NOTES AND DISCUSSIONS
TEXT AND INTERPRETATION OF PHILEBUS 56A

Plato Philebus 55e-56a:

ZQ. Olov moc@v mov TeXVAV dv Tig &pBunTikfv Y0piln Kai HeTpNTIKTY Kai oTa- €
kv, dg Enog eineiv padrov 16 katoretndpevov Ekaoctng dv yiyvotto.

TIPQ. ®adlrov pév 1.

Q. Td yobv peta 100t eikdlewv Aeimoit’ Gv kol 10¢ aicbhocig katapeletdv
guneipig Kai Tivi tp1Bf, toig tfig otoyaoTikfg Tpooypwuivovg duvapeoty Gg moAdot 5
€y vag Emovoudlovot, HEAETY Kol IOV TNV POUNV ANEPYACUEVAS. 56

TIPQ. Avaykaidtoto AEyeLS.

ZQ. OdKODV pEGTN HEV TOL HOVOIKT) TPATOV, TO CUUPOVOV APUOTTOLCE OO PETPE
GAAG peréTng otoyaoud, kai ovunaca adtig adAnTiky, 10 pétpov £KAoTng Yopdiig
1@ otoyalecbar gepopévng Bnpevovoa, @ote TOAD pHepelypévov Exetv 10 uf capés, 5
ouikpov 8 10 BEPatov.

a4 adt@v Ven. app.cl. 4.54 : xai k18aproTikn) post adAntikn Ven. 189 :
a5 6npevopévng D : pbeyyopévng Badham

The text and interpretation of the opening sentence of Plato Philebus 56a involve
a notoriously intractable problem. The most elaborate recent discussion was that of
Andrew Barker in his article “Text and Sense at Philebus 56a” in CQ 37 (1987): 103—
9, and, as he there discusses in detail the interpretations and translations of Fowler,
Hackforth, and Gosling, none of which he finds entirely satisfactory, I shall not cover
that ground again. But I disagree also with Barker’s conclusions, and have three tex-
tual alterations to put forward. One of these I revive; the others are new.

First, what is it that music is full of (peotn)? It is clear that Plato refers back spe-
cifically to this point subsequently, at 62c: 1§ kai povoikiv, fjv dAiyov Eunpoocbev
Epopiev oTOYAOEDG TE KOl PUToEmG PESTHV oboav Kabapdtntog évdeiv; The addition
of pnoeag here is a little odd, as it was not mentioned in the earlier passage, but,
quite apart from Plato’s familiar dislike of mimesis, this closely resembles another
very similar criticism of music’s inaccuracy, at Laws 668a: odkodv povsikfyv ye
ndcav pdpev eikactiknv Te glvor kol ppntikijv, where sikaotikrv recalls Socrates’
€ixdlewv in Philebus 55e4, leading to the disparagement of music in the passage
under discussion: t0 yobv peta tadt’ eikdietv reinowt’ &v kai tog aichrioelg kata-
peketdv éumepia kai Tive TpiBf, Taig Tfig oToyactikfig mpocypwuévovg duvdpeoty,
¢ moAkot Téyvag Emovopdovot, peAETy Kai moVe Thy POUNV dTElpyacpévac.

Surely Badham (in his second edition) was right! to reverse genitive and dative
perétng otoxacud, where the interpretation “guess-work of [= based upon] practice

1. Surprisingly however, he places commas after np@tov and after peréty otoyacpob, as though they are
somehow linked, nor does he refer to the reprise at 62c.

Permission to reprint a note in this section may be obtained only from the author
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or habituation” is not a very convincing use of the genitive, and to read “music is
full—adjusting as it does the concordant not pétpe but perétn—of guess-work (cto-
yaopod)’? Note also, of course, the dative peléty in the sentence of Socrates just
quoted (Phlb. 56al).2

My next, and most important, suggestion is to change npdtov, 10 cOpewvov &p-
pdtrovca to to mpdTov ovpewvov dppdtrovoa. Here npdtov is not particularly nec-
essary, and both Stallbaum and Badham in his first edition, feeling the want of a
genitive in the vicinity of peotr, suggested either reading tovtov for mov or totovTev
for mpdtov. But my proposal, now that I have taken octoyoaopob as the genitive in
question, is based on the fact that any lyre or kithara player tuning his instrument
began by tuning two strings to the basic interval of the fourth, which is regularly
called 10 mpdTov cVpewvov, first establishing the note péon, from which he would
proceed to adjust the others. A key passage (curiously seldom referred to in writings
about Greek music) is Dio Chrysostom 68.7: xpt) 8¢, donep v AMpg tOv pécov e86y-
YoV Katactioavteg Emetta mpdg tobtov dppdlovtar todg dAloug, el 8t utj, ovdEmote
appoviav drodeitovot, ovtwg ktA. And Aelian (VH 9.36) tells an anecdote about how
king Antigonus instructed a kithara soloist to tune first the note nete (the uppermost
of the usual scale) and then mese, whereupon the offended musician’s rejoinder was
to express the hope that the king was never in such bad shape as to know better about
music than he. (A similar story is a favorite of Plutarch in Moralia 67f, 179b, 334d,
634d, where it is told of Philip of Macedon, though less specifically about the initial
lyre tuning, but generally mepi kpovpdtov kai dppovidv.) Well known are the pas-
sages in [Arist.] Problemata 19.20 and 36 about how mese to such an extent controls
the other notes of the scale—xal 1} td&ig /| ékdotng (sc. yopdiig) St ékeivnv—that,
when it is mistuned, the whole instrument and melody are thrown into confusion, as
distinct from when a “wrong note” is played on any of the other strings. Plutarch too
(Moralia 1009a) refers to the mpdtn kai kvpiwtdtn dVvauig of the note mese.

It is worth cataloguing the substantial number of references in the musical writers
to the interval of the fourth as t0 np@tov cOuewvov, sometimes with the addition of
the fifth and octave as ta npdta cOppwva,’ or equivalent expressions, in order to show
how regular this is, and how appropriate such a definition would be in Philebus 56
to describe how a kitharist set about preparing his instrument for performance. I list
the authors in approximate chronological order.*

THE DIA TESSARON AS 10 np®dtov cOp@mvov

[Hp.] Vicr. 1.8 Fourth, fifth, octave are mpdtn ovpgavin, devtépn, 1
18 mavTog.
Aristox. 1.21 Tone is difference between t@v npdtev cvpuedveav of

fourth, fifth.

2. Onosander (10.3) remarks how an experienced lyre player can play peAéty easily what for beginners
requires great effort.

3. Plutarch (Moralia 744c—45b) relates that the Delphians named the three Muses Hypate, Mese, and Nete;
see also n. 13 below.

4. The references to the lesser Musici Scriptores are to the page numbers of Jan’s edition; references to
Theon are to the edition of Hiller, to Ptolemy and Porphyry to those of Diiring, to Bryennius to that of
Jonker. Abbreviations of the names of authors and their works are as in LSJ.
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2.45

2.45 (p. 136)

Plu. Moralia 1018a, 1019d

1139¢

Nicom. Harm. p. 252.6
p.252.8

p. 262.7
Gaud. Harm. p. 338.9

Theo Sm. p. 51.19
p.53.5

p. 66.12

Ptol. Harm. p. 11.25
p- 16.2-3

p.21.21
p. 28.20

S.E. adversus Musicos 46

Porph. in Harm. p. 96.30

p-97.4

Alex.Aphr. in Metaph. p. 834.1

Aristid.Quint. p. 102.24 W.-1.

p. 110.10

Mart.Cap. 9.933

Manuel Bryennius p. 130.25 J.

NOTES AND DISCUSSIONS

Fourth is éAdyiotov, fifth devtepov, octave tpitov (so too
Cleonid. p. 194.3).

Fourth and fifth are np@tot cVpmvor.

10 npdta cUugwva (also EAdyiotov, pEcov, HEYLoToV).
70 KLPLATATO SlaCTHHATA.

Fourth is npdtn cUAANwig 9BOYY@V GLHEOVOV.

Fifth is joined to t{j mpwtoyevel cupgovig t{j did tesodapwv.
(N.B. these are embedded in a context referring to the
fifth century Pythagorean Philolaus.)

Fourth is 10 mp@TioTOV KOl OTOVYEWWSEGTATOV GOPPMVOV.

(ovpgwviar) tpdn 1 did tecodpav, Sevtépa 8t 1) Sid mEvte.

Fourth, fifth, octave are ai np@tar cupgawviat.

Tone is T@V TPATOV KAl YVOPLHOTATOV CUHPOVIBYV
Sapopd.

Fourth is 1§ xupiwtdtn cvpgevia.

Octave is formed ¢k 800 t@v £@e&fic kai mpdTOV G-
POVIDV.

np@dToL pév T@v cupedvov are fourth and fifth (also pp.
36.22, 40.15, 49.8, 60.3, 95.29).

Fourth is élayiotn kol np@Ttn cvpewvia.

Fourth is 16 np@tov cbpgavov.

Of symphonic intervals, musicians call 10 np@tov xai
gAdyioTov “8i1d tEGCApRV.”

Pythagoreans called fourth cuAraf, because npdtn éoti
ovpeavio culraffc tativ Eyovoa.

In the heptachord 1) np@™n cOAANYIG TOV SakTOA@V KaTd
70 814 TecodpV YEveTo cOUPRVOV.

1AV TPOTOV cLuPwVi@V (usual three).

10 mp@Tov év povoikf] ocpewvov Smep éott TO did
TECOCAPOV.
ta Tpdta oVpgeva (as usual).

Symphoniae tres sunt, quarum prima est diatessaron.

ai tp@tar cvpgavior (fourth and fifth) make up the so-
called appovia, viz. f) kat’ dvtigevov 816 TacdV GLPPW-
via (cf. pp. 128.24, 132.6, 146.27).

Having tuned from mese both hypate (a fourth down) and nete (a fifth up), which
Plato (R 443d) calls the dpouvg tpeig appoviag (so also Plu. Moralia 744c, and cf.
Phlb. 17d: todg Gpovg tdv Sractnudtev Kai 1& £k todtev ca cucthipata yéyovev),
the player would proceed to tune the other strings from the pitch set up initially by
mese—éx yap TavTng Kol ai Aotnai edpickovrar (Theo Sm. 66.12). This we know
was done by the procedure called Afjyig 81& cupgwviag, tuning by the concords of the
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fourth and fifth in order to “secure” the appropriate notes.> On the old heptachord
lyre based on the notes (in the so-called Dorian diatonic form) EFGABbCD, the two
“conjunct” fourths linked by mese (A), downwards to E and upwards to D, would be
tuned by peAetni (practiced experience) and rather superior to ctoyoopdg; but to fill
out the octachord scale EFGABCDE? further tunings would be more uncertain, and
Aristoxenus 2.55 says that aiofnoig can judge the size of the three cipgwvog inter-
vals more precisely than the didgwva. First, the player would mentally go up a fourth
from his mese to fix D, and from there descend by a fifth to fix G. A further fourth
up would produce C, and a descent of a fifth would produce F. From the upper E
(nete), already fixed either by the octave from hypate or a fifth up from mese, he
would then go down a fourth to complete the octave sequence with note B.

This tuning by the experienced kitharist would normally be done “by ear,” as we
say, just as the modern violinist, having received the oboe’s tuning A, proceeds to
tune the other strings in a series of fifths. But in the music schools where he had
learned his techniques he would be familiar with the kanon or monochord, where
measurement (pétpov) of a string mounted on a board with a moveable bridge could
determine the notes according to the ratios associated with the Pythagorean theorists.
If the bridge were moved exactly half-way,” the sound of either half would produce
a note an octave higher than the whole string, hence the definition of the octave ratio
as 2:1. Similarly the fourth (4:3) and fifth (3:2) would be determined by measurement
marked on the kanon, and the notes confirmed by plucking. Then would follow the
smaller intervals of tone, semi-tone, and, if the enharmonic intervals were being in-
vestigated, quarter-tones or dieses. These are the closely packed mukvépata about
which Socrates is so sarcastic in the famous description in Republic 531, of acous-
ticians putting their ears to the lyre strings as though eavesdropping on their neigh-
bors at party walls, “preferring their ears to their minds.” The similarity of the subject
matter of this passage to the one under consideration in the Philebus is accentuated by
the use of the verb 6npevdpevor in the former and Onpevovoa in the latter.

This theme—the distinction of aural perception and reason and intelligence in the
determination of intervals (¢ta o8 vod npootnodpuevor, as Plato says in the passage
referred to)—occurs regularly in the musical writers. In Aristoxenus 2.33 the contrast
is between dxor and &dvowa. Theon of Smyrna distinguishes the harmonia that is
aicOntn év opydvolg and vontd &v apibpoic (p. 47.17) and contrasts Aéyor and
afobnoig (61.22), and the tone grasped by vénotg, dpibpoi, 8t” dxofig (71.1). Ptolemy
several times (e.g., pp. 3.10, 21.25, 66.13) stresses the superiority of logos over ais-
thesis, and although at 20.14 he admits that aisthesis is perfectly capable of tuning
a tone, he accepts that the kanon is superior in demonstrating the logoi of sympho-
niai (17.20). Porphyry in his commentary takes the same stance, referring to the gulf
between the mousikoi who judged by aisthesis and the kanonikoi or harmonikoi of
the Pythagorean tradition (23.6): dxon is no use without metron (66.10), and although
some combined logos and aisthesis, Pythagoreans firmly rejected the latter (25.9-13),
and those who relied exclusively on aicBnrikfy Tpip7 acquired by cvviifewa (26.12).
Plutarch too (de Musica 1144f) declares that Pythagoras rejected aiofnoic and

5. See Aristox. 55.3; Plu. Moralia 1145b; Euc. Sect.Can. 17. The usage is found also in an unfortunately
very fragmentary musical treatise in Tebtunis Papyri 3 (1933), 15-22.

6. firep pévn ‘EAAnvikt oty Gppovia, Pl. La. 188d.

7. [Arist.] Pr. 19.12: xai t{j Skfjyer 8o vijtan év tf) bndry yivoviar.



278 NOTES AND DISCUSSIONS

axon in favor of voig. Aristides Quintilianus (p. 97.3) declares that Pythagoras on his
death-bed exhorted his disciples to use the monochord because the highest excel-
lence in music could be achieved vontdg pdilov 8" dptbudv 7 aicOntidg d° dxofc.
Manuel Bryennius (Harmonica 2.6) attributes the invention of the kanon to the rec-
ognition of the deficiency of sensory perception unaided by the mind and the accu-
racy of mathematical ratios.

From all this, it seems to me certain that this passage of Philebus refers not to the
actual playing of musical instruments, which immediately rules out old emendations
of adAntikt to ad mAnktikn (van Heusde) or ad woAtik?) (Hermann), but to the ini-
tial tuning of a stringed instrument—hence of course the verb @ppudérrovoco—which is
the necessary preliminary to actual playing, and to the contrast of approximation by
ear, and constant familiarity, with precision measurement. This might be achieved
on the monochord with its bridges,® but was not possible on the lyre or kithara,
where tension of strings of similar metron accounted for difference of pitch—otpe-
BrodvTag amd t@v KoAAOTWYV, to quote Republic 531b.

I turn at last to the remainder of Philebus 56a. First, it is now generally agreed,
I think, that the addition to adAnTikn of kai kiBapiotik™ in the later MS Ven. 189 is
due to the fact that it was thought (rightly, as I shall go on to say) that surely the sub-
sequent pétpov yopdijc must refer to a stringed instrument, not exclusively to the
aulos.? Barker, in the article referred to above (p. 274), makes the best of the diffi-
cult transition to the aulos (which of course Plato notoriously disliked) by supposing
a change from the tuning of a lyre to the playing of the aulos, which could involve
the player “lipping up or down” the reed during actual performance in order to play
in tune.!® The participle gepopévnc he thinks could refer to the slight passing vari-
ation of pitch during this “lipping” process, “shooting at it as the note moves.” I will
propose however that we should continue to think of the tuning of the remainder of the
lyre strings, once the basic cOpgwva, the three Spot of hypate, mese, nete, had been es-
tablished, and the Afjy1g 81& supgwviag proceeded with, in order to complete the scale.

Recall that Nicomachus described “the first concord,” the fourth, as the mp@tn
SUAANYIG B0YYOV cupedvev, based on the fact that the older name for what came
usually to be called the diatessaron was in the Pythagorean tradition (he quotes the
Doric form of Philolaus) cvAAapd, and the diapente &’ 6Eeidv.!! Porphyry (96.30)

8. It is of course not possible to determine how much acoustical theory, apart from practice, was taught
in fourth-century schools, and the earliest extant reference to the monochord (apart from the death-bed exhor-
tation of Pythagoras quoted above) seems to be a fragment of Duris FGrH 76F23, but Plato, quite apart from
his admiration of Pythagoras and Damon, was friendly with the leading theorist of his time, Archytas. Theon
of Smyrna (71.4-10) scrupulously points out that even on the kanon the slight width of the bridge on being
moved up and down the string will have a small effect on the length measured on either side of it. I am re-
minded of the stochasmos alluded to by Plato in the description of a monochordist calibrating his instrument
in C. Sachs, History of Musical Instruments (New York, 1940), 270: “The monochordist shortens his string
till the testing finger finds the desired spot.”

9. Dorothea Frede in her German translation of Philebus (Gottingen, 1997) includes ki8apiotiki, al-
though in her English version in the Hackett series (Indianapolis, 1993) she preferred to accept the inter-
change of povoikn and abAntikn, which was first proposed by Bury in his 1897 edition, and read in the Budé
edition of A. Diés.

10. Tam reminded of the story of how Sir Thomas Beecham, when his oboist, a distinguished player who
favored a wide vibrato, sounded the tuning A before a rehearsal, remarked to the orchestra “There you are
gentlemen—take your pick!” Aristoxenus (Harm. 43.21) remarks how the intonation of the aulos paiota
mAavatat.

: 11. Cf. Bernay’s brilliant emendation of [Hp.] Vict. 1.8: cUAMBENY Sie€iov dia tacéwv to curhaBhy, &’
SEerdv.
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says the name cuAhaBn was used because npdtn éoti cupewvia cuArapiic Ta&iy
gyovoa, and at 97.4 he describes the actual grasp of the two strings with the fingers
as 1} TpdTN CUAANVYIG TV SoKTOA®Y KaTd TO i Tec0dpev ovpeovov. A musical in-
terpretation of the enigmatic fragment 10 of Heraclitus was proposed in an article by
K. M. W. Shipton (although she preferred, and defended, the variant reading cuvad-
"yieg): 2 cudddyieg Sha kol ody Sha, CuHQEPSUEVOV BlagepdpEVOY, GUVESOV Biddov,
2k mdvtov Ev kai 8§ Evog mdvta. And I believe that the use of cullaBeiv in fragment
1 of Scythinus (who is known to have expressed Heraclitus’ doctrines in his verses)
also belongs to this concept of tuning the lyre’s consonant notes: [the lyre] fv
apudletar / Znvog edetdfg Andddwv mdoav, dpyfv Kol téhog / culafov, Exet 8
hapmpov mAfikTpov Miiov edog. Here, the taking together of apy1 and téhog referring
to the lyre recalls [Arist.] Problemata 19.47 on the mese of the old heptachord lyre
scale being at the same time the 4pyn of the lower tetrachord and the tehevtn of the
upper one, and also Problemata 19.33, where mese is the fiyepdv and apyn leading
down to the tekevtn of the tetrachord. In Scythinus, Apollo the sun god with his plec-
trum'3 has the same function as the sun as mese linking the two tetrachords of the
heptachord in a fanciful passage of Nicomachus (p. 242, cf. 272), where he identifies
each note of the scale with one of the seven planets, with mese/sun in the middle.
If then the establishment of the fourth was the npdtn cdAAnyig done by the lyre
tuner, further “takings together” were then required in order to tune the other strings,
and the process of Afjyig 81 ovpgwviag was duly followed in order to Aapdverv
them.!# The most approximate of the other notes, as was mentioned above, were the
Stdgwva, or the so-called “moveable notes”—in the octachord scale, that is, the notes
Fand G, C and D, lying between the “standing notes” E~A, B-E, which bounded the
two disjoint tetrachords. These notes varied according to the adoption of a diatonic,
chromatic, or enharmonic sequence, and although they were mostly termed kivob-
pevot in the musical writers, as opposed to the £éctdteg notes, it seems that they were
once called gepopevor because of their variability. This usage is found in Euclid
Sectio Canonis 165.4 and Bacchius 299.14, but most significantly, five times in Aris-
tides Quintilianus (9.14, 22, 25; 14.14; 80.30), the last being an important reference
to Damon, whose ethical views of music were so much admired by Socrates and
Plato: év yobv taig dn” adtod [sc. Adpwvog] napadedopévorc! dppoviag tdv gepo-
pévov BdYYwV 8TE pév Todg BRAels, 6Tt 8E Todg dppevag Eotiv ebpsiv fitot Theovd-
Covtag 7 &n” Ehattov i 008 Shwg mapeinuuévoug, Sfilov dg katd 1O fBoc Wuyfic
ékdotng kol dppoviag ypnopevodong. I suggest therefore that in Philebus 56a 1o
pétpov Ekdotng xopdiig pepouévng, which the tuner is “hunting for,” means the pitch
of each string that carries a “moveable” note,!S and I propose further that adintiks
is simply a corruption of cuAAnnTik?, the technique of taking together by céAAnyic

12. K. M. W. Shipton, “Heraclitus fr. 10: A Musical Interpretation,” Phronesis 30 (1985): 111-30.

13. For the sun as plectrum, see also Clem. Al. Strom. 5.8.48, quoting Cleanthes. Plutarch (Moralia 745b)
records the Delphic view of Mese as the name of the Muse guarding the region of the planets.

14. Other compounds of AapBdverv, Ajyig (émo-, da-, ém-) are much used of stopping strings for measure-
ment on the kanon, e.g., [Arist.] Pr. 19.12: tfi Swkrjyet 860 vijrat év 1§} dndty yivovtar; Theo Sm. 59.21:
tag Sraknyelg t@v yopddv. For katdAnyig of damping strings, see E. K. Borthwick, “KATAAHYIZ-A
Neglected Technical Term in Greek Music,” CQ, n.s., 9 (1959): 23-29.

15. Note napédocav again in Phlb. 17d of the cuotripata and &ppoviat handed down by tradition.

16. Badham mentions this use of gepdpevor, but adds “though a term in music it is quite inapplicable
here.” It receives the support of W. D. Anderson, Music and Musicians in Ancient Greece (Ithaca, 1994), 148-
49, but he associates the term with the intonation of the aulos, not the kithara.
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two strings and their notes. (The noun implied is téyvn, just as otoyactikny!? was
used on its own shortly before at 55e.) The preceding abdtiic would now have to mean
“that part of it [sc. music] involving cuAnntikn,” but I wonder further if the first
two letters, ad alone, should be retained? Plato is fond of a3 in a series,'® and I think
particularly of the structure of a sentence in Republic 401a, where, after a reference
to the lyre and kithara and the notes of harmoniai, there are mentions of Damon and
a typical discussion of qualities such as edbroyia, ebappootia, edoynuocivn, gdpvb-
uia, followed by €otiv 8¢ v€ mov mAfpNG pEv Ypaeikf adTdv kai tdca 1 TowadTn 8n-
provpyia, TAfipng 8¢ dpaviikh kai mokihio kol oikodopia kai mdca ad 1 T@V GAA®V
okev@dv épyacia. The sequence of letters cOpnaca ab ) cuAAnrtikt that I propose
hardly differs from the MSS oVunaca adtfig adAntikn, and in a musical context it is
hardly surprising that the last word should be corrupted to the commoner adAntik™,
to which Plato was so averse.

It may be thought surprising that Plato should so allude to the technical terminol-
ogy of lyre tuning, but D. B. Monro, referring to Philebus 17b, once noted that the
passage “has an air of technical accuracy not usual in Plato’s references to music
(though perhaps characteristic of the Philebus).”'® And this is true also of references
to lyre-playing practices in Laws (e.g., 812d), to say nothing of the mind-bending
musical mathematics of Timaeus. We know too from Plato himself that Socrates had
lessons from the distinguished kitharist Connus (Euthd. 272c, 295d, Mx. 235¢), and
also late in life from another teacher, Lamprus (S.E. adversus Musicos 13), prefer-
ring to be dypabng rather than duabrc in such matters.

I might conclude with a translation of this description of preliminary kithara tuning,
with the textual changes that I have suggested above: “And so, I suppose, music is
full—tuning as it does the first concord (the fourth) not by measurement but by prac-
tice—of guesswork; and so too with all taking together of notes, hunting for the
pitch of each string carrying the moveable note by guessing, so that it is mixed with
much that is uncertain, and little that is sure.”

E. KERR BORTHWICK
University of Edinburgh

17. Plato’s liking for -1k6¢ adjectives is well known. There is an outburst of a dozen of them in the sen-
tences immediately preceding and following the sentence of Phlb. under discussion here, and also in Xen.
Mem. 3.1.6 in Socrates’ mouth. Aristophanes parodies the habit at Eq. 1377-81, Nub. 483, 728, 1172-73.
One easily forgets that even in the familiar adAnrixt the noun téyvn is understood.

18. Examples in Phlb. alone at 17b3, 31e10, 32a2, 42bS5, 43c5.

19. The Modes of Ancient Greek Music (Oxford, 1894), 55.

SPLENDIDIOR VITRO: HORACE AND CALLIMACHUS

O fons Bandusiae, splendidior vitro.
(Horace Odes 3.13.1)

In describing the waters of the fons Bandusiae, Horace employs an intriguing com-
parison: splendidior vitro (“more glimmering than glass”).! The comparison alludes
to a phrase from the lost Hecale of Callimachus: bdAoto padviepog (frag. 18.2).2 The

1. Or, less likely, “clearer than glass.” Transparency is the issue in Carm. 1.18.16, on which see n. 12, below.
2. All citations from the Hecale are from Hollis 1990.
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