOV TOLROGVTA WPOAGYLOV EOLXOS T VdaaU=

3 - L

AL, otov xkegUdpav peydinv Alav').

Archimedes was also accredited with hydraulis® invention by some witiers..

1. Hero : "The Pneumatics of Hero";translated and edited by Bennet Woodecroft

(London,1851)

2. J.W.Warman : "The Hydraulic Organ''; Proceedings of the Musical Association"
1903-4

3. Carra de Vaux : "L'invention de l'hydraulis'; "Revue des Etudes Grecques'

XXI ,Paris 1908
4, H.G.,Farmer : "The Organ of the Ancients : from Eastern Sources"; London 1931
5. G.Bédart : Note sur "L'Hydraulis";"Monde Musical” u4,Paris 1933,p.225

6. A.Cellier : L'Orgue hydraulique d'Aquincum'; "Monde Musical" u4,Paris 1933,
p.190

7. C.Sachs : The History of Musical Instruments; N.York,1940,pp.143-1u45




L
hvmenaios (Upéveroc; m.pr, imeneos); a nuptial or bridal song. It was sung

by friends accompanying the bride from her parents“ house to that of the
bridegroon. Hes. 'Yuevatwv' yapuniv aopdrwv, pélog @6#E" (“"Hymenaeoi [pl];

nuptial songs; melodies"); afso Athen. XIV, 619B, ch, 10.

The melody was also played on the aulos; Pollux (IV, 75) "ableC 66 © udvavdog

pdiota tdv yaunitov' ('"the nuptial song in played chiefly on the monaulos").

Anaxandrides in "The Teasure} (ap. Athen. IV, 176A, ch. 78) says '"picking up

the monaulos (single-piped aules) I played the nuptial song" ("avalaBdév udvav-

Aov nulouv TV Vudvatov').

See alse gamelion.




hymn (ﬁgxggg m.pr, i%nos); principally a sacred ode addressed to a god or a
hero; Plato Laws (book III, 700B) "xal Tu Av elboc @ofic edxal rpdc Seovg,
Svona 8¢ Yuvor Exexcdofvro” (" and a kind of ode, prayers to gods which were
called hymns"). As poets of hymns in remote times, almost mythic, were cited
Olen{ ('2xqv) from Lydia, Orpheus, LLnus*, Ev.,lrncaJ.;.\us"r and Husaeus*. Such
hymns were the well-known "Homeriec Hymns" (" ‘OunpuxoC “Yuvor"), of which

33 in dactylic hexameters have been preserved; They were epic songs recited

by thapsodes in feasts.

Sacred odes inserted in tragedies were also hymns;

Cf. Aeschylus' Agamemnon, verses 160ff, the Hymn to Jupiter by the chonus.
Among survived hymns there are also interesting fragments with musical

notation; See "Remains of Greek Music'".

hymnodos (Vuvwsds; m.pr. imnodos); singer of hymns.

hymnodia (dpvpéla; m.pr. imnodia); the singing of hymns.

hymnodein, v.(ﬁuugﬁetv; m.pr. imnod{n), to sing a hymn; to praise by singing.

Also hymnein (Yuvetv; m.pr. imnin).




hypagogeus (Uraywyee; m.pr. ipagogafs); a movable underprop made of wood

in hemispheric feem and used to shorten the length of the strings; a sort
of fret of the stringed instruments.

Cf. Nicom. (Harm. Ench. c¢h. 10; C.v.J. p. 2543 Mb 18); Ptolem. Harm. (I, ch.3;
I1, ch. 2 and 12 etc; ed. I.D. pp. 9,25 48,65 66, 29 respectively).




fiypate (Dxdrn; m.pr, ipati) = highest; so called the lowest note or string;

it was so called (highest) because it was placed at the remotest and of the

strings. Aristides Quint. (I, p« 10 Mb; R,P.W-I p. 8) says that "hypate

hypaton was the first note of the first tetrachord, because the ancients

used to call hypaton (Uxatov) the First (" Yxdtn 6¢ Urdrwv, dtu tol xpdrou
A

TeTpaxdpdou npdtn ti%eral’ T4 vdo ¥oiiTov Unatov exdlovy ol radavel').
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See Onomatothesia.
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hvpatoeides, topos (Umatoeiéric, tdmog; m.pr. ipatoidis tdpos); the region of
the hypate; the lower regigon of the voice;Cf. Anon. Bell.j’63-64 pp. 76~77
and Note on | S63,64,

hypatoeides phthonges (dnatoeLdric 99dyyoc) was called the lowest note of the

pycnon; the note produced by the string parhypate. Cf. Bacch. Isag., 43
(C.v. J. p« 3025 Mb p. 11).

hypatoeides tropos (dratoeLdric tpdnoc); a kind (style) of the melopoeia (of

the composition of melos). One of the three "tropoi'" (kinds, styles) of
composiﬁpn discussed by Aristides (Mb p. 303 R.P.W.-I p. 30); the hypatoeides
coincides with the tragig style of composition.




bhvpaulein (Uravletv; m.pr. ipavlin}; to accompany (a song or a dance) by aules;

- - *
in this sense it is a synonym of "prosaulein” . Epicharmus (ap. Athen. IV, 183C,
ch. 81): "yal Uxaviel ogLy cogdc xL9dpa xapLopBrdac" (" and a skilful kitharist

plays for them pariambides to aulos accompaniment' (see the full text under

Pariambides). This sentence however presents some difficulties, and it has
been translated in differert waygsiCh. B. Gulick ('"Deipnosophistae" London,
1937; wol. II p. 302) translates "and one skilled in the cithara pipes for
them harp airs in accompaniment", F.A. Gevaert (Hist. et Theor. de la Mus.
de 1' Ant., vol. II, p. 360, note 2) translates '"tandisque sur la flﬁte,

qui se joint & la cithave, un habile musicien joue (Urauv)eC) des pariambides"
("while on the flute, which joins the kithara, a skilful musician plays
pariambides').

Dem. ond LSJ: UxauAéw = play on the flute in accompaniment.
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hyperaeolian tonos (uxepaidiios tdvog; m.pr. ipereolios tonos); the second

tonos in the series of 15 tonoi of the neo-Aristomenfan system. Cf. the

Table under Tono=m.




hyperbaton (UzepBatdy; m.pr. ipervatén); transilient; oppos. of hexes.

Hyperbaton systema (UxepBatdv odotnua) Was the system in which the progression

was made by transilience instead of by contiguous degrees, Aristox. (Harm.

I, p. 17, 30 Mb) "for every system im either continuous or transilient”

("név ydp odotnua AtoL ouvexéc N SrepBatdv éortL")., CF. Cleon. Isag. ch. 10

(Cov.J. p. 199; Mb p. 16-17); Aristides (p. 16Mb; R.P.W-1 p. 13).

Hyperbaton diastema (UrepBatdv Sudotnua); transilient intervalj; any interval

bigger than the second in the Diatonic genus. The verb "hyperbaenein"

(UrnepBalveLv; m.pr. ipervénin) in music signified to leap. to pass (or sing)

over by leaps, or to leap the distance between two notes.




1 Fl .l rd
hyperbolaeceides (uUxepBolavLoeLdrc; m.pr. ipervoleoidis) locus (rdmog); the
region of the veice comprising all notes above the netoeides locus; the region

of hyperbolaeon, i.e. the region after the nete synemmenon (Cf. Bell. Anon.
y 64, p. 77).




hyperbolaeon, tetrachordon (UrepBolalwv, TeTpdxopdov; m.pr. ipervoleon);

the highest tetrachord in the Greater Perfect System and the Immutable
System (Cf. systema),

a) Gr. Perf. Syst. b) Immutable Syst.
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The notes of the tetrachord of Hyperbolaeon were called; Trite hyperbolaeon
(f), Paranete hyperbolaeon (g) and Nete hyperbolaeon (a). The note e (last
note of the tetrachord diezeugmenon, and first of the tetrachord hyperbolaeon)

was called Nete diezeugmenon.
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hyperdiazeuxis (UmepdidZevErLc; m.pr. iperdiazefxis) from hyper (uuép; above,

beyond) and diazeuxis (disjunction). It is formed when two tetrachords are

separated by an octave (dia-pason). Hyperdiazeuxis is found between the

tetrachord of hypaton (b-c-d-e) and the tetrachord of hyperbolaeon (8ve e-

f-g~a).
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Cf. Bacch. Isag. y87 (C.v.J. p. 312; Mbpp. 21-22) and Man, Bryen. Harm.
(Wallis III, p. 5086),




Hyperdorian, tonos (Oxepbiprog, TOVOS; m,.pr. ipepd&rios); the fifth tonos in

the series of 15 tonoi of the neo-Aristoxenean system

3 it was the Mixolydian

tonos of the Aristoxengan system of 13 tonoi (No 3 in the respective table).

Cf. Tonos.




hyperhypate (Urepurdtn; m.pr. iperipati); Aristides calls hyperhypatai (pl.)

the notes (or strings) higher than the hypate which are movable (kinoumenoi)
and change according to the genus (Cf. De Mus, Mb p. 10, RPWI p. 8 "alrtat ye-

VLxiic Urepurdral radolivral').




Hyperiastioan, or Hyperionian tonos (UnepudoTLog, or  Uxepuuwviuog, TIVeg; m.pr.

iperidstios, iperianios); the fourth tones in the series of the 15 tonoi of
the neo-Aristoxentan system. It was the Higher Mixolydian (MuEoAJéLos dEUtepoOg

No 2) of the Aristoxen®an 13 tonoi. Cf. Tonos.




I
Hyperlydian, tonos (UmepAudioc: Tévos; m.pr. iperlidios); the first tonos in

the series of the 15 tonol of the neo-Aristoxendan system, Cf. Tonos.




hypermese (Urepuéon; m.pr. ipermesi): the string "above" the mese as regards
its pﬁace in the lyra or the kithara, but lower in piteh than the mese by a

second, The hypermese was afterwards and usually called "lichanus":

ef. G. Pachymeres (ap. Vincent Notices, p. 406); Ch. Em. Ruelle: "Deux Textes

grecs Anomymes" (Paris, 1878) p. 5; Nicom: Enchir. ch. 3 (C.v.J. p. 2432, Mb P.
7.

See also Lyra and Lichanus.




'4
Hypermixolydian, tones (UreprpuEoivsuoc, tdvog; m.pr. ipermixolidios); the

higher tonos (ilo 1) in the Aristoxenfan system of 13 tonoi, and the third
ﬁ
(under the name of Hyperphrygian ) in the neo-Aristoxenfan system of 15 twnoi.

Cf. Tonos.




Hyperphrygian, tonos (UxepoovyLoc, tdvog; m.pr. iperphrigios); the third

tonos in the series of the 15 tonoi of the neo-Aristoxentan system, and the

higher ténos in the Aristoxenian system of 13 tonoi, under the name
b2
Hypermixolydian .

Cf. Tonos.




hypertonos (ﬁuéptovog; m.pr. ipértonos); Dem, LSJ: strained to the utmost;

exceedingly sharp or loud.

Hypertonon salpisma (dxéprovov odirvopa); very loud (or high pitched)
trumpet-call.




hyphen (do'€v, later doév; m.pr. iphen); a tie joining two consecutive notes;

it was expressed by a slur e.g. IL, LF, F £ ete,

When khe first note was lower the phenomenon was called by some "Ug'év €owdev"

(hyphen from inside; see Epitasis) and when the first note was higher it

was called "U¢'év €Ewdev" (hyphen from outside; see Ekkronsis-Eklepsis).

a) hyphen from inside b) hyphen from outside
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The hyphen was the centrary of diastole ete; Sergius (p. 1836 ap. Vincent
Notices, p. 221, note Q) says: "Hyphen est contraria diastole".

Cf. Bell. Anon.ys 4 and 86-87, pp. 22-23: Vincent "Notices" pp. 53,281 .




hypholmion (UpdAuvov); the lower part of the mouthpiece which supported the

®
holmos  (from hypo [616, under | and holmos). It was attached to the

%
bomhyx of the aulos, and had the form of a bulb, Both the holmos and the

hypholmion formed the mouth-piece of the aulos.

Cf. Pherecrates (ap. Phot. Lex., ed. G. Hermann, 1808; p. ueu4).

Pollux IV, 70 " tiv 6€ a&Awv avAdv td pépn ..... OApot xal Ugdiuva" ("and

the parts of the other muloi [ arel ........ holmoi and phypholmia" plur.).




hypodiazeuxis (bxdsudrevELg; m.pr. ipodiazefxis); it is formed when two
tetrachords are separated by dn interval of the fifth, and their extreme

notes are at a distance of an octave,

Man. Bryen. Harm. (ed. Wallis III; sect. Xi, pp.505-6): "Hypodiazeuxis
is when between twottetrachords the dnterval of the fifth is placed, and

their extreme notes are in concord of the octave between each other. There
are two hypodiazeuxeis, a lower and a higher. The first is formed when

the tetrachord of Hypaton is separated from the tetrachord of Diezeugmenon

by the tetrachord of Meson (e-f-g-a) and one tone, between the Mese and the
Paramese (a-B); the second is formed when the tetrachord of Meson is

separated from that of the Hyperbolaeon by the tone between Mese and Paramese

(a2-B) and the tetrachord of Diezeugmenon [b-c-d-e)" . Between the extreme
notes, b-b and e-e', there is a distance of an octave. See also Bacch. Isag.
y'88 (C.,v.J. p. 3113 Mb p. 21).




Hypodories, harmonia (VmeddpLos; m.pr. ipoderios) or Hypodoristi (UmodwpuLaoti;

m.pr. ipodoristi’); the octave series (8ud xaollv, octachord) a-a; in the

diatonic genus:

&~hi=e=~d=-eg~-Ff~g=a
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This harmonia was known first as the Aeclian (or Aeclisti) but since the time

0 of Aristoxenus the term Hypodorian was generally used.

The expression "Hypo-Dorian"” (hypo =under) is explained in Athenaeus (XIV,
625A, ch. 19) as used by analogy to ¢ther similar expressions; "as we call
what is near (resembles) to the while, whitish, and what is not sweet, yet
near to it, sweetish, in the same way we call Hypo-dorian that which is

not quite Dorian",.

b) Hypodorios, tonos ( "YrobpLog, Tdvoc); the lowest of the 13 tonoi in the

Aristoxengan system, and of the 15 tonoi of the neo-Aristoxentan system,

Cf. Tonos.




/
hypogypones (ﬁnoydnmveg;m.pr.inogipones) pl.jdancers who carried sticks (or walkine-

canes) and used to dance imitating old people,

Pollux (IV,104) "ol &¢ unoySravec, yepdvtwy Ond

x‘;ul{[ilocrlbg ['-_’l\? UL'LII*FLV ELyov" ("lhe
AVDogypones Wit.! the Fil.d of Stickg i .‘fi't?.[ted the old _L!'.?OT_')].':'.-”).
;

Their dance was also called hypogypones.




hypoiastios,tonos (bloE&oruos,révos;m.pr.ipoiistios),or Hypoionios,Hypoionian

(610E6vuos;m.pr.ipoiénios);the 14th in the series of the 15 tonoi of the neo-
Aristoxen®an system.Cf.Tonos.




hypokitharizein,v.(OxoxL9aplteLv;m.pr.ipokitharizin) ;to accompany the song with

the kithara.Cf.Hom.I1.XVIII,v.570 and "Scholia in Homeri Iliadem" by Gul.Dindorf,
Oxford 1875,vol.II,p.177.




Hypolydios ,harmonia (dro)d6Los,apuovia;m.pr.ipolidios) or Hypolydisti (UxoludiLotl;

m.pr. ipolidisti);the octave series (octachord) f - f;in the diatonic genus:

This octave species was called by Plako "Chalarda Lydisti ("Xalopd Aot jslack
Lydian) ,by Plutarch "Aneimene [or Epaneimene Lydisti" (’Aveuuévn or 'Exaveuuévn
AvSuoti;Slack,loose Lydian),while in Aristides Quintilianus it appears as Lydian;
Cf.Harmonia.

, The invention of the Hypolydian was attributed to Polymmestus (end of 6th cent.
B.C. )

b) Hypolydios,tonos (VmoldbLog,Tdvog);the 9th tonos of the 131 tonoi of the Aristo-
xenfan system,and the 11th tonos of the 15 tonoi of the neo-Aristoxentan system.

Cf. Tonos.




hypolyrios (VmoAdpLog;m.pr.ipolirios);placed "under" the lyra.See donax.




Hypophrygios ,harmonia (OxoppYyLogs,dpuovia;m.pr.ipophrigios);the octave sepies
(6Ld ~ rao@vjioctachord) g - g ;in the diatonic genus :

Before Aristoxenus it was generally known as Iasti (Laot()op Chalara Iasti
(Plato) i.e.Slack Ionian.

b) Hypophrygios,tonos (OnoppYyLog,Tévos) ;the 11th tonos of the 13 tonoi of the
Aristoxentan system,and the 13th of the 15 tonoi of the neo-Aristoxenkan system.

Cf.Tonos.




hypotchema,hyporchematike (Jxdpynus,dxopynuatukd; m.pr.ipdrchima,iporchimatiki).

a) hyporchema was a melos sung with dancing in honour of Apollo.Hyporchema was
also called the dance itself.Lucian ("On dancing",16):"In Delos not even the
sacrifices were performed without dancing,but with it and music ...the songs

composed for these dances were called hyporchemata " (pl.).Procl.Chrest.,17:

"Hyporchema was called a song sung with dancing" ("'Yxdpxnua 6¢,76 uet’ opxri-
cewg @dduevov pélros").

Etym.Magnum (ed.Th.Gaisford;p.690):"Hyporchemata [were called ) those songs which
‘ they used to sing while dancing and running around the altar,during the burning
of the sacrifices"” ("'Yropyduata &6€,atLva ndALyv EAeyov OpXoUpeVOL XOU TPEYXOVTES

#UxAy 100 BwpoD,xaLouévey TEY Lepelwv").

The hyporchema had three forms (or figures);in the first all the members of the
chorus were at the same time dancing and singing;in the second,the chorus was
divided into two groups,of which one was dancing,and the other was singing;in
the third the coryphaeus (the leader of the chorus) sang while all the rest

danced.
The hyporchema was at first accompanied by the phorminx,and later by the aulos
and the kithara (or lyra; Lucian,op.cit.,16 "xol éuné€nAnoto TEvV toLoUTwy N

' Apa";"and the lyra filled up all these").

Pollux (IV,82) says that the dactylic®* aulos was used at the hyporchemata.

b) hyporchesis (Umdpynois;m.pr.ipdrchisis);another word for hyporchema.

¢) hyporchematike (adj.) orchesis (Umopynuatixd Spxnoug;m.pr.iporchimatiki drchi-

sis)jaccording to many writers a kind of playful dancing accompanied by seng.It was
one of the three dancing of the lyric poetry(the other two being the pgrrhiche#®




and the gymnopaedike®),and was connected with the comic dancing,kordax #(Cf,Athen.
XIX,630DE,ch.28) .According to Pindar it was danced by the Laconiansj;and in fact it

was danced in Laconia by men and women as well (ap.Athen.op.cit.,631C,ch.30; "4p-

XoUvtaL 8¢ tadtny mapd t§ Muvbdpy ol Adwxwveg,xal £otlv Oropynuatuxrd Spynoue
avbpiv wal yuvauxiv').




r
hyposynhaphe (dzoouvagrd;m.pr.iposinaphi) from hypo-(dnd

sunder) and synhaphe
(ovvagd,conjunction);a term which is used when between two similar tetrachords

the interval of the fourth is placed.Hyposynhaphe is formed when between the

tetrachord of hypaton and the tetrachord of synemmenon,the tetrachord of meson
is placed
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Cl.Bacch.Isag.
p.506),

5 85 (C.v.d.,p.311:Mb p.21);Man.Bryen.Harm.Sect.XI (ed.Wallis TTT




hypotheatroi ,auloi (dro9€atpor ,addol ;m.pr. ipothdatri)pl. ;this word appears in Pol-

lux IV,82,with the expfanation that these auloi were used for playing the aule-
tic nomoi ("Omodedrpoug &€ adlovg,éxt tolg vduous tolg adAntinols").

In Dem.Lex.the word "UmdtpnroL'("hypotretoi'')=pierced from below,is suggested in

the place of "hypotheatroi'i;in LSJ the word "hypothetron' sing.neut.("dxdBetpov;
" a kind of musical performance'") is syggested instead.




idlemos (UdAeuog);a plaintive,mourngul song;a dirge.

Moeris (Attic Lex.;p.190) in the Attic dialect means "the dirge,and the cold
man', ;

Aristophanes (the grammarian,257-180 B.C.;the surnamed "Byzantios") in his At-
tic Lex.(’Attuxol A€Eevg) says that "ialemos was sung at mournings" (ap.Athen.
XIV,6198.4cht10).The verb ialemizein (laleulZeuv) signified,to lament,to bewail.




jambike (LapBuxdim.pr.iamviki);a kind of dance,mentioned in Athen.(XIV,629D.,

ch.27) as one "of the more static (less animated),more varied and simpler

dances' .




iambikon (CauBuxdvim.pr.iamvikdn);the third section or part of the Pythian*nomos

(nudLnds vduog),in which the combat between Apollo and the dragon is going on.
During this part the aulos-solist had to imitate the trumpet calls and the grin-
ding of the dragon's teeth (the so-called "odontismos™",é8ovtLopds).CFf.Pollux,
IV,84 ("év &€ t§ LauBuxi udxerau‘[é ' ArdAAwv | éunepelinge 6¢€ 16 CLapBuxdy xal Td

guAnLoTLXd XpoUopata xal tdv odovtuoudw.').

b) iambikon,as an adj.,signified that which consisted of iambuses,e.g.lapBLxdv

u€rpov (iambic metre).

iambic genus (LauBuxdv y€vog);that in which the arsis and thesis were to the

relation of 1 to 2.



4 . - L] '( » .
iambis ( ﬂuusug;m.pr.lamvis);see Pariambis.




- - .’
iambus (CapBoeg: m.pr. iamvos).

a) a satirical,witty song.The iambuses ( iamboi ,LapBol )were improvised at a
ceremony in honour of Demeter.It is said that this custom originated from Iambe
("IduBn),a daughter of Pan and Echo ('Hyd) and maid to Metaneira (Metdveupa),
wife of the king of Eleusis,Keleos (Keledc);Iambe entertained by her jokes
Demeter during a visit of the goddess to Metaneira at Eleusis.According to
another legend (Procl,Chrest.B,ap.R.Westphal Secript.Metr.Gr.,p.242),when De-
meter annoyed and in distress at her daughter's abduction came to Eleusis and

_ sat on the so-called "Agelastos stone" ('Ayélaotog,sullen),lambe entertained

‘ her by jokes and led her to a cheerful disposition.

Semus of Delos in his book "On Paeans” (ap.Athen.XIV,622 B,ch.16) says that
iamboi (pl.) were called masked mimes,previously called "autokabdaloi"*®,and
their songs as well ("Uotepov 8¢ CapBoi dvoudodnoav adrol te xal td mouduata

adTEv').

The singer of iamboi was called iambistes (CauBiotrc).

Iambizein (v.,louBlZevv)=to abuse,to scoff ("wxatl ydp 1d CapBllelv xatd TLVe

yAigoav AoLbopely €leyov'';R.Westphal op.cit.,p.242).

b) iambus was principally called the well-known metrical foot (v- ).Aristides
‘ (p.38 Mb;R.P.W-I p.36) says that “fambus was called from the verb iambizein,
which means to abuse (to laugh at)";because of the unequality of its parts.

iambicon metron (lauBuxdv pétpov) iambic metre) ;consisting of iamboi .
Cf.Aristides p.50 Mb;p.45 R.P.W.-I).

e) iamboi and dactyloi (LauBou nat 8dxtulou); according to Strabo (IX,3,10) the
fourth part of a kitharisterios Pythian nomos*;that was the section of the Pythian

nomos containing the triumphant hymn on God's vietory.




iambyke ( CauBdxn ; m.pr.iamviii);a stringed instrument of trianglurar form.It

seems that its name came from "iamboi' ,because as some sources say,it accompa-

nied these songs.Phillis of Deles in the second book "On music" (ap.Athen.XIX,
36B,ch.38) says that iambykai (P1.) weve called those instruments to which they

sang the iamboi" ("év ofg ydp tovs CduBouc j6ov LauBdxos éxdlovv');also Hesychius,

"musical instruments to which they sang the iamboi".

Pollux simply mentions the name of the instrument among the stringed ones

("xpovducva"),




Ibycus ( "IBuxog;m.pr. I%icos); 6th cent.B.C. lyric poet and musician,born in
Regium (Pdyvov) in S.Italy (hence his surname Reginos,PnyGvog).He lived a
wanderer's life,Suidas relates that he went to Samos and passed some time at
the court of Polycrates (532-523 BC).As a musician Tbycus was accredited with
the invention of the sambyke *(Cf.Suidas;Neanthis the historian,ap.Athen.IV,
175E,¢h.77).He composed choral Epinikia and Engomia.

The legend about his death is known from Suidas and other sources;Ibycus was
killed by brigands near Corinth,but at the moment of the murder he invoked the
evidence (or the revenge) of the cranes flying over the place.Some time after
one of the brigands walking in Corinth noticed cranes above ,and cried out'here

. are the avengers of Ibycus";this led to the discovery of the murder and the
punishment of the murderers.

See Brgk PLG,III,pp.997-1010.




idouthei ,pl.(L800%0uL sm.pr.idotthi) ;a kind of aulos.The word is met only in Pol-

lux (IV,77) who simply writes "a kind of auloi’ ("adAév el8o0g")without giving
any other detail.




iﬁdis (CydSLg); a kind of ludicrcus (or humorous) dance in which the dancers used

to beat continuously on the ground imitating the pounding with a pestle.The word
"igdis" meant a mortar for pounding.The dance is mentioned in Athen.(XIV,629F,

ch.27) among other ludicrous dances.

Antiphanes,the comic,mentions it too in his "Koroplathos'" (ap.Th.Kock Comic.Attic.
Fr.,vol.II,p.62;Fr.127) "ydvar npdg: adAdév Ardeg’dpydoer mdiuv triv C¥duv" ("Woman,
you came [to dance] to aulos;you will again dance the ifgdis".And further "triv Sutav
[%usﬂav] ayvoels ;Tolt €oTLY EIQEE“ ("don't you know the mortar?that is the igdis").
Cf.Pollux X,103.

The word "igdisma" ( Cybuoua = the pounding with a pestle) is also met for the

same dance.Etym.M.(p.464,51); "igdisma,a kind of dance in which they were twisting

similarly to the pestle" ("CySioua® eldos dpxroecws év § EAdyLzov éupeplic T Sor-

duxi').




iobacchus (LdBaxxoc; m.pr. iovacchos); a hymn to Bacchus beginning with the

words "'Iu Bduye" ("Oh! Baecchus"). In plural "icbacchoi (LdRaxyxoL) was
a group in Athens whose main purpose was thewseshipping of Dionysus, with
drinking and singing. The emple of worship was called Baccheion (Baxyetov),

and their songs were also called "iobacchoi',

'ToBduxeva (Iobaccheia) was a festival held in Attica in honour of Iabacchus

Dionysus.

Procl. Chrest., 16 " 'Ijaero &€ l'.dﬁuxxog €v goprals xal Suolars Avovioou, BeBanti-

. OMEVOS TOAAG ppudypaty” ("The fobacchus was sung at celebrations and sacrifices

of Dionysus, with much drinking and sereaming").




Ion of Chios ("Iwv o0 XTog); b.c. 490~480 B.C.; d. e. 422BC. Lyric poet, authorn

and composer. He composed elegies, hymns, dithyrambs and love-songs.

Cleonides in the Isagoge (ch. 12, C.v.J. p., 202; "Eucl." p. 19 Mb) says that
Ion used the ll-stringed lyra.

Cf. FHG, IT p. 443 Brgk PLG, II pp. 577-582, and Anth. Lyr. pp. 125-128.




= ]
Tonios, harmeonia, usuwally Iasti or Tas ('Tédvuog, apuovia, op LaotY, ev Ldg,

l s - - ' > .
fem,; m,pr. ionios, iasti, ias); so called by many writers hefore Aristoxenus

the octave series (diapasen, octachord): g-g. In diatonic genus:
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Plato called it the "Chalara Iasti" (yelapd Caott; Slack Ionian). Cf. Harmonia.
The Ionian was so called after one of the Greek tribes, the Ionians ("Iwveg),
and, according to Heracl., Pont. (ap. Athen. ¥IV, 624 C-D, ¢h. 19), was one

of the three Greek harmonias (the other two being the Dorian and the Aeolian).

#
The Ionian was later replaced by the Hypophrygian .

b) Ionios or Iastios, tonos ('Iwvioc, or tdotuoc, tdvoc); the 9th tonos in

the series of the 15 tonoi of the neo-Aristoxengan system. Cf. Tonos.




Tonikon ("Tovixdv); a kind of dance in honour of Diana in Sicily. Cf. Pollux

(IV, 103) "the Sicilians (Sikeliotai) above all danced the Ionikon (Ionian

dance) in honour of Diana" ("td &8¢ Lwviundy, "AptéuLdi wpyxolvro Iuxelidral

udivota"),

Tonikon metron (’Iwvuxdv u€tpov; Ionian metre); a metre consisting of Ionic

feet (Aristides p. 50 Mb; p. 45 R.P.W-I). The Ionic foot consisted of four

syllables (either two long and two short, Ionic a majore, 'Iwvixds and pe¢-

rovog; or two short and two long, Ionic a minore, 'Iwvuxds ax'éldocovesd.




totilos (Lovlog); aﬁymn to Demeter;

According to Semus of Delos (ap. Athen. XIV, 618D%E, ch. 10) iouls) (pl.)

and ouloi (oDAoL) were called the sheafs or bundles of barley and the
products as well; adso "iouloi" and "ouloi" were called the hymns to Demeter,
who was surnamed Toulo ('IouAd). Other names for the same hymn were

"demetroulos" (Snufrpoviog) and "kallioulos" (xaiiloulec; wxaldc, Loulec).

b) ioulos was by some people called the song of woolspinners or wool-carders.

Cf. Teyphon fap. Athen. 618D, ch. 10).




f
Ismenias ('TIounvlag; m.pr, Isminias); 4th cent. B.C. aulete of repute and
composer. He lived during the reign of Philip of Macedonia (359-336 BC), the

father of Alexander the Great, and became known as a virtuose of the aulos.
Diogenes Laertius refers to Ismenias (BBok VII, ch. 1, 7125) in the following
praising words: "The wise man does all things well just as we way that Ismenias
plays well all the melodies (the aulemata) on the aulos" ("NMdvra T'ed xoLeTv

16V gogéy , ws xal wdvta, gaudv, avdrpata e addelv tdv ' Tounviav!).

Ismenias was taken prisoner by the king of the Scyths, Anteas (’Avtdag).
Plutarch (in "Reg. et Imp. Apophthegmata", "BaouAdwv 'Anogdéynara xal Irparn-

. yGv" 174E - F, Y'3) relates the following charming anecdote: "When Anteas
took as prisoner the excellent aulete Ismenias, he ordered him to play; and
while the others were admiring, he swore that it is more pleasant for him to
listen to a horse neighing” ("'Iounviov &€ 1év dprotov adintdy Aafdv (& "Avrdac)
alxudiutov Exédevoev avXficar’ Savuardvrev 8¢ Tiv dA\Awv, adrde duooev RELoy

axovevy tol Urxrnou xpeuerirovroc”).

Cf. Dinse; De Antig. Theb., pp. 57-59.




- L - . L] .
isochordos ((odxopboc); having strings of equal number or length.




isophthongos (Lodployyos);

sounding as another one.

"in echo' wol. I, p. 229).

having the same sound (phthongos) or equally
Cf. Nonn. Dion. VI, 202 (W.H.D., Rouse translates




: HEh . / i
izotonia, isotonel (lootovtn, todrtovou; m. pr. isotonia, isotoni):

isotonia was called the unison; a term used by some writers as synonym

of homophonia*.

isotonoi, phthongoi (lodrovoL, ¢8dyyou; motes) were called two or more notes
(sounds) having the same "tonos" (tension, pitch), Ptolemaeus (Harm, I,

ch. 4; ed. Wallis IIT, p. 8; ed. I.D.p. 10) says that "isotonoi are those
sounds which are exactly the same in piteh" ("lLodtrovoL uév ol arapdilaxtot
natd Tov tdvov¥ ). Porphyrius (in Comment.; Wallis III, p. 258; ed. I.D.

p. 82), defines that Ptolemaeus uses here the term "tonos" in the sense of
pitch ("tdouc"), and that "isotonos is the sound which has the same pitch

as another one, like the nete (vrtn) synemmenon (gkbelow) is to the paranete

(xapavitn) diezeugmenon" (B):
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He prefers the term "homotonos"* to "isotonos" ("tdv &¢,0Utws, Lodrovov ¢dpov,
xupLdtepov oudtovov xodoUol"). The opposite of isotonos is anisotonos
(dviodtovog); Ptolem. (I, ch. 4),“and anisotonoi (pl.) are those sounds which
differ [in pitchl” ("dviodtovor 6€, ol mapaiddoovres [ xatd Tév rdvoé}“);

Cf. also Porphyr. Wallis III,pp. 285-6).

Isotones is also called a sound which is equal to another one at its inner
parts throughout all its duration; Porphyrius prefers to isotonos the term

"homoeomeric" fouovLoueprc) as more appropriate in this case.




ithymbos ({SunBog; m.pr. i"thim'ms); a Bacchic dance and song. Pollux

(IV, 108) "xal CHupRot el Auovdoy" ("and [ among other dancesj ithymboi
in honour of Dionysus"). Hesychius defines ithymbos as a buffeen

(Yerovaotric™).

Phot. Lex. (ed. S.A, Naber, 1864; I, p. 291) "add paxpd xdi Uxdonavog”

("a long and somewhat rude tune').




!
ithyphalloi, pl. (i{9¥parloL; m.pr. ithiphalloei); the superintendents of
Dionysus who dressed in feminine clothes followed the procession of the
phallus. So were also called the songs with dancing performed during the

procession

Suidas defines: "Ithyphallpi 'y the superintendents of Dionysus following the
phallus and wmearing a feminine dress. Phallus is called the erect male organj;
and the poems sung with dancing to the uplifted phallus" ("'I&ﬁgulkou ' ol
€gopoL Avovdoou xal dxolovSolvres 1§ 9aAr§ guvaLxerov Groinv €xevres. Adye-
taL 8¢ goArdc te uév 16 Evrerapdvov albotov, xal mouduata 8¢ naleCodol, &

éxC 1@ Loteudvy uAlj ddetau per’ dpxroews™).

cf. Phot. Lex. (ed. S.A. Naber, 18643 I, p. 291).

Semus of Delos in his book "On Paeans" (ap. Athen. XIV, 622B, ch. 16) relates
that the ithypalloi at their entrance in the theatre have masks representing
drunken men, are crowned with wreaths and have brilliantly coloured sleeves;
they have tunics with white stripes and are belted with a Tarentine apronn
covering them down to the ankles. And after entering in silence,when they
reach the centre of the orchestra they recite towards the audience "Give way,
give way! make room for the god; for the god wishes to pass through.."

("' Avdyet dvdyetr’, edpuywplov movelte T§ 9eh’ 9€heL ydp 6 BebS ,444,40Ld péoou

Badlrewv" ).




L
kalabrismos or kolabrismos (xadafpuonds, or xnoAaBpLopde m.pr. kalavrismos or

I & 9 . . . -
kolewwvrismos); a kind of wild war-dance of Thrace and Kariza in Asia Minor,

Pollux (IV,100) "wxolaBpLoudc, quxuov Spxnxe xal Kapuxdv" ("kolabrismos, a

dance of Thrace and Karia').

Cf. Athen. XIV, 629D, ch., 27, where the kalabrismos is mentioned among the

dances which were "less animated, more varied and simpler”.

The melody to which the "kolabrismos'" was damced was called xolabros (xdraBpog);

Athen, XV, 637C “Ktnougdv 6 "ASnvatoc ToLNTNS THV nelovpdvey xoldRpuv" ("Ctesiphon

the Athenian poet of the so-called kolabroi").

The word "kolabros" meaning also "a little pig" (Suid.), the dance kolabrismos
might be called a'pig-dance". The verb "kolabrizein" ("xo)aBpiZeLv") signified,

to dance the dance kalabrismos; Hes. "to leap".




-

kalathiskos (nalablonoc) and ¢heirokalathiskos {xevpoxaradlonog; m.pr. chirokala-

- — e e

thf%kos); a kind of dance or dance-figure. Pollux (1v, 105) includes "cheirokala-
thiskes" among the figures of tragic dancing ("wal oydpara pdv Teayuxiic dpxroewg

olun, xeuponadadlonoc")., In Athenaeus (XIv, 629F, ech. 27) the kalathiskos or

kalathismds is mentioned among the dance-figures.

The word "kalathiskos" meaning, originzlly a"small basket", the dance itself

might be called "basket-dance".




kallabis or kalasbis, usually in plur, kallabide:s (nallaBlg , nalofis, xoAlodibegs

m,pr. kal[l]avi%. - vihes); hip-dance, a kind of violent and wanton damnce in
which they used to rotate the hips. It was danced by Lacedaemonians.

Hes. "kalabis; the rotating of the hips, or a kind of dance [in which] the
hips were indecently curved [ or benﬁT; ("xadaBls® 1o tepLordv td Loxla’ 1

yévog opyrioens doynudvag Ty Loxluy xvatoupdvev'),

Eupolis mentions the kallabides in his "Flatterers" ("Kdlaxeg") in these words

(ap. Athen. XIV, 630A, ch., 27):
" xaddaBlbas 6€ Balver
onoautdas 6€ YErel”

("His walk is a hip-dance, his excrement is sesame-cake: transl. by {h. B. Gulick;
vol. VI, p. 399).

Kallabides are mentioned (in Athen. XIV, 629F) among the dance-figures ("oyduara

opxnoewc).




- "

kallichoros (ne)Aexopog); LSJ "with Fair dancing-grouwnds"; "beautiful in the
oSt 2 > -~

dance”" (of Apollon).

(%




'
kallfnikos, in neut. kallinikon (wod)lvixocg, xa)itvixow);

a) a kind of aulos-meledy: Tryphon in hie second beok of "Denominations"
(ap. Athen. XIV, 618C, ¢h. 9) includes "kallinikos" among the various "auleseis"

(aulos-solow; see under aulesis).

b) a kind of dance; Pollux in his chapter "On kinds of dancing” (IV,IO0D}
"Mept etbilv opyroews”) includes also kallinikos among the dances (" and

kallinikos, (a dance] in honour of Heracles").

Heaychius also says: "Kallinikos; a proper name, and a kind of dance".

¥) As an adf. means "praising a victory": "Kallinikos hymn'". Pind. Nemean

IV, verse 16 ("Upvov xeldénoe xaAAtvixov™)




kallionlos (xoAdcovlo¢) ; a hymn to Demeter.

s g o S e i

See also ioulos.




/
kalyke (xaddsn; m.pr. kaliki); a folk-song sung by women, It took its name

from Kalyke, a maiden who unhappy in her love suicided by fajling into a
precipice. Aristoxenus in his fourth book "On Music" (ap. FHG II, p. 287,
Fr. 723 Athen. XIV, 819D, ch. 11) relates the sad story of Kalyke. "The
song was composed by Stesichorus, and in it a maiden named Kalyke (Calyce),
in love with a young man, Fuathlus, modestly prays to Aphrodite that she
may be married to him, But When the young man treated her with despite, she
flung herself over a cliff. The tragedy occurred at Lemcas'; transl. by
@h. B, Gulick, vol, VI, p. 337.

See Harpalxke.




! /
kqpng (Eﬂﬂlﬂ; m.pr. kampi); Dem. and 1.SJ= turn, sudden change.

See exharmonios.




kﬂfikéﬁﬁ melos (xepLrév, pédog); a kind of funeral song; a dirge. Also a kind
of aulos-sole (meledy). Its name came from the country of its origin, Karia,
to the 8W of Asia Minor, Pollux (IV, 75): "because,6lamenting is the karian

aulema (aulos-sole)" ("Opnefides ydp 16 alinua T4 Kapurdv").

Aristoph. Frogs, v. 1302 "Kapuxd aVidpara" ("karian aulos-solos™). Plato,
the comic¢ (ap. Th. Kock Comic. Att. Fr.j; vol. I, p. 620, Fr. 69, v. 12-13):
"gudode 6 €xovod tuLe xoploxn xopuxdv pélog Tu peAvgerou Tolg ovurdraus”

("a little girl performs with aulos a lamenting tune to the drink-companions™).
See also Suidas.

Eust. Scholia to Iliad ("Napepforot el Triv 'IAudéa™) p. 1372, 27-28 " ot
p6al BpnvntripLol’ oxele Uotepov wol td Aeyoueva ué€in xapuxd ("and lamenting

songs > such as those called later on, karian songs").

Karike mousa, Karian muse (Kapuixi wodoa ); lamenting muse (music). Plato Laws,

800E "uapLuii TLVL uodcp gponeunovol tovc teievrrioavras” ("by a kind of Karian

muse [ funeral music ) they accompany the deceased} .

H
karikos, was also called in ancient metric a rhythm consisting of alternate

trochee (-v) and iambus (u-) -vu-; another expression for choriambus.




Karpaea (napmata; m.pr. karpéa); a folk or war dance danced by Aenianians

and Magnesians (Alvilveg, and Mdyvnteg),old Greek tribes in “Fhessaly.

This dance became known from an interesting and detailed description by Xenophon
in his Cyrus' Anabasis (book VI, ch. 1, $y7-8). The dance was danced by two
persons, and meant to describe by its intricate movements the fight between a
farmer and a robber. According to Xenophon's description the first dancer, the
farmer, after putting aside his arms, imitates with his dancing the movements
of sowing and ploughing, while turning about as one in fear. The second dancer,
the robber, seizes the arms and attacks the farmer. The fight continues for
some time, and concludes either by the robber's victory who binds the farmer
and seizes the oxen, or by the farmer's victory who captures the robber, binds
him and then he yokes him alongside the oxen and drives off.

The dance was perfiormed in rhythm to aulos accompaniment ("xal odrou tadr’
éxolouv v puduh wpds tév wdAidvy '"and they were doing all these in rhythm

to the aulos").

The word "kérpea" (xdprea) is also met; Hes. "ndprea’ Opxnouvs MaxeSovixn'

("Karpea, a Macedonian dance").




karyatis (xapvdTLE; m.pr. kariétis); a kind of dance in honour of Diana, danced

in Karyae of Laconia, The name of the dance was evidently derived from k&ryai
where every year the festival Karyatea (or Karyateia) in honour of Diana, the
k@ryatis, took .

€f. Pollux ("On kinds of dancing" ; IV, 104).

The verb "karyatizein" (mapuvatirzevv) signified, to dance the karyatis dance,

or to dance in honour of Diana, the surnamed k&yyatis.

Lucian ("On daneing", 10) said that "the Lacedaemonians’, the best of the
Greeks, believe to have learnt to karyatizein (i.e. toddance fhe khryatis
dance) from Pollux and Castor, and they are doing everything with music even
fighting in war to aules and rhythm" ("Aaxedauudviol pév dpuotor 'EAArvwv
elvay 8oxolUvrec mapd NodvbeUxous xal Kdomopog opwatlZeLy PAIOVTES «sve

axavte HeTd pouoLxfic moLodouy dxpy Tol molepelv wpds avddv xal pududv").

Note: khryatis was also a surname of Diana, as it is seen above.




Kastorion, or Castorion, of Soli (Kagroptwv 6 Ioleve); Uth cent. B.C. lyric poet,

born in Soli (Idlov) in Cyprus. He lived in Athens during Demetrius Phaleraeus’
governorship (317-308 BC; Cf. "Par. Chron.", ed. F. Jacoby, v. 20, p. 23).

Fragments of his poems have been preserved in Athen. (X, U54F, and XII, S42E);
one is addressed to Pan, and another, which was sung by chorus (during the
procession of Dionysia)in honour of Dem. Phaleraeus, whom Kastorion calls in
it "sunlike" in beauty ("éEdxuw< 50’ edyeverTac nitduopgos Yadeovo dpxuv o€
Tupatol yepatper'y "the governor (archon), pre-eminently noble, "sunlike!" in

beauty, celebrates thee with divéne honours").

C£. Brgk PLG III, pp. 1280-1; E.Déehl Anth. Lyr. Gr., pp. 260-1.




katabaukalesis (xotafauxdinouc; m.pr. katavavkélisis); the act of lulling;

a lullaby; usually the Rullaby of the wet-nurses.

Athen. (XIV, 61BE, ch. 10): "the songs of the wet-nurses are called lullabies”

("aL 6€ tiv TLTdewovolv Psal xaraBauxaidigers avoudrovral').

Tittheuousai (tiutSedoveal op tUtday )= nurses, wet-nurses. The verb "katabaukalan"

(xaraBauxal@v; m.pr. katavavkalan) signified, to lull te sleep, either by

singing, or by the music of some instrument. Pollux (IV, 127): "td ocelotpov

$ rotaBauxal@oly al tltdau duxeywyoloay td Suouxvelvra tév tauslwv' ("the

. seistrum by which the wet-nurses lull to sleep by entertaining those of

the c¢hildren who are not 2asy to fall asleep'").

See also baucalema.




i
katachoreusis (xarvaxépevoug; m.pr. katachorewsis); the £ifth and last part of

%
the Pythicos nomos; the celebration with dancing; the triumphal dance of
the god (Apollo) on his victory over the dragon.

From the verb "katachoreuein' (rataxopedeLv; m.pr., katachorévin). to dance

triumphantly, to celebrate a victory or to express a very strong joy.




katadein, v. (xardéewvv; m.pr. katadin); to charm by song; to sing an epode,

a magical ode.

Phryn. Epitome (ed. de Borries; p. 79) "yonteveuv xal nelSeuv” ("to charm and
appease''),

See also kateEadein.




katakeleusmos (xuruuelsuauég; m.pr, katakelevsmés); from the verb '"katakelemein"

{xataxedeveLy), to order, to command; incitement, command, provocation. So was
called the second part of the Pythicos* nomos, in which the god challenges the
dragon. According to Strabo (IX, 3, 10) it was the third part of a kitharisterios
Pythic nomos.




kataloge (xaraloyr; m.pr. katalogf); recitation without musiec.

#
Cf. parakataloge .




f
kataploke (xatraxloxd; m.pr. kataploki); a progeession of descending rapid

*
notes., Opposite of anaploke.

cf. Ptolem. Harm. book II, ch. 12 (ed. Wallis III, p. 85; ed, I.D. p. 67, 7).




¢
katapneomena (xotaxvedueva) pl.; see emphysomena and empnelsta.




katapvenosis (xatanduwwoic; m.pr. katapienosis); the subdivien of the intervals

of the scale into quarter-tones. The verb "katapycnoun" (xarazuvxvodv), to
subdivise into small intervals, is also met with, in the expression "wataxuxvolv
14 Sudypaupa” = to subdivise the diagram, the scale, into quarter-tones. Aristox.

Harm. (I, p. 28, 1 Mb) "obx wg ol dpuovuinol &v TEES TOV SLaypapudtuwy rerarvxvdoessy

drosLdova reLpidvral” ("not as the harmonists try to do in the subdivisions of

the diagrams').

Aristoxenus (op. cit. II p. 38 Mb) considers the katapycnosis i.e. arrangement

in quarter-tones, as unmelodious; "otL 6¢ £oTLV N Xarvax¥xvwoLs expeirdc xal ward

rdvTe TpdTOV AXPNOTOS, pavepdv en adtfic Ffotal this mpayparelac" ("and that the

katapycnosis is unmelodious and in any way useless, will he clear in the course

of this essay").




i
kataspasmata (naraondopata); pl. of kataspasma, vibrations of the reed of the
aulos (Dem.LBJ).

Cf. Theophr. Hist. Nat. IV, ch. 11 ¢ 5 "yal xatagndopera Tiag yAdtrag Loxewv

"exew" ' ("and that the reed-tongues have ample vibrations™j Transl. by
Sir Arthur Hort "Enquiry into Plants'" London, 1916, vol. I, p. 373.
See also the note 1, p. 373,K. Schlesinger ("The Greek Aulos", p. 66)
interprets "kataspasmata" as "beatings" ('that the tongues curb the beatings"),
She supports (Note 2, p. 66) that "if xarcondopors refers to the action of the

lips on the reed tongue, brought about by the pulling down of the Syrinx, then...
the piteh would be raised, not lowered",




/
kataspasmos (xatooraopds); lowering of the voice (Dem., and LSJ). From "kataspan

ten phonen" ("xaraondv trv guwviv") =to lower the voice. For "kataspan ten syringa",

see under szginx.




!
katatropa (xatateond); the third part of the kitharodic nomos, See under

kitharodia -~ kitharodikes nomos.




L]
kataulesis (rato¥inouc; m.pr. katavlisis): plaving the aulos; entertaining

by aules-plaving.

From the verb "kataulein" (xarwulelv: m.pr. katavlin), to play the aulos for

some one else, to entertain by aulos-playing or even by singing. Plato Laws,
book VII, 790E: "when the mothers want to lull to sleep those children who
can not easily fall asleep, they sing Lor play | a certain tune to them"

("wedwdCay tLvd xaraulofor"). See metroa ("xatnUinoe 1d unteda": "he played
T i - L]

the metroa on the aulos").




i
kateches (xatnyrc: m.pr., katichis); sonorous; loudly socunding.




katechasis (xatnynoLg; m.pr. ka‘ti’chisis}; enchantment through musical sound;

teaching by live, strong voice; instruction in general.

Dem. Lex.: accompaniment of the monochord by louder sounds which suffocate its

sound .

Ccf. Ptolem, Harm. II, c¢h. 12 (ed. I.D. p. 67, 19-20).




4 4 - L ' -
katepadein (iwrcwzﬁeuv; m.pr. katepadin); to charm by song or spell. Plato Meno,

B0OA (Meno to Socrates): "and now you seem to me that you are simply bewitching
me with spells and incantations" ("waC vlv, dic ye pou Soxelg, yonrteveug ue oap-

pdrreLs nal ateyvilc natexddevc").




I ' w .
kathapton (xadantdv), organon (dpyavev); a term for a percussion instrument,
played by the tomching of the hand, like the tympanum.* Alkeides of Alexandria
(ap. Athew. IV, 174C) speaking about the hydraulis cites Aristocles who says

that "it could not be considered neither a stringed nor a percussion instrument"

("évratdv oUv xal xadantdy olx av vouLodeln").

kathaptein, v. (naddzrevv; m.pr. kathéptin), to put or place upon scmething,
to fix on,




i
kattyma (xdrrvpe; m.pr, kattime); in pl. kattymatas= patchwork-pieces, patchings,

Cf. Plut. De Mus. 1138B, ch. 21 "oyxeddy ydp arorepoLTrixaoLy els te td xarrduara
ned ebs td MoluvelSov mouduata LrouxiAparal” ('as they have almost departed
from the patchings and Polyeidus’ compositions [embroiderieé]";

Cf. H. Weil. and Th. Reinach.: Plut. De la Mus., p. 85).




kechymena, mele (xexuuéva, uéin; m.pr. kechimena méli}; pl. of kechvmenon
(xexvpévov) pp. of cheomai (xfomar) = to flow. Flowing melodies, intthe sense

of being in a fluid state; not strictly measured, like a recitative.

Anon. (Bell.;‘gs, Pe 93) "neyvuevar Phar wol péin Aéyerar td ward ypdvov avu-
wetpa, xal ydény xotrd toltov pedydoduava™ ('"kechymenai odes and mele are
called those which are regular in time, and are performed fluidly").
(Gevaert, I, note 1 p. 390, suggests that "oUuperpa” should be corrected to

"dovppetpa”, irregular),

The term "kechymena" is used by Anonymous (Bell. 53 and 85) only for those
"k
melodies to be sung: for instrumental melodies the term "diapselaphemata

("Suadbnicoduara) is used.

Aristides (De Mus. I, p. 32 Mb; p. 31 R.P.W-I) uses the terms "kechymena asmata"

and "ataktoi melodies" ("@toxtou pelwSCoL" not measured melodies; not rigidly

in time).




keklasméha. mele (xexAaopéva, ué€in); "broken" melodies, using mostly leaps; or
melodies varied with leaps and many and rapid notes (melismatic). Keklasmenos
is p.p. of "klan" (xA&v), to break. Plutarch (De Mus, 1138C, ch. 21) says that
the ancients deliberately, and not by ignorance, avoided the use of '"keklasmena
("broken” or too melismatic) mele" ("&fjlov olv O0tu ol madavo! ol i dyvoiav,

aldd Sud wpoalpeciLy drelyovro THV xexdaopdvwy peldv').

- TR L4 ! # *
Sextus Empir. ("Against musicdans', VI, 15): "39ev el ndi xexlaopévong TLOC
péleoy vOv xol yuvaurwdeou puduoicg Adver 1év volv n pouvound" ("If therefore

music effeminizes the mind by “melismatic” melodies and womanish rhythms").

keklasmene phone (xexdaouévn guwvri): moving by intervals; CFf. Excerpta

Neapolitana C.v.J. p. 413 (Ptolem. Musica) and Porphyr. Comment, p. 262 Wallis.
"The voice standing on the same note is straight and "unbroken", while curved

and "fallen" becomes meledic'.

PuSudg nexdaouévos (keklasmenos rhythmos), interrupted rhythm,

Note: "keklasmenom" is interpreted by many scholars metaph. "effeminate';

Cf. LSJ p. 956 (xAdw, 3) ; Dem, Lex. p. 3957.

keklasmenos (xexAaopéves) adv., Suid "effeminately'". In this sense "keklasmena

mele" should be interpreted as "effeminate mele'.




1
kelados (x€labog); sound; clear, mighty tone. FEurip."Iphig. in Tauris™ v. 1129

"wédlaboy extardvoy Avpas" ("sound of the seven-toned lyra"); also Bacchae v. 578.

Pind. (ap. PLG, I, p. 348, Fr. 159) "vduwv arovowreg Scodudruwy néladoy”

("1istening to the voice of divine nomes').

keladeinos (xeladeiLvdgc; m.pr. keladinés); tumultuous, noisy. E.M. "zapd T6 uE-

Aadoc ylvetat, 0 onualvel Tév SdpuBov xal Thv wapaydv" (it is derived from

kelados which means the noise E tumult] and the disturbance").




keleustou orchesis (xelevorol épxnoLgs: m.pr. kelevstou 6rchisis); boatswain's

dance (keleustes, xcievotic = boatswain). It is mentioned in Athenaeus

(X1V, 629F, ch. 27) as one of the dances danced to aulos accompaniment.

See also Einakis.




. a - - ‘ L] rs -
Kephisedotus (KnpuodSorogs m.pr. szhlsodntos); “th cent, B.C., Arhenian Kitharist,

born at Acharnae ('Axopvol) of Athens. He is mentioned in Athenaeus (IV, 1218,

ch. 7) as one of the virtuoses who were invited to the extravagant sympos ium
(banguet) held at the palace of the king of Thrace, Kotys, on the occasion of

her daughter's marriage with Iphicmetes.

We know no other details of his life, except that he was a prominent member of
%
the Stratonicus School.

Cf. Dinse De Antig, Theb., p. 12; see also under Antigenidas.




kepion (xnxCwv; m.pr. kipion) ; an auledic and or kitharedic nomos. The word

is met twice in Plut. De Mus. (1132D, ch. 4); in the first case it is mentioned
among the aulodic nomoi attributed to Clonas, while in the second it is

mentioned among the kitharedic nomoi attributed to Terpander.

Its name came from Wepion (KnxCwv), the most important of Terpander's disciples
(Plut. op. ecit., 1133C, ch. 6).




i
kerastes (uepdorng’; m.pr. kerastis); made of horm; horned.

kerastes !aulos; horn - made aulos,

Nomnos dionys. XLV, v. 43 "avldc ... xepdotnc”.




eratdphonos (xepardpwvog);having or producing a sound similar to a horn-made

trumpet (keras).

See salpinx.




keratourgds ( xepatoupyds);the maker of hornsiespecially of the horns of the kitha-

ra.

Hes, "keratourgos; the maker of the kithara's horns” ("xepatoupyds "0 tals xudd-
paLS xepatToroLdg'),

Besides keratourgos,the following words are also met with for the maker of horms:

keratoxdos (xeparofdos) . keraoxdos (xepaotdog) from keras (horn) and vb.xeein(EfeLy)

to scrape.Alse keratopoeos (xepatonoLds; from Keras and poeein,to make) and kerato-
glyphos (xepatoyMdpog;glyphein,yAdpeLy = to carve).




keraules (xepadding:im.pr.kerdvlis);player of a horn-made aules.Luc."Tragopodagra",

vs 33-35 "zpdg u€log wuepadiov Pdpuylov ... x&pov Bolou Audor" ("to the melody of a

Phrygian keraules ... the Lydians cry out (sing loudly) a komos*[a lustful song) ").

The playing on a horn-made aulos was called keraulia (aapaukﬂa;m.pr.keravlf;).




kernophdros (xepvogdpog).

a) The priest who carried the kernos (see Note below) in which they used to put

fruits,oil etc during ceremonies (kernos-pherein,x€pvog-gépeLv=to carry the kernos).

b) A sort of passionate dance;cf.Athen.(XIV,629D,ch.27) "and the kernophoros,the
mongas and thermastris are passionate (uavuuéevs,furious) dances”.See the CGreek text

under mongas and thermastris.

Pollux (IV,103) says that the "kermophoron orchema " (nepvoodpov Opynua)was danced
by men carrying "kerna" or chafing-dishes (éoxaplées) which were also called kerna.

Note: The kernos,or kernon both neut.,was a sacred vessel or plate used in ceremo-

nies,and especially at the Eleusinian mysteries;it was made of baked clay and had
two ears and small cotyles around,and was used to put in oil,wine,milk, honey,fruits,
etc.The kernos was carried during the ceremony by the priest or the priestess.The
importance of the kernos is shown in the well-known symbolic formula "éx TuuRd-

vou Epayov,éx xvuBdiov Emvov,éxepvopdpnoa,vnd Tév xactdy Un€duv,("I ate from a tympa-

num,I drank from a eymbal,I carried the kernos,I entered under the nuptial bed";

Clem.of Alex.,Protrept.IlI,p.ll,ed.Pottec).




) ’
kidaris (#¢bapug);a kind of serious Arcadian dance,mentioned in Athen,(XIV,631D,

ch.30): "n 8" éuuéleLa onovdare,xaddnep xal A wap''Apxdol aUSapLs"("the emmeleia is
serious,like the kidaris among the Arcadians').

The word "kidaris" signified also the head-dress of the ancient Persian Kings(tiara).




kindapsds,and skindapsds (xLvéadds,oxLvéadds);a big four-stringed instrument of

a lyroid form,played with a plectrum like a feather.We read in Athen.(IV,183A,ch.81)
that "skindapsos is a fomr-stringed instrument'("€otu 8’6 ouLvéabds TeTPdxOPSOV
opyavov'') ,and that,according to Theopompus,the epic poet from Colophon,it was a

big instrument of lyroid form ("oxuvdaddv Aupdevra ufyav xelpeooL TLVETOWY,0L-
odivov [or 6EUCuov] npoudiovo tetuyusvov allfovrog”;'"Holding in his arms a mighty:

lyre-like scindapsus made of withes of the lusty-willow (or of beech)";transl.by
Ch,B.Bury ,v$1.II,p.309).




Kinesias (KLunans;m.pr.Kinisfas);Sth cent.B.C.Athenian composer of dithyrambs,

He lived between 450 and 390 B.C.;his father,Meles (MéAng),was a kitharode.Kine-
sias was considered one of the worst musicians and poets of his time.He introduced
new dancing-figures,and,among his "innovations",was the abolition of the chorus

in the comedy which he was able to impose (in 400 BC) trough a decision of the

Athens Commune;for this he was surnamed "chorus-killer” ("fépontdves”)by the come-
dian Strattis (Itpdrric).See FHG IT,p.185,Fr.272.His melodies were judged as
lacking in good taste and distinction.Suidas says that he was reputed for impie-
ty and illegality ("oltos éx’dueBely xal wapavouly Suetedpyinto”);in faet his
impertinence,and disrespect to Gods was such that,with friends,he used to dirt

the statues of gods.His grotesque appearance (he was tall,lean and lame) together
with his general behaviour and his peculiar musical style were the target of the
comedians.Pherecrates in his comedy "Cheiron',through Musie-personified as a woman
protesting to Justice-calls him "the cursed Attic” ("§ xatrdparos 'Artuxdg"),and
severely criticizes him.Aristophanes also scorns him (or perhaps some other Kine-
sias) in the "Birds" (vs 1372-4) and in the "Frogs" (vs 153-4),

He died in great poverty and misery.

See in Brgk PLG (Cinesias) vol.ITI,p.1247,these small fragments.




/
Kinesis (ntvnoug:m.pr.kinisis)imotion;movement;change of a position.

xuvnaLs Thc ewviicimotion of the voice.

natd TOxoV xUVnous ThS euwvfic;the change of the veice as to locus (pesition;voice

in the sense of vocal and instrumental sound,as well);ecf.Aristox.Harm.(I,p.3,
5-8 Mb).Aristoxenus (op.cit.,p.8,18-19 Mb) distinguishes two species of motion of

the voice,the continuous (ouveydg)and the diastematike (by intervals;"SLagtnuati-

wi'"). He calls the first,"loyuxd" (motion of speech) and the second "melodic"
(musical);ef.Ibid p.9,20-25.The same distinction is made by Cleonides (Isag. sy 2,
C.v.J.p.180;Mb p.2).Ptolemacus (Musica,in C.v.J."Excerpta Neapolitana,p.413) uses
the expression "ypfious SuaoTnuatTuxfic xexdaoudung guviic",for the melodie motion:
see keklasmena mele.Nicomachus (Enchir.ch.2,C.v.J.pp.238~240:Mb pp.3-5) calls the

two species (yévn) of the motion of the human woice:a)'"diastematic and dnodon"#

(melodious),and b) the "continuous" ("ouvexés,xad’'s duuioluev e arAdiouc xol &-

vayuviéoxouev' ;"continuous by which we speak to each other,and we read").

See also diastema,keklasmena mele,and syneches.

b) Evpuduog xlvnoig:rhythmical movement (e.g.of the body,in dancing).




kinoumenoi ,phthongol (xLvoduevor,pddyyor ;m.pr.kinotmeni phthongi)pl,:movable

notes of the tetrachord.See under hestotes-kinoumenoi.




kinyra (uuwdpaim.pr.kinira);a stringed instrument with ten strings,like the kithara,
played with a plectrum,or directly with the fingers.It was associated with mournful
musie;the verb "kinyrein" ("avvdpeive” )or kinyromai (uvvdponaul,)signified to mourn,
to wail (Hes."xuvdpeuv® 9Spnvelv,nraceLv’).

Suidas associates the name klnyra with the mythic king Kinyras of Paphos in Cyprus;
as Suidas says,the klngﬁcompeted unsuccessfully to Apolle at a musical contest,=

was given the nickname Kinyras from the instrument kinyra.

The kinyra was of Asiatic or Jewish origin;the Jewish konnor,a kindred name,was a |
kithara with ten strings,and was played with a plectrum (Cf.C.Sachs,Hist.of Mus.,

Instr. ,p.107).Suidas simply says "kinyraja musical instrument,or a kithara;from

[the verb] to set in motion [in vibration] the strings" ("xuvdpa‘ &pyavov povoLxdy

N #L9dpa’and 100 xLvelv vd velpa").Hesychius also writes "kinyraja musical instru-

ment,a kithara" ("xuvdpa® Spyavov povouxdy,xuddpa’).

The word "kinyrds'(xLvupds: )signified plaintive,doleful;ecf.Suid.in word "kinyra"

(nuvipa;xuvupdue Sa;xLvupoudvn).




kithéra (xL8dpa).

A more perfected and elaborate stringed instrument than the lyra, It differed
from the lyra as to the sound-box, the size and the sonority. The sound-board
was wooden, and much larger than that of the lyra. The two arms were strong
and compact. The size was much bigger, and the tone more sonorous and ampler.
On the whole the kithara was heavier and more strongly fuilt, and the performer
had to keep it almost upright, in a rather vertical position, even somewhat
inclined towards the performer, while the lyra, being much lighter, was held
aslant (Cf. C. Sachs Hist. of Mus. Instr., p. 130). |

Apart from these differences the kithara was closely kindred to the lyra in

all respects; in fact, it might be said that it was a more perfected type of
lyra, and what is said for the ézggf on construction, the sound-production

etc., applies to the kithara as well. But, while the lyra remained restricted
to the amaleurs, the kithata was largely the instrument of the professionals;
Aristotle calls the kithara a "professional" instrument ("Spyavov Texuundv';
Polit. book VIII, ch. 6, 1341A "olre ydp adlods els mavdelav dutdov, olt’ dAle
TEXVLNGY Spyavov, olov ¥L9dpav" = "neither auloi, nor any other professional
instrument t_needing professional skill] s like the kithara, should be used

in education"). While the lyra was held in great respect as the "par excellence"

national imstrument for the education of the youth, the kithara was held in
great honour at the National Games (Olympic, Pythian etc) and contests.

& %
Both the kitharodia and the kitharistike were arts practised, developped

and glorified by ancient musicians of repute. In the pre-classical times

the kithara had three to seven strings; the seven-chord kithakta was an
innovation of Terpander (7th cent. B.C.). In the 6th cent. an 8th string
was added, and in the 5th cent. appear kitharas with 9, 10, 11 and 12 strings
(see in detail this evolutien, under Lyra).




According to Plutarch (De. Mus. ch. 6, 1133C) "the form [of the kithara‘} was
first fixed by képion, Terpander's pupil, and the kithara was called Asiatic

probably because it was used by the Lesbian Kitharodes living near Asia"("é&xAr-
8n 6'"Aoids Sud 16 xexpficdar tods AeoBlovs alti nedapuwbods wpds i 'Acly xaton-

wolvrac").

Hesychius calls it "Asiatic" ('Aoidg) as having been invented in Asia ("é6ud 16

év '"Aola evpfioday’).

The epithet "Asiatis" (’Aciétug) is also met with for the kithara and for the
whole of music (Strabo X, ch. 3, ¢ 17: "xal 0 povouxd wxdoa Opaxla xal 'AoLditLe
vevduLotaL"; "and hence the whole of music was believed to be Thracian and
Asiatic").

Note; For the tuning of the kithara, and other technical points see under lyra .

For the origin of the kithara see among othera;

M. Guillemin and J, Duchesne: "Sur 1' origine asiatique de la cithare grecque"
AC4, 1935, pp. 117-124,

M. Wegner : a) Das Musikleben der Griechen, Berlin 1949, pp. 31-37.

b) Die Musikinstrumente des alten Orients, Minster, 1950,




kitharis (xC%apLg); a primitive stringed instrument which many historians identify

with the lyra or the phorminx: Others, however, identify kitharis with the
kithara (C. Sachs, Hist. of Mus. Instr. p. 130).

The name kitharis, as that of pherminx, is often met in Homer; Odyss. I, wi 153-
4 "and a herald put the beautiful kitharis in the hands of Phemius" ("xfipuE 5’
gy Xepolv xLSapLy wepuLxalliéa Bfixev Snuly").

According to Aristoxenus (in his book "About instruments", FHG II, p. 286, Fr. 63)
"the kitharis is the lyra" ("x(dapis ydp €otlv n Adpa"). The word itself is Ionian.

The verb "audaplreilv" (kitharizein), to play the kithara or the kitharis, was
generally used in the sense to play also the lyra or the phorminx or any stringed
instrument; Xen.'"Oeconomicos" (ch., II, £13) "ol &€ 6frou 16 mplitov uibdvtovreg
adaplreLy xual tds AvYpag Avpalvovrtal" ("Beginners, I fancy, are apt. to spoil the
lyres they learn on"; transl. E.8. Marchant, London, 1923, p. 379). See also

under "synhermosmenos".

b

The verb "phormizein" ("gopuczeiLv") was also used in the same meaning; cf.

"Ehorminx".




kitharisis, kitharistike (xu8dpLovs, xLdapLoTLxn; m.pr. kith&risia, kitharistikf).

a) kitharisis; playing the kithara (or the kitharis). From the verb "kitharizein"
(xv9aplzeLv) = to play the kithara, or any other stringed instrument (see kitharis),

In the case of solo playing on the kithara, without any connection with singing,
&
the term "psile kitharisis ("¢uLAd xu9dpLoug") was used.

Plato (Laws, 669E): "uélog &6 af xal pududv dvev pnudruwv ¢l xL8aploeL nal

avAdoer mpooxpduevol ..." ("And again using the melody and the rhythm without
words in the solo-kithara and aulos playing').

#*
According to Menaechmus (ap. Athen. XIV, 637F, ch. 42) "Aristonicus of Argos
was the first to introduce the '"ppile kitharisis'.

b) kitharistike; the art of the kitharist; especially the art of solo kithara

playing; a term almost synonym to "psilokitharistike" ("¢ulioxiLdaproTini”; see
psilos). The pieces of kitharistike were sometimes called "aphona kroumata"

(aphona = without voice, voiceless; in this case "without singing"): Paus.
(X, ehy 74 7) " 6yédp 8¢ TMudLddL xpoosvopodétnoay xtdapLotds toUs exl xpovndrwy
Ty aedvey xal Teyedrng éortepavolrto 'Ayélaos" ("They added by legislation at the
eighth Pythiad the kitharists, those who played solo without singing: and

Agelaus of Tegea was first crowned").




r
kitharisterios aulos, nomos (xiL8apLotripLog ablds, vduog; m.pr. kitharistirios

i )
avlos, nomos).

a) kitharisterios aulos; the aulos accompanying the kithara playing. Pollux
(IV, 81) "and the "kitharisterigi" [pl. auloi] were so dalled because they

accompanied the kitharas" ("xuSapuotrhpuou 6 tTolvoua, Sudtu xuddpavs npocﬁ&ov").

b) kitharisterios nomos; a‘kind of kitharistikos nomos (solo-kithara) with aulos

accompaniment. It was called pariambis .

See also, Pollux IV, 83; and under "enaulos kitharisis!




!
kitharistes (xudaptorig; m.pr. kitharistis); a kithara player; that who plays

&
only the kithara without singing, in contradistinetion to "kitharodes" who

playe and sings at the same time.

/ / £ .
kitharisQ&a, and kitharistris (xt9aprotpua, xt8apuorpis) Fem. of kitharistes.
A

The term usually applies to the solo performer.




’ “
kitharodia, kitharodikos nomos (uLdapwbia, xudapwdunde vduocg).

a) kitharodia, and kitharédgsis (xL9apuidnoLg); singing to kithara accompaniment.

The kitharodia was the oldest and most respected kind of musical composition and
performance. It needed only one executant, the singer and player of the kithara.

Very often, almost alwagys, the composer himself was also the '"kitharodos".

B
According to Heracleddes (ap. Plut. De Mus. 1131F, ch. 3) " Amphion , the son of
Zeus and Antiope, was the inventor of the kitharodia and the kitharodic poetry".

b) kitharodikos nomos (xuLSupwbuxds vduog); an extended song with kithara accompani-

ment, like a modern concert aria. The nomos was dedicated to Apollo, and was
invented by Terpander * at about 675 B.¥. (Cf. Plut. De Mus. 1132C, ch. 3).
Clonas® and Polymnestus* followed Terpander's example with the aulodic nomos.

The kitharodikos nomos was composed of seven parts or Sections (Pollux IV, 66),

the following;
1. Archa ("Apxd ; Dorian form of dpxd = beginning, introduction); also Eparcha
("Exapxd);

2. Metarcha (Metapyxd ; the part after the beginning);

1]
3. Katatropa (Karorpord ;3 xatatponn = change);

' . U
4, Metakatatropa (Metaxatapomd 3 the part after the katatropa);

5. Omphalﬁs ('Oppards = navel; the central section);

6. Sphragis (ogpayls ; confirmation, final part);

7. Epilogus or Exodion ("ExCloyos, 'EEdSuLov; epilogueL

There were various kitharodic nomoi; Terpander was accredited with the demomination

of many of them, such as the Boeotian, ®eolian, Trochee, Oxys (Acute), Kepion,




Terpandrian and the Tetracedian ™ (Cf. Plut. ibid, 1132D, ch. 4).

The kitharodia and the kitharodikos nomos flourished especially in Lesbos from
Terpander (c. 675BC) to Pericletus (C.560 B.C).




!
kitharodos; poetic form Eitharaocedos (uiLBapwddc; uiLdapaolLddg); a mucielian
who sang and accompanied himself on the kithara. The kitharodos appeared

before the public wearing a long gown and crowned with a wreath of laugel,
&

He began with the progemion , an instrumental prelude; then he proceeded
to the main part of the kitharedia, singing and accompanying himself.
Between the verses he played short interludes, called "epikfouseis" (pl. of
epikrousis¥; éxcupovoic).




klepsi%mbos (nXedluppog);

a) a stringed instrument of ancient origin with nine strings as it is stated.
¥

Tt was used to accompany the "parakataloge" , which was a declamation with

instrumental accompaniment; in particular, it accompanied the "iamboi' of

Archilochusi.

Its use became by the time rather restricted; Athen. (XIV, B36F, ch. 40)

"and the so~called klepsiambos, as also the trigonos*, the elymos* and the
nine—chordﬁ, have become rather obsolete in use" ("auovpdrepa Tij XPELG Rode-
otnue"). Pollux (IV, 59) simply mantions the klepsiambos with other stringed

instruments ("krouomena').

b) klepsiamboi (pl) were also called a kind of songs, or verses; Hes. "xAedrouBor”
'ApLotdEevos, HEAN Tuvd wapd ‘Alxudvl" ("klepsiamboii Aristoxenus Isays] that

they are some tunes in Aleman").




[ .
knismos (xvioude):

a) a kind of dance mentioned by Pollux (IV, 100) in his chapter "On kinds of

dancing" ("NMep!¢ elbiv dpxrhoews”), without any indication on its character.

b) a kind of aulos-melody included in Tryphon's catalogue of various kinds
of auleseis, in his second book of Denominations (ap. Athen. XIV, 618 C, ch.9).

"A1l these melodiesz, it is added, were performed on the aulos with dancing."”
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kddon (xdidwv; pl.xwbwveg,kddones);bell in the form of an inverted cup.There were

two types,the simple and the compound.The simple was a metaillic bell suspended
and struck with a hammer or by a clapper inside(tongue).The compound was a:chime
of bells struck with a wooden stick.The bells were usually made of beaten brass

(xaAxrratoL nbwves) or sometimes of baked clay.Cf.Diocles,discos.




f )
koelia (Koudta; m.pr, kilia); bore, cavity. In music the cavity or bore of the

aulos or of a wind instrument in gemeral. Aristox. (Harm. II, p. 41, 34 Mb):

«ss 0 abAds Tpunduard we wal woulloc (pl.) €xev" ("..., “the aulos has finger-

holes and bores (pl.)").

Theon Smyrn. (ch. XII, p. 89) "éxt &¢ tiv éunvevordv xal Sud Thc evupdTnrog T@v
XOLALBY ...." ("on the wind instruments the pitch is regulated also by the
width of the cavities").

The word koeliosis, or koelosis (xoLACwoLs, xoLlwovc), which means "hollowing

out", "making hollow", was also used in the sense of bore or cavity of the
aulos and the wind instruments; Nicom. Ench. ch. 10, (C.v.J.p. 255; Mb. pp.
19-20) "xaxC thiv ovplyywv raparidoudy tu td pixn érepydzetal xal of thv HOL-
Aviicewv (pl.) edp¥rnreg, torep al Ty Xop8iiv xaxyrnres” ("and on the syringes

[wind instruments] the breadths of the cavities produce something similar to

that of the thicknesses of the strings"),




koktkl?smos {(nonnvoude, or xoxugudci; m.pr. kokismés); sharp, antiaesthetic

sound. Excerpta ex Nicom. (ch. 4%; C.v.J. p. 2743 Mb p. 35); " 6ud 16 ud
gxubéxeodaL Ty avdputwy guvdy ... todg Te xoxmuouove (pl.) wual Tols tilv Aduwy
wpuypols 996yyovs raparninorouvs” ('the hyman voice can not accept ... the
""kokkysmoi" and such sounds similar to the wolves” howls").

Note; kokkysmos from kokkyzein (xoun¥zeuv) = to croak like the bird wuouxuf

(euckoo), to produce a hoarse sound.




kollabos (m.pr. kollavos (pl. - boi) and kéllogs (pl. kéllopes) xdAdaBoc,
#éAlo¢; the thong or peg by which the strings were tuned. The word "kollops"

was Attic and Homeric, while kollabowm was a more common word.

In the more primitive lyras use was made of thongs of ox-leather to which

the end of the strings was attached; by turning the thongs around the cross-
bar the strings were tuned, This technique was improved by the use of pegs

of wood, metal or ivery. Therpegs had a little round head, were fixed accross

the cross-bar, and by a rotary metion the strings were tightened.

. Hes. "udAlomec, ol xdAlafol nepl ovg al xopdal" (= "kollppes [were | the
kollaboi [ pegs’] arcund which the strings [were turned | ¥). Theon. Smyrn.

p. 57, "€tv 8¢ TR tdoews yuvordung natrd Ty otpogdy T@v xoAAdBwv” (“and

the tightening is made by turning the pegs'"). 0f. Pollux, IV, 62; Ptolem. III,
131D, p. 85,32.

See alse epitonion,




kollobos, more corrett kolecbos (uoloBd¢; m.pr. kulovas); mutilated, curtailed,

short-sized, Also a kitharodic nomos mentioned by Hesychius; "woAlofdc® novédsg,

onuxpds, OAuyoords N Eoreonuévoc, wat vduoc tic wuLdapgdundc" ("kollobos; short-

sized, small, petty or maiwed Edeprived of a limb], and a certain kitharodiec

nomos').




kolon (ufilov); member, limb; a short sentence: a section of a period, In

misical texts it is used in the sense of an instrumental passage, in contra-

distinetion to singing parts.

‘ ’ L4 L] - » » - -
Anon. (Bell. )68, p. 78) "xal dtv év tolc douaol nore uecoraRel xal xGia "

(" as in the vocal tunes sometimes instrumental passages are intercalated").

See under lexis.
e T L




!
kolophonia (xo0logwvia); colophony, rosin; resin applied by ancient Greeks on

the strings of the instruments. It was so-called from the town Colophon
(KoXoguv, kblophon) in Ionia, Asia Minor, from where good rosin was obtained

and imported in continental Greece.

Note; As it is known ancient Greeks did not use bowed instruments, and there-

fore they did not apply the rosin as we do now,




]
komarchios nomos (xwudpxiog vduoc); one of the principal aulodic nomoi attributed

%
to Clonas . It was a song of table sung to aulos accompaniment at banquets,

3
The word is derived from komos (xByuog) which was a merry symposium followed

by a riotous procession, with singinB to aulos, through the streets.



" ’ . b ey :
komastike, orchesis (xwpoorund, Sp¥noug; m.pr. komastiki orchisis); a kind of

b
Bacehic dance connected with komos (niipocg).
cf. Pollux (IV, 1@0),

Also Homastika mele (pl.), tunes sung at komos.




l ’ - » - 3
kommation (xopudriov; a small piece; dimin., of komma); the first of the seven

*
parts of the comic parébasis . It consisted of a short song; Pollux (IV, 112)
"Hyv Térpey xopupdrioy xataBold Tug éxt Rpaxfos pepous”" ("of which fi.e:tgeVen
parts of the parabasis] the kommation 1is a certain introduction [beginniné}of

short duration").

Schol. Aristoph. "the kommation consists of two or three verses, never four",

9%




1 #
kommos (xoppd¢); see commos.




L]
komos (xz@pog);

a) a kind of Bacchic dance performed at Dionysiae ceremonies; Peollux (IV, 100)
"and there was also komos, a kind of dancing" ("elbos dpyrioews").

b) so called also a merry symposiom followed by a riotous procession through
the streets by usually voung people, mayked and crowned, carrying torches,

singing to anlos and dancing.
Komos was also called the public procession in honcur of Dionysus.

¢) komoi (pl., x@uou) were called the songs sung with aulos accompaniment during
the komastic procession, Hesychius says that these songs were lustful and libertine"

(MdoeryR Aonata, mopvind..").
]

d) a kind of aulesis (aulos-solo); Tryphon in his second book of Denominations
includes komos in the catalogue of auleseis (pl., aulos-solos; ap. Athen. XIV,

618C, ch. 9).

e) komos was also called the group of those who in procession and with songs

accompanied the victors at the athletic games. See engomion.




i
komnismos = melismos (nounvouds - uelvoude);

kompismog was called the repetition of the same note in instrumental melody;
melismos was the ecuivalent in vocal melody.

Man. Bryen. (ed. Wallis III, p. 480) = "kompismos is when in the instrumental
melody we repeat the same note more than omce"” ("otav 1dv airdy 08dyyov TAeovd-

wes N axaf ratd péloc dpyavixdy wapaiayBdvwuev™); p. 482 "and melismos, when

we repeat the same note more than on#ice in the vocal melody with an articulate

syllable" ("Stav 1év adtdv oHdyyov whcovduis N anaf, xard pouvouxdy uéloc, HeTd

TLvog évdpdpov guliaBiic wapalapBdvwpev”). |
|

cf. Bell, Anon. p. 25, ¢y %9a, b.

A.J.H. Vincent (Notices, p. 53) gives the following interpretaion of kompismos

and melismos which is basically different to that of Bryennius and Bellermanngs # ¢,

a) kompismos b) melismos
] == | F
//“l —p ‘ -TTI [.Ill e s | b S
X Rl AR TN 55w R 3 P 0 i
o R A S A tgte L e BT T | IS R
C) M. Bryennius d) Bellermann
h(both kompismos and melismos) Ko*u+iywdﬂ fnmaﬁis?hxﬁf
\l
). 1
m | 1 el L L T //\\ Llal 0 PR
- P T2 N O O 5 o P51 0 I 42
- * o = » J ,. | ’;\_‘/? '\“/

cf. Hznhen.



'kbnnus (Kdvwog; m.pr. kénnos); 5th cent. B.C, Athenian kitharist who was a
teacher of Socrates. Plato Euthydemus (272C; Socrates speaking;i.) "as upon
Konnus, the son of Metrobius, the Kitharist who is still teaching me to play
the kithara ("0¢ épé Subdoxet £1u xal viv xudaplzewv"); "so when the boys,
my school-fellows, see us they laugh at me and call him old-people teacher"

("tuol te watayeldor xal 1dv Xdvwev xadoiioy yepovtodiLddowaiov™).

He competed successfully at the Olympic Games. He lived in complete poverty;
hence the proverb "Konnus® ballot" ("Kdwvou ¢figos" ) meaning "nmothing" or

“naught".

- = - . - - l L -
Konnus has been identified as the same with the aulete Konnas (U.v. Villamowitz-

Moellendorf "Plate" I1II, Berlin, 1820 2nd éd. p. 139) menticned by Aristophanes

in the knights, v, 533-4: "a)d yépuwv dv mepuépper, worep Kovvds, oTEqovov HEV

Exwv alov eke. "but being an old maﬂiﬁandevs about like kﬁnnas, bearing a
withered crown" etc.




kordax (xdpSaf); a comic dance; also a dance of the ancient comedy. It was

considered as humorous, and sometimes common or vulgar, or even indecent.

Athen. (XIV, 630E, ch., 28): '"the hyporchematike is related to the comic [dance]
which is called kordax; both are humorous (playful]” ("rovpdéeLs o' eloty aunpd-
tepou™).  Athen, (ibid, 631D) "the kordax among the Greeks is vulgar [or common) "'
("o uév xdpbak xap'%llnuu popTLxbs™). Pollux (IV, 99): "elébn &6¢ dpxnudrwv, eu-
péleLa Tpayunrd, wopSoarnec uwuuxol, ouxtwwie oartvpLxn” ("and the kinds of dances
are emmeleia for the tragedy, kordaxes (pl.) for the comedy, and sikinnis

satirieal’).

Suidas: "xopbaxtlrewv (verb)' aloyplis opxetraiL. KdpSak ydp eldoc dpxroews xwpi-
ufis" ("kordakizein (w.), to indecently dance, Because kordax is a comic dance").
Kordakismos was called the dancing of the kordax; Hes. "Kordakismoi (pl.), the
jokes and plays (the comic manners) of the mimes". Kordakismos and kordakisma

were generally used in the sense of indecent dancing.

kordakistes (xopSaxiotrdc) was called the dancer of kordax., See about the kordax

also; Lucian "On dancing" 22; Aristoph. Neph, 540; Paus. VI, ch. 22, 1 ete.




]
koryphaeus (xgguvqgec; m.pr. korinheeos); coryphaeus; the leader of the chorus

in the ancient play.

%
Axso called "hegemon of chorus" ("nyeudv xopo®), and exarchos (&Fapyoc).
ger X ’

Pollux (IV, 1086) ﬁycudu xopol® xopugatog xopol " ( = "hegemon [leader]of

chorus; ecoryphaeus of chorus’).




korythal[;ﬂistriai, fem. pl. (xopudarl)]lotpLoL; m.pr. korithalfstrie); girls

dancers who used to dance in honour of Diana during the celebration of the
marriage, and in festivals of adolescents. They wore men's dresses and wooden
masks, and their movements were not always very decent. Their dance was connected

with the worship of fertility.

Notej korythalia or korythale (xopudaita, xopuddin) was an inwocation in Sparta

to Diana, protector of fecundity and feetility. So was also called a br%ﬁh or

wreath of laurel or of clive-tree used during these festivities.




/
kradias, nomos; and kradies (kpabdlas, wpabtags.m.pr. kradias, kradfis); an

ancient auletic nomos performed at the whipping of the magicians (sorcerers).

Hes, "kradies nomosj a certain nomes which the%,play on the aulos at the whipping,
by branches of fig-tree and ropes, of the magicians™ ("xpading vouoc” vduov
vl EnaviodoL Tote Exmelntopévouc gappaxole, #pddats xor dploLs EXLppuBbLioue-

vous").
Plut. De. Mus. (1133F, ch. 8) "and there is another ancient nomos called kradias,
which, as Hippomax says, Mimnermus played on the aules" ("xal dilog &'€0TCV

dpyatog vépoc wxarovuevos Kpadlug, Ov, gnowy ImmdveE, Mluvepuov avAfiocas" ).

Notes: a) krade (upadn): the end of a br%@h, especially of a fig-tree; a Fig-

branch.

i
b) pharmakos (gappaxds); magician, sorcerer, impostor. By extension criminal.

Suid. "pharmakos; one who is sacrificed for the purification of a city, otherwise
an outecast, a criminal sacrificed for the expiation of others" ("papuaxdc’ o

éxt xaSopul wélews avaipovuevos, dAlwg xddmpua, xaxolpyos, HUoLALIUEVOS TPOS
&Eulaoydy @Aiwv'"). The pharmakos was also called kradesites (npaénocCtne),
because he was whipped by krades (fig-branches); (Hes. "xpadnovtns  gepuaxds

o tats xpdbarg Railduevos™).




. ) }
Wrates {Xpetncs m.pr. kratis); 7th cent. B.C. aulete and composer. Nothing is

known about his life. He is mentioned as a disciple of Olympus*, and as
inventor of an auletic nomos called polvképhalos* ("many-headeé3 which other
sources attributed to Olympus the elder or even to Athena (Cf., Flut. De Mus,
1133D-E, ch. 7).



krekein (#p€xewv; m.pr, krékin) .3 to strike the strings with the aid of a
plectrum. "krekein magadin" or kitharan ("xpéxeuv pdyasuv i xuddpav") = to
play the magadis or the kithara by striking the stringe with a plectrum, In
that respect the verb "krekein" was synonym to "plessein" (wAdoocuvs to
strike) from which the word "plectren" (m)fixtpov) was derived., The term
used in the case of wind instruments signified "to play". Aristoph. Birds,
ve 682 "&AX' § wadAuBdav xpéxouo’'abldv" ("But, to which she played the

tuneful [ﬁmlodious] aulos').

Suidas writes "xpéxeiv xal wpendvrwv, wpoudvrwy v xuddpav” ("krekein ...
striking the kithara") and also "Kpéxovoa® adloUoa® (fem. "playing the aulos'");
and "upéxw * 76 NXB ... wAdutpw Aoxpls €xpeZe? ("kreka; to sound ... the Locrian

girl played with the plectron").

The verb "krekein" signified also "to make noise"; Aristoph. Birds, vi 771-2
"suppLyf Rordv opod wtepolou xpénovreg Laxov "Andiduw" ("rousing (i.e. the
swans] at the same time a mingled clamour with their wings as a song in honour

of Apollo").

Hesychius gives the meaning of "krekein" as simply "to play the kithara"
("xp€xevv” xLdaplzevv').

. kregmc’rs (xpeyuoc); the sound produced by striking a stringed instrument;
Epicharmus (ap. Athen. IV, 183C, ch. 81) "suuLxdv upeyudv axpoarouéva [Esuékﬁ}’
(" [semele] listening to incessant sparkling sounds"; see the whole text

under pariambis).

Note; The verb "anakrekesthai' (d&vaxpéxeodai; reflex.) is also met with the

meaning of "krekein®.




» l - . Y./
krembalon (xp€uBalovs m.pr. kremvalon), usually in pl. krembala (npeupala);

see krotala.




= T s ’ . I ! ’
kretikos, pous (upntunde, movcy m.pr. kritikos); Cretan peetic foot ~-u =,
SRS EMNOS L AARAC Do

called also augluanpos (having long syllables at both ends).

The adj. Kretikos (Cretan) is often met with rhythm, metre, melosj Kpnrixdg

puvduds (Cretan rhythm), xpntuxdv pdrpov (Cretan metre), Kpntuudv pfirog (Cretan

melos).




< 2

Krexus (Kpé€Zog); c. 450-400 BC, poet and composer of dithyrambs.

He was considered the first to introduce in the dithyramb the "wpoloLv Ond Trv
@énv ("krousin hypo ten oden"; the accompaniment of the song on the kithara
with different notes). Before him the practice was to play on the kithapa the
same notes of the song ("xpdoxopda xpovewv'; "proschorda krouein'"; to double

in unison the vocal part on the Instrument).

He also introduced in the dithyramb the alternate recitation or declamation
*
and singing to the kithara accompaniment, an innovation that Archilochus had

initiated in the iambic verses (lapBeva).

Cf. Plut. 1141A~B,ch. 2B; also "proschordos''.




' . 4 . L .
krotala,(xpdrada); a percussion instrument consisting of two hollow pieces of

shell, wood or metal in variuus forms;clappers. The krotala were used, like
the castanets, to keep the rhythm of the dancers, especially in ceremonies

in honour of Cybele and Dionysus. They were usually fastened one on each hand.

Eust. (Y. ITI, XI, 160) "oxedds tv &£ dorpduov A Evdovu XeAnol 0 €v xepou
xpatoduevoy SopuPel™ {'a utensil [instrument] of shell or wood or copper

which kept in the hands produces a noise [soun@").

The krotala were very often used by women; Herod. II, 60 "ail uév tLveg Tilv
yuvalxiv xpdrale EXovony xpotallZovol" ("some of the women holding krotala

clap on".

The verb "krotalizein" (xpotallZevv) meant to clap with the krotala; Cf. Iliad
XI, v. 180,

The word "krembalon" (xpéuBalov) is often met for krotalon, and the verb
xpeuBuiQﬁtsuv (krembalilkein); to shake the krembala, for the krotalizein;
Athen. XIV, 636D, ch. 39 "1d ToUtouc [npeuﬁdkoug] xpoveLy HpeuBAACLELY ELPAMAEV

['Epuutto!]“ ("the clapping of the krembala was ealled [ by Hermippus] Krem-
baliazein"), Cf, also Athen. ibid 636C, DyE. The clapping of the krembala
was called krembaliastys (xpeuBaitactis; m.pr. kremhaliastfﬁ).

The sound produced by the clapping of the krotala was called "rhymbos"

B
(pYuBog) or rombos (pduBog).




Jrouma (#polra). also krousma (xpolopa) from kromein (wpodeLv; to strike);

in principle the result of striking; stroke, beat. In musiec the term

(usually in pl., kroumata) signified:

a) the sound produced by striking with a plectrum the strings of stringed
instrumentss and in genersl the sound of the stringed instruments, Hippocr.
Pegimen (Mepl Svaltng) book I, 18 "wpodetar &€ td xpoduars €v povounf td
uév Gvw, td &€ xdtuw" ("the notes produced by striking in music are some high,

some low").

b) By extension the sound also of the wind instruments; Pollux (IV, 84) "td
gaAnLotixd wpoduata" ("the sounds of trumpaw'); ef, also Poll, VII, 87 under

= 11

"kroupezia'.

¢) In a broaier sense a musical eomposition or piece of musie; Plut. De Mus.
(11428, ch. 31) "xal 1év loundiv, GgoL THY Aupuxi@iy OvSpes EYEVOVTO TOLATAL HPPU-
udtwy dyadol” ("and of all the other lyric poets those who have been meritorious
creators of musical compositions”). Cf. Dio Chrys, "On reigning" TisulTpads

The adj. kroumatikos (wpovpatuxds) is also met with; kroumatike mousike (xpou-

patuxy povouxr) kroumatic musicy string-music, but also music of wind instruments.

Kroumatike didlectos (xpovuatuxn Sudlextoc); instrumental or generally musical
dialect, style., Plut., ibid (11328, c¢h, 21): "xal Td Repl Tds XpovMATLXAS &6¢

sLar€xtove tdte mouxuiwrtepa fv"  "and the musical style was more varied then

than it is now ".

See krousis.




kroupézion,pl.kroupézia (xpounéguov,-La)dimin.of krodpeza (npoUrneZa);wooden shoe

used to beat the time.Usually a small piece of metal was attached below so that
the beating of time be clearer and stronger.

Pollux (VII,87) "tda 8¢ xpounégia,E¥ALvov Ondénua,texounpévov els évddoLyov xo-

pol. KpoureZogdpous &'clne Tods BoLwrods KparCvos Sud td €v adAntinf xpoduata’
("the kroupesia [werew wooden-shoes [sandals] used for beating the time in daneing.
And Kratinus called the Boeotians ”kraupezophoroi”fcarrying wooden-shoes J for

clapping at the auletic performance [i.e.beating the time to help the playing on
the aulos] %

The words kroudpeza,fem.(pl.krotpezai;xpounecga,xpodrnegol )and kroupalon,neut.(xpoy-
nalov)are also met with the same meaning.

The kroupezia or kroupala were carried by the coryphaeus (the chorus leader) who
led the dance by beating also the time.Those wwho carried these wooden-shoes were
called kroupezophoroi (xpouneZogdpoL;see above).The term "podopsophos*'"(robo-
$09os) was also used for the man beating the time with his foot.




krodsis (xpeloig:from xpoveLv,kroueinzto strike);the act of striking,alse the

stroke.The striking of a stringed instrument,and syneedoch.string-music.
Philod.De Mus.(YV,p.13,ed.J.K.1884) "npovoeLe xal $éar” ("string and vocal musie").

The term "xpoUous Uzd v @6fv" ("krousis hypo ten oden":playing a stringed in-
strument in accompaniment of a song) is generally interpreted as meaning "accompa-
nying a song by a stringed instrument playing different notes than those of

the vocal part'";cf.proschorda® krouein.When the krousis accompanied the song it

oceupied the higher partjcf.Arist.Probl.XIX,12 ("why is it that the melody is

alvays given to the lower of the two strings?";"Aud T Tdv xopb@v n Baputépa del
. 16 p€log Aauldver;').

Cf.Plut,1141A ¢h,27:also Archilochus.




krousithyron (#povorSupov;m.pr.krousithiron);

sea thyrokopikon.




kroustd drgana (xpovotd;pl.of xpouordv,neut.):;also kroudmena (xpouvdpeva), from

wpodgeuy (krouein)=to strike Instruments ppoducing sounds by striking,So were
generally called the stringed instruments.

Cf.enchorda *organa.Nicomachus (Ench.ch.2;ed.C,v.J.p.2403Mb.pp.5-6) uses the

term clearly in the sense of percussion instruments,when he says "on the voice
[sound] of the stringed,the wind and "krousta" [ percussion] instruments" ("&x(

This TEV Opydvwv Evrativ te nol EPRVEUSTEY xal xpovoriv').The percussion instruments
were not in use for pure musical purposes.They were principally used at orgi-
astic cults and ceremonies,especially in honour of Cyhele and Dionysus,.Most

of them were of foreign origin,mostly Asiatic.

Such instruments were the krembala®*,the krotala®*,the seistron*,the cymbals®*and
the tympanon#®,

The adj.kroustikds (xpowoTiLnds) was used in music in the sense "apt to produce

a sound" (L.S.J.etc:"able to sound the right note");cf.Arist.Probl.(XIX,10"...xpou-
otuxd 6€ udilov td 6pyava Told orduatoc’="...but the instruments strike the note

more effectively than the [ human’ mouth").




, .
Xtegibing (Xtnodfuoc m.pr. Ktisivios);8rd or 2nd cent.B.C, mechanician,born and

lived in Alexandria.

Nothing is known about his life.In Athenaeus (IV,174B and D,ch.75)Alkeides says
that he was a barfer by profession,and that he lived during the time of Pto-
lemaeus VII Evergetes TI (146-116 or 117 BC).Further in Athen.(ibid,174F) it

is said that,according to Tryphon's book about aulol and instruments,Ktesi-

bius was a mechanieian.As to his time,there have heen diffeeent viewsiby some

hé is placed in the time of Ptolemaeus III-Evergetes I (246-222 BC),and by others
that he plourished around 180 BC.

Ktesibius is generally accredited with the invention of hydraulis®.He was a
ploneer in the science of pneumatics,and wrote a book "On mechanics” ("'Yrouvi-
pate unyxavurd"),now lost.To his invention are also attributed the construection of

a (hydraulic) water-elock and of various hydraulie machines.




/ L
kyb¥stesis kybisteter ( xvRotnoLe,xuBuotntip; m.pr.kivistisis kivistitir);

Kybistesis was a kind of acrobatie or dancing play in which the dancefs ,usual-
ly women (orchestrides),but also men and boys,based on their hands and with the
legs uplifted,were marching and dancing on the palms,They were able to do by
the feet various skilful exercises,such as filling a glass with water,shopting
an arrow etc.Hence the kybisteter (the performer of the kybistesis) was consi-
dered a clown,an acrobat.

Plut.Mor.401C "dpxrdoers navdwv nat xufivorioeus" ("dancings of boys and kybi-
steseis");and "xvBLotds or xvBuotntip '"the juggler,hopper,acrobat (rope-walker)"

Cf.Hesychius.




I
Lamprocles {Aaptpouific m.pr.Lamproclis);c.beginning of 5¢h eent.B.C.Athenlan dithy-

bambic poet and musiecian.He belonged to the Athenian school,and was a diseciple of
Agathocles™,

Lamprocles became known from a Hymm to Athena (' Adnva,Minerva) of which survived
the beginning.

According to the philosopher Lysis,5th cent.B.C.(ap.Plut.De Mus.1136D,¢h.16) Lam-
procles was the First to establish that the Mixolydian harmonia as adopted by the
tragedians was b-b (from paramese to hypate hypaton) ) ,and not

oot
-~

I
158
(

the "Sapphic" Mixolydian (g - g) as almost all so believed.
Cf.Pythocheides*,

Some scholars believe that Lamprocles and Lamprus* are one and the same person
(Gév.I,p.50).In Athenaeus however two distingtly different persons are mentioned
(c£.XI,491C,ch.80 for Lamprocles;I,20F,ch.37 and II,44D,ch.21 for Lamprus).Also
ap.Plutarch (De Mus.,as above,1136D ch.163and for Lamprus 1142B,ch.31).

Cf.Brgk Anth.Lyr.p.272.




Lanprus (ASprp0g ;m.pe., Ldmproa) ;b.2 d.?

A uusician wentioned by Aristoxenus (ap.Plut.1142B,ch.31) among celebrated lyrie
poets and musicians,together with Pindar,Dionysius® of Thebes and Pratinas®*("xoun-
Tol povpdtwy &yaSol™;good (meritorlieus) composers of musical compositions”;
ef.krouma).

Lamprus is mentioned also as a teacher of Sophocles (Athen.I,20F,ch.37) in dancing
and music ("épynotpuxdv Sedudayuévos [Sophocles) xar wovouufy €ri neCc &v rapd
Adunpy';"since Sophocles was a boy,he was taught daneing and musie by Lamprus").
This however is questioned by some scholars (ef.H.Weil and Th,Rein.Plut.De la
mug.p. 129 ;nete 317),Lamprus is menticned by Phrynichus (Th.Keek Comic.Att.Fr.
vol.I,p.388,fr.69) as a delicate lament-poet and great scphist ("wuyidpoug %pn-
velv,év olou Adurpog évarédunoxev EvSpwros @v Uéatondrng, uLvupds,OnepoopLotrc”
ete."among lamentations Lamprus died,having been a water-drinker,singing in an

under-tone ,a supersophist”).



Lasus of Hermione (Afivog 6 "Eputovevs;m.pr.ldsos o Drmionévs); b.c. 548-545 BC

(according to Suidas at the 58th Olympiad) in Hermione ('Epuudvn)of Achaia in
Peloponnesus.An important figure in the history of ancient Greek music,and a
sophist of repute.

According to Diog.Laertius (book I,ch.I, 42) Hermippus ( “Epuuxmoc) in his
work "On the sages" reckons seventeen including Lasus as one of them:;Suidas,on
the other hand,reports that some included him in the seven Wisemen in the place
of Periandrus.Suidas also says that Lasus was the first to write a book on mu-
sic ("lipdros 8¢ odros wmepl mouaLnfic Adyov €ypage”) now lost;its plan was pre-
served by Martianus Capella (book Ix,gasE s17¢c) ed,A.Dick,1969) .He was a rival

of Simonides and a teacher of Pindar.

Lasus is mentioned as one of the principal innovators in musie,and exercised a
considerable influence;among his successors are cited Eratocles®,Agenor®and Py-
thagoras of Zante®.He was accredited by some grammarians with the creation of
the Attic dithyramb;through Hipparchus,he succeeded to impose the introduction
of the dithyramb in musical contests.Hefenriched the instrumental (aulos) ae-
companiment of the dithyrambs by adding ornamentations,with the use of more nu-
merous and spaced (moving by leaps) notes (Plut.De Mus.1141C,ch.29 "nledooL TE

p9dyyoLs nol SueppLupdvors xpnoduevos™).

Lasus,as also some of Epigonus'School,supported that the sound had "breadth'",a
view criticized by Aristoxenus as a blunder (Harm.I,p.3,23 Mb).

He was interested in acoustics and held experiments with Hippasus of Metapon-
tium;some even attribute to him the discovery of the vibrations as cause of the
sound (Cf.Archytas).Precccupied always with the refinement of the tone quality,
he composed poems where he avoided the use of the letter S$ as hard;such was a
Hymn to Demeter which was "%ﬁgmos" (with out an § used in the words).Athenaeus
preserved three verses of this Hymn in which indeed no S is used (Xx1v,624 E-F,
ch,19):



"AdpeTpo peAre Kdpev te Vlupdvour &loyov.,

HEALRGaY Upvov dveyvudoy

ALOXCE " avd RapUfpopov dpuoviav”
"I celebrate Demeter and Kore (i.e.Persephone),wedied wife of Pluto,raising unto
them a sweet-voiced hymn in the deep-toned Aeolian mode" (Transl.by Ch.B,Gu-
lick,vol,VI pp.367-9).




laimma (AeCyupa sm.pr.limma) From leipein(ledacuv)=to he wanting;hence the "remmant",

the "pemainder".In music a term by which the Pythagoreans called the minor semi-

tone.The tone being divided into two unwqual parts,the smaller was called leimma,

*
and the major zpotome.

Plut,"Pe Animae proer.in Tim." (ch.17,1020 E-F):"The harmenists believe that the
tene is divided into twe intervals,each of which they call semitone,but the Py-
thagoreans disapproved the division into equal parts,and the parts being unequal
they call the minor leimma,as it is smaller than the half".M.Psellos (Schol.

in Plato's Timaeojap.Vincent Notices p.218) "AeCupa,dxep oLy ElatTov TRAuC ToO
Tévou xal v dmotourv,drep dorti petzov'(leimma ,2which is the smaller part of the

tone,and the apotome which is the larger').

Ptolemaeus (Harm.I,ch.10;ed.I,D.p.23,2) defines the leimma as the interval by
which the fourth exceeds the ditone and emaller ' than the semitone ("§ Unepéyer
16 6ud Tecodpwy Tol Sutdvou,xaiovudvny 8¢ AeCupa’ €Xlattov &€ nuutovlou').CF.
Porphyr.Comment.(ed.I.D.p.129,23-24),

Pachymeres (Harm.ap.Vincent "Notices",p.459) says that Aristoxenus and his school
considered the leimma as a complete semitone ("AapBdvovrec td Aetupa de OAduAn-
pov NuLTéVLOV,Edeyov xal 16 bud nooBv £F Tévuwv";"considering [ Aristoxenus and

his school] the leimma as a complete semitone,they said that the octave had six
tones").

Cf.apotome* and hemitonion®#.

b) leimma was also called the shorter silence (rest) and was noted by the letter

A (the first letter of the word Actuua);cf.Parasemantiket.




______ dance mentioned in Athen,(XIV,629F,ch.27) among comical

or ludicrous dances,like igdis®,glaux® ete,Pollux (IV,103) says that
kind of terrifying dance"

"leon is a

("6 &€ Adwv dpxfocwe poBepdic etdoc"),




lepsis (Afdics; m.pr. 1i$sis) from AapRdvery (lambanein = teo take); one of the

three parts of the melopoeia. Aristides (I, p. 29 Mbj R.P.W-I p. 29); "The
parts [of the melopoeia| are 1eEsisf misis* and chresis ; lepsis is that
part by which the musicldn [ composer] determines the region of the voice
to Qe used in the system" ("Afidvc uév, 6u'fc edploneLy T§ povound repuylvera

axd xoléwvy tdwou tiic guviic 14 ovarnua mountdov”).



63, . : . - i
lexis (AffiLc) s, word, speech. In music it is often used in centradistinction

¥ .
to "krousis" (xpoUous; instrumental, string musiec) or to "ode" (tune, song).

Bell: Anon. { V68, p. 78) "AiLmlolg 5 xapaxtip Tdv @ddyywv elinwrav, exeudr
xal SLEATY Exev Tiv xpfioLy' €rC Adfewc ydp xul wpodoews” ("The notation of
the sounds [no‘tes] is twofold, because it serves a double purpose; [to denotej

the text [words 1 and tH® instrumental part').

Plato (Laws, 816D): "xatd AEELy Te xal oy ol xatd dpxnouv" ("aceording

to words, song and dancing").




> . lII - . -
Libvs aulos (lqug aUAdg; m.pr. livis aulos); Libyan aulos, so called

because, according to Douris (ap. Athen. XIV, 618C, ch. 9), a Libyan invented
&
first the auletic art and played on the aulos the Metroa (in honour of

Cybele); "ACBuv &€ tCu avidy wpogayopedouoLy oL ROLNTAL, GATL AOTPLE +otsee

éveLdd Zevplrng, 8¢ Soxel wpiitos edpelv triv adintuudy, ACBuc v tdv voudswy
("And the poets call the aulos Libyan, says Douris,,..... Because Seirites

who, it appears, invented first the auletic art, was a Libyan of the
Numidian tribe". The Libyan aulos was probably a certain kind of aulos brought
according to a tradition from Libya.



lichanoeides (Auxavoeuérig; m.pr. lichanoidis); belonging to the proﬁerty of the

string lichanos; lichanoeides topos (Auxovoeudis 1dmog), locus of the lichanos

on the lyra or the kithara; or locus of the voice on the lichanaus® place.
Aristox. Harm. (I, p. 26, 18 Mb): "Sudnevov 6Lo05€v torL Tol Avyavoetbolc
téxou” ("in the locus of the lichanus there is no empty space": transl.
H.S.M. p. 184),

lichanoeides phthongos (Aixavoeiuérc ¢8dyyog); according to Bacchius (Isag.
y433 Cueved. p. 3023 Mb p. 11) "the highest note of the pycnon” ("6Edtatov
100 wuxvol").




1ichanos (Avxavds and ACxavog); fore-finger. The string and the note produced
by the string played by the fore-finger; Arist. Quint. (Mb p. 10; R.P.W-I p. 8)
"they were called lichanoei (pl.) from the homonymous finger which strikes the
string that produces them" ("ALyavoll xpoonyopeUSnoew, suwwdies t§ wAfrrovie

SaxtUly v nxovoav adrds xopbriv émovouaodeloal’). Lighanos was the third

note from below of the heptachord and the octacherd;

5:3— 2 L B
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(a) (b)
and the Greater Perfect Systems there were two strings

In both the Lesser
(or notes) with the name of lichanos: the lichanes hypaton (Auyavdg Uxat@v) and

the lichanos meson (Auxavds udoav):
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The lichanos was sometimes called also "diatonos" (&edrovec); Cf. paraphoniaj
%

hypermese;forLlichanoeides phthonges' see under parhypatoeides .




/

ligyeches (ALyunxrg; m.pr. ligiichis) from ldgys (Aiydg), clear, piereing,

also melodious, sweet; and echos (fixos; sound); sweet- or clear-sounding.

Ligyeches kithara (Avyunyfis xu®dpa); clear-toned, or wweet- (melodiously)
sounding kithara.




ligythroos, ligythrous (AuyuySpoog, Auydppoug; m.pr. ligithroos, - rous); clear-
tonedjsweet or loudly sounding. Same as ligyeches.

. Ligythroos pectis (Auyd8poug xnxtlg); clear-toned pectis; also loudly

sounding pectis.

Other adjs., formed from ligys and met with in music, were: ligymolpos,

ligykrotos, ligyphenes, ligyphthongos (having sonorous, strong or clear voice).




Limenius (Auléviog; m.pr. Liménios); Athenian composer of unknown date (probably

2nd cent. BC) to whom many scholars aseribe the composition of the Second Delphic
Hymn to Apollo. He was the son of Thoinos (Th. Reinach: La mus. gr., p. 183),
but nothing else about his life is known.




linos (ALvog); a funeral song in memory of the unhappy de#th of the poet-

&
musician Linus.

Another expression for linos was oetolinos (oCtdkLvog; m.pr. itélinoa) from

oltog (oetos; fate, disaster, death) and linos. The linos was known in Egypt

x
and was called maneros ;

Cf. Herod. book II, ch. 79.

Hesiode says that the linos was sung by minstrels (a%@oi) and kitharodes "in
banquets and dances'"; Athen. also (XIV, 619C, ch. 10) says that according to
Euripides (Herc. v. 348) "linos and aelinos* [are sung | not only in mournings

but also on a happy event"; Cf. aelinos , also Hom. IL, XVIII, 570-571, and
"Scholia Graeca in Homer Iliadenm{' by G. Dindorf (Oxford, 1875) vol. II, p. 177
and vol. IV, p. 200.




Linus (Acvogs m.pr, Lfncs); mythic poet-musicsdn (minstrel), son of Apollo,

According to Heracl. (ap. Plut. 11324, ch. 3) a contemporary of Amphion*,

and a composer of laments. He was, by legend, aceredited with the invention
of the trichord lyra, or with the addition of the 4th string to the trichord
lyra he had from his father, Apollo. Diod. Sikel. (III, ch. 59, {'6) ascribes
to Linus the addition of the lichanos* string; Cf. Marsyas.

He gave his name to a kind of lament (linos, see above) owing to his regrettable
death, There were many and different legends about his death; according to

one he was killed by Apolle because of his boast of being equal to the God

in song and art. Another legend says that “he was torn by dogs (Paus. I, ch.

L3, 57), while according to a third legend he was killed by Heracles (whom

he taught music) because during a music lesson finus scoffed him for awkwardness
in lyra playing. Pausanias (IX, ch. 29, ,' 6) records that his death provoked

such a sorrow that the mourning reacheg# all lands, even barbarian ones, and

% #*
was lamented by a special song (linos =and maneros ).




lityerses (kutuépong; M. Prs 1itiérsis); song of the reapers; Athen. (XIV,
619A, ch. 10) "n &¢ tlv Sepuotdv $67 Autuépons xadeCrar" ("the song of the

reapers is called lityerses"). As a proper name Lityerses and Lityersas
(Avruépans-oas) was the name of an illegitimate son of Midas, king of Phrygia,
who, being an extracedinarily skilful reaper was challenging the passers—hy

in reaping, and bound the heads of the defeated in the sheaves. He was

killed, according to a kegend, by Heracles.

Hes., "Lityersas; a kind of song; also, Lityersas was an illegitimate son of
Midas and very musical" ("Avruépoag, §6fis eléoc® £ti &€ & Autuépoac MCSou

védos uLds Géundtaroc").

According to Pollux (IV, 54) Lityerses was a king of Phrygia ( of Kelaenai
in Phrygia).

Probably the song lityerses was named after him.




' L)
Locrios ,Locrian, harmonia, also Loeristi, and Locrike Harm. (Adxpuroc dpuovia,

AO%PLOTL, AOKpLAHY )3 so-called the octave-series better known as Aeolian, i.e.

a-b-c~-~d=-e-f-g-a (Diatonic genus)

L #t
Its introduction was ascribed to the Loerian lyric poet and musié?n Xenocritus
who lived in the 7th cent. B.C.

The Locrian harmonia derived its surname from Locris a district of ancient
Greece between Thermopylae and the lake kbpais, and it was probably a rather
. local harmonia. It belonged to the group of Dorian harmonias and was called
by some writers '"common™ (xouvi); Cf. Cleon. Isag. ¢h. 9 (C.v.J.p. 198; Mb f
p. 16)3 Bacch. Isag. 77 (C.v.J.p. 309; Mb p. 19). |

%
The focrian harmonia, after having been used during the time of Simonides and
#*
Pindar, fell into disuse; Cf. Athen. XIV, 625E, Ch. 20.

From the time of Aristoxenus the term Hypodorian was generally used for this

octave-series; Cf. Aeolian, Hypodorian and Harmonia .




logades melos (loyBbées u€iog); spoken "melody". A term used by Aristoxenus
for the "melody" of the speech;

Harm, Elem. (I, p. 18, 12~-15) "Afdyerav ydp
&% ol Aoydidec TuL MEAOS, TO cuyxeluevov ex tlv TwpoocwbLlv tiiv €v toltc ovdpaoLy’

guoLxdy ydp 16 émLrelveLy xal dvi€val év 1§ Suoldyeodal" (= "for there is also

a kind of melody in speech which depends upon the accents of words., as the

voice in speaking rises and sinks by a natural law"; transl, H.S.M. p. 177).



lorbroteron (ﬁggﬁgﬁlsggg 5 MLipT. lomyroteron):; a kind of indecent dance
mentioned by Pollux (IV, 105): "lopBpdrepov B¢, v wpyodvto yuuvor ouv
uioxpo]ovﬂq¥ ("the lombroferon, which was danced by naked men with obscene
lanquage"). According to Dem. and LS, Gr., lombroteron is the Comparative
of lombros, and means "more indecent, more obscene" (Cf. Dem. p. 4376, and
LS, Gr., vol. ITI,k p. 58).




’ ‘ . .
Lycaon (Auvxdwv; m,pr. Likaon); 6th to 5th cent. B,C., musician from Samos, to

whom Boethius attributed the addition of the 8th string to the lyra, which by
*

Suidas was attributed to Simonides and by Nicomachus to Pythagoras; Cf. Lyra .

It may be possible that Lycaon as a disciple of Pythagoras in Samos knew and

used the octachord lyra. No more details are known on his life.



Lydios [Lydiaﬁ]harmonia, and Lydisti (AUSuvos, Avbiote dpuovla ; m.pr. Liﬁios,
Lidistf); generally accepted by most of ancient theorists and writers as Lydian

harmonia was the following octave-series (5ud waoiiv, octachord)

e d ie c (Diatonic genus).

fig i aib
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cf. (Goadent. Isag. fch. 19, C.v.J.p. 3473 Mb p. 20).

For others, including Aristides, it was the octave £ - £. The Lydian harmonia
was, with the Phrygian, among the non-Greek harmoniai, which came to Greece
from Asia Minor; Cf, Athen. XIV, 625E, ch. 21 ("The Phrygian and the Lydian
harmoniai became known to the Greeks from the Phrygians and Lydians who

emigrated with Pelops to Peloponnesus').

The Lydian harmonia was however known from remote times as also the Dorian and
the Phrygian. According to Aristoxenus (first book "en music", ap. Plut. De
Mus. 1136C, ch. 15) Olympus* was the first to play on the aulos a funeral tune
in the Lydian mode (Lydisti) on Python's death. Pindar says in Paeans (Plut.
ibid) that the Lydian harmonia was first performed at Niobe's marriage; While,

% %
as Dionysius the Iambus relates, Torrebus introduced it.

See ethos.




&EEE.(Eﬂgii m.pr. lfia); the pre-eminently national instrument of ancient
Greecej the most important and the most widely known of all instruments.
Associated with Appllo's cult it was very respected, Owing to its simple
mechanism, and its peculiar and charactepistic tone-quality,which was noble,
serene and virile the lyra was used as the chief instrument for the education
of the youth. Being not a complicated or too sonorous instrument it was not
used at open-air performances or competitions but has been associated with
the intimate social life of Greece,

History and legend. According to a widely spread legend (Cf. Hom, Hymn to
Hermes v. 24ff; Apollod. Atheniensis Biblioteca, III, ch. 10,2,pp. 139-140;

etc) Hermes soon after his birth in a cave on mount Kyllene, went out of his
cradle, stole during the night the oxen guarded by Apollo, and came back
pretending he was sleeping. Seeing out of the cave a tortoise, he tock off
the body, fixed on the carapace strings of ox-gut, and thus made the Ffirst

lyra (chelys). When Apollo discovered the theft and the thief, and complained
to Zeus, Hermes in order to appease his brother offered the lyra to Apollo

who was enchanted by its sound. The lyra was known in Greece from the remotest
antiquity. Legendary musicians and epic singers, such as Orpheus. Thamyris,
Demodocus and others used to accompany their songs with the lyra, the phorminx*
or the kitharis*.

Nicomachus (Excerpta ex Nicom,. ch. 1; C.v.J.p. 266; Mb P. 29) relates that
Hermes, after having constructed the seven-stringed lyra, taught Orpheus how
to play on it. Orpheus in his turn, taught Thamyris and Linus: this last
cne taught Amphion* of Thebes who by his seven-stringed lyra built up the
"heptapyles" Thebes walls (with seven gate3]. When Orpheus was killed by
the Thracian women (the Maenades) his lyra fell inte the sea and was taken
by the waves to Lesbos; There it was found by firhermen who brought it to
Thrpander*. This chain of legends tends to establish the Thracian origin of
the lyra.




Construction, The primitive lyra was based on carapace of tortoise which

served as the sound-box (echeion*); hence the poetic name 'chelys" of the
old lyra (x€\vg from xeldvn = tortoise). In later times the sound-box was
also made of wood but in similar shape. Over the concave a vibrating
membrane of oxhide was stretched. On either side of the carapace two arms,
made of horn of wild goat or wood, were fixed in parallel line to the sound-
box; they were light and slightly curved, and were called Eecheis {xﬁxebs;
arms) or horms (uépate). These arms were joined slightly under their upper

end to a cross-bar, made of box-wood and called zygon or ;zgas (cuxdv;

eross-bar, or joining~bar). The strings (chordai, neurai; xopéud, veupal)

made of gut or sinew (in older times of linen or hemp), were stretched by
¥ %
a knot on a little board (called chordotonion or chordotonos ) on the

lower part of the sound-box; they paddgd over a bridge (called EEEEEj
uaydg) which isolated the vibratory part of the strings, and were stretched
along the instrument to the cross-bar on which they were fastened. In older
times the strings were tied by a thong of leather, but in classical times
pegs were used made of wood, metal or ivory, which fixed by a mechanism on
the cross-bar tightened the strings by rotary motion; these pegs, as also
the thongs, were called kollaboiﬁ and kollqpesﬁ (xdA\raxBoL, xéiloxeg).

All the strings had the sgwe lenth, but differed in thickness and bulk, and

gave one sound each of them.

The number of the strings varied greatly during the historical times but for

a long period they were seven. According to some ancient writers the primitive
lyra had four or even three strings, Diod. Sikel.(Bibliot. Hist., book I, p.
10) writes that "Hermes invented the lyra and made it trichord by imitation

of the three seasons of the year. Thus he established three sounds, a high,

a low and a medium”, Nicomachus (see above), on the other hand, says that

Hermes made the lyra from the very beginning with seven strings. Alse Lucian



("Dialogue of Apollo and Vulean") and others repeat this legend, as it appears
in Homer's Hymn to Hermes (v. 51), It is certain beyond doubt that from
Terpander's time (8th - 7th cent. B.C.) the lyra was heptachord. Terpander
was accredited with the invention of the heptachord lyra by many writers;

a tradition kept alive until the 4th cent. B,C. closely connected Terpander
with the heptachord lyra. To Terpander was attrifuted also, by some historians, the
addition of the octave; Terpander took off the "trite" and added instead

the "nete", i.e. the octave. Arist. Probl. (XIX; 32) clearly refers to it

(" why is the octave called diapason instead of "diocto"” [6;’6urd:]according
to the number of the strings [notes] in the same way as we say dia-tessaron
[for the fourth and diapente [for the Fifth] ? is it because in ancient times
the strings were seven? and then Terpander having taken out the trite added

the nete, and for this it was called "dia pason" (through all, octave) and not

"dioeto", as they were seven in all").

An 8th string was added in the 6th cent. B.C.; this addition was attributed
by some writers to Pythagoras. Nicomachus (Enchir. ech. 5; C.v.J.p. 243 Mb
p. 9) says that Pythagoras first of all ("rduzpwroc"; the very first) added
the 8th string between the mese and paramese thus forming a complete harmonia
with two disjunet tetrachords (e - f - g-a -b ~¢ -4 - e). Boethius
attributes the addition of the 8th string to Lycaon* of Samos, and Suidas

@
to Simonides .

The heptachord lyra remained in use for a very long period throughout the
classical times; most of the lyras on ancient vase-paintings are depicted
with seven strings. If we take into consideration the fact that the lyra

was clesely connected with Apollo's cult, and that it was the par-excellence
national instrument for the education of the youth, we can understand that
the Greek people, including some of the most eminent poets and authors

like Pindar, Plato and Aristotle, could not easily concede to innovations




regarding such a "sacred" instrument. Side by side however with the use of
the heptachord (and octacherd) lyra, use was made of instruments with more
steings. From the 5th cent. B.C. already appeared lyras (?:thharas) a with
nine to twelve strings. The addition of the 9th string was attributed to
Prophrastus® (or Theophrastus) of Pieria, of the 10th to Histiaeus® of
Colophon, of the 1lth te Timotheus (Cf. Nicom. Exe. ex. Nicom. ch. 4;
C.v.J.p. 2743 Mb p. 35). Other sources attribate to Helanippides*and to
Timotheus the addition of the 12th string (Pherecrates in "Cheiron" ap.
Plut. De Mus. 1141 D - 1142A, ch. 30).

. The strings were plucked by the right hand either with bare fingers or with
& plectrum, while the leff hand was used to deaden the strings. It is
supposed that the left hand was also used to "stop" the strings in order
to tighten them and sharpen the notes produced by open strings. (C. Sachs
Hist. of Mus. Instr. p. 132,and below). Sachs (ibid, p. 133), following
Ps-Asconius, and judging from the position of the left hand on certain vases, |
supports that "while the right hand usés the plectron the fingers of the
left hand pluck the strings".

Cf. Philostrati Majoris Imagines (Leipsig. T., 1893; 10, Amphion) and Philostrati
minoris Imagines (Leipsig, T., 1902; 6, Orpheus). The lowest string (hypate)
was placed at the remotest end from the executant , and the highest (nete)

. at the nearest (see Onomatothesia; hypate, nete).

The tuning of the lyra (and of the kithara) is a question which has not been
clarified in a definite way owing to insufficient ancient information. Curt
Sachs offered a solution of the problem ("Die griechische Instrumental noten:-
sehrift, "Zeitschrift fir Musikwissenschaft', VI, 19243 Hist. of Mus. Instr.

pp. 131-2) according to which "the gustomary tuning was pentatonic without
halftones in EGABD (but not necessarily in this order). Additional strings




duplic&ted these notes in the higher or lower octave instead of Filling in
the missing diatonic notes, F and C". The original trichordal (three-string)
tuning was ETAE (nete, mese, hypate)
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When the two missing diatonie notes, F and C and semitones and auartertones
were needed, they were produced, according to Sachs, "by pressing and thus
tightening the next lower string with one of the fingers¥®. This question

is discussed in R.P. Winnington - Ingram’s "The pentatomic tuning of the Greek
lyre. a theory examired"; Classical Quarterly, 1956, pp. 1€9-186,., See also,
0.S. Combosg Die Tonarten und Stimmungen der antiken Musik’. Copenhagen 1939,
p. 166 ff, For the playing the lyra the verb '"kitharizein" (Cf. “kithariéﬁ)
was used; the vk "lyrizein" ("luplzeuv") is also met with but rarely. The
lyra was held usually aslant away from the performer; the player would stand
or be seated with the instrument on his knees or between his arms, held by a
leather band (called telamén, Telaudv).

Generally speaking the lyra was rather used by the amateurs while the kithara
was left in the hands of the professionals.

= ]
According to many writers the Homeric phorminx and kitharis were kinds of

lyra; this is refuted by others (C. Sachs ibid p. 130).

The maker of lyras was called lyropoeos (Auvpomoudc; m.pr. livopids).




!
The player of the lyra was called lyristes (JlupLotdc; m.pr. liristis).

Bibliography (in addition to those mentioned above in the article):

Th. Reinach: "Lyre" in D.A.G.R, vol. VI, 1904, pp. 1437-1451

n mn

La musique greecque, 1925 pp. 117-131

Anthony Baines: Lyre in Grove, vol. V, p. 453 £f

C. Sachs: The History of Musical Instruments, N.York 1940; Lyres, pp. 129-135
\

. (See also under kithara).




lyrodia, lyrodos (lupwdila, Avpwddc; m.pr. 1irod{a, 1irodos):

lyrodia (from lyra and ode, @éf or §beuv, to sing); singing to lyra accompaniment.

lyrodos; the musicddn who sang and accompanied himself on the lyra. Also as
an adj.;Cf. Callistrati "Descriptiones" (KalAiLorpdtou "'Exopdgevs'; Teubner,

feipsig, 1902) ch. VII, ¢ 4 "tdv dpuoviav trv Auppédv",

The lyrodia was not largely propagated; it was confined to family and convivial
circles. Contrary to the large scope of the kitharodia* and the extent and
the importance of the kitharodic nomoi, the songs of the lyrodia were more
intimate in character, such as love-song, and drinking-songs (table - songs,

"paroinia" ete.).



|
lyrogathes (lpppyngﬁﬁ im.pr.lirogithis) :that who rejofces in nlaying the lvra.

Another denomination used:lyrothelges (Avpodelyric;m.pr, lirothelgis) ,who is delighted

to play or to listen to the lyra,




lyrophoenix (Aup:aatuus;m.pr.liyophfﬁix);also lyrophoenikion (AupopoLvixLovim.pr.

lirophinfkion);a kind of lyra or kithara of Phoenician origin.

It was probably the same as the phormix* and the phoenikion* (goLvixiov);For some
writers the lyrophoenix was a sambyke*;cf.Iobas,king of Mauritanea and historian,

of the 1st cent.B,C.(ap.Athen.IV,175D,ch.77).Hes."AupogoluLE " elbos wuddpag"("lyrophoe-
nix; a kind of kithara").Pollux (IV,59) mentions only the lyrophoenikion.Herodo-

tus says that the arms of the lyrophoenix were made of horn of roe-deer;while

Semus of Delos (ap.Athen,XIV,637B,ch.40) supports that its name was due to the

fact that its arms were made from wood of palm-tree (phoenix=palm-tree).

Note: The word phoenikion is a dimin.of phoenix,and lyrophoenikion of lyrophoe-

nix,




- a; - $ & -
Lysanarus,Lysander ,of Sieyon (AJoavépos 6 ILxvwvLog;m.pr.Lisandros Sikionios);

? 6th cent.B.C.musician and kitharist,from Sicyon.

Philochorus in the third book of his "History of Attica" (ap.Athen.XIV,637F-
638A,ch.42;FHG I,p.395,fr.66)attributes to Lysandrus gany innovations;
"Lysandrus of Sicyon,he says,was the first kitharist to institute the art of
solo kithara playing (the "psilokitharistike';in#iroduced first,according to
Hanagchusﬁ@ristonicus*)by tuning his strings high and augmenting the volume
of the tone;he also used the " enaulos kitharisis®" (i.e.kithara playing to
aulos accompaniment) which Epigonus' school first adopted.And by abolishing
. the simplicity prevailing among the kithara so]iists ,he was the first to play

on the kithara richly chromatic compositions ("ypwuatd te edypoa’),as also

iambuses* and the magadiy which is called syrigmos*".
See FHC I,p.3985,




lysiodos (Avouwédg;m.pr.lisiodds);a pantomime and singer who in a theatrical per-

formance dressed in male costume imitated female characters.

Some writers were confusing the lysiodos with the magodos®,but Aristoxenus (ap.
Athen.XIV,620F,ch.13) distinguishes them as follows;'the actor who imitated
male and female characters is called magodds,while that who in male dresses

imitated female characters is called lysiodos".

ﬁzsiodos as an Adj.signified that whiech was connected with the songs of the
1ysiod§fj,/

o X

-lysiodoi auloi (AvoLwdol avlotl)=auloi accompanying (or playlng) these songs.




i (noavdéLov) see magns.
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mdgadis (udyedus);

a) a widely known in ancient Greece stringed instrument.

Its form was triangular ,the number of its strings twenty and it was played by
both hands without the aid of plectrum ;thus it belonged to the stcalled "psa-
1tika" instruments (played by bare fingars).Its main characteristic was that its
strings were tuned in pairs,each one with its octave (ten double strings);this
allowed playing in octaves which was called by term "magadizein" ("payadizeuv';
cf.antiphthongos).

Its name was derived by some wriéers from magas ,the bridge of the stringed in-
struments;this would mean perhaps that the magas played some particular role

in the playing.The historian Douris derived the name magadis from a certain Magdis
from Thrace (ap.Athen.XIV,636F,ch.40).Its tone quality,according to Telestes,

who speaks of a five-stringed magadis,was horn-like (xepatdpwvos).The origin of
the magadis,according to Anacreon,was Lydian ("f ydp udyadig 6Epyavév £oti ok~
TLHdV, 0 ' Avaxp€wv onol ,AvéEv Tte ebpnua;''because the magadis,as Anacreon says,
is a  "psaltikon'" instrument,and an invention of the Lydians").Pollux (IV,61),
on the other hand,says that according to Kantharus the magadis was an invention
of the Thracians.What is certain is that it was an ancient instrument,mentioned
already by the lyric poet Alcman in the 7th cent.B.C.;it was in current use in
Lesbos at the time of Anacreon (6th cent.B.C.);ecf.Euphorion ap.Athen.ibid,635A
ch.36).The magadis was held in great honour especially by Anacreon and to its
accompaniment he used to sing his love-songs;Athenasus (ibid) preserved the fol-
lowing verse by Anacreon;"¢dAAw 6 elxogu xopdalou udyaduv Exwv, b Aevnoone' ;"I
play on a twenty-stringed magadis in hand,0 Leucaspis'(see Anacreon and psallein).,

The magadis was one of the so-called polychord (many-stringed) instruments,such
as pectis,sambyke and phoenix,condemmed by Plato (Repub.III,399D) and by Ari-

stoxenus who called them 'degenerate instruments'.



h) mapadis was 3lse nalled & Bydfan aulos ("Lydian magadis aulos” ascording to Ten
of Chins).Anaxandceldes {(ap.Athen.TV,182D,5h.80) suggests that the magadis also
called "plagiomagadiﬁﬂ{croas-magadi?) or palasomagadis (old-magadis) can produce
at the same time a high and a low tona:this is repeated by Tryphon (ap.Athen.XIV,

634E ,ch.36).

Didymus and Hesychius speak of magadis as-heinq a kitharisterios® aulos (accompa-
nying the kithara);Hes."yaydSecug (pl.) adiol nLdapLotipLow ’ Spyavoy paAtLxdv"("ma=
gddeis '"kitharisterioi" auloi} alse a psaltikon instrument (see above a’).These
auloi might probably accompany alse the stringed instrument '"magadis" of which they

derived their name;ef.Athen.ibid.

c) In Athenaeus (XIV,638A,ch.42) the word magadis is used alse in the sense of

syrigmos® ("harmonics"?).

Note: Many informations regarding the magadis are te be found especially in
Athen.XIV,634C to 637A,between the chapters 35 and 41.The discussion on magadis
begins with the question of Aemilianus "what instrument is magadis,a kind of aulos

or of kithara?",




magds (peyds)sthe bridge of the lyra and the kitharajit was a marrow wooden board

placed above the sound-8ox at a distance of the chordotonion®. b

fhe magas was used to isolate the vibratory part of the strings,exactly as modern
A

bridge of stringed instruments.
Hes."yayds® gavis Tetpdywvos Undnugos Seyoudvn tic xuddpac tdc YEUpdS XaU arote-
Aoloa tdv 998yyov” ( "magas,a wooden quadrangular board slightly curved which sup-

ports the strings and produces the tone").

Its Dimin."magddion" (poydérov) is also used;Lucian "Dialogues of Gods" (IV,7,4

. "Dialogue of Apollo and Hephaestus LVulcan) ') "sxfyevc vdp évapudoac xat paydsuov
duodels" ("for [Hermes] having adopted [ on the tortoise] arms and placed a magadion
Ca little bridge]").

Hesychius at the word "magadion' writes "a nice kithara solo" ("wpaCov xuddpLopdl);

he evidently derives the word from the instrument magadis.




r
magodds ,magodia (uaypsds,uaypsia);

magodos;a comic pantomime who accompanied by tambours (rUprava) and cymbals was
imitating indecent and wicked characters,such as adulterers,procurers etc.
Athen.(XIV,621C,ch.14) " the magodist,as he is called,has tambourines (tYunava)
and cymbals,and all his garments are feminine;he not only makes indecent gestures,
but he does everything that is shameless,at one time acting the part of women as
adulteresses or pimps,at another,a drunken man going to meet his mistress in a
revel pout.And Aristoxenus says that hilarodia being serious,parocdies tragedy,

whereas magodia parodies comedy" ; Transl.by Ch.B.CGulick,vol.VI,p.347.

magodia and magode (uaywsia,uaywsd) is the pantomimiz performance of the magodos .

The magodia took its name from the fact of using spell (charm) and exhibiting

magical powers (Athen.ibid).




makron (poxpdv);long.So was called the third of the seven parts of pardbasis¥
According to Pollux (IV,112) " the makron is a short little melody in the pa-
rabasis sung without breathing [by one breathl " ("tvd &¢ dvouarduevov uoxpdv

éxv 1 mapaBdoey ,Bpayxdl pelddpLdyv gotLv dnvevory ¢éduevov'’).




maktrismos (mantpLouds);a lustful dance danced by women with rotary motion of the

belly.In Athenaeus (XIV,629C,ch.26) maktrismos is a later name of apokinos*;in
another paragraph however (629F) maktrismos and apckinos are mentioned separately

in a list of ludicrous dances.

Pollux (IV,101) uses the word Baktriasmos® for maktrismos.




malakds (uadaxds);soft. A term used in the Diatonic and the Chromatic genera to

imply a certain "shade" in the formation of each genus.Opp.tense (o¥vtovog).In the
Soft Diatonic the tetrachord was composed (from low to high) of a semitone,3/4 of

tone and 5/4 of tone.In the Soft Chromatic the intervals used were (from low to

high again) %’ of tone, -% of tone and 1.£ tone plus i ,i.e.in twelfths
2 ]
4 L 22
ﬁ+—+—-——'
12 12

The question of the Soft shade is discussed in some detail under Diatonon and Chro-

matic.
As an Adj.the word malakos was used in the sense of music somewhat effeminate ,or

lacking in manly character.

Note: The vb malassein (poldooeiv,attic pardrreLv) to soften,in music signified
to lower to flatten,to relax;Plut.De Mus.1145D,ch.39 "ualdrTouct ydp Gel TdS TE

AL xovody xol tdc mapavitag"="because they always flatten (lower) the lichanot and

the paranetai’,




manerds (uaveplic); a funeral song in Egypt corresponding to linos*.According teo
Pausanias (IX,ch.?g,fls;cf.éigggf)the origin of this lament or dirge was related
to the unhappy death of Linus.The name of the dirge came from Maneros*(Mavepiic)
son of the first king of Egypt;PlutiDe Iside et Osiride" ("Mepl’ "Ioubog xal 'O-

oCpLbog", 357E,ch.17)"...0v ydp §Sovouv AlyUrtiou mapd Td ovundoua Navepita Tol-
tov etvat..."("for that which the Egyptians sing at banquets is the maneros").

Cf.linos ,which was also sung not only in mournings but also on happy events.




manos ,manetes (uavéds,uavdrns;m.pr.mands ,mandtis);

manos ,loose,not dense,sparse,Manotes the quality or virtue of being manos;looseness,

sparseness.

Manos oppos.of pyecnos™,and manotes oppos.of pycnotes®.Ptolem.(Harm.I,ch.3;Wall.III,p.6;
I.D.p.7,17) " Aud &€ tdv tfic uavdérntos i TUAVETNTOS.. oLdTNTA 'Had ' ds wAALY Ouw-

vlnwg A€you€v tuvag ¢dpous muxvods n yxadvoug...'" ("As to the aquality of looseness

or denseness ...according to which we again call some sounds homonymously dense

or loose").

Cf.also Porph.Comment.(Wall.p.225,I.D.p.44 4),

Plato (Laws book VII,812D) "xal &4 xal muxvétnta uavétnti xal tdyos BpadutfitL e.t.c."”
("when there results a combination of denseness and looseness (of high and low
notes | ,of rapidity and slowness "e.t.c.).,See the beginning of the paragraph under
Hetexrophonia.




/
Marsyas ( Mapovag;m.pr.Marsias);mythic shepherd and musician,son of Hyagnis®.He

was one of the triad of Phrygian musicians,with Hyagnis and Olympus®,who intro-
duced in Greece the aulos and the auletdc art,and the Phrygian harmonia.According
to a legend,preserved until the classiecal times, Marsyas was even the inventor

of aulos;Plato called the aulos "Marsyas' instrument'.According to another legend
(Plut."De Cohibenda ira",456 B-D,el.6-7) Athena(Minerva) invented the aulos,but
seeing in the reflection of the waters that her face was deformed,she threw it
away;the aules fell in Phrygia and was found by Marsyas (Cf.aulos).Pausanias (I,
c¢h.24, § 1) says that a statue of Athena shows the go&dess striking Marsyas,the
Silenus,for taking up the auloi that she wished to be thrown away;Paus.(X,ch.30,
vy 9) also says that to Marsyas was attributed the invention of the Metroa®*(Mntpfa),
which the '"Parion Chronicon'®* attributes to Hyagnis.

The legend of the contest with Apollo is well-known (ef.Diod.Sikel.III,ch,59,
§f2-5);Harsyas and his aulos were defeated by Apollo end his kithara.Marsyas was
hanged and had his skin stripped out by Apollo.This contest can be explained as

a fight of the national art and tradition against foreign influence and intrusion;
and Apollo,representing the national art,in fact its CGod protector,should win.

But in spite of the "victory" foreign elements had to be accepted little by little
and by selection,and to be assimilated in the Creek art.The legend is completed
however in a charming way:Apollo,repentant for what he did on Marsyas,destroyed
"his kithara and the harmonia'";of this harmonia (Paus.ibid,;*6) the Muses found
the mese (p€on)Linus the lichanos,Orpheus *and Thamyras®* the hypate and parhy-
pate respectively.

Another name met for Marsyas was Masses (Mdoong;Plut.De Mus.1133F,ch.7).




Meldmpous of Cephalonia (Melduxous & Kegalifv);7th to 6th cent.B.C.kitharode from
Cephalonia.He competed at the Pythian Cames,in Delphi in 586 BC,and won the first
prize for the kitharodike,while the victors for the aulodike and auletike were

Echenbrotus® and Sacadas respectively (Paus,X,ch.7,) 4).




[
Melanippides ( Mehavixmlbng; m.pr.Melanippidis);b.c.480 BC;d.c.b14 BC. Composer of

dithyrambs of repute from Melos (MfAog;hence Miivog,Melios).He was the grandson
of another Melanippides also composer of dithyrambs (""Par.Chron."v.47).

To Melanippides the younger are attributed,according to Suidas,many innovations

in the melopoeia of the dithyrambs.Among his innovations the anabole® was one

of the most important;the dithyramb now became a free composition like the nomos,
without strophes-antistrophes.As Aristotle says (Probl.XIX,15) in the nomoi the
tunes followed the action ("xal td uéin tff ueuroe. AxoAovdel’ )and "for the same
reason the dithyrambs,having become imitative ,have no any more antistrophes ,as
they did before',

To Melanippides was attributed also the addition of the 12th string.Geﬁpaily
speaking Melanippides was one of the prominent figures of a group of innovators
in the 5th cent.B.C.,who following the example of Lasus®* of Hermione ,did not
persist in the scope of the pre-existing music (ef.Plut.De Mus,1141C,ch,.30).

In Pherecrates' comedy 'cheiron Music,personified as a woman,protests to Justice and
accuses Melanippides as the origin of all her misfortunes who started first her .

maltreatment by introducing the 12th string.

Melanippides ,however,is praised by others as an important innovator of the art;

Aristodemus,the philosopher,asked by Socrates who he admired most for their
ability,replied "For epic poetry I most admired Howwer ,while for the dithyramb
Melanippides'' (Xen."Memorabilia",I,ch.4,," 3: "'Ex( pév tolvuv £x@v xouroe. “O-

unpov €ywye pdivota Tedaduana,énl 6¢ 6LIVPAURY Medavirzlonv..."),

Melanippides,invited by Perdiccas II,king of Macedonia (454-412 BC),passed the
last part of his life in his court,where he died (Suidas) ;perhaps around 414-413 BC.

From his works survived only a few verses,principally from the dithyrambs Danai-

des ,Persephone and Marsyas;cf.Brgk PLG ITI,pp.1244-7 and Anth.Lyr.pp.286~7 ,espe-

cially nos 1-3.




meleazein (ueledfeuv;m,pr.meledzin);to speak or read with a certain musical un-
dulation of the voice.This term is used by Nicomachus in the Enchiridion (ch.2;

C.v.J.p.239;M p.Y%),and may be interpreted as meaning something between speaking
and singing,like the "recitativo parlando".In this respect meleazein is distinctly

different to the "logodes® melos" of Aristoxenus.



meligerys (peAlynpug; m.pr. meliéiris) from meli (péA.) honey, and gerys (yWpus),

voice, sound; sweet-singing or sounding; very melodious.

Plut. "De Pythia® oraculis", 405F: "ueAuydpeag Uuvous" (pl.); "very melodious
hymns".




melisma (v€ALopa) ; melos, song.

melisma of lyra or kithara (uéiuoua AUpas or xiu¥dpac); a melody of lyra or kithara.

The Dimin. melismation (ueAiopdriov) is also met with; a litle tune, a short

melody.

Another word for melisma is melismos (song). But melismos (Cf. M. Bryen. and

Bell. Anon.; see under kompismos - melismos) was called the repetition of the

same note in vocal music.

. The verb "melizein" ("upellzelv'") was used in the sense = to sing, to perform a
melos; L.S.J. "to make musical"; Sextus Empir. VI, 16 "radtnv 6¢ Cxountundy ]
galveTaL xoouetv A hevounrd peAlzovoa” ("and music appears to adorn it [i.e. the
poetry) by making it melodious, musical"). Also in Med. "melizesthai"
(ueAlzeodal") ; Plato, the Comic (ap. Th. Kock Comic. Att. Fr., vol. I, p. 620,
Fr. 69);)

CE;;/;;; text under Karikon melos




melodema (peA¢énua; m.pr. melédima); song, melody, melos. From melodein (uelwéeCv),
to set to music, to sing, to perform a song.

melodds (neAgsds); the singer, the performer of songs or mele. The word is often

used in the sense of melopoeés = the composer, the lyric poet. Melodos as an Adj.
signified "musical"”, "melodious". Pollux (IV, 64) " "ApLoTtogdvng &€, MEAPSDS  wal
tpoewdds elpnxue" (" and Aristophanes said, "melodos and prosodos;* Cf. Kock Com.
Att. Fr., vol. I, pp. 580 and 583,Frgs 818 and 844).

The expression "td uelwodueva" (pl. of "tvd pedpsovuevov" neut.) signified melodie;

everything sung, and by extension everything performed in music.




melodia (ueAypdéla); song, melody; also the act of singing. Plato Laws (935E);

"wount{ ... weAydlag". Aristox. (Harm. El. I, p. 27, 18-20 Mb): "®alvetaL

6€ tovadtn TLs gYous elvay Tol ouvexoDs év T ueAydla ola xal év T AéEeL xe-
pu v ypouudtwy odvdeouy” ("It seems that continuity in melody in its nature
corresponds to that [continuity] in speech [as it is observed) in the

collocation of the letters").
In a more general sense melodia meant '"music".

The term "pelpbdlas tdEus" (melodic order; the order of the sounds in the
melody itself) is used by Aristoxenus (ibid, II, p. 38, 12-13 Mb).

melodikés (ueldpduxnds); melodic;musical; melodike kinesis > musical motion of the

voice (Cf. kinesis).




/ O.bi;
melographia (ueloypagla); (L.S.J.) song-writing; asle melopoeia (Dem.).

: .
melographos (ueloypdgog) = melogoeos*; composer of songs,




f
melopoeia (pelomorla; m.pr. melopiia); in a general sense the melodic composition.

Aristides (Mb p. 28; RPW—I, p- 28) defines the melopoeia as "the faculty which

creates the melody" ("uedomoila &€ oty SYvapLs xataoxevaotuxrd p€iovc").

According to Cleonides too (Isagoge; ch. 1i, CuovuJ.p. 206-7; Mb p. 22) the
purpose of the melopoeia is to choose and use in a proper way the elements of
the Harmonike® (the parts of the Harmonike are the following seven: the notes,
the intervals, the genera, the systems, the tones, the modulation, the melopoeia
itself). This can be attained through four ways: tge gggggf (élﬂli)’ the

% %
ploke (m=loui), the petteia (merteln) and the tone (1ovr),explained each one

separately, under their headings. The parts of the melopoeia are, according
to Aristides (Ibid, p. 29 Mb and RPW@), the following three:

1) the lepsis“ (Afigrs), "by which the composer ('"the mousicos") chooses the

region of the voice to be used in the sytem";

%
2) the misis Euﬁsug; mixing) by which he adjusts and binds together the

sounds between themselves, the regions of the voice, or the genera of the melody,

or the systems, and

3) the chresis* (xpfiovs; application) which is the completion of the melody.
Aristides (ibid, p. 30) defines that three are the generic modes (styles) of the
melopoeia: the dithyrambic, the nomic and the tragic ("tpdxo. 6¢ perorouiac
yEver uévi tpels” B6udupapBunds, vouuxds, tpayunds"). The various melopoeiai

differ between themselves, always according to Aristides,

a) as to genus ("yével"), as enharmonic, chromatic, diatonic;

b) as to system (ovorfuati"), as hypatoeides, mesoeides, netoeides;
c) as touitonos ("tdwy'"),as Dorian, Phrygian;

d) as to mode, style ("tpdny"), as nomic, dithyrambic, tragic;




 {
melopoeein, v. (ueloxoLelv; m.pr. melopiin); to compose mele (music); to set

poems to music; to write lyric poems; to express through melody or song.

Plut. @e Mus. (11344, ch. 8) "&v apx§ vdp éAeyela mepeloxounuéva ol adAgbol
hbov-tolto 6¢ &niol # tiv NMavadnvaluy YP9eri 1 xept 100 povouxod dy@vog"

("at the beginning the aulodes used to sing elegeia set to music (to melos);
as this is shouwn in the Register (Record) of the Musical Contest, at the

Panathenaean Games"), Melopoeos (uelomouds) ; the composer of mele (of

music): tune-maker; lyric poet.




‘ .
melos (uélog); originally limb, member, part. In music song; tune; choral

or lyric song; generally melody. As vocal it was composed of three elements:

. the sounds (notes), the rhythm and the words.

Anonymous (Bell. p. 46,y 29) calls "perfect melos" that which is composed of
words, melody and rhythm" ("télevov 8¢ uélog éotl té ovyneluevov &x te AéEeuws

xal pélous xal puduod"). The use by Anonymous of the word "melos" in the
place of "phthongos" (or "harmonia'") is characteristic, and showWs the use

of the temm "melos" in the sence of alternation of sounds. Plato (Rep. III,
398D) defines the constituent parts or elements of melos as follows: "the
melos has three elements, the words, the malody and the rhythm" ("Adyog, &puo-
vla, pududs"). Bacchius (Isag. ), 78; C.v.J. p. 309, Mb p. 19) defines melos

as "that which is composed of sounds (notes) and intervals and duralions" ("td
ex 98dyywv xcl SuacTnudruv xal xpdvey ouyxeluevov")., Thits, the melos (alternation
of sounds and intervals together with times[durations) is a synonym too of
melody in the general sense. This applies! especially in instrumental music
where there are no words; Sopatrus (ap. Athen. IV, 176A, ch. 78) says "xal

16 pdvaviov péros fixnoe" ("and he sounded the tune from a single-piped aulos").

Musical melos (mousikon melos; pououxdv uélos) signified the vocal melos in

contradistinction to "organikon melos" (instrumental melos). See also

hermosmenon*melos,and logodles melos.




melourgein, v. (Uelovpyelv; m.pr. melourgin); to compose melos (music).
#
Synonym of melopoeein .

[ *
melourgema (peloVpynuu; m.pr. melourgima); song, melody; Synonym of melodema .
Also melourgia (uelovpyla) more modern.

] . X
melourgos (uedovpyds); ¢omposer of mele; melopoeos.



4 i »
melpein vb. (u€Anevvi m.pr. melpin); to sing; to praise with song and dance; to
celebrate with song.

Hes, "uéAxev’ g6eu, Uuvel" ("melpei; sings, praises with song"). Philochorus
(ap. Athen. XIV, 628A, ch. 24) says that the ancients "when they pour libatious,
are celebrating ("uéAnovtes") DEkonysus with wine and drunkenness, while Apollo
with quietness and order" ("Stav oxévéwot v uév Audvuaov €y olvy xal ueam

16v 6" "AndAlwva ped’houxlag xal tdEews péinovres").

Med. melpesthai (uéixeo®av; m.pr. melpesthe); to Be entertainedsto sing to the
lyra or the kithara; Hom. Odys. IV, 17 "uetd 6¢ ogpuv éuéizero 9eCos douéds,

popuCZwv" §" and among them a divine minstrel was singing to the phorminx").

Helpodés (ueAzywéog); singer; that who praises by singing (Hes. "peAxgéeor").




Menes (ufiveg; m.pr. mfhes); a kind of dance mentioned by Pollux (IV, 104)
as having taken its name from its inventor combatant or athlete (ien; Mdv);

"Exdvupov 40 fv tob edpdvros d%kntol". The word is not found elsewhere.



meniambus (unvlepfog; m.pr. mini%mvos), usually in plural, meniamboi; a
¥
kitharisterios nomos (a solo for kithara to aulos accompaniment).

Pollux (IV, 83) "wxal unviauBol te xal xapLapBlées, vépor xudapuotipuoL, olg
xpogqddouv" ("and the meniamboi and pariambides*{were) nemoi for kithara

selo with aulos accompaniment").

Cf. pariambides, and enaulos kitharisis.




» ’ .
mese (u€on; m.pr, mesi); the middle or central note of the heptachord system;

also the corresponding string of the lyra or of the kithara:

In the octachord system mese was the first note of the second (lower) tetr#chord,

or the top note of the first tetrachord taken upwards;

The tetrachord beginning (down wards) with the mese (a - g -~ f - e) or leading

upwards to the mese (e - f - g - a) was called tetrachord meson. The mese

retained its name and in the Perfect Systems in which it was not the central
note.

In the "Harmonia of the Spheres'™

mese was that which cerresponded to the

Sun (Helios).




» . n'f .
megoeides-(pecoeLdric; m.pr. mesoidis) topos, locus; the medium region of the

voice; The region of the mese. Aristides (De Mus. p. 30 Mb4RPWI) says that
of the Three generic medes (styles of the melopoeia) the dithyrambic is

#
mesoeides; CfFf, Melopoeia .




mesakogos, aulos (peodxoxog wdAde); aulos of a medium size. Alkeides (ap.
Athen. 176F, ch. 79) speaking to Ulpianus says that the Alexandrians know

among other kinds of aulos, also the "middle-sized auloi" ("&tiv te uecoxdnous'),




e

!
Mesomedes (Megouribng; m.pr. Mesomidis); 2nd cent. A.D. Gretan lyric paet and

composer. He lived during the reign of Emperor Hadrianus (117-138A.D.) who
held him in friendly faveur. Suidas in a short biographical note says that

Mesomedes wrote an Encomium to Antinoos, and also various other mele.

Mesomedes' name has heen mentioned by several scholars in connection with the
composition of the three Hymns (to the Muse Calliope, to Helios and to Nemesis)
published first in V. Galilei's "Dialogo della Musica antica e della moderna’
(Florence, 1581, p. 97). To Mesomedes is unquestionafly attributed the
composition of the Hymn to Nemesis, and by some as probable that also of

the Hymn to Helios. For some scholars he was the composer of all three;

among them Th. Reinach who in his "Conference sur la musique grecque et 1'
hymne & Apollon [i.e. to Helios] " (Paris, 1894) supports this view in an
indirect wag (p. 8): "Ces hymnes (all three)conservés par plusieurs manuscrits
sent attribués 3 deux compositeurs, Denys, dont l'existence est aujourd'hui

contestée, et Mesoméde, qui jouisait d' une assez grande célébrité".

In his book "La mus. gr." pp. 196,199 Reinach attributes only the two last to

Mesomedes.

See the article "Remains of Greek music" (Nos8-10) where the question of the

authorship of the three Hymns is discussed in some detail.




mesopycnoi, pl. (peodrunveL; m.pr. mesépicni); the middle notes of the pycnon*.
The "mesopycnoi" were five, the two parhypatai (hypaton and meson), and the
three tritai (diezeugmenon, symemmenon and hyperbolaeon). The mesopyenoi
being in the middle of the pycnon are included in the "movable" (xivoUpevor)

notes of the tetrachord.

% *
Cf, Aristides De Mus. (Mb p. 12, RPWI, p. 9); also Barypycnos , Oxypycnos ,

i &
Hestotes and Mesos .




/ s § . S
mesos (p€oog): middle, intermediate. Mesoi (pl., ufooL) were called the

notes (or strings) found between the two extremes of a tetrachord or system.

The intermediary notes of the tetrachord were movable (xuvodpevou; i.e.

)
changing); CF. Hestotes.




metabole (petaBolr; m.pr, metawoli); medulation. The sixth part of the

F o
Harmonike . Metabole was called the change made during the course of a

melody as to the genus, the system, the tonos, the ethos etc.

Cleonides (Isag. ch. 1; C.v.J.p. 180; Mb p. 2) gives the following definition:
"metabole is the transposition from a similar to a dissimilar locus [region]"

("ueraBord 8¢ £oTLy opolov Tuuds els dvduouov tdrov petddeous”).

Arist. Quint. (De Mus. p. 24 Mb; p. 22 RPWI) defines the metabole as 'the
change of the existing system and of the character of the voice" ("aAlotwoug

100 UroxeLpévou gvortripatos xal tol Tfic gwviic xapantipos”).

Bacchius (Isag.é?50~5?; C.v.J.pp. 304-305; Mb. pp. 13-14) enumerates seven

species of metabole, and analyses them as follows:

1) systematike ("guotnuotuxd'), "when from the existing system the melody moves

to another system, by establishing another mese';

2) genike ("yevuxr"j;as to genus), "when a change is made from one genus to

another, as from Enharmonic to Chromatic';

3) as to the mode ("xatrd Tpdnov"), "when a change is made frém Lydian to

Phrygian or to any one of the others";

4) as to the ethos ("xatrd f%0c"), "when it changes from humble (ethos) to

majestic, or from quiet and thoughtful to stimulating";

5) as to the rhythm ("xatd pududv"), "when from a choreios it changes to a

dactyl or any other else (footf;

6) as to the rhythmical progression, agoge ("xatd puduol dywydv), "when the

rhythm instead of beginning with arsis changes to thesis?




- ~ ._i\i !rr.‘x
7) &s to position Larrangamenf\ of the méiopoeia { "xord puduonoLtas 8€ouv"),

"when the whole rhythm goes by "monopody" (by single feet) or by "dipody"
("S}laygf?)-

Anonymous (Bell. pp. 31-32, y'27) recognizes four kinds of metaboles of tones,

as to genus, to ethos, to region, to rhythm. Cleonides (ibid C.v.J. pp. 204~

63 Mb pp. 20-21) also recognizes four ways of metabole but not exactly the
same; as to genus, to system, to tonos and to meloé?ia. According to him

the metabole as to the system is made when from a conjuetion a change is

made to disjunction or vice-versa (e.g. a change from the fesser to the

Greater Perfect System or vice-versa). As to the tones, when from the Dorian
tonos a change is made to the Phrygian or generally from any nne of the thirteen
tonoi a change is made to one of the rest. Metabole in melopoeia is made when
from the diastaltic ethos it changes to the systaltic or hegychastic.

The modulation was unknown to the primitive art; in the kitharodic nomoi no
change was allowed, Plutaech (De Mus. 1133B-C, ch. 6) says that "the kitharodia
of Terpander!s style was completely simple until the time of Rhrynis (5th cent.
B.C.); for at that early time it was not permitted to compose the kitharodiai,

as nowadays, nor to change the harmoniai and the rhythms at pleasure. Because

in each nomos they retained the proper diapason; for this reason they were called

nomoi [lawé]“.

The tripartite nomos (Cf. Trimeres or trimeles ) composed around the beginning

or the middle of the 6th cent. B.C. by Sacadas is an example of early modulation.
*

From Lagwsof Hermione (b.c. 548 B.C.) the modulation became little by little

more frequent.




metabolos (upetdBolog;m.pr.metdvolos);modulating.

metabolon systema (petdBolov oUotnua);modulating system as opposed to "haploun"

(simple,non-modulating) system.Cf,haploun®* and metabole®.




metakatatropd (ueraxatarpond); the fourth part of the kitharodic nomos.Cf.

Kitharodikos® nomos.




metarchd (petapyd);the second part of the kitharodic nemos. Cf.kitharodikos* nomos.




Metellus of Aprigente (Mérelloc & 'AnpayavrCvos:m.pr. Métellos Akragantinos);a
musicgdn of the 5th cent.BE€ cited by Aristoxenus (ap.Plut.De Mus.1136F,ch.17)

as one of Plato's teachers in music.His name is also mentioned in Plut.Prae-
cepta Gerendae Reip.(MoALtuxd Nopayyépara)B06 D.The name Meyullog or MéyuAlog

or Métallog appear in various editions of De Musica.




r
metharmoge (uedapuoyri;m, pr.metharmogi) ;re~tuning;change of tuning.Ptolem.Harm.
(II,ch.8;ed.I.D.p.58,29):"év tals uedapuoyals (pl.2,0tav Tév t§ Sud maodv oY~
tepov 7 BapUtepov deirfowpev petaBaretv’ ("in the changes of tuning,i.e.when we

want to substitute a higher or lower diapason");cf.also II,¢h.11,ed.I.D.p.65,

16 "év talc tévwy pedoppoyats” ("'in the retunings of the tonoi").




/ ¢
metrike( perpuxd:m.pr.metriki) :metrical science:the science of matre ,to be distin-

guished from rhythmike the scope of whiech is more general: and larger,

Cf. metron® and rhythmopoeia®




metroa,pl.(yntpfa;m.pr.mitrda);so-called the songs sung in honour of the great
goddess Cybele.These songs had a very old tradition leading far away into the
mythology;their origin was connected with the Phrygian nomoi invented by Hya-
gnis* Marsyas® and Olympus® .

Plutarch (De Mus.1141B,ch.29) says that to Olympus (the elder) was attributed,
among others,the invention of the choreios (=metrical foot congisting of three

short syllables) largely used in the metroa mele.

b) metroon aulema,(untp@ov avinua;neut.sing.);an aulos-solo in honour of Cybele.

There have been different legends as to its invention.In "Parion Chronicon"
. (v.10) it is said that Hyagnis first played on the aulos alsoc "other nomoi of
the Mother (Cybele) [Metroal ".Pausanias (X;ch.30, {9) says that "as it is be-
lieved the "Metroon aulema" was an invention of Marsyas*i(”é%élouob &€ Aal -
pnua efval toU Mapoda T6 Mntp@ov adinua),Doutis (ap.Athen.XIV,618C,ch.9) re-

ports that a certain Seirites (Zeupltng),a Libyan of the Numidian tribe,was the
first to play the metroa on the aulos".

¢) Metroon (Mntpjov;m.pr.mitrdon );the temple of Cybele.And metroa (untpfo;in
pl.);the mysteries;the celebration;the worship of Cybele.Cf.Plut."De Pyth.Orac."
Lo7 C.

Note: The word "untp@os" (metroos) is derived from "uftnp'" (meter;mother) and

meant principally "eof a mother'" ,motherly.




métron (p€Tpov) neasurve.

a) According to Aristides (De Mus.,Mb p.ﬂﬂéRPWI ﬁ.HS} metron is a system of feet
composed of dissimilar syllables in a symmetric length.It differs from the rhythm

és a part to the whole,or as to the constituent parts.He derives the word "metron"
from the verb "meirein';"pelpeLv” (pelpoper )which means,as he says,to divide";he consi-
ders as "simple" nine metres,namelf the dactylic,anapaestic,iambde,trochaic,cho-
riambie,antispastic,two ionian and paeonie. Cf.Pous®.

b) The term "metron” is met also in the meaning of a quantum,a measure of inter-
val taken as a unit;Aristox,Harm.(IT,p.50,31 Mb) "té &¢ loundv (oD wuxvo¥] 5de
u€tpoLs petpetror''("while the Pycnon's complement is expressed in terms of two,

guanta";transl.H.S.M.p.203).

e) In orchestics "metron" was called each step,a movement of the dancer made

according to the rhythm of ‘the musie.

Bibl. R.Westphal Scriptores Metriei Graeci (vol.I,Leipsig,1866); ‘HpauoTlwvog:
"EyxeLptdiov zepl pé€tpuwv pp.3-77; Aoyywov Tol $Ldoodgou:'Mpoleydueve els 14 Tofl
‘Hpovotwvos "Eyxeivpuduov" pp.81-94 and Schol.pp.95-226.



niktds (puxtds ) ;mixed,

2) mikton systema,neut;(mixed system);the system in which both the tetrachords of

synemmenon and diezeugmenon are mixed.Aristox.Harm.(I,p.17,26 MB):"every system

of a certain compass becomes either conjunct or disjunet or combines both of them"

("x@v ydp ovotnpa,and Tuves uey€foug dpEduevov,n cuvnuuévev 1 SueZevyuévov n
uLxTéy €€ aupote€puv ylyvetal').

b) miktdn melos (mixed melos);the melos ip which two or three genera were mixed,

It was also called "common" ("xoLvév'")to these genera;Aristox.Harm.(II,p.44,26 Mb)
"every melos [ tune ,melody.] should be either Diatoniec or Chrematiec or Enharmonic,
or mixed of these [genera] or common to them" ("xdv uéles Eotai ,AtoL Sudrovov,h
XpwuatLidy N EvapuévLov,i pLXTey éx Todtwy N Houwvédv Todtwv".CF.Cleonides Isag.
(ch.6,C.v.J. p.189;¥> p.10).

¢) chrdnos miktds (mixed time);simple and compound times combined.




mimaulos (uCpadlos:m.pr.mimavlos);a mime accompanied on the aulos;ef.Athen.X,

452F ("KA€wv 6 pruoulogs").From mimos (mime) and aulos:mimaulein,vb{putpavieCyv)

"+o be a mimaulos" (Hes.).




tivethe art of imitatis cording to Pol-

. : . .
nimecike \HLuntoan;m, pr.nimdtli)d) ; imitative di't oF 1mitating.lce

TAT i Y ' 350w 1 L AR -t e » 2 - ! ] &
(IV,104) it was a kind of dancing in which the dancers imitated ¥hose who

3 L g
were caught stealing,




minyrismes (uvwwoLoudg;m.pr.minirismés);singing (or crying) in an undertone.

Minyrisma (ubvdppapa;minf}isma);whimpering;also quiet,swveet tune.Sextus Emp.

(VI, {32) "vinea yoOv éuuedolS ULVUPLOMOTOS woraxoovta xouurzetar" ("infants,
certainly.are lulled to sleep by listening to a sweet,gentle tunme"),Minyros

(uLvupds sminirde);complaining or lamenting (or singing) in an undertone (cf.

Lamprus®).

minyrizein vb (uLvuplzeLy; m.pr.minirizin);to sing "sotto voce",in an undertone;

|

to hum a song;also to sing in a plaintive way.

anaminyrizein (&vouLvuplZelv);to sing again in an undertone;Athen.(IV 176B,ch.78)

"t te néet povovly tdg A8Lotac &puovias &vauuvuplzel" ("and to the sweet

single-piped aulos he hums again the sweetest harmoniail.




Mimermus (Hﬂuvcpnog;m.pr.mimnermos);b.c.E?QBC in Colophon or Smyrna in Asia Miner.

Elegiac poet and musician,known as a distinguished aulete.

According to the iambic poet Hipponax (ap.Plut.De Mus,1133F,ch,8) Mimmermus was
the performer of the auletic nomos called Kradias§ « 1aHen &md{juj fact.

Mimnermus was surnamed Ligyastades (Auyveotdéng)for his "emmelds" (meloudiousness)

and sweetness (Auyy).

He was a contemporary and élose friend of the Athenian legislator Solon,one of the

seven wisemen of ancient Greece.Solon was the first to introduce the teaching of
. music in the education in Athens at the beginning of the 6th cent.B.C.

Mimnermus was the creator of the erotic elegy,a charming singer of the joys of

youth:his style became famous for its sweetness and melancholic character,
Cf.Brgk PLG II,pp.408-415;Anth.Lyr.pp.30-34.




mitos (ulteg);thread of the warp,also string of the lyra (LSJ,Dam.),Philostrati

Hinoris Imagines (Leipsig,T.,1902;6,"Orpheus™):"n Javd 6¢ dpdoCc ulrfrrel Tole

gers").




mixis (plEug);mixing;one of the three parts of the melopeeia.

Cf.Aristides (De Mus.,Mb p.29;RPWI p.29) and melopeeia®.




Mixolydios harmonia,or Mixolydisti (uuBoAddLos dppovia or uLEoAvbLo Tl ;m. pr. mixo-

liﬁios,mixolidistf);generally accepted as the b - b octave series (diapason,octa-
chord)

b-c-d-e-f-g=-a-b (in the Diatonic)
N Ty T B

2 2

Plutarch (De Mus,.1136C-D,ch.16) writes that " the Mixolydian thanks to its pa-
thetic (emotional) character is suitable for the tragedy".According to Aristo-
xenus (ap.Plut.ibid) Sappho was its inventor,and it was from her that the trage-
dians learned to use it,by combining it with the Doristi which expresses the

@  nejestic and the dignified.

Lamprocles® established that the Mixolydian as introduced by Pythocleides® and
adopted by the tragedians was the b - b octave,while that of Sappho was the

g - g octave.




molossike (porogouxd;m.pr.molossiki);a kind of dance mentioned in Athen.(XIV,

629D,ch,27) as one of the less animated and more varied,and simpler dances.




molossés (uolooods);metrical foot consisting of three long syllables = = - op

-Molossiambus (uoAocolauBos) a foot consisting of a molossos and an iambus |

e O e SR




'y
molpe (poAxd;m.pr.molpi) from melpein®*=to sing,to praise with songjsong,ode.In

Homeric language a song or ode often with dance;or alse a game with song("nac-
yveov').Suidas "wodnd’évi” napd ‘Oprdpy 6€ 16 walryviov" ("molpe;ode;and in Homer
the game').

Molpe(fig.) meant also "pleasant tone";"uoAnr oUpLyyoes"=molpe,i.e.pleasant to-

ne of syrinx.

molpetis (uolnﬁtbs;molpftis);a woman singing and dancing at the same time.

molpedon,adv. (uoAtnddv;molpiddn);in the manner of a molpe;like a molpe.

molpds (uoAnds);Hes."a singer,hymode,poet"("péds,0uvybds,noLntris").In pl.molpoi
¢ 9 P

(poAror;molpi)a group of singers;a guild of musicians at Miletus (LSJ),at Tonia
(Dem.).Also "molpikoi" (uoAmiuuol).




monaulia (uovavica; m.pr.monavlfa);playing on the monaulos ,and by extension a

solo on any aules.Pollux (IV,82) "yCyylapos...uovaviig npdogopos” ("ginglaros...
suitable for solo aulos playing'"),




monaulion (povavAuov;m.pr.mondvlion);Dimin.of monaulos®;a kind of small aulos;
a solo instrument (LSJ and Dem.).

Poseidonius (ap.Athen,I¥,176C,ch.78) "putlyyva xal povadiia (pl.) ,xdpwv ol mo-

Aéuwv dpyava” (" small photinges and single-pipes,implements of merry-making
(revel) ;not of war).

See photinx*.




monaulon ,neut.(ydvaviov;m.pr.ménavlon);a solo on the monaules.The word here is
used as an Adj,while the noun "menaulos" is the instrument.Sopatrus (ap.Athen.

1V,176A,ch.78) "udvaviov uélos" ('"solo from a single-piped aulos™) Cf.melos®.




monaulos (udvavlos;m.pr.ménavios);

a) single aulos,a single-piped aulos.Iobas in his fourth book on the "History of
the Theatre" (ap.Athen,IV,175E,ch.78) says that the Egyptians attributed the
invention of the monaulos to Osiris.The monaulos was also called calamaules®,
Pollux (IV,75) :"The monaulos is the invention of the Egyptians;it is reminded
by Sophocles in Thamyris,and it even plays the nuptial song" (""Mdvavlog,eu-

pnua uév éotuy Alyuntiwv,pfuvntal &€ adtol Zogoxrfic év Bduvpu,addeC &€ pdivota
Tév yaurdiLov"),

b) the player of a sinlge aulos;Hedylus' Epigr.(ap.Athen.ibid) "roUto gémv o
pdvavdog Ux'nplov 6 yAundg oluel adAntrdc" ("Under this tomﬁf%ieon the sweet

player of the single aulos").




(]

mone (povri; m.pr. moni) from menein (u€veLv) ,to stay;the stay on one note (pitch);

a certain persistence of the voice.Cleon.(Isag, | 14;C,v.J. p.207:Mb p«22):"tone (to-
vii) is the mone (the stay on one degree) in more than one time at one utterance

of the voice".Cf.Aristoxenus Harm.(Mb I,p.12,3:" [tdoLs ot uovrit Tug xal ordoug
ths guviic";" [ tasis® is]| a certain persistence and stationary position of the
voice") and Aristides (Mb p.8,RPWI p.6;same definition).

Bacchius (Isag.;cuS;C.v.J. P.302;Mb p.12) defines that mone is made '"when more

words are sung on the same note" ("dtav énl TolU altod 99dyyou mAelovec A€EeLc
HeApbi@vral' )

Cf.petteia®




mongds (uoyyds); a kind of passionate dance,mentioned in Athenaeus (XIV,629D,
ch.27) :"pavidbeis 8'elolv dpyxrdoevs xepvopdpog xal poYYds mol deppactpls” ("Pas-

sionate (or furious) dances are the kernophoros®,the mongas and the thermastris*'"),




monéehorden (povéyopbev); as its name implies, an instrument with one string.

Some scholars place it in the lute family (Th. Rein. La Mus. gr., p. 127),

i.e. with a neck.

Generally speaking the monochord was used for the determination of the
mathematical relations of musical sounds, i.e. it was a canon*, usually sur-
named "the Pythagorean canon" because its invention was attributed to Pythagoras.
Pollux (IV, 60) says that the monochord was of an Arabic invention; in mythology

it was Apollo's invention offered in the form of an arch to Diana (Censorinus).

Nicomachus (Enchir., ch. 4; C.v.J.p. 243, _Mb p. 8) says that "the monochords are
called by many people '"phandouroi! while the Pythagoreans call them canons';

% & %
C£. "pandoura ", Famous mathematicians, such as Archytas , Eratosthenes and
ola

& *
Didymus worked out the ratios en the monochord., Cf. canon and helicon.




!
morphasmos (uopgacudc); a kind of ludicrous dance in which the dancers imitated
various animals. Pollux (IV, 103 '"On kinds of dancing") says that "the

1
morphasmos [was] an imitation of all sorts of animals" ("8 &€ popgaocuds =wavro-

Saniv 5@mv plunous Av''),

In Athen. (XIV, 629F, ¢h. 27) morphasmos is included in a list of ludicrous

{comic) dances.



mothon (udédwv);

a) a kind of indecent and licentious dance, with leaps of the feet on the
breehes. Pollux (IV, 101) "o 6¢ uddwv , Gpxnua goptuxdv xal vavtindv" ("apnd

the mothon 1is an indecent and nautical dance").

b) a kind of aulos-melody. It is included in Tryphon's catalogues of auleseis
(aulos-solos) in his second book of Denominations (ap. Athen. XIV, 618C, ch. 9).

Note: The word is met also in plural: mothones (udSwvec); Suid. "a kind of

dance' .

Mothen meant a man indecent, licentious, immoral and insolent; Suid: "0 goptuLxdg
xot @tupoc” xal eldoc aloyplic nal Sovlowperolc Opxroeme wal gopruxfic” ('the

indecent and dishonest; also a kind of licentious, servile and indecent dance'").




L)
Mousa, Muse (MoBoe); deity of music, poetry, orchestics, drama and generally

protectress of arts and letters. In the Dorian dialeet: "mosa! (udoa), as

it was derived from the verb "mo" (u&), to ask for, to seek. Suid,: " Mofoa "
n yviious® dxd tol ud Entd’ éxeudr dndong raudelac adtn tuyydve. alria” ("Muse;
the knowledge; from the verb mo, to ask for; as this is the cause of every
culture")., Diod. Sike. (IV, ch. 7, $#4) says that Mousai (pl.) were so called
from "uvelv toUs avbpdrous”" (to initiate the men"; "rodro &' dotlv &xd Tod Su-
bdexeLy Td xadd xal ouvpp€povra xal Und TEHY Aravdedtov ayvoodueva" ("from to
teach those things that are good and beneficial, and those which are not known

to uneducated people").

In general use the word "mousa" is met also in the sense of music, song, or arts

and culture in general,




’ < of e
mouselon (upowoetov; m.pp. mousion) neut.; (Dem. and LSJ): temple or shrihe

of the Muses; home of music or poetry, generally a school of arts or letters

(Athen. V, 187D "td tfic 'EXAdSog pouvgetov" [of Athenéﬂ. Metaphorically

"anddvwy uovoeTa" (pl.)= choir of nightingales.

whw
In pl. Mougeta (Mouseia)!:, festival of the Muses; Scmstlmes in sing. MouvoceCov

as Temple (Athen. XIV, 629A, ch., 26: ""Augluwv 6¢ & BeoniLevc év 8eutépy wepl

10U €v 'EAtxivi MovoeCou dyeodal gnouv &v 'EAuxive malbuv Spxroews perd orou-

6fic" = "Amphion of Thespiai in his second book "On the"Muses' Temple on Helicon"

says that dances of boys are in earnest (with zeal) held on Helicen").
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mougeios (podoeros; m.pr., mousios); adj. musical ("podoeLoc néladog’; musical

sound). AlSos Mowoalog (Aeol. type); a monument of song (LSJ and Dem.).



!
mousike (povoLur; m.pr. mousiki).

The word "wououxi" appears for the first time (so far in preserved tex%s) in

the 5th cent. B.C. and in the following texts in chromological order:

!
a) Pindar Olympian I, antistrophe A, vs 14-15 (PLG'I, p. 15) "aylalrerau 6¢ xal
pousLxds év adrw" ("while he rejoiceth in the bloom of music [ song]”); the

first Olympian was written for Hieron of Syracuse: (476BC).

b) Pindar Hymn (PLS I, p. 2883 Fr. 8)

M eveeisiseaToU 820D drovee Kdbpoc pouglxdy (-ﬁv) op8dy Eénudeunvuudvou”
("Kadmus heard the god (Apolln) displaying uplifting music"); Cf., Plut. De
Pyth. orac. ch. 6, 397B,

¢) Herodotus Histeriae-(book VI, ch. 129) "ol uvnotfipec €puv elyov duol te pou-

ouLxii" ("the pretenders quarrelled about music");
ouvxp LT

d) Thucydides Historiae (book IIT, ch. 104) "“Otri xal povouxfic AYEY AV ceul”

("That there took place a music- contest Lin Delos)... "),

By "Mousike" ancient Greeks meant for a long period the whole of spiritual and
intellectual faculties, and especially art (any art under the protection of the
Muses), and more specifically the lyric poetry, i.e. poetry with music. For
those fatulties conterned with the body they used the term "Tupvactuxd"
(Gymnastike). Plato (Rep. II, 376 D.E.) says: "that which is concerned

with the body is Gymnastike, while that concerned with the soul is Mousike"

(""Egty 8¢ wou n pév énl oduati yupvaoruxd, f 6'éxl dux§ povouxd"),

The term "mousike" in the sense of .wusic as we understand it now, as an
independent art separated vfrom poetry, was generally used in the 4th cent.

B.C. Before this time no spegific term for music was used; terms like

"kroumata', "aulesis":kitharisis“ etc. are met with for instrumental music.




Alsc instead of the term "mousikos"* (musician) we meet the terms "auletes"
(adAntdc), "kitharistes" (xuBapiLorris) ete. Durimg the 5th cant. E€ the music
evoluated steadily as an independent art; the construction and the technique
of both the aulos and the lyra-kithara were greatly improved (Cf. auloEoeia*
and lzgéf). Important executants and innovators appeared in this century

and the study of the theory of music had its scientific foundation.

The first to attempt a classification of the branches of the musical education
was probably Lamsus of Hermione* in the 6th cent. B.C.; he divided the music
into three parts: the technical ("9Auxndu"), the "practical!! (#zpantiudv')

and the "executive" ("éfayyeltuxdv'"), each of these three divided in three
subdivisions (Cf. Gev. I, pp. 69-70). Many others attempted a classification
of all the branches of music, and a definition of music. Two of the definitions

are the Ffollowingj

a) Aristides (De Mus. Mb 6; RPWI p. 4): "Masic is a science of melos and of
all related to it" ("Movouxd £otlv éxtotrun MEAoUS xal Ty wepl pélos ouvuBaL-

vévtwv").,

b) Anonymous (Bell. ¥ 29, p. 46): "Music is a meience, theoretical and practiecal,
of the perfect [ vocal]and of the instrumental melos" ("Mououxd €oTLv ExvoTrun ,
Sewpnrtuxd xal wpartixr, u€ious teielov Te xal opyavirod'). Alypius recognizes
three principal sciences comprised in music: the Harmonike ( "Appovixr), the
Rhythmike (PuSuuxri) and the Metrike (Metpumrd). (Isag. e 1; Cov.J,p. 367, Mb p. 1).
The more comprehensive analysis so far has been that of Aristides (op. eit. Mb

p. 83 RPWI p. 6)-

According to this conception "music in its entirety comprises two parts, a

theoretical and a Rractital.

A) The theoretical part is divided into two sections; a) the physical
("guoLndv") and b) the technical ("rexviudv") . The physical contains, 1)

the arithmetikon ("&puLduntLndv!) and 2) the physical, while b) the technical
is subdivided ifito the 1) harmonikon ("d&puovixdv"), 2) the rhythmikon

Vs




("pudpLxdv") and 3) the metrikon (" perpurdv").

B) The practical part, called educational ("xaibevtLndv') comprises also two

sections a) the chrestikon ("yxpnotuxdv"j;the putting into order of the above

elements,i.e. composition) and b) the executive ("eéEayyeltuxdv').

The chrestikon comprises 1) the melopoeia,2) the rhythmopoeia and 3) the
poeesis ("rolnoug").

The second section (called "éEmyyelTuLudv'",executive) comprises 1) the instrumental

("opyavixdv"),2)the singing ("$6uxdv"),and 3) the dramatic acting ("OmoupurLxdv').
As to the perception of music there were principally two different schools of
conception:a)the Pythagorean,and b) the Aristoxenean.According to the first,the
perception and judgment of music should be made by the intellect,not by the

sense of hearing (Plut.De Mus.11u44F,ch.37 "Pythagoras the sage disapproved the
judgment of music by the sense ("6ud tfis alodnEtéis");the virtue of this art,he
said,was to be perceived:the intellect (spirit);he consequently did not judge

it by the sense of hearing but by the proportional harmony" ("tfi dvaloyuxi
appovig").

On the contrary Aristoxenus (Harm. II,p.33 Mb) supported a twofold scientific

conception (or system);on one hand he relied on the sense of hearing as to the

perception and ludgment of pitch,intervals etc,ahd on the other hand on the
intellect as to the discrimination of the functions of sounds ("1 _pév_ydp

anofi xpCvouev td Tév SLacTnudTwy PeYESn,Td 6€ Suavola dewpoluev tdg TEv 996y~

ywv Suvdueis”).



L] . l L]
Mousikeuesthal: vb (povoiLredesdor; m.pr. mousikevesthe); to sing; tc cultivate

a taste for music (LSJ); to cultivate one's talent, to dtudy music (Dem,).

Sext. Empir. ("Against the Musicians", VI, 0 ?29): "6 povouxevodpevec nlelov

napd Tode LOLBTac TépreTul Tpdc povauxdv AxpoapdTwy” ("the cultivated in

mueical appreciation Lor, he who has studied music) gets more pleasure
3 5 ¥

from listening to musical performances than the ordinary people');

Cf. also ibid, ¢ 35,




' v | 3 =
mousikos (wovauwde), Dorifan type mosikos (pwouxds); primcipally the master in

the art of music, The term "mousikos™ in the modern sense of "musician" appears
in current use as late as the 4th cent B.C, when Music became a completely
autonomous and independent art. In older times such terms as "auletes" (uﬁlntﬁs),
"Kitharistes” ("xu8apLutiis"), acedos (dovbds) ete, were used according to the

case.

Aristoxenus, who was the most eminent "mousikos" (musician) in this sense of
ancient Greece, defines that the eqpipment of the "mousikos' is the possession
of all that are embraced in the science of music (Harm, I. p. 2, 4-6 Mh).

And further (ibid, II, p. 32, 5-7) he explains that "the Harmonike science

is a part of the musician's equipment which includes also the sciences of
Rhythm (Puduunr), of Metre (Merpunr) and of instruments ('Opyavixrd; "uépog ydp
goTLY 1 dppovixn wpaypartela THAc ToU uovouxod €Ecwg, xaddmep nte puduuxd wal

n uetpLxrd xol N épyavuxr”). Anonymous (Bell,, 12, p. 27) defines also

that "musician” is the versed (skilled) in the melodic compesition and that |
who can with presision abserve and anpreciate everything which is right
(fittingii ("Movouxds &'éotLy 0 €umeLpog Tol Tedelov uéloug nar Suvdpevos Ex’
anpuBelas 16 xpé€meLy tnpiical te xoal uptval"). CF. Plato Rep. IIT 393E and

402 D. Another category of "mousikos' was the executant (singer or instru-
mentalist), and the composer as well. In old times the executant was also

the composer and the poet. Very rare was the case of a poet-composer-
executant who was at the same time a master of the musical art as defined by
Aristoxenus or Anonymous; such was the singular perhaps case of Lasus of
I-Ie):"u'ul(:mne;‘I (6th cent. B.C.) Begsides, the theory of music had its scientific

beginnings later (Cf. "mousike').

b) The word "mousikos" as an Adj. is met with and meant "musical”., Thyeyd.
Hist. (ITI, ch. 104) "ol dywv éxoreira adrédu Lév Addw) xal yuuvaotixds

xal povouxde” ("and there took place [in Deloe| both a gymnastic and a

musical contest”).




"rd uovouxd” (pl. of neut. "td upovouxdv'") meant generally music; also

pleasant, delightful tumes. Suidas: "Movouxd® teprvd. Td i aOA@v xat

xuvlpac xal td opova" ("Mouwsika'" ; the pleasant [tunes]; those produced

by auloi, kinyra and the similar'").

Cf. Melos* (mousikon melos):




[ 4

mousizein (povolzeilv; m.pr. mousizin); to sing, or play music. Cf. Eurip.

Cyclops, V. 489 "aGxapuv xéiabov povouzduevos" ("performing a graceless

[disagreeable 7 sound Enois%") ‘

See v. 490 under andos.*




mousopoeos (povooxoLdc; m.pr. mousopiésﬁ; eric poet;

i
mousopoeein, vb (pousomoLelv; m.pr. mousopiin); to wiite lyric poetry; to

compose lyric songs; Dem. = to sing or peaise by lyric poetry.




i
mousothetos (povadderog); L.S.J. (Suppl.) set up by music.




i i ®
mousotechnes (povootéyvng 3 m.pr. mousotechnis); musician; mousourgos .




!
mousotraphes (uovoorpaprc; m.pr. mousotraphis); cultivated by muses, in art

and letters.,




mousgoumai (povoolipar ; m.pr. mousoﬁme) vb; to be educated in arts; to be set
to music (as melopoeoumai). Sext. Emp. (VI, ;2)

"Hepovowuévoy TL epyov"
("a musical work"). Dion. Hal. * Dewosthenes 40  "péin xal xpoduara GL'@sﬁs
xal 6pydvov povowdévta"

("Vocal tunes and instrumental pieces set to music
through singing and playing").




mousourgema (povoodpynua 3 m.pr. mousoﬁrgima); melos; a musical piece. From

%
mousourgein,vb (uovooupyelv); to compose mele, mousopoeein .

mousourgia (povoovpyla); the art of writhing lyeir poetry or of composing

mele. CE. meloEoeia*.




mousourgés (uovooupyds); cultivating music (L.S.J.); musician. Very oftha,
fem., a music-girl; a singer or a psaltria (see nsaltis*). The word is met
often in pl., mousourgoi (uovooupyol ): they were foreign women singing or
playing on the aulos or on the kithara at the banquets. Suidas: "mogsourgoi ;
psaltriai; barbarian women ... Some of them play the aulos, while others
play on a pentachord* or on a heptachord psalterion; and they sing to the
instrumental playing". In Athenaeus (IV, 129A) it is said that they
appeared naked; "auletrides and mousourgoi and players of sambyke from
Rhodes, naked as I believe, though, as some people said, they have gowns".

Xen. Cyropaedia (IV, ch. 6, Y11) "xal uovoovpyoUs &€ &¥o tdg upariortac"
("and two of the most accomplished music-girls" [they gave to Cyrusl").




[
Musaeus (MovoaUog ; m.pr. Mouseos);

a) mythie poet-musician, epic singer who lived in Attica; according to
Aristoxenus (ap. FHG II, p. 23, Fr. 1) he came from Thrace or from Eleusis.
He was, according to some legends, son of Eumolpus*, while Suidas says

he was Fumolpus® father, Diogenes Laertius (Book,I, Prooemion, 53)
supporting that he was the son of Eumolpus, says that Musaeus "wrote a
genealogy of Gods and maintained that all things proceed from unity to
unity and are resolved again into unity. He died in Phalerum and this

is his epitaph:

Musaeus, to his sire Eumolpus dear,

In Phalerean soil lies buried here".
(Transl. by R.D. Hicks, Diog. Laert. Lives of Eminent Philosophevé; London,
1925; vol. I, p. 5).

Musaeus was placed as contemporary of Orpheus*, who is oiien mentioned as his
pupil, or on the contrary as his teacher. Heradotus of Heracleia ('Hpddwpog
‘Hpaxdewdtng; c.400 B.C.), the mythographer, wrote "the story of Orpheus and
Musaeus" (Cf. Photius 80, 61A). To Musaeus were attributed poems of a sacred

character, various Hymns, even oracles.

2. Suidas mentions also another Musaeus of Thebes (Movootoc 8nBatog),

%
son of Thamyris . who was a song-writer (uelomouds ), long before the Troyan

wars. He composed songs (uéin xa¢ dopata).




Myrtis (Muptlg; m.pr. Mirtis); 6th cent. B.8. poetess and composer from

Anthedon of Boeotia.

i
According to Suidas she was teacherrof Pindar and Corinna . Plutarch (Quaest.
Graec. ,j40) calls her "poetess [composer] of mele"” ("Muptic "Avdnéovla,
xoLniTpLa ueA@v'"). Brgk PLG III, p. 1205 one Frg.




nablas,mase¢, ,or nabla fem.(wdBAag,vdBAa;m.pr.ndvlas);a stringed instrument of the

psaiterion family.It had ten or twelve strings,and was played by bare fingers,with-
out a plectrum;it was of Phoenician origin and its tone was considered unpleasant.
Sepater,the parodist (ap.Athen.IV,175C,ch.77;G.Kaibel Com.Gr,Fr.pp.194-5,Fr.16)
says that "mablas is an invention of Phoenicians” and "is (in tone’] not melodious"

("oUn evpeArs").

Hesychius considers the nabla an instrument like the psalterion o¥ the kithara
("nabla,a kind of musical instrument,or a psalterion or a kithara").

Also Hes."ndblas; kitharistes fand]a kind of unpleasant musical instrument.

. The vb "nablizein" (”quhCCEw";navlifzin)=to play the nablajnablistes (vaBAL-
otis), the player of nabla.




o~

a lament,




[
neniaton, neut.(vnvlatov;m.pr.niniaton);a tune for aules or song for maidens,of

Phrygian origin.Pollux (IV,79) "1é &€ vnulatov Ladintundy ufioc) foti udv dpu-

yoov, ' Ixn@val &'adtol pvnuovevel" ("the neniaton lauletic tune) is of Phrygian
origin,and is mentioned by Hipponax').

Note: neniaton is derived from nenis (vfivug,vedvig,nednis), maiden.




nete,neate (vitn,vedrn;m.pr.nfti nedti);the extrems note or stringi;the nearest
to the performer string;in faect the highest.1)In the heptachord scale it was the
highest note of the tetrachord of synemmenon (d) and 2)in the octachord the

highest note of the tetrachord of diezeugmenon €e);3)in the Greater Perfect

System there were two netai (vfitai),the nete hyperbolaeon (a) and the nete die-
zeugmenon .

Diatonic Genus
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Note: nete (=lowest) was called because it was sounded by the string which was
placed nearer to the performer.Aristides (Mb. p.11;RPWI p.8) "vrtn,TouT€oTLV
goydtn ' véatov ydp éxdiouv 1d €oyatov ol malavoi';('"nete,that is the extreme

(the uttermost);because the ancients called ndaton the extreme").Cf.onomatothesia*;
EM p.598,7.




% sl 5 g
netoeides (wntozudrc; m.pr.nitoidia) of locus:rezion of the nete.

Of the three tropoi (styles) of melopoeia defined by Aristides (Mb.p.30,RPWI

p.30) the "nomikes'" was netoeides,




neura (vevpd;m.pr.nevrd);bowstring,string.Synonym of "chorde"* (yopsd).CFf.Pol-
lux,IV,62, i
Hes.'payds ... Sexouévn tiis xuddpag vds vevpds (pl.)"("magas(bridge) ... which

receives (supports) the strings of the kithara").

The word "neuron" (veUpov;névron) sinew,is synecdochically used for string,

cord of sinew.




nibatismos (wuBatiopds; m.pr.nivatismés);a kind of Phrygian dance mentioned in

Athen.(XIV,629D,c¢h.27) without any other indication.

Hes.'"'eC6og Spxricews RapRapuxfic”’ ("a kind of barbaric [ foreign ,non-Greek ) dance").




Nicomachus [Nicomach) of Cerasa (Nuxduaxos & Tepaonvdg im.pr.Nicémachos Cerasimds);

?nd cent.A.D.Pythagorean mathematiecian and muzical theorist,born in Gerasa in

Syria (Tépace,hence his surname T'epoaonvés).

He wrote a Manual or Enchiridion of Harmonike (" Appovuxfis 'Eyxeuptbuov or also
'Apuovundy 'EyxeupUbLov) in which he deseribes and expounds the Pythagorean
doctrines on music.The CGreek text of this Enchiridion was first edited in Jo-
hannes Meursius '"Auctores veteris musices antiquissimi" (Leyden,ap.Elzevir,b1616)
together with Aristoxenus' Harmonic Elements and Alypius' Isagoge.Next edition

of the Greek text with a Latin translation by Marc Meibom (Marcus Meibomius "An-
tiquae musicae auctores septem,Graece et latine";Amsterdam,1652;vol.I,iii pp 1-28),

under the title "Nuxoudyov Tepaocnvol NudayopLuod * Apuovuxfic 'EyyeLplbLov'.

Third edition,including Meibom's Latin translation,in Meursius' complete works
published by Lami (Florence,1745;vol.VI,pp.123 ff ).Carl von Jan included th2

Greek text of the Enchiridion in his "Musieci scriptores graeci” (Leipsig,ap.Teubner,
1895;V,pp.236-265 ,under the title "Nuxoudyou Nudayepelov T'epoonvol &puovLKEV

EyxeLplbLov Vrayopeuddy &£ Uroydou [off-hand ) xatd td nadaudv").

In both,Meibom's and Jan's editions there are certain excerpts considered as book
two of the Enchiridion (1ol adtol Nunoudyou,Excerpta ex Nicomachoj;Mb pp.29-41,
C.v.J.pp.226-282),

Ch.Em.Ruelle in his "Collection des auteurs grecs relatifs 3 la musique" (vol.II,
Nicomaque de Gérase:''Manuel d'Harmonique,Paris,1881;pp.9-40) published a French
translation,after Meibom's text,with an ""Avertissement” (pp.1-8) and commentary.
Ruelle included in this edition (pp.41-55) the translation of six fragments the
ensemble of which,according to him,constitute the pretended Second Book of the
Enchiridion.

It seems that besides the Enchiridion Nicomachus wrote a book "On Musie" ("Nept
povoLxfic)in several volumes,now lost(Cf.Eutocii Askalenitae in Archimedes libros:
"De sphaera et cylindro';Basle,1544;ap.Ruelle’'s op.cit.p.2).Ruelle suggests that
same parts of this work have perhaps survived and are those considered as the Se-
cond Book of the Enchiridion.




B
nihlaros (viyAlapos); otherwise "ginglaros " (yCyylapos); a kind of small

aulos of Egyptian origin by which the movements of the rowers were regulated
(Dem.3; LS in Gr.). Probably more correct: the sound, a kind of whistling,

and in pl. trill, chirping, perhaps something similar to the modern "flutter-

tonguing".

Aristoph. Acharnes, v. 554 "aOA@v xelevotdv, viyAdpwv, ocuptypdtwv,; ("of
boatswains' auloi, of whistlings"). Pherecrates (ap. Plut. De Mus. ch. 30,
1142A) includes "niglaroi" to the evils that Timotheus caused to Music by
his innovations; "&Eapuovloug, UrepBolaloug T dvoolous xnal viyldpoug”

(" [sounds] out of tune, excessiwely high and impious; and whistlings™).

niglareuein, vb (wuylapedeLy) to warble.




l i
nomion (vduLov); a pastoral song (from nome tunuﬁ] = pasturing; nemein, vb

[véueLvl to pasture),

Clearchus in his First Book of Erotica (ap.Afhen. XIV, 619C, ch. 11) relates
that the lyric poetess Eriphanis ('Hpupavic) deceived in her love for Menalcas
created the nomion melos; after composing (the melos)she wandered about

in the wilderness calling aloud and singing the so-called nomion melos in

which there were the words '"Tall oaks, oh Menalcas".




I
nomos (vdpog); in its general sense, law, custom, convention. In music nomos

was the most important type of musical composition and performance.

It seems that the nomos evoluated from a very old tradition according to which
the laws were sung by the people so that they could be easily memorized and
followed (Cf. Arist. Probl. XIX, 28). Later on religious and generally songs
(odes, hymns) addressea to Gods were governed by laws, This led to the
establishment of certain definite forms (types) of musical composition of

a very disciplined and serious character, and of highly aesthetic and artistic

demands. These types of compositdon were called "nomoi" (vdpou, pl) as it

was strictly forbidden to deviate from their governing principles. Plutarch

in De Mus. (1133C, ch. 6) says that "vduoL ydp ®poanyopeudnoav, €xeLdn oUx EEfv
rapaffivat xad’ Exactov vevopiLopdvov eldoc thic tdoews” ("they were called "laws"
(nomoi) because it was not permitted to deviate from the legitimate
&stablishedl diapason [ pitch, tension, tuningl#). In Weil's and Reinach's
Plut. (p. 29) "elbog tfic tdoewg" is translated 'type of scale" ("type d'
echelle).

The principal categories of nomoi were three:

3 .
a) the kitharodic nomos (xuL9apwbuxds vépos ), the oldest type, a solo song

*
with kithara accompaniment, invented by Terpander in the 7th cent. B.C.;

%
b) +the aulodic nomos (adAwduxdc vdpog), a solo song with aulos accompaniment

¥
invented by Polymnestus in the 6th cent. B.C.; and

c) the auletic nomos (adAntuxds vduoc), a solo for aulos, of which the most

® E
important jas the Pythian nomos (MudiLxds vdéuog) established by Sacadas at
the Pythian Games in 586BC, and with which he won the first prize.

A fourth category, the kitharistic nomos (xL9apLotuxdc vouog) solo kithara

(psile kitharisis) was a later type which followed principally the prototype

(the auletic nomos) of Sacadas. The "psile kitharisis" (the solo kithara




playing) was however known since §he beginning of the 7th cent., (see Aristonicus

of Argos ), and was introduced in the Pythian Games in 558 BC (Cf, Agelaus
of Tegea).

The performance of the nomoi (in fact composition on the type of the nomos and
performance) was very exacting and set up high professional standards at the
contests, especially in the four National Games (Olympiec, Pythian, Isthmian,
Nemean) where the most eminent musicians - composers and executants - of the
time used to take part. Some nomoi had a special surname due to the divinity,
the place or the musician to whom each one was connected; such were, besides

the Pythian mentioned above, the Boeotian, the Terpandrean etc.

Proclus Cﬁ?stoml, 13 "'0 pévgor NOMOL, ypdoertor uév etg "AndAiwva, £xet 6€ nal
v éxwvuptay at’adtol” vduuuog ydp 6 'AndAlwv émexAr®n" ("and certainly the
nomos is composed in honour of Apollo, and from 'him takes its name, because

nomimos [ customary] Apollo was called").




octéchordon; neut. (Oxtdyopbov); the system with eight strings or notes; a

scale of eight notes. It was called, before Aristoxenus, "harmonia" {ef.
A

Aristox. Harm. II, p. 36,30 Mb, in Harmonia ). After Aristoxenus the term

%
"harmonia" for the octachord was replaced by the term "dia pason" (6ud nao@v).

The transformation of the heptachordon into the octachordon was completed
in the 6th cent. BC.; Nicomachus (Enchir. ch . 5, C.v.J. p. 244; Mb p. 9)
supports that Pythagoras first of all ("ndunpwtoc') added the 8th string

between the mese and the paramese (a-b) thus forming a complete harmonia

9 @ el T AT e T
with two disjunct tetrachords (e - f - g-a-b-c¢c -d - e);

&
Cf. Lyra .




'
octasemos (dxtdonuog 3 m.pr. octasimos) chronos (xpdvos , time); of eight

first times (of eight short [3paxEC§]timeﬁ); as in the dochmios v--u-,




ode (§64; m.pr. odi) from deléevv, §éeLv = to sing (uncontracted form, &oud,
> 3'a) . . .
aldi); a poem set to music; a song. It seems that in old times poems were

composed to Fit already existing melodies.

Odes, pl. (QQEE) were called especially the short lyric poems with music (lyric
poetry) of Alcaeus, Sappho and Anacreon, but also more extended compositions
like the "Epinikia" of Pindar; the form of this ciass of odes was ternary
(strophe, antistrophe, epode). 0Odes were generally called almost all kinds

of songs either of a joyful or of a lamenting character; also the songs sung

at work (folk songs as we would now say ) ete.

Ode (@6r) by extension was called the singing of the birds

odikés, Aj. (pduxdg); skilled in singing (Hes. "el §6wv" = "nicely L we1lld

singing". By extension, musical; as a n. musician,




!
odeion (®&elov 3 m.pr, odion); an edifice where musical and other performances

and contests took place, So was called such a building in Athens erected by
Pericles ("The Odeion"). According to Hesychius odeion was "a place where -
before the theatre was erected - the rhapsades and the kitharodes competed"
("1énog €v §, wplv 16 datpov nataonevacsii, ol paysol xal ol xudapgbol

nrwvlzovto').




i ) P .
odontismos (o6ovtuopds); a kind of aulesis used in the third part of the

Pythian nomos, by which the aulete imitated the grinding of the Dragon's
% %
teeth. Cf. Pollux, IV, 84; also see under Pythikos nomos and iambikon,




_g_d_c;_g_ (y6dg) contracted form ©f doubds (aoedos*); singer. Heracl. Pont.

"De Rebus Publicis" (ap. FHG, II, "NepC MoAuterdv’ ! 6) "AaxebarudvioL Tdv
AéoBrov Q_&_d_\_;_ Tépravdpov €xtuncav' ("the Lacedaemonians Homoured the Lesbian
singer [Terpander]"). Plato (Laws, VII, 812B) "toVs tol Avovioou éEnxovrou-

tag @éo¥s" ("the sixty years old singers of Dionysus"). Cf. also Clem,
Alex, Protrepticus, ch. I,y 2.




!

oektos (olnrog; m.pr. iktos): lamentation, piteous wailing (LSJ). Plut.

De Mus. (1136F, ch. 17) "tpayuxol oEnrgk mote €xU 1ol Awplov tpdro
SMdnoay”

¥ Epeiy-
("and tragic lamentations were set in music in the Dorian mode").




oetolinos (oLrdALvog; m.pr. itolinos); a mournful song in memory of the

® e 2
unhappy death of Linus . Cf. linos . Oetolinos (Outréluvog) was also

another name for the poet-musician Linus.




éklasma (oudeopa); a kind of lively dance, of Persian origin, in which they

used to squat. It was performed bv women during the ceremony of Thesmophoria
in honour of Demeter, the Thesmophoros. Pollux (IV, 180) "xal éxlacua, OUTW
ydp &v Seouogopragovoais dvopdietar 16 Soxnua T6 TEPaLAGY Xal oUYVTOVOV. ...
("and oklasma; so called the Persian and very lively dance danced by
thesmophoriazousai [women taking part at the Thesmophorial, which was a women's

festival in honour of Demeter ").




1 7
Olen (@Adv 3 m.pr. 01in); Mythico-historical epie poet and musician of the

oldest antiquity whose name is connected with &pollo's worship.

According to Hevedotus (Hist. IV, ch. 35) he came from Lykia (Aunde , to the
south of Asia Minor), sacred land of Apollo, and composed the first Hymns
sung at Delos sanctuary of Apollo ("oltos 6¢ o '@Mfv xal tovs dXlovg Tovc
zelatode Uuvoug £tolnge &x Auxing A9y tovs deudoudvous év Arfdy"). Suidas
and Hesychius call him Dymgeus (Avpatog ) or Hyperboreios ('YrepBdperos;
coming from the extreme North), Or Lykios (from Lykia); Suida® prefers the
epithet "AYnios" (Lykios) as he came from the town Xanthos (Sdvdog) of Lykia.

Pausanias (X, ch. 5, y8) says that "Olen became the first prophet of Apollo
and the first epic poet"”. He is often mentioned by Pausanias (I, ch. 18 ¢ 53
II, ch. 13 ¢ 3; V, ch, 7583 VITI, 21 33 IX, 27, 2),

Some legends accredit him with the invention of the Hexameter, and of the

foundation of the Delphic Oracle.




{2 . e
oligochordia (oALyoyops(n): see nolvehordia




ololyemos (6Aoduyuds ; m.pr. ololigmos); a hymn or song of friumph.

Aesch. Choephoroi, v. 387 " egupviicau ,.. wuxdevt dioluyudv" ("to sing ..

a piercing triumphart hymn" [ song] ).




olophyrmos (oXogupuds 3 m.pr. olophirmés); lowd lamentation, also a song sung

on occasicns of grief and death; a dirge. Athen. (XIV, 819B, e¢h., 10) '"n &€
ent tols davdrovs xal Avnavs 5 Glopupudc ("and the song sung on occasions

a Id
of death and grief Lis called | olophyrmes").




" f
Olympus ( OAvgrog ; m.pr. Olimpos); name of many musicians and poets of

ancient Greece.

1) Mythico-historical musician from Phrygia, pupil of Mareyas, belonging to
# % *

the triad (Hyagwis , Marsyas and Olympus ) of the Phrygian music. He was

accredited by various legends with the invention (with the other two) of the

auletic art and its introduction and dissemination in Greece,

2) A second Olympus, the younger, from Mysia in Asia Minor (called Mysés,
Muods ), oftkr confused with the first, is placed in the 7th cent. B.C.
Suidas Places him in Midas' (son of Gordius) time; Midas, after Eusefius,
liVed between 738-696 (or 695) BC, and, after J. Africanus, died in 676 BC.
According to Aristoxenus (ap. Plut, De Mus. 1134F, ch. 11) "he was considered
by the musicians as the inventor of the Enharmonic genus; before him all were
Diatonic and Chromatic". He was also accredited with the invention of the
"Harmatios“* nemos. Generally speaking Olympus was the first principal
figure in the history of ancient Greek music, so that "the origin of the
Greek and nomic muse is attributed to him" (Soterichus ap. Plut. op. cit.

1141B, ch. 29); he was the leader, the founder of CGreek music.

To him many inventions were attributed; besides the"Harmatios" nomos, Athena's*
nomos, the "Polykephalos" (many-headed) and the "Threnetikoi nomei; also
of the double-aulos (attributed to Hyagnis and Marsyas as well). Olympus

introduced to the Greeks the instrumental music (kroumataﬁ), and the Lydian
harmonia (Clem. of Alexandria "Td eupuoxdueva" p. 132); the invention of the

%
Lydian harmonia is attributed also to many other musicians.




*
! » - - - . Fay . £
omphalos (Ooupardg); the fifth and central section of the kitharodic nomos .

Omphados = navel.




2/ | " »
onomasia or onomatothesia (ovopaola or dvoparodecia); nomenclature. In

ancient Greek music use was made of names to designate the notes (M. Psellos,

"Syntagma" p. 2la "prosegoriai', mpoonyoplal ; names). Originally these

names were given to the strings of the lyra according to theie position on the
instrument; when the word "yopéf" (string) became by the continual and practical
usé a synonym of sound (¢9dyyoc, phthongos), the names were indiseriminately

used to designate both the strings and the corresponding notes.

From the 6th cent. BC, when the heptachord lyra became octachord, the names

were as follows;

Nete or Neate (vitn, vedtn; = lowest) the highest note

Paranete (rapaviitn; next to the Nete)

Trite (tpltn; third )

Mese (uéon ; middle)

Paramese (rapapdon; next to the mese)

Lichanos (Auvxavds; forefinger; the string played by the forefinger)
Parhypate (rapurdtn; next to Hypate)

Hypate (Urdtn; highest); the lowest note.
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The above nomenclature needs some explanation.

#
a) Nete (%lowest) is in flact the highest string; this is due to the position

NG




of the string Nete which was placed pearest to the performer; Cf. Aristides
(Mb p. 11; RPWI p. 8) under Egzgﬁ.

#
b) Hypate (= highest) is in fact the lowest because the correspondinastriug
was placed at the other end, the remotest from the performer; CFf. Aristides
(Mb p. 11) under HZEate*. Nicomachus (Enchir, ch., 3; C.v.J. P. 241; Mb p. 6)
says that by analogy to the planet Saturn (Kpdvog) which is the highest and
remotest from us the lowest sound in the diapason was called Hypate, because
hypaton (Uratov) {is the highest. In the same wayw by analogy to the Moon
which is the lowest and nearest to the Earth the highest sound took the name
Nete which signifies lowest. Some scholars support that this contradictory
phenomenon in these two terms (Hypate, Nete) is due only to the fact that, as
Aristides says, the ancients used to call the first hypaton (highest) and the
remotest néaton (lowest). C. Sachs (Hist. of Mus. Instr., p. 135) supports
that "the nete or'low" string surprisingly designates the highest note in
Greek music, not because it is the lowest when the lyre is held in its normal ,
inclined position, but because the Semitic Orient calls high sounds low, and

low sounds high".
¢) All the above names were in Feminine gender because of the word ""xopén"
(striﬁg), fem; it was actually an Adj. to the noun "xopbn", e.g. Nitn xopéd

(lowest-highest note).

In the Greater Perfect System the names were as follows with the first added

note (Proslambanomenos).
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The notes of the tetrachord

named :

synemmenon in the Lesser Perfect System were
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The names remained the sanme

and strings:

in all three genera for the corresponding notes
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In the old system the Harmoniai (octave-species), being practically segments
of the Greater Perfect System, retained the names of their respective notes
according to their place (or function) in the Gr. P, S. Thus the Mixolydian

(b-b) began on the Hypate Hypaton, the Lydian (c-c) on the Parhypate Hvpaton,
and so on.




Ptolemaeus introduced the "xatd &€ouv” (in respect to position) nomenclature.
According to this principie the first note of every harmonia (octave-species)

was called in respect to its pesition in the scale Hypate, the second Parhypate,

the third Lichanos, the fourth Mese, and sc on; on the other hand each note
of the same harmonia was also named after "its fumction" ("mard &dvapuv')

in the Greater Perfect System. In the following example we have both denomi-

nations:
CYRE/’\T ER ?E’RFO’: ¢t S\sTE W
D £
z £ i)
g I} = 4 “ > A
E o < ] 2 ) 9 =
~L..5 = £ d o
R it R BT T
9 = o .2 = v o ~ ~ I B I - ==
Sl E s 2T 2 AR e
—~ L
= __..-—-—-—“’"'-_jr//‘\c}‘ O C-:)_...____.,_ e L
. Fr,” 2 _C_} & e Vo F T i U BT ey & R
- e e T TR
| \ | i 3 ‘ : L
ll : , E ¥ | ¢ ‘
' [ $ ]
' |
f ' i
LY BEAN & 7 %
i $ S g W £
o &
et R R S
& A e e
o kKaTa a‘svg@' i [y ~ = o A
(:'“ihik-'ruf te el
iu'h‘-t':”\“ - o o =
ALK & o1 o 2
ij) “ kaTa Veew” 3 E‘ E ” I
(*m .?M"‘._,_{ to i3 = £, b g d:.. 5 y
T hoskEieet) g L KRN g R
PR i é S TSR A o
b4
) 4 2 i > = b
" HRXGLAM £ malel il kX o e 3
| ) 3 ST LR R s e
ﬁ‘“ kaTd g‘&vtl.!-\w” ol .-"?.--.-~ o< ~ = ‘E = = —=
s : i o
Lhn "IA-:?:L.J: ‘bc i 3 o () e
,5 U__\u.‘t LEW _) = o} — Z
et
’e) e kafoi ‘3{61\1' p? 2 3\ {:‘: Q""Cx
3 o 9 £ (T
‘v Nespheet  Eo "é B 2 = £ -t Y s Ha Fiin
Cin e | S 5 v s > 3 < Aoles 611{'; £
Pﬂ\‘ tehn ;r)'" Oi i = g l—« Ce__e) &ch MLCPAE
1 o I..OLQ_ 1




5 ” ), . 4
orcheails (OD}(T]{,‘L.': : MapPr. OI‘ChllSlS); ddnClng: dance.

Orchestike (6pynotuxd , T€Xvn); the art of dancing.

Dancing was an art which the Greeks cultivated from very remote times. According
to ancient tradition Rhea, the mother of the Olympic Gods, was the First to be
enchanted by this art; she in turn taught the dance to her priests, the
Kouretes (Koupfites ) in Crete and the Korybants (KopUBavteg) in Phrygia. In
Homeric times both song and dance were the indispensable embelli shments of
every religious ceremony, and of every national or social feast. Even in
ancient mysteries, dance was a means of initiation; Lucian in his book "6n
dancing" ("NMepl dpxrioews™, ¢ 15) says that no ancient ceremony could be

found without dancing; and Orpheus and Musaeus, excellent dancers themselges
"have legislated that initiation should be made in the rhythm of dancing"

("odv pudud opyroer uvetodor"). It was considered as an advantage for every
body, including those of the higher classes, to be initiated in the secrets

of Terpsichorefs art; the two sons of Alkinoos, king of Phaeaceans, danced

with admirable art at the feast given in honour of Ulysses (Odyss. IX, 370-380).
Lucian (op. ecit. f 25) cites the example of Socrates as one of the admirers

of this art and its beneficial influence.

We can have an idea of the steps, movements, chorographic combinations and
generally of the character of various dances from vase-paintings, bas-reliefs,
frescoes, inscriptions, as well as from a few ancient weiters who deal with

the art of dancing and of various dances of their time. Mention could be

made of the following: Plato: Laws, VII; Xenophon: Banquet II, IX ("ZuundoLov'";
description of dances performed by professional dancers); Plutarch: "Sympes.
problems" ("Zuunoovand npoBinuatra’ IX, 15; technical analydg, of the three

parts of dancing); Lucian; "On dancing" ("NMepl opxroews"; detailed examination

of the art of dancing and of its great moral and educational value, description

¢




of cebtain dances, etc.); Livanios; '"TMpds "Apuortelsnv Unép TGV opynothv 0
Urép TV uluwv". Also Athenaeus "Deipnosophistai XIV; Pollux¢ Onomasticon,

IV_" ch- 14 etC|

orchestes masc,, orchestris fem. (dpxnotrs, Ooxnatplc); dancer.

orchestodidascalos (épxnotosiédonalog); master of dancing.

orchema (Spynua); dance. Iaptein orchemata (tdnreLy Opyrduara ) meant to

get ready to begin the dance.

orcheseos schemata (opyfdoews oyidpata); dance-figures. Many and various dance-

figures are mentioned in Athen op. eit. (XIV, 629T, ch. 27); also in Pollux,

Hesychius and others.

The best known dances and dance-figures are examined in this Dictionary under

special headings.
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crchestra (Spydazpq + D crchistra): the circular or seml-circular space

in the ancient theatres which was found between the actual stage and the
benches (g&¥rLa) of the spectators. In the orchestra the chorus was standing,
dancing and singing., At the beginning the action was also taking place in
the orchestra; but in the classical times the actors stayed mostly on the
stage, which was behind the orchestra on a higher level, while the chorus
moved in the crchestra. The aulete who accompanied the dancing and singing

stayed also in the orchestra.

The orchestra was separated from the benches of the publiec, which also held
a semi-cireular space in front of and semi-around the orchestra and the stage,
by a low wall; in the middle of the orchestra the thymele (dup€in; altar

of Dionysus) was placed.
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organike (opyoviun); the science of instruments;the art of playing the instruments;

Rt o ) .

Aristox.(Harm.II,p.32,7-8 Mb):"naddrep nte PUINLNA HOL N HETPLXY *al N opyavixn'

("as the seiences of Rhythm,of Metre snd of Instruments").

»

crganikds (épyavugég} Adj.;instrumental.Organike phone (dpyavixr guwvr);instrumental

voice,sound.Aristox.(op.cit.I,p.14 ,4-5) :"andong ydp swviic 6DYUVL{ﬁ§ te nal avdpwrL-

- L) # ¥ , " (3 3 3
¥TiS wpLOUEVOS €0Tl TLS Témoc;; ;" ("For every lnstrumental and human voice there is a

definite compass...").




Orpheus ('Oppedc; m.pr. Orfdvs);mythic poet and epic singer,the most famous of

all mythic musiciéns of ancient Greece.He was of Thracian origin,son of Oea-
grus (OCaypog) and the Muse Calliope or Polymnia.He had his lyra directly from
Apollo and by his divine singing he ceuld charm the beasts,and,as Aeschylus
and Euripides said,even the stones.Orpheus followéd the Argonauts to Colchis

encouraging them by his enchanting music.

To him is attributed the foundation of the Orphic mysteries.It is stated by
some mythographers that he was king of Macedonians or of Bistones (! Blotoveg,
a Thracian tribe).Apollodorus (Bibliotheea I,ch.3, ) 2% ,ap.FHG I,p.106) says
that Orpheus established the Dionysian mysteries ("xal 'Opgpeds 0 &oxrdoag wi-
fappdlav,0s ¢éwv ExCvel ACSous te xal S€wbpa..eVpe 6€ 'Oppeds xal td: Avovi-
oov wuotrpiLa';"and Orpheus the kitharode,who by his singing moved stones and

trees...j;and he founded also the Dionysian mysteries').

A multitude of legends have been created around his life and death.According to
the most propagated legend he was killed by the ''maenades" ("uauvadeg"),Thra-
cian women at the service of Dionysus,because he did not care to honour the God

when Dionysus visited and conquered Thrace,or because he disdained their love.

His body was cut in piéces,and both his lyra and the pieces of the body were
thrown into the sea.His lyra and his head were carried by the waves to Antis-

sa of Lesbos,where,his tomb was shown(see Terpander).

According to Diodorus Sikeliotes (III,ch.59,,'6) to Orpheus was attributed the
addition of the Hypate string to the lyra.Alexander in his Book on Phrygia(ap.
Plut,.De Mus.1132F,ch.5) says that Terpander®* had as a model Homer for the epic
poems and Orpheus for the songs (uéAn,mele);and that Orpheus imitated no body

in his works which bear no resemblance to those of the aulodic composers.




The legend of Orpheus and Eurydice is universally known:his will and ability
to descend to Hades shows in a way the faith of the Greek people in the pene-

trating and irresistible power of musiec.




orsites (dpolTng;m.pr.orsitis);a kind of Cretan war-dance mentioned in Athen.

XIV,629C,ch.26 (see the text under epikredios*).Some writeps believe that both

orsites and epikredios are different names of the same dance.Nothing is

known about its character.




drthios (3pfLog);erect ,upright,steep.In music,high (as &&vs,oxys*3.Eurip.

Troades ,v.1266 "8p8Cav ... odAmvyyos Axdv" ("high [penetrating] tone [or sound]

of the trumpet,salpinx").The same "orthia phone".

orthios nomos (8p3uos véuos);a nomos high in pitch and uplifting [elevating )

in character and feeling.Aristoph.Knights ('Ixzfig),1279.
orthia melodia (6pdla uelwéta);high-pitched melody.

orthios pous (0pfLog novg);a foot consisting of two long and two short syllables

- - v v .Bacchius (Isag.;?101;C.V.J.p.315,Mb p.25) calls "orthios" the foot

composed "of an irrational arsis and a long thesis" ul -




oschophorikd,mele (Woxogopind,or doxogopuxd uéAn);songs sung during the ceremony

called Oschophdria ('Qoyxopbpua);

Proel.Chrest.,28 "Oschophorika mele (songs) were sung among the Atheneans;two

young men in women's dress carrying vine-shoots full of grapes (which they called
osche ) led the festival!

The oschophoria (from doxn or woyxds;oschos,vine-shoot with grapes,and the vb o€pevLv,
pherein,to carry) was a part of the Athentan festival,called Skira,in honour of
Athena (Minerva) in which boys at the age of puverty wearing women dresses and
carrying vine-shoots were going in procession from the temple of Dionysus to that
of Skirde Athena.

According to Proclus it was Theseus who first introduced this ceremony ,after

he had saved the youths from the Minotaur.




dstrakon (datpanov);vessel of clay,or fragment of potteryishell.Usually in pl.
ostraka;krotala®,

vb.krotein ostrakois (npotelv dgtpdnors;to strike the ostraka and "pros ostraka

sdeiniap "adesthaiyinpds dotpaxa §6eLv'or "§beodaL"=to sing to ostraka (krotalal
accompanimnt)signified the oppos.of "to sing to kithara or to lyra",i.e.to sing
or play ugly tunes;Phryn.Epitome (ed.de Borries;p.79).Cf.Aristoph.Frgs v.1305,
where Aristophanes satirizes Euripides' muse as "dagrpoxoLc xpotoloa" (as "singing"

to shells accompaniment).




odles {(oUAog):;a hymn to Demeter.The sams as ioulos.

Also a dance performed with rapid and skilful movements.




cdpingos (oUzLyyog) ode:a hymn sung as a prayer to Oupis Artemis (Diana) at a

child-birth.The surname Oupis (OUxic) was given to Diana as protectress of the

women ready to bring forth.

Pollux (I,38) "(8ly 6¢ "Apréunbos duvoc oUnLyyos" ("and especially a hymn to
Diana,called oupingos").

Athen.(XIV,6198,¢ch.10) "oUrLyyor (pl.) &€ al elg "Apreuv pbal" ("oupingoi [are
called] those odes to Artemis [Dianal "),
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oxyeches (ofunyis; m.pr.oxiichis);having a piereing,sharp sound;high-pitched.




OXyDPyenos (8Emunvos; m.pr.oxiﬁicnos);the highest note of the pyenon®.On the
whole there were five oxypycnoi in the Greater Perfect System,namely,the two
lichanoi (lichanos hypaton.and lichanos meson) and the three paranetai (paranete
diezeugmenon,par.synemmenon,and par.hyperbol@een).All these five oxypycnoi were
movable (xuvvoduevol,changing) notes of the tetrachord.For more details see under

pyenon; also under barypyenoi,mesopycnoi and hestotes.




/ /
oxys ,oxytaes (8EVc,sEVtng m.pr.oxis,oxitis).
oxys;high-pitched,opp.barys®,
oxytes: sharpness;also height of pitch,the result of epitasis®.Aristox. (Harm.

I,p.10,27 M) "SEStng 8¢ 6 yevduevov 6ud thc Lxutdocws” ("height of piteh is
the result of tension [ produced hyﬁgtretching of the string| ') .Oppos.barytes®,

According to Aristotle (Prebl.XIX,8) the "oxy" (high-pitched) was less imortant

than the low.
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oxytonos (oFUrovog;m.pr.oxitonos);sounding in a sharp and piercing tone;also

the high-pitched tone.Oxvphonos (6Ed¢wvog;m.pr.oxiﬁhonos);having a sharp-piereing

voice;high-pitched voice.Synonym of oxytonos,
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