
NOTES AND DISCUSSIONS 

TEXT AND INTERPRETATION OF PHILEBUS 56A 

Plato Philebus 55e-56a: 

Mn. Oio v v TIiracv ou TEXvv av t &pt0l v pinV Kai TcpTprltKTv Kai OTa- e 
TIKT|V, d5 ?ito eiitelv (pauXov 6T KaTatXeTr61pvov ?KcdiTn; &v yiyvotTo. 

rIPQ. OaiXov ipiv 86. 
EQ.. T6 youv PEaT TaUt' SiKadEtV XEisUoT' av Kai Tqr aio09oe(t; KCaTakCEXTav 

?pietpi[a Kai TIVI Tptplp, Tal Trrjg CTToao'actKr Tpoaopo0Clvou; 6uvdlaoiv i& roXXkkoi 5 

TiXvaq Eirovojd~ouoCt, ekcXETf Krai ct6vc( Tiv pt6Liv d&rmtpyaoCT va;. 56 
HPQ. AvayKalt6Tara X7et1;. 
MQ. OcKOUv teoFTl tPiV W ou louotIKl iPTov, TO GU61(PVOV apipOTTouoa o0 piTpfp 

&atXda eXPTrq otoXToaHX),Ki, Kai oup7taoa aUTrfl aiUTXltcKi1, T6 gjTpov ;KdaorSi XopfSi 
TO)0 oTOXcildeaoat pepogPvrj; 01OpF0ouoaa, dJrTE r0oX6 e4gtY7pjtvov %Xetv T6 !pa oa(pq, 5 

CLttKp6V U6 T6 p3P3aov. 

a4 auTC&v Ven. app.cl. 4.54 : Kai KltaptoTCfl post a6kXrlTtK Ven. 189: 
a5 0pUpEoolivqr D : (p0eyyopevrqs 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 (?SeoTT)? It is clear that Plato refers back spe- 
cifically to this point subsequently, at 62c: 'iJ Kai !OUotKrlv, fqv okiyov ilpnrpoa0ev 
EcpaPev GTzoxdoxcaEO Kati PaitgLeo)i LE?a1TV ouoav KaOap6oTrToq ? Tv6?iv; The addition 
of !tpfijOnCo0 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: OUKOUV !touIotlcv 7y 
nraav (pdT?iv iKctKaCtKlV T? ervai Kai gtlprlttKiv, where eiKaortKil recalls Socrates' 

EiKcdEtv in Philebus 55e4, leading to the disparagement of music in the passage 
under discussion: Tz yoiv ed Ta& TaT' EiKd~Etv XEiTCOtT' av Kai Tad aio0riOEt KaTa- 

IEkEvTaV EOtrElpia Kai TIVI tptlPf, TalO; Tiq oxCoaCTlKlXa Kq pOYXpc(taVOu; 6uvdaEOtv, 

aq xokXoi TEva;g iovoidCouac, pE?XTlT Kai c6vO TiTV p6Culrlv a7Etpyaop?vaq. 
Surely Badham (in his second edition) was right1 to reverse genitive and dative 

PtEX.TIS caToXaoCtao, where the interpretation "guess-work of [= based upon] practice 

1. Surprisingly however, he places commas after TpctOov and after LeXeTr. OTOXoapoiu, 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 ,Irpqp but gc?sT,t-of guess-work (aoo- 
Xao.oui)"? Note also, of course, the dative steXTq in the sentence of Socrates just 
quoted (Phlb. 56al).2 

My next, and most important, suggestion is to change tp(oTov, zTO aou(povov &p- 
oTT6rouoa to TO inpcoov o6utq(pcvov &p16oTouoa. Here cpTOov is not particularly nec- 

essary, and both Stallbaum and Badham in his first edition, feeling the want of a 
genitive in the vicinity of gEOTt, suggested either reading TOuTou for nou or TO0oto0zv 
for nTp&tov. But my proposal, now that I have taken ToXaoacgo 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 TO xpnOTov o6gjqxovov, first establishing the note ?arIl, 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: Xpq 6F, ronorep Ev kXup T6v pEaov p006y- 
yov KaTaaoTClaVTES EstzITa inpbO TOoTov &poa6ovTra ToUS aUXkoug, Ei 6i t I, UOUTCOTE 
aptoviav &a7o6Si4ouCYt, oiuTCw KTk. 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 TIept KpOUdTCOV KCai a&ppovt&v.) 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-Kcti i Td4tS r eKdTcTrl; (sc. Xop6rS) 6i' EKEivrv-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 npcTzri Kai KuptcTdrrT b6vapiS of the note mese. 

It is worth cataloguing the substantial number of references in the musical writers 
to the interval of the fourth as To6 TcpoTov cu6L(pcovov, sometimes with the addition of 
the fifth and octave as c& Trpira cupcqtova,3 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.4 

THE DIA TESSARON AS TO T7pCOTOV GU6(PqOVOV 

[Hp.] Vict. 1.8 Fourth, fifth, octave are tpcOTr ouqxcpovir, 6CUTepr, /i 
6ta tEavT6S. 

Aristox. 1.21 Tone is difference between TCOv trpcTCov ouCtcpq0vov of 
fourth, fifth. 

2. Onosander (10.3) remarks how an experienced lyre player can play peXirT 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 Diring, 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 
1139c 

Fourth is kXditoTov, fifth 86?Tepov, octave piTrov (so too 
Cleonid. p. 194.3). 

Fourth and fifth are 7Tpi)oot oI6(pcovot. 

T& npipOa o6puqova (also EXdXiotov, upoov, CkytoTov). 
Ta KuptirTaa &taoc7titaTa. 

Nicom. Harm. p. 252.6 Fourth is npcrnq c6kXrqWt p067yycov ouaicpqvov. 
p. 252.8 Fifth is joined to z nptpOxoy7vei ucq(pwvi[q Tnt 6ia Tzcomapov. 

(N.B. these are embedded in a context referring to the 
fifth century Pythagorean Philolaus.) 

p. 262.7 Fourth is T6 Tnpl)trTov Kai (TOit?XE16o0oTalTV oUlpqxovov. 

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 

(ouqUcpwviat) 7Tpc6zr fi St Teoodpcov, 6EUTIpa & fi 5i& ti vTE. 

Fourth, fifth, octave are al Tpzi p ouaucp)viat. 
Tone is T6iv ITcpctov Kai yvoptlocTaTcov ouPcp0ovt(iv 
6tacpopd. 
Fourth is ri KuptcoxTdTx ouL(pTvia. 

Octave is formed ?K 66o iTCV & (P? q Kai npcrxov GouL- 

(powvtv. 
rpT0zot pgv TzCv ouq(pd)vwv are fourth and fifth (also pp. 

36.22, 40.15, 49.8, 60.3, 95.29). 
Fourth is eXaXior i Kai npcTrl ovq(pxovia. 
Fourth is TbO np)Oov oU6gcpovov. 

Of symphonic intervals, musicians call T6O 7tpoov Kai 
k.dXtorov "i6t& Tsodpcov." 

Porph. in Harm. p. 96.30 Pythagoreans called fourth ouXXapl3, because 7rp6T7z oTi 

Guct(pOvia ouXXka'3S T; tdtv Eiouoa. 
p. 97.4 In the heptachord r ipct)Tr o(6rXr XViit TOV 5aKT6ucov KaTr 

z6 8td TIGeoodpv 9y7VETo Uc6tL(Pvov. 

Alex.Aphr. in Metaph. p. 834.1 TCrv Irpc6TCv CTUPPtcovtI& (usual three). 

Aristid.Quint. p. 102.24 W.-I. TO6 np&xov ev ouotCIKtc of6iCcpvov 6inep ioT TO6 6td 
Teoadpov. 

p. 110.10 T& trpdra o6ji(pqova (as usual). 

Mart.Cap. 9.933 Symphoniae tres sunt, quarum prima est diatessaron. 

Manuel Bryennius p. 130.25 J. ai Tcp)oTat ouCtpcoviat (fourth and fifth) make up the so- 
called &ppovia, viz. fi KaT' &vTi(povov it& 7nacav ouqcpco- 
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 5pou; TpEi; appoviag (so also Plu. Moralia 744c, and cf. 
Phlb. 17d: TOV5; Opoui TOiv 6taoazrYTcD60v Kai Tc EK TO6TOV oaa ouoTritaTa yEyoVEV), 
the player would proceed to tune the other strings from the pitch set up initially by 
mese-?K y&p Tza6Trj; Kt ai oal orai eupitoKovTat (Theo Sm. 66.12). This we know 
was done by the procedure called kixgt bt& ou(pcpovia;, tuning by the concords of the 
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fourth and fifth in order to "secure" the appropriate notes.5 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 pekXETn (practiced experience) and rather superior to coToaopt6g; but to fill 
out the octachord scale EFGABCDE6 further tunings would be more uncertain, and 
Aristoxenus 2.55 says that aMc90rlot can judge the size of the three o6pgpcqvos inter- 
vals more precisely than the &dqpcova. 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 E 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 (t?rpov) 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,7 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 zuKvcutaTa 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 Orp?u6pEvot in the former and 0rqpe6ouoa in the latter. 

This theme-the distinction of aural perception and reason and intelligence in the 
determination of intervals (Joa TOD voO rpoTcrzridacvot, as Plato says in the passage 
referred to)-occurs regularly in the musical writers. In Aristoxenus 2.33 the contrast 
is between &KoIl and t&dvota. Theon of Smyrna distinguishes the harmonia that is 
aitarTq-cl v opydvotS and voTrlTfI v dpt0itoi (p. 47.17) and contrasts k6yot and 
atio0qoig (61.22), and the tone grasped by v6rqocS, &ppti0oi, it' cKos (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): &Koil 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 aio0rzTiKi Tpil3pl acquired by ouviOleta (26.12). 
Plutarch too (de Musica 1144f) declares that Pythagoras rejected ato0rcit( 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. i7ncp pO6vT 'EkkqVtK) EoTtv &apovia, P1. La. 188d. 
7. [Arist.] Pr. 19.12: Kai Tl otakiW?t 8bto VTiat ev Tfi 6xTCin yivovrat. 
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aKoil in favor of voS5. 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 voTriT6 ,iua ov 6t' &apt0iiv i aio0rlTz6 6t' &KoTq. 
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 aiurklzTtK to au nTrCKTIK1 (van Heusde) or atu /aXckTIKl (Hermann), but to the ini- 
tial tuning of a stringed instrument-hence of course the verb &pl6zoTouaa-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,8 but was not possible on the lyre or kithara, 
where tension of strings of similar metron accounted for difference of pitch-orps- 
p3XoIvTa &anb zTCDv KoX6ntcov, 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 auXrztKOfl of Kai KtOaptcYztKr 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 perpov xop6ri must refer to a stringed instrument, not exclusively to the 
aulos.9 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.10 The participle (pspoptevrq 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 csp(pcova, the three OpoI of hypate, mese, nete, had been es- 
tablished, and the XklWt 6tca cu(tp(oviaS proceeded with, in order to complete the scale. 

Recall that Nicomachus described "the first concord," the fourth, as the Tnp&ri) 
our6XWtq (p06yycv outcpc(pvv, 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) oukkapXd, and the diapente 6t' 6osEtv.11 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 KtiaptoTYcKi, al- 
though in her English version in the Hackett series (Indianapolis, 1993) she preferred to accept the inter- 
change of uoUotK-i and aUqctXTKsc, which was first proposed by Bury in his 1897 edition, and read in the Bude 
edition of A. Di6s. 

10. I am 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 pdXtota 
RtXavaTat. 

11. Cf. Bernay's brilliant emendation of [Hp.] Vict. 1.8: oukkX)6rlv 6teit6v bti nearosv to uaXXfl3v, it' 
6oeicov. 
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says the name aukkap3il was used because Tcp'vul t'ct au~sqwvia aukxapci rdisv 
EXouac, and at 97.4 he describes the actual grasp of the two strings with the fingers 
as i9 7EpdTzrj Cn5XrjqSW tv TV6aKTU0o)V KacLT6 6t& Tccaapov ou5upovov. 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 ouvcs- 

'wts):12 ouXXcdtjst 5ca e Kati oCX 6X'a, aup(pep6[vEvov 6tapcpEp6Evov, auvd6ov &6t6ov, 
cK 7JtdVTO)v lV Kact F' ,v6 E tViv'cTa. And I believe that the use of cuXuxapF3cv 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] ijv 
appt6latc / Zlv6q Ect1t'thq Ano6XXow IvcLcYaav, apXT1v Kai TcXoS / CI aUXXc4OV, iicXEt 6 
kaOtnp6v iTlpKrTpov 'jkiou pidoS. Here, the taking together of &pX9 and Tskoq referring 
to the lyre recalls [Arist.] Problemata 19.47 on the mese of the old heptachord lyre 
scale being at the same time the 'apXi'l of the lower tetrachord and the tc?EUTj of the 
upper one, and also Problemata 19.33, where mese is the f y Ij.a~v and 'pXpi~ leading 
down to the TEkEUTil of the tetrachord. In Scythinus, Apollo the sun god with his plec- 
trum13 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 meselsun in the middle. 

If then the establishment of the fourth was the itp6Trn a6XXrlk-qW done by the lyre 
tuner, further "takings together" were then required in order to tune the other strings, 
and the process of k~xip 6u6 (u ppviw;g was duly followed in order to kaPtPdvstv 
them. 14 The most approximate of the other notes, as was mentioned above, were the 
6tdqcova, or the so-called "moveable notes"-in the octachord scale, that is, the notes 
F and G, C and D, lying between the "standing notes" E-A, B-B, 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 Ktvo6- 
gEvot in the musical writers, as opposed to the EoT&cGizTE notes, it seems that they were 
once called (pEp6pzvot 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: 'v 7yov Taig 'Ir' cTiuoi [sc. AdguvoS] actpa6s6ojivvait'5 &paiovi(tgs TCOV (ppo- 
pEvwv (p67YY70v OT) Chv Toi~g 0BikE, 6Ti 6R To06 a'ppevctq &icTtv c5prtv "T'ot RXcov&- 
rovTatq iq Et' `iXcvtToV i' ot 56' 6O- pXiWq TUXPUkO VoUq, 6F9ov (i)q KcLTc '6 iij00 WUX{u 
EKfGoT1qq Kat appovica XplatgtcEuo6ai}. I suggest therefore that in Philebus 56a r6 

PLTpov &KcKdGTa XOP6~ qPEPOPivrjS , which the tuner is "hunting for," means the pitch 
of each string that carries a "moveable" note,16 and I propose further that Ca15flTtKi 
is simply a corruption of aukkT7rpttKq, the technique of taking together by a6WiW,tr 

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 Xra.43veiv, XiytS (&sro, 6,a-, tin-) are much used of stopping strings for measure- 

ment on the kanon, e.g., [Arist.] Pr. 19.12: Tj c6tasXi)et 6&o vi,rat tv Trj i~nciq yivov cat; Theo Sm. 59.21: 
Ts& tetakjsv&t; tiiov xopWiov. For KaTdXstlWyc of damping strings, see E. K. Borthwick. "KATAAHTIX-A 
Neglected Technical Term in Greek Music," CQ, n.s., 9 (1959): 23-29. 

15. Note napgSooav again in Phib. 17d of the ouocrTbaTa and &pCsovics handed down by tradition. 
16. Badham mentions this use of (pep6[iEvot, 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 Tzvrl, just as oTzoxarouKl'7 was 
used on its own shortly before at 55e.) The preceding acT5st would now have to mean 
"that part of it [sc. music] involving oukrltmKrl," but I wonder further if the first 
two letters, av alone, should be retained? Plato is fond of ai in a series,18 and I think 
particularly of the structure of a sentence in Republic 401 a, 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 eukoyia, EuapgooTia, EcojrloCoo6vn, ?Epu0- 
uia, followed by C:oztv 6 ' yE irou Tnrip;S pv ypawqtKfl auTO)v Kai iraoa ri TotaTrT 65r- 
ptoupyia, 7nkipqg; 6 L(pavTXtriK Kai rotlKliat Kai oiKo6boia Kai Tcaoa a T ()Ov akXXov 
GKEuCOV spyaoia. The sequence of letters oupraova au il ouXrlmKtrnT that I propose 
hardly differs from the MSS oy6Taoa atrTqs a6XrztrKl, and in a musical context it is 
hardly surprising that the last word should be corrupted to the commoner aulrXTtK:l, 
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)."19 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. 235e), and 
also late in life from another teacher, Lamprus (S.E. adversus Musicos 13), prefer- 
ring to be 6oWt[a0iq rather than a&ta0lS 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 -IKO6 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 auilztKrl the noun TzXvrT is understood. 

18. Examples in Phlb. alone at 17b3, 31el0, 32a2, 42b5, 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 thefons Bandusiae, Horace employs an intriguing com- 
parison: splendidior vitro ("more glimmering than glass").1 The comparison alludes 
to a phrase from the lost Hecale of Callimachus: udXoto (padvzepoS (frag. 18.2).2 The 
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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. 
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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