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ABSTRACT

The aim of this thesis is to analyse Diogenes of Babylon's musico-ethical theories, to
place them into their historical context, and to examine the possible influences on his
thought. Earlier treatments of this Stoic's work have been hampered by the lacunose
state of Philodemus' surviving text, the major source, and in some cases an opponent's
views have been mistakenly attributed to Diogenes. Conversely, the state of the text
together with erroneous column numbering, have resulted in part of Diogenes'
philosophy being ascribed to his Epicurean opponent.

Taking Professor Delattre's recently reconstructed edition of Philodemus’ De
musica as my starting point, [ attempt to more fully analyse Diogenes' theory of music
and ethics. Following a short introductory chapter, I briefly examine Diogenes' other
interests, analyse his psychology compared with that of earlier Stoics, and examine
how that fits into Diogenes' view on music in education.

I outline Diogenes' general view on music, and compare the musical writings
of Plato, Aristotle and the early Peripatetics with those of Diogenes, particularly in
relation to education, and outline areas that might have influenced the Stoic. I also
look at later writings where they can be seen as evidence for Diogenes' work. An
examination of views on poetry as reported by Philodemus elucidates Diogenes' claim
that the mousikoi of music were analogous to the kritikoi for poetry.

In the thesis as a whole, I argue that far from having a radical musical theory,
Diogenes fitted easily into the traditional musico-historical context, but developed a
more technical approach than those before him.

In addition to arguing for Diogenes' orthodoxy, I suggest that Philodemus had
two motives in writing this polemical work. In refuting the Stoic's claims regarding
music, he also vigorously defends the Epicurean school against accusations of

ignorance.
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Chapter 1

INTRODUCTION

Intention of thesis

In this thesis, I analyse the musico-ethical theories of the Stoic Diogenes of
Babylon and attempt to place them into their historical context.

In my MA thesis, I enquired into Plato’s philosophical views of music,
and in particular the role of music as an educational tool, and in the course of my
research it became apparent to me that there was an active debate about the
effect music could have upon the soul, and upon human behaviour.

This debate about the ethical nature of music was taken up by Aristotle
and his school, and it continued into the Hellenistic period; indeed it is still
ongoing today. From Professor Delattre’s newly reconstructed edition of
Philodemus of Gadara’s De Musica, in which Diogenes’ musical theories are
preserved, it is clear that Diogenes of Babylon was aware of, and himself entered
into, the debate. Earlier treatments of Philodemus’ writing have been hampered
by the lacunose state in which the text survived, and in some cases it has been
almost impossible to ascertain which views should be attributed to which
philosopher. With the advantage of new, improved methods of reading the
papyri,' it has now been possible to more accurately analyse Diogenes’ views on
music and ethics, which, in turn, are harshly criticised by Diogenes’ Epicurean
opponent, Philodemus of Gadara.

In the course of this thesis, I examine the writings of Plato, Aristotle and
other Peripatetics where they can be seen as possible influences upon Diogenes’
writing. I also discuss some of the later musical writings, and in particular those
of Pseudo-Plutarch and Aristides Quintilianus, where they might be further
evidence of Diogenes’ views, or where their own writings help to elucidate those
of Diogenes. I also look briefly into the Stoic and Epicurean views on poetry,
closely linked to music, and indeed in Platonic thought, and historically prior to

Plato, almost inseparable from music. Until the fifth and fourth centuries BC,

' on which, see the Introduction to chapter 2.



music was provided merely to accompany the words of the poetry, and hence it
was of secondary importance.

From the late fifth and early fourth centuries BC, however, music began
to be performed without words, and players of instruments advertised their
expertise, and were recognised as professional musicians in their own right,
rather than as mere accompanists to the singers or poets. Pausanias, in the second
century AD, writes in his Description of Greece, of the celebrated flute-player
named Pronomos ‘who utterly charmed audiences with his mere stage
presence’,” and of whom a statue was erected in Thebes. Pseudo-Plutarch also
writes of the musical ‘innovators’ who turned aulos-playing ‘from a simpler to a
more intricate art’.> When writers spoke about music, therefore, it became less
clear whether they were referring to mousiké in the standard inclusive Greek
way, as defined in Liddell and Scott, or whether they were referring to
instrumental music alone, written for its own worth, not to accompany words,
and not intended to have words written to accompany it. This differentiaion is
important, as will become clear in my discussion.

This separation of music and poetry, and the innovations that came with
it, caused concern to Plato in particular, and as I will show, to Diogenes as well.
I will therefore also briefly discuss what is in modern times referred to as the
‘New Music’ of the fourth century BC, and outline some of the arguments

against this style raised by both Plato and Diogenes.

Arrangement of chapters

In order to gain an understanding of the arguments presented, and the issues and

influences involved, I commence chapter 2 with a very short overview of

2 Book IX, ‘Boiotia’, trans. Levi 1971.

3 [Plutarch] De Musica 1141c. For more on the [Plutarchian] work, see below, chapter 3, passim
and Appendix.

4 Liddell, H. G. and Scott, R., revised H. S. Jones (1996) A Greek—English Lexicon. Oxford: ‘(i)

[Alny art over which the Muses presided, especially poetry sung to music; (ii) [G]enerally art,
letters, accomplishment. Mousike, grammata, gymnastiké as three branches of education.’



Diogenes’ life and work, and list his main interests, such as these are evidenced
in later writers.

I discuss Stoic psychology; how the Stoics regarded the soul, and ask
whether Diogenes would have had to depart from conventional Stoic theory to
hold his views on music’s effects on the soul. Did he follow his teacher
Chrysippus, or were his views more allied, perhaps, to the later Stoics such as
Posidonius (c. 135-51 BC), whose views on psychology were suggested by
Galen to have been developed along Platonic rather than traditional Stoic lines?
The Stoic theory of oikeiosis will also be very relevant to this discussion.

I ask the questions: ‘Does Diogenes discuss music without words, or only
music with words, as did his predecessors?” and does Philodemus discuss music
on the same basis, i.e., what terms do they use — mousike, harmonie, melos, for
example, and do they use them in the same way? The latest editor of
Philodemus’ De Musica, Professor Daniel Delattre, suggests that Diogenes
speaks of music only in the ‘traditional’ way, that is, as ‘music and words’, while
Philodemus speaks of music in the ‘new way’, that is, instrumental music.
However, I will argue that this is simply one of Philodemus’ ‘tools’ to refute his
opponent, and whilst Diogenes only rarely speaks of instrumental music, he
nonetheless does, and far from confusing music and poetry, as Philodemus
claims,” Diogenes more often discusses the two together in his theory. This will
be examined more fully below.

In chapter 3 I look at Diogenes’ view on music generally, his beliefs on
its public and private use, and his quasi-historical analysis, and discuss how, for
him, it fitted into every part of Greek life. In this respect, Diogenes will be
shown not to have deviated in his views from earlier writers on the subject. I also
investigate the possibility that Diogenes could have seen music as a kind of
medicine or therapy, contrasting his claims with other discussions of therapy and
medical treatment, and the De Musica of Aristides Quintilianus where relevant.

In chapter 4 1 compare Plato’s musical theory with that of Diogenes’
particularly in the realm of education and suggest that Diogenes must not only
have had good access to Plato’s writings, in particular the Republic and the

Laws, but that he must have studied them closely. The possible influence of

> E.g., col. 119.



Damon of Athens is also developed in as much as he is quoted as an authority by
both Plato and Diogenes, but I will query the importance which has traditionally
been assigned to Damon.

In chapter 5, I compare Diogenes’ theories to those of Aristotle and
members of the Peripatetic school such as Archestratus, Heraclides,
Theophrastus and Aristoxenus. Aristoxenus was arguably the most important
musical theorist of early times, and so one would have expected Diogenes’
writings to indicate that he had at least read Aristoxenus’ works if Diogenes was
so interested in music. As I will show, however, there would seem to be very
little, if indeed any at all, Aristoxenian influence in Diogenes’ theories.

Stoic and Epicurean thoughts on poetry are outlined briefly in chapter 6.
Two aspects in particular are investigated in this chapter: the first being the
different ways in which Diogenes and Philodemus use the traditional Greek
myths. Having stated so forcefully in the De Musica that music is an unnecessary
pleasure, it might be surprising to see Philodemus use it as an important didactic
tool, and I will look at his usage in comparison to Diogenes’ more traditional
approach. The second aspect of my investigation is to clarify Diogenes’ claims
that there is an analogy between the mousikoi in music and the kritikoi in poetry,
and to analyse Philodemus’ criticism of this claim.

The short final chapter draws together my conclusions, and also raises the
suggestion that Philodemus had more than one motive for writing this refutation
of Diogenes’ musical philosophy. I will suggest that Philodemus not only wished
to refute the views of the opposing school, but he took the opportunity to

vigorously defend the Epicurean school against accusations of ignorance.

Notes on the text

For discussion of particular passages from the Philodemian De Musica, 1 quote
the Greek text as well as translation (my own unless otherwise stated). I also
quote the Greek text as well as translation where specific details of the Greek are
relevant to my argument, or where the Greek text is not easily accessible. For
discussion of very short extracts, I quote translation only, or insert particularly

relevant Greek in parentheses.



For all other texts, unless otherwise stated, I quote translations, and text if
relevant, from the Loeb Classical Library series.’

All abbreviations of ancient works comply with those in the Oxford
Classical Dictionary, 3rd edn, edited by Simon Hornblower and Antony
Spawforth (Oxford: 1996), or where not given in the OCD, comply with the
Liddell and Scott Greek—English Lexicon.’

The following marking are used in the Greek of Philodemus’ De Musica:

[ ] indicates supplied characters
* indicates small blank space in the papyrus line
indicates doubtful character

indicate where two papyrus fragments have been joined

% The Loeb Classical Library, published currently by Harvard University Press.
7 Ninth edn, revised and augmented by H. Stuart Jones and R. McKenzie (Oxford: 1996).



Chapter 2

PHILODEMUS’ DE MUSICA (1)

(i) Introduction

The primary evidence for my investigation into Diogenes of Babylon’s ethico-
musical theory is the polemical treatise' entitled De Musica by Philodemus of
Gadara. An Epicurean philosopher of the first century BC (c. 110-40 BC), his work
is almost the only surviving evidence of the views of Diogenes of Babylon. Along
with many other texts, this work was buried in the Villa of the Papyri in
Herculaneum during the Vesuvian eruption of AD 79. The work was first uncovered
along with many other papyri during the excavations of the eighteenth century, and
first published in Leipzig by Johannes Kemke in 1884. The more legible columns,
which form the later columns were subsequently re-edited by van Krevelin in 1939,
Rispoli in 1969, and Neubecker in 1986.

Following the setting up of the Philodemus Translation Project,” the whole
treatise has recently been reassessed and reconstructed by Professor Daniel Delattre’
using new techniques for reassembling the columns, discovered independently by
himself and Professor Dirk Obbink (many of the papyrus rolls had been sliced open
and copied following their discovery, and subsequently stored and read in an

incorrect order),’ and also utilising updated multi-spectral imaging facilities for

"I use this word guardedly as Delattre (2007) suggests that it is a ‘gross impropriety to assign the
word “treatise” to any of Philodemus’ works’. He asserts that the philosopher’s writings are not at all
of the style of a monograph, as the word ‘treatise’ has come to be used, but very much of the style of
a defence of the Epicurean school against their adversaries (see Introductory chapter, p. 4). This will
indeed be confirmed in the passages discussed. See also my Conclusion, where I will argue that this
work was indeed a defence of the Epicurean school against claims of ignorance.

? Created to edit and translate Philodemus’ three aesthetic works: Janko (2000: vi).

? Professor Delattre started his work on the De Musica for his own Ph.D.

* Obbink 2002: v—ix; Delattre (2007) Introduction ‘Le material papyrologique nécessaire a la
construction du Livre IV de La Musique de Philodéme’.
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reading the papyrus columns. The reconstructed text, French translation and
commentary has now been published by Les Belles Lettres (December 2007).

Delattre’s reconstruction shows that the surviving text, rather than consisting
of the remains of four books, as was thought by the first editor (and generally not
challenged by subsequent editors), in fact consists of just one book, the last of a
series of four, believed to have been dedicated to the analysis and criticism of the
musical philosophy of various writers. Book IV deals with that of Diogenes of
Babylon. Professor Delattre very kindly allowed me to read his reconstruction in
advance of its publication, and it was made clear to me that it is possible to read and
analyse, as a coherent whole (albeit with some long lacunae), the musical
philosophy of Diogenes as reported by Philodemus. Delattre has located some
thirty-one direct parallels within the text of Book IV between Philodemus’ report of
Diogenes’ thought, and his refutation (some of these had already been identified as
closely allied by Von Arnim in his Stoicorum Veterum Fragmenta Book III), and
using his knowledge of Philodemus’ writing techniques (on which see below),
Delattre has been able to offer plausible suggestions as to what might have been
written in many of the lacunae in this very damaged text.

Reconstructions of other Herculaneum papyri containing Philodemus’ works
have confirmed Philodemus’ critical methodology, and this has enabled scholars to
assume certain practices with confidence.® The methodology consists of three basic
stages, and these are followed in this treatise.

1. Statement of opponent’s views and arguments, usually in the third-
person singular — he says, he affirms, etc. (In this treatise, Diogenes’

claims are laid out in columns 1-54.")

> In the Collections des Universités de France publiée sous le patronage de I’ Association Guillaume
Budé. The Summer 2008 newsletter of the Friends of Herculaneum Society states, ‘Professor Delattre
also described his elation when more recent multi-spectral imaging produced pages of new readings,
even though he had just completed his edition and would now have to revisit the whole text.” It will
be exciting to be able to learn more about Diogenes’ views, if indeed this becomes possible, in due
course.

¢ Janko 2000; Obbink 1996, for example.

" All references to columns will be to numbers as they appear in Delattre 2007, unless otherwise
stated.
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2. Philodemus then criticises his opponent’s theories. (In this work, the
refutation occupies columns 55-142.)

3. A final resumé of the opponent’s claims, with their refutations, and
conclusion generally follows. (In this work, this occurs in columns
143-152, although Delattre suggests that this final section rounds up
not just this book (IV) but probably the previous three books also.)*

The De Musica 1V is clearly a philosophical work, dealing with educational theory,
psychology, and, to a lesser extent, theology. It is not a technical musical treatise.
Unlike the work of Aristides Quintilianus or Aristoxenus, for example, there is no
discussion of musical intervals, or harmonic theory (although there is brief reference
to the latter at column 48, see below, page 41), but rather in the manner of Plato’s
Republic and Laws, there is discussion of harmony between the soul and the body
(column 10, see chapter 4, below), the use of music within education, the limit to
which one should take one’s musical studies, and not pursue it as a profession
(column 14), a matter also discussed by Aristotle in his Politics Book VIII. These

discussions will be analysed in chapters 4 and 5.

(ii) Diogenes of Babylon: his life and work

Diogenes of Babylon (traditionally c. 240-152BC)’ was the fifth scholarch of the
Stoa, following Zeno of Tarsus.'” A pupil of Chrysippus,'' and teacher of Panaetius,
Mnesarchus, and Dardanus, he was interested in linguistics, music, education,
philosophical psychology, rhetoric, ethics and political theory.'

Although none of his writings are still extant, he is known to have written on a

number of subjects:

8 Delattre 1999.

? Cicero, De Senectute VI1.23.

' Diogenes appears in the Herculaneum Index Stoicorum at 48.3—8; Der neue Pauly s.v. 15; see also
Obbink and Vander Waerdt 1991: 355.

"'D.L. VIIL 84 ; Blank 1994: 55.

2D L. VIIL. 55-8; Cicero Leg. I1I; Obbink and Vander Waerdt 1991: 355.
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* On Voice referred to by Diogenes Laertius at his Lives of Eminent
Philosophers VII.55 and 57.

* On Language, again attested by Diogenes Laertius at VII.55-8.

* On the Dialectical Art, again attested by Diogenes Laertius at VII.71.

* On the Governing Part of the Soul, recorded by Galen in De Placitis
Hippocratis et Platonis 11.

* [On Music, reported and refuted in book IV of Philodemus’ own De
Musica.]13

*  On Law referred to at Athenaeus 526¢—d, and Cicero Laws I11.13-14.

*  On Athena referred to by Philodemus in his De Pietate.

There is no known biography of Diogenes,'* and he is probably best known for his
participation in the embassy that was sent to Rome (together with Carneades and
Critolaus) in 155 BC to negotiate a reduction in the fine imposed upon Athens for
the sack of Oropus."

It is suggested, however, that Diogenes generally ‘reformulated the early
scholarchs’ position so effectively that his became the orthodox Stoic position
during the second and first centuries BC’.'° The fact that Diogenes is Philodemus’
principal opponent in his De Rhetorica, and also the De Musica IV would seem to
support this suggestion. Diogenes’ writings or at least his views must have survived
in some form for Philodemus to have known about them, and they must have been
thought sufficiently important or influential for Philodemus to consider them worth
attacking.'” There is always, of course, the possibility that no other Stoic wrote
sufficiently on the subjects; I have been unable to find any writings on music by
another Stoic, except, perhaps, for a reference by Diogenes Laertius at VII.4 to a

work entitled Pythagorean Questions in his list of works by Zeno of Tarsus. This

13 Whilst it is clear that Diogenes wrote about music, however, he did not necessarily write a work
specifically on that subject. His discussion might have been included within another work.

' Obbink and Vander Waerdt 1991: 356.

'S Cicero, Acad. 11.137; Pausanias VII.11, 4-8; Blank 1994: 56; OCD s.v. Diogenes of Babylon;
Obbink and Vander Waerdt 1991: 356.

'S Obbink and Vander Waerdt 1991: 358.

'7 1t is thought by some scholars that much of Philodemus’ writing might in fact be notes taken from
the lectures of his teacher, Zeno of Sidon (e.g., Janko 2000: 5, Sedley 1989: 103—4).

13



reference gives no indication, however, as to whether or not music is actually
discussed in this work. However, if it was, then the very title suggests that any
musical theory would have displayed a Pythagorean influence, and an anecdote
preserved by Plutarch would seem to support this. In his De Virtute Morali, Plutarch
writes that Zeno, on going to the theatre with his scholars to hear one Amoebus sing

said:

[T2.ii.1] Come, let us observe what harmony and music gut and sinew, wood and

bone set forth when they partake of reason, proportion and order.'

Cleanthes, Zeno of Citium’s pupil,’® and second head of the Stoa, wrote a
Hymn to Zeus,”® a philosophical hymn, which also functions as an expression of
Stoic doctrine,”’ but there is no mention of a work on music in his list of writings
preserved by Diogenes Laertius. There is a mention at column 53, line 9 in the
Philodemean De Musica, of Cleanthes, but the papyrus is too damaged for more
than a few words to be read. There is, however, a further mention of the same
philosopher later in the same work, and I will discuss this more fully below, in
section iii.

Cicero attests at Laws I11.13—14 that Diogenes made important contributions
to Stoic political thought, stating that ‘on the topic of magistrates there are certain
special points which have been investigated. . . by Diogenes the Stoic’, and affirms
that no Stoic before Diogenes had written on practical political problems.

Diogenes also ‘developed’ or indeed perhaps ‘reformulated’ the standard
Stoic definition of the té\og or ‘end’ insofar as he appears to have restated it in a
more clear or definite form. Stobaeus reports at 11.76.9-15 that ‘Diogenes [of
Babylon represented the end (telos) as] reasoning well in the selection and

disselection of things in accordance with nature. . .” (this definition is repeated

18 Plutarch, De Virtute Morali 443A = SVF 1. 299. This translation by W. C. Hembold in the Loeb
edition.

Y D.L. VIL176.

2% For a short discussion on which, see below, chapter 3, section ii.

*! Thom 2005: 13.
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verbatim at D.L.VIL.88). Chrysippus’ own definition of the telos, as reported by
Diogenes Laertius at VII.87 was ‘living in accordance with nature. . . living
virtuously is equivalent to living in accordance with experience of the actual course
of nature’. Diogenes’ definition does not appear to differ in any material way from
Chrysippus’, but seems to lay more emphasis on the role of selection, perhaps
simply clarifying Chrysippus’ original intention.**

It could be argued that Chrysippus’ wording of ‘experience of the actual
course of nature’ in actuality does imply the notion of selection made possible by
experience or knowledge. This would seem to be confirmed as Chrysippus’
intention by Epictetus, who quotes a passage from Chrysippus which states ‘the god
himself has given me the power to select things according to nature’.” Both
Diogenes and Chrysippus, therefore, make use of the word ‘select’, and so it would
appear that there is no fundamental difference in their respective definitions.

The Stoic definition of felos was attacked by the Academic Carneades® for
its obscurity and lack of clarity, the main criticism being the meaning of & kKot
Vo, ‘things according to nature’, the phrase inserted by Diogenes in his own
definition” (and both Cicero and Plutarch accuse the Stoics of inconsistency in
terminology®®). The definition was further refined by Antipater (Diogenes’
successor), Panaetius and Posidonius, perhaps all in reaction to this criticism.
However, there is nothing to suggest that Diogenes’ own definition was a reaction to
criticism. Bodily and external goods have no moral value for the Stoics — they are
merely preferred or dispreferred ‘indifferents’. For the Stoics these preferred
indifferents include ‘wealth, fame, health, strength and the like’ (D.L. VII.104, trans.
Hicks (1995[1925]) in the Loeb edition).

22 Long 1967: 69, pace Pohlenz 1959: 186, who suggested that Diogenes was the ‘first to concentrate
on the problem of moral choice’.

¥ SVF1IL. 191; Long 1967: 68.

** See Plutarch Comm. Not. 1072.

25 Cicero De Finibus 111.31; Plutarch, Comm. Not. 1069D.

26 E.g., Plut. De Stoic. Repugn. 1034-5, 1047-8; Cicero De Finibus 111.52, where Cicero states the

Stoic view as ‘if the meaning is clear, we should be relaxed about the words we use’ (trans. Woolf
2001).
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The end is therefore about one’s internal being — as Long states,”
‘Diogenes. . . makes no concession to external goods as a source of happiness. . .
happiness must be made internal, a concomitant of the rational state of mind which
is the natural possession of the mature human being.” And Diogenes Laertius at VII.

89 follows his statement of Diogenes’ definition of the telos with:

[T2.ii.2] By nature with which our life ought to be in accord, Chrysippus
understands both universal nature and more particularly the nature of man. . . and
virtue, he holds, is a harmonious disposition choiceworthy for its own sake, and not
from hope or fear or any external motive.

(Trans. Hicks, emphasis mine)

In the discussion on virtue that follows, Diogenes Laertius gives no
indication that he is moving from one view to another, which would suggest that
there was no disagreement among the early Stoics in this respect.

The evidence discussed thus far indicates that there is no reason to suppose

that Diogenes was unorthodox in his ethics.

(iii) Stoic psychology

The Stoic view of the soul as outlined by Diogenes Laertius in his Lives of Eminent

Philosophers at VII.110 is as follows:

[T2.iii.1] According to the Stoics there is an eight-fold division of the soul: the five
senses, the faculty of speech, the intellectual faculty, which is the mind itself, and
the generative faculty. Now from falsehood there results perversion, which extends
to the mind; and from this perversion arise many passions or emotions, which are
causes of instability. Passion, or emotion, is defined by Zeno as an irrational and
unnatural movement of the soul, or again as impulse in excess.

(Trans. Hicks, modified)

71967: 72.
16



Although he refers to ‘the Stoics’ generally, and does not give his exact
source for this definition, Diogenes (Laertius) continues, citing Zeno’s On the
Passions, and Chrysippus’ treatise of the same name as authorities two lines further
on in this discussion. And with regard to the location of the soul or ‘governing part’,
Chrysippus ‘went to great lengths to defend the heart as the location of the
governing part of the psuché.* Galen records that Chrysippus said ‘The heart is the
location of the part where all these parts [of the psuché which extend to the rest of
the body] meet, which is the governing part of the psuché.”* Philodemus, in his On
Piety reports that Diogenes supported Chrysippus’ view, in Diogenes’ own work On
Athena. If Diogenes supported Chrysippus in this area, then it may be that he did so
in other areas also. At any rate, the evidence so far discussed would suggest that
Diogenes views did not largely differ from his predecessor (although it has to be
conceded that this is not a strong argument). The relevant passage of Diogenes’ On
Athena now only exists as paraphrase within Philodemus’ writing, and is discussed

briefly in chapter 3, below. Philodemus writes:

[T2.iii.2] [Diogenes says that] some of the Stoics say that the ruling faculty of the
will is in the head, for it is wisdom, and therefore is called Metis: but that
Chrysippus says that the ruling element of the soul is in the breast, and that Athena,
who is wisdom, was born there, and [Diogenes says that] it is because the voice
issues from the head (that) they [i.e. the people] say [that Athena was born] from the
head [i.e. of Zeus], and [that they say that she was born] with the help of Hephaestus

because wisdom comes by art (techné).*

From this extract it is clear that Diogenes’ search for an explanation for the
claim that Athena came from Zeus’ head shows that he did not accept the obvious

explanation that the mind is in the head. Whilst following his predecessor’s views

% Algra et al. 1999: 564.
2 PHP 111.1.12, trans. Algra et al. 1999: 567.

3% Trans. Obbink 1996: I.18, slightly modified.
17



about the governing part of the psuche, therefore, Diogenes did not follow blindly;

he still sought an explanation for their beliefs.

Chrysippus defined the standard Stoic view of emotion, as consisting of two

judgements:”'

1. Good / bad, has occurred, and

2. It is appropriate to act in a certain way.

Emotion is, therefore, not involuntary, but consists of a series of evaluative
reasonings, judgements following the acceptance or rejection of a proposition or
first movement. The judgement involved in emotion is distinguished from
appearance by the idea that belief or judgement involves the assent of mind or
reason to the appearance,”” and thus the proposition contained within that
appearance. Emotions are therefore voluntary for the Stoics in that we are free to
question and evaluate the appearance (first movement) and either assent or withhold
assent.

All action is voluntary, i.e., what distinguishes humans from non-rational
animals is that all their impressions are rational and that there has to be assent before
the initial impression can lead to an action. Music, therefore, would seem to require
some rational quality to be of any psychological value to the Stoic, as the soul would
have (a) to understand the rational impression for it to be able to (b) assent to or

reject the proposition it posed. This would seem to highlight four problems:

1. How can music without words be rational, if, as I believe, and shall argue,
the music under discussion is occasionally wordless, or is at least being

discussed without reference to words in some instances?* If words were

! Galen PHP 1V.1.17-2.4; D. L. VIL.111; Sorabji 2000: 2.

32 Plutarch Against Colotes 1122c.

» The vocabulary is quite specific, and appears to omit any reference to words — in column 34
(T2.v.1) the words used are fjppoopévov kal avdppootov the same words as in the Speusippus
fragment (T2.App.1). Sextus (T2.iii.4) uses puélog — tune, again no reference to words at all. For
further discussion on music without words, see below, chapters 4, 5 and 6.
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involved none of the parties would need to account for the music’s effect on
the hearer / listener: for Philodemus, the refutation would simply be that the
words were the thing that affected the listener’® — the music being rather
incidental, although in Philodemus’ view, the music would rather have
detracted from the words’ effect on the hearer.

2. When there are words, how can the music that accompanies them add
anything to the effect as far as reason is concerned?

3. How could music have an ethical value inherent within it, and, if it could

4. How could this be understood by the soul if the human cannot verbalise that

value?

As mentioned above, there is a mention of Cleanthes, the earlier Stoic at

column 142, where Philodemus berates Cleanthes for saying:

[T2.iii.3] ... that the poetical and musical patterns (ntapadeiypata) are better and
that even though philosophical discourse is able to express divine and human
matters adequately, it does not as prose have expressions proper to sublime divine
objects, while metres and melodies and rhythms come closest to the truth of the

contemplation of the divine.”

Cleanthes clearly had something to say about music, therefore, and as
Delattre remarks in his footnote to this passage, it is very likely that Philodemus is
responding to a claim made by Diogenes about Cleanthes’ beliefs. I would suggest
further that as it was included within Diogenes’ own section, then it is likely that

Diogenes shared the belief with his predecessor. As Scade states,® Cleanthes’

3 Indeed, on occasions Philodemus does use this argument. See below, page 61 and n.16.

35 Trans. Thom 2005: 5 , as amended. Philodemus remarks, ‘a more ridiculous statement than which

is not easy to find (o0 katayehaotérepov o Ppdidiov ebpeiv).

3% 2007: 218. This scholar and I first met at a meeting of the London philosophy seminars in the
2006/7 series, where we both gave papers. During this meeting we discovered that we had both read
Long 1996 [1991] (for more on which, see below, section 2.v), and had independently come to the
conclusion that it was very much under appreciated. I thank Paul Scade for allowing me to use a copy
of his chapter 3 from his thesis where he discusses the Long paper. I also thank him for discussing
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passage clearly shows that the Stoic regarded musical harmony as a rational
phenomenon; it also indicates ‘the structural side of music by emphasising rhythm

and metre’,”’

and the passage continues, “[Cleanthes says]” ‘It is not that ideas
[alone] are not helpful, but when they are set to music, the stimulus from the
thoughts themselves, accompanied by melodies is even greater’. Plato himself at
Philebus 17c¢ ff. (below, T2.v.4) was similarly concerned with the rhythm and metre
in his view of music, and I will discuss this more fully further below.

That music had an effect on peoples’ behaviour was widely accepted,™ as

illustrated by Sextus at M. V1.8, where he talks about music’s soothing effect:

[T2.iii.4] Thus, Pythagoras, having noticed on one occasion that the youths who
were in a state of drunkenness differed not at all from madmen, advised the flute
player who was with them in their revels to play the ‘spondean’ tune (omovdeiov
uéLog); and when he had done as instructed, they suddenly changed and became

sober just as if they had been sober from the beginning. (Trans.Bury 2000[1949])

But a plausible answer to item 4 in the above list is important if Diogenes is
not to be regarded as taking a similar view to that of the later Stoic, Posidonius’
view as represented by Galen at PHP V.6.22-3.” Here, Galen suggests that
Posidonius, like Plato, believed the soul to comprise both rational and irrational
parts, and cites the effect of music on a group of drunken youths, calmed by the flute
player changing from the Phrygian mode to the Dorian mode, but claiming that it

could only affect the irrational:*

Long’s views further with me, and for their possible impact on our understanding of the musical
philosophy of the early Stoics, and Diogenes of Babylon in particular.

%7 Scade 2007: 218.

¥ This belief is attested to followers of Pythagoras at Iamblichus VP 110-11. At Laws VII. 790e,
Plato refers to the tunes with which mothers put their fractious babies to sleep; at 791ab he refers to
dances in ritual to the deities that invoke calm and relief to the frenzied soul. Aristotle, at Politics
VIII. 1340a, remarks that it is clear that people are affected by many kinds of music; and at 1342a-b
he suggests that the Phrygian mode induces ecstasy and emotion.

* De Lacy 330-1 = Posidonius fr. 168 E-K.

%" In fact an incident almost identical to that reported in T2.iii.4, apart from the main protagonist, and

one that was in fact in all likelihood the same, and indeed was reported by a number of other authors.
See also chapter 3, T3.i.21-4, below.
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[T2.iii.5] ...For obviously opinions held by their [the drunken young men] rational
faculty were hardly changed through instruction from a musical instrument; but
since the emotional element of soul is irrational, they are aroused, and calmed
through irrational movements. You see, the irrational is helped and harmed by what
is irrational, the rational by knowledge and ignorance.

(Trans. Kidd, emphasis mine)

According to Galen, Posidonius rejected Chrysippus’ views on emotion and the
psychology of action, preferring instead the tripartite psychology of reason, spirit
and appetite.* However, apart from Galen, no ancient writer suggests that this was
the case, and it is quite possible that Galen is either deliberately or mistakenly
misunderstanding Posidonius’ position. At De Fin. 1.6, Cicero includes Posidonius
with no comment in his list of Stoic writers. ‘For what in the case of the Stoics, has
been left out by Chrysippus? Yes, we read Diogenes, Panaetius and not least our
friend Posidonius.” Had Posidonius been notorious for departing from Stoic views in
such a fundamental theory, surely Cicero would not have included him in his listing
so casually.*?

Yet, at PHP V.1.10-11,” Galen states that Posidonius was too ashamed of
Chrysippus’ views on emotion to follow them, and turned instead to the theories of
the ancients — ‘Posidonius. . . both praises and accepts the Platonic view and refutes
Chrysippus.”*

Diogenes certainly follows Plato in much of his musical writings, as will be
discussed in chapters 3 and 4 below. However, with regard to the division of the
soul, I would argue that there is nothing to suggest that he followed Plato rather than
orthodox Stoic thought, even though Vander Waerdt asserts that Diogenes ‘divided

the soul into separate parts along Platonic lines’ and anticipated the modifications on

*! Cooper 1998: 71.

2 See also Tieleman 2007: 108, who uses the same Cicero passage to support his argument for the
orthodoxy of Panaetius. Tieleman writes, ‘Cicero. . . would not have mentioned Panaetius (or any of
the others) if the latter had in his view differed significantly from Chrysippus on these subjects.’

* De Lacy 294.15-25.

“PHPV.1.5.
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Stoic psychology,* citing the De Musica IV columns 51-2, 76 (part), 67, and 77.3
[40—1, 56, 57, and 69.3] as evidence of this.*® Teun Tieleman has also indicated his
disagreement with Vander Waerdt’s theory, stating, ‘And Obbink and Vander
Waerdt. . . take [Diogenes] to have been a dualist throughout. This is a mistake
however.’’

It is indeed a mistake, because: only columns 51-2 [40-1] of the columns
cited by Vander Waerdt as evidence of Diogenes’ dualism appear within the report
of Diogenes’ own theory — the other three form part of Philodemus’ refutation, and
all are situated within discussion on music and education, which I shall discuss in
more detail in chapter 4. Columns 51-2 [40-1] appear almost at the end of
Diogenes’ reported theory, and could almost have been lifted directly out of Plato’s
Laws VII. 802b—c and II. 669b—e. They discuss the legislators, experts in poetry and
music, who would be considered fit to regulate the music, and then move on to the
voicing of concern about the dangers of inappropriate musical imagery with its
inherent moral danger. The inferiority of the writers of music compared with the
Muses is also emphasised. The early part of each column is very damaged, and
Delattre suggests that column 51 might well have commenced with something like
‘It is necessary, as Plato suggests, that. . .>*® However, there is no mention here of
the parts of a soul.

The remaining three columns cited by Vander Waerdt, above, form part of
Philodemus’ refutation, and column 76 [56] indeed contains a reference to ‘parts of
the soul’ — the wording is pépn ti¢ Yuxig. At column 77, 2-3 [69], the wording is
simply €kaotov toUtwv, here the specific reference to ‘parts of the soul’, whilst
plausible in the context, has been supplied by the editors of the text. As stated

above, | will discuss these columns further within my discussion on education in

451991: 208nn. 53, 53; Obbink and Vander Waerdt 1991: 355n. 4.

“ For ease of discussion and reading, all column numbers have been converted to those in Delattre’s
new edition (2007). The numbers in square brackets are those quoted in Vander Waerdt’s discussion,
taken from Delattre 1989.

*7 Tieleman 2003: 243—4.

8 Delattre 2007 commentary to column 51. See my more detailed discussion of these columns in
chapter 4, below.
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chapter 4. However, at no place within these columns is there a specific mention of a
tripartite soul, but merely to ‘parts’ of the soul.

It is true that in an earlier column (8), which directly corresponds to the
column 77 [69] mentioned above, Diogenes discusses in a very Platonic fashion the
place of music and gymnastics within education, each benefiting the soul and
body.*” In column 8, Diogenes certainly uses the same wording as Plato in his
references to ‘parts of the soul’, but again there is no suggestion of any division
between the ‘rational’ and ‘the irrational’ part, or a number of distinct parts.
Although the restoration t& [uépn tfig] Yuxfig is again speculative, the phrase used in
the corresponding line of Philodemus’ refutation uses the same wording (uépn tfig
Puxfg, col. 77, 40-1). This phrase also occurs at Chrysippus SVF 1I. 841 (= Galen
PHP V.2.49-50 and 3.1 = p. 304 De Lacy), within Galen’s criticism of Chrysippus
for failing to describe the parts of the soul in Chrysippus’ own treatise entitled
Therapy and Ethics. In his treatise, Chrysippus writes that ‘the soul will also be
called beautiful or ugly in terms of the proportion or disproportion of certain parts
(nep@v)’. But Galen criticises Chrysippus, claiming he was not able to define these
parts, but was forced to define them in terms of their activities, wrongly in Galen’s

view (PHP V.2.47-9). He quotes Chrysippus as saying:

[T2.iii.6] "Eoti 8¢ thg YuxAg uépn 8 Gv 6 év avtfi Adyoc cuvéstnke kai 1] év adT®
d1a0eatg. Kat €oTt KaAn 1] aloxpd Puxn KATA TO NYEHOVIKOV HOpLoV €XOV <GUTWG> 1

oUTWG KAt TOUG 0ikeloug UEPIOHOVG.

They are parts of the soul through which its reason and the disposition is constituted.
And a soul is beautiful or ugly by virtue of its governing part being in this or that

state with respect to its own proper divisions. (Trans. De Lacy)

Galen proceeds to ask Chrysippus to state ‘the proper divisions’ to ‘relieve
us of our difficulty’ (PHP V.2.50-1), and goes on to attempt his own analysis of
these parts using examples of the different (physical) parts of the eye and the ear to

* For a discussion on these columns, and their similarities to Platonic thought, see chapter 4, T4.1.
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explain that ‘nothing is composed of its own activities and states that parts (udpia)
comprise rather ‘bones, cartilages, nerves, membranes and a number of other things’
(PHP V.3.4-7 = De Lacy 306, emphasis mine).

Later in the same work (PHP V.4.2—4 = De Lacy 312) Galen states:

[T2.iii.7] My purpose is to show that it is not a single part of the soul nor by virtue

of a single power of it that both judgements and affections occur, as Chrysippus

claimed, but that the soul has both a plurality of powers. . . and a plurality of parts.
(Trans. De Lacy)

It is clear, therefore, that Galen regards Chrysippus as a psychological
monist, even though Galen also cites him as speaking of parts, and throughout his
criticism he compares Chrysippus’ theory with that of Plato, Aristotle and
Posidonius. Therefore the fact that Diogenes also refers to parts does not mean that
he is not a psychological monist, like Chrysippus. Diogenes can also be seen to be

following the standard Stoic psychology of action in the wording of his column 14:

[T2.iii.8] ev.[..............
8¢ kai [Odax(n..... .....
npog &petn[. ... .. .. .
BovAecbar kal. .. .. ..... .
OpUaG Tivag E[umoreiv- €-
neldrnep mpd[Eeic kal ka-

ta mpoaipeciv g[iorv, wg
ton[w AaPelv, nploarpléoeig
yive[oBat mddn Tivax pe-

& SUVAUEWG
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Moreover, an education. . . . . towards virtue. . .wish . . . engender certain impulses;
[and] since moral actions arise through deliberate choice, to grasp the matter in

outline, certain affections accompanied by capacity become intentions . . .

Philodemus’ criticism at columns 89, 27-90, 14 is more expansive:

[T2.iii.9] . . . ovBo mp[o]arpelo 27
... Oagépe[t T]dr ouy[xw-

pHoet]v, kav fovAntat [tav-

V] Opuag Eumotely, Kal 30
nploaipléoerg eivar mdbn t1-

V& pelra duvduewe, 6t mo-

¢ ta]uté doti. TO & dpxNV €i-

vat] o0 AaPeiv Tag mpoat-

pélogig Tavtag Kal Tag duvd- 35
pleig T mddn, tpog dvdpei-

a]v uev Bdpoog, TpoOg ow-

@poclvny d¢ aioxvvnv

kJai kbopov, G 8¢ Ttpog

dAAa, YEAOTOV €0TL GUYXW- 40
pe]v- ovy STt yap tod AaPeiv

t]ag elpnuévag duvdueig wlg

dvta toladta madn dwoel

T1G GpXAg, AN &petag 1 TV

&lpetdv [d]moteAéopartar 45
GAAG] unv Ta B&pon kal Tag 1
aiox0]vag kal kooptotrTalg

Kol t]& toabta ddn mpoo-

ayoplever kai tag Opuag o’

50 A~
Emphasis mine.
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OV Maupdvovet tag Suvd- 5
peigl, ob uévov Aéywv 0mod

TV KLpiwV yivesOat Tpd-

Eew]v, GAAX Kal Mo T@V O-

pot]wudtwy dyvoet, dix

@U]oewg te vouilwv, g €i- 10
nev], dpetdc Tivag évyive-

ofat], kail uaAAov £t Tty o-

... J@bpov &vdpeiav A d1-

.................. 14

[Diogenes] differs in that he will grant that, even if he claims that <music> inspires
impulses, and that intentions are certain affections (pathe) accompanied by capacity,
that [sometimes] it is [the same thing]. For that the origin of acquiring these
intentions and strength are affections — audacity leading to courage, shame and
reserve to temperance, and so on — it is laughable to grant this. For far from someone
granting that the origins of acquiring the aforementioned powers are such affections,
he will insist that they are virtues or the effects of the virtues. Yet Diogenes calls
boldness and shame and reserve and such things affections; and in saying that the
impulses through which people acquire the powers come about not only from
actions in the strict sense, but also [from] things like them, he goes wrong, as also
when he believes, as he says, that some virtues come to be in people as a result of

nature, and still more. . .courage. . .

As Philodemus sees it, Diogenes disregards the distinction between the
virtues and the affections from which they come. His refutation makes it clear that
Diogenes’ psychology of action is orthodox Stoic. It seems clear also that Diogenes
did not adopt Plato’s psychology, and the fact that Diogenes also argues that music’s
ethical value can be recognised by a ‘knowing sense’ (see below, T2.v.1), whilst

asserting that these ‘parts’ are inseparably linked, would seem to confirm that
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Diogenes cannot have adopted Plato’s psychology. It is noted that Diogenes also
appears to use terminology and arguments that bears a significant resemblance to
Aristotle in Politics VIII, and Poetics. Janko suggests that Aristotle’s theory of
tragic catharsis was, in fact, an important part of Diogenes’ musical philosophy,’’
and I will discuss this further in chapter 5 below. However, the point should be
made that simply because Diogenes draws upon certain parts of earlier philosophers’

theories, this does not necessarily imply that he accepted the full theory.

(iv) Oikeiasis

Diogenes himself clearly believed that wordless music indeed has psychological
value (a value also argued for in respect of poetry by Crates, and refuted by
Philodemus — see chapter 6 below, entitled ‘Stoics versus Epicureans on poetry’),

and at column 18, he explains how music has such a powerful effect upon the soul:

[T2.iv.1]

10 e0fiko[ov maida k]lai SAwg

ebai[oOnrov yivesOa]lt Ono pu-

Ouos kai povai[kn &llinotv,

w¢ &xovad tivag &[pet]|ac cuy-

yeveic loxverv yap [év] | mdowv 5
udAtot[a] To oikeio[v k]|al Tpoo-

@UeoBa [t]dy[ota kal p]|diota

70 Suotov, wonep [y atob]ntd

Tva tpooepdufevo]lv 00V

th¢ ovoiac € v 81 kai t]|dc 10
dmoAavoeic kali Ta md]|On

kol kaOS6Aov tic [aicdn]|oeic

31 Janko 1992a: 347, a suggestion that I will refute.
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opJodpotdrag £oe[oBat S| Tav-

v dua de kaul. .. .. tl|fic [1-

dolvAg duvalp.. .. .]| kal.. 15
..] o0 pikpav tol... .. . o]lou-

....... Jumpl. ... w]|d6og

dr]adeotot]. ... .... v é-
vaiodneel.. .. .... Jtwv
katall.... ... ..., . 20

tovval[vtiov.... ....

[for] music also allows [the child] to acquire a good ear, and in general, a keenness
of perception under the influence of the rhythm, given that it [the music] possesses
certain in-born natural virtues ; for he says that what is strongest in all things is
what is proper, and it is what is similar that is assimilated most swiftly and easily
being borne directly to [one’s] being like certain sensibles; and as a result our
enjoyments and our affections and in general our sensations will be most strong on

account of this [music?]. . .

With regard to the word ‘virtues’, as stated above (p. 16), for the Stoics, the
only ‘good’ or ‘virtue’ was moral good/virtue. And Sextus reports at M. X1.22 (SVF
II1.75 part):

32 Janko (1992b: 125) differs in his reconstruction of this column; at line 1 he chooses not to insert ov
noida within the lacuna; at line 3, Delattre argues for povoikr] being in the nominative, and so the
subject of the sentence, but Janko has it in the genitive — povoikfic. Also at line 3 for &pinowv Janko
reads afoBnotv. Janko’s translation of these lines reads, ‘what is easily heard and in general easily
sensed [and the] sensation (?) from rhythm and music, as if it (sc. the music) has some inborn
virtues’. One would expect ‘€xovod’ in line 4 to also be in the genitive to agree with ‘povoikg’, but
Janko states, ‘But the clause wg €xovod TIvag dpetdag ovyyeveig® is not within the oratio obliqua, and
appears to be a gloss by Philodemus, restating Diogenes’ point in Epicurean terminology’. At line
12, Janko replaces aicBrioeig with ékotacéic. Delattre acknowledges Janko’s variation, but clearly
does not agree with it, and I follow Delattre’s text for the translation. See Delattre 2007: vol. I, 32, n.
7. For further discussion, see below, pp. 35-6.
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[T2.iv.2] The Stoics. . . define the good (&petnv) as follows: ‘Good is benefit or not
other than benefit’, meaning by benefit virtue and virtuous action, and by not other
than benefit, the virtuous man and his friend. For virtue which is a disposition of the
commanding faculty, and virtuous action, which is an activity in accordance with

virtue, are benefit. . . (Trans. Long and Sedley 1987 60G)

I would suggest that like Plato, Diogenes believed that music was a gift from
the gods; the etymology of povoikr} would for the Stoic confirm its link with the
muses, MoOoat. At Column 38, Philodemus reports that Diogenes in his own treatise
wrote at great length of music’s first use — that of honouring the divinity, on which
see further chapter 3, section ii below. And he states that for Diogenes the
etymology confirms music’s relation to the divine, citing the word Oswpéiv
[watching], and its link to 0gdg [god].53 The Muses are related to the gods, and so
music is similarly related, by association. This etymological connection is reiterated
by [Plutarch] in his De Musica at 1140D—£g.>*

The Stoics used the writings of Homer and Hesiod to try to ‘recover the
serious thoughts about the world by removing the veneers from the ancient poets’
fictions and superstitions’> and reinterpreting the myths in their attempts to
understand nature and traditional religion, and I would suggest that for the Stoics,
these myths provided an account of the origin of music, with or without words. The
later Stoic writer Cornutus (first century AD) used etymology in his Compendium of
Traditional Greek Theology, assuming that ‘Greek gods have names and epithets. . .
because in their original usage these names represented the way people understood
the world. Etymology enabled the Stoic philosopher to recover the beliefs about the
world held by those who first gave the gods their present names.”*® Plato, also, in his
Cratylus, especially at 391b—410e, discussed the etymology of the Gods’ names. For

example at 404c Socrates states that ‘Hera is the lovely one (épatr}), for Zeus,

53 Philodemus ridicules this claim at col. 118, as I will discuss in chapter 3, section ii.

* There is nothing specific to suggest that [Plutarch] is using the Stoics as a source here. However,
there are various passages in the [Plutarchan] De Musica that have similarities to Diogenes’ writings,
for discussion of which see chapter 3, section i below.

> Long 1996 [1992]: 74.

* Long 1996 [1992]: 71.
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according to tradition, loved and married her; possibly also the name may have been
given when the legislator was thinking of the heavens, and may be only a thin
disguise of the air (afjp). You will recognise the truth of this if you repeat the letters
of Hera several times over.””” This is not to suggest that the Stoics took the myths as
true, but rather sought to uncover the truth that lay behind the myths.

Philodemus also writes at De Pietate col. vi that ‘It was things in Homer and
Hesiod that Chrysippus tried to harmonise with Stoic doctrines, that is the divine
names and myths transmitted by the poets.” And at column 43 of the De Musica
Diogenes cites the etymology of the muse Erato as proof of music’s privileged link

with virtuous love.

[T2.iv.3] &t 8¢ 1o [uélog ouy-
BaAAe[t]an pog [Trv Epwti-

KNV &pethv, ai[pelv Tpoon-

KOVTWE Kol pialv TtV Mov-

o®v, Epatd ye to[Gvopa.

Appropriate proof of the fact that melody contributes to the management of erotic

love is also provided by one of the Muses actually being called Erato.

If music was given to humans by the gods, then by its very nature it must be
‘good’, i.e., morally good (unless contaminated by man), as part of Nature itself. For
the Stoics, the gods are providential and beneficent,”® and so something given by the
gods must at least be capable of being used for moral good. Of course, being good
as in morally good, being conducive to good, and being capable of being used for
moral good are three different things, and the reference to areté in the context of
music (T2.iv.1) may be surprising. But it would appear that Diogenes might have

drawn a direct analogy between virtuous action and the correct intervals of a Greek

" Plato, Cratylus 404b, Trans. Jowett in Hamilton and Cairns eds. (1989) at 441.
%8 Cicero De Nat. D. 11.75-6; Clement Paidagog. 1.8.63.1-2 = SVF11.1116.
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musical scale, as suggested by Long™ regarding the Stoics generally (see T2.v.3
below), and I will discuss this suggestion further in the next section of this chapter.
Diogenes Laertius confirms at VII.91 that the Stoics believed that virtue can be

taught:

[T2.iv4] That it, virtue, can be taught is laid down by Chrysippus in the first
book of his work On the End, by Cleanthes, by Posidonius in his Protrepticus, and
by Hecato; that it can be taught is clear from the case of bad men becoming good.

(Trans. Hicks)

The phrases ‘assimilated’ and ‘easily being borne’ in extract T2.iv.1 suggest
that Diogenes is applying the Stoic concept of oikelwolg — ‘natural affinity’ — to
musical theory.*

The concept of oikeiosis, or natural affinity/appropriation, is ‘in all cases
concerned not with mere acquisition or appropriation, but with the establishment and

""an account of a

recognition of a more intimate and fundamental relationship’,’
human’s personal and psychological development.

Cicero De Finibus 111.16 states that:

[T2.iv.5] Every animal, as soon as it is born (this is where one should start), is
concerned with itself, and takes care to preserve itself. It favours its constitution and
whatever preserves its constitution, whereas it recoils from its destruction and
whatever appears to promote its destruction. In support of this thesis, the Stoics
point out that babies seek what is good for them and avoid the opposite before they
ever feel pleasure and pain. This would not happen unless they valued their own

constitution and feared destruction. But neither could it happen that they would seek

¥ Long 1996 [1991]: 202-23.

% Although Janko (1992b: 126) suggests that in this context, it would appear to go against the
standard Stoic theory of emotion; on his arguments, see below, pp. 35 ff.

o Kerferd 1972-3: 183.
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anything at all unless they had self-awareness and thereby self-love. . . (Trans.

Woolf, my italics)

So (in T2.iv.1), Diogenes is perhaps suggesting that the soul instinctively
recognises and actively seeks the goodness or virtue inherent in the music, and
because virtue is ‘naturally ingrained in human beings’,** this virtue in the music
attaches all the more easily by natural affiliation. According to the Stoics, nature
initially endows humans sufficiently to orientate themselves towards goodness and
virtue, by way of rational selection among indifferents. Therefore even an untutored
response to music might be a recognition that it has a rational basis, because
according to the Stoics, in Nature everything does. But achieving moral virtue
would be the result, ‘not just of undistorted development of our natural endowment,
3

but at least as much of education and training’,°

Plato and Aristotle. At Eth. Nic. 1179b20-32 Aristotle writes:

something also emphasised by

[T2.iv.6] Now some think it is nature that makes people good; some think it is
habit; some that it is teaching. The [contribution] of nature clearly is not up to us,
but results from some divine cause in those who have it, who are the truly fortunate
ones. Arguments and teaching surely do not prevail on everyone, but the soul of the
student needs to have been prepared by habits for enjoying and hating finely, like
ground that is to nourish seed. . . [W]e must already in some way have a character
suitable for virtue, fond of what is fine and objecting to what is shameful.

(Trans. Irwin (1999))

Although the concept of oikeiosis was probably first introduced by the
Stoics,* the word did occur in writings of earlier philosophers in a similar context.
Pembroke, who traces the modern discussion on the origin of the concept, states that

‘not all instances of a word so versatile as oikeion are likely to have much relevance

2 Algra et al. 1999: 677.
3 Striker 1996: 294,
% Kerferd 1972-3.
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to the problem [of tracing its use in the Stoic sense]’,”” but his discussion does
suggest that similar concepts might have been identified by at least Plato and
Aristotle, although not having the same importance to these philosophers as to the
Stoics. At Protagoras 326a2-b2, Plato uses similar vocabulary in a context not

unlike that with which we are concerned:

[T2.iv.7] The music masters by analogous methods instil self-control and deter the
young from evil-doing. And when they have learned to play the lyre, they teach
them the works of good poets of another sort, namely the lyrical, which they
accompany on the lyre, familiarising (oike10000a1) the minds of the children with
the rhythms and melodies. By this means they become civilised, more balanced, and
better adjusted in themselves and so more capable in whatever they do, for rhythm
and harmonious adjustment are essential to the whole of human life.

(Trans. Guthrie in Hamilton and Cairns (1999))

Thus, the teacher, who as will be seen below (discussion of [T2.v.1]), has
learned to understand the benefits to be obtained from music that encourages virtue,
must ensure that the developing children are exposed to only the right kind of music
if development is not to be impaired.

Given that Diogenes had extended Chrysippus’ definition of the felos, to
underline the importance of appropriate selection, perhaps he also develops the
Chrysippean theory of personal oikeiosis, which accounts for the natural
development of a properly taught child through the various stages until it reaches the
age of reason, by finding a place for music within this development. If so, the
reason for Diogenes’ emphasis on a proper education and moral training becomes
instantly clear.

For Chrysippus the capacity for virtue remains latent within a human,®
despite the corrupting influences around it. The transitional stage in personal

oikeiosis, 1s from the potentially rational, to the rational, and coming ‘to terms with

1996 [1971]: 132-41 at 136.
% Gill 1998: 119.
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oneself’. That is when one realises the difference between the primary natural goods,
health and wealth, which, although preferable, are still matters of indifference, and
the true ‘good’, i.e., virtue, which is the only good. The consistency of ‘selection
and disselection of things in accordance with nature’ allows Diogenes to find a place
for music within Chrysippus’ doctrine of personal oikeiosis, and to his including the
notion of virtue within certain music being recognisable by the soul. Before the age
of reason, the child will be drawn naturally to the image of virtue represented by the
music by assimilation. As Cicero writes at De Finibus I11.21, ‘A human being’s
earliest concern is for what is in accordance with nature.” The baby will, after all,
seek what is good for them and avoid the opposite before they ever feel pleasure or
pain.®” Thereafter, I would suggest, the teachers will ensure the child is exposed only
to the right or appropriate music to habituate the child’s ear to choose that kind of
music, and to see value only in appropriate music,”® until at a later stage of
development, the educated child will consistently select appropriate music through

the knowledge he has acquired through education. Cicero continues:®

[T2.iv.8] As soon as one has gained some understanding, or rather ‘conception’
(what the Stoics call ennoia), and sees an order and, as it were, concordance in the
things which one ought to do, one then values that concordance much more highly
than those first objects of affection. Hence through learning and reason one
concludes that this is the place to find the supreme human good, that good which is
to be praised and sought on its own account. This good lies in what the Stoics call

homologia. Let us use the term consistency, if you approve.

As stated earlier, Diogenes might have been the first Stoic to write in any
detail on music, and it is not therefore known whether Chrysippus would have
endorsed his view, but it does not appear to require any fundamental change to

traditional Stoic doctrine.

" De Fin. I11.16, see above, T2.iv.6.
% Value for the Stoics will only be seen in good, i.e., virtuous goods or actions.
% De Fin. 111. 21.
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Janko’s objection that employing the notion of oikeidsis would go against
the standard Stoic theory of emotion rests partly, I would suggest, on his own
substitution in line 12 (of T2.iv.1) of ékotdoeig for Delattre’s aioBnoig. This
substitution might be a result of another conjectural insertion at Philodemus’
discussion of the passage, which appears at column 77,”' but again the state of the
original text has left Philodemus’ own wording open to interpretation. Janko writes
‘That a Stoic should argue this case at all is very striking; the “enjoyments, emotions
and sensations” which arise through music would be considered irrational and
therefore hostile to virtue in orthodox Stoic theory.” The use of the conjectural
¢kotdoelg would appear to strengthen Janko’s argument for a connection with
Aristotle’s notion of tragic catharsis (on which see chapter 5, below). In the context
of a Stoic discussion, however, Delattre’s aioOrjoe1g, sensations, would appear more
appropriate, particularly in the context of Diogenes’ own theory.

Janko states that ‘enjoyments, emotions and sensations which arise... would
be considered irrational’. However, music’s effects on our behaviour (by way of the
assent or rejection of the proposition contained within the music) would not
necessarily be considered irrational simply because the music does not contain a
proposition that is expressed verbally. As Nussbaum suggests,”” ‘Language is a
medium of representation. When we express the content of an emotion in words we
are in many cases performing a translation of thoughts that did not originally take an
explicitly verbal form . . . music is another form of symbolic representation . . . so it
is not obvious why we think that there is a greater problem about expressing an
emotion’s content musically than about expressing it linguistically.” Similarly, if |
hear a song sung in a language I do not understand, but with the words set to music
in an idiom familiar to me, then whether or not I have ‘understood’ the music in a
technical sense (see below, pp. 39 ff.), the musical line may well give me more of an
appreciation of the character being expressed than the foreign words being

enunciated. Perhaps for Diogenes, music (uélog) itself was a kind of language,

01992b: 123-9, at 126.
"' In Delattre 2007, previously column 69 in Delattre 1989, Kemke III. 24.
22001: 264.
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which had to be learned before its effects could be properly understood.
Nevertheless, this lack of technical ‘understanding’ will not change the fact that
behaviour will be affected if the listener acts upon the impression received from the
music. Hence, a mother singing a lullaby to a child will be seen to soothe and relax
the infant, just as the drunken youths were soothed by the flautist (see above
T2.iii.4, T2.iii.5).

As Tad Brennan points out in his discussion” of how a Stoic might defend
the claim that music can affect behaviour without containing any verbally expressed

propositional element:

The Stoics have no need to deny . . . that the application of thumbscrews will

. .. produce in their victim the impression that something bad is occurring, and so
make it more likely that the average victim will actually believe that something bad
is happening. So too there is no reason for them to deny that music may have an
effect on our behavior — exactly because it affects our beliefs. True it has no
propositional content, but then neither do the thumb-screws . . . And yet they are all
capable of having some effect on our behavior if, and only if we assent to the

impressions and so change our beliefs.”*

(v) ‘Natural’ perception vs. ‘knowing’ perception

With regard to the question as to how one might recognise and understand the
psychological value within the music, at Column 34, lines 2-21, Philodemus reports
that Diogenes believed that there were two types of perception — a natural
perception, which could tell what was hot, what was cold etc., and a knowing
perception, which could tell ‘that which is in harmony and that which is not’. The
passage and its translation are quoted below, together with Philodemus’ refutation

(Greek and translation):

731998: 32-3 and nn. 24-5.
74 . .
Italics mine.
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[T2.v.1]
Col. 34
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Translation [T2.v.1]

[T2.v.1a]
Col.115

efpnrat 8¢ [. . to ta] pov

o[1ko0] kol t& To[1lnTod Y [@]ra
&[m]o duvdpewg Tept TV
a[io]®nowv kataAaupdav|e-
o0[alt Tég moréTnTOAC OV dV-
TiAapPdavovtat kal Tag M-

dovag Kal Tag OXAN0ELg

TAG UTT ALTAV, TAG UEV aUTO-
@Lo0g, Tfig 8¢ émoTNUOVI-

k[Alg vn[6] yap avtoguolc kal
&A]6yov kpivetar pdAAov

T4 yle th¢ dxrofig [T18[1]a, [Omo §]&
¢njiotnuovikiic k[al t]a tod

ye] voO uaMov, el y Ereofti] 1
t]oig évapyéot mape[ndue-

vov ntpoxetpotd[t]org k[alra Ad-
yov 8¢ kai t6 o[ moin[tod 161
ov, 8 enorv évapyéq eivalt], [i-
Anmrat napan[A]fotor yap
aioB[Aolerg kata Thv S1dOs-

oJwv oUy &t pev [likpov To
Umok|[eipevov dpoloyod-

olilv, e[l &] dxAnpdc A émitep-
n&¢ [€lxer Srapwvodory,

GAAX TV aOTrV To100V-

Tat kpiow *,

37



But he [Diogenes] agreed with him that [among the senses] some things need natural
perception, the others a knowing perception; hot and cold things [need] natural
perception, that which is in harmony and that which is not [needs] knowing
perception. The one that is linked with this” and accompanies it for the most part is
different, [and] it is through this that we distinguish the pleasure which accompanies
each of the senses, [or rather] the pleasure and the pain, which are <assuredly not>
the same. For the two senses would not be confused if it were possible for them to
agree, on the harsh and melodious character of the relevant matter, while

disagreeing regarding the consequent pleasure and pain. . .

Translation [T2.v.1a]

Moreover, [Diogenes was wrong] to say that [the ears] of a musician and of a poet
comprehend the qualities of what they hear, and the pleasures and discomforts
which ensue, by a capacity which is in part natural and in part knowing; for what is
discerned by that which is natural, and from which reason is absent, is rather what is
proper to hearing [is the proper object of hearing], by the knowing that which
belongs to the mind, if anything is added accompanying what is clear and most
immediate. For it is by a rational process that also what is personal/particular to a
poet/musician, something which he [Diogenes] affirms is evident, is apprehended by
him. It is not the case that the senses, very alike by their disposition, on the one hand
do agree that the object in question is bitter but on the other disagree over whether it

is disturbing or pleasant, but rather they pass the same judgement.

In Diogenes’ view, there are two types of sense perception. Natural
perception apprehends, for example, that we might like or dislike the music that is
heard. Knowing perception would ask, and be capable of learning why we like or

dislike that music. Philodemus, on the other hand, holds that the ear simply hears the

"> The “this’ here might imply a third type of perception, as suggested by a number of scholars, but
without resolution, e.g., Rispoli 1969, Neubecker 1986 ad loc.; contra Delattre 1993: 71. However,
Professor Sharples suggests to me (private conversation) ‘unless “the one that is linked with”
knowing perception is natural perception again, and “this” in “through this” is not “the one that is
linked” but the general situation of there being two.’ I am grateful to Professor Sharples for this
point, which would indeed resolve the problem of a third type of perception.
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music — it is an organ of hearing, no more. It is the mind that will decide whether we
like or dislike the music.

The phrase ‘that which is in harmony and that which is not [needs] knowing
perception’ in Diogenes’ statement T2.v.1 is strikingly powerful. It suggests that this
perception has to be acquired by training, indeed would seem to build upon the
implications of column 18 (T2.iv.1, above) — that a good education is essential if a
human is to have the ability to develop to their full potential — in the Stoic view, to
‘live in accordance with nature’, and as extended by Diogenes himself ‘reasoning
well in the selection and disselection of things’.

Although this could be taken to imply that there is no natural perception of
harmony, this does not need to be the case. The soul is instinctively drawn to the
virtue inherent in [the correct, harmonious] music, simply by taking pleasure from
the harmony, albeit not understanding why, or even that, it might be beneficial to
him, and that will suffice until the child begins his education. Then once the child
begins his education, the teachers, who have the necessary training will expose him
to ‘harmonious’ music, and will begin that education in the acquisition of the
knowing perception, i.e., acquiring the knowledge to perceive harmonic qualities.
Diogenes earlier has said (columns 12—13) that becoming a professional musician is
not proper for the free born, and so, like Plato and Aristotle before him, he argues
that music should not be pursued beyond the acquisition of sufficient
understanding/skill to help him to lead a virtuous life.

In his refutation of Diogenes’ claim in column 34 (T2.v.1), at Column 115
(see [T2.v.1a] above), Philodemus follows his dismissal of the knowing sense by
affirming that quality within the modes of music is a matter of opinion rather than
knowledge, and asserts that music does not have the power to alter character. His
words do not seem to reply to any specific justification of this ‘knowing perception’.

For the Epicurean, there can be no distinction between types of senses — they
are one and the same. The idea that music could by itself affect the mind would
directly conflict with the Epicurean account of perception, as for the Epicureans the
senses are irrational and so incapable of moving the mind directly, without a

judgement being involved. Music would affect only the ear, it would be the rational
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judgement of what the senses present that would be capable of moving the soul.

Sextus Empiricus reports at M. VIII. 9 (=4dv. Log. 11.9):

[T2.v.2] And he [Epicurus] says that sense, being perceptive of the objects presented
to it and neither subtracting nor adding nor transposing aught through being
irrational, constantly reports truly and grasps the existent object as it really is by

nature. (Trans. Bury in the Loeb edition)

Sensation is devoid of cognitive significance, and twice in his refutation,
Philodemus uses the word alogos of music. However, Philodemus does not really
take issue with Diogenes’ words, he simply states they are incorrect. At other places
in his refutations he ridicules a theory with biting humour (see below, chapters 3 and
5), and the absence of this here leads me to think that perhaps Diogenes’ views were
not so new that they needed to be refuted with any strength. It is also remarked by
Barker”® that ‘Philodemus complains more than once that Diogenes’ attempts at
proof fall hopelessly short of genuine demonstration and are unworthy of a
philosopher.” There is no such complaint here, which might again suggest that
Diogenes is not claiming something that previous musical theorists had not already
claimed.

It is possible that Philodemus is either misreporting or misrepresenting
Diogenes’ argument. A comparison with Philodemus’ reporting of Crates’ theories
on poetry with other sources suggested a less than objective form of reporting.”” As
stated above this particular part of the text reporting Diogenes’ views (column 34
and surrounding) is very damaged and the whole of the following column is lost, but
it does not appear that Diogenes explains, or at least Philodemus does not report
Diogenes’ explanation, if there was one, as to how this ‘knowing perception’ came
to be — he simply makes the assertion, as though assuming this not to be

controversial. Or perhaps Philodemus’ brevity, both in this explication of Diogenes’

©2001: 361.
" Personal conversation with Dr Maria Broggiato; on which see further discussion below chapter 6
on poetry. See also below, chapter 6 for more on Crates and poetry.
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theory, and his own refutation, is a sign of his lack of understanding rather than his
lack of interest.

However, as stated above, column 114 is also severely lacunose, with some
twenty-four unreadable lines. But in the lines immediately before Philodemus’
critique of this part of Diogenes’ psychology, Philodemus compares drunkenness
and over-eating with musical passions, suggesting they lead one to welcome coarse
and disgraceful movements, but not the reverse, i.e., calming, an argument repeated
at column 117 and following. Philodemus seems to be inconsistent here; the context,
however, does nothing to suggest that any argument relevant to the ‘knowing
perception’ issue has been lost. The concept of the ‘knowing perception’ has
attracted much discussion, and Delattre suggests that Diogenes might have been
influenced by Speusippus, linking the reference to ‘him’ (a0t@1) in column 34, lines
1-2 (T2.v.1) to that philosopher. For a short discussion of this suggestion, see the
Appendix to this chapter, below.

At column 48, 22—7 Diogenes goes beyond any claim made by Plato or Aristotle,
when he states that ‘music is good for the intelligence because it contains
definitions, divisions and demonstrations’, thus confirming his view that music is

not an irrational phenomenon:

[T2.v.3]

Xpn-
otnv & gi[v]at Tfiv yovoiknv
kol pdg ob[v]eowv: kal ydp -
pouG Kal dratp€cels Kal amodei-
&e1c v dpuovikfit mAeloug &i-

vai

This claim is in itself quite remarkable, and whether Diogenes ever
elucidated his comments here is now probably impossible to tell, but it is worth

spending some time on the short passage. It does suggest that he held a similar view
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to that of Cleanthes (above, T2.iii.3), and therefore he probably did not need to
depart from orthodox Stoic psychology to hold this view, as suggested by some
scholars.” Philodemus himself certainly does not enlarge on the claim, and in his
direct criticism (column 138) he merely states that it is now ‘exposed as ridiculous’.
However, Diogenes immediately moves on to suggests that the musical theorists
with their skills resembled the kritikoi of poetry, who were ‘primarily concerned
with the judgement of the composition of the sounds of poems’.” So, is Diogenes
looking for the trained listener of music to [what we would term today] analyse the
music by defining the rhythms, mode, intervals, just as we would define the key,
tempo, dynamics and phrasing? I suggest that is precisely what he is saying. The
very construction of the harmonic line determines its power to affect a person
whether or not the listener understands it her- or himself, and this would certainly
explain why Diogenes placed such importance upon its regulation. Diogenes further
stated that music contained such qualities as nobility, ugliness, appropriateness or
inappropriateness, and that it contained ‘likenesses’ of characters, but he stated that
only the person well trained in musical theory could recognise these qualities.®
These ‘likenesses’ are, therefore, not crude imitations, but rather they, in the words
of Cleanthes, perhaps ‘mostly correspond to the truth of the theories concerning the
divine’.”!

The Greek word Gpog, as well as meaning ‘definition’, however, can also
mean ‘limit’ or ‘boundary’, and is the word used by Plato in his discussion of the
limited and the unlimited and the connection with musical intervals and their

analysis in the Philebus at 17¢ ff.:

[T2.v.4] But, my friend, when you have grasped the number and quality of the

intervals of the voice in respect to low and high pitch, and the limits (Gpovg) of the

8 E.g., Obbink and Vander Waerdt 1991: 357. See also Scade 2007: 216, supporting my contention.
7 Blank 1994: 55-62, at 55.

80 For which, see T5.1.9 and discussion.

*! Above, T2.iii.3.
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intervals,*” and the combinations derived from them, which the men of former times
discovered and handed down to us, their successors, with the traditional name of
harmonies, and also the corresponding effects in the movements of the body, which
they say are measured by numbers and must be called rhythms and measures
(uétpa) — and they say that we must also understand that every one and many should
be considered in this way — when you have thus grasped the facts, you have become

a musician. . %

Plato, of course, spells out what is necessary before a man could call himself
a musician, but I would suggest that in essence Plato and Diogenes are looking for
similar skills. Analysis of the musical line is necessary, and an understanding of how
this analysis should proceed is necessary for a man to become a reliable ‘judge’ of
music. As Plato spells out at Laws II. 670c, a man who does not understand the

elements of a tune (uélog) will not be able to say whether or not it is correct:

[T2.v.5] [ATH.] What then of the man who does not know in the least what the
tune’s elements are? Will he ever know about any tune, as we said, that it is correct?

[CLIN] There is no possible means of his doing so.*

For Plato, the active principle is definitely the potential musician, As Frede
points out in her commentary on these lines,” ‘The crucial point . . . is that Plato
proposes a holistic model of knowledge. There cannot be knowledge of any items in
isolation; to know what one letter is we have to know the whole field of grammata,
and their interconnections. Similarly with music, it is no good knowing one note —
knowledge and understanding can only be achieved by knowing all the notes in the

harmoniai and their relationships to one another.’

%2 These limits are spelled out at Rep. IV. 443d—e as neate, hypate and mese (kai Evvapudoavra Tpid
Svta Homep Gpoug TPEIG Appoviag Atexvdg VEATNG Te Kal DAt Kal Leéon).

%3 Trans. Fowler in the Loeb edition.

% Trans Bury in the Loeb version. Correct, for Plato, must mean ethically correct; to be ethically
correct it should also be musicologically correct.

% Frede 1993: 10, n. 3.
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A similar view is expressed by Plato in the context of rhetoric in the passage
from the Phaedrus discussed briefly in chapter 3, below and this can usefully be

quoted here also:

[T2.v.6] A man must know the truth about all the particular things of which he
speaks or writes, and must be able to define everything separately; then when he has
defined them, he must know how to divide them by classes until further division is
impossible; and in the same way he must understand the nature of the soul, must
find out the class of speech adapted to each nature, and must arrange and adorn his
discourse accordingly, offering to the complex soul elaborate and harmonious
discourses, and simple talks to the simple soul. Until he has attained to all of this, he
will not be capable of pursuing the making of speeches in a scientific way, so far as
speech can be controlled by method, whether for purposes of instruction or of

persuasion.*®

If ‘music’ replaced all instances of the art in question (here speech,
discourse), I would suggest, the claims in this passage would sound very similar to
Diogenes’ own claims in T2.v.3 above. For Diogenes the music also seems to play
an active part by insinuating itself into the mind by way of oikéiosis, as suggested in
column 18,*" and it is the ‘knowing sensation’, i.e., the ‘educated ear’ with which the
musician interprets the qualities, as discussed in section iv above.

It seems that Diogenes probably agreed with Plato that music was a
stochastic art,*® and within his theory he was trying to “pin it down’® in order that a
more complete ‘account’ might be given of it. In a similar way to the practice of
medicine, no matter how long the practitioner has worked at his art, Diogenes’

acknowledgement that ‘everyone is affected in a different way’® must be

% Phaedrus 277b—c, trans Fowler (1995[1914]), as amended.
%7 See text T2.iv.1 above.
% For discussion on which, see below chapter 3, pp. 857, and chapter 4, T4.17.

% See Barker 1987: 108 who states ‘that it is difficult to pin down something in motion’ [in this case,
the musical notes, which are correctly placed by the well-practised musician] ‘is of course a familiar
Platonic theme’.

% Column 36. See chapter 3, T3.1.26 and discussion.
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considered. Despite the skill of the practitioner, therefore, the end result can never
be guaranteed — try as he might to execute his art in the way deemed to be correct,
other matters can come into play. For example, a doctor can administer the correct
drug for a given illness, but one patient might react more slowly than another. It is,

therefore, difficult to ‘pin down’, as Barker suggests, above.

The word ‘Gpog’ used in Diogenes’ passage quoted at T2.v.3, whilst representing the
limit of the interval or scale, could also be analogous with the limits or boundaries
of good behaviour, particularly for Diogenes, and the harmony of the Greek musical
scale could therefore be seen as directly analogous to a virtuous character. Just as a
person could not be considered virtuous if they didn’t possess all the virtues together
with their subordinates, so too in a harmonic system, it was necessary for ‘any note
sounding at a given moment to be concordant with all the other notes that are not
being activated ... One single error is enough to wreck the whole harmony’.”!

Long suggests that the early Stoics drew a ‘comparable analogy between
musical and ethical harmony’. Whilst the full extent of the argument is too lengthy

to discuss here, I feel it is too important to omit altogether. Long writes that:

The Stoic world is a systematic structure in which everything fits together according
to a divine and rational plan. In proposing ‘harmony’ as a name for this structure and
‘harmoniously’ as the mode of life appropriate to it, the Stoics... intended to link
their philosophy to the art which comes first to mind as the repository of consonance

and concordance — music.”?

For Diogenes of Babylon, and, perhaps, for Plato too, the limit or boundary
of the interval and, more importantly, the scale, thus identified, or even, defined, the
character of the music, and thus the character it represented. Plato has, of course,

linked ethos and harmony in the Republic and the Laws.”

' Long 1996[1991]: 218-19.
2 Long 1996 [1991]: 202-24, at 203.
? See below, pp. 102 ff.
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Long’s argument would seem to be supported by Chrysippus’ view that the
Stoic telos of living in harmony with nature was only achieved by living in harmony
with oneself. Diogenes Laertius paraphrases Chrysippus’ writing in On Ends 1,

saying:

[T2.v.7] [The telos is living] in accordance with the nature of oneself and that of the
universe, engaging in no activity which the common law is wont to forbid, which is
the right reason (orthos logos) pervading everything and identical to Zeus, who
directs the organisation of reality. The virtue of a happy man and his good flow of
life are this: always doing everything on the basis of the concordance (kata tén
sumphonian) of each man’s guardian spirit with the will of the director of the

universe.”

The word sumphonian has strong musical connotations, and the Stoic orthos
logos, as well as meaning ‘right reason’ may also be read as ‘correct ratio’, and so
would imply the notion of ‘determinacy, proportionality, exactitude of quantitative

s 95

or numerical order’.”” A similar choice of wording is attributed to the Stoics by

Stobaeus: *°

[T2.v.8] [The Stoics] say that a right action is a proper function which possesses all
the numbers (ndvtag énéxov Tovg dpiOuovg) . . . while a wrong action is one that is
done contrary to right reason/ratio (tov 6p0ov Adyov), or one in which some proper

function has been omitted by a rational animal.”’

As suggested by Scade,” this does indeed support the hypothesis that some
Stoics considered a ‘musico-mathematical’ approach to be one valid way of

analysing ethics. The notion of ratios and proportion within music is, of course,

9 Diogenes Laertius VII.88, trans. Long and Sedley 1987: vol. I, 63C.
% Long 1996[1991]: 207.

% Fifth century AD.

°7 Stobaeus 11.93, 14-18.

% Scade 2007: 209.
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fundamental to Pythagorean musical theory, and is endorsed by Plato in the Timaeus
and the Republic, and whilst 1 can see almost no trace of any reference to

Pythagoreanism within Diogenes’ theory,” one very lacunose fragment'®

might
indeed indicate at least some reference to Pythagoras within Diogenes’ thought. This
is not to suggest, however, that there is no link with mathematical theory in
Diogenes’ science of harmonics. Further, the notion of linked bodily and musical
harmonia and sumphonia are certainly very apparent. At column 80, Philodemus
claims that music is not able to harmonise or discipline the soul, and although
Diogenes’ parallel claim that it does so is no longer extant, he must have made such
a claim for Philodemus to write his refutation. The words Philodemus uses are tr|v
Youxny. . . kai oOugwvov. If Zeno’s musical philosophy was Pythagorean, as
tentatively suggested on the basis of the Plutarchan anecdote mentioned earlier,'"’
then it may be that Diogenes developed the theory further, just as he developed or
reformulated other Stoic theory — a common belief in the relationship between ethics
and music is certainly implied.

Returning to the three qualities ‘definitions, divisions and demonstrations’
(T2.v.3 above), these are also to be found in the Stoic theory of logic. Both
Antipater of Tarsus and Chrysippus wrote works entitled On Definitions, as testified
at Diogenes Laertius VII.60; and ‘divisions’ were used by the Stoics to distinguish
between neighbouring species. D.L. VIL.61 reports the Stoic view that ‘Divisions of
a genus means dissection of it into its proximate species.” Demonstrations are
explained at D. L. VII.45 as ‘an argument inferring by means of what is better
apprehended something less clearly apprehended’. I do not think it implausible to
suggest that this language could also be used in musical contexts. The different
‘scales’, e.g., the Dorian or Phrygian, might be the ‘neighbouring species’; and the
‘likenesses’ of character or éthos communicated by the music, and the resulting

effect on the listener, such as the changed behaviour of the drunken youths, above,

% Barker states it [Pythagorean mathematical argumentation] is simply not there’, Barker 2001:356.
100 column 42, 3645, on which, see chapter 3 below, T3.i.21.

101 Above, section 2, T2.1i.1.
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T2.i11.4, the demonstrations, or ‘proofs’ for example, although there is of course the
problem that these ‘proofs’ are external to the music rather than within it.

On the other hand, however, the words ‘definitions, divisions and
demonstrations’ were also technical terms in Aristoxenus of Tarentum’s harmonic
theory, and so it is just possible that Diogenes might be referring to him here,'"
although again he does not mention him by name, and there is nothing elsewhere in
the work to suggest that Diogenes relied upon, or even knew, Aristoxenian musical
theory.'” Diogenes’ language here is certainly reminiscent of Aristoxenus’ technical
approach, but Aristoxenus does not refer to these terms in the context of educational
tools, and I do not believe that he would have agreed with Diogenes’ claim here, as
his writings make clear how dubious he was about just how great an effect music
could have on the character.'”*

As mentioned above, Diogenes further stated that music contained such
qualities as nobility, ugliness, appropriateness or inappropriateness, and that it
contained ‘likenesses’ of characters, but that only the person well trained in musical
theory could recognise these qualities. Plato stressed the problems of music’s

mimetic character,'®

although in another view, he makes Timaeus allow that by
imitating the divine and ideal order, music was ‘capable of leading man to virtue and
knowledge’.'* Plato’s choice of wording here is reminiscent of the claim attributed
to Cleanthes, discussed above, T2.ii.1, which again suggests that either Cleanthes or

Diogenes (if Diogenes was putting the words into Cleanthes’ mouth) possibly had

102 See also Delattre’s discussion at 2007: vol. I, 77 n. 5. Philodemus himself does refer to

Aristoxenus, but not in this context.

' For more on why it is unlikely that Diogenes is following Aristoxenus’ theory here, see Barker
201:354-61.

104 See, e.g., El. harm. 11. 31.16-32.8, where he states “What we are trying to do is to show for each
kind of melodic composition and for music in general that such and such a type damages the
character while such and such another improves it... in so far as music is capable of yielding such
benefits... The science is not to be despised by anyone of intelligence . . . nor is it so important as to
be sufficient on its own for everything,” Trans. Barker 1989: 148-9, my emphasis.

195 Rep. 111. 394-5; Laws 11. 668a, 669b—c.

196 Timaeus 80a—b.
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Plato’s writing in mind.'”” Aristotle, too, points out that mousiké was by its very
nature mimetic ‘of character, emotions and actions’.'®

As I will discuss in chapter 4, in the Republic, Plato’s Socrates states that
‘rhythm and harmony find their way to the inmost soul and take strongest hold on it,
bringing with them and imparting grace, if one is rightly trained, and otherwise the

contrary’,'”

a view which Diogenes echoes himself, above, and a view again echoed
in the Timaeus, emphasising the importance of harmony and rhythm to the rational

soul (7Tim. 47d—e):

[T2.v.9] Music too. . . was bestowed for the sake of harmony (apuovia). And
harmony, which has motions akin to the revolutions of the soul within us, was given
by the Muses to him who makes intelligent use of the Muses, not as an aid to
irrational pleasure, as is now supposed, but as an auxiliary to the inner revolution of
the soul when it has lost its harmony to assist in restoring it to order and concord
with itself. And because of the unmodulated condition, deficient in grace, which
exists in most of us, rhythm was also bestowed upon us to be our helper by the same

deities and for the same ends.

Nothing in the above discussion suggests, I would argue, that Diogenes departed
from orthodox Stoic psychology in his theory of music. True, it would appear that
he developed it further than earlier Stoics, insofar as he found a place for music
within that psychology, but in this respect, as I will discuss further in chapters 4 and
5, he was heavily influenced by earlier philosophers, notably Plato, and most

probably Aristotle and the Peripatetic school.

7 ¢f. also Republic V1. 486e where Plato’s Socrates asserts that ‘truth is akin to metre and

proportion, éupetpia.
19 Poetics 1447a. (There is nothing to suggest that Diogenes, or Plato for that matter, explicitly
claimed to have such musical expertise. This would account for both philosophers’ concern,
expressed in parallel passages (see chapter 4, T4.13, 4.14), that great care should be taken to ensure
the use only of the correct type of music, and for the appointment of appropriately trained judges.

109 Republic 111. 401d5—e1, my emphasis. For further reference to these lines, see chapter 4, note 4.
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APPENDIX TO CHAPTER 2

Speusippus and his influence on Diogenes’ theory at column 34 (T2.v.1)

Delattre suggests that in column 34, Diogenes is influenced by Speusippus in his
claim that there are two types of perception, linking the reference to ‘him’ at lines 1-2
of the column (T2.v.1) with that philosopher.' Sextus Empiricus outlines Speusippus’

own view at M. VII. 1447 states:

[T2.App.1] Eneboinnog O¢, €mel TOV TpaypdTwy T& PEV aicdnta ta 8¢ vontd, tdv
ugv vont@v kpitfprov EAeev elval TOV émotnuovikdv Adyov, T@v 8¢ aiodntdv thv
EMOTNUOVKINY afoOnotv. émotnuovikny 8¢ aicbnoiv Umeidnge kabeotdvar tnv
petalapPavovcav tiig kKata tov Adyov dAnbeiag. womep yap ol tod avAntod 1
PdAtov ddrtudot TexVikNV pév gixov Evépyelav, oUk év adToig 8¢ mponyouuévowg
teelovpévny, GAN €k TG TPOG TOV AOYIOHOV GUVACKNOEWS ATApPTI{OUEVTV, Kal WG
1} To0 povcikod aiobnoig vépyelav uev eixev AvTIANTTIKNY TOD TE 1pUooUéVoL Kal
t00 avapudotov, Tavtnv d¢ 0Ok abTto@uf]. GAN €k AoyiouoD meptyeyovuiav, oUTw
Kal 1] €MOTNUOVIKN aioBnoig @uotk®G mapa to0 Adyov TfG EMGTNUOVIKAG

petaAappaver Tpiffig Tpog AmAavi] T@V DTOKEIKEVWY ddyVWoLy.

But Speusippus declared that, since some things are sensible, others intelligible, the
cognitive reason is the criterion of things intelligible and the cognitive sense of things
sensible. And cognitive sense he conceived as being that which shares in rational
truth. For just as the fingers of a pipe-player or harper possess an artistic activity,
which, however, is not primarily brought to perfection by the fingers themselves but
is fully developed as a result of joint practice under the guidance of reasoning, — and
just as the sense of the musician possesses an activity capable of grasping the
harmonious and the non-harmonious, this activity, however, not being self-produced
but an acquisition due to reasoning, — so also the cognitive sense naturally derives
from the reason the cognitive experience in which it shares, and which leads to

unerring discrimination of subsisting objects. (Trans. Bury in Loeb edn.)

! Delattre 1993; 2007: vol. II, 346, esp. n. 2.
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Speusippus’ name does not occur at all in the surviving columns of
Philodemus’ treatise, although as remarked earlier, the text around the columns
relating to the two types of perception is very damaged and quite lacunose. It has been
suggested,” and will become clear from chapters 3, 4, and 5 below, that Diogenes
knew of and recognised earlier ‘rivals’ as ‘important philosophical authorities’, and
did not hesitate to draw upon them. In drawing upon these authorities, however, it has
to be said that Diogenes does not always acknowledge the philosopher whose views
he is utilising. So the fact that Speusippus’ name does not appear need not mean that
Diogenes was not drawing upon his theory. However, I believe that whoever
Diogenes was agreeing with in the column, it was not Speusippus, as will be outlined
below.

In his collection of fragments of Speusippus, and commentary thereon,
Leonardo Taran’ asserts that Sextus had derived his knowledge of Speusippus’
doctrine from an intermediate source rather than directly, and agreed with the claim
that ‘his report is contaminated by Stoic terminology’.* It seems that when Sextus has
‘direct or indirect access to a statement by an ancient philosopher, he likes to quote at
least part of the original’.’ Certainly, all references to Speusippus’ theory in Sextus’
extract seem to be reported in the third person — ‘Speusippus declared’; ‘he
conceived’ — and it therefore appears that no part of Speusippus’ own writing is being
quoted directly.’

Taran denies that Speusippus is Diogenes’ main influence in this passage,
arguing that whilst Diogenes clearly differentiates between two kinds of perception
(Diogenes refers to aioOnoig adtogung and aicOnoig émotnuovikn) Speusippus does
not.” Speusippus rather differentiates between the two kinds of objects of cognition —
T vontd, and Tt aicBntd — the sensibles and the intelligibles, as Plato did before him.

Speusippus, however, might have been making a rather more subtle distinction than

* Obbink and Vander Waerdt 1991: 357-8.

> 1981: 432-3.

* This ‘contamination’ had led Tarrant (1985 : 96-103) to believe that the terminology derived from
Antiochus of Ascalon, who originally belonged to the sceptical Academy, and who in attacking the
Stoics used much of their philosophical language (see Cicero Lucullus, and OCD s.v. Antiochus).

° Taran 1981: 432n. 253.

6 Although this cannot be said to be conclusive, pace Taran in n. 5 above.
71981: 433.
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Plato, distinguishing between motnuovikég Adyoc and émotnuoviks afodnoic,® or,
rather, probably simply aiobnoig according to Taran (see below).

For Speusippus, ‘the musician’s faculty of perception possesses an activity
which can apprehend what is harmonious and which is not; this activity is not
spontaneous or innate, but acquired by the use of ratiocination’.” Also the pipe-
player’s fingers are brought to play well by practice, but reason plays a part in the
development of both skills. For Speusippus, ‘Sensation can share in the truth of
reason.’'’ The issue is that both the fingers and reasoning are required at the outset,
together, one skill does not precede the other. Speusippus is not discussing sensation
without reason.'" This sounds quite close to Aristotle, who seemed to identify
sensation with nous, the faculty which has an intuitive grasp of truth.'> Intuition
seems for Aristotle to be involved both before knowledge is acquired, but also
afterwards, to ‘make the leap to the ultimate archai’.">

Regarding sense-perception, Speusippus suggested that ‘perception
(aioBnoig) participates in the cognitive power of reason (Adyog) and is a faculty with
innate and unerring powers to discriminate’."* Taran adds, Speusippus postulates that
‘In [sense] perception there is a comparison, analysis and classification of the data
provided by the senses,””” but that the ‘knowledge of the separately existing
magnitudes is not direct, but derivative’.'® Taran plausibly remarks, therefore, that in
his view it is unlikely that émotnuovikn aicOnoig would have been Speusippus’ own
words, being, rather, Stoic terminology, and suggests that he would have used simply
atoOnoig.

Sextus’ account is clarified and supplemented by Proclus Eucl, p. 179

Friedlein, which quotes Speusippus’ account of intuition and discursive reason:'’

® Dillon 1993: 63.
® Taran 1981: 433. Diogenes refers to aicOnoig avto@vng, which is natural, a part of one’s nature,
something specifically denied by Speusippus in Sextus’ fragment, where he states ‘this activity,
however, not being self-produced, but an acquisition due to reasoning’.
91981: 427.
""" This sounds similar to the ‘dual criterion’ of sensation and reason, associated with the Peripatetic
school, and, in musical contexts, with Aristoxenus, on which see chapter 5, T5.v.11 ff., below.
12 See Guthrie 1978: 467, for Aristotle’s views in the context of Sextus’ passage on Speusippus.
" Ibid., and Aristotle, EN VI.10~11, 1143a12-b14.
41981: 54.
51981: 57.
'61981: 425, my emphasis.
"7 Taran 1981: F73 and commentary 422-31.
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[T2.App.2]  kaBéMov ydp, enoiv 6 Inedoinmog, GV 1 didvola v Orjpav moteitat
T pev obdeplav mokiAnv monoapévn S1€€odov mpoPdAdet kai mpoevTpemilel TpoOg
v uéAovoav (NTNolv Kol €xel TOUTWV EVAPYESTEPAV €magnV pdAlov f TtdVv
Opat@®v 1 6YPolg, Ta de €k ToD eVBEWG aipelv aduvatoloa kata petaPdotv € ekeiva

daPaivovsa kata TO dkdAovBov avT@V Emixelpel moieiobat T Onpav.

‘In general’, Guthrie translates, ‘says Speusippus, there are some things which
the intellect in its researches simply puts forward without any elaborate process of
thought, as preparation for the coming enquiry, and of these it has a clearer
apprehension than has sight of what is visible. Others it cannot seize upon
immediately, but progresses towards them by inference, and endeavours to track them
down by way of their consequences.’"®

Plato also divided ‘objects of cognition into intelligible and sensible’, as

discussed by Socrates and Theaetetus at Theaetetus 186 b—e where Socrates insists:

[T2.App.3] Is it not true, then, that whereas all impressions which penetrate to the
mind through the body are things which men and animals alike are naturally
constituted to perceive from the moment of birth, reflections about them with respect
to their existence and usefulness only come about, if they come at all, with difficulty
through a long and troublesome process of education? . . . If this is so, knowledge
does not reside in the impressions, but in our reflection of them. It is there, seemingly
and not in the impressions, that it is possible to grasp existence and truth.

(Trans. Cornford)

For Plato, therefore, reason is involved as soon as one gets beyond the raw
sense data. However, like Diogenes, but unlike Speusippus, ‘raw’ sensation is
recognised here, but neither Plato nor Speusippus in the texts quoted distinguish
between two sorts of sensation.

To return to Diogenes’ statement in T2.v.1, ‘[among the senses] the first are

called natural perception, the others a knowing perception’, lines 1-4. Diogenes goes

'8 Guthrie 1978: 466-7. Again, it is the objects perceived that are differentiated, rather than the means
of perception.
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on to accept that they are ‘inseparably connected’, and explains the detail of what they
will perceive rather than the detail of the different perceptions themselves. He later
explains that the ability to recognise harmony or otherwise has to be acquired through
education, and that only after this education is someone ‘adequately qualified to
prescribe the proper use of music in education and care for the soul’."” This would
seem to be similar to Aristotle’s remarks at EN VI.11, 1143b11-15, where he states
that those in need of moral educations should listen to the ‘undemonstrated assertions
and opinions of those experienced and older or practically wise. . . for on account of
their having an eye from experience they see correctly’.”’ Diogenes’ theory is only
briefly outlined, but his emphasis on the role of the teacher, as will be seen in chapters
4 and 5 would seem to endorse Aristotle’s view; perhaps Philodemus did not go into
further detail because general familiarity with Platonic and Aristotelian
epistemological theories would have made the point clear enough, and to go into
detail would be to digress.

As Guthrie remarks, the thoughts of Plato, Speusippus and Aristotle, although
not coinciding, were at least ‘converging’.”' Diogenes’ views of perception were, it
would seem, a little different. And, as Taran remarks, it is the confusion between ‘the
examples given in comparison with the thing which is being compared to them’*that
has led to scholars thinking that Speusippus has influenced Diogenes of Babylon.*
Taran seems to be correct, and the suggestion that Speusippus influenced Diogenes is

probably mistaken.

' Barker 2001: 353.
* DeMoss 1990: 75.
*! Guthrie 1978: 467.
21981: 434,

* Ibid. n. 259.
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Chapter 3

PHILODEMUS’ DE MUSICA (2)

What exactly did Diogenes say about the use of music generally, and did his
opinions differ from others who wrote before him? In his introduction to
Philodemus’ critique of Diogenes’ musical philosophy, Delattre remarks that
Diogenes ‘gave away’ various opportunities to Philodemus, and not least his ‘naive
and unmethodical’ views.! However, given Diogenes’ reputation within the Stoic
tradition, I cannot believe that his writings would have been as unmethodical as they
appear in this work; perhaps they only appear unmethodical because of the lacunae.
Had the work not been so damaged, it may be that his method of categorisation
would have been more apparent.” Perhaps indeed it is Philodemus’ way of reporting
that makes Diogenes’ views appear so unmethodical, and perhaps also so naive;
after all, as a member of the opposing school, Philodemus would have presented his
own views as being more carefully thought out — certainly some of his criticism is
difficult to fault. But rather than Diogenes being naive, perhaps Philodemus does not
fully understand, or chooses not to understand, the essence of Diogenes’ argument.
From the tone of Philodemus’ critique, the latter would seem more probable,
although this will in all likelihood never be known, but given that this debate about
the ethical qualities within music continues still today, it would be wrong to dismiss
Diogenes purely because of Philodemus’ method of reporting.

Unlike any of the earlier writers on music who could have been, and indeed
in some cases were likely sources or influences on Diogenes’ own theory, Diogenes
only once discusses the modes by name — in the whole of Philodemus’ text there is

only one reference to the Dorian and Phrygian modes, discussed in more detail by

! Delattre 2007: Introduction to Part II of the De Musica (columns 56-140, 14), at vol. II, pp. 110-11.
? Indeed, Andrew Barker suggests that Philodemus’ very presentation of Diogenes’ arguments,
starting with column 119 suggests that ‘the facts had been carefully sifted and organized, through a

deliberate exercise in sociological classification that goes well beyond the commonplace’ (2001:
360).
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Plato, Aristotle and their commentators.’ This would seem to make Diogenes almost
unique in the extant musical writers. Rather, Diogenes uses the terms ‘enharmonic’
and ‘chromatic’, terms that are found in one other source that is probably earlier
than Diogenes himself, but a text that holds the opposite view of music: that is the

fourth-century BC document known as the Hibeh Papyrus.* It states:

[T3.1]
Aéyovot 8¢ ¢ TV peA®dv tla] pev éykpateic ta 8¢ @povipoug, T 8¢ dikaioug T d¢
avdpeiovg ta ¢ dethovg motel kKak®G €100teg Gt1 oUte Xp@dua detAovg oUtTe appovia
&v &vdpeioug motfoelev ToUC alTHL XPWUEVOLG . . . (ote [olte] xpdua de1lovg olte

&puovia avdpeiovg.’

They [the harmonicists] also say that some melodies make people self-disciplined,
others prudent, others just, others brave, and others cowardly, not understanding that
the chromatic cannot make cowards nor the enharmonic make brave men of those
who employ it . . . The chromatic does not make people cowardly, nor the

enharmonic brave. (Trans. Grenfell and Hunt, with amendments)

Diogenes of Babylon was convinced that music was useful to every part of
life, and I will discuss Philodemus’ presentation of these views, in two broad
sections in this chapter. In the first section, I will deal with his writing on music
generally; in the second I will discuss the use of music for religious purposes. I will
also discuss Philodemus’ criticisms, often voiced at length, if not necessarily in any
more detail, in parallel. Diogenes’ views on the use of music in education will be
discussed in chapters 4 and 5, in parallel with discussion of the views of Plato and

Aristotle.

* On which, see chapters 4 and 5 below.

* This papyrus was found by Grenfell and Hunt in 1902 in the Fayum region of Egypt, and was so
named, presumably, after the town in which it was found. P. Hib. 1.13; extract from cols. 1.15-2.6.

> Accents inserted.
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(i) Diogenes’ views on the use of music generally

Diogenes asserted that music is ‘a universal activity, since everyone, Greeks and
barbarians practise it’, T@v 8¢ kowv@v eival Tt kal TV povcikAv: mdvTag ydp,
“EAANVAc te kal PapPdpouvg adtit xpficBar,’ and he lists a number of pursuits in
which music plays an important part, which I will discuss below.

Like Plato and Aristotle before him, he allows that:’

......... v ol " €i-

vat pdvov adtlrv xpriot-
pwtdTnv Tpd]c Sraywynv,
GAAG Kol Tpoo]iKeLy Toel-
oBat [povoik]nv wg £tv-
XEV, oU) 8nwc [lc] puoiknv
ndovnv uévov], ud Aid, Taig

xopdaic mposddwpev:

not only is music very useful for a life of leisure, but also it befits us to practise it as
and how it chances, not by Zeus in order to sing in accompaniment to stringed

instruments for natural pleasure alone.

Rhythms and tunes are, according to Diogenes, agreeable to everyone, and
people will seek them out naturally, without needing to be encouraged by

education.?

[T3.i.2]
€V0E-

w¢ 8¢ kai maorv 1)]8éa Tadt  €i-

% Column 25.6-9.
" Column 12.1-8.
8 Column 17.8-13.
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vat Kal dv]tag émdnteiv
QLOIKQDG, €€ 00]dem1dg d1da-

x7is [fi] €€ €0ovug mpoayxOévrag,

AN GoTEp AVTOUETOVG GLV

Just as the beauty and utility of movement and rest is demonstrated by
gymnastics, so painting for its part teaches the eye about beautiful objects. As for
music, even if it seems less necessary than these other two [arts], in fact its beauty is
pre-eminent if it is grasped by hearing (tfig 8¢ povoikfic & uév dvaykaiov frrov
TOUTWV EXELV, TO 8¢ KaAOV udAioT €dv Tic €mPoAfit dxovotit xpfitar).” In a column

that might be a direct parallel to this claim, Philodemus writes:

[T3.i.3]
‘Apio]té€evog [8¢] thv Splaoty
kad Tl dxo[nv Aléywv [kai
yeyev]fioOat to kOpiov th[g d1-
avoi]ag kai Ostotépag t[Ov
A w]v aicBricewv, o0 u[6-
vov d1a to teTve®cBat §[1-
émm|tev, GANX ko 810 TO [Aé-

yew] mpodyerv kai nai[da,

dvta] mavteAdc dvav[dpov,

gl avd]pelag mapaokevd-

Covoav]

[Moreover| when Aristoxenus said that sight and hearing [make up] the most

important part of the intellect and are more divine than the other senses he was

wrong not only because he was indulging in pretentious stupidity, but also because

° Column 27. That is, the beauty of the music is less-immediately apparent and so you have to listen
carefully to appreciate the full meaning.
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[he said] that it [music] could incite even a child, a being totally lacking in

[courage], preparing [him for] acts of courage. . . "

If this is indeed a direct response to the claim made in column 27 cited
above, then it strongly suggests that Diogenes might have quoted Aristoxenus by
name as an authority here. Certainly there is a lacuna of some twenty-four lines at
the end of column 25, and the whole of column 26 is missing. There are, however,
no references to Aristoxenus in any of the extant columns within Diogenes’ section
of the work. He is mentioned just twice in the text as we have it today — once at
column 109 as above, and once again at column 143, within Philodemus’ general
conclusion to the whole work. It would be a little surprising if Diogenes uses
Aristoxenus as an authority here given that if my understanding of Diogenes’
musical philosophy is correct, the two would not have shared many views. It may
be, however, that Diogenes used his name here to indicate that he had read his work
— as mentioned in chapter 1, Aristoxenus was, after all, probably one of the most
important musicologists before him — and sought a point on which they would have
agreed to show that he was ranging across many sources.'' Philodemus does suggest
that Diogenes is writing more as a historian than a philosopher, and so perhaps

indeed his work was as much a musico-history as musical philosophy.

Diogenes writes further on the uses of music:'

[T3.i.4]

Kot]vijt uév yap mpog tag mo-

10 Column. 109.28-38; see Delattre 2007: vol. I, 40 and vol. II, 203.

! For further discussion on Aristoxenus and the likelihood of his being one of Diogenes’ sources, see
chapter 5, section 5.v, below.

12 Column 39.35-44. A similar report on the use of music within sport is made by [Plutarch] at De
Musica 1140D, ‘Nay even now it is the rule to conduct the pentathletic contests to the sound of the
aulos. The music, to be sure, is in this case nothing distinguished or in the classic style, nor like the
pieces that were the rule among the men of old, such as Hierax’s composition for this contest which
was called Endromé; yet feeble and undistinguished though the music is, the aulos is nevertheless
played’ (Loeb translation).
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Aept]kag toic év th odAmly
yt] kai vOv t6 oA A 00g
OV EJAMvwV xpficOat, Ti-
o1] 8¢ kal T 1diq T@V av-
TV *, pog 8¢ Tag GO oE1g
Kai] tht odATyyt onuailve
oBat t]ov oAepikov véulov,
Stalv [tpléxwory émi to t[é-
Ao¢] toic 8¢ mevtddAoig
]V dAowv kai tov difav-

Ao]v a0AG emoinodat.

In fact, to accompany wartime activities in public, most Greeks today play nomes on
the trumpet, and some of the same nomes are played in private. And to accompany
athletic activities, it is on the trumpet also that they sound the war-like nome when
the runners are running towards the finishing line. In the pentathlon on the other
hand, it is to the sound of the aulos that the competitors engage in the jump and the

‘double stade’.

There would seem nothing new here and most ancient writers on music
would have discussed such uses.”” There are also many images of athletes or pipe-
players marching with hoplites into battle. For example, the Chigi vase, a small
oinochoe dated to the third quarter of the seventh century BC," depicts a hoplite
phalanx marching into battle to the sound of a pipe-player; Thucydides wrote that

'3 E.g. Pausanias V.7.10 on the introduction of the flute to accompany jumping in the pentathlon, and
V.17.10 for the description of a wooden chest depicting, amongst other things, athletes competing in
various contests, and an aulete with pipes standing by; Philostratus, De gumnastica 55.

4 Painted in Corinth, this vase was found at Veii in Etruria and now stands in the Villa Giulia in
Rome.
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the Spartans used the piper to keep the phalanx in step so as not to break ranks."
Diogenes’ discussion doesn’t suggest that music was used in any different way, and
adds that the piper sounds the signal to order the attack. Philodemus claims,
however, that rather than the sound of the music, it is the warriors themselves, and
their war cries that encourage their own soldiers, and strike fear into the hearts of the
enemy. '

Diogenes moves on to discuss the music of the theatre:
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and to accompany pantomime gestures, they play an air bearing the same name on
the aulos. And the Argives too, for their wrestling, bring on the aulos. Furthermore,

music was also used to accompany the movements of the chorus, the

'S History of the Peloponnesian Wars, V.70.

'S Delattre remarks in his notes to this column that Philodemus is seeking here, as elsewhere in De
Musica, to persuade his reader that it is the words that are sung or spoken, and not the sounds of the
music, certainly not bare sounds without words, that will have any effect on the minds or souls of the
hearers.
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gumnopaidiai,'” dances in arms and the theatrical dances — tragedy, satyr and
comedy. Amongst these latter, the most beautiful was the tragic dance . . . of fathers

and old men'®, . .

Again, there is nothing really new here — music was traditionally a
significant part of everyday life in ancient Greece and its uses are attested by many
writers."

Diogenes moves on to claim that music could feed amorous desire, but also
could console the chagrins of love, and this ability to seduce or comfort was of
particular use to the lyric poets of old.** He remarks that Chamaeleon®' was not
incorrect when he said that the comic authors also used a similar genre, but they
wrote in their enigmatic form in their nomes about food and drink and gave them

their own characters.

[T3.i.6]
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" Gumnopaidiai are discussed by Athenaeus at Deipnosophistae XIV: 631b, as being similar to the
anapale of the ancients, and the Spartan festival of Gumnopaidiai is also mentioned by [Plutarch] at
De Musica 1134c. The gumnopaidiai are reputed to have been founded by one Thaletas of Gortyn,
mentioned by Diogenes later at column 47.23-30, and by Philodemus at 132.37-133.3. See, below,
pages 669 for discussion of Thaletas.

'8 Column 39.46-40.14.

!9 E.g. Homer, of course, Plato, Aristophanes, Athenaeus, Plutarch and Pausanias.

20 Columns 43 and 47.

2l Col. 47.5. The Peripatetic writer from Heraclea Pontica, dating to around 350-281 BC; see fr. 1
Wehrli, and fr. 176 Wehrli (= D.L. V.92), a contemporary of Heraclides of Pontus; OCD 3rd edn
s.vv. This might indeed be an indication, as will be suggested below, that Diogenes’ principal sources
might have been the Peripatetics.
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In his critique, Philodemus once again accuses his opponent of confusing the

poet with the musician.”

‘As far back as you can go towards our origins’, writes Diogenes, ‘melody has by

its nature had the [power] to incite motion and to arouse actions’.

[T3.i.7] "AvwBev
&' ] Exerv @Uoel TO péhog Kivn-
TIKOV TL, TAPACTATL-

koOVv [k]al mpog Tag mpdéerg. . . >

And Diogenes cites the examples, first of Orpheus charming the stones [with
the power of his voice] (t@t pepvOebodar te "Oppéa OENEAL TAG METPAG KAUTALG),
contrasting this anecdote with the case of Amphion, who made his workers submit
to his will (A& Augiova movodvtag mapiotdodat).” He then immediately moves
on, without any further comment, to talk of Ptolemy’s rowers, who were unable to
move their boat effectively until Ptolemy instructed the famous aulete, Ismenias, to

accompany their actions.”

2 Column 131.17-34.

2 Column 41.17 ff. Note here that Diogenes uses melos rather than mousike.

#* Column 41.21-5. The OCD s.v. Amphion actually credits Amphion with ‘walking around the site
of Thebes playing his lyre and charming the stones into a wall’, very similar to Diogenes’ claim.
Apollodorus’ Library 111.v.5, writes ‘And having succeeded to the sovereignty they [Amphion and
his brother Zethus] fortified the city, the stones following Amphion’s lyre’(Loeb translation). Frazer,
the translator, refers to the incident as ‘the miracle of the music’ p. 339.

2 Delattre (2007) suggests that the Ptolemy here referred to was in all likelihood Ptolemy I Soter.
The aulete Ismenias was known before 339 BC, and it seems that he was accorded much respect by
Zeno of Citium. He is cited by Diogenes Laertius at VII. 125 as ‘[playing] all airs on the flute well’,
and mentioned by Plutarch at Non Posse 1095F, ‘Do the Epicureans not make the Scyth Ateas look as
if he had more music in his soul — who swore, when the flute-player Ismenias was a prisoner and
performed at a banquet, that he found greater pleasure in the whinnying of a horse!” (Loeb
translation). I have been unable to find any earlier reference to Ismenias than this, although he is
again mentioned by Diogenes Laertius at IV.22 in his chapter on Crates, the Head of the Academy in
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In his parallel critique, Philodemus makes no mention of the name of the
aulete. He mocks Diogenes’ claims that music incites movement with ‘if as he
affirms, it is Providence that introduced it [music] for this end, then we will not

waste time examining it!"** And he moves on to suggest that:
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the third century BC. Diogenes (Laertius) states that Crates and Polemo ‘did not side with the popular
party, but were such as Dionysodorus the flute-player is said to have claimed to be, when he boasted
that no one ever heard his melodies, as those of Ismenias were heard, either on shipboard or at the
fountain’. I take this to imply that Ismenias was a well-known aulete, who would have played at
many public events, whilst Dionysodorus might have been more choosy about where his
performances were held. If Zeno thought highly of Ismenias, however, Diogenes of Babylon would
surely have heard of him via the Stoic tradition. A search of the internet under ‘Ismenias’ has
brought up an introduction to The Praise of Music: Wherein besides the antiquitie, dignitie
delectation and use thereof in civill matters, is also declared the sober and lawfull use of the same in
the congregation and Church of God, written by the Oxford Aristotelian John Case in 1586 (although
authorship is now a subject of some debate). An excerpt from chapter 4 of Praise states ‘By the help
of musicke Ismenias a Theban musician, restored men sicke of an ague, to their former health.
[http://www.philological.bham.ac.uk/music2/intro.html]. Two earlier musicians credited with similar
feats are mentioned by Diogenes at column 47, on which see below, pp. 66—9. Another example also
used by Diogenes is found in the same chapter of the Praise.

2% Presumably Divine Providence, for which Philodemus, as an Epicurean, would have no time. The
Epicurean school did not believe in Divine Providence, nor did they believe that the gods would
intervene in men’s lives on earth. Any argument based upon gifts from the gods would have been
ridiculed by orthodox Epicureans, as indeed they are by Philodemus in this treatise. Delattre remarks
that here Philodemus refuses to enter into any theological argument (2007: vol. II, 225), but simply
once again resorts to ridiculing his opponent (col. 121.22-30).
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And by definition, he says, melody is by nature kinetic. Whatever it was that led him
to such a stupid idea — it’s probably the fact that those who row on boats, and those
in former times who brought in the harvest and produced wine, and many other
manual workers were seen to be closely associated with certain musical instruments.
It is exactly this that Ptolemy did for his rowers as my adversary wrote. However, it
isn’t because tunes set into motion and carry one towards actions that those who
supply the music [set themselves to it, attend to it], nor that these latter see their task
through, whereas without music they have a lesser capacity, but the reason for this is
that they do not pay attention to their work, and because of the fact that pleasure is

mixed with it, they execute [their work] with a lighter heart.”’

Philodemus’ argument seems difficult to fault here, and he moves on to
assert, in the context of Diogenes’ claims for Orpheus, that Diogenes was ‘raving’
when he claimed that music itself could set souls and bodies into motion. He

remarks that the myth of Orpheus was today usually called hyperbole (kai vOv fueig

7 Columns 122.2-25. In a note to Aristides Quintilianus De Musica 11, 3, where Aristides remarks
upon music’s ability to ‘take away the hardship from sailing and rowing and from the hardest kinds
of manual labour, easing their toil’, Barker suggests (1989: 462) that there was probably in existence
‘a more or less standard compendium of [such] instances’. Certainly Aristides’ comments
immediately recall the Philodemian passage.
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v’ eldBauev UnepPolikdg Aéyewv).”® But, he does concede that if one does want to
use the example of Orpheus, the fabled musician should be seen as analogous to an
aulete playing from the bow of the trireme at the head of a team of rowers rather
than the ‘delirious images of my adversary!” (1 ta tovtov Anpripata). However,
one does wonder whether Philodemus deliberately reports Diogenes’ beliefs in such
a way to make them sound all the more unbelievable, thus making his own critique
sound all the more reasonable. It is interesting that in introducing the anecdotes of
Orpheus and Amphion, Diogenes states ‘according to legend’ (t@t pepvBedobat).
This appears to be the only case where he distinguishes ‘legend’ or myth from
history, and I would suggest that this must be deliberate. For a Stoic to argue that
music itself contains éthos, as 1 argued in chapter 2, then there must be some
cognitive value to it. But to suggest that music could have an effect on inanimate
objects as well, surely reduces it so some sort of magical effect; indeed the verb
Diogenes uses with respect to Orpheus moving stones is 8éA&a1, which in itself
suggest magic, and thereby opening up the way for Philodemus’ stinging rebuke.

However, there is a discussion in Aristides Quintilianus’ De Musica 11,
where Aristides states that although some people might initially seem to be
unmoved by the music, everyone will in the end be affected by it. Perhaps, therefore,
Diogenes’ reference to the effect of Orpheus’ music on the stones is a deliberate
metaphor for such situations.

Diogenes doesn’t only use mythical characters to illustrate his points,
however; he also uses apparently genuine historical characters. One ancient
musician Diogenes used as an example of music’s power is the seventh-century
Thaletas of Gortyn, in Crete. Although the name of Thaletas is not preserved within
Diogenes’ own text, Philodemus’ parallel detailed criticism makes it clear that he
(Diogenes) claimed that Thaletas had visited the Spartans, at their request, following

a Pythian oracle ordering them to invite him to Lacedaemonia. Apparently he put an

2 Column 122.25-32.
% Book 1II, chapter 4; for more on this, see below, T3.i.27 and discussion.
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end to a plague (but see further below) through the playing of his music. According
to both Diogenes and Philodemus, Thaletas also set up an ex-voto.”

Philodemus writes:
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This story appears in few other sources today, none of them earlier than
Diogenes, although Thaletas is known through Ephorus,’' a fifth-century writer, who

records that Thaletas introduced the paeonic and cretic rhythms.”> Although he was

* Diogenes’ very lacunose text at column 47.23-30; Philodemus’ rather more complete criticism at
132.33-133.3.

3! Strabo 1.1.1 suggests that Ephorus was a contemporary of Democritus, Eudoxus and Dicaearchus,
and names Eratosthenes, Polybius and Posidonius as their successors. The OCD dates Ephorus to c.
405-330 BC.

32 Strabo X.4.16-17. FGrH 70 F 149, and [Plutarch] De Musica 1134E. More on this below.
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known as Thaletas, Pausanias 1.14.4 writes of a Thales,” who ‘stopped the plague at

Sparta’;** [Plutarch] writes at De Musica 1146c:

[T3.i.10] the Cretan Thaletas who is said in accordance with a Delphic oracle to
have visited Lacedaemon and by means of music to have brought health to the
people, delivering Sparta, as Pratinas™ asserts, from the pestilence that had broken

out there’.*

Plutarch also records the event in his Life of Lycurgus 4,” in rather more
detail, and from this it would appear that the ‘plague’ was indeed civil unrest rather
than a disease. This would seem further confirmed by Philodemus’ unequivocal
statement, at T3.1.9, line 39, that it was civil unrest (tfi¢ diyovoiac), and so Barker’s
doubts about the exact meaning in [Plutarch] (see n. 36) are now unnecessary.

Barker notes that it is probable that Thaletas wrote music for stringed
instruments rather than the aulos, although he probably ‘composed new rhythms
drawn from the repertoire of the aulos’. Cretan music was based primarily on

stringed instruments.”® Plutarch confirms in his own De Musica that:

[T3.i.11] while Polymnestus, after the introduction of the Terpandrian style,

employed a new one, although he too remained faithful to the lofty manner; so too

3 Strabo X.4.19 associates Thales with Lycurgus. This Thales and Thaletas are probably one and the
same person; see OCD s.v.

** Pausanias Guide to Greece vol. 1, trans Peter Levi. Penguin: 1971. Levi suggests at p. 43, n. 81 that
Thales and the other men being discussed at the time ‘seem to have been real shamans, who were
soon lost among legendary achievements and falsely attributed writings’.

3 Possibly Pratinas of Phlius, who according to the Suda, competed in the 70th Olympiad in 499-496
BC, but it is not certain that this is the same man.

* Andrew Barker, in his note to 1134B (where Thaletas is first mentioned) of his own translation
remarks, that although Thaletas was reputed to have put an end to a plague by means of music,
‘whether it was a real epidemic or a metaphor for unhealthy political unrest is not clear’.

37 Plutarch, Life of Lycurgus 4, 2-3. Plutarch writes, ‘Now Thales passed as a lyric poet and screened
himself behind this art, but in reality he did the work of one of the mightiest lawgivers. For his odes
were so many exhortations to obedience and harmony, and their measured rhythms were permeated
with ordered tranquillity, so that those who listened to them were insensibly softened in their
dispositions, insomuch that they renounced their mutual hatreds which were so rife at that time, and
dwelt together in a common pursuit of what was high and noble.’

¥ Athenaeus 627d; [Plutarch] De Musica 1140c, ‘Others march into battle to the music of the
lyre.The Cretans are on record as having long maintained this practice’; Barker 1984: 215, n. 75.

68



did Thaletas and Sacadas, these also, at least in the conduct of rhythm, being

innovators, but nevertheless not departing from the lofty manner.*

This might suggest that Diogenes is displaying a dislike, as evidenced in
Plato and Aristotle before him, of ‘New Music’.** [Plutarch’s] comment that
Thaletas had retained ‘the lofty manner’ suggests that in using him as evidence,
rather than a later musician, Diogenes is ensuring that the story displays the use of
appropriate, higher, music, rather than the [suggested] frivolous and even dangerous
style of the ‘New Musicians’.*'

Delattre remarks in his note on the event that only Philodemus’ De Musica
mentions the ex-voro,” and indeed I can find no other reference to it. Diogenes
would seem therefore to be using a source that once again is no longer extant.
Rispoli has suggested that his source may have been Heraclides of Pontus.”
However, as Heraclides’ works are also known only in fragmentary form, it is again
unlikely that this can be known for sure.

A second historical rather than mythical figure referred to as evidence of
music’s power to heal or calm is Terpander, a seventh-century musician of some
importance.* This reputation seems to be borne out by the number of writers who
have referred to him.*’ Diogenes refers to him only briefly, and without introduction,
immediately after his claim for Thaletas.* Philodemus’ own critique provides a little

more information:*’

[T3.i.12] O0 meBopeba d ovde Td1 Tép-

* De Musica 1135cC.

“ For more discussion of ‘New Music’, see chapter 4, pp. 118 ff.

*1'T will discuss this possibility below, pp. 118 ff.

2 Delattre 2007: vol. 11, 368, n.8.

# Rispoli 1969: 225, see also Delattre 2007: vol. II, 367, n. 4.

* Barker (1984: 208, n. 18) states that Terpander was treated as the greatest of all musicians after his
time in Sparta. Athenaeus (635¢) writes that he instituted and won the kitharodic competition at the
Carnea. He had four victories at the Pythian Games, and is thought to have invented the seven-
stringed kithara.

4> A search of the TLG shows some thirteen ancient authors to have mentioned Terpander, the oldest
source, apart from Diogenes being Diodorus Siculus, who probably was using Ephorus as his source.
* Column 47.31.

*" Column 133.4 ff.
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And we are no more persuaded, on the other hand, by the story of Terpander who by
prediction of the oracle was invited to put an end to the civil unrest even if, indeed,
many enthusiasts of music agree about the event, and if my adversary (he is almost

alone in this case) makes him sing in the common meals.

Once again, [Plutarch] recounts what seems to be the same event:

[T3.i.13] That furthermore the best-regulated states have taken care to concern
themselves with music of the grand style we could show by citing many examples,

especially Terpander, who settled the civil strife that had broken out in Lacedaemon

48

It seems that Philodemus was correct when he confirmed that ‘many
enthusiasts of music agree about the event’; unfortunately most of the authors who
record it whose writings remain extant, were even later than Philodemus.

Diogenes then moves to discuss the example of another seventh-century lyric
poet, Archilochus, who was supposed to have said that ‘mortal men are charmed by
song” (knAéetar § * 6tig Ppot®dv aordaic), and gives the example of the Carians,

when, on the occasion of an eclipse or an assembly, a tumult erupted, but were

8 [Plut.] De Musica 1146B—C.
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quietened by the playing of the most calming music, becoming milder until the

madness came to an end and they returned to normal.*’
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The question of whether the original text discussed an eclipse or an
assembly is probably rather academic. I can find no other reference to such an
incident, and the example merely presents another occasion when the soothing
music was able to restore calm and order to the gathering. Delattre remarks, ‘Un
phénomeéne comme celui des éclipses de soleil faisait peur, et il n’est pas
invraisamblable que, une sorte de panique prenant la population en cette occasion,
les Carians, réputés pour leurs auloi aux sonorités trés aigués utilisés lors des
funérailles, aient eu I’idée de calmer le tumulte au son de I’aulos, jusqu’a la fin de

>0 Here,

I’éclipse. On comprend habituellement: <au cours des [assemblées]>. . .
Philodemus chooses not to comment upon his adversary’s discussion — whether
because he didn’t consider it worthy of argument or because he couldn’t argue
against something that actually happened is impossible to tell. I do, however, find it
a little surprising, given Philodemus’ habit of mocking Diogenes’ examples
whenever he can, that no mention is made at all within his critique. He merely

interpolates ‘It is in this way that my adversary comes to the end of this question.’

4 Column 49, lines 39-46. The word ékheiyeot in line 40, inserted by Gomperz (1885) is doubted by
Delattre, but indicates both o and ¢ as doubtful. ékkAnoiaig was suggested by Rispoli.
0 Delattre 2007: vol. I, 81.
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Immediately after Diogenes’ words, there is a lacuna of some twenty-six
lines. It appears from the parallel columns in Philodemus’ criticism that Diogenes
moves on to discuss music’s link to justice, and it is quite possible that Diogenes
quotes Plato as an authority, as Philodemus remarks that ‘if Plato wanted to say the
music aided towards justice we would have expected some demonstration on his
part’.”! Furthermore, when Diogenes’ text becomes legible again, a discussion of the
lawgivers and their involvement in choosing suitable music for education follows. I
will return to that discussion later.”

It is interesting that Diogenes cites historical figures alongside mythological
figures, apparently without differentiating between their status. Is the presence of the
historical figures intended to make the fictional characters more realistic? It is
interesting also that it is the seventh-century figures that are given prominence, and
perhaps indeed it is the fact that they were the writers of music in the ‘grand style’,
that makes them worthy examples in Diogenes’ eyes. Certainly the ‘musical
innovators’ of the fifth century must have been in his mind. At column 31 Diogenes
refers to earlier times, when innovations in music were prohibited, in a manner

reminiscent of Plato:
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31 Column 138.22 ff., and accompanying notes, vol. II, 269-70; 437-8.
2 Below, chapter 4, T4.15 and discussion.
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. .. an early institution of the law which allowed everyone to practise music whilst
forbidding the introduction of innovations. But the disposition that flourishes today
is very different. And regarding the styles of dithyramb, if you compare that of
Pindar and Philoxenus you will see a great difference in the characters they present

although the style is the same.

Philoxenus, who lived c¢. 435-380 BC was a famous dithyrambic poet.
Pherecrates, an Athenian comic poet, who won his first victories at the City
Dionysia and the Lenaea between 440 and 430 BC,” and a fragment of whose
writing is preserved in [Plutarch]’s De Musica,”* introduces him as a ‘musical
innovator and corruptor of traditional music’.” Aristotle confirms that Philoxenus
tried to compose his dithyramb entitled 7he Mysians in the Dorian mode, but was

unable to and had to revert to the traditional mode, the Phrygian:

[T3.i.16] Composition itself makes it clear how the dithyramb is by common
consent a Phrygian form. People who work in this field of study bring many
examples to prove it, including Philoxenus, who when he tried to compose his
Mysians in the Dorian mode, was unable to, but fell back again into the appropriate
harmonia, Phrygian, compelled by nature itself.”

157

An anonymous papyrus fragment found in Egypt in 1891°" would seem to

confirm Diogenes’ affirmation that ‘laws’ were in place in earlier times regarding

3 Diodorus Siculus XV.5 places Philoxenus in Sicily with Dionysius of Syracuse in 386 BC. For
more on Philoxenus, see the Appendix to this chapter.

* De Musica 1141D-1142A.

5 For Pherecrates at the Lenaea, see Plato Prz. 327d.

36 Aristotle, Politics VIII. 1342b.

7 P.Graec. Vindob. 1996a and b (MPER n.s. 1.22). This papyrus could be the remnants of a treatise
on the dithyramb, and some scholars suggest that it might have been written by Melanippides himself
(even though in that case he would be referring to himself in the third person) in the second half of
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the correct ‘modes’ to be used for different types of music. This fragment confirms

that the ‘Dorian harmony was inappropriate to Dionysus’ (i.e., the dithydamb):
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the fifth-century BC. (Paper given by Luigi Battezzato at the Institute of Classical Studies, London
entitled ‘Dithyrambs and Greek Tragedy’, on 2 March 2009).
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. since he was not unaware that one could think that the suffering (pathos)
required some sort of lamentation (¢hrénos), and since he knew that the dithyramb
[encompasses anything] sooner than [lamentation]. . . and since he thought that it
[the dithyramb genre] was inappropriate (allotrios) to the suffering (pathos), and the
presence of the Dorian harmony was inappropriate to Dionysus. [Choosing] the
intermediate of the two [options/harmonies?]. . . he thought the tune was a delicate
one [i.e. too delicate] for widespread appearance, and especially in the passage that
goes: ‘what sort of frenzy (lussa) to the mind (noi), what’. . . and Melanippides
arranged each [harmony] according to what was appropriate to them. This is
demonstrated by Telestes. ‘We stir up a newfangled song. Stir up the foot of the

Spartans.” 8

[Plutarch] confirms that Melanippides, Philoxenus and Timotheus did not
keep to the traditional music,” and provides more information regarding the contrast
between the styles of Pindar and Philoxenus, mentioned by Diogenes, during a

discussion upon the importance of correct training and instruction in music:

[T3.i.18] Yet, when [Telesias of Thebes] set out to compose music and tried his
hand at both manners of composition, Pindar’s and Philoxenus’, he found himself

unable to achieve success in the latter; and the reason was his excellent training from

boyhood.*”

% Translation Battezzato, with amendments. Another part of the papyrus mentions Philoxenus as
well, although the context is too lacunose to make any real sense. This would seem to be worthy of
investigation at a later date as the discussion would seem to bear a real resemblance to that of both
Diogenes and [Plutarch].

% [Plutarch] De Musica 1141C—F.

% [Plutarch] De Musica 1142C. In his commentary on this passage, Lasserre (1954: 174) writes: ‘Le
choix de Pindare d’une part et de Philoxéne de 1’autre pour répresenter, sous le rapport de la morale,
les deux tendances contraires de la musique et particuliérement de la musique dithyrambique parait
avoir été traditionnel car ils les polarisent également chez Philodéme, De mus. [31] van Krevelin.’
[Plutarch] claims to be reporting what Aristoxenus wrote, but this exists only in fragmentary form
now (fr. 76 Wehrli). Telesias seems otherwise ‘unknown’ (Loeb translator note, p. 425, n. h).
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Clearly Philoxenus’ music was not approved of, and considered inferior to
that of Pindar, although Pindar too justified some use of innovation, stating that the
old style was ‘drawn out like a rope’.®" However, Pindar is obviously held in some
regard by Diogenes, certainly in comparison with Philoxenus. Dionysius of
Halicarnassus, in his De compositione verborum links Philoxenus with Timotheus, a
famous innovator, and a musician who claimed to be the ‘successor’ of Terpander,
discussed above, pages 69-70.

Dionysius writes:

[T3.i.19] The dithyramb composers used to change their modes too, making them
Dorian, Phrygian, and Lydian in the same song . . . I mean the composers of the age
of Philoxenus, Timotheus and Telestes, because with the ancients the dithyramb was

just as regulated as everything else.*

Philoxenus was clearly renowned amongst ancient writers on music as a
musical innovator, his work entitled The Cyclops also being parodied by
Aristophanes in Plutus, and so the mention of him by [Plutarch] is not that unusual.
But the comparison of Pindar and Philoxenus in the same context, pace the remarks
of Lasserre,*® could suggest that the writer had read either Philodemus’ work, or at
least a work that referred to it. I have seen no other use in other musical writers of
both Pindar and Philoxenus as examples of the different styles of dithyramb, even
though both Plato and Aristotle, to name but two, were eloquent in their
condemnation of the misuse of musical genera.

In a fragment of his Persae,* Timotheus writes:

' Fragment 70b; West 1992: 344,

2 De comp. verb. 131.

% Above, n. 60.

% Timotheus fr. 15, PMG 791. Translation from Barker 1984: 96.
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[T3.i.20] . . . Terpander yoked music to the ten songs — and it was Aeolian Lesbos
that bore this famous man. . .And now Timotheus with his eleven-struck metres and

rhythms makes kitharis spring up anew. . .%*

Timotheus appears to be discussed briefly by Diogenes at column 43.23,
although the restoration is not definite. Only the letters 16 can be read today, but the
name does fit into the context of a discussion of the fifth-century poets Agathon,
Democritus and Nicander, all of whom seem to be accused of ‘effeminate
comportment’. All three were contemporaries of Timotheus, and it may be that
Diogenes was presenting examples of the types of music that were not considered

suitable.

The musicians discussed in this section so far, mythological figures apart, are all
musical figures that appear elsewhere within other musico-historical accounts. At
column 38, Philodemus remarks that his opponent discusses his views on music as a
historian rather than as a philosopher, and to an extant this would seem a fair
comment. There is nothing particularly Stoic about the theory presented in this way
— Plato and members of the Peripatetic school would have all been familiar with the
musicians Diogenes discusses, and it is clear in some instances that Diogenes has
used the Peripatetics as a main source. Only the use of mythological characters
would seem to indicate that this is a Stoic writing. Indeed it has been suggested that
[Plutarch] used Diogenes as one of his main sources for his own De Musica;®
certainly many of the characters discussed by Diogenes appear in the later work,

often, however, with much more detail added.

% The ‘eleven-struck’ refers to the eleven strings with which tradition links him as opposed to
Terpander’s seven strings. See West 1992: 362.

% Conversation with Professor Dirk Obbink in Herculaneum in June 2006; also D. Babut, Plutarque
et le Stoicisme, Presses Universitaires de France, 1969.
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It is clear that it is not only music with words that Diogenes considered useful for
life. It appears that he also considers instrumental music®’ to have some power over

 and as evidenced by an anecdote

the soul, as argued elsewhere in this thesis,’
related in various forms by a number of philosophers, but as far as I can tell,
Diogenes is the earliest philosopher to discuss it. It appears in column 42, lines 36—

45 of Delattre’s reconstructed text:

[T3.i.21] Kol KATOOTOAL. . ... .. .. -
Ewv émtl. .. Joyel.. ... ....

tévov Tva Ko, . ... ...

MuBaydpav &e[..... ....

.. Jaywydtepov[..... ..

pebulévtwv kadel. . ... ...

.. aOA]ntpida v[..... ...

oo vavl L mal. e

..... Joug to onfovdeiov .

....]xaitodtov[..... ..

It must be said that the text is too fragmentary to make any real sense, but it
bears so similar a resemblance to the anecdote related in Sextus Empiricus that |

would suggest it must be relating the same tale:*

[T3.i.22] 0 yoOv [MuBaydpag perpdkia Umo péONG EkPefaryxevpéva mote Beacduevog
WG UNdEV TV pepnvoTowv Ola@Eépely, TAPHVESE TH GUVETIKWUALOVTL TOUTOL§
aOANTH] TO omovdeiov avToic émavAficat uéAog tol 0€ TO mpostaxfev moIoavVTog

oUtwg aipvidiov petaPalelv cw@povicOEVTag WG €L Kal TV dpxNV Evigov.

%7 That is, music written to be played without the accompaniment of, or indeed to accompany, words.
% See, in particular, the comparison between Diogenes’ column 51 and Plato’s Laws II. 669b—e in
chapter 4 below, T4.13 and 14 and discussion.

9 Sextus Empiricus, Against the Musicians V1.8.
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Thus, Pythagoras, having noticed on one occasion that some youths who were in a
state of bacchic frenzy from drunkenness differed not at all from madmen, advised
the flute-player who was with them in their revels to play them the ‘spondean’ tune;
and when he had done as instructed, were chastened and changed as suddenly as if

they had been sober from the beginning.”

The same anecdote is repeated in Galen, de Placitis Hippocratis et Platonis,
V. 6.21-2, which is, in fact a discussion of Posidonius’ writings,”" although the
name of Damon replaces that of Pythagoras.”” The incident is related by Galen as
part of his argument that Posidonius followed Plato rather than the orthodox Stoic
view in the composition of the soul;” nonetheless it does indicate that the story was
well known. The fact that Diogenes cites Pythagoras as the protagonist is
interesting, and may indicate a Pythagorean influence in his musical philosophy, or
at very least suggest a Pythagorean source.

Diogenes does mention Damon in other contexts (and as far as I can see, he
does not mention Pythagoras again), and as a person worthy of respect, and so the
anecdote could have been used by him as evidence of Damon’s knowledge of the
use of music had he chosen to do so. The fact that Posidonius relates the tale using
the name of Damon, rather than keeping to the story as related by Diogenes might
suggest that an earlier Stoic had also have written about the event; nonetheless, it
surely suggests a different source.”

It is interesting also that Posidonius argues against the rational mind/soul
being affected by ‘irrational’ music, which would mean, presumably, that he would

not have agreed with his Stoic predecessor:

" Trans. R. G. Bury, Loeb edition, with amendments.

" Posidonius fragment 168, Edelstein—Kidd.

2 JTamblichus VP, 112, and Quintilian Inst. Or. 1.10.32 also relate the story, with the name of
Pythagoras.

3 See chapter 2, T2.iii.5 and discussion.

™ Carnes Lord (1982: 206-7) suggests that the sources who relate the incident with Pythagoras rather
than Damon are more frequent and have ‘better authority’, although his discussion is in the context of
Damon’s musical teaching, into which this incident would not sit happily. It would seem to stand in
the way of Lord’s understanding of Damon’s thought as regards the question of at what age men can
benefit from musical education. Lord’s idiosyncratic understanding was that Damon limited music’s
effects to the very young or the very old. Other modern scholars do not seem to follow this view,
however.
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[T3.i.23] ...For obviously opinions held by their [the drunken young men]
rational faculty were hardly changed through instruction from a musical instrument;
but since the emotional soul is irrational, they are aroused, and calmed through
irrational movements. You see, the irrational is helped and harmed by what is

irrational, the rational by knowledge and ignorance.”

The similarity between all four versions of the anecdote strongly suggests
they are referring to just one event, perhaps mythical, perhaps not. Perhaps the name
of the protagonist was changed through mis-reporting, or perhaps it was changed to
suit the story-teller’s ends. But either Pythagoras or Damon’® could have subscribed
to the view that music could indeed have this effect.

However, the purpose here is not to question the accuracy of reporting, but
simply to note the principle involved. If the aulos-player was the sole musician,
which very much seems the case in the complete anecdotes, then the music said to
have both induced frenzy and then soothed it must have been purely instrumental,
for the player could not have played the instrument and sung at the same time. As
stated earlier, it was acknowledged, certainly as early as Aristotle, but probably
before, that music, even without words, could indeed have an effect on human
behaviour. Whether or not Diogenes subscribed to that view, the anecdote is at least
evidence for the fact that he did discuss music separately from words on occasions.”’

In his critique, Philodemus either chooses not to comment, or the columns
bearing his criticism have been lost. He frequently makes the point that if music
does have any effect it can only be music with words, and that it is the words that
lead one to do anything. Sextus Empiricus, on the other hand, as is his style, does
criticise Pythagoras’ actions, but not in the way, surely, that Philodemus might have

done:

> Trans Kidd 1999.

6 Pace Lord 1982: 207, see above n. 74.

" See also chapter 4, pp. 118 ff., for other discussions of music without words, and chapter 2, pp. 35—
6.
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[T3.i.24] And, as to Pythagoras, in the first place he was foolish in desiring to
render drunkards sober at the wrong moment, instead of quitting the place; and
secondly, by trying to reform them in this way he confesses that flute-players have

more influence than philosophers for the reforming of morals.”

I have already argued” that music without words should not be considered
irrational simply because it does not contain a proposition that is expressed verbally.
There, I also discussed that a lack of ‘technical understanding’ of the music does not
stop the music affecting behaviour or character. A mother singing a lullaby to her
infant child, an example used by Plato and Aristotle, will soothe the child
notwithstanding the fact that the child has not yet obtained the capability of speech
or an understanding of spoken language. There should not be a problem, therefore,
for the Stoic to accept that emotion can be affected without the expression of a
verbal proposition. This indeed adds weight to Diogenes’, and Plato’s before him,
concern that a child should be exposed to (the correct type of) music as a
fundamental part of his education.*

If Diogenes is using this anecdote as evidence of one of the uses of music, is
he suggesting that it can also be used as a type of therapy or medicine? It is clear
that Pythagoras used different music for different situations and indeed might have

viewed it as a type of therapy. At VP 15.64.3—-9, lamblichus writes:

[T3.i.25] So the first stage of his system of education was music: songs and
rhythms from which came healing of human temperaments and passions. . . . He
made. . blends of diatonic and chromatic and enharmonic melodies which easily
transformed into their opposites the maladies of the soul. . . all these he restored to

virtue, using the appropriate melodies like mixtures of curative drugs.*'

8 S.E. Against the Musicians V1, 23. Loeb translation.

" Chapter 2, pp. 35-6.

8 See chapters 4 and 5, below, for further, more detailed, discussion of the use of music in education.
8 Trans. Clark 1989, italics mine.
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At column 36, it is clear from Philodemus’ parallel criticism (col. 117.2-26)
that Diogenes not only claimed that music could set a soul into motion from rest, but
similarly it could calm a troubled soul ‘into a disposition by which the soul can
move naturally by the effect of a melody that suits it’. He also claimed, that ‘we are
not all affected in the same way by the same song’ émel o0 mdvteg OHOiWG

KivnOnodueda mpog tfig avTi.

[T3.i.26] TV’ £i¢ TotavtnV S1db[eo1v of-
av avTh Kivndfvat [kata @o-

owv €oTLv OO Thg TTpo[onkov-

ong ueAwdiag * émel o0 Tav-

Te¢ Opoiwg k1vnOno[Sueda

TPOG TG AVTHG

Anderson® states that ‘here we glimpse a late stage of theory of ethos when
music’s power was thought to be highly individualised’, but I wonder if Diogenes’
claim was as complicated as that. Perhaps he simply meant, as Aristotle might have
done before him, that the educated person’s soul would be moved in a different way
from the uneducated person’s. Although Aristotle states that ‘we should employ all
the harmonies, yet not employ them all in the same way’, it does seem as though he
assumes that everyone is affected in the same way, what will differ will be the

intensity.* As Anderson comments,* however, Diogenes’ position ‘is the point of

82 The use of the word ueAwdiav is unusual in this text. Delattre remarks in his note to the line that
the word is used only rarely in this work. It occurs just five times in Delattre’s restoration, and two of
these occurrences are conjectural. Delattre takes it to mean ‘song’ because it is used at column 150 in
opposition to ‘lyre-playing’. But column 150 is part of Philodemus’ final conclusion to the four
books, whereas column 36, above, is Diogenes’ own theory. Philodemus does throughout the text try
to suggest that Diogenes is mixing up music and poetry, and so he could be deliberately phrasing this
ambiguously. Whilst it is impossible to be sure, therefore, the word ‘song’ need not be implied here,
particularly as Aristides’ passage, T3.1.27, is so similar, uses the same word ueAwdiav and the
translation ‘song’ is not at all implied.
$31966: 173.
8 Pol. VIII. 1342a4—15, but the context here is the intensity of emotion felt hearing the active and
passionate kinds of music when others are performing, i.e., presumably in the theatre, and of sacred
tunes ‘iepOdv HEADV'.
81966: 284, n. 53.
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view adopted by Aristides Quintilianus Book 2, in his musical psychotherapy: ‘by
trial and error, you will find the right kind of music for treating your subject’.

Aristides writes, at Book II, chapter 4:

[T3.i.27] [W]e have a reply to those who doubt whether everyone is moved by
melody (tnv peAwdiav). . . Just as one and the same drug applied to the same kind
of complaint in several bodies does not always work in the same way, depending on
the slightness or severity of the condition, but cures some more quickly, others more
slowly, so music too arouses those more open to its influence immediately, but takes

longer to capture the less susceptible.*

It is clear that for Aristides here, music indeed has a therapeutic effect.
Earlier in this section, he states that the ‘therapist’ must make a diagnosis and reveal
(ékkaAvmtewv) the foul disposition. His action thereafter is to try out some music on
the patient and test his reaction to it. This reaction will be governed by the
gvvorjuata. In chapter 9, Aristides suggests that these ennoiai are not fixed, but are
malleable; we learn them ourselves and they can be altered by outside influences.
The soul can inflict an undesirable state of mind brought about by emotional
responses to outside influences. The use of music in this respect is twofold for
Aristides — he looks not to change character but to change natural responses to a
different set of stimuli, just as, for example, in the training of a horse, one looks not
to change the natural nature of the horse, but to change its response to a stimulus.

Thus in his theory of the use of music for the human soul, Aristides has two
types of treatment:

1. to totally remove a condition and replace it with another (Bepanevtikdv); and
2. immediate eradication of wundesirable feelings and developments

(WPEANTIKOV).

Aristides writes:

8 Greek from R. P. Winnington-Ingram’s Teubner edition of 1963; translation in Barker 1989, 460.
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[T3.i.28] If you use the harmoniai in the ways we have explained, applying
them to each soul on the basis either of their similarity or of their opposition to it,
you will disclose the bad character that lurks within it, and cure it, and replace it
with a better. If the underlying disposition is coarse and stubborn, it is through what
is intermediate that you will generate persuasion and bring it to the opposite state;
while if it is fine and good you will use what is similar to it, and thereby augment it

to the right proportion.”’

If the condition is obscure and difficult to diagnose, then the therapist should
proceed by random trial and error; if a particular type of harmonia seems to help,
then the therapist should continue, if not then a modulation should be introduced and
trial and error continued until the desired effect is achieved, ‘for it is likely that
someone who is resistant to one sort of melody will be attracted to its opposite’.*® It

is clear that treatment by both ‘similarity’ and ‘opposites’ is in play here.

Philodemus’ criticism of Diogenes simply accuses him of seeking a ‘science
of the non-existents [tTOvV &vundpktwyv €motunv]’, once again claiming that no
melody gua melody, and thus being irrational, could either arouse a soul from

1.¥ However, whether we can assume that

tranquillity, nor calm the troubled sou
Diogenes’ theory could be likened to that of Aristides in toto cannot, of course, now
be known. Aristides has earlier applied male and female characters to each soul —
each soul will have a combination of both, but will be made up of predominantly
male or female character, and these characters will in part dictate the soul’s reaction
to outside influence. I have not been able to read this theory into Diogenes’ own
psychology.

Indeed, Diogenes does not elaborate on his almost throw-away comment that

‘we are not all affected . . .”, or at least Philodemus does not choose to report on any

elaboration, which does raise the question, if music is to be a useful educational tool

87 Aristides Quintilianus Book II, ch. 14, pp. 80, 1l. 10-18 Winnington-Ingram, trans Barker 1989:
482.

8 Aristides Quintilianus Book II, ch. 14., pp. 80—-1 Winnington-Ingram. Translation Barker 1989:
482-3.

¥ Col. 117.2-26.
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to lead one to live a life of virtue, surely it is important that those who decide upon
appropriate and non-appropriate music should know the likely effect of it upon the
students? Cicero at Div. 1.124-5 shows that the Stoics did admit the fallibility of
human prediction, but as Anderson notes, this would imply that only trial and error
would ascertain how to produce the desired effect on the individual, and this is
plainly the case in Aristides’ own theory. Might it be that Aristides himself was
drawing on Diogenes’ theory?

There is a discussion in Plato’s Phaedrus that could be seen as a precursor of
Diogenes’ belief that we are not affected in the same way by the same thing. At

Phaedrus 271b, Socrates states:

[T3.i.29] [H]e will classify the speeches and the souls and will adapt each to the
other, showing the causes and effects produced and why one kind of soul is

necessarily persuaded by certain classes of speeches, and another is not.

(Trans. Fowler)

He later sums up the discussion with the statement:

[T3.i.30] A man must know the truth about all the particular things of which he
speaks or writes, and must be able to define everything separately; then when he has
defined them, he must know how to divide them by classes until further division is
impossible; and in the same way he must understand the nature of the soul, must
find out the class of speech adapted to each nature, and must arrange and adorn his
discourse accordingly, offering to the complex soul elaborate and harmonious
discourses, and simple talks to the simple soul. Until he has attained to all of this,
he will not be able to speak by the method of the art, so far as speech can be
controlled by method, whether for purposes of instruction or of persuasion. This has

been taught by our whole preceding discussion.

(Phaedrus 277b—c, trans. Fowler)
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This would seem to me to be very close to what Diogenes would have held
in the context of music, and also to the degree that prospective teachers of the art
should be expert before they were qualified to teach. However the fact that we might
fail to achieve the desired ‘end’ in practising the art does not necessarily mean that
we have failed to practise the art skilfully.

The second-century AD philosopher, Alexander of Aphrodisias’ Quaestio
2.16 divides crafts into two types — stochastic and non-stochastic. Stochastic arts are
characterised ‘first by the fact that they depend on factors beyond their own control
for their success’. Furthermore, these stochastic arts are also identified by the fact
that the ‘craftsmanlike action is not “definite”” because these crafts do not ‘operate

exclusively by regular rules’. Alexander states:

[T3.i.31] Moreover the things that come about in accordance with the art are
themselves not [completely] determinate, and they do not always produce the same
[results] because they are not applied to [objects] that are in a similar condition in
every way; but all or at any rate some of the things [included] in them will be
different and not as was expected. So [for these, stochastic arts] the end if not the
achieving of their objective, but the completion of what belongs to the art [itself].

(Alexander Quaestio 2.16 11. 19-24, tr. R. W. Sharples)

It appears that Aristotle might have considered rhetoric and medicine to be

two such crafts, and in the Rhetoric, he states:

[T3.i.32] And if it is objected that one who uses such power of speech unjustly
might do great harm, that is a charge which may be made in common against all
good things except excellence, and above all against the things that are most useful,
as strength, health, wealth, generalship. A man can confer the greatest of benefits by
a right use of these, and inflict the greatest of injuries by using them wrongly. It is
clear, then, that rhetoric is not bound up with a single definite class of subjects, but it

is like dialectic; it is clear, also, that it is useful. It is clear, further, that its function is
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not simply to succeed in persuading, but rather to discover the persuasive facts in
each case. In this it resembles all other arts. For example, it is not the function of
medicine simply to make a man quite healthy, but to put him as far as may be on the
road to health; it is possible to give excellent treatment to those who can never enjoy
sound health. Furthermore, it is plain that it is the function of one and the same art to
discern the real and apparent means of persuasion, just as it is the function of
dialectic to discern the real and apparent deduction.

(Rhet. 1355b3—18, trans. W. Rhys Roberts)

However, in the Nicomachean Ethics, in his account of the end of the

stochastic arts, he states:

[T3.i.33] We deliberate not about ends, but about what promotes ends. A doctor, for
instance, does not deliberate about whether he will cure, or an orator about whether
he will persuade, or a politician about whether he will produce good order, or any
other [expert] about the end [that his science aims at]. Rather, we lay down the end,
and then examine the ways and means to achieve it.

(EN 1112b11-15, trans. T. Irwin)

Ierodiakonou states that ‘Aristotle is at times aware of the fact that with a
group of arts among which rhetoric and medicine are included, there is a difference
between the end of the art and its competent exercise. So he is willing to take into
consideration the various difficulties in the specific application of such arts, but it is
unclear whether he, because of this, would be willing to compromise in his
specification of their ultimate end.””

It seems to me that Diogenes, in acknowledging that not everyone is affected
in the same way by the same music could well have been of the opinion that music
is a stochastic art/craft. Certainly he uses the Greek otoxaotéov — ‘one must aim at’
in an earlier column (29) in the context of protection of the soul’s disposition, and

this might indeed be what Philodemus is calling ‘a science of the non-existent’.

% Terodiakonou 1995: 473-85, at 476.
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(ii) Diogenes’ theology in the De Musica

Although Diogenes’ section of the De Musica opens with a discussion of the general
uses of music, and his affirmation that it is useful for every part of life, at column
38, Philodemus reports that Diogenes, in his own ‘third book’ spoke at length of
music devoted to religion. In words reminiscent of Plato at Republic 1V, 424e.’

Philodemus reports Diogenes as saying:

[T3.ii.1]
"Evvoudv te kai o[n]ov-
daloulévnv Hovotknv Tp®-
ta] yév enlot]v éveka thig Tpog
10 0]eiov ouvtaxdfval tel-
Ui, Emerta tig TOV EAgVOE-

pwVv Tadeioag.

It was a serious [type of] music regulated by laws, he says, that was created, first of

all to honour the divine, and then to educate men of free birth.

Diogenes then moves on to affirm that the etymology of the terms Bewpeiv
(to be a spectator),”” Beatri¢ (spectator), Oéatpov (theatre) all confirm their relation

to the divine (Beiov).

[T3.ii.2]
811 8¢ mpdg t[o
Oe[io]v kai adta onuaively

T dvouata, To te Dewpeiv

91 See Delattre’s note on this in his vol. II, 353.
92 ‘Especially at a religious ceremony’, so Einarson and De Lacy in the Loeb Plutarch De Musica at
1140E.
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kol t]ov Beatrv [kai t]6 Batpov,
............. Jtdtnv mpoo

....... T Oeduat]a papto-

Moreover, the terms themselves, theorein, theates, and theatron are an indication of
its [music’s] relation to theos, and [the most ancient music] addresses [the divinity],

as shown by the word theamata.”

There is a remarkably similar passage in the [Plutarch] De Musica, at 1140

D-E. It is so similar that I will quote it in full:

[T3.ii.3]

Eml yévrol TV €Tt dpxalotépwyv obde eidévar gaci tovg “EAAnvag tnv Beatpiknv
poUoav, 6Anv d¢ avtoig TV €motnunv mpd¢ te Oe®@v TIUNV Kal Ty TOV VEwV
naidevov mapadauPavesdat, unde to mapdmnav fdn Bedtpov mapd toi¢ avdpdoiv
EKELVOLG KATEOKELAGUEVOD, AAAX £TL TG HOVOIKTG €V TOIG 1EpOig AVAGTPEPOUEVNS,
¢v oi¢ Tiufv te Tod Oefov S TavTng émotodvto kal TGV dyad&V &dvdpdv énaivoug:
elkdg 8¢ eiva, 811 10 Oéatpov Uotepov kal 10 Bewpeiv moAD mpdtepov dmd Tod el

™V mpoonyopiav EAaPev.

Certainly in still more ancient times the Greeks, it is said, did not even know of the
music of the theatre, and for them the whole of this science was handed down for the
purpose of honouring the gods or educating the young. No theatre had as yet even
been set up among the men of those days; rather music still had its abode in the
temples, where it was used in worship and in the praise of good men. This they say
is likely, since the word theatron at a later time, and the word theorein much earlier,

were derived from theios.”*

% See also below, T3.ii.6 for Philodemus’ refutation of this claim.
% Translation Einarson and De Lacy in the Loeb Plutarch de Musica.
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Nowhere in extant texts is there another claim like this for the linking of
music to the divine on etymological grounds. Symbolic etymology was of course
very much a Stoic practice,”” although it must be conceded that [Plutarch] might
have had access to another work that has since been lost.”®

There is also perhaps another mention of this etymological link at Plutarch’s
Table Talk 1X.15, 748. Two speakers, Thrasybulus and Ammonious, are discussing
the subject of dance, the fact that it has three elements, the nature of these elements

and the factors common to poetry and dance. At 748D Thrasybulus states:

[T3.ii.4] [Dancing] has lost her honour among men who have intelligence and may

properly be called divine (theiois).

The Loeb editor notes that ‘Plutarch may have in mind an etymology that
connects theatron (theatre) with theios, cf. Ps.-Plutarch De Musica 1140E and
Philodemus De Musica.” °’ There are indeed other possible parallels between the
Plutarch De Musica and that of Diogenes’ part of Philodemus’ work, and I will look
at these further below. For now, I will turn to Philodemus’ criticism of Diogenes’

words. At columns 118-19, Philodemus attacks Diogenes, stating:

[T3.ii.5] Me-

pi 8¢ o0 Bewpeiv kal Tod Oea-
t00] ka[i] Tol Bedtpov kai

..... .ol ol . glipn-
KE . ... aplxarot[dTnv] paA-

Aov & &mo to0] Bewpleliv tloTto
¢nwvoudodo @ro|[ac]| e1 tig

Kal &ro tod Oeiv 10 Bewpeiv

% As discussed also in chapter 2, where the etymology of Erato was raised. See also, below, on the
etymology of Metis.

% For a brief discussion on the feasibility of Plutarch having used either Philodemus or Diogenes’
own writings see the Appendix to this chapter, where I will also briefly discuss the plausibility of the
[Plutarch] work actually being genuine.

7 Trans. Minar in the Loeb edition; note at p. 299.
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Kol TOv Oeatrv kol T0 Oéa-

TPOV — OV Yap EMKOLVWVET TO
Oelov avToig uGAAov 1 TO Belv -,
Kal T Oedpata cuvayesbat

Tic TG Eveka map[elA]f-

@0a1 TV Be®v *, GAN 00 Thv
UOUGLKAV, GKovoTIKT[V] Ondp-

xovoav *

Concerning the terms theorein, theatés and theatron, [my adversary] says [that it is
to the divine that] ancient [music was addressed]. [But] it is more from the word
theorein that someone will say that the word theion took its origin,”® and that it is
from the word thein (to run or to shine) from which the words theorein, theatés and
theatron derive (for the word theion has no more rapport with these words than
thein); and further it is spectacles that tradition says were assembled to venerate the

divine, and not music, which was created for hearing.”

The Epicurean was not of course finding fault with the action of honouring
the divine — he would have applauded that, but once again it is the use of the music
at which he rails. At column 142.1-14 he strongly criticises Cleanthes, an earlier
Stoic, for stating that ‘melodies and rhythms come closest to the truth of the

contemplation of the divine’, remarking ‘a more ridiculous statement than which is

% I.e. ‘to watch a spectacle’. Here, suggests Delattre, Philodemus is relying on Democritus of Abdera
whom Philodemus praises at 150.29-39 as a ‘peerless natural scientist, and who stated that music
was a ‘recent discovery’, and that music arose ‘not from necessity but from superfluity’. What
Philodemus does not mention is that Democritus also stated that ‘if children are not allowed to work,
they cannot learn letters or music or gymnastics, nor that which above all things embraces virtue,
reverence. For it is precisely from those studies that reverence usually grows’ (Democritus, fr. 68 B
179 Diels). It is suggested that Democritus must have agreed that music could have had some moral
value, because if he had not, then surely Philodemus would have mentioned that also.

% Delattre remarks (vol. I, pp. 218-19), that Philodemus’ comments must have been ironic here as in
his view Philodemus was referring to Plato’s fantasy etymology of the word theos in the Cratylus.
See further my discussion of this passage at p. 29. He also claims that Philodemus was again trying to
show that Diogenes’ reasoning was absurd. Delattre further remarks that he found it tempting to
translate theamata as ‘visual spectacles’ to further emphasise Philodemus’ point that they were used
to venerate the gods, whilst music, only created later was simply used to entertain the ear (nn. 1, 2,
vol. IT, p. 219).
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not easy to find’. '° Although this criticism is located within the final, concluding
columns of the work, and therefore the part in which Diogenes is not the sole target
of Philodemus’ attacks, it is very likely that Diogenes had himself quoted his
predecessor as an authority for this view. The very lacunose column 53, almost at
the end of Diogenes’ section of the text, cites Cleanthes (mapa yap KAedavOer),
although the remainder of the column is really too damaged to make out much
further discussion.

The Stoics were, as mentioned above, very fond of symbolic etymology, and
Diogenes was no exception, as evidenced in a fragment from his book On Athena, as

preserved in Philodemus’ own On Piety:'"!

[T3.ii.6] Diogenes of Babylon in his book On Athena says that the cosmos is the
same as Zeus, or it contains him as man does a soul; and that the sun is Apollo, the
moon Artemis; and that anthropomorphic gods are a childish and impossible story:
and that the part of Zeus which extends into the sea is Poseidon, that which extends
into the earth Demeter, that which extends into the air Hera, as (he says) Plato also
says, so that if one says aer repeatedly he will say Hera; and that which extends into
the aether Athena; this is what is meant by ‘from the head’ and ‘Zeus is male, Zeus
is female’; but that some of the Stoics'®? say that the ruling faculty of the will is in
the head, for it is wisdom, and therefore is called Metis; but that Chrysippus says
that the ruling element of the soul is in the breast, and that Athena, who is wisdom,
was born there, but (Diogenes says that) it is because the voice issues from the head
(that) they (i.e. the people) say (that Athena was born) from the head (i.e. of Zeus),
and (that they say she was born) with the help of Hephaestus because wisdom comes
by art (fechné); and that the name Athena is as though one were to say Athrena, and
that she is called Tritogenis and Tritogeneia because wisdom has three branches,
physics, ethics and logic. And he allegorizes as ‘wisdom’ her other epithets and

manifestations very deceptively.'”

1% See above, chapter 2, T2.iii.3. This translation from Thom 2005: 5.
19" SVF 111, Diogenes 33; Obbink 1996: 18fF.

192 perhaps Cleanthes — see Thom 2005: 59, n. 81.

103 Translation Obbink’s, 1996: vol. I, 18ff.
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Nothing in the De Musica would seem to contradict this belief. Diogenes
seems to follow the traditional Stoic approach to divinity in that the god(s) were not
simply omnipotent and benevolent, but they were also immanent, ‘rational, and the
active principle imbuing all matter’.'® Cicero, at De Div. 1.83—4' states that the
gods are friends and benefactors of the human race, and that ‘Chrysippus, Diogenes
and Antipater employ the same reasoning’; he further comments at 1.86 that ‘the
only dissenter is Epicurus’. Diogenes is also clearly defending Chrysippus’ view, as
reported in Galen PHP II1.8, 1-27, that the hegemonikon is in the chest. Obbink
remarks that according to Diogenes, ‘a vast array of types of speech (pwvn),
including myths told by poets, offer evidence for this’.'”® Philodemus, within his De

Pietate 1, defends Epicurus against Posidonius’ claim that he was an atheist:

[T3.ii.7] It is doubtless therefore truer to say, as our good friend Posidonius
argued in the fifth book of his On the Nature of the Gods, that Epicurus does not
really believe in the gods at all, and that he said what he did about the immortal gods

only for the sake of deprecating popular idiom.""”’

Philodemus also accuses Chrysippus, Persaeus and Diogenes of Babylon of
‘attempting to “accommodate” the poets and early philosophers to their views’.'”
And this criticism can also frequently be found within the De Musica whenever

Diogenes uses one or more of the Homeric gods to make a point.

1% Cicero, De Div. 1.39; Long and Sedley 1988: vol. I, 331-3, at 331.

195 SVF 111, Diogenes 37.

19 Obbink 1996: 20.

97 Cicero De natura deorum 1.123 = Posidonius fr. 22a Edelstein—Kidd, trans Obbink 1996: 15.

1% PHerc. 1428 = Diogenes’ treatise ‘On Athena, see above T3.ii.6. Discussion at Obbink 1996: 316—
17.
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APPENDIX TO CHAPTER 3

[Plutarch]’s De Musica

This treatise is now not considered to be a genuine work by Plutarch,' but is nonetheless a
valuable piece of musical writing dated probably to Plutarch’s period — the first to second
centuries AD.” In this short appendix, I will explore the notion that the parallels between
this work and the Philodemean De Musica might suggest that the writer used
Philodemus’ work as his source, or even Diogenes’ own original writings. It might also
strengthen the argument that the [Plutarch] could be a genuine work by Plutarch after all.
Einarson and De Lacy write that ‘Wilamowitz suggests that Planudes [Maximus
Planudes, a Byzantine scholar floruit c. 1302] was the first to ascribe the dialogue to
Plutarch.” They further suggest, however, that the style shows little of Plutarch’s
‘manner or skill, or powers of assimilation’. Moreover, the work does not appear in the
so-called ‘Catalogue of Lamprias’, a list dating to the fourth century AD,* purporting to

contain all of Plutarch’s works. The entry in the Suda for Lamprias states:

[T3.App. 1] Lamprias, son of Plutarch of Chaeronea. He wrote a list of his father’s

works on all Greek and Roman history.’

The Suda apart, there seems to be no son recorded by the name of Lamprias,
whilst the Loeb editor notes that Plutarch had one daughter and three sons. Plutarch
himself, however, records that he had a brother named Lamprias — could it be that the

compilers of the Suda mistakenly inserted the word ‘son’ for ‘brother’?°

' See, for example Barker 1984: 205; Einarson and De Lacy in the Loeb Plutarch Moralia, vol. XIV, p.
344.
* Barker 1984: 205.
* In the Loeb edn, p. 344.
* OCD, third edition, p. 1200, s.v. ‘Plutarch’.
> Loeb Plutarch Moralia vol. XV, p. 5.
S Table Talk 1X. 15, 747: ‘My brother Lamprias was appointed. . . to be judge’. Langhorne, in his 1841
Lives, suggests that Plutarch had four sons and a daughter. He also states that Plutarch’s grandfather was
named Lamprias, although he gives no source for this information. If the name of Lamprias was a ‘family’
name, it is not unlikely that Plutarch would have named a son after his grandfather and brother.
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In volume XV of the Loeb Plutarch series, Sandbach suggests that the catalogue
was probably written by a third- or fourth-century forger.” Certainly, if it is dated to the
fourth century AD, neither a brother nor a son could have written it. However, the name of
the author of the ‘catalogue’ is not essential for my purposes, and so I will not pursue this
query any further here.

The ‘catalogue’ omits the De Musica, as it does five other works considered to be
spurious: De Liberis educandis, Consolatio ad Apollonium, De Fluviis, De Vita et Poesi
Homeri, Fragmentum Tyrwhittianum ii. It is also uncertain whether an item listed as
number 58 relates to the de Fato, another work originally ascribed to Plutarch, today
considered spurious. There were 39 MSS of the De Musica known to the editors of the
Loeb volume. Planudes’ sources for the work are unknown. It is noted that the two oldest
MSS, both dating to the twelfth or thirteenth centuries, have the name of Plutarch entered
by a later hand. The anonymous state of the De Musica was, Einarson and De Lacy state,
‘an invitation to supply’ a name,® and the opening sentence with its immediate reference
to ‘Phocion the Good’ was considered a sufficient parallel with Plutarch’s work entitled
The Life of Phocion to suggest that Plutarch was the author.’

Whilst it must be accepted that it is now probably impossible to identify the true
author, this does not detract from the usefulness of the work. There are three major
translations and commentaries of the treatise from the twentieth century — two in French
— that of H. Weil and Th. Reinach dated 1900, and that of F. Lasserre dated 1954.'° Weil
and Reinach consider the treatise to be a very early work by Plutarch, from when he first
left university, whilst Lasserre believes it to be spurious.''

The most recent treatment is that of Andrew Barker, who in his 1984 translation
and commentary, considers it spurious, but emphasises that the treatise is important
precisely because of its lack of originality.'” Certainly, a great deal of the discussion is

very familiar from other earlier writings on music, and it is possible to see many Platonic

" Sandbach 1969: 5.
8 Loeb Plutarch vol. XIV, p. 344.
? Ibid.
' H. Weil and Th. Reinach, Plutarque De la Musique, Edition critique at explicative (Paris, 1900); F.
Lasserre, Plutarque, De la Musique (Olten and Lausanne, 1954).
11954: 99104, at p. 104.
12 Barker 1984: 20557, at p. 205.
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and Aristotelian influences throughout the work, although their names do not occur
frequently as sources. Heraclides of Pontus is mentioned just once. The name of
Aristoxenus does occur frequently, and was obviously a major source."” However, unlike
the writings of Plato and Aristotle, which concentrate on the uses of music and of its
importance in education, or Aristoxenus, whose extant writings are very largely of a
technical nature, this work covers a much wider range of aspects, and is indeed now the
only evidence remaining today for some of the ancient musicians mentioned."

The setting is a feast on the second day of the Saturnalia. The host, Onesicrates
having brought together ‘men learned in music’ to provide a suitable sequel to the
previous day’s discussion on grammar (1131B-E), invites Lysias and Soterichus to
discourse on the history of music. This they agree to do, and the discussion that follows

can be divided into four main topics:

* 1131F-1136B The history of music and of early musicians and their styles
* 1136B-1138c, 1140F—1143C Innovations in and corruptions of music
* 1138D-1140B Harmonic science and descriptions of the intervals

* 1140B-F, 1142c-1146D Uses of music, including musical education.

My interest lies largely in the fourth category — that of the uses of music and the
discussion on the appropriate musical education, although the passages do overlap to a
certain degree, and it has been suggested to me that Diogenes of Babylon might have
been a major source for this treatise, although his name is never mentioned."” There are
indeed a number of passages that could refer directly to the De Musica of Philodemus,
which is, of course, the primary extant source today for Diogenes’ musical thought, and
these are investigated and discussed within my text, particularly in chapter 3, and chapter
5, section v.

Perhaps the most striking parallel between Diogenes’ thought and [Plutarch]’s

writing occurs at column 38 of the Philodemus and 1140D—F of the [Plutarch], discussed

13 As will be seen in chapter 5, section v, below.
' The ancient musicians that also occur in Philodemus’ text are discussed in chapter 3, above.
'S By Professor Dirk Obbink, during a conversation in Herculaneum in July of 2006.
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in chapter 3, T3.ii.2 and 3, where the etymology of music in the ancient theatre is
analysed.'® As mentioned there, nowhere else in extant texts does such a discussion
occur, and the similarity between the two text strongly suggests that the later writer had
access either to the original, probably Stoic source, or to Philodemus’ text.

If the later writer was using Philodemus as his source, and if the copy of the De
Musica from the Herculaneum library is the only one, then the date of writing of the
[Plutarchan] De Musica would fit well with Plutarch’s own dates.'” It is just conceivable,
therefore, that Plutarch could have had access to the Philodemean work before the
Vesuvian eruption of AD 79, and this would seem to fit with Weil and Reinarch’s theory
that the work is genuine. This does of course rest on the assumption that there was only
one copy of Philodemus’ text, and this might not be plausible. However, I have seen no
reference to the discovery of more than one copy of any of Philodemus’ aesthetic works.

Lasserre'® notes the parallel with Diogenes’ argument, as does Delattre in his
notes to the Philodemean work," Delattre suggesting that perhaps this was a common
theme in antiquity, or that perhaps the writers had a common source, now lost. I wonder,
however, how feasible the theory of another source is. There is no mention of any other
Stoic having such an interest in music,” and it would appear that only the Stoics of all
Hellenistic philosophers took such an interest in etymology. Perhaps indeed [Plutarch]
had access to Diogenes’ own writings. Obbink notes that in August 45 BC, when writing
on his De Natura Deorum, Cicero wrote to Atticus asking him to send a copy of

Diogenes’ On Athena:

[T3.App. 2] libros mihi de quibus ad te antea scripsi velim mittas et maxime

daidov Mepi OV et <Atoyévoug Mepi > MaAAdSog. !

16
See pages 88 ff.
17 Plutarch of Chaeronea of was born c. AD 45-50, and died after AD 120. It is known that he visited Italy,

and that he taught at Rome for some time. As he is also recorded as being a priest at Delphi for the last
thirty years of his life, he could have visited Italy in that capacity.

' 1954: 174,
%2007 vol. 11, 203.
20 Although it has to be conceded that almost all writings from the early Stoics have been lost.

2! Obbink 1996: 22; Cicero Ad Atticum XII1.39.2.
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Clearly, then, at least some of Diogenes’ writings remained extant until at least
the first century BC.

A second parallel between the [Plutarch] and the Philodemian De Musica occurs
at chapter 31, 1142c—D of the [Plutarch], and coincidentally at column 31 of the
Philodemus, discussed at T3.i.15 and T3.i.18, where both [Plutarch] and Diogenes
compare the work of Pindar and Philoxenus. Lasserre remarks that ‘Le choix de Pindare
d’une part et de Philoxéne de 1’autre pour répresenter, sous le rapport de la morale, les
deux tendances contraires de la musique et particulierement de la musique dithyrambique
parait avoir été traditionnel car ils les polarisent également chez Philodéme, De mus. 1
XVIII v. Krevelen [now column 31 Delattre].”*

Once again, this might have been a common anecdote in antiquity, and [Plutarch]
claims to be reporting what Aristoxenus wrote, but unfortunately this exists now only in
fragmentary form,” and Telesias seems to be ‘otherwise unknown’.** [Plutarch] is now
one of the main sources for Philoxenus (c. 435-380 BC),” but the ‘deviant’ or rather
innovative nature of his composition is also reported and remarked upon by other writers,
notably Aristotle in his Politics, as noted at T3.1.16.

Philoxenus was clearly renowned amongst ancient writers on music as a musical
innovator, his work The Cyclops also being parodied by Aristophanes in Plutus, and so
the mention of that musician by [Plutarch] is perhaps not surprising. But, the comparison
of Pindar and Philoxenus in the same context, pace the remarks, quoted above, by
Lasserre, could suggest that the writer had read either Philodemus’ work or, at least a
work that referred to it. I have seen no other use, in other musical writers, of Pindar and
Philoxenus as examples of the different styles of dithyramb, and both Plato and Aristotle

to name but two, were eloquent in their own condemnation of misuse of musical genera.”®

22 Lasserre 1954: 174.

2 Fr. 76 Wehrli.

2 Loeb Plutarch vol. XIV: 425, note h.

% See above, chapter 3, n. 53.

%% For Plato and “New Music’, see chapter 4, pp. 118 ff. For Aristotle in the Politics, see above T3.i.16, as
noted, and chapter 5, section i.
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The next chapter in the [Plutarch] (number 32), goes on to discuss the same subject as the
next column in the Philodemus (32), and groups the three nations of Lacedaemonia,
Mantinea, and Pellene as ‘discerning’ in their rejection of a system in the selection of

music.

[T3.App.3] ...xpdvov katap&auév[wv
TOV Mavtivéwyv Te kol [Aa-
ke]Satpoviwv kail MeAA[n-

vé]wv mapa tovtolg yap kali

npJdtoig kai pdAiota thv

dkpipeotdny Empé[Aer-

av] yevésbat T@v te K[aAdv
g¢mtndevudtwyv klal tfg

GAANG poVOIKTG

as the citizens of Mantinea, as well as those of Lacedaemonia and Pellene have shown
setting the precedent. For it was those [people] who first of all and in the best way
developed to the highest degree the most strict of noble practices and that of music in

particular.

[Plutarch] writes:

[T3.App.4] [T]he discerning reject such lack of system, as did in ancient times the
Lacedaemonians and the men of Mantineia and Pellene. For these made a choice of some
single mode or else a very small number of them, which in their belief tended to the

formation of character, and cultivated this music an no other.

Both authors seem in agreement in their rejection of the ‘modern’ taste in music,
preferring the music of ‘ancient times’, a common theme in musical writings, and a

sentiment expressed also by Plato, Aristotle, and Heraclides of Pontus, as discussed
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elsewhere in this thesis. It is interesting, however, that the discussion in [Plutarch]
follows in the same order as that in Philodemus. Lasserre notes that the style of writing in
the [Plutarch] is of an ‘Aristoxenian character’,”’ but connects the discussion only with
that of Philodemus. Barker, however, remarks that the source of this passage is certainly
Aristoxenus, and does not remark at all on the parallel discussion in Philodemus.*®

There are significant similarities also in the relating of the stories of Thaletas and
Terpander, the seventh-century musicians, discussed at pp. 67—71 above. Whilst it has
again to be conceded that this might have been a common theme in antiquity, the
similarities between the two texts seem surely too regular to be coincidence.

Again, both texts discuss the character of Olympus — Philodemus at the very
lacunose column 19, and hence a part of Diogenes’ own claim, and a number of times in
the [Plutarch]. Philodemus himself does not refer to Diogenes’ claim, and the text at
column 19 is so damaged as to be almost unreadable. Delattre has managed to recreate

the following:

[T3.App. 5] todeté odpa[.... .... -
Cetant®dL[nes vunn ..

"OAOpmOv [. s v

Bavpactol.... .... .. -

Jwdi[x]oic OA[Ourmov . ...

un ovvon@ot [..... ..... .

aitiag thg Pluxaywyiog

Bavpaciwl. ... .... .. -

v pog tafUTnV TV Hov-

OLKfiG d0vapLy. . .

T Lasserre 1954: 175.
28 Barker 1984: 238n. 210.
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whereas that [which moves] the body is. . . . of Olympus. . . amazing. . . [of Olympus] do
not embrace to seek the cause of [its] amazing [ability to move the soul] . . . for this

power [of music . . .

The [Plutarchan] work is now one of the principal sources for Olympus, and to go
into detail of the information in that work would be to digress. Suffice to say that this

might constitute another instance of a common theme in the two writers.

As suggested earlier, it is impossible to make any firm claims regarding either a definite
source for the later work, or indeed to the name of the real author of that work. It might,
however, be an investigation worth pursuing if further work on the Philodemean text
enables more of the relevant columns to be read. There are, however, sufficient parallels
within the two texts to strongly suggest either a common source, or indeed that the later

writer had access to Philodemus or Diogenes’ own works.
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Chapter 4

THE RELEVANCE OF PLATONIC THOUGHT

Plato’s musical thought remains to this day the archetype for all considerations
of ancient musical doctrine, and must have influenced any writer on the subject
who lived after the fourth century BC. Plato was one of the first, if not indeed the
first, to have written at any length on the subject of music, and as already
discussed, there can be no doubt in my mind that Diogenes of Babylon had
access to, and was heavily influenced by, his writings as already suggested in my
carlier chapters.! As I will show below, there is evidence that Diogenes not only
uses Plato’s musical theory, but in some instances quotes him at length almost

word for word.?

Plato wrote no work specifically on music, but instead he incorporated his views
into a number of his dialogues. His beliefs on the use of music as an educational
tool, and this is the subject in which I am particularly interested here, are
adumbrated predominantly in the Republic and the Laws, although discussions
on music are to be found in a number of his other dialogues.”

The Republic, which contains an extensive discussion on the use of music
within education, is the work that also contains the evidence for Plato’s views on
the appropriate harmoniai, or modes (rhythmic and melodic forms) — those
forms that he believes will encourage correct ‘moral character’ in children and
adults. Education for Plato comprises two parts: physical education, or
gumnastike and cultural education, or mousiké. The function of this education, in
Plato’s view, is the moral improvement of the soul, and the harmonisation of the
body with the soul. Plato clearly linked ethos and harmony: for the Socrates of
the Republic, education in poetry and music is crucially important because

‘rhythm and harmony find their way to the inmost soul and take strongest hold

! See e.g., at chapter 2, pp. 42-9; chapter 3, pp. 85-6.
? See below, this chapter, esp. T4.13 and 14.

3 References to music are also made, e.g., at Protagoras 316e and 326ab; Timaeus 18a and 47-8;
shorter references in the Philebus (on which, see further below, pp. 117-18), 56a; Cratylus
423d-424; Sophist 253b; Laches 188d—189; and Symposium 187a—e. See also below.
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upon it, bringing with them and imparting grace, if one is rightly trained, and
otherwise the contrary’.*

At the outset of his discussion of mousiké in the Republic, Plato begins
with a long treatment of the type of poetry that should be used in the education
of the future guardians and free men of his ideal city. He argues that stories that
depict the gods as violent, immoral and wicked should not be permitted, as these
are not the proper role models for children to study, hence the poetry of Homer is
banned from education.’

I will not discuss Plato’s argument in detail here as it is well documented
elsewhere,® but more importantly because it will not help in my comparison with
Diogenes’ theory, as a similarly full discussion does not appear in the Stoic’s
writings, at least as they exist today. I will, however, discuss the sections where
there is some similarity between the two philosophers, or where the two differ in
a fundamental way. Suffice to say that Diogenes would surely have had some
sympathy with Plato’s strict views on ‘appropriate’ poetry, given their common
views on the purpose of education: that is, to honour the gods and to live a moral

life.

It is impossible to estimate today how Philodemus introduced Diogenes’
arguments in the De Musica, because the first five columns are completely lost,
and the parallel opening columns in Philodemus’ own refutation are so lacunose
as to offer little enlightenment. At column 6, however, the discussion clearly
refers to ‘the well-regulated cities’, taig ebvopovuévaig moAeotv, before another
column and a half is also lost. The concept of eunomia as an ideal ‘represents the
goal of Plato’s political thinking both in the Republic and the Laws’,” and it is
interesting that Diogenes also uses the term eunomia and its cognates when

discussing his ‘cities governed by good laws’. Diogenes’ extant discussion

4 Republic 111, 401d5—e1, trans. Shorey in the Loeb Plato Republic.

In this respect, it seems that Diogenes of Babylon might not have had such strong views as
Plato. As I will discuss in chapter 6.1, Diogenes uses Homeric tales as evidence of music’s value,
although it must be conceded that the example Diogenes uses is regarding the behaviour of adults
rather than children.

6 See, for example, Lippman 1964: passim, Anderson 1966: 64—110; Barker 1984: 124-69;
Comotti 1991[1979] passim; West 1992: 179-83 (on the modes); and, more recently Woerther
2008.

7 Anderson 1966: 73.
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resumes in column 8, affirming that, . . . there is a task which regulates the
powers in a unifying manner, namely education — for the body, gymnastics, and

music for the soul’:

[T4.1] 1[vwulévwgEpyov
eivat Su[v]duleig kJavovicav
TJadevTikAY, TOL PV 61-
platt yopvao[tik]iv, tit 8¢

Pluxfit povotk[Av]
A direct parallel, perhaps, with Plato’s sentiments as expressed at Republic 376¢:

[T4.2] tig o0v 1} matdeia; f| xaAemodv ebpeiv PeAtiw Thg OO TG TOAAOD Xpdvou

€VPNUEVNG; €0TL O€ IOV 1] HEV £TTL CWHACL YUHVAOTIKN, 1 O * €Ml YuXf] HOVGLKN.

What then is our education? Or is it hard to find better than that which long ago
was discovered? Which is, I suppose, gymnastics for the body and for the soul,

music.

Diogenes’ discussion picks up in column 9, after another lacuna of some

thirty lines:

[T4.3] tag, olov Th[v dwpioti kai
v gpoyto[ti..... .....
mvuevydlp.... .... Te-
Tayuévov ... ... .. -
mveigtopevl.... ....
mvondnel..... ... [pet-

TpLoV EMEGOV [. ... .. ..

tévov o[ik]eiov [toi¢ vmokel-
pévoig mdbeot, to [d¢ uelomot-
{av kai puBuovg [kai TdA A«

katd Adyov 81[88]c0a1 [T’ el
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vat kol Tag év Auiv S1abé-
oG avopiog uf. ... .. -
Aaig wg kal apol. . ... .. -

prav Aevl. ... ... ...

Surely, Diogenes must be following Plato, who at Republic 399a—c stated
that the only two modes to be allowed into his state are the Dorian and the
Phrygian — the two that encourage bravery and temperance.

At column 12, Diogenes affirms that whilst learning music is useful for a
life of leisure,” in common with both Plato and Aristotle, he asserts that it should
not be learned to a professional standard, it is, rather, a diagogeé. A similar belief
is voiced at Protagoras 312b2—4, where the extremes of versatility and

specialisation are rejected:

[T4.4] . . . the kind [of education] you got from the schoolmasters who taught
you letters and music and gymnastics. You didn’t learn these for professional
purposes, to become a practitioner, but in the way of liberal education, as a
layman and a gentleman should.

(Trans. Guthrie in Hamilton and Cairns 1989: 311)

In column 41.29-34, Diogenes voices a concern about the child
performing on the aulos because playing the ‘musical tune convulses his face

into ugliness’:

[T4.5] ov] uévov 8¢ tag Yuxalg da-

TI0évat Twg, GAAG Kal Ta ow-

8 For my translation of this passage, see below T4.27. Although it must be conceded that the
doristi kai has been supplied, this restoration seems very secure from Philodemus’ parallel
criticism at column 77, which makes it clear that Diogenes is discussing the appropriate
harmoniai, and assigning ethical characters to each in the ancient harmonic system followed by
Plato and Aristotle before him.

? For the Greek and translation, see T3.i.1 above.
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pator ondog yoOv alvAeiv

dokJoOvtog kai T péAog

UOULGIKOV aracKapioav [gig

dvoei]deralv] 6 mpdow([nov

...Joo[. .Jo[.]6ovTwV [. ..

But it is not only the soul that [music] puts into such and such a disposition but
the body also. For when a child performs a musical tune on the aulos, it

convulses his face into ugliness.

Whether Diogenes took this view from one of his predecessors, or
whether it was a view formed on his own, is of course, impossible to say. It was
a view expressed by both Plato and Aristotle, however, and possibly others

before them. In Alcibiades I, Plato’s Socrates remarks to Alcibiades:

[T4.6]
soc: You learnt, if I recollect, writing and harping and wrestling; as for

fluting, you refused to learn it."

And Alcibiades agrees that this is correct. Plutarch, in his Life of Alcibiades

gives a little more detail:

[T4.7] At school. . . he refused to play the aulos, holding it to be an ignoble and
illiberal thing. The use of the plectrum and the lyre, he argued, wrought no havoc
with the bearing and appearance which were becoming to a gentleman, but let a
man go to blowing on an aulos, and even his own kinsmen could scarcely
recognise his features. Moreover the lyre blended its tones with the voice or song
of the master, whereas the aulos closed and barricaded the mouth, robbing its

master of both voice and speech."’

It seems that Plato would have been more concerned with the loss of
speech than the loss of appearance, although the deformity in appearance could

stand for ‘distortion from “proper” comportment — in physical, aesthetic, moral

10 Aleibiades I 106e.
"' Loeb Plutarch Life of Alcibiades 193E—F.
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and social terms’,'? and so could represent both physical and moral deformity. In
the Alcibiades I, the Platonic Socrates is surely mocking Alcibiades in his effort
to prove that the latter doesn’t have the knowledge he claims to have rather than
acknowledging something that he rightly chose not to do. Was the Platonic
Socrates rather implying vanity on Alcibiades’ part, perhaps, or is he simply
affirming Alcibiades’ own view of himself as a gentleman and the aulos,
therefore, was not an appropriate instrument for him to play?'® In the Republic,
after all, Plato has banned the use of the aulos for all but shepherds in the fields.
Aristotle’s own criticism of the aulos seems to be rather closer to that of

Diogenes in that the distortion of the face is mentioned directly:

[T4.8] The tale goes that [Athena] found an aulos and threw it away. Now it is
not a bad point of the story that the goddess did this out of annoyance because of
the ugly distortion of her features; but as a matter of fact it is more likely that it
was because education in flute-playing has no effect in the intelligence, whereas

we attribute science and art to Athena.'*

The distortion detail could certainly therefore have been taken from
Aristotle, although given Diogenes’ interest in the gods and goddesses, one
might have expected him to mention Athena’s dislike of the instrument because
of its alogos nature, rather than the concern about distortion of features. Perhaps
neither Plato nor Aristotle were Diogenes’ source here as it does seem to be a
generally known anecdote. Athenaeus at Deipn. 616e—617a, notes that the fifth-

century BC musician Melanippides'” recounted the tale:

[T4.9] On the subject of pipes one guest notes that Melanippides in his splendid
ridicule of pipe-playing in the Marsyas said of Athena, ‘Athena flung away the

12 Wilson 1999: 64, and discussion passim.

B In the Symposium it is Alcibiades who is brought, drunk, into the room led by an auletris,
Symp. 212d.

14 Politics VIII, 1341b4-9, trans. Rackham in the Loeb volume, my italics.

15 One of the proponents of the New Music of which Plato was so suspicious. On Melanippides,
see chapter 3, above, p. 75; on ‘New Music’, see further below this chapter.
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instruments from her holy hand and said, “Away with you, you shameful objects,

outrage to the body! I consign you to ruination!”"°

And so it might indeed have been a common tale in classical times.
Nonetheless, it must have interested Diogenes sufficiently for him to make
mention of it here, particularly as it is placed so close to his argument that music
can put the body into various dispositions, and so close also to the very lacunose
anecdote about Pythagoras.'” Perhaps indeed it forms one of a number of
musical anecdotes recounted by Diogenes as evidence for such claims, or indeed

as a sort of list of ‘tales told’.

The Laws contains no detailed discussion of the sarmoniai, but rather builds on
the rules laid down in the Republic regarding appropriateness of music, and
returns to the subject of the importance of good education for the well-being of
the state. The Athenian Stranger emphasises that education consists in the
establishment within all people of correct dispositions for the feelings of
pleasure and pain, and the appropriate attitudes to these feelings. Mousiké is
regarded as the primary discipline to provide the foundation for development of
moral goodness in childhood and in adult life, and so it is important that there are
suitably qualified overseers/guardians to ensure the correct ‘policing’ of music.
For, as the Stranger states, ‘the postures and tunes which attach to goodness of
soul or body, or to some image thereof, are universally good, while those which
attach to badness are exactly the reverse’.'® Interestingly, Diogenes uses similar

language at column 20, 1-8 where he states:

[T4.10] pleya-

Aompe]ni, t& 8¢ cwpovi[k]a
kai] avdpeia t[a] 8[¢ deiha
Kal dkOAaota kal SA[w¢] ofi-

OXPX TPOGAYOPEVOVTWY, WG

16 Loeb Greek Lyric pp. 24-5, s.v. Melanippides. Trans. Campbell.

7 For the Pythagoras anecdote, see above chapter 3, T3.i.21 — it appears just one column later
then this excerpt, at col. 42.36-45.

8 Laws L. 655D, trans Bury.
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OUVETLPEPOVONG TAC TOLAV-
Tag d1ab€aig - ov yap av {owg
o0d’ €paivovto, un ovoai ye

Kat GArfsiav -

(there are some people) who describe certain [tunes as magnificent], others as

temperate and courageous, and still others on the contrary as shameful and

intemperate, because according to them, [music] carries dispositions of this sort:

and without doubt, (they) would not at all appear, unless they had some

existence in truth.

Delattre remarks that it is unlikely that Diogenes’ words bear some

similarity to those of Plato by chance, and given that Diogenes will be shown

below (T.4.13 and T4.14) to have quoted Plato verbatim, 1 am inclined to agree

with this view.

Philodemus’ refutation of this claim appears at column 98, 30-45:

[T4.11] Twvdg [t]e kal n|posayopedov-

Teg avtol Ta pev ul[eyahompe-
Tf, T& 6 cwepovi[k]d kai dv-
dpeia, T 8¢ tame[1vd, t]jodt -
véuacav 00|[U ] voui-
Cewv * Omo Tii¢ pUoswg To[de
gpnpuocbat, tnv oA iav
dnAoloav kal TOV pntopa
napiiv 8¢ kai Ppwp[alra kai
néuata veav[ik]al. .. ..

ka1 yevvaia, Ta [8]¢ | [deih]a
kol dkéAaota [kaA]ei]v: GAAG
&M kol ToAA | [dvdAoya] Tov-
1016 tle k]l Frep|[a katd] TV
np[dtnv] @oorv alf. . .] kai tdg
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and in describing certain [melodies] as magnificent, and others as temperate and
courageous, and certain others as vile, they have given this description because
in their view it is adapted by nature [to the tunes], and is shown by the ordinary
use of language, and the rhetor also. But it would be possible to call ‘young’,
‘noble’, [and good], and , in other cases, shameful and intemperate, also food
and drinks, and many other things, in [analogy] to these latter, by their primary

nature and. . .

Another similarly opposing view can be found in the document known
as the Hibeh Papyrus, discussed above, chapter 3, T3.1, and I will repeat just the

translation here:

[T4.12] They [the harmonicists] also say that some melodies make people self-
disciplined, others prudent, others just, others brave, and others cowardly, not
understanding that the chromatic cannot make cowards nor the enharmonic make
brave men of those who employ it. . . The chromatic does not make a person

cowardly, nor the enharmonic (make someone) brave’."”

Laws need to be set down for the poets/musicians to follow (Laws II,
656b), and the Athenian Stranger addresses the question of finding and
appointing competent judges, those who will only take pleasure from music if it
has the correct moral effect and utility. The passage that I will look at shortly
explains why it is so important for competent judges to be found.

Before that, however, I would like to consider column 51 of Philodemus’

De Musica:

[T4.13]

13 evdafeiagydap [moA-

Mg avtn]v [.] 8[et]oBat, pdAiot[a
15 nao@v] eikévwy * - auap[tov-

ta te yjap ta uéyiora PAd-

19 P.Hib. 1.13. Extract from cols. 1, 15-2, 6. Trans. Grenfell and Hunt, with amendments. It is
clear, then, that Plato, and Diogenes after him were engaging in a debate about étios in music
that dated back at least to the fourth century BC, and quite possibly earlier as I will discuss later
in this chapter.
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nreoB]an Ta 1j0n, Epy@ddéq te
ToUtw v aioBéo0ai dia o
tovg ron Jrag pavlotépovg

20 glvan T@Jv Movodv [ * - tlatralc
Ya&p oUK] &v Totfjoat T pet-
uAuatal, Elevlépwv udAn
e kai pluBuovs mpooa] puood-
oa¢ doUAwV Klai avele vOE-

25 pwV, Kal dvd]maAty, ov[8¢ On-
plwv ovvBeivlar kai vV Bpw-
WV kai opydlvwy ndviwv
PWVAG. .. ... JoveAwval. ..
... . ontac] uév[tlot, k&[v-

30 Opwrivoug), opddpa ta tolad-
ta éunAékovltag kai ovV k]v-
K@vTag dAdylws katayela-
offjvat av diac@vrag pu-
Ouov uelv kai oxriuara ué-

35 Aovg ywpilg, Adyouvs peirovg
el¢ uérpa tli0évrag, uélog[d¢
av kal pvOudlv dvev pnudralv
YeiAfj kibapliosl kal avAriol el
xpwuévolug, év ol¢ 81 mayyd-

40 Aemov dvev Adyov [yiviue-
vov puBludv te kall dpuovi-
av yiyvi]okev 8 11 fovle-
ta1 kal 6tjwi &oike TV [d-
&1oAdywv] uunudrwv:[vmo-

45 Anmtéov & 8t]i 13 ye rool bro
noAAfig ayploikiag pel orov
47 nd@v, omd)oov tdyolvg te kal

[artaioiag kai pwvic Onpi-

wdovg pilov Wot ’avArjoel ye

xprioBaz . . ]
Because of all the [types of] imitation, it [music] is the one with which one
should take the utmost caution. For, in the case of error, moral harm can be
most great, and it is troublesome to recognise, because our poets are inferior in
quality to the Muses. They indeed [the Muses] would never create their
imitations by adapting melodies and rhythms for free men,*® for slaves and men
who were not born free and vice versa, and they would not mix together the cries
of wild beasts, men’s voices, and all sorts of instruments. . . [The poets],

however, precisely because they are humans, by their senselessness in entangling

20 Diogenes’ compression compared to Plato’s text in T4.14 is harder to follow. The Greek here
is rather awkward, and I have attempted to give the best sense.

111



such things and jumbling them up together, become objects of ridicule, because
they separate rhythm and gesture from the tune, putting bare discourse into
metre, and again they isolate melody and rhythm from words, using the bare
sounds of harp and flute, wherein it is almost impossible to understand what is
intended by this wordless rhythm and harmony, or what noteworthy original it
represents. One ought to realise that such methods are clownish in the extreme
insofar as [they like] (much speed, mechanical accuracy and animals’ cries, and

consequently employ the pipe. . .)

This may be compared with an extract from Plato’s Laws II. 669b—e. The

italic in the two Greek texts indicates direct parallels:

[T4.14]
b7 evdafeiag dn deitarmhelotng

TACWV EIKOVWY. AUAPTOV TE ydp Ti¢ U€ytor av BAdmrorto,
c 6N kaka @rlogppovovuevos, xakenwtatdv te aiobéobar did

TO TOUG moINTA¢ PAVAOTEPOUS €IV TOINTAG AUTAOV TV
Mouvodv. ol yap &v éikeival ye éaudptotév mote tocodtov,
WoTe PRpata avép@Vv Toloacal TO GXfUX YUVAIKGOV Kal

5 uélog dmodobvat, kai uéhog EAevfpwv ad kai oxrjuata
EuvBeioat pubuovs SovAwv kai avelevBepwy mpooapudTTeLy,
00§ ab puOUOC Kol Xp&dua éAevBépiov Drobeioat uéhog A
Adyov évavtiov amododval toig pubuoig €ti 8¢ Onpiwv pwvag

d Kal avOpwmwV Kai pydvwv Kal Tdvrag Pogoug £1¢ TATOV
oUK dv mote EuvBelev, WG €V Tt pipoduevar Totntal de
avBpwmivor o@édpa ta tolalta EUTAEKOVTES KAl CUKUKWVTES
dAdyws YEAWT av mapackevdlolev T®V avOpiTWwV 660U¢

5 enoiv '0peeLg Aayelv Gpav tig TépProg tadtd T yap
Op@OL TAVTH KUKWUEVX Kol € T1 draom®dotv ol motntai puduov
UEV Kal oxfjuata yélovg xwpis, Adyouvs Yidovg gic uétpa

e r10évreg, uéhog 8 " av kai pvOuov dvev pnudrwv, YiAf kiba-
pioel te kal avArjoer mpoaypwuveo, év oic 81 mayxdAemov
dvev ASyov yryvouevov pvbudv te kai dpuoviav yiyviokeLv
0 ti te Povdetar kai Stw oike TV aé10ASywV uunudTwy:

5 AN OoAaPelv avaykaiov 6t TO To100TAV ye moAAfg aypor-
KOG UETTOV TIAV, OTIO0OV TAXOUG TE KAl AMTAITIAS KAl PWVAG
Onpirdovg oddpa pilov, wotr” avlroel ye xprioBai.. ..

It [music] needs more caution than any of the arts. The man who blunders [in
this art] will do himself the greatest harm, by welcoming base morals; and,

moreover, his blunder is very hard to recognise, inasmuch as our poets are
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inferior as poets to the Muses themselves. For the Muses would never blunder so
far as to assign a feminine tune and gesture to verses composed for men, or to fit
the rhythms of captives and slaves to a tune and gestures framed for free men, or,
conversely, after constructing the rhythms and embellishments of free men, to
assign to the rhythms a tune or verses of an opposite style. Nor would the Muses
ever combine in a single piece the cries of beasts and men, the clash of
instruments, and noises of all kinds, by way of representing a single object;
whereas human poets, by their senselessness in entangling such things and
jumbling them up together, would become objects of ridicule to all the men who,
in Orpheus’ phrase have attained the full flower of enjoyment. For they behold
all these things jumbled together, and how, also, the poets rudely separate
rhythm and gesture from tune, putting bare discourse into metre, whereas they
isolate melody and rhythm from words, using the bare sound of harp or flute,
wherein it is almost impossible to understand what is intended by this wordless
rhythm and harmony, or what noteworthy original it represents. Such methods,
as one ought to realise, are clownish in the extreme insofar as they exhibit an
excessive craving for speed, mechanical accuracy, and animals’ cries, and
consequently employ the pipe. . .

(Trans. Bury, with amendments)*’

So what exactly is being claimed in these two passages? That of all the
arts, music is potentially the most dangerous, because if the wrong type of music
is studied, the listener will be in great moral danger. What is more, it is difficult
to discern whether one is listening to morally pernicious music, because the
human poets/musicians are far inferior to the Muses, and we as listeners cannot
readily recognise what is morally good or harmful. And so it goes on. Are Plato
and Diogenes really suggesting that if we listen to the wrong type of music we
place ourselves in moral danger? Certainly Plato voices this concern many times.
As mentioned above, in the Republic, he bans the works of Homer believing

them to be immoral, and he bans the aulos from his ideal city, allowing only a

2! Greek from the Oxford Classical Text; Bury’s translation in the Loeb Plato.
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syrinx that may be played by the shepherds in the fields.”? The aulos is alogos,>
and is therefore of no use in his education. His views on educational music are
nothing if not practical. The moral message contained within the music was
much more important than any pleasure that might be obtained from it, although
he does concede that it is important for children to be able to enjoy what they
listen to.”* He believed that morality could be instilled by habituation, even
before the child acquired the ability of reason, and so by habitually exposing
children and adults to morally improving music and poetry, i.e. music and poetry
that contained imitations of moral goodness, they would learn to act morally. But
conversely, he also believed that if the child was exposed to morally damaging
music, then the opposite actions would be learned, and his dislike of ‘new’ or
modern music, which for Plato was a prime example of such morally damaging
music, is particularly apparent in the Republic,” as it is also in the Laws. See
further my discussion below, pages 118-20.

It is clear that Diogenes shared this view. The simple fact that he chose to
quote Plato’s passage at length certainly would seem to indicate agreement, and I
would argue that Diogenes must be quoting Plato here — the parallels between
the two texts are surely too great to be coincidental. I will now turn back to
Diogenes’ extract (T4.13).

Like Plato, Diogenes affirms that of all the arts, music is the one with
which one should take most care, for in the case of error, moral harm could be
most great, but also that morally pernicious music is very difficult to identify.
His expression reproduces that of Plato almost word for word, although
Diogenes’ compressed paraphrase is harder to follow. He (Diogenes) affirms that

the Muses would not make the errors which the poets of his day were making,

22 Rep. 111, 386-99. For discussion on why Plato held the view that a child should not play the
aulos, and Diogenes’ apparent agreement, see above, pp. 105-8.

23 . . .
I.e. without reason, and, hence irrational.

> But only in the Laws. There is no mention of pleasure or enjoyment in the context of
education in the Republic. For more discussion, see Woerther 2008: 95-7. The enjoyment
discussed above is referred to at Laws II, 659d. So long, that is, as enjoyment is only found in
music that has been deemed ‘appropriate’ by the appointed judges. Pleasure is of minor
importance here, just as in Philebus it is only ranked fifth in importance in the final ranking of
‘goods’ (64c—67b). See my further discussion on sections of the Philebus, below, pp. 117-19.

> This need not necessarily be as alien a view as it might seem at the outset. Barker (2007: 254,
n. 32) notes that a modern philosopher [unnamed] considers the music of Richard Strauss to be
morally corrupt, although he did not suggest that listeners exposed to it would become so
corrupted.
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adapting rhythms and tunes of free men for slaves, imitating the cries of wild
beasts, mixing voices and all sorts of instruments. He regrets the separation by
these poets of words from melody and rhythm for the solo playing on kithara and
aulos, and remarks how difficult it is to understand the proper meaning of bare
rhythm and harmony and indeed to recognise what model they are intended to
resemble.?

The context of Diogenes’ passage is almost impossible to ascertain. A
whole column of some 47 lines is so lacunose as to be impossible to read directly
before this column (51), and the first 12 lines of this column are less than clear,
although they might relate to another excerpt from the Laws (VII. 802b—c, where
Plato affirms that the music of the ancients should be selected as suitable for
dancing, singing and all choral performance, chosen by judges over the age of
fifty, taking the advice of poets and musicians on the basis that even unregulated
musical pursuit becomes better when brought under regulation). Diogenes

states:?’

[T4.15] ..... ... w tai¢ ndovaic
kal émOvluiaig un éml. Jva

..... AN tiowv d[Afyloig,
....... [ Juevncavl... Jio
..... Jiov[.] swvovooo [.In[.Jo
..... JAa swepdvog Thig
........ Jovong, tri¢ 8¢ af.-
........ ] xatooo éxevn
........ Jefic ueév rdeilag,

fi¢ 8¢ Yux]pdc kal &[ndodg

\

..... Jowot[. ... ¢ k|[ali To

[men who do not trust] their pleasures nor their desires, except in certain few

circumstances . . . when [the music] is temperate. . . while when. . . one is

26 Note again that Diogenes states ‘it is difficult’ not ‘impossible’ to understand the meaning of
instrumental music.

27 Again, in the Greek of the extract, italic denotes parallels in the Greek text.
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pleasant, the other is cold and unpleasant. . and the fact that. . . [regarding

music] . ..

The passage of the Laws states:

[T4.16] mownTiKOUG dua Kal UOLGLKOUG dvdpag mapaiaPovrag, Xpwuévoug
aOT®V tai¢ duvdueot Tiig mowoews, taic O ndovaic kai €mbuuiaiag un
émrpénovrag A’ 1 tiowv JSAiyors, €€nyovuévoug 8¢ ta TOD VvopoBEétou
PovAfuata 6t pdAiota Spxnoiv te kal ddnv kal mdcav xopeiav cvothoacdal
KAT& TOV aUTO0 voiv. mdoa § dtaktdg ye ta&iv Aafodoa mepi podoav dratpiPn

Kal un mopatiOeuévng tiig yYAvkeiog povong aueivwv pupiw.

For this purpose we shall call in the advice of poets and musicians, and make use
of their poetical ability, without, however, trusting to their tastes or their wishes,
except in rare instances; and by thus expounding the intentions of the lawgiver,
we shall organise to his satisfaction dancing, singing, and the whole of choristry.
In truth every unregulated musical pursuit becomes, when brought under

regulation, a thousand times better even when no honeyed strains are served

28
up.

Pleasure, as I will discuss further below, is not an important criterion in
the choice of appropriate music. The Athenian Stranger states at 668d, ‘But
correctness in things of this kind, to put it quite generally, would be produced by
equality of quantity and quality, rather than by pleasure.” As Barker remarks,”
‘that is, a thing not to be accounted a good representation just on the grounds that
it is pleasing to look at or hear, but only if its dimensions and qualities reflect
those of the original’. The structure of the harmonic line is what represents and
conveys the ethical message. Plato’s concern about the mathematical imprecision

of another aspect (i.e., composition as well as performance) of musical

2% Translation Bury, in the Loeb edition.
2% 1984: 152.
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representation is voiced further at Philebus 55e—56a, especially 56a, where it is

clear that he regards music as a stochastic art:*°

[T4.17] For a start, then, music is full of this (tfig oTtoxaoTIKI|C) getting its
concordance in tune not by measurement, but by taking a shot at it on the basis
of practice, and so too is the whole art of pipe-playing, hunting the proper pitch
of each note by shooting at it as the note moves, so that it has a great deal of

uncertainty mixed into it, and little that is sure.’’

Plato regards it with some mistrust due to its status of an inferior techné
because of this uncertainty. Whilst it is possible, in his view, to give an account
of the criteria required to produce appropriate music, just as it is possible to give
an account of the right way to practise medicine, it is still imprecise. As Gosling
remarks to Philebus 55e, ‘it is the extent of the use of mathematical techniques
that makes a fechné [more or less] worthwhile’.>?

The experts or critics of Plato’s Laws (VII. 802b—c, discussed above)
require three types of knowledge:

1. Knowledge or understanding of what is being represented;

2. The ability to judge the correctness of the copy or representation;

3. A knowledge of the excellence with which the copy is executed.

Glen Morrow asserts that ‘This higher knowledge puts the masters of music
above not only the younger citizens, but even above the poets, for although a
poet needs to know the technicalities of harmony and rhythm, he may not, as a
poet know whether the representation is “noble or ignoble”.”* This, I believe, is
exactly the point, and one of the main concerns of both Plato, and Diogenes,
after him.

The context of the Plato passage T4.16, above, is as follows: At 796e ff.,
Plato returns to the subject of music (having previously left it as completed at

673e), saying ‘the gifts of Apollo and the Muses. . . one which we previously

3% For further discussion on music as a stochastic art in Plato, and perhaps Aristotle and
Diogenes, see above, chapter 3, pp. 85-7.

3! Trans Barker 1987: 109. See further below, this chapter.

32 Gosling 1975: 154.

33 Morrow 1993[1960]: 314 and n. 55.
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thought we had done with’. The subject is reintroduced by the Athenian Stranger
with a discussion of the dangers of innovations, firstly in children’s games, but
then broadening out the discussion at 797e to include ‘everything, save only
what’s bad — in respect of seasons, winds, bodily diet, mental disposition,
everything in short with the solitary exception, as I said just now, of the bad. The
evil wrought by changes in outward forms. . .” (798d). He moves on to affirm
that children should be prevented from innovating in any aspect of their learning
or recreation, and moves on to propose a set of laws regarding music — that the
poet shall compose nothing which goes beyond the limits of what the State holds
to be legal and right, fair and good, nor shall he show his compositions to any
private person until they have first been shown to the judges appointed and have
been approved by them (801d). Finally the Stranger comes to the passage leading
into extract T4.16, suggesting that to honour with hymns and praises the gods
and heroes, choice should be made from ‘the compositions of the ancients’.

Amongst these, the stranger states:

[T4.18] there exist many fine old pieces of music, and likewise dances, from
which we may select without scruple for the constitution we are founding such
as are fitting and proper. To examine these and make selection, we shall choose
out men not under fifty years of age, and whichever of the ancient songs are
approved we shall adopt, but whichever fail to reach our standard or are
altogether unsuitable, we shall either reject entirely or revise and remodel. For
this purpose we shall call in the advice of poets and musicians, and make use of
their poetical ability, without, however, trusting to their tastes or wishes. . .For if
a man has been reared from childhood up to the age of steadiness and sense in
the use of music that is sober and regulated, then he detests the opposite kind

whenever he hears it, and calls it vulgar. . .(802b—d)

This passage has been interpreted by many commentators®* as an attack
on the ‘New Music’ of the fifth century, produced by musicians such as

Timotheus of Miletus, Philoxenus of Cythera and Phrynis of Lesbos, for

3* For example, Anderson 1966; Barker 1984; Csapo 2004, an interpretation that I fully support,
and which I wrote about in more detail in my MA thesis entitled ‘Plato and New Music’ in 1999.
For more on ‘New Music’, see above, ch. 3, pp. 68 ff., and below, this chapter.
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example. Whilst Plato does not mention any of these musicians by name, except
for one Cinesias, mentioned at Gorgias 501e—502a,”> his references to
innovation in music would seem to strongly suggest that this is what was in his
mind. Plato’s suspicion of these innovative musicians can be seen in the
Protagoras as well as the Laws and the Republic, and at Gorgias 462b8—c7, the
music of pleasure-giving public display is argued to be of as low a status as
flattery, the knack of producing gratification. Just as rhetoric was dangerous
because of the way the well-practised speaker could manipulate his audience, so
too clever musicians could manipulate their audiences by appealing to their love
of novelty and pleasure. Plato’s view on the ability or lack of it of spectators to
judge the merits of both musical or rhetorical display are clear from two

comments made in the Laws and the Republic:

[T4.19] [Passing] of verdicts [should not be] left as it is today to the catcalls and
discordant outcries of the crowd, nor yet to the clapping of applauders. The
educated made it their rule to hear the performers through in silence, and for the
boys, their attendants and the rabble at large, there was the discipline of the

official’s rod.*

[T4.20] ... The multitude are seated together in assemblies or in courtrooms or
theatres. . . and with loud uproar censure some of the things that are said and
done, and approve others, both in excess, with full-throated clamour and

clapping of hands.*’

Whilst musical and rhetorical display gratify the ‘multitude’, they also
appeal to that ‘unstable, emotional part of us and subvert reason, whilst yet
seeming to proceed from and transmit knowledge’.*® Plato regards the new
musicians as aiming only at entertainment and novelty, and the whole of the

discussion in the Laws passages above in this chapter (T4.14; 4.16; 4.18; 4.19)

3% Cinesias was singled out, I suggested in my MA thesis, because he came from Athens, and
was therefore more likely to be known to Athenians, not least from Aristophanes’ parodies of
him in Birds (esp. 1373-9) and Frogs (e.g., 152 and 366 and scholia ad loc.).

36 Laws 111 700 ff. trans. Taylor in Hamilton and Cairns 1989: 1294,
37 Republic V1. 492b—c, trans. Shorey in Hamilton and Cairns 1989: 728.
38

Janaway 1995: 11.
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relates, I would suggest, to his concern that choices of music suitable for either
recreation or, more importantly the ‘honouring of the gods and heroes’ not be
left to such musicians. His seemingly staid and strict regulations regarding the
choice of appropriate judges and the skills required to become such judges are
his way of ensuring that music is not left to the self-proclaimed ‘experts’ who
merely resort to innovation and entertainment.

It seems clear that Plato not only held an elitist view of music, but he also
imposed upon it the requirement of containing some form of rational expertise
and moral improvement, and criticised it when it does not. As Woerther notes,”’
in the Republic, ‘Socrates and his interlocutors seek to purify music by following
the same rules as those which were adopted when they defined the principles of
imitation for narrative discourse and poetry. This process takes place in two
stops: purification of harmonies, then purification of rhythm.’

It has traditionally been believed by modern scholars that Plato was
influenced to some large degree by Damon of Athens. A fifth-century
philosopher and musical theorist, and one-time adviser to Pericles, not much is
now known of Damon’s musical theory apart from a few references in Plato, and
fragments in various other writings.** Damon was believed to have formulated a
theory of musical ethics and was said, by Plato, to have been the leading
authority in the field of specific moral effects of music.*' It is also clear from a

fragment attributed to him that he accepted that music could influence the soul:

392008: 91.

40" A collection of Damonian fragments together with analysis and commentary, and history of
his life such as can be constructed is currently being prepared by R. Wallace, and it is hoped that
this important work will be forthcoming in 2009. It will be interesting to analyse just what can
confidently be attributed to Damon himself, and what might be mythical reputation built upon
Plato’s writings.

' In his commentary to [Plutarch]’s De Musica, Lasserre argued strongly that Damon had
invented the notion of ethos in music (Lasserre 1954: ch. 6 ‘Damon d’ Athénes’). However, there
would appear to be nothing original in any theory attributed to Damon. Even Pindar suggested
that there was ethos in music, as in Pythian I: 1.5, ‘You quench the warriors Thunberbolt’s
everlasting flame’; 11. 11-14, ‘Even Ares the violent | leaves aside his harsh and pointed spears |
And comforts his heart in drowsiness. | Your shafts enchant the souls even of the Gods.” There
would appear to be no further references to the ‘hoi peri Damona’, mentioned by Aristides
Quintilianus at Book II, 14 (80, 23-81, 6 Winnington-Ingram), which continues on from my
quotation at T5.iii.5, and the notion of Damon as ‘founding father’ was possibly a creation of
later writers, possibly on the basis of Plato’s discussion in Republic 111. It is not the existence of
Damon that is in doubt — his invention of the ‘slack Lydian’ mode, mentioned by Aristotle in the
Politics (VIII. 1342b31-2), is evidence that he was possibly an enterprising musician, but not
necessarily a theorist. I must thank Professor Barker for this outline of his argument from a
conference on Aristides Quintilianus in Corfu in July 2008.
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[T4.21] Song and dance necessarily arise when the soul is in some way moved,
liberal and beautiful songs and dances create a similar soul and the reverse kind a

reverse kind of soul.*?

It would appear that Plato had a somewhat ambivalent relationship with
Damon. At Laches 180cd, Plato’s Nicias refers to Damon as ‘a teacher of music.
. . the pupil of Agathocles, who is a most accomplished man in every way, as
well as a musician and a companion of inestimable value for young men at their
age’. But this glowing description of Damon is given by Nicias, who is shown in
Thucydides Book VII to have been lacking in judgement.”® Although it will be
seen below that Plato quotes Damon as a source for his views on the musical
modes, it may be that he did not altogether trust Damon’s teachings.

Warren Anderson suggests that Plato saw him as a dangerous ally. Being
sympathetic, as Damon was claimed to have been, to the Sophists, his beliefs
were to be treated with caution.** Plutarch’s Life of Pericles 4 suggests that
Damon used his profession as a musician as a ‘cover’ for his political activities.*’
He was apparently ostracized some time after delivering a speech on public
morality to the Athenian Council of the Areopagus, and is said by Diogenes
Laertius at I1.19, to have taught Socrates. Plato’s Laches 197d, where Damon is
called Socrates’ hetairos, would seem to support this to an extent. Nowhere in
extant musical writings from the classical or Hellenistic period other than those

of Plato is Damon mentioned directly, except where he is mentioned in similarly

42 Fragment 37 B6 Diels.

® Thue. VILS6. Thucydides tempers his remarks by qualifying his criticism with the comment
that ‘he had spent his whole life in the study and practise of virtue’. Cf. also Laches 197d, where
Damon is said to be a constant companion of the Sophist Prodicos (described at Prt. 315e,
probably ironically, as a man ‘of inspired genius’), and Laches 200ab, where Damon is mocked
by Laches but defended again by Nicias.

M Anderson 1955: 88—-102. However, cf. now, Barker 2007: 47 and n. 18, where it is queried
how much influence Damon actually had on Plato’s musical theory.

45 Plutarch writes, ‘As for Damon, he seems to have been a politician, who under the pretence of
teaching music, concealed his great activities from the vulgar. . . However, Damon’s giving
lessons upon the harp was discovered to be a mere pretext, and, as a busy politician and friend to
tyranny, he was banished by the ostracism’, (trans. Langhorne (Langhorne 1841)). Damon is also
linked with Pericles in [Plato] Alcibiades I, and the Aristotelian Ath. Pol. discusses some of his
political activities; Athenaeus 628c for more on Damon’s views on musical éthos. For more on
Damon and references to him, see Wallace 2004: 249-68.
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respectful terms by Diogenes of Babylon at column 22 of the De Musica, and not

at all respectfully by Philodemus in his parallel critique:*°

[T4.22]

emdntn-

5 odvtog] 8¢ Tivog mdtepov gig
Tdoag] Tag ApeTag fj Tivag 1
UoULGIK]N Ttpodyet, Aduwva
..... Jew tov povoikodv
gi¢ ndo]ac oxedov olecBar Aé-

10 YEv ya]p adtov mpochkeLv
&idov]ta kai k1bapilovta
oV [1t]aidax ur) udvov avdpelié-
Tepov yivesbal Kal cw@po-
véotepov AAAG kal dik[ai-
OTEPOV .....

Moreover, when someone asked if music promotes all the virtues or just some
of them, Damon, the musician, believed that [it will incite] the listener to all of
them or nearly all. For, he said that the effect of singing and playing the kithara
renders the child not only more courageous and more temperate, but also more

just. . .

Plato doesn’t use these exact words, but in the Republic, within the
discussion of which modes are suitable for admission into the city, he does say
‘Well, on this point we will take counsel with Damon, too, as to which are the
rhythms appropriate to illiberality, and insolence or madness or other evils, and
what rhythms we must leave for their opposites’, asserting that Damon will

know which rhythms will encourage the sober and good dispositions:*’

[T4.23]

AN talta pév, v 8 " €yw, kal ueta Aduwvog PovAevoouebda, tiveg te

46 Cols. 100 and 148; see below, T4.24.

47 Plato, Republic 111. 400b. However, cf. Barker (2007: 252, n.29), ‘Plato at Rep. 400b—c seems
to guarantee that Damon had things to say about the ethical significance of rhythms. On the other
hand the notions that he had set out comparable ideas about the ethical characters or influences of
the various harmoniai, a notion that was current in later antiquity and has been built up by
modern scholars into an elaborate “Damonian theory of éthos”, seems to me to rest on the
flimsiest of foundations.’
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avalevBeplag kal Ufpewg N paviag kai GAANG kakiag mpémovoal Pdoelg, kal

tivag toig évavtiolg Aetntéov pubuoug.

It may of course be that some of Damon’s writings still existed when
Plato lived, although there is no evidence that Damon left any written work at
all.*® It is probably implausible, therefore, that Diogenes could have been
drawing on Damon’s work directly, and in no other extant text from before the
first century BC is Damon mentioned. It seems apparent, therefore, that
Diogenes must have used Plato’s writing when speaking of Damon. Amongst
later writers, Damon is mentioned by name once by Cicero, once by Ps.-Plutarch
in his De Musica, and a number of times in his Lives, and four times by
Philodemus — twice in the words attributed to Diogenes of Babylon, and twice in
Philodemus’ own refutation. He is also mentioned by Proclus in his commentary
on Plato’s Republic, as noted below (T4.26), and Aristides Quintilianus possibly
preserves some of his musical philosophy in Book II of his own De Musica.*”’

In text T4.22 above, Diogenes appears to refer to Damon in the same way
that Plato did before him — as a man who had some authority in musical matters,
in other words, a mousikos, but he gives no earlier authority for this belief. Is he
referring to Plato’s writings here also? At Republic IV. 424c—d, Plato’s seeming
admiration of Damon’s musical philosophy is shown in the words of the Platonic
Socrates: ‘For the modes of music are never disturbed without unsettling of the
most fundamental political and social conventions, as Damon affirms, and I am
convinced’.”® Other than quoting Damon as his authority, Plato does not cite any
evidence to support this theory, surely a reference once again to the ‘new music’.
I would suggest that Diogenes quotes Damon with similar respect — ‘when one
asked if music incites all the virtues or just some of them, Damon the musician .
..”>! — he seems to take it for granted that Damon needs very little introduction,
perhaps following Plato? If Plato’s comments in the Laches do indeed suggest
that Damon’s words are not as authoritative as they appear in the Republic, the

question must be raised as to whether Diogenes had misunderstood Plato’s

48 See Wallace 2004: 256; also Barker 2007: 47.

49 Suggested by Lord 1982, but not, it seems supported by other modern scholars. See, e.g.,
Barker 1989, ch. 12 passim.
50 My italics. The Greek reads o08apod ydp kivoOvTal Hovoikiic Tpdmotl Avev TOMTIKGOV VOpwV
TOV HEYIOTOV, G @Nol Te Adpuwv Kal £yw meibopat.
>! Extract T4.22.

123



possible distrust of Damon. There would seem to be no hint of irony in
Diogenes’ writings, or indeed in Philodemus’ own criticism. Both writers seem
to have taken Plato’s words at face value.

Philodemus’ stinging rebuke of Damon’s view comes at column 100, 37—

45, where he says:

[T4.24) Aduwv [u]ev toi-
vov | [81" dhalove[ialv einev
év|[....tlnv uloveilknv [eig
ta¢ mAeio]|tag dpetag xprifor-
uevery, Aléywv deiv §do|v-

tla kai k10 |apilovra OV
m)aida un | uévov &vdpe[i6-
tepov yi [vesBon kal ow@po-
véotepo]vl, GAAG kal dik[a1-

OTEPOV. . .

As for Damon, it was [quackery] when he said [publicly] that music is [useful to
most] virtues, arguing that by singing and playing the kithara, the child will

become not only more courageous and [more] temperate but also more just.

Philodemus follows up this criticism at column 148, 1-5, where he says,
‘and if Damon said these things to a real Areopagus and not to a fictional one,

then he lied shamelessly’:

[T4.25] kai Ad[u]wv, €i torabta
TPOG TOLG AANB1voLg ‘Apeo-
naye[i]rag EAeye, kal pr) tovg
TAATTOUEVOUG, EPEVAKL-

Cev aTnp@GC *.

The evidence of Plato’s influence on Diogenes in the choice of musical

modes has already been discussed, above, T4.3 and discussion. In his
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commentary on the Republic, Proclus notes > that the Platonic Socrates accepts
as proper the ‘the other’ harmoniai, the Phrygian and the Dorian, of those that

Damon taught:’

[T4.26]

TG 8¢ ol dpuoviag fdn uév Tiveg TV BpnvomolGdV Kol GUUTOTIKGYV, OV ol UiV
10 @Adovov xaAdotv, ai 8¢ & @IAdAvmov cuvteivousty, TovTwy § ~ oDV
éxPePAnuévwv d&lodory tag Aomdc, v Aduwv édidackev, Thv te dplylov kai

TNV A®plov avTov WG Tatdevtikag tapadéxecdat.

Clearly, then, if Diogenes had access to Damon’s writings, which, as
argued above, seems unlikely, he chose to follow Plato’s choice of musical
modes rather than Damon’s, which leads me to ask the question why he also
quoted the name of Damon in his work? If there was no written work left by
Damon, as suggested by Barker and Wallace above, then was Diogenes merely
perpetuating the ‘myth’ in the belief that Plato would not quote an unreliable
source? Did Philodemus himself believe that Damon’s reputation was chiefly
due to his being quoted as an authority by such an important philosopher as
Plato? He certainly accords him no respect, and clearly suggests at column 148,
above (T4.25), that the so-called speech to the Areopagus might indeed have
been fictional. These questions of course cannot be answered now, but Diogenes’
references to Damon are clear evidence that Diogenes had access to Plato’s
writings, and that he held them in some regard.

It seems clear that Diogenes of Babylon would have endorsed Plato’s
views and arguments in the Laws, and it may be, as suggested by Delattre,** that
he did indeed open his discussion of the topic with words such as ‘It is
necessary, as Plato said’, but again, that is impossible to tell from the state of the
papyrus as it is today. The column immediately following column 51 (T4.13) is
also almost completely lost, and certainly unreadable, and column 53 is not

much better. It does seem, however, that Diogenes is probably continuing his

52 in Rempub. 1. 61.19-24 Kroll.

53 Italics mine. Proclus, in noting that Plato differed in his choice of modes from Damon,
suggests that he was working from another source for Damon other than Plato alone.

3% Delattre 2007: vol. I, 82 n. 1.
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discussion of ‘proper’ music, and how it is an appropriate pastime for a refined
man. The remaining text in the section devoted to Diogenes’ writings up to the
end of column 55 is extremely lacunose, and very little can be read today.
Despite my earlier comments about how it has been possible to reconstruct the
text using parallel columns where Philodemus directly criticises Diogenes’
claims, Delattre has been unable to find any clues as to what might have been
contained within these lacunae, and has therefore been unable to reconstruct any
text here.

Scholars have looked at Diogenes’ theories, such as they were available
before Delattre’s work, and Andrew Barker has suggested that Diogenes’ theory
was probably unique.”®> This would seem to be true, although Diogenes was
clearly very much influenced by Plato and perhaps also Aristotle, as I will
discuss in the next chapter. I believe, however, that Diogenes’ musical

philosophy was much more technical than that of either of these philosophers.

Very early in his critique of Diogenes’ theory, Philodemus accuses his opponent
of ambiguity, pointing to the linguistic confusion that arises when words such as
‘hardness’ and ‘softness’ were used to describe a harmony, where they would
have a completely different meaning in other contexts.’® The examples he uses
are bodily hardness compared with musical hardness, and the use of words such
as ‘relaxed’ in relation to melody. He states that such usage renders any valid
predication impossible, but I would suggest that he deliberately misinterprets.
This would have to apply also to Plato in his use of similar adjectives to describe
harmonies, and probably all the early musical theorists, and indeed modern-day
writers on music. However, as argued by Paul Scade, ‘when viewed in the light
of the tension that will determine the quality of a sound, or, analogously, a soul,

this language does make sense’.”’ Scade continues, ‘This understanding is

>> Barker 2001: 353-71.

36 Cols. 60-1. It was not uncommon for the Stoics to be accused of obscurity or ambiguity; The
Academic Carneades criticised the Stoic definition of telos for lack of clarity; Cicero De Finibus
and Plutarch De Communibus Notitiis accuse the Stoics of inconsistency of terminology, on
which see chapter 2, p. 15 above.

37 Scade 2007: 214. See discussion above, at chapter 2, sections 2.iii and 2.v.
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supported by the characterisation of some music as ‘relaxed’ (&vetog), which
seems to clearly indicate the degree of tension, the particular ratio, in a thing.”*®
This argument appears all the more plausible when, at column 77 of the De
Musica Philodemus claims that his adversaries (the Stoics) ‘rave’ when they
state that ‘each harmony (&ppoviag) has a tension (tévov) naturally akin to the
emotions in question’.” Philodemus’ criticism at this column parallels Diogenes’

claim at column 9 above regarding the Dorian scale:

[T4.27] . . . as for example the [Dorian and] Phrygian [harmonies]. The former,
because, . . . ordered. . ., so that, for one part. . . assuredly. . .[measured] . . . a
tension (tdvov) akin to the emotions [in question], and [on the other hand the
melodic composition,] the rhythms, etc., are ‘given’ in proportion (kata Adyov

§18600a1 [so that] the dispositions of lawlessness in us, too, are . . .

As Andrew Barker has stated, and as argued in chapter 5.i, below,
‘Diogenes argued vehemently for the reality of ethical and aesthetic attributes
such as nobility / ugliness and appropriateness / inappropriateness within music,
and believed that these attributes could have a significant effect on human
character.”®' Diogenes argued, for example, that music could arouse the soul to
valour, or calm the troubled soul.*” As argued in chapter 2, an orthodox Stoic
would have considered these or any emotions to be results of evaluative
reasoning — judgements following the acceptance or rejection of a proposition.
Therefore, to have any psychological value, the music would require some
rational quality to enable the soul to (a) understand the rational impression, and
so (b) assent to, or reject, the proposition it posed. And as Scade remarks, ‘by

assenting to the impression conveyed by a piece of music, the mind will take on

58 Ibid.

59 Or, as Delattre translates ‘ton’ — ‘tone, shade, colour or pitch’. This could be a deliberate play
on words. tévog certainly does mean tension, or strain in normal terminology. In musical
discussion, however, the more common translation would be ‘mode’ or ‘key’, ‘difference in
pitch, i.e. tone’. I thank Paul Scade for highlighting this particular interpretation, and his different
reading from that of Janko 1992b: 126—7, which, in this respect, I had followed. See also my
discussion of Janko’s interpretation of this passage in chapter 2, above, where I also differed
from Janko, but in a different context.

60 For the Greek, see above, T4.3 this chapter.

*! Barker 2001: 353.

62 Col. 36, ridiculed by Philodemus at col. 117. See also extract T3.i.26 and discussion.
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the structure of the impression’.® I believe that Diogenes argued that melody
itself possesses ethos, even if the proposition that it contains is not expressed
verbally, a fact that is implied in passages T4.13 and T4.14, even if both
passages say that ‘it is a/most impossible to understand what is intended by the
wordless rhythm and harmony’.®* And it seems that both Diogenes and
Cleanthes, his predecessor, believed that the structures of the musical scale could
both correspond to and communicate the ‘qualities’ or ethical values to which
they correspond. This is implied, for the Stoics at least, by the listing of music as
part of the study of phoné at Diogenes Laertius VIL44.%

I am not suggesting that Plato or Diogenes would normally discuss music
in terms of rhythm and harmony only, that is, bare (psilos) rhythm. I believe
their discussions would normally assume rhythm and words. T4.13 and T4.14
would seem to be the exceptions rather than the rule in terms of discussing
wordless music. As mentioned earlier, this raises the question of if, in the context
of these extracts, it should be understood that either Plato or Diogenes, or indeed
both, are referring to their ‘modern poets’ only (that is, the poets producing what
in the twenty- and twenty-first century AD discussions of the new style of music
produced in the fourth century BC is termed ‘New Music’).®® However, it would
appear that their concerns would be the same whether they were directed at a
specific group of poets, or to human poets generally — as both say, ‘our poets are
inferior in quality to the Muses’. Does Diogenes use the word ‘poets’ in the same
way as Plato? One cannot be sure. Delattre suggests that he does, but that
Philodemus does not.*” I do not wholly agree with this, however, as I argue

elsewhere.®®

63 Scade 2007: 214

6% The effect of the music need not be considered irrational simply because the music does not
contain a verbally expressed proposition. For discussion, see above chapter 2 at pp. 35 ff.

55 As remarked by Scade 2007: 216. I thank Paul Scade for his argument here. As Scade states,
‘One might take this to refer to a combination of music and text, but. . . this would be redundant
as written language, poetic diction and melodic speech are already listed. So there is no reason to
believe that music, as listed here, is anything other than pure, non-verbal music.” And as noted in
chapter 2, section ii, Diogenes was particularly interested in, and indeed wrote a treatise on,
phoné.

% For more on ‘New Music’, see above, pp. 118-20 and e.g., Csapo 2004: 207-48. As Csapo
writes, this term is ‘a useful but misleading term... When ancient critics spoke collectively of
works in the style (of what we call) New Music, they tended to speak of “theatre music”,” 207.

57 See above, p. 7.

68 See e.g., chapter 2, pp. 35-6.
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As mentioned above, Diogenes argued that music contained ‘likenesses’
of characters that are not mimetic, but which at the same time make all ethical
qualities absolutely clear to the person properly trained in music, i.e., the
mousikos. Professor Neubecker, in her 1986 translation of the final thirty-nine
columns of this work,” suggested that Diogenes’ views entailed music that we
would today call ‘Programme music’. The term ‘was introduced by Liszt, for
music of a narrative or descriptive kind’ ... ‘music that is distinguished by its
attempt to depict objects and events’.”’ It may well be a good analogy — music
was certainly written for specific purposes, and, as discussed at length by Plato
in the Republic, and referred to also by Diogenes, certain rhythmic or melodic
forms were regarded as only appropriate for certain purposes. This would seems
to be confirmed in the anonymous fragment T3.i.17, which states that ‘the
Dorian harmony is inappropriate to Dionysus’. However, using Scade’s
interpretation (see above, at n. 59), it is clear that the music can also represent
‘the tensional structure of abstract qualities as well as being able to imitate
sounds, because. . . the quality of the music is determined by ratios (rhythmic
and harmonic) and the structure of the sound is able to carry and communicate in
its ratios the proportional structures that determine other qualities’.”’ Perhaps,
then, this is what Diogenes was referring to when he stated that music contained
likenesses that were not imitations — the tensions and structure of the music
‘defined and demonstrated [or, perhaps, proved]’ and also communicated the

qualities contained within it to the experienced musician.

At column 138, Philodemus claims that Diogenes had misunderstood
Plato’s views on the relationship between music and justice. Having just refuted
the claim that Diogenes made for Heraclides of Pontus,”” he states that ‘what
some people make of justice is ridiculous’, and affirms that the claim that the ear
(which is for him alogos, and therefore has no part to play in reason), is able to

determine in some way what is good or not for the citizens of a state, and to

%9 Neubecker 1986.

7% See the Grove Concise Dictionary of Music, (= Sadie 1995) s.v ‘Programme music’.
! Scade 2007: 214.

72 See below, chapter 5, section iii.
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choose music on the basis of that with the aid of rules is totally unthinkable. He

writes:

[T4.28] tad’ émi-

xerpripota Tt 86&nt nlalp-

Aol paivetar kol yap i

MMAGtwv €Aeye mPOg dikato-

obvny w@el[eliv, amd[8]e[1€]iv

&v map’ avtod npo[oe]dex[Oule-

B vov & Suwg av[a]oy[el]v

enowv Tt povo[ik[@] tov [81

K10V, 00 TovV pov[olikov [di-

kalov ivat, kadmep 008E

oV dikatov povo[i]kov ov-

3¢ cuvepyeiv ovdETe[polv ov-

deTépwl mPOG TNV oikelav

EMOTAUNV:

As for ‘dialectical deductions’,” these are obviously very similar to ‘opinions’.
For also if Plato had wished to say that it [the music] led to justice, we would
have expected a demonstration from him. But what he really said was that the
just man is analogous to the musician, not that the musician is just; just as he did
not at all say that the just man is a musician, nor that the one helps the other to

the knowledge that is fitting for him.

He moves on, ‘But no doubt what he wanted to say was that the musician
resembles a cobbler, a painter or another craftsman (téyvitnc) in skill. . . to the
extent that in the matter of [music] he doesn’t want to have the advantage over
the specialist.” "

Diogenes’ parallel claim is now lost, but it should have occurred very

close to the columns where he was talking about the lawgivers helping the

& Explained by Aristotle in Topics VIII, 162al6, as noted by Delattre 2007: vol. II, 269, n. 2.
™ Col. 138.28-35.
130



musicians and poets to choose music suitable for education, discussed above,
pages 115—17, and indeed Philodemus’ refutation does suggest this.

From Philodemus’ continued critique, it is inferred that Diogenes had
claimed that the musician was ‘just’, and Philodemus strongly denies that music
by nature either obeyed or disobeyed laws, contrary to what ‘certain people’
claimed. The ensuing discussion regarding ‘spectacles’ (6{e1g) could very much
parallel a similar claim to the Platonic passage at Laws 700a ff. (part of which is
cited above, T4.19), outlining the decline of music to ‘unmusical licence’. This
passage starts, responding to a question, posed by Megillus about the type of

laws over which the demos had previously had no control:

[T4.29] Those [laws] dealing with the music of that age, in the first place — to
describe from its commencement how the life of excessive liberty grew up.
Among us, at that time, music was divided into various classes and styles. . . So
these and other kinds being classified and fixed, it was forbidden to set one kind
of words to a different class of tune. . . but later on, with the progress of time,
there arose as leaders of unmusical illegality poets who, though by nature
poetical, were ignorant of what was just and lawful in music. . . and they. . .
mixed dirges with hymns and paeans with dithyrambs. . . they unwittingly bore

false witness against music, as a thing without any standards of correctness.”

Given that Diogenes quoted an earlier passage of the Laws at such length,
and in a similar vein, a parallel claim to that of Plato’s here would not be at all
out of place in Diogenes’ text, particularly in view of his own comments
regarding Damon, who also advocated the use of regulation in music, if Plato’s
comments about him are accurate. As suggested earlier, Diogenes would surely
have shared Plato’s dislike of the ‘new music’, which must be the subject of
criticism in the Platonic quotation here.

Philodemus’ choice of the wording émiyelprjpata suggests that Diogenes
might have used the same wording. The word doesn’t appear anywhere else

within the extant parts of the De Musica, and as far as I have been able to

"> Trans. Bury in Loeb Plato Laws.
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ascertain, is only used on one other occasion by Philodemus himself.”® The word
is used much more often by Aristotle than by Plato (20 occasions for Aristotle,
only 5 for Plato), but it is used once by Plato in contexts analogous to music, in

the Gorgias, at 502b:

[T4.30] Then what of the purpose that has inspired our stately and wonderful
tragic poetry? Are her endeavour (émixeipnua) and purpose, to your mind,

merely for the gratification of the spectators. . .?”’

Aristotle’s usage would seem much more technical, and given the context
of Philodemus’ critique, and the context of the discussion of music’s relationship
to justice, plus the contrast with demonstration, it would seem that ‘dialectical
discussion’ is a more appropriate translation here. This conclusion would seem
to be supported by the discussion of Plato’s justice in the Republic in the Magna
Moralia attributed to Aristotle at MM 1, 1194a5-28, which does seem to bear

some resemblance to Philodemus’ own discussion in T4.28 above:

[T4.31] Plato also seems to employ proportional justice in his Republic. For the
farmer, he says, produces food, and the housebuilder a house, and the weaver a
cloak. Now the farmer gives the housebuilder food, and the housebuilder gives
the farmer a house: and in the same way all the rest exchange their products for
those of others. And this is the proportion. As the farmer is to the housebuilder,
so is the housebuilder to the farmer. In the same way with the shoemaker, the
weaver, and all the rest, the same proportion holds towards one another. And this
proportion holds the republic together. So that the just seems to be the
proportional. For the just holds republics together, and the just is the same thing
as the proportional.

But since the work which the housebuilder produces is of more value

than that of the shoemaker, and the shoemaker had to exchange his work with the

7 1 have searched the TLG for any occasion of usage by Philodemus in the few works listed
there; and LSJ indicates that it was used once in the plural again in De Signis 29, and the
meaning there is ‘dialectical deductions’ as well. I have searched the index of the SVF but can
find no listing of the word there. It must be said, however, that work is still being undertaken on
many of the other writings of Philodemus, and therefore, my searches cannot be said to be in any
way conclusive.

7 Trans Lamb in the Loeb edition.
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housebuilder, but it was not possible to get a house for shoes; under these
circumstances they had recourse to using something for which all these things
are purchasable, to wit silver, which they called money, and to effecting their
mutual exchanges by each paying the worth of each product, and thereby holding
the political communion together.

Since, then, the just is in those things and in what was mentioned before,
the justice which is concerned with these things will be an habitual impulse

attended with choice about and in these things.

Although the specialist in music is not mentioned there, the other
craftsmen who contribute to the workings of state are mentioned in Plato’s
‘proportional justice’ as outlined by the Aristotelian writer. However, it may be
that the contexts are rather different, and that Philodemus is merely discussing
stock examples of craftsmen rather than proportional exchange. It would,
nonetheless, be interesting to be able to read Diogenes’ exact wording here,
given the doubt over the availability of Aristotle’s writings then, and to
investigate further whether or not there is indeed some parallel between the

passages.”®

™ See chapter 5, section i, pp. 134 ff.
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Chapter 5

THE RELEVANCE OF ARISTOTELIAN AND PERIPATETIC MUSICAL
THOUGHT

(i) Aristotle

It will be worth spending some time analysing Aristotle’s musical philosophy,
because it would seem that in his attack on Diogenes of Babylon’s musical theory,
Philodemus criticises almost every claim that Aristotle makes for music. Aristotle is
not mentioned at all by name in the De Musica as it has come down to us, and it is
clear that Philodemus was attacking Diogenes and not Aristotle. It would seem,
therefore, that Diogenes’ theory must have shared quite a lot of common ground
with that of Aristotle, and therefore an analysis of Aristotle’s musical philosophy
might enable some of the gaps in Diogenes’ own thought to become more clear.

This of course raises the question of whether or not Diogenes might have had
access to Aristotle’s, or Theophrastus’, esoteric writings, given the doubt about the
transmission of the two philosophers’ writings after the death of Theophrastus in
around 288 BC, some forty years before Diogenes’ birth. According to tradition,'
Aristotle left his library to Theophrastus, who bequeathed his own library, which
presumably included those books he had inherited from Aristotle, to Neleus of
Scepsis.” It is surely unlikely, however, that there was only one copy of each of
Aristotle’s writings, and although they are rarely referred to until the first century
BC,’ this might be because they were simply ‘little read’.* Callimachus (305-240

BC) clearly had read at least some of Aristotle’s work, as he quotes Aristotle in his

! Importantly, Strabo 13.608; Plutarch, Life of Sulla 26.

? From whom the libraries were passed to his heirs, and were hidden, perhaps in a cellar or tunnels
when it became know than the Attalids were looking to create the library in Pergamon. Some books
might have been sent to Ptolemy II’s new library in Alexandria according to Athenaeus (3ab), but it
seems that much of the Aristotelian corpus, as we have it today, was not available to the early
Peripatetics. For detailed discussion on the transmission of Aristotelian texts, see e.g., Barnes 1997;
Sharples 1999; Gottschalk 1998[1990].

3 Cicero clearly had read and admired some of Aristotle’s writing, see, e.g., De Finibus book III.

4 Sharples 1999: 152. This might be because Aristotle’s esoteric writings were so much more difficult
that those of Plato. For further discussion, see also Barnes 1997: 14.
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own description of the swan.” And, as remarked by Barnes,’ Philodemus himself
preserves a letter from Epicurus, which refers to Aristotle’s Analytics.” Some
writings might therefore have been still in circulation at the time Diogenes lived.
That some more were widely available in Philodemus’ time (first century BC) does
not seem to be in doubt, but from Philodemus’ own method of critical writing, I find
it implausible that he might have put words into Diogenes’ own mouth if they had
not been part of the latter’s theory in the first place.

It seems that some of Aristotle’s writings might have remained accessible
throughout, therefore, particularly, remarks Barnes, the exoteric works.® This is not
to suggest that Diogenes had access to them in the same way that he did to the works
of Plato, but there is sufficient similarity between the two theories to suggest that he
had at least read some of Aristotle’s work on music in education, as I will discuss
below. Indeed, Diogenes Laertius records that Aristotle wrote two works on music,’
and perhaps at least one of these was incorporated into what we now have as the
Politics (although it must be said that a work of eight books on Politics is also listed
by Diogenes Laertius).'"” Boethius also presents Theophrastus as filling in points that
Aristotle had not fully covered,' and it may be, as suggested by Gottschalk, that
rather than treating Aristotle’s writings as canonical, the early Peripatetics rather
continued his work, and perhaps his writing too, which again would suggest that
some copies of some works were not lost to his successors, and the Politics as it has
come down to us today at least, could be seen as one of the more exoteric works? It
should not be forgotten also, that in later times at least, Diogenes travelled to Rome
in 156/5 BC with Critolaus, one time head of the Peripatetic school, and so was

definitely in touch, in some way, with Aristotle’s successors. This is of course, pure

5 Athenaeus 389b.

® Barnes 1997: 14.

" PHerc. 1005 fr. 111 Angeli.
¥ 1997: 16.

’D.L.V.22-7, at 26.

10 Albeit titled Eight books of a course of Lectures on Politics like that of Theophrastus (D. L. V.24).
Perhaps that is not the same work that we now know as the Politics, or perhaps Diogenes (D.L.) has
listed part of the Politics both under the general title of the whole work and as a separate work with a
specific title. But that is another question, one that cannot be addressed here.

" FHS & G, fr. 72A. See Gottschalk 1990: 1089-97 for further discussion.
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hypothesis, but surely does leave the way open for Diogenes to have known of
Aristotle’s views.

Aristotle’s views on music and its place in education are adumbrated in Book
VIII of the Politics, within his discussion of a proper education of the freeborn
citizen. His uses for mousiké were threefold:

1. For education — paideia; leading to

2. cultured exercise or leisure — diagoge; and

3. for entertainment and relaxation — paidia — this was less important, and so

on its own would not justify music forming part of a liberal education.
For Aristotle, as for Plato, education is a matter of the public good, for the benefit of
the state, and so is a matter that should rightly be subject to public supervision.
Aristotle’s concerns are directed, as were Plato’s before him, towards free men and
all education, in his view, is undertaken to habituate future citizens into a life of
virtue. He shares with Plato, and as I will show, with Diogenes of Babylon also, the
conception that character must be formed by habituation before the intellect can be
instructed.”” He seeks to ensure that musical education pays due regard to its
purpose, that is the cultivation and exercise of the virtues proper to leisure activity
for the freeborn citizen. Music is for him one of those pastimes that is both
practically useful and morally edifying (1337a42-b10), and whilst he believes that
most people undertake music for the sake of pleasure, its original purpose would
have been to enable them to develop their cognitive powers with a view to equipping
them to engage properly in business of the state, but also to learn to occupy their
leisure time in a noble manner, diagogé. The emphasis on a noble manner is
important — for Aristotle it is the ‘first principle of all things’ (1337b30-3). Leisure
too, is not play in the modern sense, but a ‘proper’ end for free-born men, a proper

pastime; Anderson suggests that it is to be understood in this context as ‘more a way

'2 For Plato, see e.g., Laws II. 653b—c: ‘In fact, if pleasure and the liking, pain and dislike are formed
in the soul on the right lines before the age of understanding is reached, and when that age is reached,
these feelings are in concord with understanding, thanks to early discipline in appropriate habits —
this concord, regarded as a whole, is virtue,” (trans. Taylor in Hamilton and Cairns 1989). Aristotle
confirms his agreement at EN 2.3, 1104b10-12, saying ‘hence we ought to have been brought up in a
particular way from our very youth, as Plato says, so as both to delight in and to be pained by the
things that we ought; for this is the right education.” (trans. Ross in Barnes revised Oxford
translation.) For Diogenes’ view, see above, T4.1.
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of life’, not simply passing time in a trivial manner, and Aristotle’s concern for not
making future citizens ‘servile’ is apparent (1337b21). A state’s leisure was the
‘central fact of existence for a fourth-century Greek eleutherios: he had no more
important continuing problem than the proper handling of diagoge’."” As stated in
Politics V11, war is only for the sake of peace, occupation is for the sake of leisure,
and necessary and useful things for the sake of noble things (1333a33—-6, my
emphasis).

At Politics VIII. 1337b23-8, Aristotle writes:

[TS.i.1] The branches of study at present established fall into both classes, as was
said before. There are perhaps four customary subjects of education, reading and

writing, gymnastics, music, and fourth, with some people, drawing. . ."

Diogenes of Babylon lists the same elements in his discussion of components for

education at the beginning of column 27:

[T5.i.21118[. Jal..... JAx[. . ... ow-
ulalukdr [t6] 8¢ ka[A]dg [kal
Xpnoipws Kiveiobal te kal
APEUETV TAOL oWpaTL TAG [yv-
UVOOTIKAG, KAl TG €Ml TOO-
TWV TETAYHEVAG aloOToELg
KPLTIKAG TTOLETV: UTO O€ TG
Ypa@ikiig thv SPrv d1ddoke-
oBat KaAQG KPLVETV TOAAQ
TOV 0pat®V TAG O€ Hoval-

kfic TO uév dvaykaiov fft-

Tov] ToUTtwv #xerv, TO 8¢ ka-

13 Anderson 1966: 270, n. 51.

14 All translations of Aristotle’s Politics are those of Rackham in the Loeb edition, unless otherwise
stated.
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Moreover, the beauty and utility in movement and rest is characterised by the
healthy body in gymnastics, and also [the capacity to] render capable of discernment
those senses which apply to these. Painting for its part, teaches the sense of sight to
judge well many visible things. As for music, if it is less necessary than the others,

its extreme beauty is obvious if it is seized by the ear."

Delattre suggests that, ‘Le parallélisme des sujets et de la terminologie nous
assure que Diogéne renvoyait explicitement ici a Aristote.”’® Certainly the
terminology seems similar, and it might indeed suggest that Diogenes was referring
to Aristotle’s writing here, although see above, chapter 3, pages 58-9 where there is
also a suggestion that Aristoxenus might have been Diogenes’ source here.

For Aristotle, an appropriate education in music will not only assist the
student in judging good/appropriate music, just as studying drawing ‘also seems to
be useful in making us better judges of the works of artists’ (1338a16-19),"” but will
aid in contemplation and may lead on to many other branches of knowledge

(1338a40); and as Depew states:

Contemplation is best conceived as an intensification of the learning (mathesis) that
goes on in music, in the best regime, theoretical pursuits will be continuous with and

to some extent will emerge naturally from musical pursuits. . . contemplation will be

15 See also discussion at chapter 3, pp. 58-9.
' Delattre 2007: vol. I1, 340, n. 1.

17 Although Aristotle draws an analogy between music and drawing here, he clearly does not
consider the two ‘arts’ of similar use. Drawing, he states, ‘makes a man observant of bodily beauty’
(1338b2—4). Musical likenesses (representations — homoiomata) or mimeseis are different from
artistic signs, or semeia, in figurative art, where ethos is concerned. With music it is a matter of
nature being investigated — musical homoiomata are very close to the real nature of the ethical
qualities to which they correspond (1340a19) and human beings have a natural instinct for the tones
and rhythms. Aristotle seems to ascribe no or at least very few mimetic properties to figurative art
where qualities of ethos and feelings are concerned. For more discussion on this, see Halliwell 2002:
241, and my further discussion, below, pp. 147-9. See also now Woerther 2008, for a comparison
between Plato’s and Aristotle’s views on music in education.
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regarded as the highest pursuit even by those. . . incapable of engaging in it. . . by
virtue of the practical wisdom (phronesis) they can all be expected to have.

(Depew 1991: 347)"®

Aristotle is concerned to emphasise that contemplation is as important an
activity in the well-ordered state as active politics, for unless contemplation is
allowed and valued in its own right, correct political decisions will not be made, and
it will not be possible to pursue ‘what is good in political life’." Aristotle’s concerns
with political science are also shown at EN X.9, 1181a14-20, where he declares the
Sophists to be ‘altogether ignorant about the sort of thing political science is’, and
emphasising the importance of ‘comprehension’ to enable correct judgement, which
is the most important thing, ‘as it is in music’. This analogy between judgement in
politics and that in music could suggest that he considers them to be of an equivalent
importance, or, perhaps, of equivalent complexity. The ideals set down in Politics
VII. 1-3% are best embodied in a state whose way of life centres on the cultivation
and exercise of the virtues proper to leisure activity, especially the love of wisdom
(1334a11-40).

Aristotle states that an education in music will aid in character formation; it
is capable of producing certain qualities of character (1339a25); it is a source of
pleasure, as it is one of the pleasantest things, whether in verse alone, or with a
melody (1339b21ff.*'); the pleasure that springs from it is perceptible to everyone,
for the pleasure contained within it is of a natural kind (1340a1-5).

At 1340b9-19, Aristotle asserts:

[TS5.i.3] It is plain that music has the power of producing a certain effect on the
moral character of the soul (td T Yuxfi¢ 100¢) , and if it has the power to do this, it

is clear that the young must be directed to music and must be educated in it. Also

¥ In Keyt and Miller 1991.
' Depew 1991: 347.

 The best life, whether separately for an individual or collectively for states, is the life conjoined
with virtue furnished with sufficient means for taking part in virtuous actions (1323b40—-1324a2). In a
happy state, citizens lead an active life (for happiness is activity of the soul in accord with virtue).
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education is well adapted to the youthful nature, for the young cannot endure
anything not sweetened by pleasure, and music is by nature a thing that has a

pleasant sweetness. And we seem to have a certain affinity with tunes and rhythms.*

Learning to take pleasure from the correct music will come from habituation,
and the notion of the acquisition of ethical virtue by means of habituation can also

be found in the Nicomachean Ethics 1103al17-18:

[T5.i.4] Moral excellence comes about as a result of habit (£0ovg), whence also its

name is one that if formed by a slight variation from the word ‘habit’ (f{6ovc).”

Nothing in the preceding two texts would differ in any way from Diogenes
of Babylon’s musical philosophy, and Philodemus’ criticism in the De Musica™
would certainly seem to relate as much to Aristotle’s theory as to that of Diogenes.

Aristotle is concerned that children should actually take part in music and
learn to play an instrument (although not the aulos (1341a17-19) nor any other
professional instrument™), for in his opinion, one cannot judge (music, or perhaps
any of the arts?) unless one has taken part in it (1340b20-5). However, he does
express a concern that the student should not become too skilled at playing because
this would render the pastime as banausic (1339a35-6; 1340b20-1341a9). At
1339a39-42 he appears to be testing this theory, because he suggests, ‘But if it is
proper for them to labour at accomplishments of this sort, then it would also be right
for them to prepare the dishes of an elaborate cuisine.” He does not respond other

than to say ‘but this is absurd’ (1339a42), although he returns to the subject of
engaging with the activity again at 1340b35-40.*° Here he asserts that active

2! For further discussion of this passage, see below, pp. 142-5.

*2 For discussion on ‘natural affinity’ with music, see my chapter 2, section 2.iv.

*3 Trans. Ross and Urmson in Barnes 1995: 1742.

** Especially cols. 115 and 117 (T2.v.1a and T5.i.9); see also p. 82 above.

%> For a discussion on why the aulos is not suitable for the free-born, see above, pp. 105-8.

® The analogy between music and cooking is also used to great effect by Philodemus at col. 117

Delattre, where he suggests that music had no more similarity to moral feelings than does cookery.
See also n. 49 below.
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participation is much more effective than passive exposure, although once the
student reaches maturity he should be released from the need to participate, because
by then he will have acquired sufficient skill to be able to judge correctly, and it is
necessary to avoid the risk of being accused of being a banausos. This implies a
definite cognitive element, it also implies acquisition of a theoretical knowledge of
the music, although unlike Plato, Aristotle does not go into detail in his discussion
of the music which he considers to be appropriate for education, merely stating that
the music must be appropriate or suitable. He states that the Dorian mode ‘alone
provokes greatest composure’ (1340b4). He does concede some usefulness in the
Phrygian mode, but not in education. At 1342b12-17, he concludes ‘All agree that
the Dorian mode is more sedate and of a specially manly character. . . it is clear that
it suits the younger pupils to be educated rather in Dorian melodies.’

At 1341b25-30 he explains why he does not go into the details of his

reasoning:

[T5.i.5] Now, we consider that much is well said on these matters by some of the
musicians of the present day and by some of those who are engaged in philosophy
who happen to be experienced in musical education, and we will leave the precise
discussion as to each of these matters for any who wish it to seek it from those

teachers, while for the present let us lay down general principles.

Just who these musicians are is not known; Lord suggests it is probably
Aristoxenus,”’” but it could also perhaps be any one of Theophrastus, Archestratus or
Heraclides of Pontus.?® I am not at all sure that it could be Aristoxenus, as his extant
writings do not suggest so great an interest in the uses of music in education.

It is clear throughout Aristotle’s discussion of music, however, that he does

" Lord 1982. See below, pp. 173—-88 for discussion of Aristoxenus’ writings.

% Anderson (1966: 129-30) suggests Damon of Athens, but Aristotle’s words suggest to me rather a
contemporary of his, and both Heraclides and Theophrastus are known to have written works on
music. Archestratus, a little-known musician of the mid-fourth century mentioned by Philodemus,
and referred to later by Porphyry, is another possibility, although so little of his writing has been
preserved that it is probably impossible to make any confident assertion. For discussion of these
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believe in music’s ability to affect the character. He states at 1340a8 that:

[T5.i.6] [W]e come to be of a certain sort [of character] both by the many other
kinds of music and not least by the melodies of Olympus [Phrygian mode™)].

(Trans Rackham, with emendation)

And at 1340a40-1:

[T5.i.7] [Plieces of music on the contrary do actually contain . . . imitations
(mimémata) of character; and this is manifest, for even in the nature of mere

melodies there are differences.

These beliefs are repeated in the pseudo-Aristotelian Problems. At XIX.27,
the writer asks, ‘Why is what is heard the only object of perception that possesses
moral character? For every tune, even if it has no words, has nevertheless character,’
and Problem XIX. 29 asks, ‘Why do rhythm and tune, which are only an emission
of the voice, resemble moral character?’ Problem XIX. 38 asks, ‘Why does
everyone enjoy rhythm and tune, and in general all consonances? . . . We enjoy
different types of song for their moral character, but we enjoy rhythm because it has
a recognised and orderly numerical arrangement and carries us along in an orderly
fashion.’

I am not suggesting that the Problems are Aristotelian, but it is generally
believed that they were written by one or more members of the Peripatetic school,
and they surely echo Aristotle’s beliefs about music in his Politics.”® The question
of whether it is instrumental music that is being discussed, or music as an

accompaniment to words, or even mousiké in its broadest sense — liberal studies

philosophers and their likelihood of being those referred to by Aristotle, see below, pp. 154-72. For
more on Damon, see above chapter 4, and below pp. 169-70.

* For Olympus’ tunes being in the Phrygian mode, see Plutarch De Musica 1137B and Plato Symp.
215c. Olympus was a famous aulete from Phrygia, and the Phrygian mode, in which he played his
tunes, was named for his native country.

3% T will return to a discussion of the Problems below, where I will briefly compare the terminology
used with Diogenes’ own words.
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generally — is always one that needs to be considered. Aristotle certainly uses
different words in his discussion for music, varying from mousiké, to melos,
rhuthmos and harmonia. Whilst it must be conceded that he more often talks of
mousiké seemingly to denote music generally, he does on occasion specifically
mention music without words in the context of moral character, as is also the case in
the Problems. 1 think it is clear that Aristotle uses the word mousiké in three
different senses in his discussion:
1. When using it in oppositon to gumnastiké he uses it in the inclusive
way to denote music and the liberal arts (I believe there is only one
occurrence of this use in Politics VIII);
2. As harmony and words — the most common usage in his discussion;
3. Finally, and less frequently, as harmony without words.

Andrew Ford argues that in fact Aristotle uses mousiké throughout book VIII
to denote harmony and words without the other liberal arts,” and to a certain extent I
agree with him, but Ford’s intention stated at the very outset of his chapter is ‘to put
the music back into Politics 8’, and so he will have been seeking evidence to aid that
intent.’

At 1340a13—14 the text states ‘when listening to mimeseis, everyone feels a
sympathetic response, and [or even] apart from the rhythms and melodies
themselves’. Susemihl emended this to read ‘everyone feels a sympathetic response
through the rhythms and melodies themselves, even apart from [the words]’.”> The
Greek words used by Aristotle here are rhuthmos and melos, and the argument to
accept Susemihl’s emendation seems to me very persuasive, particularly as Aristotle

has just mentioned the ‘melodies of Olympus’ (1340a9-10), and Olympus was

31 Ford 2004: 309-36 passim.
32 Ibid., 309.

3 Susemihl-Hicks 1894 [1976]. The Loeb translator notes Susemihl’s emendation, but does not use
it. Halliwell 2002: 244 states, ‘we are virtually obliged to accept the thrust of Susemihl’s
emendation’, and continues ‘Without his textual emendation, it remains opaque why Aristotle, when
trying to show that music can change its hearers psychologically, would wish here to cite the power
of words to elicit emotional sympathy independently of rhythms and melodies.” Kraut 1997: 42, 194—
5, however, translates the passage as ‘everyone who listens to representations comes to have similar
emotions, even apart from the rhythms and melodies of those representations’, with none bracketed.
He makes no mention of Susemihl’s emendation and goes on to say, ‘even if we were to strip away
rhythm and melody what remains (i.e., words) contain a likeness of emotions’.
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known as a composer for the aulos.”* As the aulete could not sing at the same time as
playing, this would seem to imply music without words. The three Problems quoted
above are also quite specific — mousiké is not used at all in those contexts, but rather
melos and rhuthmos only.

Halliwell cites 1339b21 as further evidence of Aristotle’s acknowledgement
of the power of unaccompanied music. > The line reads ‘tf)v 8¢ povoiknv TdvTeg
gival papev T@V fdiotwy, kal PiAfv oboav kal uetd uedwdiog. . . ° Presumably he
is reading the word psilos as bare music, as I too was hoping to do, but have been
persuaded by Lord (1982: 86) and Anderson (1966) that psilos here in fact refers to
‘bare words’ unaccompanied by music. Barker 1984: 174 translates this line as ‘We
all say that music is one of the pleasantest things, whether it is purely instrumental
or accompanied by song.” Andrew Ford also translates psilos as ‘bare music’ stating
in his accompanying note ‘The passage is distorted by Lord. . . who incredibly,
glosses mousikén psiléen as poetry unaccompanied by music’.* Ford is not convinced
by Lord’s argument that the normal way of referring to instrumental music would
have been psilé kitharisis te kai aulésis or kitharistike.>’ However I am inclined to
agree with Lord and Anderson, and translate ‘. . . bare poetry or accompanied by
song’, even if it must be conceded that the usage here does seem very unclear, and
scholars clearly still disagree about the exact meaning in this passage. LSJ, s.v.
psilos 1V.3 also quotes this very passage translating as instrumental music
unaccompanied by the voice; and Kraut translates as ‘music. . . unadorned or
accompanied by singing’.”® But, Aristotle uses the word mousiké here; generally
when he is talking about instrumental music, I believe he more commonly uses
melos, rhuthmos, harmonia. Whilst I fully concur that Aristotle is clearly discussing

music without the liberal arts at 1339b21, I do believe that elsewhere he chooses to

* See above n. 29, and e.g., [Plutarch] De Musica 1133E; Plato, Symp. 215c.

35 Halliwell 2002: 244, n. 21. See also note 38 below, for Plato’s use of psilos in the same context,
i.e., words without music, at Symp. 215¢—d. But I happily concur with Halliwell’s continuation, ‘it is
wrong to think...that Aristotle (and others) did not conceive of music at all as a separate art’.

3 Ford 2004: 318, and esp. n. 32.

37 Lord 1982: 86 and n. 28, citing Plato’s Laws 669el1-2 and, more relevantly, Aristotle’s Poet.
1447al5, 24. For more discussion on these passages, see below, n. 39.
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distinguish between mousiké as harmony and words and melos and/or rhuthmos in
the specific sense. At 1341b23—4 he defines mousiké as ‘consisting of the
composition of tunes and rhythms’ (6p&uev S pelomorfag kai pvOuGv oloav).
And given that Aristotle uses mousike (in the inclusive sense, I believe) as the other
discipline in education to complement gumnastike, then surely if he wanted to
specify unaccompanied music, he would have used melos, tune, which is much less
ambiguous.” But, whichever meaning is to be applied in the context here, it
nonetheless confirms that music not accompanying words was a subject of
discussion just as was music with words. Music without words is specifically
referred to from 1340a38-9, where Aristotle asserts, ‘there are imitations of
character in the tunes themselves’ (¢v 6¢ toig péleotv adToig €0Tl MIUAMATA TOV
NO®v). This is important for my purposes, because in the De Musica Philodemus
continually either implies that Diogenes is confusing ‘words set to, and
accompanied by music’ with ‘unaccompanied poetry’, or asserts that it is only the
words that accompany the music that can have any effect. As shown, particularly in
the section where I look at Plato’s influence on Diogenes, I argue that Diogenes also
makes claims for instrumental music. I am not suggesting that Diogenes makes these
claims for instrumental music only, or even most of the time, but in a few instances,
I believe it is clear that he is discussing purely instrumental music, i.e., music that
was never intended to be accompanied by, or indeed to be the accompaniment (and

therefore secondary) to, words.

¥ Kraut 1997: 42. Kraut glosses at p. 191 ‘I take unadorned music to consist in playing an instrument
unaccompanied by the voice. Contrast Lord (1982), 86.” But he does not discuss any further.

% The use of psilos with mousike here is interesting. Lord, above (1982: 86) cites a number of
passages as evidence of the use of psilos being predominantly associated with words ‘bare of music’.
But what is clear from the examples is that the word attached to psilos is usually more explicit. At
Aristotle’s Poetics 1447a29, the words are ‘H 3¢ [émomotia] uévov toic Adyoic PiAoic | toi¢ uérpoig
meaning bare words, i.e., prose rather than verse; at Plato Symp. 215c¢ the words are similarly psilois
logois; at Menexenus 239c they are logoi psiloi; at Phaedrus 278c3 they are poiesin psilen. As I will
discuss below, Philodemus also uses psilos in a more exact context. The word occurs five times in the
extant text of the De Musica, always attached to an unambiguous word: logous, kitharisei, aulesin kai
kitharisin, logou psilou, mele. 1 can find no other instance, in that work, of it being attached to such a
general word as mousike.
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Warren Anderson states in a note to his discussion on Aristotle’s view on

sound as a medium in the De Anima:*

Both Plato and Aristotle contend that music is the great medium of ethos.*’ One
view is that such sound in itself has no ethos. If we grant this, however, Plato’s
annoyed concern over animal imitations and the like in music would seem to be
baseless. The explanation may be that anything at all may take on potential ethical
force, once it has been transmuted into musical terms for in music the two types of
sound are often very closely intermingled. We know that a musical sound, i.e., a
tone has a regular pattern of vibration frequencies, while a non-musical sound is
identifiable as such because its pattern lacks regularity. Though Aristotle could not
have known this, Kahl (1902, 52-3) believes that his exceptionally keen aesthetic
sense nevertheless brought him some presentiment. Prb. 19.27 speaks of the kinesis
that is consequent upon a tone and is perceived by the listener. According to Kahl,
[Aristotle] means that there are tones of a class which not only please the ear, but
also rouse in us a consciously experienced emotion, and that it is just these which

are musical notes.

Although Kahl’s view that the Problems were written by Aristotle is now
outdated, this does not also render his interpretation of the ancient writer’s aesthetic
sense outdated. As mentioned above, Aristotle says nothing in Book VIII of the
Politics that disagrees with the Problems quoted above, in fact the very same views
are expressed. Frustratingly, however, Aristotle does not go into any detail, but it is
quite possible that he either intended to, or in fact did write more on music,"” and it

is probable that he would have intended to set down his explanations for this very

* Anderson 1966: 260, n. 2.

*' But see now Woerther (2008: 89-103, at 89), who suggests, wrongly in my view, that only
Aristotle speaks of ethos in the context of musical education.

42 See, e.g., Lord 1982: 204. It is suggested that 1339al1l might be the title of a separate book that
was either never finished, or that has become separated from its remainder, which has been lost. The
first few words, Peri de mousikes could indeed be a new title; however the ensuing discussion does
not run on awkwardly from what has gone on before.
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strong statement. Halliwell analyses Aristotle’s theory as follows:

[T]he mimesis entails something like a kinetic or dynamic correspondence between
the use of rhythms, tunings and melodies on the one hand, and the psychological
states and feelings belonging to qualities of ‘character’ on the other: the music

‘moves’ emotionally, and we ‘move’ with it.*’

At De anima 408b1-33, Aristotle discusses movements of the soul according
to its state — sad/happy, cheerful/fearful. Halliwell further suggests a link here with
Damonian theory as cited by Athenaeus Deipn. xiv, 628:

[T5.i.8] With good reason Damon of Athens and his school say that songs (©0dc)
and dances are the result of the soul’s being in a kind of motion; those songs which
are noble and beautiful produce noble and beautiful souls, whereas the contrary kind

produce the contrary.*

There are two distinct but very important points here:

1. The notion of imitations of character within the songs themselves; and

2. the ability of the songs themselves to move the soul.
Although the implication here is that this involves words set to music, both points
form very much a part of Diogenes of Babylon’s musical philosophy, and both are
very heavily criticised by Philodemus.

At column 117, 23-28 Philodemus states:

[T5.i.9] ov-
d¢€ yap UIUNTIKOV 1) HOL-
okt kabdmep Ti[v]Eg dver-

pdTTOLGLV, 008, [(¢] 0UTOG, O-

* Halliwell 2002: 245.
* This view is also echoed by Plato in Rep. 4002, where Damon is also cited as an authority. For

more on Damon and his possible influence on Diogenes and these matters generally, see above, pp.
120-6.
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potétn[talc AOGV, 00 piun-
TIKAG O€
for music is not at all something able to imitate, as some dream, nor, as our

adversary claims, does it contain likenesses of characters which are not imitations.*

For Philodemus, therefore, music is neither mimetic, nor does it contain
likenesses of character. Diogenes clearly believed, as did Aristotle before him, that
music contained ‘likenesses’ that are not mimetic, as opposed to what Halliwell
terms ‘nonmimetic “signs” or indices’.* This seems rather different from Plato’s
claim, examined above, chapter 4, that the music could somehow sound like the
character to which it is related, in for example Republic 1II. 399a, where he states
‘leave us that mode that would fittingly imitate the utterances and the accents of a
brave man’."’

Diogenes uses Opotog and opotdtng rather than piunoig here, as Aristotle

also does at Politics VIII. 1340a19-20:

[5.i.10] Rhythms and melodies contain representations (Opowwpata) of anger and

mildness and . . .the other moral qualities.

Although it has to be conceded that Plato also uses Opototng in other
contexts, there would appear to be more similarity between Aristotle and Diogenes
than Plato and Diogenes in usage. In his discussion of Aristotle’s meaning, Halliwell

explains:

Correlates of ethical qualities exist in rhythms and melodies in a sense not
predicable by visual art. . . paintings and sculptures can convey. . . features of
character . . . indications which fall short of ethical qualities, e.g., a painting might

give evidence of characters of those involved. . . The qualities of music on the other

3 Probably responding to the very lacunose column 36. See Delattre 2007: vol. II, 409, although
Philodemus uses the word povoikt here rather than (d1.
“° Halliwell 2002: 242.
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hand . . . have a direct communicative effect on the mind and the emotions of the

(appropriately receptive) hearer.*®

Halliwell moves on to say that the hearer ‘doesn’t infer that the music
embodies certain ethical traits, but seems to experience appropriate feelings as a
necessary part of attending the music: the listener’s mind is “changed” in the very
act of listening’. For Philodemus, music, as a mere sound, cannot have such an
effect. He argues that everyone will hear the music in the same way, just as
everyone will experience taste in the same way, thus simplifying it to mere
comparison with taste and smell — purely sensory, with no cognitive element. He
states that music is no more capable of imitating moral character than is cookery.*
He makes no mention of personal preference here, although the way is clear for him
to do so, but once again to discuss preference would require the admission of some
cognitive element.

At column 36, Diogenes also states that music can arouse the soul from a
state of inactivity and draw it towards a natural disposition, but that it could also
bring it from a state of excitement into a state of calm, a claim once again ridiculed
by Philodemus.” Both the claim that music is in itself kinetic, and that it contains
‘non-mimetic likenesses’ are also made in the Pseudo-Aristotelian Problemata, and

in particular at Prb. XIX.27 and 29:

* Trans Shorey in the Loeb edition.
* Halliwell 2002: 242-3.

¥ Halliwell 2002: 255 remarks, ¢ the rhetoric of the comparison with tastes and odors betrays a
failure on Philodemus’s part to see why a model of music as mere auditory stimulus cannot begin to
do justice to the emotional value attached to it in the Greek (or any other) tradition’, but as an
Epicurean, he would probably have refused to recognize such a value — music for him was alogos,
and hence could only affect the irrational sense, i.e. the ear. Neubecker in the commentary to her
earlier edition observed that Philodemus betrays his view of music with this analogy. She writes, ‘For
him it stood on just the same level as the arts that minister to the other senses, e.g., cookery, which
works upon our sense of taste.” Anderson states, ‘Here. . . [Philodemus] tacitly bases himself on the
older Greek estimate of the artist, an attitude which had been generally overcome in the Hellenistic
period. It will be noted that the attempt to ridicule musical ethos by means of this analogy is one
which we have already seen in Aristotle’s acknowledgment of opposition views.” Anderson 1966:
283, n. 37, and Neubecker apud Anderson ibid. Aristotle’s acknowledgement occurs at Pol. VIII.
1339a ff., see my discussion above at p. 140 this chapter.

0 Col. 117.2-26. See above, chapter 3, pp. 82-3.
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[TS.i.11] Prb. X1X.27

S1& i 10 dkovotdv pévov 10og #xel TV aloBnTdV; kal yap v 1) dvev Adyou
uélog, Suwg #xer 10og GAA” 00 T xp®dua 008E 1) dour 008E & xuudg #xet. A &t
Kivnowv €xet pévov, ovuxt v 0 POPog NUAG KIVET, TolaUTN PEV YAp Kal TOig GAAOLG
Umdpxer KIvel yap katl To xp®dua tnv SPiv: aAAX Thig Emopévng T@ t0100Tw POPw
aioBavopeda kivnoews. altn 6€ €xel opotdtnTa €v Te TOig puBUOIG Kal €V Tf) TV
@O0yywv td€el TV 0&Ewv kai Papéwv, ok €v T pi€el. GAN ' 1} sup@wvia ovk Exel
100¢.*! év 8¢ toig &AAo1C aicOnToi TodTo 0UK £oTiv. ai 8¢ KIvAoelg adTat TpaKTIKal

glowv, ai 8¢ mpdageig fBovg onuaoid éotiv.

Why is what is heard the only object of perception which possesses moral character?
For every tune, even if it has no words, has nevertheless character; but neither
colour, smell nor flavour have it. Is it because sound alone has movement, though
not of course the movement which it produces in us? For movement of this kind
exists in other senses too, for colour moves our sight; but we are conscious of the
movement which follows such and such a sound. This movement has a semblance
[of moral character] both by the time and by the arrangement of the higher and
lower sounds, but not in their mixture. Consonance’ 2 has no moral character. This
character does not exist in the other perceptibles. But the movements with which we
are dealing are connected with action, and actions are indications of moral

character.™

As Andrew Barker states, the resemblances between the Problem and

Diogenes’ passage ‘seem altogether too striking to be coincidental’.”* Barker goes

! Forster (1927) surely mistranslates here; he writes ‘for symphony does possess moral character’.
The o0k appears not to have been translated.

>2 ‘Consonance’ (sumphonia) here probably means a number of notes played together. The double
aulos could play one note underneath the musical line, and this may be what is being referred to here;
or, of course, multiple notes on more than one instrument. The moral character lies in the consonance
between the individual notes in the scale. See also Barker 1984: 197, n. 55: ‘moral character is
represented by movement from note to note, not by notes played simultaneously’.

>3 For strikingly similar language see below my discussion of extract T5.v.9, an extract from
[Plutarch] De Musica, which has been identified by some scholars as deriving from Aristoxenus.

>* Barker 2001: 363.

150



on to remark, ‘All of the major ingredients of Diogenes’ theory seem to be present
in this passage, along with pivotal elements of his terminology.’”

The Problem states that every tune, even if it has no words, possesses éthos,
a claim implied by Diogenes at column 51, T4.13 above. Melody (melos) is kinetic,
and the kinésis in the melody contains homoiotes — likeness, not imitation, of éthos.
As mentioned above, both Diogenes and [Aristotle] use the word homoios or its
derivatives, and Diogenes actually specifies ‘likenesses which are not imitations’
(column 117, 23-8). And as argued above in chapter 2, it is the movement of the
harmonic line itself that both contains and communicates the likeness of éthos, and
thus inspires movement, not the individual notes themselves, which, heard in
isolation would have no meaning at all.

As Barker further states, ‘It would be unreasonable to doubt that the theory
of this Problem and the theory of Diogenes are intimately related to one another, and
the Problem unquestionably enriches our understanding of Diogenes.’* The theories
outlined in both the Problem and in Diogenes’ own writing certainly seem to have a
common view — unfortunately neither go far enough to make the treatment fully
explained. The Problem does, however, help to explain why Diogenes’ theory was
not as ridiculous as Philodemus claimed, and why the latter’s attempt to view music

on a par with cookery was not justified.

(i.i) Music and Catharsis

It is necessary to address the subject of musical catharsis, because several scholars”
have suggested that Diogenes of Babylon might have adapted the theory that
musical catharsis could contribute to virtue to his own musical philosophy. Much
has been written regarding Aristotle’s theory of tragic catharsis and its relevance to
the notion of ethos/character within music, and, thus, in education,”® but I want to

argue that neither Aristotle nor Diogenes believed that catharsis had any place in

> Barker 2001: 363-9 at 363.

%% 2001: 365.

T B.g., Zagdoun 2007: 95; Janko 1992: 127.

8 For example, Lord 1982; Janko 1987 and 1992b; Delattre 2007.
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education. Thus, I would support Ford’s view that it simply does not apply.”
Aristotle’s theory of education is surely directed, in the first instance at any rate, at
the young. At Politics 1341al7-24, Aristotle states quite clearly that one of the
reasons he will not allow the aulos into schools is that ‘it has rather an exciting
influence so that it ought to be used for occasions of the kind at which attendance
has the effect of purification rather than education’ (my emphasis). The context of
Politics Book VIII is education, and purification is only mentioned on a couple of
occasions, and both times it is clearly distinguished from ‘education’. Whilst
Aristotle certainly argues for the use of all types of music, he clearly believes that
different types of music should be used in different situations. At 1341b37-9, where
he states that music ought to be employed not for the purposes of one benefit that it
confers, ‘but on account of several (for it serves the purpose both of education and
purgation [katharsis] — the term purgation we use for the present without
explanation, but we will return to discuss the meaning that we give to it more
explicitly in our treatise on poetry — and thirdly it serves for amusement . . .)’. Here
he has once again given the music three distinct uses, and he goes on to say that ‘we
should not employ all “the harmonies” in the same way’. Once again, therefore, he
has distinguished the cathartic melodies from the ‘ethical’ melodies. Whilst catharsis
is mentioned regularly in the Poetics, in the context of performance, this is a
different medium. In the context of education, at Politics VIII. 1341b32—-1342al8,
Aristotle is surely emphasising the importance of moulding the young characters by
habituation — that is by habitual exposure to the right melodies and tunes, not those
that excite, but those which create the right movements of the soul, and instil in the
students a ‘proper’ character. At 1342a18-28, he remarks that what gives pleasure to
the educated isn’t the same as what gives pleasure to the uneducated, and that one
should make allowances for this in criticising entertainment. Cathartic melodies are
fine in tragedy, but the place for such music is the theatre, and not the schoolroom.
Jonathan Lear has given a very clear account of the most ‘sophisticated view

of catharsis, which has been powerfully argued in recent years’.*” He writes that it

% Ford 2004: 325-7.
60 Lear 1988: 297-326, at 303.
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has been argued that catharsis could contribute to education of the emotions — an
ethical education consists in training youths to take pleasure or pain in the right sort
of objects. If Aristotle did admit catharsis into his education, the argument goes,
then perhaps tragedy helps us to better understand the world, and thereby gain a
deeper insight into the human condition.®’ Aristotle did concede that it was not
necessary to attend a performance of tragedy — reading the text should be sufficient
to feel the effects.”” However, Lear argues strongly that this is still wrong for two
reasons:
1. A virtuous person will experience the catharsis, but he does not need
further education; and
2. The Politics’ discussion of music distinguishes music that is
educative from that which produces catharsis, as argued above.
Therefore, whilst musical catharsis is fine for the theatre, and might be the subject of
enjoyment for all, as Aristotle seems to recognise that everyone takes a particular
pleasure from tragic catharsis, it will not fit into his educational curriculum insofar
as ethical education is concerned.

I would take this still further in respect of Diogenes of Babylon — I cannot
see how the introduction of the notion of catharsis into a Stoic ethical account of the
emotions can be at all plausible.” As argued in my chapter 2, pp. 34-6, and n. 52,
Janko’s argument rested heavily on his own insertion of the Greek ékotdoeig in line
12 of column 18 for Delattre’s aioBrjoic, and the argument that any ‘enjoyments,
emotions, and sensations’ would be irrational, against which I argued there.
However, the Greek word kdBapoig nowhere appears in the Philodemian text as it
has come down to us, nor any apparent argument for or against it. I would suggest
that had there be any suggestion of such a notion, Philodemus would have railed as
strongly against that as he does Diogenes’ belief in music’s kinetic power, as

discussed in chapter 2.

1 Lear 1988: 303-4.
%2 poetics 1450b18-19; 1453b4-7; 1462al1-12.
% Pace Janko 1992a and b; Zagdoun 2007.
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Archestratus, Heraclides, Theophrastus and Aristoxenus

(ii) Archestratus

Very little is known about Archestratus of Gela. A mid fourth-century poet, the main
evidence for him is contained in Athenaeus’ Deipnosophistai, and this largely
comprises fragments from Archestratus’ poem The Life of Luxury. That work is
concerned with food, more primarily ‘the [selection] and purchase of the best
produce that could be found’,** and as such does not contain any evidence for
Archestratus’ musical theories.

More useful evidence in this context is to be found within Philodemus’ De

Musica Book IV, column 137 Delattre, and reads as follows:

[TS.ii.1] The followers of Archestratus, who say that issues about the natures
of sound and notes and intervals and similar things are philosophical aspects of
music, were quite intolerable, not only because they set off into a thoroughly
extraneous domain of theory, and babbled childishly about these things with no
benefit to knowledge, but also because they represented music as no more than study

of these matters. (Trans Barker 1989)

The only other definite mention of the philosopher thus far found is in Porphyry’s
Commentary on Ptolemy’s Harmonics. 26.6—29, where Porphyry cites the writings

of Didymus ‘the musician’, an author of significant harmonic writings.”> He states:

[TS.ii.2] And there are others who give a place to both perception and reason [in
music], but who give some sort of precedence to reason: one of these is

Archestratus. (Trans Barker 1989)

% For this work, see Athenaeus Book VII, or Archestratus, The Life of Luxury, translated with
introduction and commentary by John Wilkins and Shaun Hill, 1994 (Prospect books). Quotation
from Wilkins and Hill 1994: 30.

63 Ptolemy’s description in Harm. Book II. Not much is known about Didymus apart from references
in Ptolemy and Porphyry. Barker suggests (OCD s.vv. that he might be the Suda’s son of Heraklides
the Younger, ‘a grammarian and musician in Neronian times’.
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Barker comments,* ‘These remarks show plainly that Archestratus was a devotee of
musical theory rather than practice, and that he was no Aristoxenian.” As will be
shown in section 5.v, Aristoxenus, whilst giving a place to perception and reason,
argued that ‘they should keep abreast of each other’, neither taking precedence.”
This is interesting, because by the time of Archestratus, most musical theorists
followed one of two schools of thought: the Pythagorean / mathematician school, or
the Aristoxenian school. However, it seems clear from the writings of Didymus that
there was a further group, who, as Barker suggests, were ‘too rationalistic in [their]
approach to fall into the latter group, but too empirical to fit into the former group’.®®
I will argue that there is very little, if any Aristoxenian theory contained within
Diogenes’ music theory either.

The citation in Philodemus’ work is particularly interesting because it comes
within the author’s criticism of Diogenes of Babylon’s musical theory, and therefore
implies that it is answering a statement made by Diogenes. However, there is no
mention of Archestratus within the extant columns of Diogenes’ thought. He is
mentioned in column 137, as stated above, just before Philodemus answers
Diogenes’ claims regarding Heraclides of Pontus. If Philodemus is answering
Diogenes’ points in the same order as his opponent’s, as he often does, as can be
seen from the parallels identified by Delattre, Archestratus should be mentioned just
before the discussion of Heraclides in column 49,” where there is a lacuna of some
fifteen lines, following a discussion of how good the study of music was to the
intelligence, and the claim that musicians were almost akin to the kritikoi only in the

subject of music.”

% Barker 1989: 243, n. 153.

7 See below, extract T5.v.11.

% Barker 2001: 366.

69 Although it must be conceded that here Heraclides’ name is supplied by Delattre on the basis of
the parallel passage in Philodemus’ critique (col. 137, 1. 30). Here only part of the name can be read

(‘Hpa). The restitution does appear safe, however; see my discussion on restoration of text, chapter 2,
pp. 11-12.

" De Musica col. 48, 11. 22—6 Delattre, on which, see my discussion in chapter 6, pp. 206 ff.
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The context would, therefore, seem to be appropriate for a theorist such as
Archestratus to be introduced, but if he was, none of the discussion remains, only
(perhaps) the criticism thereof. Given Diogenes’ provision for ‘knowing perception’
in column 34, as discussed in my chapter 2, pages 36 ff., and Porphyry’s mention of
Archestratus in the context of perception and reason above, it seems quite feasible
that Archestratus might have been one of the musical philosophers with whom
Diogenes shared some sympathies. Archestratus also seems to be qualified to be one
‘of those engaged in philosophy who happen[s] to be experienced in musical
education’ mentioned by Aristotle at 1341b25-30. It seems impossible to be able to
say any more than perhaps he might have been one of those to whom Aristotle was

referring.

(iii) Heraclides of Pontus

In his commentary on Aristotle’s Politics VIII. 1341b25, where Aristotle has left to
the philosophers who are also engaged in musical education the details of which
modes are or are not suitable for use in the realm of education, Kraut suggests that
Aristotle is referring to either Theophrastus or Aristoxenus.”' Kraut does not appear
to entertain Heraclides as a possibility, although Heraclides would appear to have
been a closer contemporary of Aristotle, and, in Cicero Laws 111.14, is apparently
regarded as on a par with Plato, Aristotle and Theophrastus, at least as a writer on
political philosophy.

Rather more is known of Heraclides of Pontus than of Archestratus. Attested
by Diogenes Laertius at Book V, 86-94, and floruit (probably)’* around 360 BC, he
was a pupil of Speusippus, and later of Aristotle, probably whilst Aristotle was still

at the Academy.” Further, Heraclides stood for, but was defeated by Xenocrates for

711997 206.
2 Although see Gottschalk’s comments on Heraclides’ dates below, p. 157.
7 D.L.V.86.
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the scholarchate of the Academy in 339BC following the death of Speusippus,’® so
he must have been in a position of some seniority. Diogenes Laertius attests that he
wrote two books on music, but a third book is mentioned by Athenaeus, in which
Heraclides discussed the number and characters of the true Greek modes.” Although
Plutarch clearly regarded Heraclides primarily as a musical historian, the fact that he
is attacked by Philodemus for his views on musical ethos indicates that he was much
more than this, and like Archestratus, must be considered as a likely candidate to be
one of Aristotle’s philosophers with a musical interest, and almost certainly an
influence on Diogenes of Babylon’s musical philosophy.

Gottschalk notes some discrepancy amongst the sources regarding
Heraclides’ relationship to Plato, Aristotle and their schools, which also places some
doubt about Heraclides’ exact dates.”” The discrepancy is not important in the
context of this thesis, apart from one point, as whichever sources are correct,
Heraclides will not move significantly in historical time, and so the order of possible
influence on Diogenes will not change. It is reported in various sources, amongst
which Diogenes Laertius (V. 92), that Chamaeleon, a ‘compatriot who probably
joined the Peripatos in Athens’,”” complained that Heraclides had plagiarised him in
his own works on Homer and Hesiod. This is interesting, because both Heraclides
and Chamaeleon are mentioned by name both by Diogenes of Babylon, at column
49, and by Philodemus, at column 131. Given that Philodemus complains that
Diogenes is writing as a historian rather than a philosopher, this might be additional
evidence that the two (Heraclides and Chamaeleon) were indeed contemporaries.

It is also interesting that there was a connection between Heraclides and

Speusippus. I have argued in the Appendix to chapter 2,”® that Speusippus was

™ Fr. 9 Wehrli.

“DL. V, 87; Athenaeus, Deipn. xiv. 624c. For more on Heraclides’ discussion on the Greek modes,
see below, pp. 159-60.

® Gottschalk 1998[1980]: 2-5.

" Fr. 176 Wehrli .

™8 See above, pp. 50—4.
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probably not Diogenes’” main influence in his concept of émotnuoviky aicOnoic.”
However, as I will show below, Diogenes certainly relied upon and directly referred
to Heraclides for a part of his own musical theory; perhaps Heraclides had also
developed Speusippus’ earlier theory, and so influence on Diogenes theory there
maybe should not be ruled out.

[Plutarch] writes at De Musica 1131F—1133F that Heraclides paid particular
attention to the divine origin of the modes, and that he attempted to trace each back
to a god or goddess, and a part of Heraclides’ account of music’s early history is
preserved within [Plutarch]’s writings. Parallels with Diogenes’ own account are
noted in section i to chapter 3 where I discuss Diogenes’ writing on music’s
origins.”! Heraclides was also interested in the ethical character of music, and
Diogenes of Babylon quoted his writings in support of his own belief in the moral
value of education.®” Heraclides’ interest in music’s divine origin is particularly
interesting here, and Diogenes was clearly also very interested in that aspect.
although it appears that the gods to whom Heraclides gives particular prominence
are not mentioned in Diogenes’ text as we have it today. Nonetheless, it does
indicate that Diogenes was not alone in emphasising music’s divine origins. Both
philosophers refer to Amphion and Terpander and his contemporaries.” Both
philosophers also remark that Terpander and his followers adhered to the ‘grand

style’, and as Gottschalk remarks, ‘Heraclides, like most theorists in the Academic-

" Future remarks in this chapter to ‘Diogenes’ will all refer to Diogenes of Babylon; if Diogenes
Laertius is mentioned again, either the name will be written out in full, or in the abbreviated form
‘D.L.".

% Eleanora Rocconi remarked in her paper given at the Moisa Annual Seminary on Ancient Greek
Music in July 2005 that some scholars have suggested that Diogenes was influenced by Aristoxenus
of Tarentum in this theory, wrongly in the view of Prof A. Barker. On Aristoxenus and the
unlikelihood of his having any influence on Diogenes’ musical theory, see below, section v. I must
thank Professor Rocconi for allowing me to use the unpublished transcript of her paper on chapters
31-44 of [Plutarch’s] De Musica, where this discussion occurs at p. 3.

81 See above, T3.ii.1 and discussion.

82 1. B. Gottschalk 1998 [1980]: 135, 138-9.

¥ For Diogenes’ references, see chapter 3 above p. 63 (Amphion), p. 69 ff. (Terpander); for
Heraclides’, see [Plutarch] De Musica 1131F—1132 (Amphion); 1132Cc—F (Terpander), although on
whether the whole of this section can rightly be ascribed to Heraclides, see Gottschalk 1998 [1980]:
133-5.
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Peripatetic tradition, favoured the old style against more recent innovations’,**
something that seems almost to go without saying — none of the musical writers thus
far encountered has any time at all for music of the ‘new style’.

Heraclides’ account of the musical modes, mentioned above, is further
evidence of his interest in the ethical nature of music. He asserts that there are only
three true Greek modes since ‘there are also only three kinds of Greeks — Dorians,
Acolians and Ionians’, and he continues, ‘There is no small difference in the
character of these three. . .”* The characters of the three modes therefore reflect the
characters of the Greek races:

1. The Dorian reflected ‘manly vigour, of magnificent bearing, not relaxed or
merry, but sober and intense, neither varied nor complicated’;*

2. The Aeolian ‘contains elements of ostentation and turgidity, and even
conceit. . . yet this does not mean malice, but is, rather, lofty and confident.

Hence also their [the Aeolians’] fondness for drinking is appropriate to them,

also their love-affairs, and the entirely relaxed nature of their daily life’;*’

3. The Ionian mode is ‘neither bright nor cheerful, but austere and hard, having

a seriousness which is not ignoble; and so their mode is well adapted to

tragedy. But the character of the Ionians today is more voluptuous and the

character of their mode is much altered’.™

The other modes mentioned are all stated to be ‘originating with barbarians’,
and hence brought to Greece from elsewhere. No mention is made by Athenaeus
here of any use Heraclides might have ascribed to the modes; indeed other than
assigning character to them, Heraclides’ comments would seem to fit easily into a

historical account of the origins of the various modes. Gottschalk notes that

% Gottschalk 1998 [1980]: 134.

% Athenaeus Deipn. 624c ff.; Gottschalk 1998 [1980]: 134-5.
8 Athenaeus 624d-e.

8 Ibid., 624e.

8 Ibid., 625c.
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Heraclides’ groups have some affinity with Dicaearchus’ account of the
development of Greek civilisation.*

The only other real evidence for Heraclides’ concern with the ethical nature of
music is contained within Philodemus’ De Musica. At column 49, Philodemus

reports that:

[T5.iii.1] ... ]moi¢ katavorocavtd ti-
va TV elpnuévav, év oig

TEPL TPEMOVTOG UEAOUG KOl
anpemodg Kol mept NOOV Gpoé-

VWV Kal HoAaK@OV Kal epl
npé[€lewv apuotTovo®v kali
&Jvapudotwv Toig DTOKEIUE-

VO1G TPOGWTIOLG ATEP OpHOAO-
youpé]vwg oo pakpav annptlnl-
uélv[a t]ob @ihocogeiv: kai mapa-
Aapav] mo AL mp[6] | tod|twv “Hpa-
kAeid]ov mAeiw @noilv £[€] av-
t@]v [el}von @avepdv [T]|0 mpdg
n[o]A[A]a pépn tod Piov xpnot-
MevEV TRV povotkAy, [kal
d0]vacOat tiv mept adTAV
@[hotexviav olkeiwg ulag
SliatiBévan mpog mheloug &-

pletdc dokelv avTdL, kal TP[OG

n|doag *.

% Gottschalk 1998 [1980]: 136—7. Gottschalk notes here that this might have been why Sotion
classified Heraclides as a Peripatetic. At a conference on Heraclides in June 2003, it was argued
strongly that Heraclides should in fact be regarded as a Platonist rather than a Peripatetic. I thank
Professor Sharples for his notes and comments on that conference, which I was unable to attend. I
will not attempt to catalogue or analyse the arguments surrounding that discussion in this thesis.
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. reflecting well on [some] of the things said [by Heraclides of Pontus], in which
the topics are the question of appropriate and inappropriate melody, masculine and
effeminate characters and actions that are or are not in harmony with the persons
they represent, which subjects that are not remote from philosophy. And having
before this helped himself to much more from Heraclides, he says that it is manifest
from it that the usefulness of music shows itself in many areas of life, and that [in
his opinion] working hard at this skill can put us in an appropriate disposition to

many virtues, perhaps towards all.

In his parallel criticism in columns 137 and 138, Philodemus remarks that he
has already attacked this theory in the third book of this work,” where he says he
showed ‘point by point” how ‘all of this is sheer delirium’.”’ Andrew Barker has
drawn attention to a passage in Aristides Quintilianus’ De Musica Book 11, where a
similar view is expressed and the male/female dichotomy is related to the
composition of the soul and the types of music that would have appealed to
individual souls. At a note to the Aristides passage, Barker writes, ‘There is a hint in

Philodemus (De Mus. 1V.23.27-24.9)°* that the idea was adopted by Heraclides.’

The Aristides passage reads:

[TS.iii.2] when [the soul] turns towards earthly things and seeks to learn by
experience about life here, it comes to need a body, and seeks one that is suitable for
it. It has a capacity to perceive the duality that exists among them (male and
femaleness, I mean), a duality which is present not only in those that have souls, but

also in those that are directed by nature alone. . .”*

% Columns 137, 27-138, 9. Delattre’s footnote at this point remarks that Gigante (1999) does not
doubt that the theory belonged to a Peripatetic. But see also n. 89, above.

! Or as Barker translates, ‘“<and> we showed what a heap of nonsense it is’ (Barker’s paper given at
the conference on Heraclides of Pontus in 2003).

%2 This passage has now been renumbered 137.27-138.9, following Delattre’s reconstruction of the
text. See Delattre’s concordance of editions at his 2007: vol. I, CCLXXVII-CCLXXXI.

%3 Aristides Quintilianus, De Musica Book 11, chapter 8, 1-10 in Barker 1989: 469—70.
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This male/female dichotomy is central to, although greatly developed in, the
musical theory that followed in Aristides’ work, and a discussion of this may throw
light on Heraclides’ own theory, if indeed he did adopt that idea. There is also a

similar view expressed in Plato’s Laws VII. 802e, where the Athenian states:

[TS.iii.3] It will further be necessary to make a rough general distinction between
two types of song, those suited for females and those suited for males, and so we
shall have to provide both with their appropriate scales and rhythms; it would be a
dreadful thing that the whole tune or rhythm of a composition should be out of

place, as it will be if our various songs are inappropriately treated in these respects.”

It must be emphasised, however, that it was not only Heraclides who might
have adopted this theory; as Diogenes clearly did, this might be evidence that he is
using Heraclides as an authority. The first mention of this male/female dichotomy in
the Philodemean work is at column 48, within the report of Diogenes’ musical
theory. Further, Philodemus’ refutation comes at columns 137-8, firmly within the
part of the treatise where he is attacking Diogenes’ theory. His general rounding up
of the work starts only at column 143. At column 137, Philodemus explicitly states
that he will not revisit the arguments against the theory here because he has already
done this in his Book 3, where he is probably arguing against Heraclides, on which,
see below, T5.iii.6. The theory must, therefore, have been part of Diogenes’ own
philosophy as well.

Aristides’ psychology proceeds as follows, having been introduced at the end
of his chapter 7 (pp. 65-6 Winnington-Ingram) with the words ‘But since music is a
treatment for the passions of the soul, we should first investigate the ways in which
they arise in it. . . If these points are not established, our discussion of subsequent

matters will fail to be clear.”” ‘Passions arise in the soul’, he states, ‘out of its

9 As discussed elsewhere in this thesis, at pp. 115-16, it is very likely that Diogenes alludes to this
chapter of Plato in his own theory, which further suggests to me that both Heraclides and Diogenes
himself may have thought along similar lines.

% This and subsequent quotations from Aristides come from Barker’s translation in his 1989, this
from p. 469.
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affinity with the male or the female or with both. The female is slackened, and has a
lack of resistance to pleasures and desires, whilst the male is predominantly self-

® Since the

confident, has courage, but also has anger and recklessness.”
predominance of male or female differs from soul to soul, so too will arise the

difference of conception (ennoia).

[TS.iii.4] It is through conceptions, then, that approval of things in life first comes,
conceptions that have either grasped each thing successfully through an inherent
capacity for learning,”’ or have later been persuaded to change. Here the common
talk of the majority has as much power to instil character as have the doctrines of the
sciences. For everyone’s soul constantly remodels the impressions and
representations that it contains in light of the ideas aroused through words. . . Moral
education is divided into two types. One kind, that through which we correct vice is

therapy. . . the second kind is cultivation.”

Having assigned the male/female dichotomy to souls, so too for Aristides
letter-sounds and the harmoniai are either male, female, or intermediate, hence their
appeal to different types of souls as discussed in chapter 3, pp. 82-7. At
Winnington-Ingram 80, 11. 22ff., Aristides writes:

[T5.iii.5] . .. at any rate, in the harmoniai that he (Damon) handed down we
can see that of the moveable notes it is sometimes the female and sometimes the
male that are in the majority, or else are used less or not at all. The reason is clearly
that the usefulness of the harmoniai depends on the character of each individual
soul. Hence the most important part of melodic composition is that known as
‘distribution’ (petteia),” which consists in the selection of the notes most

appropriate on each occasion.

% Barker 1989: 470; p. 67, 11. 15 ff. Winnington-Ingram.
7 Could this be a hint of the Stoic concept of oikeiosis? For discussion of this, see ch. 2, section iv.
% Barker 1989: 471-2; p. 68, 11. 14 ff. Winnington-Ingram.

9 LSJ s.v metteia I translates as a ‘game resembling draughts’ or, in Cleonides’ Harmonics,
‘repetition of the same note’. This might suggest that the meaning in Aristides is metaphorical as it
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This passage clearly suggests that Aristides is drawing on earlier writers, as
he refers to Damon here. Whether or not it implies that the male/female
classification was handed down from Damon has been the subject of some debate
for many years.'"” But Aristides is also aware of the views of other earlier
philosophers; indeed he refers to Plato as ‘the wise Plato’ at chapter 6, (p. 59, 1.24
Winnington-Ingram). He affirms that early education must be ‘training by
habituation’,'’! and his views on education seems to reflect a combination of both
Plato and Aristotle. Aristides’ use of the words ‘appropriateness’ and
‘inappropriateness’ (t0 mpémov, tO ampémov) also recall the writings of Plato,
Heraclides, and indeed, the Stoics.'"?

It is, of course, impossible to claim with any certainty that Heraclides’, and
so Diogenes’, musical philosophy is the basis for Aristides’ theory, but I would
suggest that there are sufficient similarities for it to be considered a real possibility.

It is clear from Philodemus’ words at columns 138 that when he attacked the
theory in his ‘third book’, he was attacking a view that came not only from

Heraclides, but probably from the Peripatetic school generally, when he says:

[T5.iii.6] éxOévteg rueig

€V TO1 TpiTtwl T®V UTOUVN-
uatwv kai ta map’ dAAoig 6
ovyyevag elpnuéva ' napedei-
Eapev Song €otiv yépovta

Anpeiag.

seems unlikely that the most important part of melodic composition would be the ‘repetition of the
same note’. Does it perhaps infer ‘a game of chance’ or indeed ‘a game of skill’?

"% 1 his footnote to this passage, Andrew Barker outlines the debate that has occurred amongst
many scholars. However, see my notes 40, 44 to chapter 4, where I explain that Professor Barker has
now changed his view, and moots the possibility that Damon has been credited with much more
influence than he actually had.

1ot Chapter 3, p. 55, 11. 8-11 Winnington-Ingram.

2" Gottschalk remarks that the ideas of appropriateness ‘became fundamental principles of

Hellenistic and Roman criticism’ (1998 [1980]: 138), and that Heraclides’ views on this were
criticised by Aristoxenus, on which, see below, section 5.v.
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We set all this out in the third [book] of our commentary, as well as other things

from other [writers], and we showed point by point how all this is sheer delirium.

This seems perfectly feasible — Dicaearchus and Heraclides are both named
within Diogenes’ part of the text, and from Philodemus’ criticism it is clear that

Archestratus and Theophrastus were also cited by Diogenes as authorities.'™

(iv) Theophrastus

As mentioned above, Theophrastus is also suggested by Kraut to be one of the
philosophers to whom Aristotle refers at Politics VIII. 1341b25 (‘some of those
engaged in philosophy who happen to be experienced in musical education’),'” and
certainly he would also appear to be a plausible candidate. However, my reasons for
looking into his views on music are rather that he is mentioned in the Philodemean
De Musica, and therefore he possibly had some influence on Diogenes of Babylon’s
musical philosophy. A pupil first of Plato, and then of Aristotle, Theophrastus
succeeded Aristotle as head of the Lyceum.'”® He also wrote at least two books on
music.'”’

Sources attest to his belief in music’s power to cure ills; both Athenaeus
(Deipn. 624a-b) and Apollonius (Historia Mirabilium 49.1-3) write of his view
that playing the aulos could relieve and even cure sciatica. However, very little of
Theophrastus’ writing on music survives today. The largest fragment exists within
Porphyry’s Commentary on Ptolemy’s Harmonics, and is, according to Ptolemy, an
extract from Book II of Theophrastus’ own De Musica.'” It primarily constitutes a
polemic against the group of writers he calls the mathematikoi regarding the human

ability to replicate musical melody. The fragment has attracted more scholarly

103 A~
Emphasis mine.

%% Dicaearchus is mentioned at column 49.20-3; see T6.1.7, where it seems plausible that
Dicaearchus was one of Diogenes’ sources.

19 Kraut 1997: 20.

Diogenes Laertius V.36.

107 Porphyry, On Claudius Ptolemy’s Harmonics 13 (FHS & G 716).

106
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attention than any of the other of Theophrastus’ musical fragments today extant, but
because of the nature of the fragment, the ensuing discussions are more on the lines
of technical musical analysis.'” The fragment is largely a technical discussion
regarding melodic accuracy, arguing against the view that ‘music exists in
quantity’,'? with very little discussion of any psychological value in music.
Theophrastus refutes the theory of this group of writers who say that ‘the
accuracy of the intervals [of singing] arises in accordance with the ratios of the
numbers’'!" i.e., that the soul identifies the mathematical relations between the notes
in a melody and reproduces them in perceptible form."'? The mathematikoi would, of
course, include the Pythagoreans, but also to an extent Plato, Aristotle and other
Peripatetic writers. Although not directly aligning himself with the alternative group
identified at the outset of the discussion, ‘the harmonikoi, who judge by
perception’,'” Theophrastus does seem to prefer their position, as I will discuss
below. It could be, suggests Barker,'* that Aristoxenus might be included in this

latter group — certainly as will be shown below, section v,'"” ‘[

Theophrastus]
dismisses the independent claims of logos’ in musical analysis and ‘bases his
investigations on aisthésis first and foremost.''® However, it is clear that
Theophrastus does not accept Aristoxenus’ framework of musical analysis either,
and from 64.24 (Diiring) sets out to attack that theory also. He emphasises that it is
not the interval (diastéma) that gives different notes their pitch, because an interval
is, by definition, a gap between notes, and therefore silent, hence the pitch of a note
must be something intrinsic to itself. My understanding of his theory of the creation

of accurate musical melody is discussed further briefly below, but more importantly

for my purposes are the two hints of Theophrastus view of music’s psychological

108 Porphyry, On Claudius Ptolemy’s Harmonics 61.17, Diiring; Barker 1985: 289.

See, e.g., Barker 1977, 1985, 2007; Sicking 1997.

1o Porphyry, Commentary on Ptolemy’s Harmonics 62 Diiring.
H Page 62, lines 10-12 Diiring.

Barker’s explanation, 2007: 413.

Page 62.2 Diiring.

"% 1985: 308ff.

'3 pages 173-88.

Barker 1985: 308.
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value within the fragment; both relate to its creation. The first hint occurs near the

beginning of the fragment:'"’

[T5.iv.1] €0t yap to ywvopevov kivnua UEA@WOINTIKOV Tepl TNV PuxnV 6@odpa
axp1Pég, ométav ewvii €BeArion Epunvevelv avTd, TpEmel YeV TAVIE, TPEMEL O~ €@’

Ooav ola T’ €oTl TV &Aoyov Tpéat, Kad’ O €0éAer

For the movement productive of melody, when it occurs in the soul, is very accurate,
when it (the soul) wishes to express it (the movement) with the voice. It (the soul)
turns it (the voice), and turns it just as it wishes, to the extent that it is able to turn

that which is non-rational. (Trans Barker, as amended)

This does not necessarily mean that the ‘movement productive of melody’ in
the soul is a sudden imagining of a melody ‘in the mind’s ear’,''® but the occurrence
of an emotion or disturbance within the soul that can be interpreted by the singer in
the language of melody.'"” By producing appropriate vocal/musical sounds
accurately — and the discussion would appear to be about a musical line, not words —
the singer expresses the psychic movements that have the required effect on the soul,
i.e., to release it from the evils due to the emotions. In so doing, states Barker,'” the
singer stimulates these movements in the souls of others, and perhaps reinforces
them in his own: ‘that this should be so is no causal secondary effect, but constitutes
its essence’.'”' But to accurately interpret the emotion within the soul, Barker states,
‘he must be able to discriminate between what makes melodic sense and what does
not. He must also be able to produce a melody of the right sort to represent his

psychic state’.'”> Barker’s first sentence would seem to bring us back once again to

"7 page 61.25-62 Diiring = FHS &G 716 (part).

See Barker 1985: 313.

For my discussion of the notion of melody as language, see chapter 2, pp. 18-19, 35-6.
129 1985: 316.

! Ibid,

"2 Barker 1985: 313—14.
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Plato’s ‘judges’, and Aristotle’s ‘experts’, and perhaps even to Diogenes’ equivalent
of the kritikoi.

The second fragment occurs right at the end of Porphyry’s extract:'*’

[T5.iv.2] pia d¢ @Uo1g Tfig HoVOIKTG Kivnolg TG Yuxiig N Kat ardAvoty yivouévn

TV 814 T& TAON Kak®V, 1) €l U AV, 008" &v 1 TG LoVGIKAS PVGIG AV.

The nature of music is one. It is the movements of the soul that occurs in
correspondence with its release from the evils due to the emotions; and if it were not

this, neither would the nature of music exist.'** (Trans Barker)

Music and melody, for Theophrastus therefore, originate within us; when
either is played or sung in public, it is a secondary manifestation of music, wholly
dependent upon the first, i.e., the composer in whom the music originated.'* That is,
the soul brings about the transition from psychic movement, i.e., the movement of
the soul, into audible sound — that is it interprets or expresses outwardly the inward
movement of the soul. There are two important points here:

1. Music has its primary mode of existence within the soul; and

2. lIts role there is essentially therapeutic.

‘By producing appropriate vocal/musical sounds [not words, but sounds] the singer
expresses the psychic movements that have the required effect on the soul [i.e., to
release it from the evils due to the emotions]. In so doing, we may infer, he
stimulates these movements in the souls of others, and perhaps reinforces them in
his own; that this is so is not a casual or secondary effect but constitutes its

essence.’ 2

'23 Page 65.10-15 Diiring = FHS & G 716 (end).
124 Barker’s alternative translation, ‘neither would it be the nature of music’, 1989: 118 seems to be
less apt. See also FHS &G 716 for the same translation and note.

125 See Barker’s very clear discussion on this rather complicated extract at 2007: 411 ff.

126 56 Barker 1985: 316.
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As Barker remarks, ‘No other Theophrastean view about music, in fact, is so
frequently mentioned in later antiquity, and it probably figured prominently in the

work from which our fragment is taken,”'’

and certainly the same view is expressed
in the two extracts below, T5.iv.3 and 5.iv.4. Sicking claims that Theophrastus had
little or no affinity with Damon or Plato’s belief that music had an important role to
play in the education of the human soul to arete,'” and whilst it must be conceded
that there is no specific statement to state that Theophrastus did see such a role for
music, nor, I would suggest, is there any statement to the effect that he did not. If
Theophrastus was in any way influenced by Damon, then it is much more likely that
he saw some educational role for music, even if in a lesser way than, say, Plato.

Theophrastus’ views are further confirmed at Plutarch’s Quaest. Conviv.

623A:'%

[TS.iv.3] Sosius says. . . that one would not be approaching the matter badly if one
began from what Theophrastus said about music, ‘For I recently’, he said, ‘read the
book, and he says that there are three sources of music: pain, pleasure and
inspiration, for each of these emotions turns the voice aside and deflects it from its

usual (inflection).

A similar view is repeated by Aristides Quintilianus in his De Musica Book

I, 57.31ff.:

[TS.iv.4] It has also been observed that there is no one single cause that makes us
turn to making melody. For those who are happy it is pleasure, for those in sorrow it

is grief, and for those possessed by the impulse of a divine breath, it is inspiration.'*’

127 Barker 2007: 433-4.

Sicking 1997: 142.
129 _ FHS &G 719A.

30 Translation by Barker 1989: 462. Cf. also Plato lon 536¢, where people will react differently to
music according to which god is possessing them.
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Aristides does not give a source here, but what he says certainly reflects the
views of Theophrastus as outlined in T5.1v.3. As Barker notes, the extracts that can
be linked to Theophrastus hint at his view of the power of music, a view that bears
some similarity in part to Plato’s with respect to emotion and character, which was

' who also is attested to have

believed to be in turn very much led by Damon,"
written that music arises from the soul."”

‘If music’s nature is that of a movement of the soul, and specifically that of
one capable of releasing it from emotional stress, the patterns of movement which
constitute the music will be marked off from those that do not by criteria of an
essentially psychological sort.”'*® The principles governing it will be those that
determine which inner movements are capable of generating emotional ‘release’.

This, remarks Barker, sounds very similar to the sentiments outlined in Plato’s

Timaeus 47d—e:

[TS.iv.5] [M]usic too, in so far as it uses audible sound, was bestowed for the sake
of harmony. And harmony which has motions akin to the revolutions of the Soul
within us, was given by the Muses, not as an aid to irrational pleasure, as is now
supposed, but as an auxiliary to the inner revolution of the Soul, when it has lost its

harmony to assist in restoring it to order and concord with itself.'**

However, as Barker states, whilst the end result is a harmonised soul, the
origins of the music cannot be the same in Plato’s mind as in Theophrastus’. It is
difficult to understand how the very music that will restore the afflicted soul to
harmony could have originated within that same troubled soul. On this basis,
concludes Barker, Theophrastus cannot have supposed that a healthy soul was
structured on a musical basis in precisely the same way as it was for Plato in the

Timaeus, given that for Theophrastus, music was psychic movement of an

! But see now Barker’s query about the extent of any Damonian influence on Plato, see chapter 4,

pp. 120-6 and notes.

132 By Athenaeus Deipn. 628c: ‘With good reason, Damon of Athens and his school say that songs
and dances are the result of the soul’s being in a kind of motion’ (Loeb translation).

133 S0 Barker 2007: 434-6.
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essentially therapeutic sort.'”> Furthermore, the ideal musical structure of the soul in
the Timaeus is grounded in the principles of mathematical order and perfection, but
it is the mathematikoi who hold this view that Theophrastus has spent so much time
arguing against in the fragment.

There are just two references to Theophrastus in the Philodemian De Musica,
and it must be said that neither reference really adds to our knowledge of either
Theophrastus or Diogenes. Further, whilst the Theophrastean fragments above
perhaps account for (in Theophrastus’ view, at least) the origins of music, and
perhaps to a lesser extent their effects, Diogenes’ theory would seem to be primarily
interested in the effects of music rather than its creation. The Philodemus references
do, however, serve to confirm that both philosophers, unlike Philodemus, but in
accordance with the other philosophers cited by Diogenes, believed that music had
some psychological power, and indeed some therapeutic value.

It was previously thought that the suggestion of expulsion of evils mentioned
above in T5.iv.2 also arises in Philodemus’ De Musica, at column 81, although it

does not in Delattre’s newly constructed text. Delattre’s text runs as follows:

[T5.iv.6] ... Jwvtog @soppdo[tov
... TT]pOG &pETNV KAl TOTG
cov . Jwv pdvov, Towg 8¢
..... &Jkolaciav cuvep-
YEIV . . Jvtag gaivetar PéA-
TI0V . ... | &note[Oe]wpnué-
Veo... Ja kol gulot]k®¢ kal
. &]mopint[ecO]at TO pe-
..... Je' v o[@]patoce' 1 var Tt
.......... 1. kai 6 TRV

.......... lev edkoopiav

34 Trans Bury, in Loeb edition.
"% Barker 2007: 434-5.
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we [don’t agree] at all, with the permission of Theophrastus, that [melodies]

contribute for those [who sing] only to virtue, and perhaps [also] to disorder, it is
clearly preferable for [us], who have for our part developed some serious thought on
[these questions] from the point of view of physics, to reject [the claim that a tune]

will be [naturally] [able to move] the body and . . . good conduct.'*

Whilst the expulsion of evil may well have formed part of Theophrastus’
theory, if Delattre’s reconstruction is correct I do not see any mention of that within
Diogenes’ writings as they have come down to us, although Diogenes clearly
allowed for some therapeutic value in music.

Another reference to Theophrastus appears just one column later, at Delattre

82.39:"7

[T.5.iv.7] . . . Moreover, when Theophrastus writes that it is unreasonable that music
does not at all move and harmonise souls, he is far from proving that my statement

conflicts with the truth.

Unfortunately, the claims that Philodemus is refuting are not extant in the
text, but clearly Diogenes must have written that Theophrastus held the view that
music both moved and harmonised the soul, and indeed the writings of both
Philodemus and Porphyry are evidence that he believed that music could in some
way contribute to virtue and the expulsion of evil. Censorinus, too, recorded that

Theophrastus ‘[thought] at any rate it has a great deal of divinity and has great

136 Philodemus is, of course, speaking in propria persona here, rather than reporting Diogenes. I

insert the Greek with Delattre’s preferred translation here as it differs a little from that of Sedley in
FHS & G (720, pp, 574-6). Sedley’s reconstructed text and translation ran, [cuvop]®vTog
Oeo@pdol[tov m]pdg dpetrv kal Toic | [mato]iv udvov, fowg 8¢ | mpdg d[koAaciav suvepl[yovg 8lvtag,
eafvetar PéM[tiov av] dmote[0e]wpnuél[voc #vila xai ¢[voi]kig kal[xkidv &]mopint[ecblat, T
pél[Aoc 8¢] owpatog givar t1 | [ketvnTikdv], kai to t@v |[x]] [mab&v xapilev edkoouiav | ‘Since
Theophrastus sees that (rthythms barely) contribute to virtue and only for children, and that perhaps
they contribute to intemperance, it seems as if he would have been better speculating that some vices
are also expelled naturally, and that a tune is something capable of moving the body, and that
gracefulness of the passions (produces) orderliness. . .’

STFHS & G 721A, pp. 576-7.
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influence in moving (our) souls’."”® Plutarch (Non posse 1095E-1096A) attests to the
fact that Theophrastus was also quite willing to take part in discussion of music at a
banquet, unlike the Epicureans, confirming that one might find him giving ‘a
discourse on concords’.

The Theophrastean fragments considered are good evidence that
Theophrastus regarded music as an important therapeutic tool, and in this respect at
least, Diogenes could have used him both as a source and/or as an authority for his
own views. If Theophrastus did indeed privilege aisthésis over logos, then Diogenes
might even have adopted some of his psychology. Sadly, Diogenes’ citation of
Theophrastus, if indeed there was one, is no longer extant; the columns where, on
the basis of the positioning of Philodemus’ refutation, any discussion on this
philosopher should appear, are extremely damaged, and no hint of his name can be

made out today.

(v) Aristoxenus

When analysing the musical theory of any writer who lived after the fourth century
BC, the possible influence of Aristoxenus of Tarentum must be considered. A
member of the Peripatetic school, and a philosopher in his own right,"”” Aristoxenus
is best known for his developments in the science of harmonic theory. Whilst, as |
will discuss below, he may have allowed some ethical value in music, as did Plato,
Aristotle, and members of his school before him, his primary concern seems to have
been with the strict science of harmonics and rhythmics, and a theory of musical
aesthetics.

Born around 370 BC,'"*" his best-known, and only work preserved in more
than fragmentary form, entitled Elementa Harmonica (henceforth El. harm.), in

three, now incomplete, books comprise most of the extant evidence of his harmonic

138 Censorinus, About the Day of Birth 12.1 = FHS & G 721B.
9 Suda fr. 1 AprotéEevoc.

0 The Suda lists him as a contemporary of Dicaearchus of Messina.
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theory. Of a second work entitled the Elementa Rhythmica, only a very small part
survives today.

As mentioned above, and as quoted elsewhere,'*" Aristoxenus did not appear
to be convinced that music could have any effect on the character, as spelt out in the

El harm. at 31.16-32.9:

[TS.v.1] Mistakes can be made in either of two directions. Some people suppose
that the discipline is massively important, and that by listening to a discussion on
harmonics they will become not only mousikoi but better in their characters. They
have misunderstood things that we said in our deixeis: ‘we are trying to create each
kind of melodic composition’, and of music in general, ‘one sort damages peoples’
characters, while another sort benefits them’. They not only misunderstood that, but
completely failed to notice our qualification, ‘in so far as music can provide such
benefits’. Others imagine it to be insignificant, of no importance, and yet profess
themselves not to be ignorant of what it is. Neither of these positions is correct. The
science is not to be despised by anyone of intelligence: that will become clear as our
discussion progresses: nor is it so important as to be sufficient on its own for

everything, as some people think.'*

However, Aristoxenus clearly believed that musical compositions could
contain éthos and could indeed, in the right circumstances, express that character. As
highlighted in text T5.v.1 above, however, he was not convinced that in expressing a
certain éthos, music also had the power to influence human character and in this
belief, he clearly differed from the other, earlier, philosophers I am considering in
the context of their possible influence on Diogenes of Babylon.

Most of the evidence for Aristoxenus’ views on the ethical value of music is
preserved in the Plutarchan De Musica, and, in particular within chapters 31-7.'* At

the very beginning of chapter 31 (1142B2), Sotericus of Alexandria, the musical

4! Ch. 2, pp. 47-8 and nn. 102-3.

Trans. Barker 1989: 148-9, as amended by Barker 2007: 251. Unless otherwise stated, all
translations from the El. harm. are taken from Barker 1989.

143 See Rocconi 2005: 1.
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expert talking here about music training states, ‘That success or failure in music
depends on one’s training and instruction is shown by Aristoxenus.” Unsurprisingly,
the analysis that follows opens with a comparison between, the ‘kaAAiotn povoikfy’
of the ancient poets, such as Pindar, Dionysius of Thebes, Lamprus and Pratinas,
and the ‘New Music’ of Philoxenus and Timotheus, which contained ‘variety and
innovation’ (mowkiAd and kotvotopia). Like his predecessors, Aristoxenus firmly
favours the old style. Earlier in the De Musica (1135C-D), albeit in a passage not

attributed to Aristoxenus, the Plutarchan writer states:

[T5.v.2] Crexus, Timotheus, Philoxenus, and the composers of that time had a streak
of coarseness in them, and were fond of novelty, aiming at the manner that is now

called ‘popular’ and ‘mercenary’.'**

A similar comparison between Philoxenus and Pindar is, of course, made by
Diogenes of Babylon in the Philodemian De Musica, at Col. 31.8, where Diogenes

states:

[T5.v.3] «[ai tovg] derBvpayfr-
kovg 8¢ tpdmfo]ug €1 T1g ovy-
Kpivat, Tov te Kata [Mivda-

pov kal TOV kata P1AGEe-

VoV, HeyaAnv evpebnoecbat
v daopav TV Emat-
vopévwv nO®V, TOV av-

Tov & eivar tpdmov-
Moreover, concerning the styles of the dithyramb, if one compares one [written] by

Pindar with one of Philoxenus’, you will see that the difference between the

characters of each is very great, but the style (tpémov) is the same.
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The Plutarchan treatise, this time quoting Aristoxenus moves on to state:

[T5.v.4] And so, if one wishes to cultivate music nobly (kaA&®g), and with
discrimination, one should copy the ancient manner. But one should not stop there,
one should supplement it with the disciplines, and take philosophy for guide in
youth, since philosophy is competent to decide the point to which the various skills
can be employed so as to be appropriate to the musical art (td povoiki] npénov), and

thus determine the question of their use. (De Mus. 1142c—d)

The translator of the Loeb edition notes here the similarity with Plato’s
Phaedrus 268¢6-270a8, where the Platonic Socrates and Phaedrus discuss the
various disciplines that are appropriate to one another, but as Barker remarks, ‘there
is nothing surprising about that’.'** Barker continues, ‘[Aristoxenus] is assigning the
whole business of critical judgement to an intellectual elite’, as indeed did Plato
before him.

There is also a distinct similarity, however, to the opinion attributed to
Heraclides of Pontus by Diogenes of Babylon, where he (Diogenes) remarks at
column 48: ‘[T]he question of appropriate and inappropriate melody. . . you will see
that they are subjects not remote from philosophy’ (for more on this and other
references to Heraclides, see above, sub-section (iii) this chapter, and in particular
T5.ii1.1). Plato, Aristotle, Heraclides, and I would suggest, Diogenes of Babylon
would all have agreed with Aristoxenus in ‘assigning the whole business of critical
judgement to an intellectual elite’."*® This, as I will argue in chapter 7, below, is the
crucial point to which Philodemus objects, and probably one of his primary purposes
of this polemical work. I believe that he felt that Diogenes (and, probably, all those

who influenced him) had lost sight of what was for him the primary purpose of

4 Loeb edition, trans Einarson and De Lacy.

Barker 2007: 259.
Quotation, as above, from Barker 2007: 259, emphasis mine.
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music — pure pleasure — in favour of their intellectualised theory ‘linking music to
morality and psychology’.'*’

The Plutarchan writer continues, still with Aristoxenus as authority:

[TS.v.5] Now first it must be understood that all the instruction given in music is a
mere habituation which has not yet advanced to any insight into the reason why each

detail is a necessary part of what the student must learn.'*®

Again, the Loeb commentator notes the similarity with Plato’s Phaedrus
270b5-271cl, the principal point of which is where Socrates emphasises that one
cannot understand the nature of the soul without an understanding of the nature of
the whole body. But once again, these are sentiments with which Plato, Aristotle and
later Peripatetics would surely not find fault. This is an important component in
laying down a secure grounding on which the student may build. At EL harm. 33.6—

10, Aristoxenus states:

[T5.v.6] Taken as a whole, our science is concerned with all musical melody, both
vocal and instrumental. Its pursuit depends ultimately on two things: hearing and
reason. Through hearing we assess the magnitudes of intervals, and through reason
we apprehend their [the intervals’] functions (dunameis). We must therefore become

practised in assessing particulars accurately.

In this important respect, I would suggest, it is clear that Aristoxenus differs
from Diogenes of Babylon. As discussed in chapter 2, Diogenes believed that those
who had learned the technical discipline of music judged good and bad music,
melody, harmony and rhythm with a rational or ‘scientific’ sense of hearing
(émotnuovikn aicbnoig), sensation was always involved rather than reason; for
Aristoxenus, judgement involved both hearing and reason (see T5.v.6 above, and

further discussion below, at T5.v.11).

7 Delattre’s words, Delattre 1998: 226.

148 [Plutarch] De Musica 1142D-E.
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The Plutarchan writer now moves on to remark how a systematic approach is
required to learn the appropriate modes, a practise not followed by ‘the majority’,
who tend to learn at random. He remarks that the ‘discerning reject such a lack of
system as did in ancient times the Lacedaimonians, and the men of Mantineia and
Pellene’.'*

This passage is very interesting, because there is a direct parallel to this in

Diogenes’ writings, at (the Philodemian) De Musica column 32, 11. 1-11:

[T5.v.7]

.. 1 xpbvov katap&apév[wv

TOV Mavtivéwy Te kol [Aa-

ke]Satpoviny kai MeAA[n-

vé]wv: mapa tovtolg yap kali

npJdroig kai pdAiota thv

dkpipeotdny émpé[Aer-

av] yevésbat T@v te K[aAdv

¢mndevudtwy klai tiig

GAANG HoVOIKTG

. .. as the citizens of Mantineia as well as those of Lacedaimonia and Pellene have
shown the example. Amongst them was developed first of all, and to the highest
degree, the rigorous practice of the most noble activities, and that of music

(mousikes) in particular. . .to be. . . the one starting from the others. . .'*°

If indeed the Plutarch text is still quoting Aristoxenus,'”' and the reference to
the Mantineans does fit with records of Aristoxenus having stayed there around
350BC,"> then this is also good evidence that Diogenes might have had access to,

and was familiar with, the content of Aristoxenus’ ethical writings at the very

9 De Musica 1142E.

150 Here the text becomes very lacunose, a number of lines being completely lost.

5! Rocconi (2005) is confident that Aristoxenus may be read as the authority right up to at least

1144E, contra Wehrli fr. 76 and comments there.
52 Suda s.v. Aristoxenus; I owe this point to Eleonora Rocconi, see Rocconi 2005: 6.
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least.'>® Philodemus makes no reply to this claim of Diogenes, although at col. 109

he states:

[T5.v.8] 'Apiotd€evog [6¢] trv Splactv
kad Tl dxo[nv Aléywv [kai
yeyev]fioOat to kOpiov th[g d1-

avoi]ag kai Ostotépag t[Ov

A w]v aicBricewv, o u[6-

vov d1a to teTve®aBat d1-

émm|tev, AANX ko 810 TO [Aé-

yew] mpodyerv kai nai[da,

Svta] mavreddg dvav[Spov,

gl avd]pelag mapaokevd-

Covoav]

When Aristoxenus said that sight and hearing [constitute] the most important part of
the intellect, and are the most divine senses of all,"** he was wrong, not only because
he was consumed by a foolish pretentiousness, but also because he said that it
[music] incites even a child, a being completely lacking in courage into acts of

courage. . .

If Philodemus is following his usual pattern of parallel criticism, then
Diogenes’ claim, which this refutes, should appear towards the end of column 27,
and the fact that Philodemus mentions Aristoxenus by name here also strongly
suggest to me that Diogenes would have done so as well. Philodemus, as far as I can
see, nowhere introduces new ‘characters’ into his polemic whilst attacking
Diogenes’ theory. He may well do so in his concluding columns, where he rounds

up his four books, but not, I believe, elsewhere. It is clear, also, that where

1% Pace Barker 2001: 354.
S cr, [Aristotle] Magna Moralia 11.7, 1205b25-8, where [Aristotle] remarks ‘the pleasures of sight,
hearing and thought will be best’.
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Philodemus mentions Aristoxenus again, in his own conclusion, he treats him with
respect, perhaps because by then Aristoxenus’ own reputation amongst Philodemus’
contemporaries was such that anything he claimed would be treated with some
seriousness, unlike Philodemus’ own treatment of Diogenes’ claims."”® Delattre

suggests,156 I

Aristoxenus] was, in [Philodemus’] eyes, the most important musical
authority to have deliberately cut off music from ethico-pedagogical thought, which,
until then had been considered essential as a means to lead a child to virtue.’
Philodemus indeed would have applauded such sentiments, although I am not
convinced that Aristoxenus removed music from this field altogether. Philodemus,
also, is reluctant to see Aristoxenus as a serious philosopher — for Philodemus he is
simply, I would suggest, a (much respected) musical expert, no more."’

At column 95, however, Philodemus has already remarked that the senses
relative to sight and sound are much less important than those relating to those of
taste — these are of course necessary to life. Here, remarks Dela‘ttre,15 8 Philodemus is
probably responding to a claim made by Diogenes (now lost) regarding the
hierarchy of the senses, a claim Philodemus also appears to be refuting at column
109 (above, T5.v.8). For an Epicurean, things necessary to life would of course be
privileged above those not so.

Returning to the text at the first fifteen lines of column 27, then, it is clear
that a discussion of the senses and their appreciation of beauty is beginning,'” but
there is a lacuna of some thirty lines before the very damaged first twenty-five lines
of the next column, plenty of room, therefore, for some claim citing Aristoxenus as
authority to parallel Philodemus’ criticism at column 109. This cannot, of course, be

taken as firm evidence that Diogenes had seen Aristoxenus’ writing, but taken with

155 This either suggests that Philodemus misrepresented Aristoxenus in T5.v.8, which is unlikely in

my view as he does not usually misrepresent even his opponents’ claims, or that he has conveniently
forgotten what he said in that column. I would suggest that the latter possibility is more likely.

156 5007: vol. 1, ccxLi.

For further discussion on this, see Delattre 2007: vol. II, 203, n. 3. But Philodemus probably
would not have seen any non-Epicurean as a serious philosopher.

¥ 2007: vol. 11, 184, n. 2.

As discussed above, T5.1.2, and pp. 137 ff., Delattre (2007: vol. II, 340, n. 1) suggests that
Diogenes is referring back explicitly to Aristotle’s Politics VIII. 1337b23—8 here, evidence perhaps
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the common discussion of the citizens of Lacedaimonia, Mantineia and Pellene
discussed above, it does constitute a definite probability, I would suggest. Evidence,
also perhaps, that Aristoxenus was not as sceptical about music’s ability to affect

human behaviour as previously thought.'®

At El harm. 2.1-6, Aristoxenus states that melodic composition does not
form part of the science of harmonics included within his own mousiké paideia.
Instead, he states that it belongs to the ‘[science] which includes both this and others
through which all musical matters are investigated, and that is the science whose
possession makes a man a musical expert’.

The composition of a piece of music, however, is an important element when

its character is to be identified, as stated by the Plutarchan writer:

[T5.v.9] The science of harmonics. . . is blind to the nature of appropriateness (zés
oikeiotétos dunamin). For neither the chromatic nor the enharmonic carries with it
an understanding of what it is to be appropriate, through which the moral character
of a musical composition (fo tou pepoiémenou melous éthos) is revealed. This is the
task of the possessor of the art. It is clear that the sound of a sustéma and that of the
melody composed in it are two distinct matters, and the study of the latter is not

within the scope of the science of harmonics.'®'

For discussion of the two musical styles, enharmonic and chromatic, see
below, p. 186. For now, the ability to judge music is the subject in hand, and in
language that sounds very similar to Problem X1X.27, T5.1.11 above, the Plutarch
writer continues, ‘Good’ and ‘bad’ do not exist in isolated notes, but ‘in the

> 162

series’, ~ 1i.e., in the way they are mixed; hence an understanding of continuity is,

according to Aristoxenus, essential if one is to be able to make a judgement on the

that Aristoxenus at least agreed with his predecessor that practice at analysis of the arts did indeed
assist in learning how to analyse and understand music.

160 See, e.g., Barker 1989: 148-9; Woodward forthcoming.
De Musica 1143A.
Above, pp. 149-51, and nn. 51-3.
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éthos of a piece.'® Proficiency in practical music, and possession of the theoretical
knowledge of music in themselves are not sufficient to become a mousikos, for
Diogenes of Babylon, the equivalent to a kritikos.'® For Aristoxenus, music is
beneficial to understanding, as it was for Plato, for whom music could aid
development of comprehension and judgement of ethical value, as stated at Republic

402c:

[T5.v.10] Then, by heaven, am I not right in saying that by the same token, we shall
never be true musicians, either, neither we nor the guardians that we have
undertaken to educate, until we are able to recognise forms of soberness, courage,
liberality, and high-mindedness and their opposites too, in all the combinations that
contain and convey them, and to apprehend them and their images wherever found,
disregarding them neither in trifles, nor in great things, but believing the knowledge

of them to belong to the same art and discipline?

For Plato, then, as for Aristoxenus, in order to fully understand a
composition, both perception and interpretive thought will be involved, as

confirmed at [Plutarch] De Musica 1143F—1144A:

[TS.v.11] Thus, to speak in the broadest terms, perception (aisthésis) and the mind
(dianoia) must keep abreast of each other when we pass judgement on the various
elements of musical composition, and the ear must not outstrip the mind, as happens
when perception is hasty and in headlong motion, nor yet lag behind, as happens
when perception is sluggish and inert. In some, perception even suffers from a
combination of the two failings and is both too slow and too fast, owing to some
unevenness of nature. All this is to be eliminated if perception is to keep in step with

the mind.'®

163 11448,

164 Philodemus, De Musica col. 48, on which see chapter 6, section ii.

' Trans. Einarson and De Lacy (Loeb edition) as amended.
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Diogenes of Babylon also likened his musical experts to the kritikoi, when he
stated that ‘music is good for the intelligence. . .”'*® However, for Diogenes the
crucial part of judgement was made by ‘knowing’ or ‘scientific’ sensation
(epistemoniké aisthésis), rather than aisthésis and dianoia together. It is clear, then, I
would suggest, that in this respect too, Diogenes differed from Aristoxenus.

At column 112, 16-28 of his De Musica, however, Philodemus is clearly
addressing a claim that also involves the pairing of perception and the mind, where

he writes:

.......... ] totival
oOnoilv te [npléc T TOV Ka-
A®V 1t]pooPdAAev kai cuv-
€0ilelv v diavo[t]av &-
nodé]xecbat kai oté[pyetv
1 8]vtt TO kaAOV k[ad T
ayadlov ovd’ év nvwlt. ..
cooKlatomvvl....

U o AV R Ve 1O

... kJata tovtw[v] EAely. v

... of the child. . . profitable. . .[the fact that] if he applies his perception to one of
the noble subjects and accustoms his thought to welcome and to cherish the

beautiful [and the good] in a real way, and not in a dream . . .

Was Diogenes utilising Aristoxenus’ pairing of perception and reason in his
discussion of the way music could accustom the child to beauty and prepare him
little by little to virtue (columns 22-7)? Unfortunately both Diogenes’ and

Philodemus’ arguments are very lacunose at this point. From his discussion at

166 . . . L
Column 48; for more discussion on this passage, see below chapter 6, section ii.
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column 34 on epistémoniké aisthésis, 1 cannot see that this would sit easily within
Diogenes’ theory unless this could be the means by which ‘scientific’ sensation is
developed. This could, perhaps, be the case — Diogenes cannot, and indeed did not,
claim that we are born with this ‘scientific’ sensation, but simply with natural
sensation — that of recognising hot and cold. If the Plutarchan extract (T5.v.11)
reflects Aristoxenus’ true view, which, given Aristoxenus’ own writing at T5.v.6
would seem to be the case, this would also align well with the Peripatetic concept of

‘dual criterion’,'®” explained, for example, by Sextus Empiricus at M. VIL.217-18:

[TS.v.13] The followers of Aristotle and of Theophrastus, and the Peripatetics in
general, since the nature of things is at the highest level double, some, as I said
beforehand, being perceptible by the senses and others intelligible, themselves too
bequeathed [us] a double criterion, sense-perception for the perceptibles, intellect for
the intelligibles, and for both in common, as Theophrastus said, clarity. In order the
irrational and indemonstrable criterion comes first, [that is] sense-perception, but in
power intellect [comes first], even if it is thought to be second in order as compared

with perception.'®®

But this process of acquisition might indeed be hinted at by Diogenes

himself at column 18, where he states:'®’

[TS.v.14] [for] music also allows [the child] to acquire a good ear, and in general, a
great sensitivity to the rhythm, given that it [the music] possesses certain natural

virtues; for he says that what is strongest in all things is what is proper, and it is

17 Eor a concise discussion on the dual criterion, see e.g., Barnes 2007: 550-9.

'8 I thank Professor Sharples for bringing this extract to my attention, taken from his forthcoming
Sourcebook (Sharples forthcoming).

19 Bor the Greek, see above, chapter 2, T2.iv.1.
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what is similar that is assimilated most swiftly and easily being borne directly to

[one’s] being like certain sensibles. . 170

Further possible agreement between Aristoxenus and Diogenes might be
suggested by Diogenes’ comments regarding the use of music and wine at banquets,

at column 46.19-28:

[T5.v.15] kat yap €l un tig €mi-
8001, «TOV 01voV EKKAAET-
o[0]or moAO@pova nifep ua]N [dei-
oalikai 0" anaAov y[eddoat

kJai T’ dpxrioa o[0]ary, Tadta [d¢
noteiv SA[wg &vaykaiw[¢ ka-
Afig 8¢ Silayw]ylfig oton[c], upe-
A®G A un okat'®¢ v avt(oic] dva-
otpépecdat giho[rdtag. ..

Ivaunl..... Jot.....

Indeed, even if one is not used to these activities [singing, playing the cithara and
dancing] ‘wine incites however sedate [or wise?] you might be, to sing as well as
laugh kindly and dance’ and one gives oneself up to it in [an altogether] necessary
way, but since it is itself a good pastime [diagoge], appropriately or not awkwardly

do those who love to drink behave in [the banquets] . . .

The Plutarchan De Musica records at 1146F—1147A:

[TS.v.16] Song and dance, the ‘graces of a feast’ . . . For it is a fact that music was
there introduced for its efficacy in counteracting and soothing the heat latent in

wine, as your favourite Aristoxenus somewhere says, for it was he who said that

70 Delattre remarks that any parallel criticism would probably occur at column 95 or 96, both of

which are too badly damaged to be read. See also chapter 2, at T2.iv.1 and discussion.
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music was introduced for as much as wine makes the bodies and minds who
overindulge in it disorderly, while music by its order and balance brings us to the

opposite condition and soothes us.

This latter quotation, however, 1is also reminiscent of the
Pythagorean/Damonian anecdote related at chapter 3, pp. 78-81 and notes.
Philodemus’ criticism of Diogenes’ column 46, at column 131, remarks that music
is no better when played to the poems of Homer or Hesiod. Here, however,
Philodemus clearly implies that Diogenes is confusing music and poetry — perhaps

because there is no other way for him to find fault with Diogenes’ statement?

In my examination of the musico-ethical theory of Aristoxenus, I have not attempted
to analyse his very complex science of harmonics, as set out in the El harm., firstly
because there is nothing in Diogenes of Babylon’s ethical theory with which to
compare it, and secondly, but more importantly perhaps, because Aristoxenus’
theory is clearly just that — theoretical. Diogenes’ theory is, on the other hand, more
practical — he is not suggesting, I believe, proofs such as mathematical theorems,
which can be shown on paper, as Aristoxenus’ theory of gené, correct intervals, etc.,
may be, but as proofs that will be displayed on living individuals, the evidence will
be apparent in the way human beings react, or not, to different types of music.

At column 116, Philodemus argues that the musical modes are the business
of opinion, not sensation. People will have different opinions about different modes,
he states. The important point about this particular discussion is the different modes
referred to. Only enharmonic and chromatic modes are mentioned — there is no
reference at all to the third of Aristoxenus’ three genera — the diatonic; nor are they
referred to as ‘gené’ as they would have been by Aristoxenus, but as mousiké. This

is one of the main reasons that Barker uses in his argument'”'

that Diogenes’
musico-ethical theory differed in its very essence from that of Aristoxenus. Certainly

for the latter, the three genera formed the basis of his theory, and no extant
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discussion by Aristoxenus considers only two. If the Aristoxenian system of genera
were being discussed here, holds Barker, it should be the diatonic and one other at
the mainstay of the discussion.'” Further, as argued above, Aristoxenus was of the
view that ‘no conclusions about ethical and aesthetic qualities of a piece of music

could legitimately be drawn from a technical analysis of its harmonic structure’.'”

In looking at Aristoxenus’ ethical theory of music, so far as he had one, what I have
not considered thus far is whether or not Diogenes’ theory of the soul, i.e., that
which is affected by the music, is in any way similar to that of Aristoxenus, and in
this study, I am much indebted to an article written by Annie Bélis in 1985."™

There are two main sources for Aristoxenus’ theory of the soul, and both
would seem to confirm that his theory would not have been acceptable to any Stoic.

Eusebius, in his Evangelical Preparation 15.20.6,' states:

[TS.v.17] [The Stoics] say that the soul is subject to generation and destruction.
When separated from the body, however, it does not perish at once, but survives on
its own for certain times, the soul of the virtuous up to the dissolution of everything

into fire, and of fools only for certain definite times.

This notion that the soul lives on once the person has died does not, I would
suggest, go as far as Plato’s ‘immortal’ soul as depicted in the ‘Myth of Er’ in
Republic Book X, but it is certainly in direct opposition to the Aristoxenian theory
of the soul as adumbrated in Cicero’s Tusculan Disputations, and Lactantius’
Divinae Institutiones and De opficio Dei.

Cicero suggests that Aristoxenus was incapable of understanding the whole

concept of the soul. At Tusc. . xxii, 51-2 he states:

712001: 357-9.

722001 357.

173 Barker 2001: 358; Plutarch De Musica chs. 33, 36 above, and Aristoxenus E/. harm. 31, 16-32, 8.
174 < ¢ théorie de I’ame chez Aristoxéne de Tarente’, Révue de Philologie L1X. 2 1985: 239-46.

175 Long and Sedley 1987: 53W, their translation.
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[TS.v.18] It is true that Dicacarchus and Aristoxenus said that the soul had no
existence at all, because of the difficulty of understanding what the soul was and

what its nature was.'’®

Lactantius goes further at /nst. VII. 13.9—10, where he states:

[T5.v.19] What about Aristoxenus, who said there is absolutely no soul at all, even
when it is alive in the body? He made comparison with stringed instruments, saying
that a power of perception exists in bodies as a result of the structure of the guts, and
the vitality of the limbs in the same way that a harmonious sound, the harmony that
musicians speak of, can be produced from tensioning the strings of an instrument.
Nothing can be madder than that. Aristoxenus’ eyes were sound enough, but his
heart was blind: he failed to see that he was living by his heart, and did possess a
mind with which he had done his thinking. Philosophers commonly disbelieve in the
existence of anything not visible to the eye, though their ability to see mentally
things whose force and aim are felt rather than seen ought to be much greater than

their ability to see physically.'”’

Clearly, then, whilst Diogenes might have had some sympathies with
Aristoxenus’ musico-ethical theory, he would have had no time for his psychology.
The notion that the mind/soul had no existence outside the body would have been

anathema to the Stoic. Further, as outlined by Lactantius,178

it appears that
Aristoxenus drew a direct analogy between the soul and the lyre, although this

would seem to contradict Lactantius’ own statement in T5.v.19, above:'”’

176 Trans. J. E. King, Loeb edition.
77 Lactantius Inst., trans. A. Bowen and P. Garnsey in Lactantius Divine Institutes. Liverpool: 2003.

8 De Opif. Dei. XVI. Translation W. Fletcher in The Writings of Lactantius, 2 volumes, Edinburgh:

1871.

179 Perhaps this is to mean that for Aristoxenus, the soul did not have a separate existence, therefore,

but was simply a way of describing the body when it is in a certain state, e.g., tense, or relaxed? As
Gottschalk suggests (1971: 187-8), ‘the soul is not a distinct entity. . . having any claim to exist in its
own right, but psychic activity or consciousness is a secondary manifestation of the correct
functioning and interaction of the bodily parts of organisms’.
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[T5.v.20] And as in the lyre, when anything has been interrupted or relaxed, the
whole method of the strain is disturbed and destroyed; so in the body, when any part
of the limbs receives an injury, the whole are weakened, and all being corrupted and

thrown into confusion, the power of perception is destroyed: and this is called death.

Such an analogy is, perhaps, not surprising for a musical theorist, and is in

fact reiterated by Cicero at Tusc. 1. x. 19-20:

[TS.v.21] There was Aristoxenus, musician as well as philosopher, who held the
soul to be a special tuning-up of the natural body analogous to that which is called

harmony in vocal and instrumental music.

But, Cicero qualifies his view of Aristoxenus’ theory with the words:

[T5.v.22] [Aristoxenus] is so pleased with is own tunes that he attempts to bring

them into philosophy as well.'*

Whilst it is clear that both Cicero and Lactantius were using Aristoxenus’ theory to
attack him, as Bélis points out,'®' the fact that the two highlight different parts of
Aristoxenus’ theory, whilst both provide evidence of a similar theory, would seem

to confirm their fidelity to Aristoxenus’ own writing.

180
Tusc. 1. xviii, 41.

181 1985:239.
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Chapter 6

STOICS AND EPICUREANS ON POETRY

In the De Musica, whilst Philodemus is primarily concerned with reporting and
attacking Diogenes’ views on music, in the course of the work he also says quite
a lot about poetry. Further, on a number of occasions, he implies that Diogenes

confuses music with poetry, as for example at col. 131.14-17:

[T6.1]
UOLGIKT] O€ TG Gpeivovi

Xpfitat Tontdg, AN’ o pov-

o1k[0]0¢, ToU¢ ye TV PéTtpwv

glo[&]yovra;

but how do they [ sc. the banquets] employ a better kind of music in introducing

epic poets as poets and not as musicians ?

However, whilst it is clear that Diogenes at times certainly talks about
music and poetry together in the traditional way,' I would suggest that he does
not at all confuse the two. It would seem useful, therefore, to briefly discuss the
ways in which Philodemus and Diogenes use poetry. Further, as mentioned in
the Introduction and in chapter 2,> Diogenes saw an analogy between the experts
in music, the mousikoi, and the critics of poetry and literature — the kritikoi. This
claim in itself is clear evidence that Diogenes consciously considered music and
poetry separately at times. In section (ii) of this chapter, I will examine this claim
and attempt to further analyse Diogenes’ analogy.

There would seem to be a number of apparent contradictions in
Philodemus’ own views on poetry, one of which was that whilst he asserted that
like music, it was only useful as a form of entertainment, he still considered both
sufficiently important to write four books on music, the fourth running to some
155 columns, and at least five books on poetry. Furthermore, he wrote a number

of epigrams, which in itself would seem to go against Epicurus’ own teachings

! Indeed, more often than not Diogenes discusses the two together.
? See page 42 above.
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that one should not spend time in the pursuit of poetry.’ It may be, however, that
Epicurus’ own view of poetry was similarly contradictory; Diogenes Laertius
writes that Epicurus himself only turned to philosophy ‘because he despised the
schoolmasters since they were unable to explain to him the passage about Chaos
in Hesiod’.* It seems that Hesiod’s poetry could not provide answers to
Epicurus’ questions, and so Epicurus thereafter turned to the philosophers to
further his education.’ This did not, however, mean that Epicurus did not himself
quote poetry when it suited his purpose; Diogenes Laertius reports at X.137-8
that Epicurus quotes two lines from Sophocles’ Trachiniae in an explanation of
how men seek to avoid pain.’® Epicurus describes Heracles actions when
‘devoured by the poisoned robe’ as crying aloud, ‘And bites and yells, and rock
to rock resounds, | Headlands of Locris and Euboean cliffs.”’

In the first section of this chapter, therefore, I propose to test the theory
that far from considering music and poetry as unimportant, Philodemus certainly,
and probably Epicurus and members of his school generally, considered that it
indeed had an important function to play in life, but outside the field of
education.® Perhaps Philodemus’ concern was to demonise the view held by
Plato and the Stoics alike, that to have any worth, something must be of some
moral value, and to assert that pleasure and entertainment, whilst not
fundamentally necessary to life itself, nevertheless formed an important part in a
balanced life. Indeed, Philodemus might be seen to be accusing both Plato and
the Stoics of intellectualising all pleasures, as I will discuss further below.

In this chapter 1 will use, principally, two of Philodemus’ works,
sometimes in parallel with the De Musica, in an attempt to reconcile these

problems, and to further elucidate Philodemus’ own aesthetic theory. The two

3 SeeD. L. X.120-2, although as pointed out by Asmis (1995a: 22), Epicurus’ teaching, as
transmitted by Diogenes Laertius is ambiguous on this point. The traditional interpretation is that
whilst the wise man has poetic ability, he will not use it. But Diogenes’ report could also mean
that that he will not practise poetry in the manner of a professional. Therefore, Philodemus’
writing of epigrams might not go against Epicurus’ teaching in the strict sense. This suggestion is
iupported by Sider 1995a: 36, responding to Asmis’ chapter in the same book.

D.L. X.2.

> For more discussion of this, see Obbink 1995: 190.
6

7

Of course, there is always the possibility that Diogenes (Laertius) added this himself.
Sophocles, Trachiniae 787-8, trans. Hicks in the Loeb Diogenes Laertius II.

o]

Although compare Lucretius, a contemporary of Philodemus, who clearly believed that poetry
could also be used in the field of education, and indeed wrote his De rerum natura, in six books,
all on poetry.
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works are the short political treatise On The Good King According to Homer,

and On Poems, mainly Book V, but with some use of Book I.

For Epicurus, techné is a method of producing what is advantageous to life.’
Like Plato, Epicurus thought the educational system was corrupting, because it
used the teachings of Homer and the poets. It seems that Philodemus also
believed that the poetry of Homer could do much harm. In his De Pietate, he
cites a number of examples of how Homer encouraged false beliefs about the
gods. For example he states: ‘[D]oes Homer not represent Ares, the son of Zeus,
as foolish, lawless, murderous, a lover of strife and battle, and generally such a
one as his closest relations disparage?’'® But unlike Plato, Epicurus approved of
poetry as entertainment. Plato’s concern with poetry seems to have been from
two points of view: firstly he considered it unsuitable from the point of view of

the listener, as stated at Republic 111. 387b:

[T6.2] We will beg Homer and the poets not to be angry if we cancel those and
all similar passages, not that they are not poetic and pleasing to most hearers, but
because the more poetic they are, the less are they suited to the ears of boys and
men who are destined to be free and more afraid of slavery than of death.

(Trans. Shorey in Loeb edition)

Secondly, Plato was also concerned with the effect the performance of
poetry might have on the performer, as evidenced a little later in the same

discussion, at Republic 111. 395c—e:

[T6.3] But if they imitate they should from childhood up imitate what is
appropriate to them — men who are brave, sober, pious, free and all things of that
kind — but things unbecoming to the free man they should neither do nor be
clever at imitating, nor yet any other shameful thing, lest from imitation they

imbibe the reality, or have you not observed that imitations, if continued from

? Fr. 227b Usener; Obbink 1995: 178-9.
19 De Pietate, P. Herc. 1088 fr. 10.26-8: Obbink 1995: 205.

192



youth far into life, settle down into habits and second nature in the body, speech

and thought. . . We will not allow our charges. . . to play these parts. . ."'

The apparent contrast between Plato’s and Epicurus’ views on
performance of poetry might, however, be more chronological, as by Epicurus’
time, poetic performance would have been increasingly professional. Plutarch
states that Epicurus, in his Problems, declares that the wise man is ‘a theatre
lover, who gets more joy than anyone else from festival concerts and shows’."?

‘Presumably’, suggests Asmis,” ‘[

Epicurus believed that] a person would derive
enjoyment. . . without being contaminated by morally bad subject matter. . . [H]e
held that it is sufficient protection to come to a poetic performance with a
philosophically trained mind.” Plato, however, disagreed, and he refers
disparagingly to theatre-goers as ‘the rabble at large’ at Laws 700c."*
Philodemus, as it would seem Epicurus would have done, approves of
Diogenes of Babylon for admitting Homer, Hesiod and the other poets, but does

not approve of his reasons."

[T6.4] tnv pév-

t[o]i povoiknv oikelav uev

e[i]lva suumosiwy, kali] Ta map’

‘Oulipwt dedvtwg émoeon-

pavtat *

The Homeric poems too have shown, in the required fashion, that music is

appropriate at symposia.

[T6.5]
KAKETVO O
Xpnotopad&¢ elpntat to

«paive[o]Bor uév kai Tovg i81-

' See also above chapter 4, where the Athenian Stranger shows similar concerns with regard to
musical imitation; relevant also is the discussion of oikeiosis in chapter 2 above.

12 Plutarch, Non posse 1095¢, trans. Einarson and De Lacy in the Loeb edition.
" Asmis 1995a: 21.

14 See above, chapter 4, T4.19 and discussion.

15 De Musica 130. 17-21 and 131.2—13.
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Moreover, as one who was adept in polite learning said, ‘It is clear that because
of the appropriate character [of music], even the ignorant have professional
musicians at their banquets as well, but they fail in their purpose because they do
not have Homer, Hesiod and the other epic and lyric poets. One should recognise

the superiority of those banquets which call on the ornaments of these poets.

Philodemus is looking simply for enjoyment, whilst Diogenes is looking
for some moral worth just as Plato would have done. In the De Musica,
Philodemus claims to enjoy musical and poetical performances so long as they
are in the correct media — both are fine as entertainment, but neither have a place
in education, moral or otherwise. At column 151.8 ff., Philodemus further states
that the acquisition of technical skill in music adds nothing to happiness — so
many people do it, it is not worth toiling at oneself. Expertise in musical theory

is equally an obstacle to happiness as this requires practice:

[T6.6]
wikpoPuyxov d¢ kai

undev a€iéAoyov exov-
Twv O[] naparéupovoty
avTOUG — Ti yap Oel Aéyerv

gvdaiyovag ToncovaLy; -

16 See T6.1 for the next four lines.
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It is a sign that men are poor spirited and have nothing worthwhile with which to
occupy themselves — for why should I say make themselves happy? — if they
labour to learn music for the sake of providing pleasure for themselves in the
future, and do not realise what a wealth of recitals is provided publicly, nor the

possibility of taking part continuously in the city if you want to, and if they fail
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to consider that when it [here, the labour of learning] goes on for too long it
exhausts our powers and begins to pall, for which reason on many occasions,
when the exercises [with the instruments?] are extended for too long, we do
something else; not to mention that the pleasure is not necessary, and the process
of learning and practice that our enjoyment involves is laborious, and excludes
the things most important to our well-being and tends towards the unseemliness

in the person, in the manner of a youth who sings or plays the kithara as work.. '’

Philodemus claims that poetic expression blunts any useful message a
poem might have. Similarly, melody weakens any utility in the words as the
listener is distracted by the pleasure he derives from the melody (De Musica col.
152). Just as with musical rhythm, so too the rhythm of the poem distracts the
listener from the actual message being enunciated.'®

However, Philodemus did write poetry in the form of epigrams, as
already mentioned — he did not find that ‘culture’ suffocated moral progress, as
previously claimed by Epicurus, who is famously reported by Athenaeus (588a)
as saying, ‘I congratulate you, Apelles, for embarking on philosophy while still
untainted by any culture.”’’ This enabled Cicero to taunt Philodemus for his
association with Lucius Calpurnius Piso, against whom Cicero delivered a
speech in 55BC. At the same time, however, Cicero conceded that Philodemus
cultivated with refined elegance not only philosophy, but ‘those other disciplines
that were commonly neglected by Epicureans’.® Epicurus had banished
traditional ‘culture’*' from philosophy — he formulated the position that natural
philosophy did not need traditional education, even while allowing it some
entertainment value. Indeed, it seems from the Athenaeus quote, above, that he
welcomed the uneducated to his school. But Philodemus seems to have given
music and poetry superior roles to those afforded by Epicurus, although he did
not deny that the teaching of moral truths is the province of philosophy — poetry
in his view had no moral use qua poetry. But that surely would not preclude the

possibility that a poem might have, incidentally, a moral message. I suggest that

17 Trans. Wilkinson 1938: 180, with some amendments.
18 As will be repeated in On Poems, see below, section (ii).
19 Trans. Long and Sedley 1987: 25F.
20 Against Piso 70, trans. Watts in the Loeb edition.
21 . .
I.e. a liberal education.
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Philodemus, in using the poetry of Homer as a tool for education in politics,
believed that this was the case. Homer was, of course, in public ownership, and
as such would be known by all, even those less well educated, as Piso was
claimed to be by Cicero, above. ‘The lewd Piso’ is how he is described at
Against Piso 69. But even he would have been familiar with the stories of Homer

and Hesiod, particularly as a member of the upper classes.

(i) The use of Homeric tales

As mentioned above, and in chapter 3, Diogenes of Babylon explicitly used
anecdotes from Homer to illustrate his views. In column 49 of the De Musica,
Diogenes asserts that in older times, poets and musicians were held in high
regard, and were seen almost as sages, and as evidence of this he cites the
example of Agamemnon (only referred to as ‘the one’), who left Clytemnestra

with his bard when he went off to fight in the Trojan war:

[T6.i.1] t0 tovg Ta-

AaJiobg kal co@odv Tov OOV
vo]uilerv, cg givel Sijhov
¢mi] to0 mapa th KAvtaur-

oTpatl Kat]aAeipOévroc

22 Column 49.23-7, referring to Odyssey Book I1I. 265-72. As Warren Anderson remarks of the
episode, ‘the reference to Agamemnon’s leaving his wife under the protection of a bard may be
thought more appropriate to “Dark Age” conditions. Still, it shows a court bard entrusted with
grave responsibilities.” Anderson 1994: 24-5. On the other hand, one could argue that it might
simply have been the case that all able-bodied men went to war with their king, leaving only
those who could not fight at home with ‘the women’? Professional musicians might not have
been the most feared in battle. Interestingly, this episode is also recounted, but with a little more
detail in John Case’s 1586 The Praise of Musicke, mentioned in chapter 3, above. Case states, at
Praise, chapter 4, ‘Touching the first effects of musick (sic) we read that “Agamemnon going to
war of Troy left behind him Demodocus, an excellent musician, skillfull in Modo Dorio to keep
chast his wife Clitemnestra, whom he nicely had in suspicion of wantonness and leuity with
Aegistus”.” (Sourced from the same Birmingham University website as in chapter 3, above.) The
Odyssey passage makes no direct mention of the name of the bard. In his note to the column,
Delattre comments that the scholia to the Odyssey suggest the bard’s name to have been
Chariades, brother of Phemius. However, Demetrius of Phaleron identifies the bard as
Demodocus, whom he also names as brother of Phemius. Demetrius writes that Menelaus and
Agamemnon ‘went with Odysseus to Delphi to consult the god about the imminent expedition. . .
Demodocus the Laconian won first prize — a student of Automedes of Mycenae, who was the
first to write in epic verses. . . Agamemnon took Demodocus to Mycenae with him and set him
the task of watching over Clytemnestra’. (Demetrius of Phaleron, fr. 144 in Fortenbaugh and
Schiitrumpf 2000.) See also Wilson 2004: 269-306, at 269-70. A blind bard named Demodocus
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The fact that the ancients surely held the bard to be a sage; as is evident in the

case of the one who was left in charge of Clytemnestra.

Delattre remarks in his notes to the passage that this incident was
described by many ancient authors.”> Sextus Empiricus relates the anecdote in M.

VI.11-12:

[T6.i.2] Furthermore, it was customary for other heroes, whenever they left
home and set out on a long voyage, to leave the musicians behind as being the
most trusty guardians and controllers of their wives. Thus Clytemnestra was
accompanied by a minstrel, to whom Agamemnon gave strict orders regarding

chastity of his wife. (Trans. Bury)

It was only once the ‘minstrel’ had been taken to, and abandoned on, a
desert island that Aegisthus was able to seduce Clytemnestra.’* In his

corresponding comment at VI.26, Sextus remarks:

[T6.i.3] These [claims that ‘minstrels’ are sober-minded guardians] are the
fiction of story-tellers. . . for if music was trusted as a means of rectifying the
passions, how was it that Clytemnestra slew Agamemnon on his own hearth-

stone ‘like an ox at the stall’? (Trans Bury)

Of course, Sextus had answered his own question at VI.12 where he
stated that Aegisthus had removed the ‘minstrel’, thus removing the music, and

with it Clytemnestra’s protection.

appears in Alcinous’ palace on Phaeacia, but this cannot be one and the same. One has to wonder
about the source of the sixteenth-century scholar, there are no notes as to sources on the most
recent edition of this text, that of Ben Byram-Wigfield, in electronic format at
[www.cappella.demon.co.uk/music/goodies.PraiseMusic.pdf], dated 2002. Despite inspection of
the four sixteenth-century copies held in the British Library, no annotation as to sources can be
found.

> Delattre 2007: vol. 1, 80.

24 Sheppard (1980:169) remarks, ‘Homer, exalting his own profession, implies that the bard had
a good influence on Clytemnestra. . . The Homeric account led later writers to stress this bard’s

sophrosyne.” 1 must thank Dr Sheppard for drawing my attention to the reference in Proclus,
which is part of a discussion of eikastic poetry — and to other references relating to this anecdote.
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At columns 64 and 65, Philodemus berates Diogenes for using
Agamemnon as an example of the usefulness of poets and musicians as
custodians of wives and daughters — he remarks that no one should entrust
kitharodes (k10apwdoic) with the safety of their wife or daughter — and suggests
that it would be some sort of joke to use Agamemnon as an example of someone
who charged his poet (rontriv) with the safety of his wife, simply because those
who were regarded as sages in olden times were given undertakings of this type

of activity:>

[T6.i.4] tagd’ oikeiag y[v-
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No one should hand over their [wives] and daughters in his absence to the
kitharodes to keep them safe, let alone entrusting a friend . . . But . . . one more
time . . . it is easy to defend Agamemnon by saying that he who is yoked with
the protection [of his wife] was a poet when the people thought to be wise at that

time practised that type of thing.

%5 The parallels between the report of Sextus and that of Philodemus here suggest that Sextus
might have been drawing directly upon Philodemus. Certainly there are a number of similar
discussions in the two works. Apart from the Clytemnestra anecdote, both authors refer to the
discussion on the merits of music in education: Sextus at V1.4, Philodemus at IV.20 and 77; both
refer to the Spartans going into battle to the sound of music: Sextus at VI.8, Philodemus at
IV.72-7: both also use the music—food analogy: Sextus at VI.25, Philodemus at IV.114, 118. Of
course, these might all have been common themes in antiquity, and Sextus adds nothing to the
information in Philodemus. Asmis (1995a: 29) suggests that Philodemus’ teacher, Zeno, might
have been the two authors’ common source; as mentioned in chapter 2, above, Philodemus drew
upon Zeno’s lecture notes when writing his own works.
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In using the term ‘kitharodes’ here, Philodemus seems to be implying
something like ‘a common musician’, a mere banausos; then later he uses the
term ‘poet’ rather than ‘musician’. Perhaps he deliberately juxtaposes the two
terms musician—poet to once again imply that Diogenes is confusing music with
poetry. Philodemus is certainly taking another opportunity to claim that music
could have no effect. Music cannot guarantee the virtue of one’s spouse, as the
example of Agamemnon’s wife clearly shows!

Just why Diogenes used this specific example is not clear, given
Agamemnon’s subsequent murder by his wife as recounted further on in the
Odyssey, at XI. 453, and Aeschylus’ Oresteia, which surely must also have been
known to Diogenes. Perhaps, however, his discussion should be read as another
example of the moralising effect of music (and poetry), and the whole anecdote a
metaphor for the disastrous results of the removal of music. Athenaeus, reporting

the same anecdote, writes:

[T6.i.5] Agamemnon, for example, leaves his bard behind to guard
Clytemnestra and serve as a sort of adviser. The fellow used to offer her first of
all, a detailed account of feminine virtue to inspire her with eagerness to become
a noble person, while also providing a pleasant way of passing the time so as to

divert her attention from base thoughts.*®

Demetrius of Phaleron suggests that Clytemnestra did indeed need some
distraction, although Demodocus, if that was his name, only partially succeeded.

Demetrius writes:

[T6.i.6] People used to have vast respect for singers as teachers of matters
divine and of the noble deeds of men of the past. Even Clytemnestra
demonstrates her respect for the man: for she gave orders not for his slaughter

but his banishment. . .’

%% Athenacus I, 14b, Loeb translation. An intriguing insight into how women’s behaviour was
perceived.

27 See Wilson 2004: 270, supporting Gostoli’s argument (1986) that these lines should be
ascribed to Demetrius.
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The clear implication is that Clytemnestra herself arranged for the
musician to be removed. The absence of music was certainly traditionally seen as
a manifestation of the absence of pleasure, such as in times of war, and/or death,
but here it could be seen as the removal of moral rectitude as well. It is indeed
quite common for the Stoics to use ancient myths to make sense of their past,
and their world,”® although it would seem that they were more often used in
theological discussions and analysis.

Diogenes’ source (other than Homer) here might, for once, be explicitly

named. Immediately before the example of Clytemnestra, Philodemus writes:

[T6.i.7]
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Moreover, amongst the citations that he [Diogenes] makes of Dicaearchus, one
should derive as much as one wants for our present discussion: the ancients

thought that the singer was also wise.”

Dicaearchus of Messana was a ‘polymath and prolific writer, pupil of
Aristotle, and contemporary of Theophrastus and Aristoxenus’.*® The use of
Dicaearchus’ name is a rare indication by Philodemus of Diogenes’ sources, and
it would seem to suggest that Diogenes quoted Dicaearchus on other occasions.
This would seem quite feasible — at other places in the work, although not within
Diogenes’ own section, Philodemus cites both Aristoxenus and Theophrastus,

and Diogenes was surely influenced by the writings of the Peripatetics, as I have

28 For discussion, see Long 1996[1992]: 58—84; also briefly, chapter 2 above.

29 Column 49.20-3. Delattre (2007: vol. II, 375) remarks that Dicaearchus of Messana was a
follower of Aristotle and author of a short history of the Greek people, known through
Porphyry’s De Abstinentia IV.2. See also fr. 39 in Fortenbaugh and Schiitrumpf 2001.

3% Dicaearchus /1. 320-300 BC. Suda s.v. Awkaiapyog; fr. 2 Fortenbaugh and Schiitrumpf 2001;
Suda s.v 'Ap1ot6€evog. See my earlier reference to Dicaearchus at pp. 67 and 165.
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argued in chapter 5, and as suggested by his own reference to Chamaeleon at

column 47.5.%!

Philodemus’ use of Homer is much more extensive in On the Good King
According to Homer. The treatise is short, consisting of just one book, and
extends to some eighty columns,’” and as with the majority of Philodemus’
writings, is very fragmentary. In this treatise, a prose work addressed to the man
considered to have been his patron, Lucius Calpurnius Piso Caesoninus,”
Philodemus judges the best ruler on a par with the archetype found in Homer,
and ‘thus eliminates’, claims Gigante, ‘in a unique demonstration, the separation
that Epicurus had made between philosophy and poetry’.>* Although it could be
argued that this might be overstating the case somewhat, it is indeed surprising
that Philodemus should use a poem, albeit Homer, as a didactic tool, given his
claims to be an orthodox Epicurean. However, as mentioned above, Cicero had
suggested that Piso was not well educated, and if this was indeed the case,
perhaps Philodemus had come to the conclusion that examples from Homer
might more easily elucidate the points he wished to make.

Philodemus compares Hellenistic rulers with the mythological characters
of the Iliad and Odyssey. Gigante/Obbink states, ‘By mining from Homer
suggestions for the reform of political rule, Philodemus links poetry as a basis
for moral education with the figurative art that evokes the sovereigns in sculpture
in the Villa’ [of the papyri, Piso’s (probable) home at Herculaneum].>> Perhaps
Philodemus even used the art of the villa to further illustrate his work. The
treatise, whilst clearly written as an educational tool directed at Piso, could in
fact also be read as an attack on Plato’s poetic theory as presented in his
Republic Book III, with his denial of any good in Homeric poetry, and his
insistence on the exclusion of poetry from his ideal city. Philodemus seems
almost to copy the style utilised by Plato there — but for the opposite reasons.

Whereas Plato uses extracts from the Homeric texts to illustrate his argument

3 See above, chapter 3, p. 62 and note 21.

32 Asmis 1991: 19-20 with nn. 90, 91.

33 Cicero, in Pisonem 68ff.; Gigante, trans. Obbink 2002: 49.
34 Gigante, trans. Obbink 2002: 66.

3 Ibid. 69.
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that poetry should be banned from his ideal state, so Philodemus uses extracts to
highlight the actions of a good ruler.

Discussion of a number of columns of On the Good King will provide
examples of Philodemus’ usage of the Homeric poem:

At columns 4-5,%° Philodemus depicts the good ruler, citing Hector as
one such, referring to such a leader as ‘god-fearing’.

Column 13 refers to Iliad 19.228-31, and Odysseus’ advice to Achilles
on the death of Patroclus — it is good to moderate one’s grief. Philodemus
illustrates Homer’s disapproval of excessive mourning, perhaps something that
the Epicurean would have had in common with the poet. Plato, too, condemns
excessive mourning at Republic 1I1. 388b, but does not refer to Homer’s own
disapproval of this, he simply condemns Homer for portraying grief at all. The
Stoics too might have been in agreement with Philodemus here. Epictetus®’ in
his Enchiridion 5 writes, ‘. . . death is nothing terrible, otherwise Socrates would
have thought so. What is terrible is the judgement that death is terrible.”*®

Homer’s Telemachus is used by Philodemus in columns 22 and 23. At
column 22, Philodemus asserts ‘Let Telemachus’ [who left home to save his
property] ‘be an example for us’, contrasting him with the suitors who left their
homes to ‘waste’ (Asmis’ term) other people’s property. Philodemus also
identifies Nicomedes (probably Nicomedes III),*® father of Nicomedes
Philopator, who resembled the suitors in trying to take over neighbouring
properties. In the column that follows, Telemachus is again contrasted
favourably with the suitors, claiming the latter to be ‘wastrels’.

At column 24, Philodemus moves on from leisure activities and states,
‘Let us advise serious [concerns] for the king’, and he proceeds to list the
attributes of a good king: ‘to practise mildness, fairness, royal gentleness, and
harmony of disposition to the greatest extent possible, as leading to a stable

monarchy and not to a despotic exercise of fear’. Although not directly relying

3% All column references to On the Good King According to Homer are from Asmis’ translation
in Classical Antiquity of 1991: 1-45.

37 Whilst Epictetus was a later Stoic (mid-first to second century AD), his philosophy was
largely consistent with earlier Stoicism, and he quoted the basic works of Stoicism, especially
Chrysippus. Further, because for the Stoics, good health was merely a preferred indifferent, they
would not have seen death as anything other than a ‘dispreferred indifferent’ (D.L. VII.103).

3% Trans. Long and Sedley 1987: 65U.

39 Asmis 1991: 24,
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on Homer here, it may be that the description ‘he was gentle like a father [to his
subjects]’ refers to Homer’s ideal of kingship*® — Telemachus® description of
Odysseus at Odyssey 11.47, again an Epicurean view of a good ruler in

opposition to the Stoic view cited by Diogenes Laertius at VII.123:

[T6.i.8] At the same time, [the wise] are not pitiful and make no allowance for
anyone; they never relax the penalties fixed by the laws, since indulgence and
pity and even equitable consideration are marks of a weak mind which affects

kindness in place of chastising. Nor do they deem punishments too severe.

At column 25, Philodemus reminds Piso that just as a ruler should be
kind, he should also be ‘strict when appropriate in order that he may not be
despised’.

He then moves on to army discipline, introducing the section with ‘if it is
fitting for a philosopher’ to deal with such things — an acknowledgement,
perhaps, of Epicurus’ views that philosophers should not partake in politics, in
keeping with his desire for a pleasurable life? Or, perhaps, an indication that
Philodemus is aware of the need to maintain the good will of his patron?
Dorandi’s view in his 1982 edition of the work is that Philodemus wished to act
as mentor to the ‘young Piso’.*! Perhaps this treatise was written, therefore, to
persuade Piso that Philodemus could be such a mentor.

Philodemus moves on to cite Homeric kings as evidence that good
discipline is only secured by a system of punishment and reward, and asserts, at
columns 27-9, that Homer disapproved of war, reminding his reader that Homer
depicted Zeus as calling Ares ‘the most hateful to him of the gods’ at Iliad
V.890-1;* and Agamemnon rebuking Achilles for the same reason at /7. 1.177:
‘you are most hateful to me of Zeus-nurtured kings’. Nestor is used as an
example of a peacemaker compared with a ruler promoting discord amongst his
subordinates to secure his own position, when Nestor shows that such discord

leads to the overthrow of kings.

40 Asmis 1991: 39.
1 In Asmis 1991: 1.n.1.

42 A reference to Ares is also to be found at De Musica 1V, columns 67.5 and 72.33,
acknowledging the god’s connection to war, but without any apparent disapproval.
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However, Philodemus moves on to assert that those trained and prepared
for wars can, in reality, enjoy a secure peace, this time citing the Phaeacian
people as an example of a nation who pride themselves on athletic prowess and
so can ‘dine and listen to song’, relaxed.*

In the final four columns, Philodemus discusses trust and the subject of
fame. He cites Clytemnestra (Od. XXIV.200-1) as an example of someone who
is famous because of her terrible deeds, in contrast, perhaps, to Diogenes of
Babylon’s use of the same character in the De Musica, where she is simply the
background figure in Diogenes’ example of the wisdom of the court’s bard; and
then Odysseus, Achilles, Penelope and Orestes of those who have earned fame
through good deeds. Whilst as an Epicurean, he might not have sought fame for
itself, he seems to imply that if one’s fame has come about for being a good
ruler, then this would not be a bad thing.

In the final column he remarks to Piso that ‘these starting points may be
taken from Homer’ (emphasis mine). However, implicit is the fact that it is also
necessary to use philosophy to make use of these starting points. The same
phrase ‘starting points’ (dgopudg) is found at Sextus Empiricus Against the
Grammarians 1.270, when Sextus states that the Grammarians claimed ‘for
poetry furnishes many [starting points] to wisdom and a happy life’, asserting
that ‘this is plain from the fact that the best and character-forming philosophy
had its original roots in the gnomic sayings of the poets’.** Perhaps Sextus again
might have been using Philodemus or even Zeno, Philodemus’ own teacher, as
his source;*> Sextus counters the arguments of the Grammarians in a similar
fashion to that of Philodemus — only philosophy can distinguish the harmful
from the useful statements within poetry. Thus poetry can only ever provide
starting points to any moral use, and then only if one has had the philosophical

education to interpret it.

It is clear, I would suggest, that in utilising Homer for this treatise, Philodemus
also chooses his examples very carefully, extracting only the topics he finds

positive in Homer, and having chosen them, he uses them in very specific ways.

B On the Good King, column 31.
“M1271
4 Asmis’ suggestion, 1991: 12.
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Nor does he leave his reader free to interpret the examples for himself (the
reader, from Philodemus’ point of view is also specific — he is writing primarily
for Piso), but rather explains precisely why the figure has been chosen to
illustrate the point.*® He concedes nothing to Homer’s theology, which would be
anathema to an Epicurean, with the gods interceding on behalf of favourites, or
punishing others for a supposed insult, but seems to look favourably on Homer’s
politics. There is perhaps, however, another, unstated, purpose in Philodemus’
writing. Whilst supposedly writing a didactic treatise, aimed at the young Piso,
Philodemus is also illustrating his own erudition. Of course, Homer would have
been ‘common property’, and known to all who had listened to any poetry, but
Philodemus is surely also displaying his familiarity with the texts, and
emphasising his knowledge of the detail in choosing his examples so carefully.
Unlike Diogenes of Babylon, who cites his Homeric examples by name, but
without explanation, Philodemus explains in detail how his characters should be
seen. Whilst Philodemus rejected the requirement for utility in poetry, and
suggested that only pleasure was needed, it is clear that he also saw that whilst it
could not have any moral utility of its own, when interpreted and explicated by a
person educated in Epicurean philosophy, then any value could be recognised,

extracted, and utilised.

(ii) Philodemus’ On Poems and Diogenes of Babylon on the kritikoi

As mentioned in chapter 2, above, at column 48, Diogenes suggests that the
musical theorists with their skills resembled the kritikoi of poetry.?’
Unfortunately any further detail or explication is now lost as the remainder of
that column is badly damaged. However, Philodemus’ criticism of the claim, at
column 136, 10-137, 2 is better preserved. He strongly refutes Diogenes’ claim

stating:

46 Asmis remarks that in this, Philodemus’ method ‘invites comparison with Plutarch in his On
How a Young Person Should Listen to Poetry. Plutarch also finds that poetry, whilst pleasing,
can confuse “if it is heard without guidance’”’, De Aud. Poetis 15C; Asmis 1991: 21.

7 1t seems from Plutarch Non posse 1095¢ that Epicurus might also have linked these mousikoi
and kritikoi, as Plutarch reports, ‘[Epicurus] allows no place, even over the wine, for questions
about music and the enquiries of critics and scholars’.
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But when he said that practitioners of mousiké have a theory similar to kritike ,
he not only falls into error inasmuch as he admitted a critical theory of these
items as if fitting and unfitting, and good and bad, existed in melodies and
rhythms, but also inasmuch as, if any such things existed, he did not give the
critical judgement of them to the philosophers, and by Zeus inasmuch as he
allowed kritike, to which he says music has something similar, not to these (sc.
philosophers) but to the so-called kritikoi. And when he wrote that it was
analogous to poiétiké as well, in respect of both imitation and the rest of
invention, he would not have demonstrated this in respect of imitation, and in
respect of invention (he would not have demonstrated this for music) any more
than for the other arts. However, with respect to the melody’s being written and
responding, let there be some similarity between music and grammar; for why
should one begrudge it in relation to such correspondences . . . in performing let

us grant him (that music is similar) to acting t0o.**

Within his criticism, Philodemus is suggesting that Diogenes has
removed the responsibility of judgement from the philosophers, and has assigned
it to the so-called ‘experts’, the mousikoi and, in the case of poetry, the kritikoi.
Although Philodemus seems to refer to these kritikoi as though they were a
formal group, it seems that there was no such formalised grouping; rather the
term was simply used to refer to literary theorists, some of whom might have had
some theories in common, and in particular, regarded the sound of the language
used in a poem as the most important element, and what made it ‘good’ or not.*’
However, Crates of Mallos did indeed identify himself as one of these kritikoi,™

and also insisted that to be recognised as skilled, the practitioner should be

48 Trans Blank 1994: 58, with amendments.

*% Asmis 2004: 5; see also Janko 2000: 125; Blank 1994: 55.

% SE. M. 1.79. Suda s.v. Crates notes him to be a contemporary of Aristarchus in the first half of
the second century BC.
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experienced in pasa logike episteme.”" In order to ascertain just what Diogenes
was asserting in his own theory, when he claimed that the mousikoi were similar
to the kritikoi’* in poetry, therefore, it will be useful to look into the views of
Crates and the other poetical theorists whom Philodemus attacks.

In On Poems book V, Philodemus continues to assert the Epicurean view
that if something gives pleasure, then it is of some value simply because of that,
whereas for Plato and, later, the Stoics, to have value a thing needed to have
moral value, and perhaps this is why Philodemus attacked their theory of
aesthetics generally. The Stoics would always argue for moral worth, whereas
for Philodemus, as mentioned above, poetry could be regarded as good poetry if
it fulfilled his criteria of ‘giving pleasure’ — even if the subject matter was
immoral. For example, in On Poems V, col. 1.10-31 Jensen,” he complains that

Heraclides of Pontus censored many of the most beautiful poems:

[T6.ii.2] Also, the finest poetry of the most famous poets, since it gives no profit
whatever — of some poets, indeed the majority of their poetry, and of several

poets all of it — he expels from excellence altogether.

This suggests that Heraclides, like Plato before him, required that to be
considered of any worth, a poem had to contain ‘some profit’, presumably
‘moral value’, and if this requirement was not met, the poem would not be
considered ‘good’, a theory with which Philodemus disagreed.

Philodemus later states:

[T6.ii.3] [Heraclides’ opinion should be thrown out] also because it jettisons so

much of the most beautiful poetry, some of which is useless.’

1 Janko (2000: 125) suggests that ‘the use of the term [kritikos] in the plural must be

Philodemus’. He used it as a convenient way to denote theorists whom he believed to share

certain views about euphony.” This would indeed seem to be borne out by the extant evidence.
See also Asmis 2004: 13.

52 For detailed discussions on the kritikoi, see e.g., Schenkeveld 1968; Asmis 1990; 1992a;
1992b; and more recently 2004; Blank 1994; Janko 2000; Fantuzzi and Hunter 2004.

3= Mangoni col. 4, trans Armstrong in Obbink 1995. Unless otherwise stated, all translations
from On Poems V are Armstrong’s.

3% Jensen col. 29; Mangoni col. 32.
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Philodemus seems to claim that bad men could make good poets ‘if they
could write movingly and well about bad things’,”” as confirmed at his work
entitled On Rhetoric at col. 21.12—15, where he similarly asserts that bad men
can produce good literature.”® The context of that discussion is of course in
respect of speakers, but it seems plausible that the same could apply to poets as
well.’” Some slippage seems to be indicated therefore, between Philodemus’
claims in the On Music and On Poems, where he claims that poetry holds no
moral, practical function, and his practice in the context of On the Good King,
where he clearly felt that Homer could have some use morally, even if Cicero at
N.D. 1.41 has the Epicurean Velleius refer to the writings of Homer and Hesiod
as “fairy stories’ (Latin fabellas).”® Philodemus wrote his educational treatise On
the Good King in prose, however, and not poetry — prose was the correct medium
for educational writing in his view, and he affirms that any moral improvement
that results from reading poetry is incidental. Moreover, he took care to interpret
his examples for his reader, thus leaving no room for mis-interpretation. He
states that poetry dulls any message held within words, and so in seeking to
‘educate’ his patron he would necessarily write in prose.

For Philodemus, the excellence of poetry comes from the aesthetic
qualities — use of euphony and word order, although the language should never
be considered separately from its meaning,” and in On Poems V, he elucidates
his own (or maybe his teacher, Zeno’s) standards by which excellence in poetry

should be measured:*°

[T6.ii.4] [Flor diction, that it should imitate diction that also teaches what is
useful; and for thought, that it should partake of thought that is intermediate
between the thought of the wise and that of the vulgar. This is the case whether

one thinks so or not, and one must judge by referring to these [standards].®!

>> See Clay in Obbink 1995: 9.

*% Sider 1997: 31.

37 See discussion at Sider 1997: 31 and n. 37.

58 Cicero, On the Nature of the Gods, trans. P. G. Walsh, OUP 1997: 18.

59 On Poems V, 13.32-14.2; Asmis 2004: 6.

60 Column 26 Mangoni; xxii Jensen. I use Asmis’ translation for this extract, 1992a: 147.

51 This last remark, notes Asmis, could also be read as an attack on Plato’s poetic theory. At Rep.
III. 398a-b, Plato demanded that the poets must ‘imitate the diction of a good man’ (Princeton
Plato, p. 643). As Asmis remarks, therefore, Philodemus asks for ‘thought between that of the
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Philodemus absolves the poet of the need to instruct; for him the
excellence of a poem lies in its artistic merging of thought and the standard
elements of poetry: composition, diction and, to a lesser extent, euphony. He
then turns his criticism to Crates, who, Philodemus implies, ‘took the extreme
view that the goodness of a poem lies entirely in good sound or euphony’ rather
than euphony plus composition and diction (Crates’ criterion of goodness, as
Asmis remarks, being not the pleasure produced by the sound, but the fact that
the poem has been worked out according to certain principles of sound; On

Poems book V, column 24.33—25.4).62 But first, Philodemus remarks that:

[T6.ii.5] He [Crates] departs from the opinion of Heracleodorus® and of the like
— for instead of praising the composition, he praises the sound displayed by it,
just as he also departs from the opinion of Andromenides, although he thinks that

Andremonides agrees in every respect and totally with what he says.**

According to Philodemus, Crates in fact misunderstood Andromenides’
theory. Unfortunately, Philodemus does not explain what these views are.®> At

On Poems 1, column 131 Janko,%® Philodemus states that:

[T6.ii.6] [Andromenides] posits that it is appropriate for poets to work out
dialect and wording, and that it is the function of poets not to say what no one
[else would say], but to speak in such a way as no one else would interpret [a
subject matter] and [to construct] a catharsis and . . . of Muses. . . of sounds. [He

posits] that humans naturally care for. . . and have a self-learned kinship with the

wise and of the vulgar’, (my italics) i.e. of ordinary people, rather than Plato’s demand for
morally exemplary characters. Philodemus requires only ‘commonplace morality’; so Asmis
1992a: 150.

62 Asmis 1992b: 398. De Lacy (1958: 254) remarks also that for Crates, ‘the poem is not good
when it pleases the ear, but because it is composed according to the principles of the art. But a
poem composed to these principles will please the ear’ (my italics), or at least, surely, the ear of
the kritikos, maybe not necessarily an uneducated listener or a theatre crowd generally.

63 If this man was a literary theorist, he seems to be unknown outside Philodemus’, so Janko
2000: 155.

6% On Poems V, cols. 24.27-25.1, trans. Asmis 2004: 12.
63 For discussion, see Janko 2000: 143.
66 Janko 2000. P.Herc. 460, fr. 26. I use Asmis’ translation here.
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Muses, as is shown by the inarticulate chants that are sung to put infants to sleep,

and beautiful locutions. . . with respect to the hearing. . .

It appears, suggests Asmis,”’ that ‘Andremonides took these lullabies,
chanted without articulated letters, as evidence of a natural bond between
humans and music’. She continues, ‘Since the sound of these songs is not verbal,
their effect lies entirely in their musical quality, not their meaning.” The
implication of the passage is, therefore, that the poet should compose poems
comprising words that contain a similar ‘musicality’.® Plato, too, referred to the
use of tunes sung by nurses ‘to put their fractious babies to sleep’,” but he
seemed to regard it as some sort of ‘spell’, and he compares it with a similar
spell cast upon ‘the distracted in Dionysiac treatments by this combination of the
movements of dance and song’.”’ I do not think that for Andromenides or Crates
there is any sense of a suggestion of magic spells. If Philodemus had understood
it as such, he would surely have used it as a part of his criticism.

Another ‘critic’, tentatively so identified by Janko’' supported Crates in
his claim that we are moved by sound even when we do not understand the

semantics, citing birdsong as an example:

[T6.ii.7] So one must observe. . . the sounds in itself, separated from the
underlying meanings, as it has the supremacy over the words. . .But [he says
that] when a mixture of [sound] dominates us, it arouses us to sympathetic
feeling. One can see from birds too that the voice is a sovereign principle. For in
their case, as separable sound emerges, precisely a kind of articulated voice is

produced just as is held to be true of the nightingale.”

Clearly, for this ‘critic’, sound can affect us even when the sense it not

articulated by words.

%7 1992a: 145.

68 Following Asmis 1992a: 145.

%9 Laws VII. 790de.

7 Ibid.

7! Janko 2000: 165, n.3.

72 Philodemus, On Poems 1, 114.10-115.1, trans Janko.
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At On Poems V, col. 27 Mangoni, Philodemus criticises Crates for
claiming that the composition is ‘not understood’® by reason, but understood by
the trained hearing’,’* a criticism very similar to one he levels at Diogenes of
Babylon in the context of music at De Musica column 115.28ff. (see chapter 2,
above, section (v) and T2.v.1 and 2.v.1a), and also his Stoic opponent in this
book of On Poems, as I will discuss below, pages 215-16.

The ‘Stoic theory of language divides it sharply into phoné (physical
sound) and lekton (meaning)’.” Like the Stoics, perhaps, ‘Crates thought that a
poem should have enough pure sonic beauty to appeal to the trained ear (this first
postulate he thought dealt with many topics put separately by non-Stoic critics);
that its language should survive the examination of a Stoic grammarian trained in
the techné of words; and that its meanings (perhaps as Jensen argues, Stoic-
allegorical meanings present ‘by nature’ or divine inspiration) should reflect
some kind of philosophical truth’.”® However, I believe that whilst this may well
be the Stoic view, and one to which Crates was, to a certain extent sympathetic, |
do not believe that he required that poetry’s ‘meaning should reflect some kind
of philosophical truth’. Asmis would seem to agree, as she writes, ‘There is no
evidence that Crates did any philosophy except what kritiké and philosophy have
in common, although there is evidence that he was affiliated with the Stoics’.”’
Philodemus states quite clearly that although Crates demanded that the poem
should be judged ‘not without the thoughts, but not judging the thoughts
themselves’; he did not require that thought itself to be ‘judged’, because such a
judgement would be ‘non-technical’, i.e., it could not be judged by the sense of
‘practised hearing’ alone; it would have required some technical expertise, that is
the use of reason regarding the content of the thought. Crates’ point is that what
makes the poem ‘good’ is the sound in relation to the meaning, regardless of

what that meaning is.”® One of Philodemus’ primary complaints about this theory

& Armstrong’s insertion in his translation of the book in Obbink 1995: 265, n. 44.

" Crates is criticised separately from the Stoic Aristo (?) in book V. In his article ‘Stoic views of
poetry’, De Lacy discussed Crates as a Stoic. However, Crates is now considered to have been
rather a ‘specialist of language’, a kritikos, than a member of a school of philosophy. I am
advised by Maria Broggiato that indeed Crates was not a member of the orthodox Stoic school.

7 D. L. VIL55-7.

76 Armstrong in Obbink 1995 at 265, n.47.

77 Asmis 1992a: 139.

78 On Poems V.28; Asmis 1992a: 160; Asmis 1995b: 152.
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is that the sense of hearing is an irrational sense, and so is not capable of making
any judgement at all, it was merely the sense by which things were heard, it is
the mind that makes the judgement. Asmis remarks that ‘strictly speaking. . .
whenever a poem is judged. . . it is judged by the mind “through” the hearing’.”
Crates, however, asserts that it is this ‘practised hearing’ that does the judging.
But as so often with the text that is still extant, and indeed, with the De Musica
as well, Philodemus does not go on to explain exactly what his opponent’s
theory involved; it appears that he has already done so in an earlier book, book

I1. At the end of the section he states:

[T6.ii.8] Now as for what he says about letters of the alphabet, on which he says
depends the judgement of what is good poetry, what sort of folly that is full of,
and how great it is, we have established in the second book on this work. . . and

have decided not to repeat here.®

This seems to suggest that Crates might have assigned certain characters
or attributes to certain sounds, a practice developed in much detail by Aristides
Quintilianus in his own De Musica in the second century AD. He assigned not
only character to both notes (pthongai) and letters, but gender also, arguing that
certain letters, e.g., lambda were regarded as softer and so more feminine,
whereas a fau or a chi were harsher and therefore more masculine. See Aristides
Quintilianus, book II chapters 12—13.*!

Philodemus’ argument against Crates seems to have a direct parallel with
the argument he uses against Diogenes of Babylon’s theory of ‘knowing hearing’
in the De Musica. It seems, therefore, that Andromenides and Crates held
parallel beliefs to Diogenes: just as sound regardless of thought in poetry can
affect the soul, so too could pure music, i.e., music not accompanying words,
have a similar effect. If this is the case, and if it the case also that Crates thought

that the harmony, or as Asmis puts it, ‘the musicality’ of the poem is what makes

7 Asmis 1992a: 160.
89 Translation Armstrong’s in Obbink 1995: 265-6.

81 Translated in Barker 1989: 479. Aristotle also discusses the letter sounds and language in his
Poetics 1456b20—-1458a22, but does not appear to assign such qualities to the actual sounds. But
at the outset of his discussion, he does suggest that the study of letter sounds should ‘properly
concern students of metre’.
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the difference between a good and a bad poem, then it would appear that the
three men held some view in common in their aesthetic theory. This notion
would seem quite plausible for the Stoics, and indeed Crates if he was
sympathetic to their theory of sound. Diogenes Laertius VII.55-7 attests that
Diogenes of Babylon was interested in sound, as shown in Chapter 2, section ii
above. At D.L. VII.44, Diogenes (Laertius) specifically states that the Stoics
were interested in ‘poetical diction, verbal ambiguities, euphony and music’.

But Philodemus continues to assert that the primary importance of poetry
is to provide the listener with pleasure, of a correct Epicurean sort. Any moral
use, as mentioned earlier, is purely incidental. He mocks Heraclides of Pontus at
column 5 Mangoni for ‘loading down’ the poet by recommending that all
branches of learning are necessary for the education of the perfect poet, i.e.,
expecting the poet to write knowledgeably and instructively about anything he
includes in his poetry. In this, Heraclides would seem to agree with not only
Crates, but Plato also, see above, T2.v.6. For Plato in the Phaedrus passage
quoted there, ‘until a man knows the truth about what he to speak or write, he
will be unable to speak or write well’. For Philodemus, as mentioned previously,
if poems do benefit the listener, they do not do so gua poems. Similarly,
Philodemus claims in the De Musica that if poets were to know virtue, they
would not know virtue as poets, but as philosophers. This maintains the
Epicurean dictum that the wise man should not over-exercise himself with the
composition of poetry: Sider suggests that original compositions should look as
though they have not required any effort, an argument that he suggests resolves
any potential contradiction in Philodemus’ writing of his epigrams. Epigrams
meet this requirement of not taking any effort ‘as no other genre does’.*?

At column 17 Mangoni (On Poems V), Philodemus commences his
report of the poetic theory of, and his attack on a Stoic, as mentioned above,
traditionally believed by scholars to be Aristo of Chios.*® For this Stoic, the
thought and the composition have equal importance when judging if the poem is
good, bad, or indifferent. Asmis ‘attributes moral qualities to aesthetic properties

to resolve the dilemma’,*® and applies the terms good, bad, or intermediate to the

52 Sider 1997: 32.
8 Book V, columns 13.28-21.22 Jensen, translated and analysed by Asmis 1990: 147-201.
5 Porter 1994: 66, n. 15.
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poetry’s qualities, to comply with the traditional Stoic division of things into
categories.

These three predicates may then be applied to both the thought and the
composition individually. The Stoic’s term for fine, asteion, meant, in the
traditional sense, witty or elegant. The particular use for the Stoics, Asmis
suggests, is a ‘striking example of the Stoic habit of transforming ordinary
meaning into new technical meaning’.*® The Stoics gave the term connotations
of good as virtuous good, a usage also found in connection with music at S.E. M.
V1.48: oUtw tig pev peAwdia cepvd Tiva Kal dotela eumotel tf) Yuxi] Kivipata
‘and a certain kind of melody produces in the soul stately and fine motions’.

For the Stoic, a poem cannot be good as an object in itself, but only
insofar as it portrays the action of a good person. So it can ‘participate in virtue
only as an action performed by the poet — the thought of the poem is an activity
of the mind of the poet; it is expressed in linguistic sound, an activity that
originates in the mind. But since, according to the Stoics, a good person had a
mind that is perfectly in harmony with the nature of the universe, a good poet
will present, in a perfectly harmonious manner, truths about the world while
expressing his own thoughts’.*®

Blank suggests that Diogenes of Babylon might have used artistic
analogies in his ethical works, assigning a passage from Cicero’s De Officiis to
him:*’

[T6.ii.9] But that duty which those same Stoics call ‘right’ is absolute and
perfect and ‘satisfies all the numbers’. . . and is attainable by none except the
wise man. On the other hand, when some act is performed in which we see
‘intermediate’® duties (media) manifested, that is generally regarded as fully
perfect, for the reason that the common crowd does not, as a rule, comprehend
how far it falls short of perfection; but, as far as their comprehension does go,

there is no deficiency. This same thing ordinarily occurs in the estimation of

85 Asmis 1990: 159.
86 Asmis 1990: 160-1.

87 De Off. 3.3.15. Blank 1994: 58-9, supported, in my view, by the analysis in chapter 2 of
Diogenes’ analogy between musical and ethical harmony. See above, section 2.v, and in
particular the excerpt from Stobaeus T2.v.8.

88 ‘Intermediate’ ie. those which are not perfect because not performed by a wise person.
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poems, paintings and a great many other works of art: ordinary people enjoy and
praise things that do not deserve praise. The reason for this, I suppose, is that
those productions have some point of excellence, which catches the fancy of the
uneducated, because these have not the ability to discover the points of
weakness. . . And so when they are instructed by experts, they readily abandon

their former opinion.*

De Lacy suggests that for Philodemus’ Stoic opponent of book V, the
uneducated are ‘unable to appreciate philosophical discourse and must be drawn
to philosophy gradually through poetry and music’.”® Certainly both poetry and
music are regarded as a preparation for philosophy in the thought of Diogenes of
Babylon in the De Musica, and the Cicero passage quoted above would seem to
confirm the Stoic view that men are unable to judge correctly without expert
tuition, a view also held by Plato in both the Republic and the Laws. At De
Musica column 136, music is considered as analogous to poetry ‘in imitation and
in the rest of invention’ katd te tnv pipnowv kal katd thv &AAnv elpeotv,
strongly refuted, of course, by Philodemus. Sextus Empiricus further remarks at
M. V1.7 *. . . we welcome music because it produces the same results as
philosophy not by commanding us in a violent manner but by means of seductive
persuasiveness’. For the Stoics, therefore, poetry and music were important not
for the pleasure they might give the listener, but as important educational tools,
for the moral benefit the right poetry could offer the listener, contrary to
Philodemus’ view, but exactly the view that one would expect of a Stoic. Galen
reports also at PHP 111 that Chrysippus also made a habit of quoting lines from
the poets in support of some doctrine.”’ The worth of the poetry was defined,
therefore, in terms of what is rational and beneficial rather than pleasure.

At column 23 Mangoni (20 Jensen), Philodemus attacks his Stoic

opponent, ” again on the judgement of a poem’s ‘worth’:

89 Trans. Miller in Loeb edition, with amendments. Compare also, Plato’s comments on the
‘common crowd’, above chapter 4, T4.19 and 20.
%0 1958: 269.

! Galen PHP I11.2.2, where Chrysippus quotes /liad XVIII.109-10 as part of his argument that
‘the passionate part [of the soul] is in the heart’; De Lacy 1958: 264.

2 Possibly Aristo, see text at n. 83 above.
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[T6.ii.10] But it is laughable for him to lay down that even good composition is
not recognisable through reason, but just the exercise of one’s hearing. It is
wretched when he introduces the notion that euphony arises by the composition
of the style, and ascribes the criticism of it to the exercise of hearing, and more
wretched still to take the composition itself of the words, which is recognised by
thought as being good or bad, and ascribe it to the reasonless centre of hearing

that has no business with its successes and failures. . .

Perhaps, Asmis suggests, Philodemus is here referring to ‘experienced
perception’;” it is certainly reminiscent of his ridicule of Diogenes of Babylon’s
‘epistemonike aisthésis’ in the De Musica (see above, chapter 2, section v, and
above, this chapter, pages 213-14). As De Lacy notes, ‘the musician is
concerned with certain dispositions of sounds, which are apprehended by a kind
of perception distinct from that by which simple qualities of sound are
perceived’.”*

As already mentioned, Philodemus attacks Crates for his similar
suggestion that ‘trained hearing’ could judge the worth of a poem. The criterion
for ‘goodness’ was, of course, different for the kritikoi and the Stoics, but it does
suggest that Aristo, Crates, Andremonides and Diogenes of Babylon all had
theories that placed great importance upon the sense of some sort of ‘trained
hearing’. The other similarity between these ‘kritikoi’ and Diogenes would seem
to be the requirement of some knowledge of the thing about which they write
either poems or music.

The overriding similarity, however, would appear to be the requirement
of harmony. As mentioned above, for the kritikoi, the sound was the most
important thing, and for Diogenes, the correctness of the musical line was of
paramount importance. I would suggest, that it is this respect, that Diogenes

aligned the mousikoi with the kritikoi in T6.11.1 above.

3 1990: 192.
94
1958: 246.
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Chapter 7

CONCLUSIONS

I would suggest that at the heart of Philodemus’ intentions in the De Musica is a
defence, an apologia, for the followers of Epicurus against those who accused
them of a lack of culture. Philodemus makes it quite clear throughout this work,
and indeed throughout his writings on poetry as well, that he had read, and was
familiar with, many works that had been written about music and poetry, as well
as the works of Homer and Hesiod. Indeed, he even wrote some epigrams of his
own. I will discuss what his writings on poetry suggest about his own intentions
a little later in this chapter. My initial intention, however, is to sum up what can
be said with any confidence about Diogenes’ own musical philosophy.

The evidence discussed in the preceding chapters strongly suggests that
Diogenes, far from holding a completely new view on éthos in music, fits very
well into the traditional historical orthodoxy, beginning with Damon of Oa,
perhaps,' but which developed into a more intellectual arena by Plato, and then
made much more practical by Aristotle and the Peripatetics. The question must
remain as to whether Diogenes had access to Aristotle’s writings on the subject;
some of the evidence presented in chapter 5 strongly suggests that he had, but it
would appear that in working to give a more scientific account of his views,
Diogenes also had a unique approach in some important areas.

Education for the Stoics of course aimed at living a morally excellent life
and working towards becoming a sage.” Respect for the gods would always have
been uppermost in Diogenes’ mind, and to this end music had to accord that
respect if it was to have any moral value at all.

Diogenes found, I believe, a place for the Stoic notion of oikeiosis in his
musical theory. He held that even the infant could absorb the virtues contained
within the music itself before the age of reason,’ and through habituation, much

lauded by Plato. The importance of only being exposed during developing years

! Always with the caveat, however, that his importance might have been exaggerated through
traditional scholarship, as discussed above, in chapter 4.

? See chapter 2, section ii and D. L. VII.88.
3 See chapter 2, section iv.
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particularly, to the ‘right’ or ‘appropriate’ music was of utmost importance, and
to this end it was equally important to appoint the correct judges of music to
advise which was or was not appropriate. Important also, I believe, is the fact
that catharsis did not play a part in Diogenes’ theory of music in education.

However, Diogenes also claimed that music itself contained ‘divisions,
demonstrations and proofs’,” inherent, probably, I believe, in the tensions in the
intervals and scales handed down by the ancients. As discussed in chapter 2, in
this I support the view of Long and Scade that number and proportion were
important in Stoic psychology and ethics.

In seeming contrast to earlier writers on music, Diogenes talked about a
‘knowing perception’, i.e., an ‘educated ear’, a means by which ‘that which is in
harmony and that which is not’, could be recognised. This could only be
achieved by the correct education in early years, and then in later times, the
practise of listening and learning to recognise the appropriate tunes and watch
and learn how they affected different people.

Uniquely it seems, Diogenes not only recognised that music could set a
soul into motion from rest, or similarly could calm a troubled soul, but
importantly he also recognised that we are not all affected in the same way by
the same music. It may be that he saw music as a stochastic art. As such the
right results could not be guaranteed every time, but would be aimed at, and
more likely to be achieved by the trained craftsman, in a similar way to that of
medicine. It may also be that the later writer Aristides Quintilianus, who himself
discussed the homeopathic qualities in music, could have been influenced by
Diogenes.”

However, I do not think that Diogenes would have needed to stray from
orthodox Stoic psychology in his beliefs on music. As argued in chapter 2, there
is nothing in traditional Stoic psychology to preclude Diogenes’ beliefs in
music’s power, and indeed there is evidence that an earlier Stoic, Cleanthes, at
least, may have held similar views.

Diogenes’ search for a scientific account of music is further evidenced, |

believe by his analogy between the mousikoi and the kritikoi in poetry, as

4 Above, chapter 4, T4.15.
> T2.v.3, refuted by Philodemus at column 117.23-8, T5.1.9.
% See discussion above, chapter 3, pp. 82 ff.

220



discussed in my chapter 6, part ii above. This, taken together with the claim that
music contained ‘definitions, divisions and demonstrations, strongly suggests, as
argued in chapter 2 above, that Diogenes was looking for the mousikos to be
capable of analysing the music in a similar way that the Aritikos would analyse
poetry, in order to identify ‘good’ from ‘bad’ music.

It is clear, however, that Diogenes also believed in, and wrote about the
use of music in traditional ways, as is indicated in his listing of its uses in
weddings, funerals, to help when working or going into battle, but none of these
uses deviate in any significant way from the traditional uses listed in many other
writers. It seems also that Diogenes told a number of standard anecdotes in his
tales of musicians of old, and his disapproval of the ‘New Music’ would seem to
be on common with most of the musical writers. There seems to be much
common ground between the stories told by Diogenes, and those recounted by
[Plutarch], and indeed in one instance Diogenes’ writing clarifies details of an
anecdote previously held in some doubt by scholars.’

It is clear from chapter 4, that Diogenes had not only read Plato, but had
read him closely and consulted his works when writing his own musical theory.
Like Plato before him, Diogenes advocated the use of Dorian and Phrygian
scales in the first instance.” That he chose to quote, almost verbatim, such a long
passage from the Laws must raise a number of questions. First of all, what
purpose would be served by using an earlier, albeit distinguished, philosopher’s
words rather than his own? As mentioned, the state of the evidence precludes us
from telling how Diogenes introduced the passages; he might well have opened
with ‘As Plato said’. However, nothing in Philodemus’ critique of these claims
suggests that he did. If then he did not, did he consider that by quoting Plato’s
words he would give his own words more authority? If so, then he must have
expected readers to recognise his authority without his naming him. Views on
plagiarism were, to be sure, very different in antiquity, but it was not unknown
for such accusations to be made.'® But equally, if Plato’s name was there, why

quote him at such length? Did Diogenes believe that any work treating a subject

7 See above, chapter 3, T3.i.9 and discussion.

8 Especially T4.3; T4.13 and 14; T4.15 and 16.

? T4.3, above.

10 Chamaeleon accused Heraclides of Pontus of plagiarising material from his own work for the
latter’s On the Age of Homer and Hesiod, see Heraclides frr. 176—7 Wehrli. See above, p. 157.
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previously studied by such a famous predecessor needed to show that the latter’s
work had been studied closely before the newer work could be taken seriously?
Perhaps it was used to indicate that Plato’s theory was seen as a starting point
from which to build his own more scientific theory. The fact that Philodemus
mentions Plato by name in the closing columns'' of his critique of Diogenes’
theory suggests that Diogenes had mentioned Plato somewhere in his own
writing. But if Philodemus is following his usual pattern of parallel criticism, he
is not in column 138 referring to Diogenes’ longer quotations.

Diogenes may well have mentioned Theophrastus in his writings, but the
only other possibly Peripatetic’s name still extant in Diogenes’ own writings is
that of Heraclides of Pontus."* The fact that Philodemus himself mentions
Archestratus, Theophrastus and Aristoxenus might indicate that Diogenes did
also. However, it may also be that Philodemus was using these writers as
evidence to refute a suggestion by Diogenes; evidence too, perhaps, of
Philodemus’ own wide reading on the subject. Unless and until better readings of
the relevant columns of the work can be made, then that will not be known.

One fundamental point against which Philodemus and any Epicurean
would have railed was, I suggest, the notion of the sense of ‘hearing’ as having
logos. To attach any reasoning to the ear was anathema to Philodemus, and
without that reasoning, Diogenes would indeed be ‘searching for a science of the
inexistent’ as suggested by Philodemus himself.'?

In rejecting out of hand Diogenes’ claims for music, as mentioned above,
I believe that Philodemus was also constructing a defence against accusations of
ignorance made against the Epicurean school. In his refutation of Diogenes’
views, he continually claims that Diogenes confuses poetry with music,'* and
claims that any use in the music will be contained in the words that go with the

music and not the music itself."> He cites Ibycus and Anacreon as examples of

i Column 138, see above T4.28.
12 Column 49, if indeed Heraclides should be described as a Peripatetic; see chapter 5.iii above.
13
Col. 117, see p. 84 above.
14 E.g., column 119.13 ff.

15 Col. 73 — it is the words in the war songs that incite men to bravery, not the music itself. Also
columns 128 (it is the ideas within the words rather than the tune); col. 140, again it is the
thoughts within the words rather than the melodies and rhythms.
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poets who could affect men with the power of their words rather than their
music. '

His criticisms make it clear that for him, and the Epicurean school, the
value of any music and poetry was precisely for the non-essential pleasure it
gave to its listeners. And as argued in chapters 4, 5 and 6, it seems that
Philodemus particularly took issue with Plato’s and indeed the Peripatetics’ and
Diogenes’ insistence on moralising these pleasures. In chapter 6 above, he is
seen to criticise Heraclides of Pontus for censoring many of the most beautiful
poems,'” and attacking another Stoic’s method of judgement of a poem’s
worth."® In the De Musica, Philodemus makes it clear that he knows the Homeric
tales Diogenes uses as evidence of music’s power, but also knows them well
enough to disparagingly refute Diogenes’ claims. This knowledge of the detail of
the Homeric tales is also shown in his didactic work On The Good King
According to Homer, which I discussed in chapter 6.1.

The very fact that Philodemus wrote his four books on music, and at least
five books on poetry show that he had studied these fields in some depth. Indeed
his three aesthetic works (he also wrote a number of books on rhetoric) could be
seen as a defence against any claims of ignorance.

The main purpose of my study has, of course, been to analyse and place
into their historical context the musico-ethical theories of Diogenes of Babylon. I
think this has now been possible due to the recent reconstruction of Philodemus’
treatise. It remains to be seen whether these theories may be further clarified if
and when more advanced techniques become available to read the currently

illegible columns of this very important work.

16 These poets do not appear to have been quoted by Diogenes in his own claim.
17 On Poems V, col. 1, T6.1i.2 above.
'8 76.ii.9 and discussion.
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