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Introduction: Music in Plato’s Writings

If we think about the numerous allusions to music we may find throughout Plato’s
dialogues, the relevance of musical art is certainly outstanding. Most of the references
deal with the value of music in education (a well established idea in ancient Greek
culture), as in Protagoras 325c-326b, where the leading character prescribes for the
children instruction by the kitharistai, who «make harmonies and rhythms quite familiar
to the children’s souls, in order that they may learn to be more gentle, and harmonious,
and rhythmical (0puOpdTEPOL KO EDOPROGTOTEPOL'; Or see the more famous passage
of Republic Book 3, 398c-401a, where the philosopher discusses the proper education —
both physical and musical — for the guardians (phylakes) of his ideal city, evaluating
various scales and rhythms and identifying those that are best suited to the task of
improving the soul and harmonizing its elements. These remarks seem to be deeply
involved with the performance culture of mousiké in the first half of the fourth century
BC, towards which Plato is often harshly critical (as in the case, for instance, of the
increasing usage of the panharmonic aulos, an instrument which may shift from one
harmonia to another and which he vigorously denounces, or, more generally, of the
tendency of modern composers to constantly pursue musical novelty, regarded by Plato

as a danger to the state).

Other more technical passages (closely connected with contemporary musical
theories) are concerned, instead, with harmonics conceived as a mathematical science,
as in the case of Republic Book 7, 530c-531c. Here Plato examines the intellectual
education of his ‘philosopher-rulers’, prescribing them mathematical disciplines such as

number-theory, plane and solid geometry, astronomy and harmonics, through which

" Transl. Jowett (cf. Dialogues of Plato: containing the Apology of Socrates, Crito, Phaedo, and
Protagoras, with introductions by the translator Benjamin Jowett and a special introduction by Maurice
Francis Egan, New York 1900; repr. in Protagoras by Plato, The Echo Library 2006).



they should transcend the sphere of perception and be raised towards the true
knowledge of immaterial entities called ‘forms’ or ‘ideas’. This kind of remark shows
clearly how Plato, despite his disagreement with the most “practical’ aspects of such
theoretical speculations, was well aware of the technical details developed by
contemporary music theory, within which he distinguishes at least two main groups: the
so-called Pythagoreans (or, more generally, the mathematical theorists) and the so-
called ‘empiricists’, comparable to those people who practiced the «harmonics based on
hearing» (1] appovikn [...] 1 xotd Vv dkonv), as they are described later on by Aristotle
(Posterior Analytics 79a).

More specifically, in one of these more technical remarks on music theory (the
famous passage of Timaeus 36a), Plato relates mathematically specifiable musical
structures to the constitution of the world’s soul, describing it as a quasi-musical
construction thanks to the subdivision of the 2:1 proportions (expressing the
Pythagorean octaves or harmoniai) into segments of fifths, fourths and single tones by
the insertion of harmonic and arithmetic means within each octave. This ‘harmonic’
order of the universe provides a large-scale model for the “harmonic’ order which,
according to Plato (and Greek culture in general), could be instilled in the human soul
by the psychagogic power of music (as is suggested, for instance, in Republic Book 3,
where we are told that «rhythm and harmonia penetrate most deeply into the recesses of
the soul and take a powerful hold on it, bringing gracefulness and making a man
graceful if he is correctly trained»)”.

The main idea implied in all these Platonic discussions on mousiké is that the human
soul is naturally affected by the musical arts since our soul has structural analogies with
musical tunings. In fact, though not identifiable as a harmonia, for Plato the soul
‘possesses’ such harmonia: concerning this, see Phaedo 85e-86d (where, in his
discussion of the theory of the soul, the author makes one of his numerous parallels
between the human soul and musical harmony), or many other passages in the Republic,

as that in Book 4:

«a man must not suffer the principles in his soul to do each the work of

% Plato Resp. 401d (transl. P. Shorey, The Loeb Classical Library, Plato, Volume V: The Republic, Books
1-5, Cambridge, Mass./London 1930).



some other and interfere and meddle with one another, but he should
dispose well of what in the true sense of the word is properly his own, and
having first attained to self-mastery and beautiful order within himself, and
having harmonized (cuvapudcavta) these three principles, as we usually do
with the three boundaries of the musical harmonia, i.e., the vedtn, the vmétn
and the péon, and all others there may be between them, and having linked
and bound all three together and made of himself a unit, one man instead of
many, self-controlled and in unison (ppocuévov), he should then and then
only turn to practice [...]»".

This belief in the psychagogic power of music was certainly deeply rooted in the Greek
culture of the time. Plato, however, elaborated it according to a quite complex and
sophisticated theory, to which we shall return in the course of this seminar. It is the
theory of mimeésis, that is, the capacity of music to ‘imitate’ or, better, ‘represent’ moral
qualities by means of words, rhythm and melody, a theory through which Plato justifies
the thesis that there are affinities between musical structures and types of characters,
virtues and vices. Thanks to the mimetic theory, the educational value of music —
outstandingly noteworthy within many regional traditions and cultures of the Greek
world — found in Plato an explicit theoretical elaboration and explanation (though its
details are not always easy to reconstruct). Hence the majority of the musical allusions
throughout Plato’s dialogues — excluding the most generic references in earlier works —
may be brought back to a single, broad group (not always consistent in its details, of
course, since Plato’s thought developed over time), which should be analyzed bearing

this philosophical background in mind.

The main concern of our seminars will be Plato’s treatment of music in the Laws. The
musical topic is here introduced by the author within his discussion of the education of
citizens of a new Cretan colony named Magnesia: therefore it has been more often
studied for its numerous references to the ‘corruption’ of music of the time than for its
theoretical value within Plato’s philosophy (especially the widely known passage in
Book 3, 700a-701b, where the author complains about the breaking of rules within
specific categories of compositions and about the consequent disarray of genres in
fourth century music). But a careful reading of the whole dialogue shows that such

discussions concerning contemporary music are inserted by the philosopher within a

3 Resp. 443d-e (transl. adapted from Shorey).



complex and articulated conceptual framework, which can be sketched in outline
through a preliminary overview of the topics and arguments of the whole dialogue. This

overview will be our starting point.

Prelude to Plato’s Laws

The Laws is usually taken to be Plato’s last dialogue. Aristotle (Politics 1264Db) tells us
that it is later than the Republic and, according to some ancient evidence, we are
informed that it was left unrevised by his author and published after his death by his
scholar Philip of Opus®. More precisely, Diogenes Laertius (our earliest source of
information on this point) says that Philip was responsible for transcribing (petéypayev)
the treatise onto papyrus, and for writing the thirteenth book (the Epinomis) himself:
«Some say that Philip the Opuntian transcribed his (i.e. Plato’s) work, Laws, which was
written in wax. They also say that the Epinomis is his»’. Furthermore, the Suda adds
that the Opuntian «divided the Laws of Plato into 12 books; for he himself is said to
have added the 13th»°. By contrast, a later testimony by the anonymous author of the
Prolegomena to Platonic philosophy, attributed to Philip a much deeper revision of the
text, which had been left d610pBdtovg Kai GuykeyvEvoug (i.e. ‘uncorrected and
confused’) by its author’. Despite the implausible thesis of a few scholars who attribute
to the Opuntian a total rewriting of the dialogue, however, it seems that this latter source
misunderstood some of the information reported by Diogenes, in whose writings the
verb peteypapev means only ‘copy, transcribe’, and never ‘correct” or ‘revise’.

Of course the nature and extension of the editorial work he did on the Laws is left
uncertain: this dialogue is definitely atypical in style and content if compared to the rest
of Plato’s production (its style is more expository and dogmatic than dialogic, for

instance, and reads more like a treatise than a dialogue, the conversation being

* Diog. Laert. Vit. 3.46: Mafntoi 8" avtod (sc. Plato’s) Znebourmog ABnvaiog, Eevokpane Kaiyndoviog,
Aprototéing Trayepitg, dilmrmog Omovvtiog [...].

> Diog. Laert. Vit. 3.37: &vioi te paciv 611 @ilmog 6 ‘OmovvTiog Todg NOpovg adtod HETéypayey Sviag
&v Kmp@. TovTov 82 Kkoi Emvopido gooiv eivau.

6 Sud. ¢ 418 (s.v. P166000c): [...] dg Tovg MAdtmvog Nopovg Sisikev ig Bipiia 1B, T yap 1y odTOG
mpocOeivon Adyeta [...].

" [Olymp.] Prol. 24, p. 45 Westerink.

¥ For a fuller discussion on this topic, see G. Morrow Plato’s Cretan City, Princeton 1960, pp. 515-518.



dominated by a single character, as it is also in the Timaeus, another work generally
agreed to be late), but attempts made to determine traces of Philip’s intervention in the

Laws have given no reliable results.

The Laws comprises a dialogue in 12 books, set on Crete, among three interlocutors:
an unnamed Athenian Stranger (who seems to perform the same function of Socrates in
many of the earlier dialogues, for he acts as a sort of ‘spokesman’ for the author), the
Spartan Megillus and the Cretan Cleinias. At the end of Book 3 (702b-d), Cleinias
announces that Cnossus is about to found a colony in Crete, to be named Magnesia, and
that he has been selected as one of the ten Cnossians to frame laws for the new city. As
a consequence, he appeals to the Athenian Stranger for help and the rest of the dialogue
sketches Magnesia’s legislation and social structure, together with the ethical, political
and theological principles underlying them.

Plato’s prescriptions for the foundation of Magnesia seem to agree in many respects
with what we would expect of the planning of real Greek cities. Many of his laws are
based on actual Greek codes, and his account of the foundation of his Cretan ‘almost-
Utopia’ (the ‘second-best’ city, as he calls it in Book 5, 739a-740c, that is, no longer the
ideal society of the Republic, based on the community of property, women, and
children, given up as unrealizable by human beings) may in some respects reflect actual
Greek practice. Indeed it is generally agreed that the constitution of Magnesia represents
a synthesis of Dorian and Athenian political traditions: the rigid socio-political structure
and the adherence to laws is obviously Laconophile and Cretophile (as well as particular
institutions such as the common meals, called syssitia, or the minimum land allotments,
consisting of two plots of land for each household), while the interest in creating a large
citizen-community unified by open debate and agreement, which gives scope for a high
degree of artistic expression and philosophical enquiry, points to the Athenian model’.
The standard book which aims to collect and interpret the historical material with which
Plato worked is Glenn Morrow’s famous Plato’s Cretan City. According to this scholar,

no work of Plato’s is more intimately connected with its time and with the world in

? M. Schofield, Religion and philosophy in the Laws, in S. Scolnicov, L. Brisson (eds.), Plato’s Laws:
From Theory into Practice. Proceedings of the VI Symposium Platonicum, Selected Papers, Sankt
Augustin 2003, pp. 1-13.



which it was written than the Laws, whose main purpose, in Morrow’s view, was just to
find solutions to the concrete problems of the city in which he lived, Athens being the
city Plato had constantly in mind. Recently, the bibliography on the Laws has
interestingly increased, seeking to define more sharply or to slightly correct such an
interpretation (as is the case in some of the papers collected in the Proceedings of the VI
Symposium Platonicum, edited by Samuel Scolnicov and Luc Brisson)'’, or else
focusing on the relation between the Republic and the Laws, especially in connection
with ethics and politics'".

The city sketched in the Laws is addressed to human beings classified in familial and
tribal groups (gené and phylai): hence it should necessarily take into account pleasures,
pains and desires which unavoidably affect human beings. By contrast with the
Republic, however, in this work Plato restricts the status of ‘citizens’ to those people
whose aim is the pursuit and cultivation of the virtues, therefore excluding not only
slaves and foreigners, but also the lower classes mentioned in the earlier dialogue, such
as the producers, and the guardians, too (since all citizens have, now, to serve in the
military). Thus the previous hierarchical class society is replaced with a more
egalitarian structure: the stability of Magnesia depends on the cohesion of this civic
body where all citizens are subject to the same extremely high ethical demands, which
can be fulfilled only through a ‘correct’ (653a: v 0pOnv tawdeiov) and ‘appropriate’
education (969c¢: madevOMGi Te TpoonKOvVT®G). It is in fact education that is the main
concern of the first part of the dialogue: in Book 1, paideia is defined as «that training
in virtue from youth upwards, which makes a man eagerly pursue the ideal perfection of
citizenship, and teaches him how rightly to rule and how to obey»'.

Ethics and politics, then, are again strictly interwoven, as much as in the Republic or
maybe more; the consensus of the citizens’ community in ‘spontaneously’ conforming

to the law, however, is here based on the possibility of moulding the citizen’s behaviour

Y Cf.n. 9.

' On this topic see Ch. Bobonich, Plato’s Utopia recast, Oxford 2002, and L. Brisson, Ethics and
Politics in Plato’s Laws, «Oxford Studies in Ancient Philosophy» 28, 2005, pp. 93-121. For a discussion
on Bobonich’s book concerning metaphysics and psychology see C. Kahn, From Republic to Laws: A
Discussion of Christopher Bobonich, Plato’s Utopia Recast, «Oxford Studies in Ancient Philosophy» 26,
2004, pp. 337-362.

2 Laws 643e (transl. R. G. Bury, The Loeb Classical Library. Vol. X. Laws, Books 1-6, Cambridge,
Mass./London 1926).



and morality in advance through education in all its forms, including persuasion

(peithein) through pleasure (hedoné)".

The Theory of Education: Wine for Elders, Music for Children

The theoretical fundamentals of education are more extensively developed in Book 2.
More specifically, Plato focuses here on the subject of ‘musical’ education since, for
him, the most important and effective means for educating and bringing order to society
is provided by the choreia, that is, by the practice — widely diffused among the Greeks —

of choral dancing and singing in honour of the gods:

Ath.  «Shall we then say that the uneducated man (dnaidevtog) is without choric
expertise (ayopevtog), [654b] while the educated man is to be reckoned
adequately trained in the art of the chorus (ikav®d¢ kexopevkoTa)?»

Clin. «Certainly.

Ath.  «The CI}fric art (yopeia) as a whole consists of dance (6pynoic) and song
(d3)» .

This statement, despite the famous Platonic censorship on poetry and music in the
Republic, should not surprise us, since (as other scholars have opportunely pointed
out)"’ a religious framework shapes the presentation of the political theory of the Laws,
and it is widely known that choral activity was a fundamental aspect of ancient Greek
religion and its ritual contexts. In Barbara Kowalzig’s words, «the guarantee of a
functioning religious system is a working set of practices directed towards the gods»,'°
as if to say, belief is established through practice, and Greek choral performance was
certainly the most important and widespread of these ritual practices.

The topic of musical, more specifically ‘choral” education is introduced by a very
important passage in the opening of Book 2. This passage, arising from the question on
the right use of wine-parties and drunkenness (which is said to safeguard correct

education), quickly shifts to the importance of disciplining ‘pleasure’ and ‘pain’, the

13 See Brisson, Ethics and Politics, p. 118.

" Laws 654a-b (transl. A. Barker, Greek Musical Writings: I. The Musician and his Art, Cambridge
1984).

' Cf. Schofield, Religion and philosophy.

' B. Kowalzig, Singing for the Gods. Performances of Myth and Ritual in Archaic and Classical Greece,
Oxford 2008, p. 1.



first sensations felt by human beings, which may act as a vehicle to ‘goodness’ and

‘badness’ of the soul:

«What I state is this, that in children the first childish sensations are pleasure
and pain (dovnv kai AVmnv), and that it is in these first that goodness and
badness (dpetn kol kaxio) come to the soul; [...] I term, then, the goodness
that first comes to children ‘education’ (moudeior). When pleasure and love,
and pain and hatred, spring up rightly in the souls of those who are unable
as yet to grasp a rational account; and when, after grasping the rational
account, they consent thereunto through having been rightly trained (6p6®dg
€iBicOan) in fitting practices: this consent (cupeovia), viewed as a whole, is
goodness (dpetn), while the part of it that is rightly trained in respect of
pleasures and pains, so as to hate what ought to be hated, right from the
beginning up to the very end, and to love what ought to be loved, if you
were to mark this part off in your definition and call it ‘education’, you
would be giving it, in my opinion, its right name»'’.

So, from the beginning of Book 2, Plato introduces the relevance of irrational elements
first in the polis’ religious system (as will be clearer later in the text, where the author
discusses the benefits of wine and controlled drunkenness to those over forty, i.e. the
members of the ‘Chorus of Dionysus’), then — more generally — in the human soul. In
fact, the Laws is a work where, differently from elsewhere, the philosopher puts an
important emphasis on the positive contribution to education made by the irrational
elements in the soul and, on account of this, by the notion of ‘pleasure’ as an effective
and valuable means to instill virtue. Let’s remember that, unlike the Republic — which
involves the claim that the embodied human soul has three parts or aspects, namely
reason, spirit and appetite — '*, this dialogue does not present a detailed theory of soul,
centering more generically on its internal psychic conflicts and the need to find an
agreement (cuppovia) between its different tendencies. This agreement is produced
when the sensations go along with the dictates of reason'”.

Before moving to an explicit application of such ideas to the musical context, it is

worth considering a quite recent scholarly interpretation of these non-rational states and

7 Laws 653a-c (transl. Bury).

'® The argument for this claim is presented in Republic Book 4, 440e-441a.

' For a detailed survey on Plato’s conception of the soul in the Laws, see M. M. Sassi, The Self, the Soul,
and the Individual in the City of the Laws, «Oxford Studies in Ancient Philosophy» 35, 2008, pp. 125-
145.



of their aesthetic implications within Plato’s thought. According to Elizabeth Belfiore,
in this treatise the author argues that virtue may be aided by first artificially and
temporarily increasing the non-rational desires and emotions, and then bringing order to
them through a process of allopathic catharsis®. Even if Belfiore’s argument is mainly
concerned with the benefits of wine (described as a pharmakon to put aidos in the
soul)* and of carefully contained drunkenness for older people (made, due to this, ‘less
ashamed’ to sing chants and incantations)*, her argumentation has the merit of stressing
the importance, in this dialogue, of the psychic elements other than reason, that is to say
of the non-rational emotions, interpreted (when opportunely held in check) as beneficial
and necessary for the soul. Through her interpretation of Plato’s advocacy of
drunkenness as cathartic, she offers an explanation of the puzzling conflation of the two
main themes developed in this first part of the dialogue, which commentators have
examined critically: the use of wine for cultivating character of elders and the proper

education of the young, which are indeed clearly connected by a passage in Book 1:

«[...] so I am afraid of making you think that I am a great talker about a
small matter, if I spin out a discourse of prodigious length about the small
matter of drunkenness. But the fact is that the right ordering of this could
never be treated adequately and clearly in our discourse apart from rightness

2 E. Belfiore, Wine and Catharsis of the Emotions in Plato’s Laws, «The Classical Quarterly» 36/2,
1986, pp. 421-437. Even if I am not personally convinced that Plato’s catharsis should be described as
‘allopathic’, this interpretative divergence does not affect the discussion underway here.

*! Plato explicitly considers aidds in a very positive way in Laws book 1, 647a-b: «Does not, then, the
lawgiver and every man who is worth anything, hold this kind of fear in the highest honour, and name it
‘modesty’; and to the confidence which is opposed to it does he not give the name ‘immodesty’
(Gvaidewav), [647b] and pronounce it to be for all, both publicly and privately, a very great evil?» (transl.
Bury). For a prescription of wine as a means to induce aidos in the soul, see also Laws 647e-650b.

2 Leg. 672d: «Moreover, as to wine, the account given by other people apparently is that it was bestowed
on us men as a punishment, to make us mad; but our own account, on the contrary, declares that it is a
medicine given for the purpose of securing modesty of soul (aidovg pev yoyflg) and health and strength of
body (cdpotog 8¢ vyieiag te kai ioydog)» (transl. Bury).

» Leg. 666b-c: «When he reaches the age of forty and joins in the festivities of the communal meals (¢v
101G ovoottiolg), he may invoke all the gods, and may call upon Dionysus in particular to come to the
older men’s ceremonial and recreation, for which he gave people wine as a medicine (pdappakov) that
fights against the crustiness of old age, so that we may renew our youth, and the character of the soul,
through forgetfulness of its troubles, may lose its hardness and become [666¢] softer and more malleable
(kai SusBopiog A yiyveshor polok®TEPOV £k GKANPOTEPOL TO THC Wuyfic R00C), like iron placed in the
fire. Isn’t true that everyone whose disposition has been changed in this way will be more enthusiastic
and less diffident about singing songs or ‘incantations’ (gdswv 1€ kol [...] €n@dev), as we have often
called them — not before a large audience of people of different sorts, but before one of a moderate size,
whose members are people of his own kind?» (transl. Barker).



in music (&vev povoikig 60pBoTNTOC), nor could music, apart from education

as a whole; and these require lengthy discussions»>*.

The mention of wine and controlled drunkenness within the discussion on musical
education, then, is to be interpreted both as part of the Platonic religious conservatism
(according to which traditional religion and religious rites are highly commended and
ordained to be preserved, even if quite irrational) and as a renewal in older age of the
mechanism through which music may affect young people by ‘enchanting’ them (see
the frequent and conscious™ use of the words epaidai/epaidein to describe musical
education throughout the whole dialogue). In a metaphor of Book 6, wine is said to be
‘mad’ (povopevog) and it is moderated and ‘punished’ (koAalopevog) by water, which

continually combats it:

«For people do not find it easy to perceive that a State should be like a bowl
of mixed wine, where the wine when first poured in foams madly, but as
soon as it is chastened by the sober deity of water, it forms a fair alliance,
and produces a potion that is good and moderate».

According to Belfiore’s view, this mixing-bowl metaphor may help us to clarify the
theory of education in Book 2: «in paideia a ‘mad’ element, the tendency to make
disordered cries and movements, must be mixed by a wise teacher in proper proportions
with a ‘sober’ element, perception of order and harmony and obedience to the law, to
produce music and dance. Just as the good and measured drink remains wine, so dance
remains movement when areté is produced in children: areté is madness successfully
combatted»”’.

As a matter of fact, the Platonic statement previously mentioned, concerning the
importance of disciplining pleasure and pain in children’s education, is followed
immediately by the key-passage on the establishment of musical chorality in Greek
organized societies, an establishment described as a way to restore in older people the
fiery disposition of the young. In this passage the notion of ‘pleasure’ is, for the first

time, explicitly applied by the author to music:

2 Laws 642a (transl. Bury).

3 Cf. Laws 666¢: [...] &gt e kai & moAAKIC siprkapey ETadew.
2% Laws 773c¢-d (transl. Bury).

" Belfiore, Wine and Catharsis, p. 429.



«Now these properly trained pleasures and pains (t@v 0p0®dS Tebpappévev
NdovdV kai Avr®dv), which are forms of education, are subject to slackening
and destruction to a great extent during men’s lives;_but the gods, in pity
[653a] for the race of men, born to toil, established for them as respites from
their labours (dvamadrag te avtoic Tdv movev) the festivals of thanksgiving
to the gods; and they gave them the Muses, with their leader Apollo, so that
they might be set right again, along with the nourishing that comes from
joining in festivals with the gods [...] [653¢] Other creatures, it says, have
no perception of order and disorder in movements, the names for which are
rhythm and harmonia. But for us, to whom as we said the gods have been
given [654a] as fellow-dancers, these same gods have given the capacity to
perceive rhythm and harmonia and to enjoy them (tnv &vpoOuodv te kai
gvappoviov aicOnov ped’ ndovi|g), and through this capacity they move us
and lead us in the dance, joining us to one another with songs and dances:
and they have given ‘choruses’ their name by derivation from the chara
(‘joy’) that is natural to them (yopo¥¢ e @vouaxéval Tapd T THS Yopdg
Enputov Svopa)»>.

While commenting on the uniqueness of human beings in perceiving rhythmically
ordered movements (which marks the passage — by Plato described as a divine gift —
from a ‘natural’ towards a ‘cultural’ dimension), the philosopher interrelates choral
dance with social order without dismissing its ‘entertainment’ value. The fanciful
etymology presented here («they have given ‘choruses’ their name by derivation from
the ‘joy’, chara, that is natural to themy) is certainly indicative of a feature (i.e., the
xop@) which, for Plato, is inherent in the choreia and whose importance will be

furthermore remarked later in the book. In such a passage, the author clarifies that

«[...] in order that the child’s soul should not become habituated to
enjoying and disliking things in defiance of the law and those who obey the
law, but should follow it, enjoying and disliking the same things as an old
man does, [659¢] for these purposes there exist what we call ‘songs’ (®36).
They are really incantations (énr@dai) that work on their souls, seriously
aimed at what we call ‘concord’ (symphonia): but because the souls of the
young cannot bear seriousness, they are called ‘games’ and ‘songs’ (wodioil
te Kol moai), and practised as such, just as those whose business it is try to
give to the sick, and to those who are physically weak, [660a] wholesome
nutriment in pleasant foods and drinks, and that consisting of unwholesome
things in unpleasant ones, so that they may be correctly habituated to
welcome the one and detest the other (iva v pév dondlmvror, v 6&

2 Laws 653c-654a (transl. Barker).



oty 0podg £0iCmvtan). In the same way, the lawgiver who acts correctly
will persuade the poet by fine words and flattery, and will compel him if he
fails to persuade, to compose correctly (0pOdg moteiv) in his rhythms the
postures of men who are brave and in all respects good, and to compose
their melodies in his harmoniai»®.

That is to say: music is particularly suitable for young people because it is ‘pleasant’. It
acts on them as a sort of ‘incantation’, introducing in their soul a symphonia among its
different parts which, otherwise, would be difficult to instill, due to children’s
incapacity to stand an effort. But such a pleasantness is not objective: it should be
moulded through training and habit, since a ‘correct’ pleasure is the one we feel when
we listen to ‘good’ music, that is, to music in which the poet has correctly (6p0®d¢)
composed postures (oynuota) and melodies (péAN) of men who are moderate and brave
and in all respects good (t@v coEPOVOV T€ Kol AvOpeimv Kol TAVTOS Ayaddv AvopdVv).
Despite an explicit lack of the technical term mimeésis, here we are at the core of

Platonic mimetic theory, which we are going to analyze in the second part of this paper.

Musical Goodness (654e-656a) and its Learning through Training and Habit
(656b-657a)

From musical education, then, the discourse topic quickly shifts to the treatment of

musical ‘goodness’ (fo kalon), which occupies the bulk of Book 2:

Ath.  «Then the man who is well-educated would be able to sing and dance well
(KOA®S)».

Clin. «So it seemsy.

Ath.  «Let us then consider what this expression meansy.

Clin. «Which one?».

Ath. «We said “he sings well (kai®d¢ doet) and dances well (koi koA®dC
opyeiton)”. [654c] Should we or should we not add “if he sings (kaAda ddet)
and dances good things (koald Opyeiton)?”».

Clin. «We should».

[.....]

Ath.  «Then if we understand what is good in song and dance, we can also
distinguish correctly the educated man and the uneducated (tov
TEMUOELIEVOV TE Kol amaidevTov 0pOdG). But if we do not know that, we

¥ Laws 659d-660a (transl. Barker).



shall be unable to grasp whether there is any safeguard for education, or
where it is to be found. [654¢] Is that not so?»

Clin. «tis».

Ath.  «Then what we must next track down, like hunting dogs, is good posture,
good melody, good song and good dance (oyfjud e KaAOV Kol PEAOC Kol
@MV kai dpynow). If all these things run away and elude us, all the rest of
our discourse about correct education (mwepi madeiog 0p6Tg), whether
Greek or foreign, will be futile»’.

Such a long section discusses many theoretical aspects of the topic, spaced out by
several digressions. It starts from the definition of what is kalon in music (654e-656a);
then it emphasizes the need for its learning by young people through training and habit
(656b-657a); finally (from 657b onwards) it progressively describes the interweaving
criteria of its judgment: pleasure, correctness and utility, more explicitly affirmed at
667b-671a (a passage’' opportunely anticipated by a long discussion®” — which
provides the theoretical basis for the subsequent treatment of such criteria — on the
interrelationships among justice, happiness and pleasure in human life).

First of all, musical ‘goodness’ and ‘badness’ are thus summarized by Plato:

«Then what we must next track down, like hunting dogs, is good posture,
good melody, good song and good dance (cyfpd te kKaAdV kol péAoG Kol
@MV kai Opymow) [...] Well then, what should we say constitutes good
posture or good melody? Consider: when a courageous soul is caught up in
troubles, and [655a] a cowardly soul in ones that are equal and the same, are
their resulting postures and utterances alike? [.....] But in music there are
postures (oynuata) and melodies (péln), since music is concerned with
rhythm and harmonia, and hence one can speak correctly of ‘well-
rhythmed’ (ebpvBpov) or ‘well harmonised’ (evappoctov) melody and
posture, while one cannot correctly speak — in the metaphor chorus-trainers
use — of melody or posture as ‘well-coloured’. One can also speak correctly
of the ‘postures’ and ‘melodies’ of the coward and the brave man, [655b]
and it is correct to call those of the brave man ‘good’ (t& p&v t@v dvopeiov
KkaAd), and those of the coward ‘ugly’ (ta t@v delhdv o0& aicypd). To
forestall a lengthy discussion about all this, let us agree that all the postures
and melodies belonging to goodness of soul or body — to virtue itself or any
image of it — are good_(AmA®G €0Tm TO PEV APETTG EYOUEVO WYOYTC Ty
COUOTOC, €lTE AVTHG €lTE TIVOG €1KOVOG, GVUTOVTA GYNUOTA TE Kol PEAN

3 Laws 654b-¢ (transl. Barker).
3! This passage will be commented on by Prof. Barker.
2 Laws 662¢-663b.



KkaAd), while those belonging to badness are altogether the opposite (td 0&
¥ 3

Kkakiog ab, Todvavtiov Gmav)n’.
The ‘goodness’ of postures and melodies seems to rely (as in the Republic) on the
‘goodness’ (or on any image of it: €{te avTig [sc. dpetic] €lte TvOG elkovog) of the soul
or body to which such musical elements belong. The ‘magical’ word mimésis has not
appeared in the passage yet to clarify the link between these two ‘goodnesses’, but the
same assimilation of ethical values (in this case avdpeia, ‘courage’,** and its opposite
deotng, ‘cowardice’) to what is fine (kalon) or ugly (aischron) in artistic (more
specifically musical) products appears also in the famous passage of Republic Book 3
on the musical education of the guardians. In this long portion of the text, which runs
from 397a to 402a, Plato lists all the harmoniai and discusses the rhythms that should
be available to the phylakes, selecting them on the basis of their affinities with types of
characters, virtues and vices («leave the harmonia that would appropriately imitate the
sounds and cadences of a man who is brave in deeds of war [that is, the Dorian
harmonial [...] keep another, too, which will imitate those of a man engaged in
peaceful activities [that is, the Phrygian harmonia] [...] Ask Damon®® which
movements are suitable for illiberality, conceit, madness and other vices, and which
rhythms we should keep and assign to their opposites»)*®. Here I am going to focus only

on the passage concluding this long section:

Socr. «But we must look for those craftsmen who by the happy gift of nature are
capable of following the trail of beauty and grace (t1v o0 KaAod t€ Kol
gvuoynpovos o), that our young men, dwelling as it were in a salubrious
region, may receive benefit from all things about them, whence the
influence that emanates from works of beauty (dnod T®v koAdv Epywv) may
walft itself to eye or ear (1} TpoOg Syv §j TpoOg dconv) like a breeze that brings
from wholesome places health, and so from earliest childhood insensibly
guide them to likeness, to friendship, to harmony with beautiful reason (&ig
OpoOTNTA T€ Kod Aiay kol cuppoviay @ KaA®d AOy®) [...] For these
reasons, then, Glaucony, I said, «isn’t training in mousiké of overriding
importance (kvpiwtdtn &v Lovsiki) tpoen), because rhythm and harmonia

3 Laws 654e-655b (transl. Barker).

3 In Republic book 3 (398e-399¢), andreia is the ethical value most appropriately represented by the
Dorian harmonia.

3% Damon is the musical expert quoted by the author as a leader in the field.

36 Resp. 399a ff. (transl. Barker).



penetrate most deeply into the recesses of the soul and take a powerful hold
on it, bringing gracefulness (@épovta v gvoynuocvvinv) and making a man
graceful (koi motel evoynpova) if he is correctly trained (€4v tig OpODG
Tpaet}), but the opposite if he is not? Another reason is that the man who
has been properly trained in these matters would perceive most sharply
things that were defective, and badly crafted or badly grown, and his
displeasure would be justified. He would praise and rejoice in fine things
(to pev koA émauvol Kod yaipov), and would receive them into his soul and
be nourished by them, becoming fine and good (yiyvotto kaAodg e kdyabog):
but he would rightly condemn ugly things (td 6" aioypa yéyor), and hate
them even when he was young, before he was able to lay hold on reason.
And when reason grew, the person trained in this way would embrace it
with enthusiasm, recognizing it as a familiar friend (yvopilwov ot
olKeOTNTO)».

Gl.  «It seems to me», he said, «that the purposes of a training in mousiké are of
just these kinds»”.

The two treatises seem, then, to be consistent on at least two points. Firstly, ‘good’
artistic products not only display a pleasant and graceful appearance (evoynpocvvn),
but are also intimately connected with ‘good’ ethical values (kaAd vs. aioypd, in both
an aesthetic and a moral sense, as will be further clarified in the passage on the criteria
of musical judgment). Secondly, the appreciation of such goodness is also a question of
‘training’*®, more specifically of ‘musical education’, which plays a big role in
developing the capability of appreciating formal and ethical features of any artistic
product.

Before moving to analyze the explicit introduction — some phrases further on — of the
‘mimetic’ theory in the Laws, however, I would like to draw your attention towards a
few points in these last two passages.

First of all, it is well known that, in Greek antiquity, the notion of mousiké (lit. ‘the art
of the Muses’) described a much denser artistic reality than the same term does
nowadays. Hence many commentators have pointed out that the notion of mousiké
involved in this account of the Republic quite expressly included (besides rhythm and
harmonia) also the sung or spoken ‘word’ (logos), as is clearly stated, for instance, in

another passage of the same dialogue: «And under music you include tales (A0yovc), do

37 Resp. 401¢-402a (transl. Shorey).
3 Let’s remember the subjection of pleasure and pain to discipline in children’s education.



you not? I do»™. In this way some scholars tried to explain the connection between the
wide concept of mousiké and the ethical values expressed by it: that is to say, the ethical
values would have been conveyed mainly by the ‘content’ (that is, by the ‘text’) of
musical compositions, and not by their specific musical items. This would be also the
reason for which Plato affirms that it is almost impossible to understand what is
intended by wordless rhythm and harmony (évev Adyov [...] puOuodv te kol apuoviav),
that is, by pure instrumental music™®.

In the two passages I mentioned earlier, however, Plato’s concerns about mousiké

refer to specifically musical ingredients, such as rhythms and melodies, and the author’s

intention is just to discuss them as such:

«[...]isn’t training in mousiké of overriding importance, because rhythm
and harmonia (6 te puOuoOg Kol appovia) penetrate most deeply into the
recesses of the soul and take a powerful hold on it [...] ?2»™*'.

«[...] in music there are postures (oynuarto) and melodies (LéAn), since
music is concerned with rthythm and harmonia, and hence one can speak
correctly of ‘well-rhythmed’ (ebpvBuov) or ‘well harmonised’ (€0dppoctov)
melody and posture [...] One can also speak correctly of the ‘postures’ and
‘melodies’ of the coward and the brave man [...] »*.

Moreover, in the passage of the Laws, the philosopher is very careful in distinguishing
the concepts of ‘postures’ (oynuarta) and ‘melodies’ (uéAn) within broader musical
items as rhythmos and harmonia. That is to say: if, in the Republic, Plato’s concern
appeared more generically to be that of discussing the psychagogic power of organized
schemes of durations or pitches which are in determinate relations to one another (that
is, rhythmoi and harmoniai), in the Laws he is more explicit in referring to ‘figures’ (of

dance) and “paths’ (of notes) as concrete elements of the musical performance®. Of

3% Resp. 376 (transl. Shorey).

Y Cf. Laws 669d-e: tadté ye yap 0pdot movTo Kukdpeve, Kol £Tt Slaondoty oi momtal puopdy pév kai
oyfuata péhovg yopic, Adyoug yikodg eig uétpa [669¢] Ti0éviec, péhog 8 am kai pOudv évev pnudToy,
yiMi xi@opicel te kol adAYGEL TPOGKPOUEVOL, &v 01¢ OF mayydAenov dvev Adyov yryvouevov poludv te
Kol appoviay yryvooke 6t e fovieton kot 6t £otke TV AEoAdYOV puunpdtoy.

*! Resp. 401d-e (transl. Shorey).

*2 Laws 655a (transl. Barker).

# Later in Book 2 (672e-673a), Plato explicitly describes melos as ‘movement of the voice’: 0 8¢ ye
KaTé THY 10D cOUTOC Kiviioty puBpdv pév kowdv T T eoviic elye kviost, oxfjua 8¢ 1d1ov. [673a] éksl
8¢ péElog 1 Tiig eViic kKivnotg.



course the concept of ‘dance posture’, conceived as a specific kind of raythmizomenon
(‘structurally organized’) element occurring in bodily movement, and that of ‘melody’,
described as a selected and coherent sequence of pitches within the musical scale, did
not find an explicit theoretical elaboration before the second half of the fourth century

BC in the writings of Aristoxenus of Taras:

«There are three kinds of rhythmizomena, speech, melody, bodily
movement (Kivnoig copatikn): [...] bodily movements will divide it by
signals and positions (onpeioig ¢ Kai oynuact) and whatever other parts of
movement there may bex»*.

«[...] since many forms of melody, of all sorts (moAAai Te Kol wavTodamai
noppai peAdv), come into existence in notes which are themselves the same
and unchanging, it is clear that this variety depends on the use to which the
notes are put: and this is what we call melodic composition (pehomotfov)»*.

Nevertheless, Plato seems here to be well aware that the emotional response and the
consequent positive effect of music on education depend on ‘concrete’ types of
performances rather than on abstract theoretical schemes.

The language of the Laws, then, suggests that the author’s focus is more sharply
directed to the discussion of ‘practical’ genres of music of contemporary life, each with
its own peculiar constitutive elements, both rhythmic and melodic, and performed in its
own peculiar religious setting, the details of which will be discussed more extensively
by the author in Book 7. It is in that book, in fact, that Plato will keep on stressing the
importance of a good selection of dancing and melodies to be performed within
religious festivals determined and organized by the ‘guardian of the laws’
(nomophylax), whose most significant duty, then, turns out to be the establishment of
the exact relation between specific deities and their most appropriate choral types.

The rest of Book 2, however, — as we have already said — is devoted to explaining the
theoretical fundamentals of the psychagogic and educational power of specific musical
elements according to the famous mimetic theory. Hence, the next issue into which we

are going to enquire is: how may a particular figure of dance or a specific melody

* Aristox. Rhythm. 2.9 (transl. L. Pearson, Aristoxenus Elementa Rhythmica. The fragment of book II and
the additional evidence for Aristoxenean rhythmic theory, Oxford 1990).

* Aristox. Harm. 38.20 ff., p. 48.5 ff. Da Rios (transl. A. Barker, Greek Musical Writings: II. Harmonic
and Acoustic Theory, Cambridge 1989).



‘represent’ virtues or vices typical of human beings?

The Theory of Mimeésis in Plato’s Laws

At Laws 655c, which we have just dwelt on, Plato was discussing the notion of musical
kalon, more precisely of its aesthetic appreciation, which must absolutely not be based

only on a ‘pleasurable’ evaluation of it:

Ath.  «No one is going to say that choric expressions of badness are better than
those of goodness, or that he himself enjoys (yaipet) the postures of
depravity while other people enjoy music [lit. ‘a Muse’] of an opposite
kind. Yet most people certainly say that musical [655d] correctness
consists in the power to provide pleasure for the soul (kaitol Aéyovciv ye
ol mAgioTol povsikiic OpBdTTO etvan THV NSoviv Taic Yyuyaic mopilovsav
dvvapuv). But that assertion is intolerable and cannot even be uttered
without blasphemy. It is more likely that what leads us astray is this».

Clin. «What?».

Ath.  «Since what is involved in choric performance is imitations of characters
(mppota TpoéT®V), appearing in actions and eventualities of all kinds
which each performer goes through by means of habits and imitations (€v
pa&eoi Te movTodmaig yryvopeva Kol Tuyotg, Koi 0ot Kol LUnoect
de&ovtav Exdotmv), those people to whom the things said or sung or
performed in any way are congenial (oig u&v v mpog Tpodmov T PrdévTa
peA@dNOévta §j Kol Ommcodv yopevbévta), on the basis of their [655¢]
nature or their habits or of both together (1] katd Vo §j katd £€6o¢ i} Kat’
aueotepa), enjoy them and praise them (tovto1g yoipewv te Kol ETavelv
avta), and must call them good (kadd): but those to whose nature or
disposition or habit they are contrary cannot enjoy or praise them, and
must call them bad (aioypd). As for those who are correct in their natural
responses but the reverse in those due to habit, or correct in those due to
habit but the reverse in their natural ones, [656a] the praises that these
people speak are ones that oppose their pleasures. They say that all such
things are pleasant but disgraceful (Ndéa [...] movnpd 6¢): they are
ashamed to make movements of these kinds when their bodies are in the
presence of those whose judgment they trust; and they are ashamed to sing
them in such a way as to suggest seriously that they are good, while
nevertheless they enjoy them privately»*.

Many points are interesting and worth commenting on here.

Firstly, there is the notion of the ‘pleasure’ and ‘enjoyment’ that people derive from

* Laws 655¢-656a (transl. Barker).



musical correctness (mousikes orthotés), which will be treated more extensively by
Plato as one of the criteria of musical judgment in Book 2 (see especially 658e-659a and
665¢)".

Secondly, such a pleasant perception by «those people to whom the things said (ta
pnobévta) or sung (nehwonBévta) or performed in any way (0mwcodv yopevbévta) are
congenial» depends on a correspondence both of nature and habit between such people,
on the one hand, and musical goodness, on the other. The importance of ‘training’ in the
appreciation of xaAd oynpata and koda péAn will be more fully developed at 656b-
657a.

Thirdly, and most importantly, Plato introduces here the explicit definition of choric
performance as ‘imitations or ‘representations’ of characters: pupnuota 1poT®V €611 TA
TEPL TAG YOopEioG.

It has been more than fifty years since Koller* opened the debate on the meaning of
the Greek term mimeésis, which lies at the core of the theories on representational arts in
antiquity. According to him, the meaning of mimésis as ‘imitation’ was only a later
development, since its origin concerns a kind of cultic orgiastic dance, implying the
power of expression of mousiké in its original unity. Koller’s thesis was that the Greek
word mimesthai came from the noun mimos (the oldest member of the mimésis word
group), which means ‘participant in an event as protagonist’ (the meaning of ‘dramatic
actor’ being derived from it). The significance of ‘imitation” would have been only a
watered-down application of the word in areas like painting and plastic art, to which this
word did not originally belong.

The most recent interpretation of such a complex and variable concept in ancient
Greek culture is that developed by Stephen Halliwell*. According to him, since its first
appearance (when applied to poetry, music and dance) mimésis conveyed well the wider
idea of ‘representation’ and not simply of ‘copying, imitation’ (which comes to be a
reductive, though widely accepted, translation). Its ‘representative’ meaning would rely

on the use of an artistic medium (words, sounds, dance postures or physical images) to

7 At 662b onwards, the discourse will be also extended to include an enquiry on which life is to be
judged ‘pleasant’ and ‘just’. See Laws 662d: «is the most just life the most pleasant, or are there two
lives, of which one is the most pleasant, the other most just?» (transl. Bury).

* H. Koller, Die Mimesis in der Antike, Berne 1954,

*'S. Halliwell, The Aesthetics of Mimesis: Ancient texts and Modern Problems, Princeton 2002.



signify and communicate certain hypothesized realities: just because such hypothesized
realities are imagined possibilities of experience, the Greek tradition, both before and
after Plato, was greatly interested in the effects of mimetic artworks on their viewers or
hearers™.

Of course one of this scholar’s main concerns has been the enquiry into the Platonic
conception of mimesis, which the philosopher (although picking up a well-consolidated
tradition on the subject) developed into a much more articulated conceptual framework.
According to Halliwell, from at least the Cratylus”' until the late Laws, Plato’s purposes
in using the mimesis terminology in a remarkably large range of contexts were far from
being straightforward or uniform, and we should not try to look for perfectly
homogeneous meanings within its semantic area. The possible inconsistencies among
the different occurrences of the term in Platonic writings may be explained by the
specific intentions of the author within the different situations in which he used it:
although it is possible, of course, to find connections and cross-references among them,
Plato never offered a unitary, monolithic conception of mimésis at work in his
dialogues.

As I have already pointed out, in the Laws Plato’s main concern is that of explaining
the theoretical fundamentals of the psychagogic and educational power of specific
musical elements, such as dance postures (orchéseis) and melodies (melé). In Book 7 he

further underlines the mimetic theory relating it to such peculiarly musical items:

«Well, then, do we still have confidence in what we said before, when we
said that everything to do with rhythms and with music as a whole consists
in imitations of the behaviour of better or worse men? (td mepi ToVG
PLOUOVE Kol THCAV LOVGIKNY 6TV TPOT®V PUAUATO BEATIOVOV Kol
YEPOVeV avBpdnwv) [...] do we say, then, that every possible technique
should be used to prevent the children from wanting to try out other kinds of
imitation in their dances or songs (katd Opynoeig 1 katd peAwdiog), and to
prevent anyone from tempting them with all sorts of pleasures?»°~.

S Halliwell, The Aesthetics of Mimesis, p. 16.

' On mousiké as ‘imitation’ in the Cratylus, see 423c-d: [...] xa@dmep Tij povoikij ppovuedo o
TPOYLLOTOL.

52 Laws 798d-e (transl. Barker).



The musical elements are miméseis of tropoi of good or bad men probably in the sense
that they not only ‘imitate’ (which is obviously clear when referred to dance), but also
‘express’, ‘signify’ and are also able to arouse characteristic and distinct emotions and
effects in their hearers, through their peculiar and specific associations with a well-
consolidated musical and cultural (not to say religious) tradition. To give a modern
example: in Western culture, when we hear Chopin’s Funeral March, the melody in B
flat minor, the simple and regular rhythm and the tempo /ento provoke in the listener a
certain feeling, which is mostly due to our musical and cultural tradition; on the
contrary, in Balkan popular music, for instance, funeral songs — being performed by a
brass band, using complex rhythms and hence appearing extremely vivid — rely on
different customs and aesthetic correspondences™.

Furthermore, in his book, Halliwell affirms that both of the Republic’s critiques of
poetry (in Books 2-3 and in Book 10) rest substantially on ‘psychological’
considerations: that is to say, Plato’s arguments are directed against the power of poetry
to penetrate in the soul of those who hear it and to modify their character (hence he
titles this chapter ‘Plato and the Psychology of Mimesis’). Starting from these same
remarks, we could say that good or bad ethical values are embodied and conveyed not
only by texts (which rely on the great poetical tradition of the past), but also by
traditional melodies and rhythms deeply rooted in the cultural and religious tradition of
those who hear them. Such traditional genres of music (each with its own peculiar
elements) become then a vehicle to lead people’s soul to virtues such as courage
(avdpeia) and temperance (codpocvvn), thanks to their widespread familarity and to
the sharing of knowledge among the citizen community. That is to say: it is the
preservation of the traditional religious setting (which maintains the exact relationship
between specific deities and their most appropriate choral types, as well as constantly
preserving their peculiarly musical components) that, thanks to the psychagogic power
of music and dance, guarantees stability to the polis.

For this reason the musical practices in the city should be closely controlled and

regulated, and noble laws will not permit poets and musicians to teach whatever they

>3 This is quite clear if we listen to the performances of Balkan folk music by Goran Bregovi&’s group,
Weddings & Funeral Band.



enjoy, regardless of how it affects the character of the children and the young. Let’s

notice that laws are here mentioned in Book 2 for the first time:

Ath. «Do we suppose, then, that wherever laws (vopot) are established, or will
be in the future, concerning education and recreation in the sphere of
music, artists will be allowed to teach whatever the composer himself likes
best in the way of rhythm or melody or words in a composition — to teach
them to the children of people whose laws are good, and to the young men
in the choruses, no matter what the result may turn out to be in the field of
virtue and vice?».

Clin. «That has no sense to it, obviously»>*.

In our next lecture we will focus on the next steps of Plato’s reasoning on musical
goodness, starting from the great importance of its unconscious assimilation by the
young and moving on to the preliminary treatment of pleasure and correctness as
criteria for its evaluation (which will be fully developed, however, only in the last part

of the book).

> Laws 656¢ (transl. Barker).



Second seminar: Book 2, 656d-667a
Eleonora Rocconi

Mousikes orthotes

In my previous lecture, I illustrated the fundamental importance for the young of
musical, more specifically choral education, which (acting as a sort of ‘incantation’,
epoidé) will discipline their pleasures and pains. I then explained that, for Plato, the
paideutic value of choreia may be theoretically understood through the concept of
mimésis, according to which «what is said, sung or represented through music and
dance» should represent a good (kaAdv) model, since good postures and melodies, when
opportunely practiced and performed, are a vehicle for leading people to virtues and
good dispositions of the soul. For this reason the young should be educated in taking
pleasure in the ‘right” music, and musical genres performed in the city should be closely
controlled and regulated by the ‘law’, whose most important task is that of preserving
the most traditional melodies and rhythms'.

After the first explicit mention of the ‘laws’ in Book 2, 656c (the passage with which
we closed our first seminar), the text of the dialogue focuses on the need to reject
musical novelty (because it is potentially dangerous for citizens) and instead, to

maintain in Greek cities the traditional musical practices, as has always been done in

Egypt:

Ath.  «[656d] Yet at present this [i.e. the fact that the artists will be allowed to
teach whatever the composer himself likes best] is just what is permitted in
virtually every city, except in Egypt».

Clin. «What sort of laws do you say they have concerning such matters in
Egypt?».

Ath.  «Even to hear them described is astonishing. Once, long ago, so it seems,
they came to understand the argument that we have just been setting out,
according to which the young men in each city must become practised in
good postures and good melodies (011 koA pEV oynuoTo, KaAd 6& pHEAN
o€l petayepilesBot Toig ovvnBeiong Tovg €v Taic moAesty véoug). These
they prescribed, and they advertised which they are and what they are like
in the temples: [656¢] it was forbidden, as it still is, for painters or any
other portrayers of postures and representations to make innovations

" Let’s remember that the Greek word nomos does not have an exclusively political meaning, but also
refers to any designated form of social order, including rules of moral behavior, religious beliefs and
practices. On the special musical meaning of the term see Laws Book 3, 700b.



(xovotopeiv) beyond these, or to think up anything outside the traditional
material (000" €émvogiv GAL" dtta 1) Td mhTpia), in these areas or in
mousiké in general. If you look you will find that what was written or
depicted there ten thousand years ago — and [ mean ten thousand literally,
not as a figure of speech — is neither better [657a] nor worse than what is
made nowadays, but is done with the same art».

Clin. «What you say is amazingy.

Ath.  «tis, you will admit, a supreme expression of the aims of the lawgiver
and the statesman, though you could find other things there that are bad.
But as concerns music, it is true and noteworthy that it was possible in
these matters for a bold man to lay down lasting laws prescribing melodies
that possess a natural correctness (pLEAN Td v 0pBOHTNTO PUGEL
napeyoueva). To do this would be a task for a god, or a godlike man, just
as in Egypt they say that the melodies that have [657b] been preserved for
this great period of time were the compositions of Isis. Thus, as I said, if
one could somehow grasp the nature of correctness in melodies, one ought
boldly to bring them under law and regulation (dc0” Omep Eleyov, el
dOvantod Tig EAETV aT®V Kol Onwcodv v OpBotNTa, Bappodvta yp1| €ic
vopov dyewv kol ta&v avta). For pleasure and pain, in their constant
pursuit of new music to indulge in, have little power to destroy a choric art
that is sanctified, just by mocking its antiquity (®g 1| Thig 1100Viig Kol AV
{noig 1od kouvi] {ntelv del povoikt xpficOot Gyeddov 0O PEYAANV TvaL
dvvapuy Eyel Tpog o draeOeipat v kabiepwbeioay yopeiov Emkaiodoa
apyonotta). In Egypt, at least, it does not seem to have been able to
destroy it: quite the contrary»”.

Plato restates here that the appreciation of koAt oyrjuata and KoAd péln is also a
question of training, as the Egyptians, who prescribed that the young men in each city
must become practised in good postures and good melodies, had already understood a
long time ago. Of course, it is also evident that musical paideia not only should
commence very early, in order to let the process of unconscious assimilation of
goodness gradually develop, but should also be maintained for adult people: hence the
need to fix ‘by law’ the preservation of traditional music and dance, here described as
kabiepwbeica yopeia (that is, as ‘sanctified choric art’, hence deeply rooted in the
established ritual system), which has the added value of possessing a ‘natural
correctness’ (thv 0pOOTNTO PUGEL) .

But, apart from remarking once again the importance of a traditional religious setting
for the most desirable social and political order, here Plato reintroduces a notion which

will become essential to his discussion of the musical kalon and its criteria of judgment:

% Laws 656d-657b (transl. Barker).
3 Again it is clear how much a religious orientation informs what Plato has to say about music.



the notion of mousikes orthotes.

The first mention of such a concept was in Book 1 (642a), in the already quoted
passage which connected drunkenness with the proper education of the young through
music’. Musical correctness was then introduced again in Book 2 within the discussion
concerning the pleasure afforded to the soul by music, which — according to Plato —
cannot be identified with the povoikiic 6pH6TNG, as most people instead seem think
(even if the reason for this misunderstanding is to be identified just with the pleasure

indissolubly linked to the appreciation of musical goodness):

«Yet most people certainly say that musical correctness (pLovoiktig
0pBdtTar) consists in the power to provide pleasure for the soul (v 1éoviv
Taig yoyoic mopiovcav dvvapuy). But that assertion is intolerable and
cannot even be uttered without blasphemy. It is more likely that what leads
us astray is this [...] »".

Its relevance to the topic of musical goodness is thus reaffirmed in the passage we are
dealing with, which has the explicit function of shifting the discourse to the importance
of the assessment of such ‘correctness’: «if one could somehow grasp (€Aeiv) the nature
of correctness in melodies, one ought boldly to bring them under law and regulation [...]
»°. After having done this — Plato says — pleasure and pain, through their constant
pursuit of novelties in music, will turn out to have little power to destroy the benefits of
traditional holy music.

Despite the importance of such a concept, however, the question of its evaluation is
not immediately undertaken. Its treatment, instead, is postponed to that part of Book 2
which is more explicitly concerned with the three criteria of judgment about 10 xaAov
(from Laws 667b onwards): pleasure (hédoné), correctness (orthotés) and ethical utility
(ophelia). More precisely, correctness turns out to be the ‘second’ among the three
qualifications that «anyone who is to judge intelligently» (tov péAhovta Eugpova
kpurnv €oecBar) must have: firstly, he must know «what» the original of such imitation

is (6 t¢ €éo11); secondly, whether that particular representation is made «correctly» (cg

* Laws 642a (transl. Bury): «the fact is that the right ordering of this [i.e. the matter of drunkenness] could
never be treated adequately and clearly in our discourse apart from rightness in music (vev HOLGIKTG
0pBOT™TOG)».

> Laws 655d (transl. Barker).

% Laws 657b (transl. Barker).



opOdc ipyaoton); thirdly, whether it is made «well» (¢ &d gipyootar)’. I am not going
to deal with that part of the text, but it is worth at least anticipating that, for Plato, we
obtain ‘correctness’ in music only when its constituents are ‘appropriate’ (mtpocrkovta,),
that is, when its technical elements are opportunely selected (éxAéyecBat) and used
during the performance, in order both to let the elders (i.e. the previously mentioned
members of the Chorus of Dionysus) gain ‘enjoyment’ (fjdmvtot) from their songs and
to make them attract the younger men towards noble manners (70&v xpnot@v)®. That is
to say: if a musical composition is ‘correct’, all the elements of its ensemble have to be
consistent with one another and need to fit into that particular genre. Thanks to this,
such a music will enable the elders (who are responsible for the control of education) to

‘enchant’ the young and to instill virtue in them’.

Public performances and musical judgment

Let’s now go back to the passage we were dealing with: Laws 656d-657b. The occasion
for the digression (which seems to be a constant stylistic feature of this late Platonic

work) is provided at 657¢ in an argument propounded by the Athenian Stranger:

«Do we then boldly state that correct procedure in music, and in recreation
involving choric activity (tnVv Tf] LOVCIKT] Ko T} Toudld HeTd yopeiag ypeiov
dpOnv eivan), is something like this: we enjoy ourselves (yaipopev) when
we think that we are flourishing, and we think that we are flourishing
whenever we enjoy ourselves? Isn’t that so?»'°.

The ‘correct procedure’ to do with music (mousiké) and play (paidia), in connection
with choreia, will actually be described at length only in the following sentence, but its
announcement has the purpose of introducing once again the notion of ‘enjoyment’,
which will be discussed hereafter as a possible criterion of musical judgment for public

performances. Instead of correctness, then, the author returns here to the theme of

7 Laws 669a-b.

¥ Laws 670c ff.

? Plato also adds that, for people charged with such a responsibility, it is essential «to distinguish in
outline what are suitable songs (mpemovcac @dag) for men and women respectively» and «match them
appropriately (mpocapudttew) to harmoniai and rhythms. For it would be dreadful for singing to be
wrong in its entire harmonia, or thythm in its entire rhythm, if he assigned harmoniai and rhythms that
were quite unsuitable (undev mpooniovta) for the songs. Hence it is necessary to lay down at least the
outlines of these by law as well» (Laws 802e, transl. Barker).

' Laws 657¢ (transl. Barker).



‘pleasure’, nevertheless definitely shifting the discussion from the identification of what
is kalon in music (which he had explained by means of the mimetic theory) to the

question of how we are to judge it:

Ath. «[657d] And in such a condition, one of enjoyment, we cannot keep
still?».

Clin. «That is so».

Ath. «Now isn’t it true that those of us who are young are prepared to perform
in choruses themselves, while those of us who are older think of ourselves
as suitably occupied in watching them, enjoying their games and festivities
(xaipovteg T ékelvav Toudud e Kai Eoptacet)? For our nimbleness has
now left us, and it is our nostalgic longing for it that makes us set up
contests for those who can best arouse us, in our memory, into
youthfulness».

Clin. «Quite truey.

Ath.  «Should we then refrain from treating as entirely futile what most people
say [657e] about those engaged in festivities — that the one who gives us
the most delight and enjoyment should be thought most skilful and judged
the winner? For since we give ourselves up to recreation on these
occasions, we should give the greatest honour, and the prize of victory, as I
said just now, to the one who gives the most pleasure to the greatest
number of people. [658a] Isn’t this thesis correct, and wouldn’t things be
rightly done if they were done in this way?»''

The discussion on pleasure as a criterion of judgment occupies a couple of pages in this
section of the Laws, from 658e to 659¢. The author starts by referring to the most
common opinion among the audiences of contemporary performances, according to
which the highest honour and the prize of victory should be awarded to the performer
who affords the greatest enjoyment to the greatest number of people. Then, he proceeds
to demonstrate his thesis through a reductio ad absurdum, arguing that if someone
organizes a competition without qualifying or limiting it to gymnastic, musical or
equestrian sports, assembles the whole population of the polis and offers a prize to the
competitor who gives the greatest amusement to the spectators, the verdict will of
course not be objective, but will depend on who is going to judge. As a consequence, if
the tiniest children are to be the judges, for instance, they will award the prize to the
showman of puppets (a fact which is obviously absurd — from the point of view of the
speaker — within a competition which includes also rhapsodic, kitharodic and tragic

performances!). This leads Plato to the main point of his argument here, that is, to

" Laws 657d-658a (transl. Barker).



demonstrate that pleasure may well be a criterion for judging musical goodness.
Nevertheless it can’t be the pleasure of any chance person, but — rather — the pleasure of
old and wise men. So the judges in musical contests must resist the applause of the

masses and try to teach them what is right:

«Even I agree with the majority to the extent of saying that music should be
judged by the criterion of pleasure, but not just anyone’s pleasure. I would
say that the best music is probably that which delights the best people, those
who are fully educated (§xeivnv givor Modoav koAAiotny fiTig Tovg
BeAtioToug kai ikavdg memadevpévoug tépmet), and especially [659a] that
which delights the one man who is outstanding in excellence and education
(tov apeti) te kol modeiq dapépovta). That is why we say that judges of
these matters need to be good men, in that they need to possess moral
wisdom of all kinds, but courage especially. A true judge should not take
instruction from the audience and his own lack of education; nor should he
knowingly perjure himself, under the influence of cowardice or timidity,
and give his judgment insincerely, through the very mouth with which
[659D] he called upon the gods when he was setting out as an adjudicator.
For the judge takes his seat, or properly should, as a teacher, not a pupil of
the spectators (o0 yap pabntng dAAL d10ackaAog [...] BeatdV), and as one
who will stand up against those who offer the spectator pleasure in a
unfitting or incorrect way (toig Tiv 100vIV U1 TPoonKOVTOS Unde OpBdg
amodidodot Beataic). For under the ancient Hellenic laws it was not
permitted to follow what is the present custom in Sicily and Italy, by which
responsibility is given to the mass of spectators, and the winner is decided
by show of hands: this practice has corrupted the composers themselves,
[659c¢] since by composing for the depraved pleasure of the judges they have
made the spectators their own teachers, and it has corrupted the pleasures of
the audience too. For they ought always to be listening to things that are
better than their own characters, and so improve their standard of pleasure,
wherelzzls exactly the opposite happens to them as a result of what they do
now» .

So, it results clear that all the previous reasoning of the Athenian Stranger was designed
to identify the people who have to judge the musical kalon, that is, the chorus of elders.
These people, if appropriately trained and educated, will then become arbiters of both
‘aesthetic’ and ‘moral’ taste in the citizens community. The Athenian concludes by

saying:

«It seems to me that this is the third or fourth time that the argument [659d]
has come round to the same place, to the thesis that education consists in

12 Laws 658¢-659c¢ (transl. Barker).



drawing and leading children towards what the law says is correct (6p00g),
and is agreed to be correct in fact by the best and oldest, as a result of their
experience (Toig émekeoTdtolg Kol mpesPfutdrolg ot Eumeipiov
ovvdedoypévov o¢ dvtmc 0pBog atwv). So in order that the child’s soul
should not become habituated to enjoying and disliking things in defiance of
the law and those who obey the law, but should follow it, enjoying and

disliking the same things as an old man does, [659¢] for these purposes

there exists what we call songs (8¢ ®ddg kaloduev) |...] .

The identification of the judges with the oldest and wisest men will be more explicitly
connected with the Chorus of Dionysus only later on (664b ft.), in a passage which
many scholars have related to what we know of the Spartan choral tradition. See a
passage in Plutarch’s Lycurgus, from which we know that three choirs — corresponding

to the three ages: paides, akmazontes and gerontes — performed at Spartan festivals:

«They had three choirs at their festivals, corresponding to the three ages,
and the choir of old men (6 pev T®v yepdvtwv) would sing first: “We once
did deeds of prowess and were strong young men”. Then the choir of young
men (0 6¢ T®V axkpoalovimv) would respond: “We are so now, and if you
wish, behold and see”. And then the third choir, that of the boys (6 6¢ Tpitog
0 TV 7E40Li80)v), would sing: “We shall be sometime mightier men by far than
both”» ™.

In much the same way, the Athenian (in Laws 664b-d) identifies three choruses: 1) the
chorus of the Muses, which is composed of children (neoi); 2) the chorus of those up to
thirty years old, which is called the chorus of Apollo Paian; 3) the chorus of those
between the ages of thirty and sixty, that is, the chorus of Dionysus, composed by 10
dprotov g mOAewg, that is, by «the most trustworthy of those in the city by virtue of
both age and wisdom (MAwciong te kol Ao ppovicesty mhavmTaTov OV TOV &V Th
noke)»' . These people, by singing the best things (té kéAota), are able to produce
the greatest good (péywot’ [....] dyaBd) in the polis, since they possess «the highest
capacity for the best and most beneficial songs (0 kvpidTaToV GV €l TAOV KOAAGTOV TE
Kol dpeMpotatmy Gddv)» . However — the Athenian goes on at 665¢-666a — since in

becoming older everyone loses the confidence to sing songs, and enjoys it less because

1 Laws 659c¢-d (transl. Barker).

4 Plut. Lyc. 21.2 (transl. B. Perrin, The Loeb Classical Library, Plutarch, Lives, vol. I: Theseus and
Romulus. Lycurgus and Numa. Solon and Publicola, Cambridge, Mass./London 1914).

'S Laws 665d (transl. Barker).

' Laws 665d-666¢ (transl. Barker). Let’s notice here the mingling, which will become clearer later, of the
notions of kdAAog and ®@érela



of shyness, they will be encouraged to be enthusiastic about singing by that «medicine
which fights against the crustiness of old age (énikovpov Tiig T0D YHP®G aGTNPOTNTOG
[...] pbpurakov)», that is, by wine. Through it, «everyone whose disposition has been
changed in this way will be more enthusiastic and less diffident about singing songs
(88€w) or ‘incantations’ (£n@dewv), as we have often called them»'’. As I said yesterday,
this cathartic usage of wine and controlled drunkenness may be interpreted as intimately
connected with both the religious setting of the dialogue and the Platonic assessment of
irrational emotions as beneficial and necessary (when opportunely held in check) for the
human soul. The power of wine to instill aidos, on which Plato had started to reflect at

the end of Book 118, finds here its definitive connection with musical education.

In the last part of Book 2, Plato will focus his reasoning on the identification of the
most important criteria of musical judgment for the elders, so that they may be able to
select (and perform) the best and most beneficial songs for the city. In order to do this,
he will take up some of the themes he has dealt with previously (even if not
exhaustively), that is, the notions of musical ‘pleasure’ and ‘correctness’, blending them
together and extending the talk to include an enquiry on justice, happiness and pleasure

as inseparable ingredients of human life.

Plato and the Anthropology of Dance

Before dealing with the view expressed by the author at 663a-b, where the Athenian
asserts his own complete faith that justice, happiness and pleasure coincide (an
important passage, in so far it provides the theoretical basis for the subsequent treatment
of the three criteria of musical judgment), I would like to go back for a moment to a

short and neglected passage:

Ath.  «Do we then boldly state that correct procedure in music, and in recreation
involving choric activity (tnVv Tfj LOVOIKT] Ko Tf] Tod1d HETO YOPEing
ypeiov OpONV eivar), is something like this: we enjoy ourselves (yaipmpev)
when we thank that we are flourishing, and we think that we are
flourishing whenever we enjoy ourselves? Isn’t that so?».

Clin. «Yes».

Ath.  «And in such a condition, one of enjoyment (yaipovteg), we cannot keep

7 Laws 666¢ (transl. Barker).
'8 For a prescription of wine as a means to induce aidas in the soul, see Laws 647¢-650D.



still (ovyiov oV duvaueda dyswv)?».

Clin. «That is so».

Ath.  «[657d] Now isn’t it true that those of us who are young are prepared to
perform in choruses themselves, while those of us who are older think of
ourselves as suitably occupied in watching them, enjoying their games and
festivities (yaipovteg Tfj ékelvav moadrd 1€ Kai £optacet)? For our
nimbleness has now left us, and it is our nostalgic longing for it that makes
us set up contests for those who can best arouse us, in our memory, into
youthfulness» '’

This passage is clearly connected with the previous statement at 653d-e, where the
author had said that «virtually every young creature is incapable of keeping still with
either its body or its voice (T0ig T€ GOUACT Kal TAIG PmVAIg ovyiay dysv ov dHvachar),
but is always trying to move and make sounds, leaping and skipping as though dancing
and sporting with pleasure (otov dpyovpevo. ped’ Ndoviig kol tposrailovra), and
uttering noises of every kind»*’. While in that passage the consequences of such an
assumption were the remark on the uniqueness of human beings in perceiving
rhythmically ordered movements, and the interpretation of the establishment of choral
performances as a key moment in the passage from a ‘natural’ towards a ‘cultural’
dimension in human life (thanks to the discipline exercised by choreia on the most
irrational impulses of human beings), here Plato restates the ‘naturalness’ of movement
for the young, and the importance of such a naturalness for understanding the beneficial
effect of choral activity on them. This ‘anthropological’ perspective furnishes a further
element to reinforce the Platonic (and, more generally, Greek) belief in the psychagogic
power of choreia, which has the power to discipline not only the souls, but also the
bodies of those who perform it (cf. 655b: yoyiic fj odparoc)*'. Dance as such will in
fact be discussed more in detail in Book 7, where Plato’s account on choreia will focus
on serious (spoudaiai) dances, among which he will identify two main kinds: the
warlike or pyrrhic dance, and the peaceful dance, by him called emmeleia, both

analyzed according to the mimetic theory**. But, once again, Book 2 seems to give a

" Laws 657c-d (transl. Barker).

2% Transl. Barker.

I See also Laws 656a: [...] kwveicbot 1 cdpott.

2 The warlike dance (Tolepikn or moppiyn) represents «the motion of fighting, and that of fair bodies and
brave souls engaged in violent effort», while the peaceful one (gipnvikn), the emmeleia, represents «the
motion of a temperate soul living in a state of prosperity and moderate pleasures» (Laws 814e, transl.
Shorey). Both dances, again, need to be disciplined and regulated by very strict rules, as is clearly stated
in Laws 817e: «Let such, then, be the customs (£6n) ordained to go with the laws regarding all choristry



sort of ‘theoretical’ introduction to topics more fully discussed elsewhere in the
dialogue.

Here, however, Plato makes also another interesting observation. He says that, if the
young enjoy dancing for several reasons (their natural tendency to move, the beneficial
effect of the dance on their souls and bodies, their pride in being part of a festivity in
honour of the gods, and so on), the elders believe that they are more suitably occupied
in ‘watching’ such an activity, because they can still enjoy themselves by observing it.
The reference to the elders’ nostalgic longing for their lost nimbleness (10 [....]
EMappoOV [ ....] 0 moBodvteg kol domalopevor) of course recalls to our mind literary
themes developed by some great lyric poets of the archaic tradition. But by identifying
such feelings with the origin of musical contests in Greek society, Plato clearly explains
also how, for the Greeks, the educational processes connected with the dance don’t run
out with the act of dancing itself. The importance of musical education and performance
lasts even in older age, even if it has to be adapted to the new needs of a different stage

in life.

The ‘Order’ (taxis) of Rhythmoi and Harmoniai

A third resumption of the theme concerning the natural tendency of the young to
movements may be found at Laws 664e-665a. This interesting passage introduces what,
I think, is among the first properly ‘technical’ definitions of riythmos and harmonia in

ancient sources:

«We said, if you recall, at the beginning at our discussion, that the nature of
all young things is fiery, and is therefore incapable of keeping still with
either its body or its voice (jovyiov ovy ofo T€ dysv oUTe KOt TO GO
oVte kaTd TV POV €1n), but is continually calling out and leaping about in
a disorderly way (dtdxtmc); and that while none of the other animals attains
a perception of order in these two things, the nature of man alone does
possess this. The name for [665a] order in movement is rthythm (tf] o1 t#ig
Kivioemg TaEet puBpog dvopa €in), and order of the voice, where high and
low are mixed together at once, is given the name harmonia (tf] 8¢ o tfig
QoVvig, ToD 1€ 6EE0G Ao Kol Bapéog cuyKepavvLLEVOY, aprovia dvopa
mpocayopevolro), while the combination of the two is called choreia |...]

and the learning thereof (mepi micav yopeiav kai padnow todtwv), keeping distinct those for slaves and
those for masters (ywpig pév td T®V 60VAMVY, YOpig 6¢ Ta TV deomotdV), if you agree» (transl. Shorey).



»2.

In the Platonic definition, both rhythm and harmonia are connected with the notion of
‘order’ (taxis). Rhythm is «order in movement» (since «rhythm occurs — Aristoxenus
will say some years later — when the division of chronoi takes on some particular
arrangement, taxis»24). Harmonia, instead, is «order of the voice», since a scale (if
‘musical’, Aristoxenus would say) displays a well-arranged mixture of high and low
sounds™.

What is interesting to notice is that, while here the combination of the two is said to be
the choreia (specifically described, in a previous passage of the Laws, as consisting of
dpynotc and @dM)*°, in Republic Book 3 the union of words, harmonia and rhythm turns
out to be the melos: «you can take this first step, and say that song is put together out of
three things, words, harmonia, and rhythm»*’. In the passage quoted in my previous
lecture®®, by contrast, melos was very carefully distinguished by the philosopher from
the broader abstract term harmonia, that is, it was used as a more ‘practical’ term
referring to the specific sequence of pitches used in some particular musical
composition. The description of harmonia and rhythmos we tind here in the Laws is
very similar to the usage of the same terms in a passage of the Philebus, in which Plato
displays a rather accurate and wide range of technical terms in the specifically musical

field (even if the purpose of the passage is anything but musical):

«But suppose, my good friend, that you grasp the number and [17d] the
qualities of the intervals related to high and low pitch of sound, and the
boundaries of the intervals, (0 dtaotipotTo OTOCH £6TL TOV APOUOV THG
@V 6EVTNTOC TE TEPL Kol PapyTnTog, Kol 0ol Kol Tovg OHpove TV
dwotudtov), and the numbers of systemata that have arisen out of them.
These systémata were identified by people in the past, and they handed

2 Laws 664e-665a (transl. Barker).

* Aristox. Rhythm. 2.7 (transl. Pearson). For a similar definition, see the Pseudo-Aristotelian Problems
19.38 (transl. Barker): «rhythm [....] is characterized by a recognisable and orderly number, and moves us
in an orderly way».

5 Aristox. Harm. 18.16 ff., p. 23.16 ff. Da Rios (transl. Barker): «But harmonically attuned melody (to
npuocpévov néhog) must not only consist of intervals and notes: it demands also a way of putting them
together which is of a special kind, and not haphazard, since it is plain that the property of being
constituted out of intervals and notes is of a wider scope, belonging also to that which is harmonically ill-
attuned (t@® avappocTO)»

*® Laws 654b (transl. Barker): «The choric art as a whole consists of dance (8pynoic) and song (G319)».

" Resp. 398c-d (transl. Barker): mpdtov pév 08¢ ikavide £xeic Aéyswv, 811 10 pélog €K TPIOY £0TIV
cvykeipevov, Adyov te kol appoviag kol poopod.

% Laws 655a.



down to us, their successors, the practice of calling them harmoniai (T €x
100 TV 860 GLCTHHATO YEYOVEVE KATIOOVTES 01 TPOGOeV Tapédocay MUl
TOIG EMOUEVOLS EKEIVOLS KaAETY adTa Gppoviag); and in the movements of the
body they identified other, similar inherent features which, they say, we
must measure by numbers, and call thythms and measures (&v 1€ Taig
KWHGESV av 10D 6MUTOG ETepo. TotadTa EvovTa mhon yryvoueva, & 61 dt”
apOu®dY petpndévio Ssiv ad oot puduode kai pétpa émovopdlev), while
being aware that this is how we should investigate every one and many. For
when you grasp them in this way, [17e] then it is that you have become an
expert (16te £yévov copog); and when you have grasped any other one by
investigating it in this way, you have by so doing understood it. But the
indefinite plurality inherent in any kind of thing makes you, in each case,

indefinite in your understanding, not numbered among persons of repute,

. . . . 29
since you have never turned your attention to number in anything» ™.

Here we may find many technical terms which the subsequent theory will confirm as

the standard musical terminology of technical treatises, widely and consistently
employed from the fourth century BC onwards. Firstly, intervals are said to be
diastémata, that is, musical ‘distances’ in space; they circumscribe the musical pitch
continuum through ‘boundaries’ (6pot), as will be clearly stated also by Aristoxenus in
his Elementa Harmonica. Concerning the number and the qualities of intervals (Ondca
[...] xoi 6moia), let’s remember that, according to Aristoxenus, diastémata may be
classified according to their ‘size’ (megethos), in respect of their being concordant
(symphona) and discordant (diaphona), composite (syntheta) and incomposite
(asyntheta), rational (rheta) and irrational (aloga) and in respect of genus (genos). The
‘qualities’ of intervals may, perhaps, refer to their ‘character’ (éthos), as may be inferred
from what is stated by Aristides Quintilianus many centuries later: «The harmoniai», he
says, «resemble either the intervals which are commonest in them, or the notes that
bound them: and the notes in turn resemble the movements of the soul [...] it is through
similarity that the notes both instil a character previously absent, in children and in older
people too, and draw out a character that lay hidden within»™°. Scales are said to be
systémata, that is, ‘combinations of diastémata’. It is clear that in Plato’s time, such a
term had already replaced the older notion of harmonia, even if the conceptual frame of
all these metaphors concerning the musical ‘space’ will be explicitly developed only in

the second part of the century by Aristoxenus. Furthermore, the concepts of rhythm and

% Phileb. 17c-e (transl. Barker).
30 Arist. Quint. De mus. 2.14, p. 80.23 ff. W.-L. (transl. Barker).



meter are appropriately separated”’.

Plato, then, looks very well aware of the development of technical terminology and
concepts in the theoretical musical discussions contemporary with him, and his
approach to more technical details (though not fully developed, due to his lack of

interest in the topic in itself) looks quite consistent in all his writings.

Justice, Happiness and Pleasure: The Theoretical Basis for the Criteria of Musical
Judgment
Let’s go back to the Laws. At 663a-b, the Athenian asserts his own complete faith that

justice, happiness and pleasure coincide:

«So then the teaching which refuses to separate the pleasant (1160) from the
just (dikawov), good (ayaB6v) and beautiful (kaddv) helps, if nothing else, to
induce a man to live the holy and just life, so that any doctrine which denies
this truth is, in the eyes of the lawgiver, most shameful and most hateful; for
no one would voluntarily consent to be induced to commit an act, unless it
involves as its consequence more pleasure than pain»>~.

This statement (introduced by a rather long argument, which runs from 662c to 663a, at

the end of which he concludes that the just life must be the most pleasant, since the two
are inseparable)™ stands as the theoretical basis for a clearer understanding of the
following reasoning concerning the three mentioned criteria of musical judgment,
confirming a recurrent procedure within this Platonic treatise (according to which its
author tends to give in advance theoretical ‘preliminaries’ to topics more fully discussed
further on in the dialogue). Again, it is clear how, for the late Plato, the notion of
pleasure (when ‘correctly’ disciplined) was strictly interwoven with the notion of ethical
utility. In the Laws, the young’s souls must be persuaded (meiBev tag 1OV vE®V Yuydc)
and not obliged to follow what would do most good to the State (ti meicog péyiotov

dyaov EpyGoarto Gv motv)*, and the duty of the whole State is to charm itself

3! For a similar terminological and conceptual distinction, see Aristoph. Clouds 635 ff.: [...] métepov mepi
pETP@V T TEPl EX®V T} pLOU®V;

32 Laws 663a-b (transl. Bury, adapted).

33 Laws 662d (transl. Bury): «Is the most just life the most pleasant: or are there two lives, of which the
one is most pleasant, the other most just?».

3% Laws 664a (transl. Bury): «Here, indeed, the lawgiver has a notable example of how he can, if he tries,
persuade the souls of the young of anything, so that the only question he has to consider in his inventing
is what would do most good to the State, if it were believed; and then he must devise all possible means
to ensure that the whole of the community constantly, so long as they live, use exactly the same language,
so far as possible, about these matters, alike in their songs, their tales, and their discourses.



unceasingly with incantations:

«That every adult and child, free and slave, female and male, and the city as
a whole, must sing incantations to itself of the sorts we have described,
without ceasing (6An th) TOAEL OANV TNV TOAY aOTV aOTH ETddovcay Ui
nmovecstal mote tadta 6 doteAnAvbapuev); and that these should be continually
altered, providing variety of every kind, so that the singers have an
insatiable appetite for the hymns, and enjoy them»™".

Let’s note here the recommendation of ‘variety’, which is a new remark. Of course it
has to be understood as a variety within the fixed norms governing the different musical
forms appropriate to each god, and to each of the festivals which are assigned to

specified days in the year. This is clearly stated in Book 7:

«First, they [i.e., the lawgiver and the law-warden] should determine the
festivals (tag €optdc), putting together for the year a list of which festivals
should be held at which times, in honour of which individual gods, which
children of the gods, and which demi-gods. Next they should determine
which song ought to be sung at each of the sacrifices to the gods (i T0ig
TV Bedv Bdpacy EKaoTolg v MOV Ot Epuuveicbat), and what sort of
dancing should adorn the various sacrifices (kai yopeioig moioacty yepaipewv
v tote Bvoiav). These ordinances should first be made by certain persons;
and then all the people should join in common sacrifice to dedicate them to
the Fates and to all the other gods, consecrating each of the songs, with a
libation, to the appropriate gods and other beings_(cnévoovtag Kabiepodv
EKAOTOG TG MOAG EKAoTOLG TMV Be®dV Kol TV AAAwV). If anyone brings
forward other hymns or dances beyond these for any of the gods, the priests
and priestesses, with the guardians of the laws (petd vopopuidkmv), will be
acting with both religious and legal propriety in excluding him; and the man
who is excluded, if he does not accept his exclusion voluntarily, will be
liable for the whole of his life to prosecution for impiety (doefeiag) by
anyone who wishes»’’.

In the next lecture we will hear which is (or ought to be) «the best kind of song» (1
koAMiotn @&1)°” that those in charge of such a duty should sing (that is to say, ‘the
law’), and the criteria by which they may judge its ‘appropriateness’ for safeguarding

the State.

3% Laws 665c¢ (transl. Barker).

3% Laws 799a-b (transl. Barker).

37 Laws 666d-e (transl. Barker): « [...] the truth is that you have had no experience of the best kind of
song (tfig koAliotng ®oTic). For your constitution is that of an army rather than that of townsmen [...] ».



Third seminar: Laws 667b5-671a4

Andrew Barker (University of Birmingham)

Part 1: 667b5-668¢3

This is an extremely intricate stretch of argument, and substantial parts of it need to be
examined in some detail. We need to be clear from the start about the nature of the
project that the passage is tackling. Its purpose is not to establish what kinds of music
are worthwhile, like other familiar passages in Plato, but to discover the qualifications
that a reliable judge of music will need if he is to identify the best music, g
xalAigTy (667b2), and how he is to do it. It is about the means and methods that will

underpin sound musical judgement, not — or not primarily — about its conclusions.

What the Athenian says in his speeches at 667b5-c7' amounts to something like this.
Suppose there is something, no matter what, which has the attribute of charis — let’s
translate it as ‘delightfulness’. The most worthwhile (spoudaiotaton) feature of
anything like that, he asserts, must either be the charis itself, or the thing’s orthotés,
‘correctness’, or its ophelia, that is, the benefit it brings us. Food and drink, for
instance, are things that delight us; they have charis ‘which we call hédoné’,
‘pleasure’; but what we call its orthotés and ophelia, its ‘correctness and usefulness’ —
i.e. its health-giving quality — is what we always say is its orthotaton feature. Again,
learning has its own kind of delightfulness; it possesses charis (which again is
identified with hédoné), but what produces its orthotes and ophelia and to eu and to
kalos is truth. That is, it will be correct and useful and good and fine if and only if

what is learned is true. I want to make three brief comments on this passage.

(a) At the outset there are three apparently different criteria, but in both these
examples two of them, orthotés and ophelia, seem to be bundled together; and in the
second example they are tied up with two other features as well — though probably o

eu and to kalos are just two ways of referring to the same thing. In at least some

' Otkolv npétov piv 3¢l 168 ve Vmdpyev dmaoty dooic copmapénetai Tig xapic, §j ToUTo avTd Lovov
avTol 10 omovdadTaTov sivar, 1 Tva 6pBoTNTO, T TO TPiTOV WPEMY; olov 81) Aéyw E3mdT pEv Kol
nooeL kal cuumaot) TPoef] mapénecBat pév v yépuw, fiv 1doviv &v mpoceinoyev: fjv (c) d& dpboTTA
& Kol @eMav, STep VYIEWVOV TRV TPOGOEPOUEVOY AEYOpEY EKAGTOTE, TOUT” aVTd slvan év oTolg Kol
10 6pOoTOUTOV.



cases, then, orthotés and ophelia are inseparably connected — whatever possesses the
former produces the latter — and in some cases the same quality that produces them
also produces the highest of all possible values, indicated by the phrase fo eu kai to
kalos. But nothing like that is said of charis — there’s no suggestion that what
produces it can bring with it anything else such as orthotés or ophelia, let alone
excellence and beauty. It looks as if the other two features are being surreptitiously

promoted, without argument, to a higher level of value than charis.

(b) We may get the same impression from 667¢3, where something odd is being done
with the concept of orthotés. Initially, at 667b5-7, it was just one of three features
which may be valued, but here the notion of ‘correctness’ is being used as an overall
assessment which trumps all others, as if being orthotaton is equivalent to being
spoudaiotaton. What I mean is that we started with three different criteria or scales of
value on which things can be judged; they can be judged for their delightfulness, their
correctness or their usefulness. But now the Athenian refers to the ‘most correct’ of
the thing’s features as if it were the only one that mattered. There would be nothing
wrong with that if ‘most correct’ were just a synonym for ‘most important’, but in the
context it implies much more than that. In effect he is insinuating (as we’ll see more
clearly as we go along) that the ‘correct’ way of judging must be one that focuses on a
thing’s correctness, to the exclusion of other criteria such as charis; and so far he has
offered no argument to support this position. We set out to enquire which of the
three features should take precedence, but this way of putting it begs the question in

favour of orthoteés.

(c) When the Athenian mentions charis, he makes a point of saying (twice here,
several times again in the next bit of text) that it’s the same thing as hedoné. Why?
Given Plato’s usual low opinion of #édone, we might suspect that it’s another device
for pushing charis to the bottom of the list of values. If that’s right, it seems a fairly
underhand way of making a contentious point, since charis is typically a much more
elevated kind of delightfulness than hédoné. 1t is associated above all with a delicate
kind of beauty, the bloom of youth or a lovely flower, for instance, and it’s the

defining quality of the divine Charites, the ‘Graces’. Bonny MacLachlan wrote a



whole book about it.” Plato is already a bit out of line with normal usage in
attributing charis to things we stuff in our mouths — not just the luxuries of high-class
cuisine but sympaséi trophei, ‘every sort of food” — which again seems to downgrade
charis to a vulgar and grubby level of evaluation, the realm of mere sensual hédoné.
But if that is what Plato is up to, why does he bother? Why does he mention charis at
all? Why not just talk about hédoné throughout? We may get some sort of answer to

this question in the next part of the passage.

At 667c9 we move on to the technai that produce likenesses or ‘images’.3 When they
give hédoné, the Athenian says, it would be ‘most just’ to call it charis. Here we go
again, it seems, but now it’s the other way round. In these cases, but apparently not in
the first group, what we have is a hédoné that should rightly be called charis, rather
than a charis which we normally call hédone. 1 suspect that this remark answers my
question about why Plato introduced charis in the first place. The most prominent of
the technai that produce likenesses are of course what we call the ‘fine arts’, and one
might reasonably object to someone treating the kind of pleasure they give on the
same footing as the kind given by a plate of sausages and chips. The distinction could
well be made by saying that the food gives hédoné and the work of art produces
charis. The Athenian is introducing a discussion of music; he knows that charis is
thought of as one of its special features, and that if he talked just about hédoné he
might have to face the objection that what music gives is not hédoné at all, but charis.
He seems to be doing his best to head off such attacks by confusing any distinction
there may be between the concepts in advance, deflecting any opposition by what

looks like rhetorical trickery rather than cogent argument.

The next point he makes (667d5) is that the orthotés of any work of this sort isn’t a
product of the hédoné it gives. What makes it ‘correct’ is something like the
‘equality’ of its dimensions and qualities with those of the object it represents. To
that, I guess, we can say ‘fair enough’, so long as we notice that we are talking about

its correctness only in so far as it is considered as a likeness, and not under any other

2 : . .
Bonnie MacLachlan, The Age of Grace: Charis in Early Greek Poetry, Princeton NJ 1993.
3 AG. Ti 82 tij iV dpoinv épyasia Soon téyvan sikactikai; &p’ ok, &v ToiT0 éepydlovTat, T piv
Nooviv &v avTolg yiyveohot Tapendpuevov, Qv yiyvntat, xapv avto Sikaldtatov av i TpocayopeveLy;
KA. Nat.



aspect. There may be other ways in which a piece of representational art can be
‘correct’; in some periods of history, for instance, the ‘correct’ kind of statue
depicting a monarch would be one that showed him as a figure of dignified grandeur,
and definitely not as the pudgy little fat man he may really have been. Oliver
Cromwell is famously supposed to have demanded that his portrait be painted ‘warts
and all’, precisely because that was not what most rulers of the time would have
thought appropriate or ‘correct’. Again, a piece of classical music may be a complete
failure in its attempt to represent a thunder-storm, but may still be ‘correct’ in the
sense that its harmonic progressions and other such manoeuvres are technically
flawless. I don’t mean these remarks as a criticism of Plato, or not yet, but they point
to something we should bear in mind. When we call something ‘correct’ we always
mean that it is correct by some particular criterion; and if we are going to insist that in
the case of a mimésis its faithfulness to the original is the only kind of correctness that

matters, we shall need some higher-level argument to prove it.

Let’s turn to the next step, at 667d9. * What we’re told here, apparently as an
inference from what has been said before, is that the only things that can ‘correctly’
be judged by the criterion of hédoné are those that give neither ophelia nor truth nor
likeness, and also do no harm; all they produce is ‘the thing that goes along together
with the others’, hédoné, ‘which one might most beautifully name as charis’. Plato is
obviously up to his old tricks with hédoné and charis; here he is being graciously (or
perhaps sarcastically) concessive: ‘what I’m talking about is dismal and decadent
hédone, but by all means give it its pretty name charis, if you like’. That’s nothing
new, but the breath-taking impudence of his main contention is enough to make

what’s left of my hair stand on end.

What seems outrageous is the assertion that hédoné or charis is only a relevant
criterion of something’s value if the thing in question doesn’t produce any of the other

effects listed; not only must it do no harm, but it mustn’t do anything useful or convey

* A®. OVKobv idovi] Kpivort” &v povov éketvo dpOde, d pite TV Geriov pte dAdetay pite
opodTTO. dmepyalopuevov mopéyetat, umd’ o ve PAAPNV, dAL’ avtol TovTov pdvov Eveka yiyvotto
10U GLUTOPETOUEVOL TOTG AANOLS, TTS YGptTog, )V O] KEAMOTA TIG dvopdoat v 1)doviv, Gtav pundev
a¥T]] ToVTOV £TaKOAOVOT;

KA. ABrafij Aéyeig ndoviv povov.



any truth; it mustn’t even be a ‘likeness’ of anything. Why on earth not? Why
shouldn’t we value an accurate picture of someone for the pleasure it brings us rather
than just for its accuracy, or an old clock for the enjoyment we get from its intricate
design, even though it is also useful for telling the time? If a poem or a novel conveys
something true about the human condition, why should that mean that I’d be wrong to
value it for the pleasure [ get from reading it? Maybe Plato has reasons, but if so he
hasn’t told us what they are. All he’s done is to insinuate, and emphatically not to
argue, that hédoné or charis comes at the bottom of the list of a thing’s worthwhile
qualities; now he goes further, and asserts that if it has any other good features the

enjoyment it gives us becomes irrelevant.

He’s also still playing games with the concept of orthotés; it’s only things that
produce nothing but ~édoné that can ‘correctly’, orthos, be judged by that criterion.
From the point of view of strict logic, the ‘correctness’ of making a judgement by
certain criteria is independent of the fact that one possible criterion may be the thing’s
correctness as a representation. But as a subtlety of rhetoric it’s another neat move,
coming as it does immediately after the contention that an artefact’s correctness
cannot be judged by the pleasure it gives us. It inclines us to be persuaded that a
‘correct’ judgement cannot concern itself with pleasure if there is anything else to
think about — which is nonsense, of course, but what wonderfully ingenious nonsense!
I said that the reasoning made my hair stand on end, but I take off my hat to the

writer.

The Athenian now makes another move designed to undermine the criterion of
pleasure; these harmless pleasures, he assures us, are just paidia, ‘play’, if they don’t
do anything harmful or useful worth considering (667¢5).” I suggest that we might
reasonably retort: “Why shouldn’t we reckon the pleasure itself to be something
useful, something which lets us forget our troubles for a moment, as Hesiod says
about music,® and helps us to reconcile ourselves to the duties of our everyday lives?’

Aristotle would have understood the point;7 Plato apparently does not. And the

> AO. Nai, kol moudiéy ye glvar v adthy tonmy Aéyo tote, dtav pite T BAGmT pite HGeAf
omovdi]g fj Aoyov G&ov.
KA. AAnBéotata Aéyeic.
¢ Hesiod, Theogony 98-103.
7 See e.g. Aristotle, Politics 1342a11-28.



Athenian’s subtle insinuations haven’t finished yet. 667¢10: ‘Shouldn’t we assert, on
the basis of what we are now saying, that it is absolutely inappropriate to judge any
mimeésis, and indeed any equality, by the criterion of Aédoné and false opinion?’ — and
he goes on to reiterate the point he made at 667d5-7.* But hang on a moment; how
did false opinion come into the picture? Why should iédoné be paired with it as if the
one entailed the other? The only way of forcing them together is to suppose that in
judging a piece of representational art for the pleasure it gives us we are judging the
correctness of the likeness by the criterion of pleasure; and of course that’s not what
we’re doing at all. The Athenian has driven a final nail into the coffin of Aédoné or
charis, but he’s done so by another conjuring trick, not by anything we could call

logic.

At 668a6 we come to music itself for the first time in the passage. ‘Don’t we say that
all mousike is imagistic and mimetic?’ Cleinias seems to agree; and if you look
forward a few lines to 668b9, you’ll see that the Athenian restates the claim with extra
emphasis. ‘This is something that everyone would agree about mousiké, that all its
compositions are mimesis and apeikasia, image-making. Wouldn’t all composers and
listeners and performers chorus their agreement to that?’ ‘They certainly would,” says

Cleinias.’

This thesis is obviously needed to bring music into connection with the argument that

we’ve been looking at. But we aren’t given any reasons for believing it — except that

¥ A@.Ap’ 0lv oV micav pipmotv eaiiev &v éx 16V vOv Aeyopévav fikioto 180V Tpooikev kpivesho
Kal 36&n un (668a) dAnet—rol o kol n&oov icodtnTar 00 yap el T dokel fj pun Tig xoipetl Tw, 16 Ye
foov {oov 000¢ 10 cdppeTpov v ein cdupeTpov SAOG—AEAAG T@ GANOET TdvTmv pndAtota, fiKiota 88
0TWoUV GAAW;

KA. TTavtémoot pév odv.
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everyone does. It isn’t obvious that that’s a good reason for believing it; it certainly
isn’t the sort of reason that would have impressed the Socrates of Plato’s Crito, for
instance. But regardless of that, is it true that every composer, listener and so on in
Plato’s time would really have accepted it? The question I’m asking isn’t meant to
point a finger at Plato himself in Republic Books 2-3, where he distinguishes between
some bits of poetry that are mimetic and others that are not; he’s drawing a different
kind of distinction there, and in Republic Book 10 he sets out the position he’s
championing here and attributing to everyone, that all the arts embraced in mousiké
are just as much forms of mimésis as painting and sculpture. Just as a picture is not
the person depicted but a mimesis of them, and just as what we find in Homer’s poetry
are not the real actions but only mimeseis of them, so a piece of music represents or
‘imitates’ something that is not really there in the composition or the performance. (I
shall not try to investigate thoroughly the question of what mimésis is and how Plato
understands the concept; Eleonora Rocconi has already said a good deal about it, and

Egert P6hlmann will say more when his turn comes.)

So would every fourth-century Greek have agreed that a piece of music invariably
refers to something other than itself, something that it imitates or represents? The
answer seems to be ‘No’. Aristoxenus, for one, shows no sign of thinking of music in
that way, even in passages preserved in the Plutarchan De musica where he is dealing
with much the same issues as Plato is here; the structure of his argument and its
overall theses are so close to this passage of the Laws that he must certainly have used
it as his model."® But the concept of mimésis, which is the foundation of Plato’s
treatment, has been completely eliminated from Aristoxenus’ version. Again, there’s
a passage in one of the Aristotelian Problems which distinguishes clearly between the
mimésis inherent in the songs given to soloists in late fifth-century tragedy and other
music that is non-mimetic, including the singing of the chorus in the same tragedies
and all the music of earlier tragic compositions.'' And in the fifth century, in
Aristophanes’ Thesmophoriazousai, the pretentious composer Agathon’s talk of the
need for mimésis is held up to ridicule.'> Of course we have no idea what ordinary

people or the majority of educated people would have said on the subject; but the

10" See [Plutarch] De musica 31-36 (1142B-1144F).
""" [Aristotle] Problemata 19.15 (918b13-29), cf. 19.48 (922b10-27).
12 Aristophanes Thesm. 146-158.



Athenian’s assertion seems at best highly questionable. The view that all music is
mimesis is one on which Plato insists, but we shouldn’t let him deceive us into
believing that everyone in the world agreed with him. Nor, [ may add, does he ever
produce a cogent argument to demonstrate that it is true, not even in Book 10 of the

Republic.

Let’s go back to where we were. At 668a9 the Athenian draws the inference that
music shouldn’t be judged by the criterion of pleasure, or thought of as spoudaia,
seriously worthwhile, on account of the pleasure it gives. Here his logic is
impeccable; I’ve disputed his contentions about mimetic arts in general and his
assertion that music must be mimetic, but if we accept them the inference follows.
But the last part of this sentence is another matter: the music we should seek out as
being spoudaia is ‘the one that contains the likeness of the miméma of to kalon’,

gxelvnv v €xovoav v OpotdTTa T¢d T0U KaAoD pnpat.

Let’s get a preliminary problem out of the way first. It seems odd that the Athenian
doesn’t say ‘the likeness of to kalon’, but ‘the likeness of the miméma of to kalon’,
which must be some third item, not the music and not zo kalon itself, but another
‘imitation’ or ‘image’ which is represented, in its turn, by the music. If we are to
make sense of this form of words we have to go back again, I think, to Republic Book
10, where Plato distinguishes three levels of reality. At the highest and most real level
we have the form, something like justice or courage or beauty itself; next we have a
material object or an action which has the attribute of being just, courageous or
beautiful, and is said to be less real than the form in which it participates or of which
it is an ‘imitation’; and finally there is the work of art, which depicts or represents the
material object or the action, and is thus only an imitation of an imitation. Hector’s
actions are, perhaps, an image or miméma of the form courage, and Homer’s depiction
of his actions is a mimésis of a miméma. If this scheme is what Plato had in mind in
this passage of the Laws, it will explain his curious way of putting his point. We may
also relate it to passages in Republic Book 3, where the ultimate object of musical
mimésis is said to be the éthos of a human soul;'"* and this, if it is a thoroughly

admirable éthos, will be a miméma of to kalon. All that makes sense, or at least

13 E.g. Republic 400c7-¢3.



Platonic sense, and I don’t think we should be too puzzled by the Athenian’s form of
words. Perhaps Plato expected readers familiar with the Republic to pick up the
allusions and fill in the gaps for themselves; anyone who had not studied the earlier

text might not even have noticed the oddity of his expression.

But his remark introduces something else that the passage hasn’t prepared us for.
We’ve been told to believe that the ‘correctness’ of a mimésis consists in its accuracy
as a representation of the thing imitated; but we have not been told before that the
value of a mimésis, what makes it or does not make it spoudaia, is the nature of the
thing that is imitated. No doubt that’s a point that could be excavated from the
Republic too, but it seems debatable. Must we accept that the aesthetic or the ethical
or the socio-political value of a work of representational art depends wholly on the
excellence of the characteristic ‘imitated’ by the person or thing it represents? I don’t
see why. The Republic says so, but even if we accept Plato’s views about moral and
civic education he has a problem on his hands. Suppose that Socrates is, for Plato, an
incarnation of virtue and excellence. What sort of image of him is a painter or
sculptor supposed to produce? If it depicts his physical appearance accurately, it will
be as ugly as he was, and not at all the sort of art-work that would satisfy Plato in the
Republic; but if it sets out to represent visually the excellence he embodies, that is, his
admirable éthos, it must presumably be a visual interpretation of the notion of the
perfect human being and must ignore what he actually looks like. Then if the
miméma of virtue is the living and breathing Socrates, the painting or sculpture will
fail as an accurate mimésis of the miméma; and if the genuine miméma of virtue is not
the flesh-and-blood Socrates but the éthos of Socrates’ soul, it will be unrecognisable
as a portrait of Socrates. What is the artist supposed to do? I won’t go on about these
problems; the immediate point is only that the Athenian has smuggled in another
assumption for which he gives no justification. The value of a mimesis depends on

the value of what it represents.

If we allow all the inferences that have been offered us so far, the Athenian’s next
speech poses no new problems; we must judge pieces of music for their ‘correctness’,
the faithfulness with which they imitate the relevant object, and not on the basis of the
pleasure they give us; and ’ve already made some comments on the remarks that

follow (668b9), where he insists that all music is mimésis and likeness-making, and



asserts — confidently but questionably — that absolutely everyone will agree on this
point. After that, at 668c4, he starts to move into new territory, to examine closely the
details of the qualifications a competent judge of music must possess if his

judgements are to satisfy the guidelines that have been set out so far.

Before we turn to those issues, [ want to add something to what I’ve said about Plato’s
way of handling his topic. I’ve suggested that at a number of crucial points in the
discussion his arguments don’t add up, and that there’s a good deal of sophistical
wriggling and rhetorical skulduggery going on. I think that’s true, but I don’t want to
leave you with the impression that I think the poor old chap has lost the plot and has
lapsed into incompetent senility in his final years. Far from it; I’m full of admiration.
Even if one can poke logical holes in the reasoning, the passage we’ve been looking at
shows the hand of a literary genius, persuading us along with a subtle control of
linguistic nuance that the best poets might envy. At first sight this way of presenting a
philosopher’s thoughts seems very different from the Socratic logic-chopping of the
early dialogues and the subtly argued metaphysics of works like the Phaedo and the
Republic, and perhaps it owes more to the orators and the sophists than Plato would
have liked to admit. But we should remember that pure logic is by no means Plato’s
only instrument of persuasion at any stage of his career. In Socratic dialogues like the
Laches or the Charmides, for instance, we are seduced by his colourful
characterisations and the drama of his narratives; the Gorgias is a vivid battleground
of competing personalities and underhand rhetorical tricks, used by Socrates himself
as much as by his opponents; in Phaedo, Republic and Phaedrus Plato’s myths,
metaphors, similes and shifts in literary register play a large part in promoting the
messages he is trying to convey. The techniques he uses in this passage of the Laws
are not the same; they are quieter and less obtrusive, depending mainly on small
verbal manoeuvres and carefully placed ambiguities. But from a purely logical
perspective his arguments in all the dialogues often fall short of proof, almost always
suppress essential premises and are sometimes patently invalid; and in that respect the
Laws is no different. We should remember that Plato was not just a great
philosophical thinker but an astonishingly versatile philosophical publicist, who has
now devised yet another very effective way of presenting his thoughts to his readers,
drawing us into the landscape of his mind and enticing us to engage with its contents;

and if we begin to notice the gaps in the speakers’ reasoning and the linguistic



manoeuvres by which we’ve been lured down these paths, so much the better. Then
we shall begin to think, not just to read, and maybe we shall find ways of convincing
ourselves — which is the only kind of conviction worth having — that perhaps the old

boy was right after all.

Part 2: Laws 668c4-671a4 (temporarily omitting 669b5-6702a6).

The judge who will not make mistakes, we are told at 668c4, must know (or
‘recognise’, gignoskein), in the case of each individual composition, hoti pot’ estin —
what that composition is. This is a mysterious remark — what does ‘knowing what the
composition is’ really amount to? Perhaps we can find out by looking at what the
Athenian says next. ‘For if he does not know its ousia, what it bouletai and of what it
is really an image, he will hardly discern the correctness of the boulésis or even its

incorrectness.’'*

But this seems to make the mystery even more puzzling. Let’s deal with what looks
like a minor problem first: what is the thing whose ‘incorrectness’, harmartia, might
or might not be detected at the end of the Athenian’s speech? One would naturally
suppose that he means ‘the correctness or the incorrectness of the boulésis, but that
can’t be right; the text has hamartian autou, not autés, and the masculine or neuter
autou can’t refer to the feminine boulésis. We have to assume, I think, that it must
refer instead to the composition, the poiéma, so that the Athenian is saying that it will
be hard for someone who doesn’t know the relevant things to recognise the

correctness of the houlésis or the incorrectness of the composition.

Now let’s go back. ‘Knowing what the composition is’ seems to be glossed as
‘knowing its ousia, what it bouletai and of what it is really an image’. The word
ousia doesn’t help much by itself in interpreting the expression ‘what it is’; ousia is
just the abstract noun from the verb to be, so that referring to something’s ousia and
referring to ‘what it is’ amount to much the same thing. It’s the next bit, ‘what it

bouletai and of what it is really an image’ that will answer our question if anything
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does. The difficulty here is in deciding whether the phrase refers to two different
things, or to just one thing in two different ways; and what creates the problem is an
ambiguity in the verb bouletai. That’s why I haven’t yet translated it. In its most
common uses boulesthai is to want or wish; and if we let that meaning guide us we
shall understand the Athenian as meaning ‘what it intends’, ‘what it is trying to do or
to convey’. If that’s right, the phrase must be referring to two different things, (a)
what the composition is trying to represent, perhaps meaning ‘what the composer
intended’, and (b) what it really represents, by actually being an image of it’.
Obviously the two things may not always coincide. But secondly, boulesthai is
regularly used of words and statements, and in that case to ask ‘i bouletai?’ is to ask
‘What does it mean?’ This must be what it actually means, not just what the speaker
was trying to convey; and in that case ‘what it bouletai’ will be synonymous with ‘of
what it is really an image’. The Athenian’s expression will be a hendiadys, and he’s

talking about just one thing, not two — what the composition really represents.

Can we decide between the two possible meanings? It’s quite an important question,
if we are to understand the theory of musical judgement that’s being proposed. The
judge must know ‘what the composition is’, its ousia; but does that require him to
know not only what the composition represents but also what it, or its composer, is
trying to represent? Perhaps that seems rather unlikely. If all we are presented with is
the composition itself, how can we know what the composer intended, as well as what
he has actually produced? And how can that intention be part of what the
composition itself is, even if it does not succeed in what it was trying to do? We may
well be inclined to think this interpretation implausible and to choose the other one;
what it bouletai is what it means, and this is the same as ‘of what it is really an

image’.

But now we should go back to the first point I mentioned, about the word autou at the
end of the Athenian’s speech. If it refers to the poiéma, as apparently it must, we are
being told that a person who fails to grasp ‘what it is” will be unable to recognise ‘the
correctness of the boulésis or even the incorrectness of the composition’. Now if the
boulésis is the actual meaning of the composition, as my second interpretation
suggests, talking about the correctness or incorrectness of the boulésis will apparently

be no different from talking about the correctness or incorrectness of the composition.



In that case the sense of the Athenian’s remark will be that such a person will be
unable to recognise the correctness or the incorrectness of the composition’s
representation. This would be intelligible; but it’s then very hard to explain why he
confuses the issue by saying autou rather than autés, as if he were referring to two
distinct items. If we go back to the first interpretation of boulésis we could explain
that peculiarity: he would be talking about a case in which the intention is correct but
the execution of it in the composition is incorrect. I don’t know how this problem can
be settled. Perhaps the strongest point in favour of the second interpretation, which
keeps mere intentions right out of the picture, is that such intentions seem to play no
further part in the discussion. Why would Plato introduce them if our understanding
of them was irrelevant to the process of judgement? If the argument were proceeding
on purely logical lines that point might be reckoned conclusive; but we have seen
already that this is not the situation. I’'m genuinely uncertain about it, and it’s all very

tantalising.

One thing does emerge clearly from this passage, however. As the Athenian
construes it, the ousia of a composition, ‘what it is’, is intimately connected with what
it represents. It will not be revealed by any description of the composition simply as
itself, without reference to the thing it ‘imitates’, whether or not it also involves
reference to the thing it is trying — perhaps unsuccessfully — to imitate. What it is,
essentially, is an image, and an image of something, and its ‘being’ cannot be
detached from its relation to that other thing. This claim is crucial to the discussion

that follows.

Let’s bear that in mind and move on to 668d1. A person who can’t recognise the
correctness, to orthos, (of the composition or its boulésis) won’t be in a position to
recognise to eu kai to kakos, its goodness and badness. This time the Athenian
realises that he’s saying something pretty obscure; he says he’ll try to make it clearer,
and goes on to do so by expanding his point more fully."” This is one of Plato’s
characteristic strategies. His central speakers often introduce a new idea by

expressing it briefly and obscurely, and then apologise for the obscurity and offer to

1 ~ v J . ” .. ~ ’ v ) \ \ ) ) )~

> AET 1) k0’ EKAGTOV Ve, (G £0IKE, YIYVOOKEW TV Tompudtoy 11 1ot £0Tiv 1OV téAAovta £v ah T
un apoptoecbor pun yap yryvockov Ty ovsiav, Ti tote BovAietor Kol dTov mot’ €oTiv gikwv GvIwg,
oy oAf] TV Ye 6pBOTNTA TiiG fovAicEmG T Kal apoptiov aiToT SyvdoeTat.



explain it more clearly; this gives them a good excuse for developing the idea at some
length. Here the Athenian does so by means of an analogy, just like Socrates in

similar cases elsewhere.

The analogy is with the ‘images’ created by the visual arts. It would be impossible,
he argues, (668d5) for someone who didn’t know what each of the ‘bodies’ (somata)
that are imitated is to know whether the picture or statue represents them correctly.
He expands on the notion of ‘knowing whether they are represented correctly’: one
must know whether the proportions and positions of the limbs are right, whether they
are appropriately arranged, whether the artist has given them the right colours and
shapes and so on, or whether they are all hopelessly muddled. But you obviously
can’t know that sort of thing unless you know what the memimémenon zéion, the
creature represented, actually is.'® All that seems fair enough; but it’s only a

preliminary to the point he’s really trying to make.

This emerges at 668e7. Suppose that we do know that what is represented is a man,
and that the artist has represented him with all the right colours and shapes and so
forth. Does it necessarily follow, the Athenian asks, that if we know this much about
the representation, we shall also be in a position to know whether the work is or is not
kalon, fine or beautiful or excellent? Here Cleinias’ response is intriguing. ‘No,” he
says. If that were so pretty well all of us would be able to recognise ta kala ton
zoion.”'” Obviously he’s agreeing with what the Athenian’s question suggests:
knowing that the picture or statue represents a man accurately doesn’t immediately
equip us to judge whether it is kalon. But his way of putting the point is curious. The
Athenian has used the word zoion just before, at 668e5, where it refers unambiguously
to a living creature of some sort; it is that which is imitated, not the imitation. But in
Greek the word can also mean ‘a picture’, and one would expect Cleinias to be talking
about pictures here; that’s what the Athenian was asking about. He could have made

the meaning clear by talking about eikones or mimémata instead of zdia, and I suspect
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that Plato has introduced the ambiguity intentionally. Since ‘what the image is’
depends so crucially on the real characteristics of the thing whose image it is,
knowing that this picture is beautiful cannot be disentangled from knowing that the
object it portrays is beautiful. The beauty of the zdion is the same in the picture as it
is in the creature it accurately represents; and if we asked Cleinias which of them he is

referring to, he could legitimately answer ‘Both’.

The notion that a picture will be beautiful (or whatever exactly kalon means) if and
only if the object depicted is beautiful strikes me as thoroughly unsatisfactory as a
theory of beauty in art. It invites us to agree that we cannot judge whether a depiction
of something is kalon except by first identifying the object it portrays, then checking
that it has done so accurately, and then making a judgement as to whether the object
depicted is kalon. The kallos of the mimesis depends wholly on that of the thing that
is imitated. This seems to me to be nonsense, but [ won’t pursue it further; what
matters is that it’s an essential ingredient of Plato’s position, and it’s brought out more

transparently in the Athenian’s next speech, starting at 669a7.

After telling Cleinias that he’s absolutely right, he goes on: ‘Then isn’t it true that in
the case of every image, in painting and in music and everywhere, a person who is to
be an intelligent judge must have the following three qualifications? He must know,
first, what it is, secondly how correctly, and thirdly how well any one of the images

has been made in words and melodies and rhythms.”'®

This corresponds precisely to what I was saying just now. I don’t think it makes
much difference if we construe the repeated word Ads as meaning ‘that’ rather than
‘how’, so that we are being told that he must know that the image is made correctly
and that it is made well. The one oddity here is in the phrase hos eu eirgastai, ‘that it
has been made well” or ‘how well it has been made’. We might take this to mean
‘that it has been made skilfully’, or ‘how technically perfect the depiction is’, or the

like. But that would immediately collapse into ‘that it has been made correctly’,
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which was the Athenian’s second point; and in any case it isn’t what he’s been leading
up to, which is that the judge must be able to decide whether the image is kalon. 1
don’t think we can escape the conclusion that 4ds eu eirgastai means ‘that what the
artist has made is beautiful’; making something well is making it kalon. It’s a rather
strange way of putting it but it must be what is intended, and of course it fits with
Plato’s general position, especially when we remember that eu is the adverb attached
to the adjective agathos, which names the highest of all values, the good. Nothing
can count as being ‘made well” unless the product can properly be reckoned agathon,
and especially though not only in the case of the fine arts that means that it must be
kalon. So what a reliable judge must know is first what the work of art is, which
depends directly on what it depicts, secondly whether the representation is accurate or
‘correct’, and thirdly whether it is kalon; and this, we must again recall, depends on
whether the object depicted is kalon itself. All three of the issues he must be able to
tackle are concerned both with the work itself and with the object represented, with a
special emphasis on the latter. We may object to the third contention, that the
artefact’s beauty depends wholly on that of the object imitated, but we can see how it
emerges from the entanglement of the ousia of the image with that of the object it
depicts. If ‘what the image is’ is so closely dependent on what the object is, then it
may well seem to follow that its beauty, too, cannot be distinguished from that of the

object.

The last point [ want to make about this speech is that Plato has now returned us from
his image to the real topic, music. Though the Athenian mentions graphiké and refers
to the arts in general at the beginning of the speech we’ve been looking at, by the time
he reaches the end he’s concerned only with words, melodies and rhythms, that is, the
ingredients of mousiké; and we’ll be concerned exclusively with music throughout the
rest of the passage. But I’m not going to tackle the whole of it now. For the present
I’'m going to leave out most of the next long speech, and I’ll come back to it in my
next discussion, when we’ll be able to compare it with a rather similar passage in
Book 3. So far as the present argument is concerned it’s a bit of a digression and we
can manage without it; the line of thought we’re involved with in the last bit we’ve
considered, 669a-b, is picked up again towards the end of the long speech at 670a6.
When we come back the main part of that speech I’ll try to relocate it in its context,

but that won’t be what mainly occupies us.



So let’s pick up the thread at 670a6. The gist of what the Athenian says is that the
people he’s talking about, the fifty-year-olds who must be the judges of music as well
as singers, need to be trained to a much higher level than is needed for merely singing
in a chorus. In particular, they must both etaiednTws Exerv and yiyvwaxety the
rhythms and the harmoniai. If they do not, they won’t be able to grasp whether the
melodies are ‘correct’; they won’t know, for instance, what the Dorian harmonia or
the rhythm the composer has associated with it are suitable for, and whether the
choice of these ingredients is correct or not."” The point is elaborated a little further
on, at 670d (part of a long sentence running from 670c8 to e4); they must be
sufficiently trained to be able to ‘follow’, cuvaxohoudeiv, every detail of the

movements of the rhythms and the notes of the melodies.

What exactly does the Athenian mean? The first thing to notice is that the expressions
ebatcInTws exety and yiyvwoxery don’t mean the same thing; they point to two quite
different abilities that these people must acquire. They correspond rather closely, I
think, to what Aristoxenus in the Elementa harmonica calls aicSmaig and diavoia, the
first being a perceptual capacity and the second an intellectual one. In saying that the
fifty-year-olds must have been trained to evaigInTws exeiv, Plato means much the
same as Aristoxenus does when he says that a student of harmonics must ‘train his
aigImaig to accuracy’;zo and he must do so for the same reason. That is, no matter
how much you know about music, it will be useless for the purpose of judging the
merits of a composition you hear performed, unless you can also perceive, very
accurately, all the details of the work’s ingredients — its rhythms, its intervals and
scale-systems and so on — and recognise what they are. But at the same time this

perceptual competence is not enough on its own. You must also understand,

yiyvwaxety, the thythms and harmoniai you detect in the piece; and this must clearly
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involve understanding at least some elements of what we call musical ‘theory’. It

must, as I said, be a competence of some intellectual sort.

What kind of ‘theory’ is involved? Is it the kind of technical knowledge that
Aristoxenus offers in his works on harmonics and rhythmics, or some more-or-less
Pythagorean version of the same material? Or does it include that and something else
as well, or again, is it something completely different? Plato doesn’t pause to explain,
but there’s enough in the text to let us draw some conclusions. First, if these people
are to make judgements about a composer’s uses of the Dorian harmonia or anything
else of that sort, clearly they must know what the Dorian harmonia is; and similarly, if
they are to ‘follow’ every nuance of the rhythms and notes, they must not only notice
them perceptually but must be able to recognise what they are. This will certainly
involve an understanding at least of the rudiments of harmonics and rhythmics; and
despite Socrates’ and Glaucon’s contempt for it at Republic 531a-b, the harmonics
had better be of the broadly ‘empirical’ sort characteristic of Aristoxenus’ immediate
predecessors, the so-called harmonikoi. It would be worse than useless to demand a
Pythagorean, mathematical approach, still less one of the very abstract sort that the
Republic’s Socrates briefly recommends (53 1c); no one could possibly apply those

forms of analysis directly to a composition presented to them in performance.”!

But that can’t be the end of the matter. In order to do what’s required of them, the
musical judges must not only be able to recognise the Dorian harmonia when it is
used, but must also understand ‘what it is and is not suitable for’, so that they can
decide whether or not the composer’s use of it is ‘correct’. This takes us beyond
anything included in harmonics, at least as Aristoxenus conceived it; it belongs to the
same context as the discussions in Republic Book 3 — which may or may not be based
on ideas that originated with Damon — about the ethical and emotional affinities of
each of the harmoniai, and what each of them imitates or represents. The writer of
the Hibeh musical papyrus, perhaps the sophist Alcidamas,* talks about people who

call themselves harmonikoi and claim to be experts in the ‘theoretical’ branch of

2 Anyone who is uncertain about the kinds of theory adopted by these various schools of thought
might try my book The Science of Harmonics in Classical Greece, Cambridge 2007.
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musical studies, and he comments especially on their claims about the ethical
significance of different kinds of melody. He denounces them as ridiculous
charlatans, but it’s clear that such theorists existed, and perhaps not all of them were
as incompetent as this writer makes out; and the kind of ‘theory’ they propounded
(and attempted to demonstrate by performing musical examples) seems to have
included both strictly technical material and propositions analogous to those in Book
3 of the Republic. Whether they were good or bad at the job is beside the point; in
principle, at least, the kind of training they offered is exactly what is required in this
passage of the Laws, and Plato’s conception of it may not be entirely a figment of his

own imagination.

The remarks in this passage serve as a complement to what the Athenian said earlier,
for instance at 668d-669a, about judging the ‘correctness’ of an imitation. In the
earlier passage what he focussed on was the need to know the nature of the original,
the thing that the work of art imitates. Here he is concentrating on the other part of
the relation, the work of art itself; we can’t judge its correctness unless we know all
about it too — in this case the composition and all its ingredients — and understand
what they are capable of representing. That makes good sense; and it also gives us a
fuller grasp on what was said earlier about the ousia of the composition. Certainly
this is closely dependent on the nature of the object represented, as we have seen. But
knowing ‘what it is” cannot be detached from knowing about its technical structure,
and knowing what that structure — the Dorian harmonia, for instance — is ‘suitable
for’, as the Athenian puts it, which I take to mean ‘what it is capable of representing’.
Clearly, if we don’t have knowledge of that sort, we won’t be in a position to make
any judgement about its merits or deficiencies as a mimésis, just as we won’t if we

don’t have any knowledge of the represented object.

But there’s one more twist to the discussion. The sentence I mentioned at 670c8-e4
goes on to explain the purpose for which the judges must be able to ‘follow’ the
details of the rhythms and notes. It is so that they can survey the harmoniai and

rhythms, and select those that are suitable for singing by people of a certain age and a



certain kind.?* That is a new point, though it is very much what the whole discussion
has been aiming at. Judging whether a composition is suitable for certain people is
not at all the same as judging whether it is suitable as a mimésis of a certain kind of
object. No doubt the two are connected, but the Athenian does not explain how; he
links them only through the use of the same verb for ‘being suitable’, mgoonsxety, in
both contexts, slipping the second one in as though it were merely a repetition of the
other. His strategy depends on the same kind of verbal dexterity that we found in the
first part of today’s passage; Plato perhaps uses it here simply in order to short-circuit

what might otherwise be a long stretch of argument.

The passage we are discussing ends at 671a4, but the last thing [ want to mention is
what the Athenian says at the end of the sentence we’ve been considering, at 670e2-4.
The musical judges must have three kinds of competence, as we have seen; they must
be able to discern what the composition is, whether it is made correctly, and finally
whether it is kalon. Their ability to make this third kind of judgement, we are now
told, raises their understanding to a level above even that of the composers
themselves; composers must of course know all about rhythms and harmoniai, but it’s
by no means inevitable that they will also understand ‘the third thing, whether or not
the imitation is kalon’. This needn’t imply that they won’t be able to grasp what their
music ‘imitates’; given what I’ve been saying about what ‘understanding rhythms and
harmoniai’ involves, the Athenian is apparently conceding that they will. But the
excellence of the miméma depends, as we’ve seen, directly on that of the object
imitated, and it seems quite reasonable for Plato to exclude from the province of mere
musicians the evaluative understanding that would enable us to make judgements on
the excellence of these non-musical originals. So I don’t think there’s anything
specially problematic about these remarks; in the context of Plato’s general
assumptions they aren’t even odd. What does seem strange, however, is that the

discussion ends at just this point. The Athenian introduces the topic of the highest

7 A@. TobT’ oLV, GG £0IKEV, GVEVpIGKOUEY oD T& VDV, GTL ToTg (OTE TV, 0D¢ VIV mapakahoDuey
Kol ekdvtog Tva (d) Tpdmov avaykdlopev @dev, uéxpt ye tooovtov Tenadedobot oyedov avaykaiov,
péxpt 100 Suvatdv Elvol GuvakolovBsly EkacTov Talg Te PAcESTY TGV PLOWEGY Kal Tolc yopdaig Toic
TRV PEADV, VoL kaBop&VTEg TAG Te dpuoviag kal Tovg Pubpove, EkAéyecboi Te T TPOSHKOVTE 0L0i T’
®otv & Tolg MAMKOVTOIG T Kal To100To1g Adety mpémov, kal ovTg ddmoty, kol &dovteg avtoi te
Ndovag o Tapaypfipe dovelg fjdmvTat Kot Tolg vemtépois (e) Nyepuoveg N0V ypnotdv donocpod
TPOCNKOVTOG Yiyvavtar péypt 8¢ T0600ToL madevhévtes dkpiectépay &v madeiov Tiig €ml 10 mAT00g
QEPOVGT|C EIEV LETAKEYEPIGHEVOL Kail TiG TEPL TOVG TOMTAG AVITOVC.



and most important level of judgement; but whereas he goes on at considerable length
about the two lower levels, he says nothing whatever, in the passage we’ve been
discussing, about the qualifications a person will need if he is to make judgements of
this last and crucial sort, or about the way in which he can acquire them. Yet these
are surely among the most important things we would want to know. It’s worth
noting the almost exactly parallel situation that arises in the Aristoxenian discussion
of similar issues which we find in the latter part of the Plutarchan De musica. It
differs from Plato’s in several significant ways; but as I said earlier, it is structured in
very much the same way as his; and it stops short at exactly the same point, without
any examination of the basis on which judgements at this highest level can or should
be made. We may well wonder why these two quite elaborate discussions both fail to
address this last and most urgent issue. But I have no answer to that question and I’ll

say no more about it.



Fourth seminar: Laws 669b5-670a6 and 700a7-701c4

Andrew Barker

Part 1: 669b5-670a6

We’re now going to look at two short passages. One is the bit we missed out from the
passage of Book 2 we were studying yesterday, 669b5-670a6; the other is in Book 3, at
700a7-701c4. It seems appropriate to look at them together, even though they come in
different contexts, since in some fairly obvious respects they’re quite similar. But there
are important differences too, both in the messages they’re designed to convey and in
their musicological content, and it will be interesting to compare them directly. We’ll
consider the passage of Book 2 first; then we’ll look at the one in Book 3 and try to make

Some COI’l’lpElI‘iSOl’lS.

You’ll remember that before the Athenian begins the long speech which starts at 669a5,
he’s been working his way through an argument about the basis on which musical
judgements should be made, which he picks up again at 670a6. He has just recapitulated
his list of three things which he says the musical judges must know if their assessments
are to be authoritative. First they must know ‘what the composition is’. This involves
accurate perception of all its musical elements and understanding of its harmonic and
rhythmic structures; and it also involves knowledge of a different sort, knowledge of the
nature of the original of which it is a mimeésis. Secondly, they must know ‘whether it has
been made correctly’, that 1s, whether the mimésis represents the original accurately; and
in order for this to be possible they must understand what the elements and structures
which they find in the composition are capable of representing. Finally they must know
whether it is ‘made well’, which turns out to mean that they must be able to judge reliably

whether or not it is aesthetically and/or ethically excellent or admirable, kalon.

The long speech that follows this summary is a digression, as the Athenian himself says
towards the end; it raises the question why it is so difficult to make these judgements
about music in particular. He seems to imply that the task of judging the merits of a

musical composition is much harder than it is in the case of the other arts — painting and



sculpture, for instance — though he does not make that point explicit. Further, it’s much
more important than are parallel tasks to do with other kinds of mimesis, for what seem to
be two quite different reasons, though the Athenian runs them together. In the first place,
UwvelTal mepl alTnY OlapeQovTws N Tas aAlag eixovag, ‘people praise it much more
highly than the other images’ (669b6-7). That is, I suppose, the arts of mousiké have a
much higher profile and attract much more applause and greater approval than for
instance the visual arts; and that does seem a fair assessment of cultural attitudes to the
arts in the classical period. For all the splendours of Greek architecture and the brilliance
of fifth- and fourth-century painting and sculpture, the musical arts enjoyed much higher
status and occupied a much more significant socio-political and religious niche in
contemporary culture. Hence, the Athenian says, it is about music, of all the arts, that
one should exercise most care and caution, eulabeia. For, he goes on, anyone who makes
mistakes about music will be most seriously damaged, since he will be embracing bad
characters (or ‘taking a friendly attitude towards bad characters’), 79 xaxa
1hopgovoipevos (669b8-cl). As I said, the Athenian seems to connect this point closely
with the one about music being most highly praised, and no doubt one could find a way
of linking them. But at the same time they are obviously very different; and though the
Republic has of course made us familiar with the idea that listening to and enjoying bad
music leads on to faulty estimates of good and bad human character, and perverts the
character of the listener himself, nothing in this part of the Laws has prepared us for that
theory or done anything to justify it. Plato seems, once again, to be slipping in an

important thesis whose basis he does not want to re-examine here.

So much for the subject’s importance; but why is the task of musical judgement so
difficult? It is because, the Athenian says, human composers are worse composers than
the Muses, whom we should obviously take to stand for composers of the ideal sort; and
he goes on to give a long list of things which human composers do and the Muses
wouldn’t. This list is perhaps the most interesting part of the speech, since it puts on
record a whole series of strategies which, according to Plato, were adopted by composers
in his period. He clearly finds them objectionable, or at least counts them as defects,

since they are things that the Muses, the ideal musicians, would never do; but we should



also bear in mind that this isn’t his main point here. He isn’t simply denouncing certain
kinds of music, as he sometimes does elsewhere; the central theme of the passage is a
different one, that the use of these techniques is what makes it so hard to form reliable
judgements about the music’s merits. This need not imply that compositions which use
them are necessarily ones that would corrupt the characters of their listeners, only that

even the best judges may have no way of being sure whether they will do so or not.

The list falls into two parts. In the first part we have examples of compositions which
mix ingredients that do not belong together and indeed contradict one another, and whose
combination, we might say, therefore fails to make sense. The Athenian mentions four of
these ridiculous kinds of mixture; we’ll begin by looking at the first three (669c3-8). In
the first, words suitable for men are mixed with a women’s yodua xai wélog; the second
combines uehog xal aymuaTae suitable for free men with rhythms proper to slaves and
avehevdegor, which I take to mean people who aren’t technically slaves but have a slavish
character; and in the third we have the ‘free’ (éAeudégiov) type of thythm and oyfjua

mixed with the opposite kind of melody or words.'

The general picture is straightforward; all of these mixtures graft ingredients proper to
one kind of human character or status onto others that belong to people of the opposite
sort. Hence they pose a problem for the judge, who may be baffled when he tries to
decide what they are trying to imitate or represent; and if he can’t do that, he can hardly
be in a position to decide whether they have done so ‘correctly’. At least, I think that’s
where the difficulty is supposed to lie. When Plato writes ‘words of men’, gnuata
avdedv, we might take him to mean any of three different things: ‘words suitable for men
to utter’, ‘words suitable for men to listen to’, or ‘words that represent or imitate men’ —
or more fully, ‘words that represent the characters proper to men’. It seems to me that he
must mean the last of these, for two reasons: first, because that is the sense needed in the

context, where the main issue is about determining what the composition represents, and
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secondly because at 669¢7 Plato shifts from using these genitives, avdodv, éAsudpwy and
so on to an adjectival expression, oyfua éAsudeoiov, where the adjective must pick out a
feature of the schema itself. It is a ‘free’ or ‘liberal’ schéma, which for Plato must imply
one that represents the character or attitude of a free person. Of course he may also hold
that items which represent a character proper to free men, for instance, are also

particularly suitable for such men to sing and to hear; but that is not the immediate point.

In that case we must conclude that in Plato’s opinion, not only particular forms of words,
but also particular kinds of melody, rhythm, schéma and so on can rightly be interpreted
as miméseis of the characters of free men or women or slaves. This isn’t surprising, of
course, in view of the things he’s already said about musical mimésis, and from what we
are told in Book 3 of the Republic; and it fits quite well with the way in which the comic
poets mock modern composers for the ‘effeminacy’ of their music, as Aristophanes
mocks Agathon in the Thesmophoriazousae (notably at 130-145). But it’s important to
notice that this passage of the Laws in particular indicates that a melody, for instance,
simply as such and in its own right, is a mimésis of something specifiable, and does not
need to be combined with anything else in order to be such a mimeésis. We’ll come back

to this point later.

One or two minor details in this part of the passage are worth noting. The trickiest is the
word chroma at 669c5. I should point out in passing that the Aldine edition has schéma
here instead of chroma, but this isn’t in any of the MSS; it was evidently adopted to bring
the phrase into line with the references to schémata in the rest of the passage, where
chroma does not reappear. For this and other reasons chromas is the lectio difficilior, and
we should accept it, unless it turns out to be impossible to give it a sensible interpretation.
So what does Plato mean by ‘the chroma and melody of women’? If this were a passage
of Aristoxenus or a later theorist, we might suppose that it’s a reference to the chromatic
genus, which is quite often called simply chroma, but that can’t be correct here. For one
thing, there’s no hint anywhere else in the dialogues that Plato knew of a classification of
musical scales which distinguishes chromatic from enharmonic and diatonic; these terms

and this form of classification are not in his repertoire. Even if they had been, it would be



hard to justify this interpretation in the present passage. It would require us to suppose
that there is some particular form of chromatic system that is specially suited to the
representation of women; and though that is something that a philosopher might imagine
to be true, it would be ridiculous just to drop such a substantial and unusual theory into
the text like this in a casual phrase, with no explanation at all. I’'m virtually certain, then,

that the expression has nothing to do with the chromatic genus.

Or perhaps it’s not absolutely nothing. Ancient and modern scholars alike have argued
that the group of systems that Aristoxenus calls ‘chromatic’ were not originally thought
of as systems of a well-defined type, independent of the others. Rather, they were
‘colourings’ or subtle variants of the enharmonic or the diatonic, slightly adjusting the
tunings of their intervals to create different nuances of aesthetic impression.” When
Aristoxenus or Archytas, or whoever it was, established a fixed classification of scales
into three types, he borrowed the name ‘chromatic’ for this group from an earlier usage in
which these subtle nuances of tuning were already called chromata, ‘colourings’; and this
pattern of usage survived, of course, in Aristoxenus’ adoption of the word chréa, a
‘shade’ of a colour, to refer to variant form within a single genus. Then if we go back to
Plato’s expression yodwa xai wélog, ‘the colour and melody’, we could take it almost as
if it were yodwa welols, ‘the colouring of melody’, and as referring to the slight
modifications of the intervals of a standard scale that were designed, in this case, to
capture the special quality associated with femininity. To put some flesh on these bones,
Plato might be thinking here, for instance, of a melody whose nuances of tuning were
reminiscent of those associated with the self-representation of young women in a
partheneion, while the words were better suited to the éthos of brave men marching to
battle. At any rate, this is the best I can do with the allusion to chroma; and if it’s
roughly correct, perhaps it has some musicological interest. It helps to confirm the
impression we get from certain other texts® that composers of this period sometimes
deliberately altered, very slightly, the intervals of the standard repertoire in order to

create particular kinds of impression.

2 Ct e.g. M.L. West, Ancient Greek Music, Oxford 1992, 164-5, E. Rocconi, Le parole delle Muse, Rome
2003, 69-70.
* E.g. [Plutarch] De musica 39 (1145C-D), a passage almost certainly derived from Aristoxenus.



The fourth example in the first part of Plato’s list, at 669¢8-d2, mentions ingredients of a
different sort, ‘the voices of wild animals and humans and instruments, and all sorts of
noises’, all of which are mixed together ‘as though they were a mimésis of some one
thing’.* It’s not altogether clear what kind of performance he has in mind, and maybe, as
some scholars have suggested, he’s alluding to some form of rather vulgar popular
entertainment. But he may be thinking of something more substantial. Some comic
plays certainly included sounds of all these sorts — Aristophanes’ Frogs and Birds, for
instance — and it could have been something even more serious than that, something like
a rendition of the Pythikos nomos, with its musical images of the serpent’s hissings and
the gnashing of its teeth, Apollo’s challenge and its imitation trumpet calls, and so on. So
there’s plenty of scope for descriptions of the sort the Athenian gives. What seems odd
about it is the qualification ‘as though they were a mimésis of some one thing’. In the
context the qualification is evidently needed, since there need be nothing mixed or
muddled about a composition that used ingredients evoking several different things, so
long as they are presented as miméseis of several different things. But it seems very
unlikely that anyone would have performed all these animal noises and so on as if they
were all parts of a representation of a single object such as a person; and if Plato means
only that they all appeared in the course of a mimésis of a single scene or narrative, it’s
hard to see what would be objectionable or problematic about that. The qualifying phrase
is probably intended to apply to the first three examples too, but there the difficulty

doesn’t arise; it’s only in the fourth that it seems out of place.

Let’s move on now to the second part of the list, beginning at 669d5.” Here what the
Athenian complains about is not the incoherent mixing of conflicting elements, but the
omission of musical features of one category or another. He mentions performances

which involve rthythm and schémata but no melody; words fitted to metre in the absence
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of any other musical feature; and melody and rhythm with no words. In these cases
there’s no problem in identifying the kinds of performance he’s talking about. When we
have only rhythm and schémata without melody — where schémata is a choreographic
term referring to the postures or figures of dance — it is dance unaccompanied by any
singing or any melodic instrument, though percussion might still be involved. Metrically
organised words by themselves will appear in any sort of poetic recitation, most notably
in the performances of epic verse by the rhapsoidoi, and of course in the spoken passages
of drama. Finally, there will be melody and rhythm but no words, as the speaker himself
makes clear, in purely instrumental music of any kind; almost all of it will have fallen
into one of the two types he mentions, 1Ay xuSagiois (solo playing on the lyre or the
kithara) and aUAnaig (solo playing on auloi). All that is quite familiar and
straightforward, and we can be satisfied that these types of performance are not figments

of Plato’s imagination.

The real problem is why he objects to them. None of them are new-fangled modern
inventions, so we can’t put it down to mere conservatism. What we’d expect him to
mean, in the context, is that in cases like these there is some special difficulty about
identifying the object of the mimésis; and that’s precisely what he says about the example
of purely instrumental music. But I find this very puzzling. He explains that the trouble
with instrumental music is that there aren’t any words to tell us o1 71 BolAeTar xai 6T
goxe T@v ablohoywy wiwmuaTwy, that is, I think, what it is #rying to represent and what it
actually does represent, though Plato puts the last bit in a slightly peculiar way. If this
were a good explanation it would work equally well, I suppose, in the case of dance with
no song; but it obviously doesn’t apply to the second category, where what we have are

precisely the words. So where is the difficulty in that case? There is nothing to tell us.

Even if we could solve that problem, what he says about instrumental music strikes me as
seriously suspect. You’ll remember that earlier on he was talking about melodies and
rhythms, for instance those of women and of free men, as though they had a clearly
identifiable significance even without the help of words, since his point is that the picture

painted by the words doesn’t fit them. Similarly, the familiar comments about harmoniai



and rhythms in Book 3 of the Republic plainly mean that these elements are mimeéseis of
identifiable human é¢hé in their own right; they ought to ‘follow the words’, as he puts it,
but it’s by no means inevitable that they will. Again, in a stretch of argument at the end
of this speech, which we’ve already looked at (670b2-6), the Athenian insists that the
judges must know what the Dorian harmonia, for instance, is suitable for; but how can
they know that, if it is impossible to identify the mimetic significance of a melody or a
melodic structure, simply as such? So far as the earlier part of the present speech is
concerned, we might ask how on earth he could know that a piece was using a melody
representing free men and rhythms representing slavishness, if the objects imitated by
these elements could not be independently recognised. Clearly, too, it’s important for the
musical judges to be able to pick these things out, if they are to decide whether a
composition is or is not a coherent representation of ‘some one thing’; even if there are
words to help them, they still have to decide whether the melodies and rhythms fit with
what the words represent. They must therefore be able to specify the objects imitated by
the melodies and rhythms without any reference to the words. Then why should purely
instrumental music be especially difficult to understand? I really do not see how Plato

can answer that question.

The next part of the passage, 669¢5-670a3, continues the polemic against instrumental
music, and it unmistakably conveys the impression that it is something which Plato
despises and detests; he doesn’t attack any of the other kinds of performance he’s
mentioned with anything like such hostility and contempt.® Tt is the last word in
vulgarity, and wholly devoted to such meaningless nonsense as speed, noises like those
made by wild beasts and rhythmic and/or melodic precision (I think that’s what aptaisia
means here); it’s nothing but unmusical showmanship, or perhaps a collection of
unmusical conjuring tricks (thaumatourgia). All this could of course be plausibly
connected with the thesis that it has no detectable meaning and that you can’t tell what
the object of the mimeésis is; in that case, Plato seems to imply, it can be nothing but

pointless noise-making. But this doesn’t in fact quite follow from what he has said; it
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would follow if he had said that this kind of music is not a mimésis of anything, but he
doesn’t. All he says is that it’s extremely difficult to identify what it imitates or is trying
to imitate. This leaves open the possibility that instrumental music is sometimes or even
always a mimesis of something, and though the musical judges will allegedly find it hard
to assess, Plato’s premise is clearly not enough to justify the insults that he goes on to
level at it. There may indeed be something that it represents, perhaps some admirable or
despicable human éthos, and in that case its claim to be music of genuine significance in

Plato’s own terms is apparently unassailable.

I think it’s reasonable to guess that his hostility to it has some other origin, and the
passage gives a small clue to what it might be. It says that such compositions are so
devoted to speed, aptaisia and so on that they don’t restrict aulos-playing and kithara-
playing to what is needed for the accompaniment of dancing and song, but use them on
their own. It’s significant, I think, that ‘dancing and song’ are linked closely by the Tz -
xai construction, ogxmaiy Te xai @ony, suggesting that the proper place of instrumental
music is in pieces which involve both of these elements, not just one or the other.
Perhaps we can also make something of Plato’s use of the preposition vmo in the phrase
Umo opymaiv Te xai @ony. Admittedly it’s the preposition regularly used to convey the
relation between song and accompaniment, but it also implies that the accompaniment is
subordinate to the song, or here to the song-and-dance; and if Plato had meant to treat the
music of instruments and the associated song-and-dance as equal partners he could easily

have chosen a different form of words, weta ogxnoews e xai o7, for example.

It looks as if Plato will only allow a composition to count as worthwhile music if it
includes every one of the major forms of musical expression, words, melody, rhythm and
dancing, which of course will incorporate its schémata. That would explain why he
objects to rhythmic dancing in the absence of melody, and poetic recitation when no
other musical features are associated with it, for whose treatment the text offers no
explicit justification. Though dance is much less prominent in the Republic than in the
Laws, we can find hints of the same attitude there; after talking about words, harmoniai

and rhythms, Socrates goes on to link good rhythms, several times, with euschémosyné,



that is, graceful bodily posture; and this must surely imply that the rhythms are those of
the dance (see especially 400c-401a). Hence the music he is thinking about in that

passage too includes all four of the major musical elements.

So why does Plato adopt this position? One reason might be that he can locate the
combination of all these elements in the music of the ‘good old days’, before the modern
decadence set in, or again in the performances attributed to the ideal musicians, the
Muses, by poets of the early period. This won’t really hold water, of course, since many
of the performances in the Homeric epics do not include them all, and neither do all the
compositions of archaic times; and the Muses are quite often represented as dancing
without singing or singing without dancing. There’s no compelling reason to suppose
that educated Greeks in general would have agreed with Plato’s view at any period, or
that it reflects any pervasive cultural reality, though some modern scholars have
incautiously asserted that it does. But Plato may not be concerned with historical fact.
What he’s projecting is an ideal of completeness, the notion of a music that is a complete
whole, in which all ingredients that can be classified as ‘musical’ are integrated and
brought into a unity. They must all be present, and they must all cooperate in
representing ‘some one thing’, as he puts it; that is what binds them into a unity, the
many into one. In short, I read what he says here more as a reflection of the
philosophical tradition than of the tradition of practical music-making; it is motivated by
the search for unity in diversity which runs through Presocratic thought and is central to
Plato’s own work, and which had been explored in relation to the special case of music
by Sth-century Pythagoreans. It reappears later, for instance in Aristides Quintilianus, in
the guise of the concept of TéAeiov wédog, which translates literally as ‘complete melody’
but in fact incorporates the ‘movements’ of both sound and body in melody, words and
rhythms; Aristides also describes it as o TeAeiov s @wo7s, ‘the completeness of song’.
It’s perhaps worth noticing too, that in a later passage he comments that though melody
by itself can contribute a little to the production of psychic well-being, only téAeioy wédog
can provide a paideia or a ‘therapy for the emotions’ without any gaps or omissions.’

This seems to be a development of Platonic themes, rather than something we can find

7 For these passages see Aristides Quintilianus De musica, Book 1 chapters 4 and 12.



explicitly set out in the dialogues; but it certainly catches the spirit of Plato’s

pronouncements.

Part 2: Laws 700a-701c¢

Before we set out on this passage I had better say something about its context. The
Athenian has been talking about the successes and failures of certain types of
constitution, and is now concerned with the reasons why great cities and states have come
to grief in the past. If we discover those reasons, he says, by examining historical
examples, we shall be better able to avoid their mistakes. At 697c¢ he sets out an account
of the reasons why the Persian empire deteriorated. He says it was because the rulers
became too despotic, and took too much liberty away from the people, with the
consequence that they destroyed the people’s willingness to identify themselves with the
community; they no longer felt any affection or loyalty towards it. The rulers, for their
part, were interested only in preserving and increasing their own power, and had no
qualms about destroying cities or slaughtering the population to serve their purposes, so
inflaming the people’s hatred. As a result, when it came to warfare, they had a vast army

at their command, but it was completely useless.

Next, at 698a, he starts to talk about a very different kind of case, that of Athens itself,
and he begins by explaining how it came to achieve its remarkable successes in the early
fifth century. In the course of a splendidly biassed and Athens-centred account of the
Persian wars, he argues that what gave the Athenians their steadfast resolve in the face of
their monstrous enemy was the respect which they gave to the laws of their own free will,
and the feeling of community that this shared devotion to the laws fostered in them.

They thought it far more important to stand together and die, if necessary, in defence of
the common good than to save themselves individually by surrendering, and thereby
accepting the destruction of their community; and they did so, as I said, as people who
freely and willingly submitted themselves to the laws. This can scarcely be called
objective history, but it conveys the message that Plato needs. The conclusion he reaches

in due course will be that the best kind of constitution is one in which a due proportion is



maintained between the authority of the laws and the rulers, and the citizens’ exercise of

their own free choice.

I’d like to say a little more about this matter before we go on with the passage. In what
follows and in many other places the Athenian is so insistent that the rules governing
music and the laws of the polis must be fixed and unchangeable, and that they must be
rigorously enforced, that it’s easy to get the impression that he’s intent on introducing
another kind of despotism, just as unbending as the one he attributes to the Persians. The
impression that individuals are to be left with no freedom at all might seem to be
confirmed by a famous passage in Book 1, at 644d ff, with its image of human beings as
puppets of the gods, harnessed to strings which pull them and control their actions, and of
a similar relation between the city’s authorities and its citizens. But this is an illusion.
For one thing, the strings are not pulled by a god or some other external puppet-master;
they are internal to ourselves, our own emotions and our own faculty of reason.
Secondly, the one string that is made of gold and whose tugging we should follow is soft
and easily resisted, unlike the others; it tries to persuade, rather than compelling. Its
counterpart in the polis is the law, which serves in place of their own independent reason
for the citizen-body as a whole, especially all those in whom the reasoning faculty is not
well developed. But because these ‘golden strings’ cannot force us to obey, they need
help from some other source. This source is paideia that inculcates in the citizens the
disposition to identify with the laws and to obey them willingly which is embedded in the
institution of the choruses, led by the divine helpers, Apollo and Dionysus. In these
choruses the singing dancers act in perfect unison, like the idealised choruses of archaic
poetry, just as if they were puppets on strings, all moving together as one under the
direction of their master. But they are not really puppets; they act as they do, in a
paradigm of unanimity, out of their own choice, since through this paideia they have
completely internalised the norms of the city’s institutions and have come to love them.
Thus, through their continual repetitions of their choral activities in the presence and in
the service of the gods, the citizens choose freely to submerge their individual identities
in that of the city, and so recreate the situation which existed, in Plato’s imagination, in

Athens at the time of the Persian wars.



So much for that. But despite the splendid attitudes that Athens had bred in its citizens in
that golden age, its success didn’t last. Let’s get back to our bit of the text. ‘In a sense,’
says the Athenian at 699¢1-4, ‘the same thing happened to us as to the Persians; but
whereas they drove the people into absolute slavery, we, by contrast, impelled the masses
into absolute liberty;” and he now turns to the question of how this came about. This is
where our passage begins, after a reminder that under the ancient system, the Athenian
demos was indeed the master, kyrios, in certain respects, but at the same time the people

were willing slaves to the laws.

‘Which laws do you mean?’ asks Megillus; and the Athenian replies (700a7-8) that the
laws involved in the first instance were those concerned with mousiké. This answer
might well startle anyone who wasn’t already well acquainted with Greek discussions of
this kind of topic; but it won’t come as a surprise to us, given our familiarity — for
instance — with the theories about musical and political change attributed to Damon, the
contentions of Dikaios Logos and Aeschylus’ attacks on Euripides in Aristophanes’
Clouds and Frogs, and of course Plato’s discussions in Books 2 and 3 of the Republic.
The notion that breaches in musical laws spill over into social and political upheaval is

already well entrenched.

But the present passage adds a fair amount of detail and has peculiarities of its own. It
starts with the statement that in those days music was divided into various determinate
eidé and schemata (700a9-b1).® Eidos is a familiar term in the sense ‘form’, or less
technically ‘type’, but the word schéma is clearly being used in a different sense from the
one we were dealing with in Book 2, where it referred to figures or postures in dancing.
Here the phrase £id9n xai oymuata might have a sense something like ‘species and
subspecies’, but I don’t think it does; subdivisions of the forms or species play no part in
the passage that follows. More probably the schémata are the patterns of elements which
define the construction of each of the eidé, since the point that Plato will make, as |

understand it, is that the ancient regulations did not permit the characteristic schémata of
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any musical genre, that is, the features that defined it, to be transferred into any of the
others. So music was divided into various kinds, and each had a definite set of

characteristics that distinguished it sharply from the others.

What we get next is another of the Athenian’s lists, this time a list of examples of the
distinct kinds of composition he has mentioned (700b1-6).” There were prayers to the
gods, which were called hymnoi, and compositions of a type which he says is the
opposite of the hiymnos; these are thrénoi, laments. Then there are paians, and another
group called dithyrambs, whose theme, he thinks, was the birth of Dionysus; and finally
there are nomoi, which he says were specifically named kitharoidikoi nomoi. Once these
types and various others had been fixed and distinguished, he continues, it was forbidden
to use a melody belonging to one type of composition in any of the others.'” The phrase
xai aMwy Tivady, ‘and various others’, in 700b7 indicates that the list is not necessarily
complete, but we may perhaps infer that the ones he has listed are in his view the most

important.

Even granted that the list isn’t meant to be complete, however, there are some interesting
omissions. In the first place there is no mention of any genre of songs of the kinds
performed at symposia and other private or informal gatherings, none of the short lyrics
characteristic of Sappho or Anacreon, for instance, no skolia and of course no folk songs.
It seems clear that he is thinking only of music of a relatively large-scale public kind.
But there are well-known types of composition for public performance that are not
mentioned either, partheneia, for example, and epinicians; these, however, are perhaps
less central to archaic culture than the ones the Athenian specifies, and he could
reasonably have consigned them to the group of ‘various others’. It seems strange, too,
that he seems to imply that the only nomoi, or the only significant ones, were the
kitharodic nomoi, pieces for a soloist singing to his own accompaniment on the kithara;

it’s true that these carried the greatest prestige and the most valuable prizes in Plato’s
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own time, but the others, especially the auletic nomoi, had quite prominent positions
too."" Much more obtrusively, however, there is no place on the list for drama, either
tragedy or comedy, which in Plato’s Athens were surely the most high-profile of all the

musical genres, and we may wonder why.

One hypothesis might be that Plato supposed these two forms of drama to have originated
too late to have been included under the scope of the ancient laws, and that it would
therefore be inappropriate to include them. But this suggestion is very implausible. It
was common knowledge that tragedy went back before the time of Aeschylus, to
Phrynichus and beyond him to Thespis, or so it was believed. Aeschylus was famous as
one of the ‘men of Marathon’; and it’s clear that Plato locates the beginning of Athenian
degeneration at a date after the time of the Persian wars. He must therefore have
accepted that tragedy was already up and running well within the period in which Athens
was supposedly governed by its ancient laws. The real problem, I think, is connected
with the thesis the Athenian states at the end of the list, that no one was allowed to use a
melody belonging to one kind of composition in any of the others. We may guess that
when he says ‘melody’, melos, we are to treat this as shorthand for ‘melody or rhythm or
schéma and so on’, and as implying that compositions could not include any of the
defining characteristics of a genre to which they did not belong; but it doesn’t much
matter whether that interpretation is right or not. The point is that the drama cannot
intelligibly be treated as another distinct genre alongside those specified on the list, that
is, as one that has its own defining features and incorporates none of the special
characteristics of the others, or even as one that does not borrow melodies characteristic
of the others. There may be nothing in early drama that corresponds exactly to the
dithyramb or the kitharodic nomos. But the tragedians created some of their most
significant effects by representing their characters as singing hymnoi, thrénoi, paians and
other pieces of easily recognisable kinds; and even if their dramatised forms differed to
some extent from those performed in real life, their melodies, rhythms and so on must

have been appropriate to the relevant genres and recognised as such by their audiences. I

""" These were purely instrumental pieces for a soloist playing the auloi, thus falling into the category of
psile aulésis mentioned at 669¢1-2. They had an especially prominent place in the great Pythian festivals at
Delphi.



suspect, then, that Plato avoided mentioning tragedy and comedy because they were an
embarassing exception to the thesis he is propounding; they make it clear that the

supposedly impermeable boundaries he envisages were in fact very far from watertight.'>

There is indeed almost nothing in Greek literature before the fourth century to suggest
that these sharp demarcations existed at all. Of course the various genres were identified
and given their specific names, and there were differences between hymnoi and thrénoi
and between paians and dithyrambs; but they are not always as clear-cut as Plato wants
us to believe, and there are a good many cases where the distinction between a hymnos
and a paian is virtually undetectable. Thus Plato has defined a ~zymnos as a prayer to the
gods; but the prayer offered by the Achaeans to Apollo in Book 1 of the //iad, for
instance, in their attempts to persuade him to end the plague that is destroying them, is
explicitly described as a paian (//. 1.472-3). More significantly, perhaps, Glaukos of
Rhegium, writing in the late fifth century, seems to find nothing strange about describing
the music of two eminent archaic composers, Stesichorus and Thaletas, as combining
features from two quite different strands of musical activity, one from the repertoire of
music for the aulos, and another from that of song accompanied by the lyre or the
kithara."® Quite often, in sources from Plato onwards, the inference that the music of
archaic times was governed by strict rules is drawn from the double meaning of the word
nomos, both ‘piece of music’ and ‘law’. But the word is used much more flexibly in
earlier literature than in the philosophical, technical and semi-technical writings of later
times. Writers of the archaic period and the fifth-century use it to refer to songs of any
sort, including ones sung in informal settings where no official rules can possibly apply;
and no one before Plato, so far as I know, proposed the argument based on its double
meaning. It does seem to be true that even in the earlier period, the pieces called nomoi
in the technical sense, when performed at the great competitive festivals, were required to
conform to certain constraints; in some cases at least, most famously the Pythikos nomos,

they were expected to represent a specific narrative, and to be divided into a set number

2 For Plato’s treatment of comedy and tragedy in the context of the city envisaged in the Laws, see Book
7, 816d3-817d8, and cf. Book 11, 935d3-936a5.
" See [Plutarch] De musica 1133F, 1134D-E.



of sections dealing with particular parts of the story.'* Something similar can be inferred
about the nomos polykephalos described by Pindar in his twelfth Pythian. But regulations
like these, which are only to be expected in a competitive context, leave plenty of room
for diverse musical interpretations, and clearly say nothing of the sort that Plato asserts.
Like many other passages in the Laws which purport to be genuine history — its treatment
of the Persian wars, for example — this part of the Athenian’s speech seems really to be

presenting ideology in a fictitious historical disguise.

There are some other minor oddities in the first part of the Athenian’s speech, but Il
pass over them and move on. He tells us next that those responsible for passing
judgement on the pieces performed did so in a very different way from the one that is
normal nowadays. In the old days, the judges were not swayed by the shouting and
whistling of the mob; children and their attendants (paidagogoi) and the crowd in general
were kept in order with a stick, and it was the rule for people described as Tois yeyovoa:
el maidevaw to listen in silence right through to the end.'> I'm not sure what the phrase
I’ve quoted in Greek means; in his Penguin translation Saunders renders it as ‘people of
taste and education’, and though this makes good sense I find it hard to extract it from the
Greek. My own view is that it means ‘those concerned with education’, which I take to
imply ‘those in charge of educational matters’. I’m inclined to think that it refers to the
judges themselves, and that Plato is envisaging a system in which the cultural education
of the citizens and the institution of public musical performances were so closely
intertwined as to be one and the same thing, and therefore assigned the task of judging
the musical contests to the educational authorities. If he did not mean that, the passage
would say nothing at all about the behaviour of the judges, who are introduced at the

beginning of the sentence as though it were all about them; and this would be rather odd.

" Pollux Onomastikon 4.84, Strabo Geography 9.3.10.
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We certainly know that audiences in the fourth century were noisy and unruly;'® and
sources like Demosthenes’ speech against Meidias give graphic accounts of the ways in
which people tried to intimidate the judges and to sabotage the performances of their
competitors. What is not so clear is whether audiences in earlier times were much more
respectful and subdued, and whether no one in those days tried to influence the judges or
obstruct the other performers. As many commentators have remarked, critics in every
generation imagine that life was much more rigorously disciplined when they were
young, and even more so in their parents’ and grandparents’ time, and that in these
decadent modern times people have abandoned all the rules that once kept civilisation in
general and the arts in particular under proper control. We may well suspect that Plato,
along with the spokesmen for musical conservatism in Aristophanes, Pherecrates and
many others, was indulging in nostalgic fantasies of this sort without anything very solid
to base them on. We certainly shouldn’t accept what he says at face value without a very

careful inspection of the evidence; and I can’t undertake that here.

At this point, at 700d2-8, Plato’s focus shifts for a while, away from the behaviour of the
audience and the judges to that of the composers themselves. It is they, he says, who
were the agyovTtes Ts auovoov Tagavouiag, the initiators of unmusical law-breaking.
These composers were indeed talented exponents of their art, but they were completely
ignorant of what is right and lawful in music. They were carried away in a Bacchic
ecstasy, BaxyelovTes, by the seductions of mere pleasure; and what was the result?
Horror of horrors, it was the terrible catastrophe of musical mixtures, of which we heard
a good deal in the passage of Book 2 we have been discussing. But this time they are
mixtures of a different sort, or at least they are depicted in a different way; the Athenian
is no longer talking about melodies representing the characters of free men linked with
rhythms evocative of slavery, or anything like that, but about mixtures of genres such as

those that were listed at the outset.'” These composers mixed thrénoi with hymnoi and

' See R.W. Wallace, ‘Poet, public and “theatocracy”: audience performance in classical Athens’, in
Poets, Public and Performance in ancient Greece eds. L. Edmunds and R.W. Wallace, Baltimore 1997, 97-
111.
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paians with dithyrambs, imitated auloidia with their kitharoidia and so on; and on this
occasion Plato seems to have got his facts pretty well right. There is plenty of evidence
for the interpenetration of genres in the so-called ‘new music’ of the later fifth century,
and the influence of aulos-music on other musical forms is particularly well attested. We
should notice, however, that Plato has given us no good reason for thinking that mixtures
of this particular sort are especially objectionable; and it is not clear why he has set the
scenario up in this particular way, that is, by beginning from an initial ideal condition in
which musical genres were kept sharply distinct. The problem that this poses is in fact
rather bigger and more general than that, and I’ll come back to it at the end. For the

present, let’s press on.

By breaking down these barriers, the Athenian continues, these composers gave a
completely false impression of music, not deliberately but by mistake, akontes, because
of their anoia, ignorance or folly."® The impression they gave was that there is no
standard of correctness whatever in music — a sentiment echoed in a different context by
Aristoxenus, in one of his bitter remarks about his predecessors19 — but that it can
‘correctly’ be judged by anyone, better people and worse people alike, just by the
criterion of the pleasure it gives them. This is of course a crucial point for Plato; as we
saw earlier, the notion that good music is simply the music that gives a person the most

pleasure is one that he vigorously rejects.

His next comment (700e4-6) brings out one of his reasons for rejecting this view. The
example and the pronouncements of the composers induced ordinary people, hoi polloi,
to suppose that they themselves were competent to pass judgement on music, and this led
to musical paranomia, which is perhaps not just ‘law-breaking’ but ‘anarchy’.”® The

point is, of course, is that if pleasure is the only criterion of musical excellence, each
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person individually will be, in effect, an ideal judge of what is best, since he is the only
person who knows which pieces please him most. Pleasure is always the pleasure of
some individual, and if you are a devotee of heavy metal and I am a Bach junkie, neither
of us is in a position to tell the other that what he enjoys isn’t really pleasing; and nor is
anyone else, no matter how sophisticated their musical expertise may be. We thus reach
a position similar to that of Protagoras. There are no objective standards, and no music is
simply good or bad; there is only music which seems good or bad to you or to me, and so
on, and the music that seems good to me is good so far as I am concerned. What you or
anyone else may think is irrelevant, and no regulations imposed by supposedly
authoritative judges can possibly be justified. In Plato’s view, it is essential that
conclusions along these lines should be rejected; his intricate arguments against
Protagoras in the Theaetetus show how much philosophical energy he devoted to the task

of refuting them.

But of course the Athenians of his historical sketch didn’t have Plato to show them the
error of their ways. As a result, the crowds in the theatres abandoned their respectful
silence; since each of them took himself to be the proper judge of what was good and
bad, they started to fill the air with shouts of approval and disapproval and to make their
opinions felt, and the ancient aristokratia, ‘government by the best’, degenerated into a
despicable theatrokratia, ‘government by the spectators’, that is, the general mob (700e6-
701a3).%' It’s no accident that Plato uses political language at this point. If this state of
affairs had remained as a démokratia in musical matters alone, he says, it wouldn’t have
mattered very greatly. But it didn’t stay confined to that context; from its origin in
musical matters there was born the idea that everyone was in full possession of wisdom
about absolutely everything, and the result was unrestricted liberty amounting to anarchy
in every corner of Athenian life (701a-b3).>> A glance at the passage at the beginning of
the Athenian’s next speech (700b5ff), which I’m not going to look at in detail, will show
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you the extent of the outrages that followed, so he says, once the composers had made
their original and entirely unintentional mistake. People abandoned their traditional
obedience to their parents and elders, made every effort to evade the injunctions of the

laws, and eventually descended into oath-breaking and atheism. It’s pretty heavy stuff.

Now readers of the Republic won’t be surprised by the suggestion that musical
paranomia can have disastrous social and political consequences. But there is something
rather unexpected about the line of argument pursued in this passage of the Laws. Both
the Republic and other parts of the Laws itself would lead us to expect Plato to make his
argument depend on connections between specific types of music and specific ethical
attitudes; listening to Dorian melodies inspires courage, Lydian melodies make you
supine and soft, and so on. But there is no trace of any such reasoning here. The cause
of the upheaval, it tells us, was not any particular failing in the music as such; it was
simply the encouragement given to the view that anyone’s opinion is just as valuable as
anyone else’s. It’s true that Plato traces this opinion to the composers’ decision to create
mixtures of the musical genres, a practice he dislikes, but the nature of the musical error
is really irrelevant. He could have told essentially the same story even if he had thought
that the ancient music was an indissoluble mixture of musical styles, and that although
the rules in force in those days insisted on keeping them all together as an integrated
whole — which could indeed be portrayed as an ideal in line with some aspects of
Platonism — at some point in time the composers decided to break it up into distinct types,
on the grounds that this produced more pleasure. Exactly the same sort of narrative could
still have been constructed from that starting point. It could indeed be transplanted,
essentially unaltered, to a completely different cultural context, in which the arena where
the populace was most often gathered in the greatest numbers was not that of the musical
contests, but for instance the football stadium. It could be any place where big crowds
assembled to watch events that were controlled by strict rules and official judges or

referees, and where the behaviour of the participants might encourage the spectators to
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voice their own opinions and override the judgements of the appointed officials. Plato
may have thought that his reading of the course of events in Athens was accurate, and
that it was in fact in the environment of musical performances that the excesses he
deplores originated; it’s even conceivable that he was right, though I think it rather
unlikely. But nothing follows from that about the nature of the rules that ought to apply
in music. The only moral we could properly draw is that if the culture is such that the
largest popular gatherings are those of the musical contests, then it’s important that there
should be clearly-defined rules to govern the behaviour of both the performers and the
audience, and that these should be strictly enforced. No doubt someone should then try
to work out what the best rules would be, but that is a separate task on which the present
argument has no bearing at all. Plato’s rhetoric tries to persuade us that it is the
separation of musical genres that is crucial, but there is nothing in the passage that should

make us believe it, even if the story it tells is true.

I’ve beaten poor old Plato around the head quite enough for now, and I’ll end by
repeating what [ said yesterday, that despite all my disrespectful comments I’'m still full
of admiration for his vigorous and ingenious championship of his views, for the subtlety
of his liguistic and rhetorical strategies, and for the stimulus they give to both critical and
appreciative thought. He deploys his skills here in a very different way from some of
those he uses in the earlier dialogues, but these are not just the ramblings of a dottery old
idiot. It’s powerful and effective writing; and though it plainly fails if we judge it by the
standards of strict logical demonstration, we should recognise that it is not designed on

that pattern, and try to appreciate it for what it is.



Fifth seminar: Music in Laws Books 4-6.

Egert P6himann (University of Erlangen-Nirnberg)

1. Ulrich von Wilamowitz and Plato's Laws.

As a septuagenarian Ulrich von Wilamowitz-Moellendorff published his "Platon",’
a philological biography of the philosopher and his dialogues from the /on to the Laws.
His approach led him to label the lon, Hippias and Protagoras as "Jugendubermut
(juvenile wantonness)",”> dialogues written before the death of Socrates (399), and the
Laws as a work of "Resignation™ after the death of Plato's friend Dion, who was
murdered by Kallippos, a member of the Academy, in 354 B.C. Six years later,
immediately after Plato's death (348/7), his pupil Philippus of Opus published the Laws,
dividing the work, which existed as a draft, into 12 books and adding a supplement, the
Epinomis. The Laws were read by Isocrates as early as 346 B.C.*

Because of many shortcomings in the disposition Wilamowitz considered the
Laws to be an arrangement of incoherent pieces, which were held together superficially
by the form of the dialogue. Wilamowitz also considered the Laws to be unfinished, as
the promise of a conclusion in Book 12 (962 B) is never fulfilled.” On the other hand, a
host of cross-references attests that Plato when writing the Laws followed a deliberate
plan. This was seen first by Theodor Gomperz.® We shall find examples of such cross-
references when embarking on a survey of the musical chapters in the Laws.

Books I-Ill of the Laws are preliminaries for the main subject, the legis-
lation for a new state. Three old men, Plato (in the disguise of an anonymous Athenian),
the Spartan Megillos and the Cretan Clinias, have set out to travel on midsummer day
(683 C) from Cnossos to the cave of Zeus below Mount Ida, which means a walking
tour (today the European hiking tour E4) of two days rising to 1495 metres above sea

level. There are opportunities for delightful rests and talk in the cypress woods on the

1 U. von Wilamowitz - Moellendorff, Platon I, Leben und Werke, Il, Beilagen und Textkritik, Berlin 1919.
2 Wilamowitz | (1919) 122-152, 11 (1919) 32-46.

3 Wilamowitz | (1919) 647-697, 1l (1919) 305-322.

4 Isocrates, Philippus 12.

5 Wilamowitz | (1919) 647-650.

6 Theodor Gomperz, Platonische Aufsétze Ill, in: Sitzungsberichte der Kaiserlichen Akademie in Wien
phil. hist. Klasse (1902) 145.



way (I 625). After having started with an inquiry about the Spartan constitution, the
dialogue shifts to the appropriate use of wine at symposia and the importance of music
in education (I 642). This topic, developed in the second book, has already been treated
by Eleonora Rocconi and Andrew Barker.

The third book begins with a history of civilisation, which draws on Democritus,’
resulting in a preliminary sketch of the origins of monarchy, aristocracy and democracy
(11 683). Embedded in it is an interesting cross-reference: "And now - as it were by
divine direction - we have returned once more to the very point in our discourse on laws
where we made our digression, when we plunged into the subject of music and
drinking-parties; and we can, so to speak, get a fresh grip upon the argument, now that
it has reached this point".® This is a clear reference to |1 638 D and |l 653. After that,
Plato qualifies his digression as Advn 100 Adyou, "going astray of the logos". This
attests that Plato himself wanted to treat significant material concerning education and
music not in Book 7, where the topic is resumed, as we shall see, but already in Book 2.
Of course this is awkward, but there is no reason to see in this shortcoming the hand of
the redactor, Philippus of Opus, as lvo Bruns had suggested.’

The sketch of the history from the Trojan war until the Persian wars (Book 3, 682-
700) gives the opportunity to discuss monarchy, aristocracy and democracy and the
mixed constitution in Sparta, which happily maintains the balance between the
despotism of the Persians and the excess of freedom of the Athenian people after the
Persian wars. In order to explain the decay of Athens Plato draws on the opinion of
Damon, which he had quoted in the Republic: "People should beware of change to new
forms of music, for they are risking change in the whole. Styles of music are nowhere
altered without change in the greatest laws of the city: so Damon says, and | concur"."
In the Laws (1l 700-701 B), Plato gives a vivid picture of the licentious music of the

Athenian theatre, which eventually led to political anarchy, as Andrew Barker has

7 Wilamowitz | (1919) 657 f.
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shown. The same thought, the fear of every change in musical education, is resumed
later in the Laws (VII 798 D - 799 B).

By a happy chance (Laws Il 702 B 5), the Cretan Clinias is able to offer an
opportunity for a practical test: he is charged, together with nine colleagues, by the city
of Cnossos to plan the foundation of a new town between the Dorian city of Gortys and
the Minoan palace of Phaistos in the Messara plane, on the site of the ruined old
Magnesia,'! eighty stadia north of the Libyan sea.'? This fiction gives the background for
the legislation of the second city after the Republic, which is carried out in Books 4 to
12. Interspersed are several chapters on music and two longer sections about
education, in the seventh book musical education in general, and in the twelfth book the
musical education of the highest class, the members of the "nocturnal council”. In

browsing in these passages we have to treat music together with poetry.

2. Laws IV 719: Enthusiasmus

Book 4 of the Laws begins with a survey of the geographical and economic
conditions and the provenance of the inhabitants of the new town. After that, the
qualities of an enlightened tyrant cooperating with an enlightened legislation are
debated. After this echo of the famous passage of the Republic (5, 473 D) about the
philosopher-king, a mixed constitution is chosen for the new town, the legislation of
which must now be investigated. Thus, the legislator is summoned as interlocutor, to be
interviewed about the best form of the legislation. In order to recommend to the
legislator unequivocal regulations, the Athenian tells him an old story, which is
introduced by a cross-reference to a series of earlier Platonic dialogues:

"There is, O lawgiver, an ancient saying - constantly repeated by ourselves and
endorsed by everyone else - that whenever a poet is seated on the Muses' tripod, he is
not in his senses, but resembles a fountain, which gives free course to the upward rush
of water; and, since his art consists in imitation, he is compelled often to contradict
himself, when he creates characters of contradictory moods; and he knows not which of
these contradictory utterances is true. But it is not possible for the lawgiver in his law

thus to compose two statements about a single matter; but he must always publish one

11 Plato, Magneten: Laws VIII 848; XI 861; XI 919; Xl 946; Xl 968.
12 For the detail see Wilamowitz | (1919) 661-663.



single statement about one matter"."

In this tale we find joined together two notions of the nature of poetry and music,
namely £&vQovcilacudg and piunaoig, which are properly incompatible.'* The introducing
cross-reference covers Plato's whole work: év@ovsioondc (possession by the God) is
attested in the lon, the Apology, the Meno, the Phaidros and the Laws, piunoig
(imitation) in the Cratylus, in the Phaidros, in Books 3 and 10 of the Republic and in the
second, fourth and seventh books of the Laws. It is interesting to see the development
of two significant literary conceptions which culminates in Aristotle's Poetics, written in
Athens before the death of Plato, and before Aristotle's departure to Assos after 348/47
B.C.”

The rhapsode lon, in his dispute with Socrates in the /on, claims for himself a
craft (t€xvn), the ability to explain Homer with respect to the content of his works, their
poetic means, especially the appropriateness (Trpétov) of the language of the actors,
which produces illusion, and their impact on the souls of their hearers. This comes close
to sophistic Homer-exegesis in the manner of Gorgias' Helen of 393 B.C.'° But
Socrates, mercilessly insisting not on poetic style and impact, but only on content,
compels lon to concede that there is for every sector of human life an expert like the
helmsman or the general, who knows better than the rhapsode how to speak about the
relevant facts. Thus, the powers of the rhapsode cannot result from a craft (t€éxvn), but
must have another source, namely possession by the god (£év%ovsioouog). This notion,
which was already propagated by Democritus (460-370) in his Poetics (Ilepi ITomcioc, B
16a - 18), may have been borrowed by Plato,'” who expands it in a famous parable (533
C-E):

Like rings which cling to a magnetic stone, a simile adopted from Euripides'

13 Laws 11l 719 C: I'Ia)\oubc; pb9oc, W vopoSéTcx, OTT0 T AOTQV AUV Ael Aeyduevog €aTi Kal Tolg &A)\OK;
el ouvéséoypsvoc om TTOIr]TI’]C omoTav év 1 Tp|Tr06| TAC Mouor]c; kadintai, T61E 00K Ep(ppwv éariv,
olov 8¢ KpAvN TIC TO €OV pstv ET0IPWG €4, Kal TAC TEXVNG ouonq MIMAOEWG (xvaym(em svavnw(;
&AAARAoiC avﬁpwrrouq oIV dian9spévouc Evavria )\syav alT® Tro)\)\cmq olde 8¢ o071’ el Talra oO1” €l
atepa AAN9A TRV Asyopévwy. TEH &€ vouoditn TodTo 00K EoTi TroIEly €V T() VoUW, SU0o Trepl EvOC, AN
&va epl €vOC Ael Sel Adyov dﬂocpal’vsoem.- Translation Bury.

14 E. Péhimann, 'Enthusiasmus und Mimesis: Zum platonischen lon’, in: Gymnasium 83 (1976) 191-208.

15 W. Burkert, 'Aristoteles im Theater. Zur Datierung des 3. Buchs der "Rhetorik" und der "Poetik”, in
MH 32 (1975) 67-72,

16 Cp. lon 535 C-E and Gorgias Helen 9 with Plato, Meno 71 E about Gorgias' typology of people's
behaviour.

17 Wilamowitz | (1919) 478.



Oineus (Fr. 567 Nauck), the poets and composers cling to the Muse who is responsible
for the relevant genre. Like prophets they receive from the Muse a mysterious power,
the O¢ia pavia, which they transmit to the mediators of poetry and music, rhapsodes,
actors, chorus-leaders and choristers. The latter transmit this power to the listeners.
When poets, mediators and listeners are in the grip of inspiration (£vBovsioouoc), they
loose all mental control (€xgpovel), like the maenads in bacchic frenzy. Thus, inspired
poetry cannot be taught, learned and explained like a craft (T€éxvn).

In the Apology (21 C - 22 E) and the Meno (99 B-D) Socrates uses the
conception of inspiration ironically, in order to demonstrate that politicians, poets and
craftsmen don'’t participate in insight (€mictiun), but rely only on correct opinion (0p0)
d6&a), which is a gift of the gods. In the Phaedrus, in the second speech about Eros,
Socrates gives the concept of £évlouciaouoc an unexpected turn, contrasting inspired
poetry and poetry pursued like a craft:"® "The third is the possession and enchantment
by the Muses which seizes a tender and untouched soul, awaking and arousing in her
songs and other poetry ... But everybody who arrives at the doors of poetry without the
frenzy of the Muses, thinking that he will become a poet because of his craft (1€xvn), will
miss the goal, and the poetry of the well tempered will be defeated by the poetry of the
inspired poet.” Thus, the musician (novouoC) together with the philosopher, the
@IAokaho¢ and the €pwTikdg, keeps the first place in respect of his perception of the
ideas, while the poet (TroinTik6¢) and other representatives of illusion (Trepl pipunaiv Tig
dAAoc) are relegated to the sixth place (Phaedrus 248 DE). It is interesting that piunoic
is connected here with Téxvn.

In the Laws however, the contrast between the inspired (£€v9¢oc¢) poet and the
technician of verse producing illusion (piunoig) is forgotten. Both are identified, as we
have seen. Nevertheless, in the third book of Laws we still can find a reflection of the
enthousiasmos of the lon: "For being divinely inspired in his chanting, the poetic tribe

with the aid of Graces and Muses, often grasps the truth of history".*

18 See E. Heitsch, Platon, Phaidros, Ubersetzung und Kommentar von E.H., Géttingen 1993, 113 f.

19 Phaedrus 245 A: tpitn 8¢ &0 Moua (Vv KaTokoxr Te Kal yavia, AaBoloa atmaArnv kal &Batov yuxny,
€yeipouoa kal €kBakyevouaa kaTd Te WOAC Kal KAt THY GAANV Toinalv ... 0¢ &' dveu paviag Mouo®v
EmL ToINTIKQG 9Upag &eiknTal, Telo9elg WG &pa €k TEXVNG ikavog TToINTAG £00WEVOG, ATEANG aUTOG O
Kal A ToinoI¢ OO TAC TWV Yaivouévwy 1 100 cwepovodvtog Agaviadn.

20 Laws lll 682 A: O¢ciov ydp obv 31 kal TO TToINTIKOV £vIeaaTIKOV BV yEVOC DuVWSoDVY, TIOAMDV TRV
kat” &AnSeiav yiyvopévwy olv Tiolv Xdpioiv kal Moioaig €pamTetal £kdoTtote. See Wilamowitz | (1919)



3. Laws IV 719: Mimesis

The concept of €viouaiaoudc is known to Democritus, as we have seen, while
the notion of poetic piunoi¢ appears already in the Homeric Hymn to Apollo (1. 163),
which falls into three parts: 1-145 treats the birth of the god on Delos, and 179-546 the
god's journeys to Olympus and to Delphi, while 146-178 forms a link between the
Delian and the Delphian part.

Walter Burkert®' has found a convincing date for this complex composition: In 522
B.C., Polycrates of Samos inaugurated in Delos a Delian and Delphian festival (AfjAia
kat Mudia), according to a Delphian oracle. For this occasion a member of the guild of
the Homerides of Chios linked a Delian Hymn to Apollo to a Delphian one by a
connecting part, which depicts the lonic panegyris and the Delian festival, consisting of
pugilism, dance and song (146-164), and mentions in a peculiar sphragis the Chian
poet, but praises also the ancestor of the guild of Homerides, blind Homer (165-178).

The highlight of the Delian festival are the songs of the chorus of the Delian
maidens (156-164), who praise first in a prooimion the local gods, Apollo, Leto and
Artemis. After that, they perform mythological tales by impersonating men and women
of past times in a dramatic hymn to the greatest delight of the listeners:*

"Besides, there is a great miracle of eternal fame, the Delian girls, servants of the
far shooting god, who start with the praise of Apollon and after that sing about Leto and
Artemis. After that they sing a hymn about men and women of old, thus pleasing the
many listeners. They are able to imitate the voices and BauBaAiaoTuc* of these
persons so perfectly, that each of them would believe that he himself was singing - so
excellently was the song of the Delian maidens fitted together".

The peculiar meaning of piyela9ai in the Homeric Hymn is prepared in the lliad

477.

21 W. Burkert, ‘Kynaithos, Polycrates and the Homeric Hymn to Apollo’, in: Arkturos. Hellenic Studies
presented to Bernard M.W. Knox on the occasion of his 65" birthday, ed. G.W. Bowersock, W. Burkert,
M.C.J. Putnam, Berlin-New-York 1979, 52-62, esp. 59-62.

22 Homeric Hymnus to Apollo 156-164: npoq O& 100¢ péya Gauua Gou K)\soc oO0tot' dAlTan / Koupou
An)\laéec sKaTr]Be)\aTao Qepdmvar / o 17 €mmel dp TTPpRTOV YEV “ATTOAMWY’ upvncwol /aunq o’ ab AnTw
TE KAl “ApTepiv loxéaipav / yvnadueval avdp@v Te TToAaiV NdE yuvaik@yv / Duvov deidouaiv, 9éAyouai
o0& ON™ avOpwttwy. / Taviwv & AvOpWwTTwWY PwVAC Kal BauBaAiacToy / pipelad’ {oaoiv: @ain &¢ kev
a0TOC €kaaToC / Oéyyead - oUTw a@Iv KaAN cuvapnpev &oidr.

23 v.l. kpeyPahiaaTuv. Both words are hapax legomena, depicting the sound of the speech. See Eva
Tichy, Onomatopoetische Verbalbildungen des Griechischen, Wien 1983, 217-220.



and in the Odyssey.** Nevertheless, in explaining the miracle of the Delian maiden's
chorus by reference to piyeia9ai, imitation of speech and song, the poet uses the word
for the first time as a catchword of poetics. The relevant quotations of piyeioSai
between the Homeric Hymnus and Plato teach us nothing more.*

Plato uses piunoig for the first time in the Cratylus, in order to explain the relation
between word (6voua) and matter (Trpdyua), employing music and painting as apposite
analogies (Cratylus 423 A - 424 A). But while painting imitates shape (oxfjua) and
colour, and music the object’s sound or voice, the art of name-giving (dvouaoTikn)
imitates with the word, and its components imitate the essence (obaia) of the matter. It
is interesting that Plato here ridicules extravagances of musicians, excluding vocal
imitations of the noises of sheep and cocks and other animals from the category of
words or names,*® a polemic which reappears in other forms in Republic |l 395 B, 397 A
and Laws 11 669 CD. Taking all this together, it is evident that in the Cratylus pipnoic
denotes nothing but an image (¢{dwAov) of the matter.

In Republic 111, the meaning of pipnoig has been somehow narrowed. Socrates,
in order to classify the different genres of poetry, splits it up first into two classes: poetry
which is simply narrated (&1An diynoic) and poetry which consists of the speeches of
the persons who are acting (pipnoig). Of course, both classes may appear together.”
As Glaucon does not understand, Socrates analyzes the beginning of the lliad (A 8-42),
separating the narrated parts (8-16, 22-25, 33-36) from the speeches of the priest
Chryses (17-21, 37-42) and Agamemnon (26-32). Thus he obtains a new definition of
Miunoig: "Thus, assimilating onself to another with regard to the voice or the shape is
impersonating (pipelo9ai) the person to whom you assimilate yourself".* Morover,
Socrates presents a version of lliad A 8-42 in prose without pipnoic in order to give

Glaucon an example of @1An difynoig, the opposite of which is tragedy and comedy

24 See Tichy (1983) 218: Y 81, 5 277.

25 Aeschylus Isthmiastai F 78 a 7; Pindar Pyth. 12, 21; Parth. 2, 15; Aristophanes Thesmophoriazusai
156; Xenophon Mem. 11l 10.- See Goéran Sérbom, Mimesis and Art. Studies in the Origin and Early Deve-
lopment of an aesthetic vocabulary, Diss. Uppsala, Stockholm 1966; S. Halliwell, ‘Aristotelian Mimesis
Reevaluated’, Journal of the History of Philosophy 28 (1990) 487-510.

26 Cratylus 423 C: To0C T TIPORATA MIHOUPEVOUC TOUTOUG KAl TOUC GAskTpudvacg Kal Ta GAAa Z(a.

27 Rep. l11 392 D: “Ap’ o0v 00Xl ol &TTAf Sinyrioel i SId PINACEWC Yiyvouévn A 8i' AugoTtépwy
Trepaivoual (sc. ol TroinTai).

28 Rep. 393 C: O0koDv 16 ye Opoiodv €autov GAAW 1 KATA QWVNV i} Katd oxfjua pipeloYai éoTiv
¢kelvov  &v TIC dolol;



(Rep. 111 393 D - 394 B). Eventually, Socrates is able to classify poetry according to its
use of hiynoic:

"One part of poetry and mythology is based wholly on pipnoic, as you say,
namely tragedy and comedy, the other is based wholly on the report of the poet himself,
which you find mostly in the dithyramb, the third is based on both ways, which you find
in the epic poetry and elsewhere".” This is the first testimony for a system of poetry
which was extremely wide-spread in antiquity.”” The grammarian Diomedes (4th century
A.D.), in an excursus De poematibus to his grammar, gives a Latin version of this
theory, using Greek sources, as he declares: "poematos genera sunt tria. aut enim
activum est vel imitativum, quod Graeci dpauaTikOv vel yiunTikév, aut enarrativum vel
enuntiativum, quod Graeci €EnynTikov vel atrayyeATikov dicunt, aut commune vel
mixtum, quod Graeci koivov vel piktov appellant'. His Greek source appears in the
Platonic-Aristotelian terminology: SpapatikOv vel pignTikév, €EnynTikdv vel
ATTayyeATIKOV, KoIvOv vel piktév (GrLat | 481 Keil).

Plato did not invent this classification of poetry, as his interest in pipnoig was
quite different. Rather he used sophistic poetology like Gorgias' Helen for his own
purpose. As the mimetic genres, tragedy and comedy, but epic poetry too, involve the
Miunoic of unwelcome behaviour by men and women, they are excluded from the
education of the guardians of the state (Rep. Ill 398 AB). The same moralistic rigorism
is extended to music. As melody consists of words, harmony and rhythm (Rep. Ill 398
D: Adyoc, dpuovia and pud9uoc), the musical elements have to endure the same
restrictions as the words (Rep. Ill 398 A - 400 D). Therefore plaintive harmonies like the
Mixolydian and the Syntonolydian, as well as slack and intoxicating harmonies like the
lastian and the Low Lydian are eliminated. There remain only the Dorian and the
Phrygian harmony, which are suitable for imitating the voice and intonation of a brave
man in war and peace.’' Thus there is no need for instruments with a wide compass and

the capacity for many harmonies like harps, lutes and modulating auloi. All that is left

29 Rep. Il 394 BC: TA¢ ToIRoews Kal pudohoyiog f pev Sid pipnoewc 6An €oTiv, oTrep oL Aéyelg,
Tpaywdia Te Kal KwPwdia, f) 6& 81" &mayyeAiac adTod Tod ToINToD - ebpoi¢ & Av adTNV YdAioTd Tou év
B19upappoIC - 1 & abd &1 dpgotépwy Ev Te TH TV TRV TroIRoel, TToAaxoD &3¢ kal EAAOIL.

30 See J. Kayser, De veterum arte poetica, Diss. Leipzig 1906.

31 Rep. 11l 399 AB: kataAeiTre ékeivnv TRV Appoviav, i} €v Te ToAepIKi TTPAgel GvTog dvdpeiou ...
TTPEMOVIWE Av pIRoaito 98yyoug Te Kal TTPocwWdiac ... kal EAANv ad év elpnvikf ... Tpdge Bvtog.



are the lyre and cithara with seven strings and the syrinx (Rep. Il 399 C-E). Eventually
the search is extended to rhythms which belong to a ordered and brave life. But
because of the lack of competence of the interlocutors this question is delegated to the
rhythmician Damon (Rep. 11l 399 D - 400 C).

Having developed his theory of ideas in Books 4 to 9, Plato returns to the subject
of poetry and music in the tenth book of the Republic. Because of their mimetic cha-
racter epic poetry, tragedy and comedy are excluded altogether from the educational
program of the new state (Rep. X 595), so that only hymns to the gods and eulogies on
virtuous men remain (Rep. X 607 A). But the theory of ideas forces Socrates to find a
wider definition of piunoic, which includes every kind of art. Using as starting-point an
artefact like a table, the maker of which produced it with regard to the idea of the table,
Socrates denounces a painted table as an image of an image, which does not represent
the real being of the idea of the table (Rep. X 596/7). This conception is expressly
transferred to all kinds of poetry. Thus pipnoig is understood as image of virtue and the
other subjects of poetry, which has nothing to do with truth.*? This leads to a definiton of
MiuNoIC in poetry, which comes very close to the conception of Aristotle in his Poetics,
as we shall see: "The art of poetic imitation imitates men acting under constraint or of
their own free will, who think that they are happy or unhappy because of their acting,
and consequently are melancholy or cheerful".** Once this concept of piynoig and its
inherent dangers have been exemplified with examples from tragedy, comedy is
eventually included too (Rep. X 606 CD).

In the Laws the subtle classification of mimetic poetry, namely tragedy and
comedy, and non-mimetic poetry like the hymns and the dithyramb, which we have
found in the third book of the Republic (392 C - 397 B), is completely forgotten. Instead
of this, Plato adopts (at Laws 2, 668 B-C) the wider conception of piunoic found in the
tenth book of the Republic (Rep.10, 596 D-E), which covers all kinds of arts with the
simile of the mirror. Thus, the Athenian is able to treat all kinds of pouoikr, namely

poetry in all its branches, music and dance, as piynoig, an opinion which, as he points

32 Rep. X 600 E: O0koDv 119G pev &0 " Ourjpou dpfauévoud TTavTag ToLC TToINTIKOUG UIMNTAC el8WAwvY
dpeTAc elval kal TV &AWV TTEPL Qv TToloDatv, TAC 58 dAndeiac ovy &mteadal. See also Rep. X 605 A.
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out, is shared by all poets, listeners and actors.* In the third book of the Republic the
fact of yipnoig itself was attacked by Socrates. But in Book 2 (668-670) of the Laws the
problem is not pipnoic itself, but its application to improper objects, as Andrew Barker
has demonstrated. This conception is resumed in the seventh book together with the

educational program, as we shall see.

4. Aristotle on pipnoig in the Poetics.

Aristotle, born in 384 B.C. in Stageira, moved to Athens in 367 B.C., where he
remained Plato's pupil and member of the Academy until Plato’s death (348/7 B.C.);
Plato was succeeded by his nephew Speusippus (347-339). In this period Aristotle
could study Plato's Republic and witness Plato's work on the Timaeus and the Laws.
Besides, he had the opportunity to attend in the Dionysus Theatre restaged tragedies of
the fifth century and the first nights of new pieces of Middle Comedy. From 347 Aristotle
was in Assos, Mytilene and Pella, from where he returned to Athens in 335/34, where he
founded his own school, the Peripatos.

Aristotle's keen interest and thorough knowledge of the Athenian theatre is
attested by many quotations of tragedies, comedies, performances and actors in the
third book of his Rhetoric and in the Poetics. As he cannot have had the relevant
experiences during his exile from 347 to 335, Walter Burkert** demonstrated that the
third book of the Rhetoric and the Poetics, which are linked by cross-references, belong
to the first period of Aristotle in Athens, the time of learning, arguing and dispute with
Plato and Plato's works, between the years 367 and 347. Thus, we shall try to
understand the mimesis-theory of Aristotle against the background of Plato's Republic
and Laws.

Aristotle begins his Poetics with the wide conception of pipnoig which we have
met in Plato's Republic X and the Laws. All kinds of poetry, together with dance and
dramatic prose like the Socratic dialogues, are imitations. Their means are Adyoc,

dpuovia and puduéc (voice, harmony and rhythm), the use of which results in a first

34 Laws Il 668 BC: Kal pnyv 10016 ye ma¢ &v 6poAoyol epl TAG pouaikig, Ot TavTa T& Trept adTAV
E0TIV TTOINUATA WiMNOIC Te KAl ATreikaaiar Kal To0T6 ye piVv 00K Gv GUPTIAVTEG Ouoloyolev TroinTai T Kal
dkpoaral kal OTTokpiTai.- See too Laws |l 668 A.

35 See above p. 4 n. 15.



classification according the means of imitation (év olc), the elements of which are
Platonic’®:

The dance uses only the rhythm, dramatic prose only the voice; solo playing on
the auloi, the cithara and the syrinx uses harmonia and rhythm; epic poetry the voice
and the rhythm; the dithyramb, the citharodic and aulodic nomos and the melic parts of
tragedy (with satyr-play) and comedy use voice, harmony and rhythm throughout; while
the spoken parts of stage poetry use only voice and rhythm.

The second classification applies to the object (&) of pipnoig, which is in all
cases men in action.”” Here we meet again the Platonic Trpartovre¢ dv9pwrrol,** who
are classified as good (otmoudatol) or bad (padAol), moreover as tragic heroes of
superhuman virtue (BeAtiovag f ka9  AUAC), or comic heroes of worse behaviour (A
xeipovacg) or men like you and me (fj kal ToioUTouc). Thus, Aristotle can distinguish
tragedy and comedy better and gains new compartments for new genres like the parody
of epic poetry or the middle class comedy of the fourth century B.C. (Poetics 48 A).
While Plato abhorred the piunoic of bad characters,* Aristotle is in this respect morally
indifferent, as for him the aim of poetry is not education, but the specific aesthetic
pleasure (ndovn) of epic poetry, tragedy and comedy, which is produced by pipunoig.
The pleasure of tragedy is produced by compassion and fear, the pleasure of comedy
might have been the laughter, and the pleasure of epic poetry is the supernatural.®

The third classification concerns the form (w¢) of the piunoic. Here we meet
again (Poetics 48 A 19-23) the Platonic classification of Rep. 11l 393 D - 394 B:*' the
epic poetry which uses the report of the poet together with impersonation of acting
persons (0T€ pev atrayyéAovta, f ETepov Ti yiyvouevov Watrep “Ounpoc Tolel), the
dithyramb where the poet speaks alone, and stage poetry which uses only

impersonation. But while Plato uses here, in Book 3 of the Republic, the concept of

36 See above p. 7 f.

37 Poetics 48 A 1: "ETrel ¢ pigoOvTal ol pipoUhevol TTPATTovTaC.

38 See above p. 9 n. 33.

39 See above p. 10.
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Miunoig only for impersonation, Aristotle considers all three forms of poetry
indiscriminately as piunoig.

Taking all this evidence together, we see that Aristotle, while borrowing all
relevant elements from Plato's Republic and Laws, has written with his Poetics a
treatise which stands Plato's criticism of poetry on its head. While Plato, in the lon (see
above p. 4 f.), denied that poets and their mediators followed an art (téxvn), but instead
were driven by inspiration (€v9ouciaouéc), a divine madness (Scia pavia), Aristotle
classifies the different branches of poetry and music as arts (téxvai), which produce
illusion (piunoig) by rhythm, word and harmonia.** As the aim of the art of poetry is
illusion, its standards of accuracy are different: it is not the true and the false, but the
probable and the improbable (mi9avdv, amiSavov) that are relevant.” This was first
seen by Homer, the teacher of illusion,* who was indebted for his extraordinary faculties
to the art (téxvn) or to his talent (pUoig).* The divine madness as source of poetry is not
altogether forgotten, but marginalized: poetry is the faculty of a well gifted person, who
is able to learn an art, or the manic, who produces while in a state of ecstasy.*

Of course, the old idea of poetic imitation had to be re-evaluated in this context.
Far from suspecting moral dangers in piunoic as Plato did, Aristotle considers it an
innate inclination of human beings from childhood onwards,*” who in contrast to the
animals are most prone to imitation and who learn by imitation in their early years
(Poetics 48 B 6-8) and enjoy every kind of imitation.* Therefore Aristotle considers
pleasure (nNdovr}) and imitation (pipnoic) the two natural causes of poetry.” This is
incompatible with Plato's view in the Laws, since he considers the lawgiver to be the

best poet, the imitation of a virtuous life to be the best tragedy, and philosophy to be the
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true incontestable poetry.

5. Prooimion and Nomos in Music and Legislation.

An ancient story about the divine possession of the poets, told by Plato in Book 4
of the Laws (4, 719 C), has led us astray to a long digression concerning central
conceptions of music and poetry, beginning with Plato's lon and culminating in
Aristotle's Poetics. Some pages later, Plato eventually approaches his subject, the
legislation, qualifying everything that has been said before as mere preliminaries. At the
same time, he calls to the reader's mind the literary setting of his dialogue, which
unfolds during a long walk from Cnossus to the cave of Zeus on Mount Ida:

"It was little more than dawn when we began talking about laws, and now it is
high noon, and here we are in this entrancing resting-place; all the time we have been
talking of nothing but laws, yet it is only recently that we have begun, as it seems, to
utter laws, and what went before was all simply preludes to laws (TTpooipia vouwv)".*

Having established this, Plato wants to go a step farther: Not only are Books 1-3
a prooimion to Books 4-12, but every single law must have an individual prooimion,
which persuades people to obey willingly. This combination of Prooimion and Nomos is
explained by analogies from music and rhetoric, which conversely tell something about
Plato's understanding of the musical Nomos:

"What is my object in saying this? It is to explain that all utterances and vocal
expressions have preludes (1rpooipia) and tunings-up (&vakivioeig), as one might call
them, which provide a kind of artistic preparation (£viexvov &mixeipnaiv) which assists
towards the further development of the subject. Indeed, we have examples before us of
preludes, admirably elaborated, in those prefixed to that class of lyric ode called the
Nomos, and to musical compositions of every description. But for the Nomoi (i.e. laws)
which are real Nomoi - and which we designate "political" - no one has ever uttered a
prelude".”!

The last sentence must be understood as a cross-reference. Indeed, Andrew
Barker has already treated a section on music which describes the distribution of music

into different genres in the good old times (Laws 3, 700 f.). Choral lyric comprised

50 Plato Laws 4, 722 CD, Translation Bury.
51 Plato, Laws 4, 723 D; Translation Bury.



Hymns to the Gods, Threnoi (dirges) for the dead, Paeanes for Apollo and Dithyrambs
for Dionysus. Monodic lyric was represented only by the Nomos Kitharodikos, while the
Nomos Aulodikos appears later in Plato's description of the lawlesness of music (TTapa-
vouia el¢ TAV Youaikrjv). But in the good old times, the system of genres, especially the
different Nomoi, had the character of law. Thus, Plato is able to use in Book 4 the notion
of musical Nomos, as an analogy for the Nomos in legal sense, which should have a
prelude (Trpooiuiov) as the Nomoi in musical sense always had, at least according to
Plato. The function of the prelude to the law which Plato recommends is described by
categories of contemporary rhetoric: "The part which preceded this (the law itself), and
which was uttered as persuasive thereof, while it actually is "persuasion” (1TTel0TIKOV), yet
serves also the same purpose (dUvapic) as the prelude to an oration".*

Nevertheless, it remains uncertain which musical reality Plato has in mind, when
he refers to the TTpooiuia which were as a rule attached to the Nomoi Kitharodikoi and
the other genres of vocal music. The Nomos Kitharodikos which is attributed to
Terpander® had with &pyd - yetapyd a twofold Trpooiuiov. Another Nomos Kitharodikos,
which is attested for Terpander also, the Nouo¢ Tetpaoidiog, had four melodically
different sections.** The Nouoc Tpiuepng, an aulodic Nomos with three sections, is
attested by an inscription for Clonas.> The famous Nomos Pythikos of Sacadas, an
auletic Nomos, had according to Pollux five parts, beginning with the Treilpa
(investigation of the battlefield),’® while Strabo places a special prelude (&vakpouaic)
before the "investigation".”” Another auletic Nomos, the Nomos of Athena of Olympus,

began with the &vamreipa, followed by the central part, the so called &puovia, and

52 Plato, Laws 4, 723 A; Translation Bury.

53 Pollux 4, 66: pépn 8¢ 100 KI9apwdikoD vopou, TepTmdvdpou TTapaveipavTog, ETTa: dpxd, METAPXJ,
KATOTPOTIA, HETAKATATPOTIA, OUPAASC, a@payic, £miAoyoc.

54 Pseudo-Plutarch, De Musica 4, 32 D.

55 Pseudo-Plutarch, De Musica 4, 33 B: tpiyepn¢ Xylander, TpiueAric codd; 8, 34 B: év 8 T év Ziku®vi
avaypa@fj TH Tepl TV oItV (FrGH 550 F 2) Khovac e0petn¢ avayéyparrral To0 Tpiuepodc vouou.-
The preceeding ascription of the Nomos Trimeres to the aulos-player Sacadas (De Musica 4, 33 AB) is
spurious, as it makes Sacadas lead a chorus (815a&ar ddeiv TOV Xopov).

56 Pollux 4, 78; 4, 84: Melpa - KatakeAeUoPOC - “lapBIkOV - Zrovdeilov - Kataxopeuaig.
57 Strabo 9,3,10: Mévre &' adT0D pépn €aTiv, dvakpouaic, Gutreipa, kKaTakeAeUoUoC, lauBol kal dAKTUAOl,
oUpIyyeC.



perhaps an epilogue.’® Andrew Barker in two papers® collected all the relevant material

concerning the "Prooimion" and the kindred notion "Anabolé".

6. Mimetic and Non-Mimetic Contests in the Laws.

Book 6 of the Laws comprises regulations concerning the institution of authorities
and officials, among them the officials for gymnastic and musical education and
competitions (Laws 6, 764 - 766). The musical competitions are split up into
competitions for choral lyric and dance for children, young men and maidens on the one
hand, and monodic genres on the other hand, which are imitative:

"In the case of music it will be proper to have separate umpires for solo singers
and for mimetic performances (1Tepl povwdiav Te Kal PIUNTIKAV) - | mean, for instance,
one set for rhapsodists, citharodes, aulos-players (pawwd®v, kISapwd®v Kal
a0ANTV) and all such musicians, and another set for choral performers (1rept
xopwdiav). We ought to choose first the officials for the playful exercise of choirs of
children and lads and girls (xop®@v TTaidwv T KAl &ppEVwY Kal 9nAciv Kop(v) in
dances and all other regular methods of music; and for these one officer suffices, and
he must be not under forty years of age. And for solo performances (Trepl povwdiav)
one umpire, of not less than thirty years, is sufficient to act as introducer (eloaywyeuc)
and to pass an adequate judgement upon the competitors".

Plato's sketch of musical contests in choral lyrics has nothing peculiar about it.
Dithyrambic choruses (kUkAiol xopoi) of children and of men competing at the Great
Dionysia were familiar to every Athenian since the time of Cleisthenes. The maidens
choruses (Trap9éveia) begin in a Doric environment with Alcman. It is puzzling however,
that Plato, in spite of his severe restrictions against mimetic music (Laws book 2, 669 B
- 670 B), now admits rhapsodists, citharodes and aulos-players. The contest of
rhapsodists was the first branch of the Panathenaic competitions.®' A lively picture of the

mimetic character of the rhapsody in the 4™ century B.C. is delivered by Plato himself in

58 Pseudo-Plutarch, De Musica 33, 43 BC: otov "OAOPTIW TO &vappdviov yévog Tl Ppuyiou Tévou
198V maiwvI EmMPBaT pix9év: TobTo Yap TAC dpxic 10 N8oc éyévvnoev ETL TR TAG “AINVAC VoUW ... i
ya&p kaAoupévn dppovia év 16 TAC “A9NVEC vouw TToAD SiéoTtnke Katd 1O A90C THG &vaTtreipac.

59 A. Barker, ‘Greek Musical Introductions 1: The Prooimion; 2: The Anabolé, Cremona 2008, manuscript.
60 Plato Laws 6, 764 E - 765 A; Translation Bury.

61 L. Ziehen, Panathenaia, in: RE 18,3 (1949) 480-483.



the lon (see above p. 4 f.). For the mimetic power of the citharodic Nomos we may cite
the Persians of Timotheus of Miletus, a contemporary of Plato. The Persians might have
been victorious at the Panathenaia.® It is doubtful which role Plato assigns to the aulos
players in his fictive competition. At least, solo song accompanied by the auloi
(a0AWSia) must be understood as admissible. But auletic Nomoi like the Nomos
Pythikos of Sacadas, which try to mimic the last hissings of the Delphic monster Python,
and the imitation of these effects on the cithara® seem to be excluded from Plato's
competition, taking into consideration Plato's verdict on solo instrumental music in Laws
2,669 B - 700 B, which has been examined more closely by Andrew Barker. Taking all
the evidence together, it seems that Plato in the Laws on the one hand admits
developments of poetry and music which he cannot prevent, while he on the other hand

tries to curb the unwelcome by administrative measures.

62 The Fragments of Timotheus of Miletus, ed. with an intr. and comm. by J.H. Hordern, Oxford 2002, 17.
63 West, 1992, 212-215.



Sixth seminar: Music in Laws Books 7-12.

Egert P6himann

1. Leading ideas of Laws book 7.

Book 7 of the Laws, which is connected by many cross-references and
repetitions with Books 2-3 and 8-12, gives a synopsis of education, which had already
been treated in Books 2 and 3. Eliminating gymnastics and dance and limiting our
interest to the main subject of Book 7, namely music and poetry, we can identify Plato's
leading ideas. One of them is the refusal of every change in inherited customs and
values, which results in shocking censorship of poetry and music. Another recurring
theme of Plato's thinking is his fear of the dangers which are inherent in yipnoig of
unworthy objects by the citizens of his politeia. Thus, he is inclined to abandon
unwelcome genres to foreigners or slaves, as for example the dirges for the dead to
hired Carian mourners (Laws 7, 800 E). Finally, Plato's musical curriculum in the Laws,
which is destined for all citizens, is quite restricted, compared with the curriculum of the
Republic, which is destined only for the guardians of Plato's ideal state. Thus, the most
demanding subjects of learning are reserved for the members of the nocturnal council,

which is established in Book 12.

2. Preliminaries.

Plato begins Book 7 of the Laws with an essay on the education of the unborn,
and of children until the third year of their life. Thus it is advisable for pregnant women
to untertake long walks, which may benefit the unborn child by the movement (7, 789
E). Moreover, the pregnant women should not indulge in intense pleasures or pains, but
cultivate a bright and calm demeanour, in order to keep the child free from pleasure and
fear (7, 792 E). The same holds good for the new born children, who are calmed down
from excitements by a homoeopathic cure through motion and song:

"When mothers have children suffering from sleeplessness, and want to lull them
to rest, the treatment they apply is to give them, not quiet, but motion, for they rock them
constantly in their arms; and instead of silence, they use a kind of crooning noise; and

thus they literally cast a spell (katauAoDao1) upon the children (like the victims of Bacchic



"

frenzy) by employing the combined movements of dance and song as a remedy".

As soon as the children, after their third year, have learned to speak, they need
some training by games under strict supervision (Laws 7, 793/4). After the sixth year of
their life girls and boys are separately trained in gymnastics, the use of weapons and
dance (Laws 7, 794-6). After that, by an unmistakable cross-reference to Laws 673 B,
Plato returns to the topic of musical education, which he had already treated in Book 2
of the Laws:

"The subject which comes next to this (i.e. gymnastics), and deals with the gifts
of Apollo and the Muses, is one which was previously thought we had done with, and
that the only subject left was gymnastics; but | plainly see now, not only what still
remains to be said to everybody, but also that it ought to come first. Let us, then, state

these points in order".

3. Leading principles of education.

As Plato attempts in Book 7 a fresh start with the subject of musical education,
he is compelled to return to leading principles which he had formulated before. The first
of them is his far-reaching fear of changes in the moral principles which maintain the
state. Plato develops this notion in chapter 7, warning against every innovation in
children’s games and education:

"ATH.: The man they hold in special honour is he who is always innovating or
introducing some novel device in the matter of form or colour or something of the sort;
whereas it would be perfectly true to say that a State can have no worse pest than a
man of that description, since he privily alters the characters of the young, and causes
them to contemn what is old and esteem what is new. And | repeat again that there is no
greater mischief a State can suffer than such a dictum and doctrine: just listen while |
tell you how great an evil it is. CLIN.: Do You mean the way people rail at antiquity in
States?. ATH.: Precisely".’

1 Plato, Laws 7, 790 DE; Translation Bury.

2 Plato, Laws 7, 796 E; Translation Bury.

3 Plato, Laws 7, 797 C: A®.: 1év T véov &el kaivotopolvta kal elogépovra TV elwdoTwy ETepov KaTtd TE
oxfAuaTta Kal xpwuata Kal avra 6aa ToiadTa, TodTov TIndo9al SiapepdvTw e, TouTou TTOAEl AWBNV 00K
elval peidw @atpev av dp9dTara Aéyoveg: Aavavelv yap TV vEwv Ta N pueIoTAVTa Kal TroIElY TO pév
&pxatov Tap’ adTolC &Tiov, TO 5& véov EvTipov. TouTou B2 TaAv ad Aéyw 10D Te PAPATOC Kal TOD
SOYHATOC OUK £lval Znuiav peilw Traoaic TTOAeoIv. dkouoate 5& Soov enui adt’ elval kakdv. KA.: “H 10




Again we have some kind of a cross-reference: TaAiv ad Aéyw (Laws 7, 797 C)
reminds the well known Damonian opinion about the dangers inherent in changes in the
style of music: "To put it briefly, then, those in charge of the city must devote themselves
to ensuring that ... no innovations shall be made in gymnastics and music beyond what
is laid down, but that what is laid down shall be preserved as closely as possible. When
someone says that "People praise more highly the song that is most newly come to
minstrels lips' (Od. 1, 351 f.), they should fear that people might easily suppose the poet
(i.e. Homer) to mean not just new songs, but a new style of song, and that they would
applaud the latter. Such a thing should not be applauded, nor should the poet be so
understood. People should beware of change to new forms of music, for they are risking
change in the whole. Styles of music are nowhere altered without change in the
greatest laws of the city; so Damon says and | concur".* Andrew Barker has already
demonstrated how Plato in Book 3 of the Laws, in his picture of the Athenian
eatpokparia gives the aforesaid Damonian opinion historical background. As we shall
see, Damonian thought permeates Book 7 of the Laws also.

The second leading principle of Plato's thinking about art is the concept of
MiuNoIG, which, as we have seen, has changed its meaning fundamentally during the
work of Plato (see Seminar 5 above). In the Laws the notion of pyipnoig eventually
governs all branches of art, especially of music, as Plato reminds the reader:

"ATH.: Well then, do we still have confidence in what we said before, when we
said that everything to do with rhythms and with music as a whole consists in imitations
of the behaviour of better and worse men? Or what do we think? CLIN.: Our opinion has
not changed, at any rate. ATH.: Do we say, then, that every possible technique should
be used to prevent the children from wanting to try out other kinds of imitation in their
dances and songs, and to prevent anyone from tempting them with all sorts of

pleasure? CLIN.: You are quite right." Thus, the fear of every change in music

wéyeadal TRV ApxaidTNTa AéyelC €v Taic TToAeatv; AG.: Mavu pév olv.- Translation Bury.

4 Plato Republic 424 BC; Translation Barker.

5 Plato, Laws 7, 798 DE: A@.: Ti oDv; 10(¢ ZuTrpoc9ev AGYOIC THOTEUOHEV, OLC EAEYOHEV WG TA TTEPL TOVG
PuSuoLC kal TTeoav HOUGTIKAV ETTIV TPOTIWVY MIMAKATA BEATIOVWY KAl XeIpdvwy avOpwtwy; i TTRC; KA.
003au®C AAWC TTWC T ve TTap” Alv doyua Exov Av £ln. AO.: O0kolv, pauév, Gmacav ynxavnréov
pnxavAv 8mmwe av Auiv ol Taldeg prite EmMOuu®alv GAAwY pipnudaTwy drrreadal katd 6pxAoEIC ) KaTd
peAWdiag, unTe TIC adTOLC Treion TTPoodywy Travioiac Adovac; KA.: “Opddtata Aéyelc.- Translation
Barker.



according to Damon and the alleged dangers of pipnoig result in a fossilization of every
art following an imaginary model of Old Egypt, which Plato had developed already in
Laws Book 2, reporting with admiration that pictures or statues wrought 10 000 years
before display the same beauty as the productions of Plato's own days.® In Book 7 of
the Laws the model of Old Egypt stimulates Plato to go back to the early beginnings of
musical history in Greece, to the "Nomoi" of Terpander, imputing to them quality of laws

and everlasting validity, as we shall see.

4. Musical Nomoi and political Nomoi.

Already in Book 3 Plato had commented on songs used in worship, namely
Prayers to the Gods (Duvol), Dirges (9pfivol), Prayers to Apollo (Traidvec) and Prayers
to Dionysus (d190pappol), and the solo songs to the accompaniment of the cithara, the
Nomoi, classes which were mixed together by the modernists of Plato's own days.” In
Book 4 Plato commented on the Prooimia of these nomoi, as we have seen in the
previous Seminar, recommending Prooimia also for his political Nomoi.* In Book 7 of the
Laws Plato, punning on the word vépog, imputes to the musicians of old times (perhaps
as a joke) his own concept of the lawful character of the musical Nomoi and, by
extension, of every public hymn:

"ATH.: We are saying, then, that the strange fact should be accepted that our
songs have become nomoi (i.d. laws) for us, just as in ancient times people gave this
name, so it appears (o0Tw WG W €oikev Wvduaoav), to songs sung to the cithara.
Hence they would probably not have disagreed with our present contention, which one
of them perhaps dimly divined, as it were in a dream or a waked vision".’

Andrew Barker has demonstrated'® that the word vopog with musical sense used

by Pindar, Aeschylus, Sophocles and others means no more than "melody". The first

6 Plato Laws 2, 656.

7 Plato Laws 3, 700-701.

8 Plato Laws 4, 722/3.

9 Plato Laws 7, 799 E - 800 A: A®.: AedoxSw pgv 8n, eapév, 10 dtotrov 100710, VOUOUG TG WAAC AUl
yeyovéval, kal ka9dmep ol TTaAaiol T61e Trepl KISapwdiav obTw TTWG, WG E0IKEV, WVOHAgaV - WOTE TAY
Ov o0&’ €kelvorl Travramraci y’ av deeoT®TeC elev 10D vOV Aeyopévou, ka9 ™ Umrvov &€ olov TToU TIG f kal
Omrap &ypnyop®¢ Wveipwev pavreuopevog adTo.- Translation Barker.

10 A. Barker, Greek Musical Writings vol. I: The Musician and his Art, Cambridge 1984, 249-255, esp. n.
263.



testimony of this use is Alcman 93 Diehl, who declares, that he understands the "tunes"
of all birds (olda &’ dpvixwv VOpwe TTaviwy). Thus, in the early 5" century the use of
vopocg in musical sense is general and not technical. The notion of vouoc¢ as a type of
solo composition governed by strict rules of subject matter (e.g. the battle of Apollo and
the dragon Python in Delphi) and structure (e.g. the seven parts of the Nomos
Kitharodikos) was coined by musicologists of the late 5" century B.C., who wanted to
classify many different solo-pieces, guided by hints of the poets themselves. This
matches well with Plato, who really does not say at all that Terpander invented the term
vOpoG in its technical meaning in order to denominate his citharodic melodies. Rather
Plato uses the term vouoc, a technical term of contemporary musicology, in order to
subject all kinds of music in his educational system to the laws he is going to formulate:

"ATH.: At any rate, let that be our decree concerning this matter. And no one may
make utterances or move in the dance in breach of the civic and sacred songs and the
whole choric practice of the young, any more than he may break any other of the laws
(i.e. nomoi). To the person who conforms no penalty is to attach, but as we said just
now, the guardians of the laws and the priestesses and priests are to punish anyone
who disobeys. Are we to regard these points as established, for the purposes of our
discussion? CLIN.: Yes."" There follow special laws for hymns, the first of which
demands auspicious sentiments (E0@nuia), the second limits the contents to prayers to
the gods, and the third obliges the poets to prayers for morally acceptable gifts. (Laws
7,800 E - 801 B).

5. Supervising Authorities over Poetry, Music and Dance.

Stimulated by the existence of pieces for solo song, which obey rules of content
and structure, denominated vopol, Plato had extended the lawful character of them to all
kinds of poetry and music. Thus it became inevitable that the poets were subjected to
strict censorship: "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 to deal

with these matters, and to the law-wardens, and have been approved by them".'?

11 Plato Laws 7, 800 AB; Translation Barker.
12 Plato, Laws 7, 801 D; Translation Barker.



Morover, Plato entrusts to these supervising authorities a second duty. As there
are many old poems, songs and dances, there is installed a board of men over fifty
years, which selects morally qualified pieces, which might be used in education, and
abandons the unsuitable. But pieces which are somehow defective, have to be
reworked by gifted poets: "They should get both poets and musicians to assist them,
making use of their talents for composition, but not placing any reliance on their
pleasures and desires, except in the case of a few of such people. Thus by working
through fully the intentions of the lawgiver, they will put together in closest
correspondence to the sense of these intentions dancing, singing and choric practices
in general.""

In the next paragraph, Plato looks back to Laws Book 3, where he had designed
an opposition between the music of good old times, which was regulated by laws
(vouor), and contemporary music, which was governed by the search for aesthetic
pleasure (nNdovn): "But later, as time went on, there appeared as instigators of
unmusical law-breaking composers who, though by nature skilled at composition, were
ignorant of what is right and lawful (vopipov) in music ... thus unintentionally, through
their stupidity, giving false witness against music, alleging that music possesses no
standard of correctness, but is most correctly judged by the pleasure (fdovn) of the
person who enjoys it, whether he is a better man or a worse"."

But now Plato attributes aesthetic pleasure (d0, Adovn) to all kinds of music,
deprecating only the sweet and popular style of contemporary music (koivr] kal yAukeia
pouaikn). Plato argues that the kind of music which gives people aesthetic pleasure
depends on their early conditioning by education, an idea which finds an echo in an
Aristoxenean story in the De Musica of Pseudo-Plutarch about a certain Telesias, an au-
los-player of Thebes, who was educated in the Pindaric style of old lyric and was not
able later to play successfully in the modern style of Timotheus and Philoxenus."” More-
over, the shift in Plato's thinking from Book 3 to Book 7 reminds us of Aristotle, who
maintains that aesthetic pleasure is the aim of all poetry, as we have seen in the

previous seminar. In Book 7 of the Laws Plato maintains the same opinion:

13 Plato, Laws 7, 802 BC; Translation Barker.
14 Plato, Laws 3, 700 DE; Translation Barker.
15 Pseudo-Plutarch, De Musica 31, 42 BC = Aristoxenos 76 Wehrli.



"ATH.: All such activities alike give pleasure. For when someone passes his life
from childhood up to the age of steadiness and sense among temperate and ordered
music, then when he hears the opposite kind he detests it, and calls it unfit for free men
(&veAeUSepov): but if he was brought up amid the sweet music that is generally popular,
he says that the opposite kind to it is frigid and unpleasing (wuxpov kat &ndf). Thus, as
we said just now, neither is better than the other in respect of pleasantness (ndovic i
andiac): the difference lies in the fact that the one kind always makes those brought up
in better, the other worse".'®

As Plato's educational system deals with women also, he tries to find different
styles for the two genders: "It will also be essential for the lawgiver to distinguish in
outline what are suitable songs for men and women respectively, and he must match
them appropriately to harmoniai and rhythms"."”

This might have been the best place for a discussion of the inherent character of
harmonies and rhythms, as in Book 3 of the Republic. But in the Laws there is no
mention of Dorian, Phrygian, Lydian or other harmonies, or of dactylic, spondaic, iambic,
trochaic or other rhythms. Where iambi are mentioned (Laws Book 11, 935 E), the
literary genre is meant. This conscious avoidance of all technicalities in the Laws is the
mark of the colloquialism of the literary dialogue. Thus, Plato is not willing to be more
explicit about male and female poetry and music:

"Hence it is necessary to lay down at least the outlines of these by laws as well.
We mus assign to both kinds of song the rhythmoi and harmoniai that are essentially
bound to them, and must clearly expound the character of those of the female type by
reference to that in which the nature of each type is distinct. Thus it must be said that
magnificence and that which tends towards manliness is of masculine type, while that
which leans rather towards orderliness and moderation is to be treated as more of a

female kind in both law and theory. That, then, is how this is to be organised.""®

16 Plato, Laws 7, 802 CD: A@.: 70 5" 3L KoivOv Traoaic. év i y&p av &k Traidwv TIG uéxp! TG
¢ankuiacg Te kal Euppovog AAIKIac SIaBIR, owepov Yev yolan Kal TeTaypévn, dkolwv 8 THC évavriac,
HIo€l Kal &veAeU9epov abTAV TTPOoayopEUEl, TPAPELG 5& £V Tfj KOIV Kal YAUKEIQ, Yuxpav kal &ndf THv
TaUTn évavriav elvai enoiv: Karte, Otrep €pprdn vuvdn, 16 ye TAC Ndovic i dndiac Tepl Ekatépag oDdEV
TIETTALOVEKTNKEY, €K TTEPITTOD O& 1 uév BeATiouc, ) &€ xeipoug ToUC v alTH TpagévTac EKAoTOTE
Tapéxeral.- Translation Barker.

17 Plato, Laws 7, 802 D; Translation Barker

18 Plato, Laws 7, 803 E; Translation Barker



There follow some hints about school-buildings and hired teachers from abroad
for gymnastics and music (Laws 7, 804). As Plato wants to assign the same duties to
both sexes in war and peace, he has to introduce compulsory education for boys and
girls, which is a novelty (Laws 7, 805-809). The curriculum comprises gymnastics,
writing and reading (from the tenth to the thirteenth year), arithmetical calculation,
elementary knowledge of the calendar year, dance, song and lyre playing (from the
fourteenth to the sixteenth year). Having laid down the rules for the selection of suitable
poetry and melodies for dance and song, Plato has now to find suitable texts for
teaching in reading, which is difficult:

"With regard to lessons in reading, there are written compositions not set to
music (&Aupa Keipeva), whether in metre or without rhythmical divisions - compositions
(ouyypduuara) merely uttered in prose, void of rhythm and harmony; and some of the
many composers of this sort have bequeathed to us writings of a dangerous
character".”

This class of texts comprises epic poetry on the one hand, and prose texts on
the other hand. Since the days of the Sophists such prose treatises, ouyypdauuata
about philosophy, rhetoric, politics, poetics etc. inundated the book market in Athens. As
Plato had condemned the prose treatises Trepi Tivog severely in his Phaedrus,” he does
not take them into consideration any more, attacking their authors only indirectly
(o@aAepd yPAPUATA ... TTOPA TIVWV TRV TTOAARV TOIOUTWV AVOIPWTTWY KOTOAEAEIUUEVQ).
There remains epic poetry, which was widely used in contemporary education:

"We have composers of verses innumerable - hexameters, trimeters, and every
metre you could mention - some of them aim at the serious (€1l oTTOUdI V), others at the
comic (€11l yéAwrTa); on whose writings, as we are told by our tens of thousands of
people, we ought to rear and soak the young, if we are to give them a correct education,
making them, by means of recitation, lengthy listeners and large learners, who learn off

whole poets by heart".”!

19 Plato, Laws 7, 810 B: A®.: Tpd¢ 8¢ dN padriuara &Aupa moinT@Vv Keigeva év ypdupaat, TolC Yev yetd
HETPWY, TOLC &' Bveu PUOUMV TuNUdTWY, & BN cuyypAuuaTa KATd Adyov elpnuéva Pévov, TNTWHEVA
PuSuoD Te Kal appoviag, apaiepd ypdupata APV EaTiv TTaPd TIVWY TRV TTOAQV ToIoUTWY vIpwTwy
KaTaAeAeiyuéva.- Translation Bury.

20 Plato, Phaedrus 274 B - 278 E; see Th.A. Szlezak, Platon lesen, Stuttgart 1993, 56-66.

21 Plato, Laws 7, 810 E - 811 A; Translation Bury.



This is a nice picture of contemporary education, which is corroborated by many
vase paintings.?? Epic poetry (£l omoudnv), iambography (¢1l yéAwTa) and didactic
poetry contributed to the syllabus of the young Athenian, which was evidently gathered
in anthologies: "Others there are who compile select summaries of all the poets, and
piece together whole passages, telling us that a boy must commit these to memory and
learn them off if we are to have him turn out good and wise as a result of a wide and
varied range of instruction".”

Plato certainly is not happy with this wide range of reading, which implies
dangers for the children by introducing unsuitable subjects. Thus, he establishes his
own discourses about laws, as a pattern with which other poetic texts should compete.
It is interesting that Plato claims for them a poetic character created by inspiration by
God (émitrvoia 9e@v): "In looking back now at the discussions which we have been
pursuing from dawn up to this present hour - and that, as | fancy, not without some
guidance from Heaven - it appeared to me that they were framed exactly like a poem".**
Thus, Plato dares to install the Laws, and by extension all his dialogues, as a syllabus

of reading at school. We shall see later that we thus have understood him correctly.

6. Teaching in Cithara-Playing; Heterophony.

After the chapter about writing and reading Plato turns to teaching of cithara-
playing (Laws 7, 812 B), which occupies the thirteenth until the sixteenth year. The
selection of suitable melodies, which should be accompanied by the cithara, is
delegated to the aged singers of the chorus of Dionysus, who are called to memory by a
cross-reference to Book 2:* "We said, | believe, that our sixty-year-old singers to
Dionysus must have acquired good perception in respect of rhythms and the
constitution of harmoniai, so that when considering a representation in song, whether it
is done well or badly, a representation in which the soul comes under the influence of

the emotions - each of them shall be able to pick out the likenesses of both the good

22 See F.A.Beck, Greek Education 450-350, London 1964.

23 Plato, Laws 7, 811 A; Translation Bury.

24 Plato, Laws 7, 811 C: A@.: v0v yap &moBAéwag TpOG ToLG AdyouG oDG £§ Ew péxpr debpo BN SieAn-
A0O9apev NUELC - WG pEv ol aivoueda, ovK Aveu TIVOC Emimvoiag 9ev - £dogav & oLV ol
TIAVTATIAC! ToIfoel TIVL TTpocopoiwg elpfiaSal.- Translation Bury.

25 Plato, Laws 7, 812 BC and 2, 670/71.



kind and the bad, and while rejecting the latter, shall bring the former before the public,
and sing them to enchant the souls of the young, summoning each of them to pursue
the acquisition of virtue in company with them, by means of these representations".*

When dealing with the accompaniment of the selected melodies, Plato, as usual
in the Laws, avoids every technicality, but restricts himself to one important point. As
the accompaniment must convey the same affective values as the melody, it must
duplicate the melody exactly. Therefore Plato prohibits every deviation of the
instrumental accompaniment from the melody (€Tepogwvia), which would in any case
be too complicated for beginners. By his precious description of these deviations, which
might have been familiar to contemporary virtuosos on the cithara or the auloi, Plato
preserves details of a style of accompaniment which is still alive today in popular music
in and around Greece:

"For these reasons, then, both the cithara teacher and his pupil must, for the
sake of making the notes distinct, use the notes of the lyra in such a way as to give out
its sound in unison (TTpéoxopda) with the sounds of the song. As for the use of different
notes (£Tepowvia) and ornamentation (TToikiAia) on the lyra, when the strings play one
set of tunes and the composer of the melody another, or when people perform a
combination of small intervals with wide ones or of speed with slowness or of high pitch
with low, whether in concord or in octaves (cUug@wvov kal avrigpwvov), and similarly
when they fit all kinds of elaboration of rhythms to the notes of the lyra, no such things
should be taught to those who must assimilate quickly, in three years, that which is
beneficial in music".”

The word €Tepoguwvia as a musical term appears only in the aforesaid quotation.
But the musical reality behind it is used by Pseudo-Longinus as an analogy in order to
describe the paraphrase (1Tepigppaaic): "As in music the leading voice (kUplo¢ @96yyoc)

is embellished by the so called Trapag@®vol, so the paraphrase (Trepippaoic) often

26 Plato, Laws 7, 812 C; Translation Barker.

27 Plato Laws 7, 812 DE: A@®.: ToUtwv Toivuv del xdpiv 1ol¢ @9oyyoic THC AUpac Trpooxpfic9ai, cagn-
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Translation Barker.



sounds together with the leading sense (kupioAoyia) and rings with it mostly for
beauty".” It is odd that Pseudo-Longinus uses not £Tepoguwvia, but the term
Tapa@wvog, which has a different meaning in the technical treatises that discuss it.”
But Pseudo-Longinus does not use it in technical sense, as he seems to understand
Tapagwvia in the sense of "sounding along (TTapd) a given melody", which comes close
to ETepoguvia.

With the help of ethnomusicology, it is possible to transpose Plato's and Pseudo-
Longinus’ descriptions into musical reality. Singer and instrument (as a rule a stringed
instrument) move in unison (TTpéoxopPda, cUPPWVOV) or in octaves (AvTipwvov). But
while the voice sings the melody as it is, the instrument adds to the melodic line many
ornamentations, small notes, small intervals and sometimes dissonances, and produces
this way the £tepogwvia.

In the picture shown in Figure 1, you see two youngsters of Peribolia in Crete
with the usual solo instruments, a violin and the so called "lyra", which is a mandolin-like
instrument played with the bow. The great lute between them punctuates only the
rhythm and the basic harmonies of the song, which is executed by the lute-player
himself. Before each piece the player of violin or "lyra" performs as a prelude (&vaBoAn)
his ornamentation of the song, and after that the £repogwvia of song, solo instrument
and accompaniment by the lute begins. Two examples from Crete can be heard on
recordings. The first employs lyre, song and lute accompaniment, the second shows
instrumental Etepoguwvia; while the lute plays the pure melody, the violin plays the same

melody with many ornaments.*

7. Comedy in the Laws.
After the passage about the lyre teacher Plato adds some supplements about
gymnastics and dance. Plato excludes dance of orgiastic character, and recommends

only warlike dances (TTuppixn) and peaceful dances (¢uuéAeia), which imitate the

28 Pseudo-Longin, De sublimitate 28, p. 51 Vahlen: w¢ ydp év Houaikij 31 TRV TTapaPWVWY
KaAoupévwy 0 KUploG @9dyyoc Rdiwv &toteAcital, oUTwG 1 TeEPiQPATIC TTOAAKIC cup@OéyyeTal TH
Kuplohoyiq kal el¢ koapov 1L TTOAD guvnyel.

29 Bacchius 61, 305 Jan; Gaudentius 8, 337 Jan; 8, 338 Jan; 338 n.3 Jan; 323/324 Jan.

30 The First Recordings of Cretan Music. Original recordings made between 1940-60. Aerakis, Cretan
Musical Laboratory S.A. 579; Greek Folk & Popular Music Series 6: nr. 1: Kondilies me ti lyra; nr. 17:
Tragoudi tou gamou.



movements of beautiful bodies and souls (Laws 7, 814 E - 816 C). The opposite
possibility, the movements of ugly bodies and thoughts brings Plato to an interesting
chapter about comedy. To our surprise he recommends acquaintance with bad
manners, in order to teach the citizens to avoid them: "The actions of ugly bodies and
ugly ideas and of the men engaged in ludicrous comic-acting, in regard to both speech
and dance, and the representations given by all these comedians - all this subject we
must necessarily consider and estimate. For it is impossible to learn the serious without
the comic, or any one of a pair of contraries without the other".*! But free-born citizens
should never act themselves on the comic stage, considering the inherent dangers of
imitation (uipnoig) of unworthy objects. Therefore Plato suggests that hired slaves from
abroad should be used as actors on the comic stage: "doUAoI¢ 5¢ TQ TolaDTA KAl EEVOIG
¢upio9olc pooTartelv pigeloSai".* This idea is obvious, as the dress of many of the
actors of Ancient and Middle Comedy was the dress typically worn by slaves.

In Book 11, Plato deals with another aspect of the comic scene. Having
introduced penalities for personal abuse of every kind in public (Laws 11, 934 E - 935
C), he examines the different ways in which people may be ridiculed, asserting that
mockery is to be judged as forbidden abuse if it is done in earnest and not in fun. This
bring him back to comedy: "Are we to countenance the readiness to ridicule people
which is shown by comic writers, provided that in their comedies they employ this sort of
language about the citizens without any show of passion?"* It must be admitted that
Plato's question is somewhat anachronistic. Of course he had witnessed the excesses
of personal abuse (0vopaoTi Kwuwdelv) of the Old Comedy before 400 B.C. Certainly
he considered the insulting and slandering picture of Socrates, delivered by Aristo-
phanes in the Clouds (423 B.C.) to be one of the causes of the sentence to death
against Socrates in 399 B.C. This is evident in Plato's Apology, where Socrates defends
himself explicitly by quoting the Clouds: "You have seen this in the comedy of Aristo-

phanes, where some Socrates is presented, who boasts of walking in the air

31 Plato Laws 7, 816 DE: A@.: Td 8¢ TV aloXp@Vv cwudATwy Kal diavonudTtwy Kal TV €Tl T 100
YEAWTOC KWUWONUATA TETPAPUEVWY, KaTd AEEIV TE Kal WANV Kal katd 8pxnaoiv Kal KaTd TO TOUTWV
TIAVTWV JIUAPOTA KEKWHWONUEVa, dvaykn pev Sedoao9al kal yvwpileiv: dveu yap yeAoiwv T otroudala
Kal TTavTwy TV Evavtiwy T évavria padely pEv ob duvartodv.- Translation Bury.

32 Plato, Laws 7, 817 E.

33 Plato, Laws 11, 935 D; Translation Bury.



(&epoparelv Clouds 225) and utters much other nonsense".** But already in the Middle
Comedy, which was on the stage in the time of the Laws, personal abuse of similar
violence is wholly absent. Nevertheless, Plato wants to be sure. So he excludes every
kind of ridicule directed at citizens from comedy, iambography and lyric song, with
threats of drastic penalities: "A composer of a comedy or of any iambic or lyric song
shall be strictly forbidden to ridicule any of the citizens either by word or by mimicry,
whether with or without passion; and if anyone disobeys, the Presidents of the Games
shall on the same day banish him wholly from the country, failing which they shall be

fined three minas".®

8. Tragedy in the Laws.

While pieces of Old Comedy - with the exception of the Frogs of Aristophanes -
were not restaged after 400 B.C., the tragedies of the dead Euripides remained very
popular and were restaged often in the fourth century. New tragedies of authors of the
4" century B.C. followed the taste which was coined by Euripides. Thus, Plato had to
treat tragedy - after comedy - in a different way. In a very picturesque scene he stages
the visit of a troop of travelling actors in Plato's town, who want to build their wooden
stage building in the agora and perform tragedies on it (ocknvdc Te TMavTag Kar’
A&yopav kal KaAAIpwvoug DTTOKPITAC eloayaywuévouc).* This scene mirrors
contemporary usages. Troops of actors, who had won a prize at the Dionysia in Athens,
travelled with their victorious pieces from town to town in order to compete at local
festivals. But Plato is not inclined to admit them into the new town, as they are artistic
rivals of Plato's citizens, who are poets of the best kind of tragedy: "All our polity is
framed as a representation (uiunoiq) of the fairest and best life, which is in reality, as we
assert, the truest tragedy. Thus we are composers of the same thing as yourselves,
rivals of yours (&vrtitexvol Kal dvtaywvioTai) as actors of the fairest drama, which, as

our hope is, is true law".’” This recalls Plato's recommendation of the prooimia of his

34 Plato Apology 19: TabTa yap £wpdTe kal adTol v Tf} “ApIOTOQPAVOUC KWUWII, ZWKEATN TIVOL EKET
TIEQIPEPOUEVOVY, PATKOVTa Te AepoBaTelv Kal &AANV TTOAANV @Auapiav Auapodvra.

35 Plato, Laws 11, 935 E - 936 A; Translation Bury.
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Laws as the best texts for study in school (Laws 7, 811 C-D). Therefore he is not likely
to admit the tragedies of professional poets, which might contradict the moral norms of
Plato's city, and professional actors with their trained voices, who might seduce all
citizens by the pleasure of their performances. Thus Plato subjects the pieces of the
visitors to a critical comparison with the true tragedy (Tpaywdia &AnSecotartn), which is
his own philosophy, a comparison which professional poetry never can win (Laws 7, 817
A-D).

9. Musical education of the Nocturnal Council.

In the next chapter Plato begins to discuss education in arithmetic, geometry
(including stereometry) and astronomy. But for the average citizen only the preliminary
elements of these sciences are necessary. The higher levels of them are reserved to the
education of an élite, as Plato declares: "All these sciences should not be studied with
minute accuracy by the majority of pupils, but only by a select few - and who these are
we shall say when we have come near to the end - since that will be the proper place".*®
We shall see that Plato has in mind the nocturnal council, which he does not introduce
until Book 11. Necessary preliminaries are elements of the theory of numbers.
Everybody has to know to count, to understand the difference between even and odd
numbers and to know why some relations of magnitudes are Guetpa, incommensurable
(Laws 7, 819 E - 820 D).

In a famous passage of the Meno (82 A- 85 B) a slave, guided by the questions
of Socrates, tries to find the side of a square which has twice the surface of a given
square. Eventually he recognizes that the diagonal of the given square is the side of the
square in question. This diagonal is the square root of twice the area of the given
square. Thus it is incommensurable to the side of the given square (84 A: €l ur BoUAel
Ap19uely, GAAQ del€ov a1o Troiac). Because of the shortcomings of Greek arithmetics
this diagonal could be found only by a geometric demonstration.

When dealing with the same problem in the Laws, Plato however is content with

Kal AUELC €ouev TRV abTRV, ULV AvTiTEXVOI TE KAl AvTaywvioTal ToD kaAAioTou dpdauarog, O dr) véuog
&ANING povog amoteAelv Tépukev, WG N TTap’ AUV €oTiv EATTIG.- Translation Bury.

38 Plato, Laws 7, 818 A: A@.: Tal1a 8¢ cuptavra o0x W Akpipeiac Exdueva del diatrovelv To0C
TTOAAODC &AAG TIvag OAiyouc - oDC B¢, TTpoiovTeC ETTL T(R) TéAEl ppdcopev: olTw yap Trpémov v €ln.-
Translation Bury.



some hints to it. The same holds good for the preliminaries to the education in
astronomy (Laws 7, 821 - 822 C). Plato explains only that we have to distinguish the
apparent orbits of Sun, Moon and the other Planets on the celestial hemisphere from
their real courses in space, which are circles. As he does not want to be more explicit,
he postpones the argumentation (Laws 7, 822 C: deigwpev). Quite surprisingly, Book 7
ends with some pages on hunting (Laws 7, 822 D -824 C).

The bulk of Book 12 is still occupied by legislation. But at its end the subject of
education reappears. Already in Laws 951 D-E Plato had installed a nocturnal council,
whose duty is the supervision of the legislation. Its members are older officials, of whom
each has the right to introduce a younger citizen as future member. For this highest
board the highest level of education is reserved (Laws 12, 963-968), first the dialectic
ascension from the multitude to the one, especially from the four cardinal virtues,
namely courage (&vdpeia), temperance (cw@poauvn), justice (dikalooUvn) and wisdom
(ppdvnoig) to the leading principle, reason (vo0¢), secondly the doctrine of the
preexistence of the soul of the world, which moves everything, and finally the order of
the motion of the stars under the control of reason (vob¢). The three mathematical
sciences, arithmetic, geometry and astronomy, to which musical theory is attached, lead
to this level of understanding: "He must also grasp that reason which controls what
exists among the stars, together with the necessary preliminary sciences, and he must
observe also the connection therewith of musical theory, and apply it harmoniously to
the institutions and rules of ethics.” It is interesting that music theory is now a part of the
quadrivium, while practical music in the elementary education as part of the trivium
stands side by side with writing and reading.

Megillus and Clinias, after having approved of this educational program for the
nocturnal council, want to lay it down in the form of a law, and the Athenian, through
whom we hear the voice of Plato himself, promises his support: "You will find me a most
willing helper, owing to my very long experience and study of this subject; and perhaps |

shall discover other helpers also besides myself".* The helpers of the disguised Plato,

39 Plato, Laws 12, 967 E: 10V Te fjynuévov év 1ol¢ &oTpoi¢ volv TRV BvTwy Td Te TTPO ToUTWV Gvaykala
padnuara AGBN, 1a Te Kata THv Moboav TouToIg TAG Kolvwviag ouv9eaoduevog xprionTtal TTpOG TA TRV

A9GV EmMTNdelpaTa KAl VOUIUG GUVAPUOTTOVTWG.- Translation Bury.

40 Plato, Laws 12, 968 B: AG.: cUAAATITWP yap ToUTou ye DUV Kal €yw yiyvoiunv av mpo9Upwe - TpoOg
O’ éuol kal €tépouc lowe ebpriow - SId TRV TTepl T TolaDT  €uTeipiav Te KAl oKEWIV yeyovuldv pol Kal



we may guess, are his pupils in the Academy. But instead of beginning with the task the
Athenian postpones the project again, demanding more time for careful preparation. As
a matter of fact, the education of the nocturnal council is discussed no further in the
Laws we have. This is why Wilamowitz considered the Laws to be unfinished.*' | think
that the exclusion of the studies of highest intellectual level, the theory of the highest
principles, which are reserved for the nocturnal council, must be explained otherwise.
This makes an excursus on Plato's unpublished Philosophy unavoidable.

Both Platonic and Aristotelian philosophy fall in two different parts. On the one
hand there were works published for a reading public (¢kdedouéva), on the other hand
there was the unpublished teaching in the Academy and in the Peripatos. By chance of
transmission we have all works which Plato had published, from the /on to the Laws,
while from his scholastic teaching there remain only meagre fragments*, reports and
the title of a lecture "On the Good" (Mepl “Ayado0).” The inverse is true for Aristotle:
here we have all his scholastic scripts. The Ars poetica of Aristotle, which we have
discussed, is a treatise of this class. But from the published works of Aristotle only titles
and fragments remain.* In the case of Plato the situation is complicated by his
affirmation in the Phaedrus and in the Seventh Letter,* that his philosophical teaching
cannot be transmitted by writing, but is developed in the argumentative oral dialogue,
which is mirrored in Plato's published dialogues.

Of course it is possible to recover the outlines of Plato's teaching in the Academy.
Sources include the writings of Aristotle, ancient commentaries on Plato and Aristotle
and finally Plato's published (exoteric) works, which are full of hints on his esoteric
teaching. This was the main purpose of the Tubingen Platonists, Hans Joachim Kramer,
Konrad Gaiser and Thomas Alexander Szlezak. These hints are mostly connected with

the fact that the conclusive solution of a problem is postponed unto the next meeting of

MaAa ouxvAv.- Translation Bury.
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the dialogue partners. Szlezak has coined for this device the term
"Aussparungsstellen".*® The surprising postponing of the highest level of studies, which
were reserved for the nocturnal council in the Laws, is a case of such a "passage of
exclusion". Fortunately, Plato explains the reasons for his strategy quite clearly. There
exists no list of citizens who are suitable for the nocturnal council, and no detailed
syllabus for their studies. But the true reason is a didactic one: "Moreover, with respect
to the limits of time, when and for how long they ought to receive instruction in each
subject, it were idle to lay down written regulations; for even the learners themselves
could not be sure that they were learning at the opportune time until each of them had
acquired within his soul some knowledge of the subject in question".*’” This means that
the learning of the highest principles, to which arithmetic, geometry and music theory
pave the way, cannot be described in a written book, but must be transferred to the oral
teaching inside the Academy, because of their esoteric character: "Accordingly, although
it would be wrong to term all these matters "indescribable" (&réppnTa), they should be
termed "imprescribable" (&pdppnTa), seeing that the prescribing of them beforehand

does nothing to elucidate the question under discussion".**

46 Szlezak (1993) 92-105.
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