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PREFACE

Note

The musical letter-
and the octave abo

that as ¢"d"e"f"g” etc. The octave below
the octave below that as CDEFGAB.

Xij

vnqtation fqllows thg conventional pattern; middle ¢
P rer oy

€ 1t are written as c’'d'e’f"g’a’b’ and the octave above

middle ¢ is written cdefgab, and
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MUSIC IN GREEK LIFE, POETRY
AND DRAMA

Music played a very important part in almost every aspect of life for the
ancient Greeks. It was heard at their public gatherings and at their private
dinner-parties, at their ceremonies, both joyful and sad; it was heard at
every act of worship, whenever people called upon, or prayed to, or gave
thanks to the gods. It was heard in their theatres, whenever tragedies or
comedies were staged, and on their sports grounds as the athletes
competed. It was heard in their schools, on board their warships, and even
on the bacclefield. If ever a people had a just claim to be called
music-lovers, it was the Greeks.

In reviewing their various musical activities, it will be necessary to
make frequent mention of some of the instruments which were in general

use. A detailed account of all the important instruments is given in the

next chapter, but for the cime being it will suffice to describe three of
L 1

them very briefly:

1) The kichara was a large wooden stringed instrument, played wich a
plectrum. It was supported by the left arm high in front of the playef‘
who normally played standing. The instrument called p:’am'm{nx by
Homer and by some of the later poets was a forerunner of the kithara,

and function, but a bit smaller.

pair of pipes, with vibrating reeds in their
mouthpieces, held out in front gf the player. ‘

3) The lyre was a smaller stringed instrument, played in t‘he same way as
a kithara, but often held lower down — on the player’s lap if he was

similar in sound
2) The aulos was a

seated.

Music was never far away from the great rgligious festivals. The two
most important Athenian ones, the Panathenaia and the ‘Grﬁat Dionysia,
were reorganized and expanded in the latter part of the SE¥C century BC,
and in their developed form involved a great deal of music.

The Panathenaia was celebrated by the whole population nf_Athens a.nci
the surrounding district (Attica) in the summer of each year, with a specia
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Figure 1.2 Aulos

Figure 1.3 Lyre

MUSIC IN GREEK LIFE, POETRY AND DRAMA

version, the Great Panathenaia, every fourth year. For that occasion a new
robe was woven for the ancient statue of Athena, which was housed in the
old temple, the remains of which are still visible on the Acropolis (the
Erechtheum overlaps part of its foundations).

The celebrations each year involved a grand singing procession which
started near the boundary wall of Achens and wound its way all through
the city, across the market-place (Agora) and up the slope of the Acropolis,
accompanied by musicians and dancers. The musicians in the procession
are conventionally represented in vase-paintings by two aulos-players and
two kithara-players (there being no room for more figures) and in
sculpture by four of each. These probably represent quite a large number
of musicians, but it is difficult o be sure about this. There are very few
references to large numbers of musicians playing ‘in concert” earlier than
the third century BC.

The nature of the music which was played and sung can be guessed.
There was a type of song called a pazan, which was most commonly sung
in honour of Apollo, but could equally well be addressed to Athena. It is
usually a solemn type of composition, f?xpressing h‘o.pe of deliverance
from a dire peril, or as a thank-offering after escape. If it was sung on the
occasion of a procession to the shrine of rht; god, it nght be Preceded
or followed by  type of hymn called a prosodion, or pro.cessmnal., in whnch
the god was invoked and praised; this was sometimes written in a
different metre from that of the paian, but like the paian it was usually
accompanied by a stringed inscrument. Th.e Fomposition qf Limenios,
which s discussed in detail in Chapter 10, is in the form of a paian and

prosodion.

It was also customary for musicians, usually aulos-players, to play while

sacrifices were being offered, or any other solemn ritual was being carried
out. As the Panathenaia involved numerous animal sacrifices, and every
fourth year the changing of Athena’s robe, they must havel.bgen fully
employed in this capacity. Moreover, apart frorp the strictly religious part
of the festival there were competitive musical contests of‘all kinds,
involving instrumental soloists, solo singers and choral S’Séﬁf’frs 3“}?
dancers. In fact, throughout most of the festival days the sound of music
m almost continuous. _
U]EL? itizef:a‘jlm Athenian festivgl, in which music fleatulizfire;fen renolre
prominently, was the Great Dionysia, held zmnual.ly in lace ,;[1) |Ce 1a?[rera[rh5é
April.” This was the time of year when the sea b?name navige
winter storms, and things in general ‘{}pened up . e of musica
The festivities occupied several days, and mcluded a nurjl‘ s;em e
events, The most important titual involved carrymgfj ﬂ}’f?f}O‘; e ancieit
of the god Dionysos in procesion (© th\e boun. [Ellmrilseivasintended asa
Athenian territory and ‘welcoming hee {m.w‘mtir;m had been greeted
geseure of apology for the fact that his original entry
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Figure 1.4 Aulos-player with discus-thrower and boxer

have employed a chorus of young men who sang and danced, accompanied
by a ithara (for which he deliberately uses the old-fashioned word
Phorming) o an aulos, or both.® Where he mentions percussion, he is not in
fact referring to his own compositions; for example, in tWO CONLEXTS he
mentions ‘clashing cymbals’ and ‘beating drums’; but he is describing the
worship of Demeter or Rhea, not a victory celebration. Again, on one
occasion he calls on someone who happens to bear the same name as the
Roman hero, Aineias, to ‘urge his comrades on to sing of 55 43 chough
whether Aineias was a soloist, or the chorus-master, we cannot be sure.” It
appears that the poet himself usually played the kithara accompaniment,
and directed the performance. There are, however, a number of allusions to
despatfhing’ an ode to a distant place.” This would occur when the
Performance was to be given in the victor’s home town after his return,
and the poet, who was based in Thebes, would not necessarily travel chere.
It seems likely that there would be a number of professional players
211;521?0 s‘irza performances ('have_ké:/yarcz, will travel’) who could be
thar i )’dml]nc ear and taught the music orally. It has also been sugges [Ed
seMmicimprovised éﬂo\:ments were largely traditional, and could be
hese gy in A _ S
home an:ii;:e ‘%r.eat public occasions. But in private life too, in the
i 8 friends, there was a lot of music-making. The most

Mportan: G
reek social instituti v 3 _
Cf}aracterized b al institution, the drinking-party (symposion) was

_ short snatches of song sung b
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away in a back room to avoid embarrassment (it is not always clear for
whom). The women who appear in the party scenes in vase-paintings are
prostitutes, many of whom were musicians; they entertained the guests
with music in the early part of the evening, transferring later to the other,
older aspect of their profession. The characteristic instrument for such
players was the aulos, and the connection was so firmly established chat
the Greek word for a female aulos-player, au/étris, was regularly used to
mean a high-class prostitute. They were not normally members of the
household staff, but were hired for special occasions from an agency.

In his description of a symposium, Xenophon tells of a professional
entertainer who comes from Syracuse, and has a girl aulos-player, a girl
dancer and a boy who plays the lyre and sings. The girl dancer also performs
2 juggling act with twelve hoops, and jumps through a frame set with
knives. One of the guests atcempts t0 emulate — or parody — these acts.

But the entertainment of the guests at asymposium was not confined to
professionals. It was part of an Athenian youth's education to learn to play
the lyre (though not the kithara, which was considered more difficult, and
appropriate only for professionals) and he might well be expected to
contribute his share to an evening’s singing. The characteristic piece for
such occasions was called a skolion in Greek, and a few snatches of these
frivolous but very popular drinking-songs have been preserved. |

The comedy-writers exploited the comic potential of thg symposium
hanes' Wasps (produced in 422 BC) there is a scene'' in
gar and uncouth man is told what to expect when he
urroundings. He must be prepared to ‘cap’
y the other guests, and contribute his own

situation. In Aristop
which an elderly, vul
dines in elegant, aristocratic s

B )
feﬁ:‘

i\ N

Figure 1.5 Aulos-players practising their arts
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Alkinoos, king of the Phacacians, in Book 8 of the Odyssey, and n
Odysseus’ own house in Book 1 and elsewhere) he regularly descri bes how

they play a few introductory notes on the phorminx, and then begin to
'Sing’ (s-¢idein), and indeed the word for a minstrel is ‘singer (¢-vicdas). But

the performance of a long narrative poem is more likely to have been in the
nature of a sing-song chant or recitative than singing as W understand rhf;_
term. In vase-paintings of two centuries later there are numb.cr. Uf'
portrayals of ‘thapsodes’ — professional reciters who gave performances IU

excerpts from the Homeric poems and others at the great public festivals.
Bur although the second element of that word carries the connotation
singers’, they are not normally shown carrying a musical instrument, bqr
merely a staff, which seems to have been used as a ‘prop’ 1N cheir
semi-dramatic performances (Figure 1.7).

Plato wrote a short dialogue, the lon, in which Socrates conve
one of these performers, and though there are references to ‘singing 0
‘poems’, the word ‘speak” is used in connection with epic, and there 15 1
suggestion of an instrument in their talk. It may be thac Homer himselt,
in tt_le_ late eighth or early seventh century BC, was keeping up an old
eriil:l]igf: t(l)]i tsirsiging \}fhich lgpsed not long after his time; it 1S hard.l}r

omething which appears to be so firmly grounded 1f

folk- ; . ‘
memory and in the language of epic should have been pure invention

on the poet’s par,

rses with
g other

=
A=

o,

[y 77

Figure 1.7 Rhapsode
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Another important genre of literacure in which music played a
significant part was what the Greeks called lyric poetry. Whgtev&r
nuances the words ‘lyric and ‘lyrical” may have for us, for them it simply
meant a song to be sung to the accompaniment of 2 Iyrle-type instrument.
From an early date this type of composition divided into two branches,
known as the monodic lyric and che choral lyric. Monodic means ‘sung
solo’, and in this type of song we find the earliest acrempts €0 express
personal emotion and to make personal commenton life, rpankmd :}nd the
contemporary scene. The two most famous COMPOSETS of sucl_1 lyric were'
Alkaios and Sappho, who both lived on the island of Lesbos in the early
sixth century BC. Alkaios wrote songs about contemporaty politics and the
state of the world, and how a man migh best react 01t Sappho, one.(}F
the very few women whose poetry has been preser\'t_'d (though only 1? llmf
fragments) wrote highly evocative and atmospheric songs, some ok t 1elm
telling of her p;lSSilL)ﬂ'dét‘ feelings towards women. For the Grlee bS; tl:e
Proper medium for chis type of subject Was the song, slung _Sﬁ 0 }is[ i
poet, who accompanied himself (or herself) on 2 lyre. 'rlere'nrer‘
well-known vase-painting, thought by some'” to be by the Br?%gsﬁla]iaios‘
dating from che carly fifth cencury BC, which shows Sappho an ’

1)‘

b()[h | ( : 1 l ()
wlding lyre-type inscruments (Figure L ‘
ng lyre-type inst " e Alkaios and Sappho

In addition to composing the appropriate T he form of a stanza
€ach invented a pactern of rhychms for cheir songs, 1n €

)
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Figure 1.8 Sappho and Alkaios
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speaking voice is very much less than that of the singing voice, and (as we
shall see in Chapter 2) the notes of the ax/ss were loud and penetrating. It
is likely that even a choros of twelve or fifteen men speaking would have
been drowned by the accompaniment, and not clearly audible.” I am
therefore inclined to believe that the words were chanted, perhaps on one
note, or on a short, simple repeating pattern of notes.
When are these anapaests used? In early tragedies, exemplified in
Aeschylus’ Persians and Suppliant Women, the opening words sung or
chanted by the choros as they make their encrance at the start of the play are
written in this metre, and presumably this was the old tradition.
However, Aeschylus makes the choros of women in his Seven against Thebes
enter in a panic, and use a variety of strange metres, so there was
apparently no fixed rule. The later tragedians tended to write a prologue
scene, spoken by an actor or actors, before the entrance of the choros. When
they do enter, they embark straight away on che first song, without any
preliminary anapaests. Later in the play, certain passages which cover stage
movements — entrances, exits and dramatic crises — may be written in
anapaests. A characteristic example is the moment when Agamemnon
enters in his chariot in triumph, in Aeschylus’ Agamemnon, lines 782-809.
Throughout the fifth century, the words sung or chanted by the choros as
they left the theatre at the end of the play were normally written in
anapacests. As the ancient theatre was open-air, and had no curtain, this
was the way of ;ignalling to the audience that the play was over.

From early times the playwrighes used at least one ‘combined mode’ -
an Ext{:}lllange E;:’re@noacril acltor on the stage and the choros, in which either
or botn san words, : (
g evem‘c” and conseque [l;lrflyﬂtzkm::etrh szplaYS tfh1s occurs aftq the main
the term kommos (which means ‘lamen¢’ b(:er‘m Od ) 'lament. e
beating the breast) for such songs: buc th ing derived frorp the word for

; € word is sometimes used in :

alogue — bur the
also, in many s b s thms.
o y uch scenes, written in matching pajrs 03; b wqrds are
are strophic’, a term discussed i Chapter 4 ( Stanzas - that is, they
This seems a convenient po; p- 124),
question. All the actors in the ancient theat

the th‘ird century BC, and g|
tragedians were intendeq ¢, be played Iy lf €S created by the great
male 5

the choros in roughly half of the surviv: Ctors. The g,
choros singers were al| '

complicated rh

A _ .
rerzuse an nteresting musical
Were men, ar least down to

16
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made to give the actors in female roles a feminine appearance. No doubt
the masks and wigs (which were worn by all actors inall r.0165) would help,
and to some extent the clothes. Comic actors playing female roles
certainly wore false breasts, though we cannot be sure about‘the tragic
actors. But it was the universal convention, familiar to thg audxepce since
time immemorial, that actors were 1n fact men, and .1f Antigone or
Clytemnestra were to sing in a tenor, or €ven a barl’tone voice, I doubt ;ery
much if anyone noticed, much less worried about it. Those of us wh;) a\i'e
watched performances of Greek tragedy witha maleactorp lyinga femé ¢
role know that it seems a little scrange for a few linesat the start, bllt‘thﬁ
oddity is soon forgotten. If we had encountered tenor or baritone heroines

) ; lem at all.
in every play we had ever seen, surely there “{.mld e Eioihemselves
Conversely, the audiences of later centurics did not trouble

i Tuli ar being a
over Gluck's Orpheus being a contralto, of Handel’s Julius Caesar being
castrato treble : in

' . | 7 / 1n 1ts

In some of che later plays of Euripides a device 1s ,ﬁsed v; ?;Zh I:L a.ns],ber "

day, an even more exciting musical devel.opment. l.lere eé;es e

extended monologues spoken by actors 1n the e{ar ef gﬂg’ie Déiqneira's
containing some narrative of past experiences dorge e

L 521-58 ipides sometimes
speech in Sophocles’ Trachiniae, lines 5_)1—5?7)- But Eigraething -
- i 0 song -
ca £ a monidia, or solo song — SoMEt :
st them in the form o o e iipossblors

i S . ft
Operatic ariz the music for any 0 ’
peratic aria. Without ords for a few (e.g. Kreousa's

g he w
say what they sounded like; but we have ¢ : 0 terestin
song in Euril};ides’ Ion, lines 881-922) and a very amusing and Inceresting

parody of the style in the Frogs of Aristophanes (lines 133 1-63). It seems

: ' niques, and was
at che playwighdlcomposer OIS muﬁl'mietffcg) the mockery of
inclined to sound rather avant-garde, s0 lending him

oy ‘ i« parodied — the
a traditionalist comic poet. One device In pamc‘?[i?éhlschl?(?rifli led
division of a single syllable becween Seve[.al‘n(')t? ‘tt‘d by the repetition of
melisma; by the conventions ofwriting (11 & 7 f Icaurse x?er}’ familiar to us
the syllable (eieieieieilissere) in the tEXC Thlsl.l’S 0 CSra A ———
and, if we judge by the standards G HE T QPE (¢ seems to have had a
adventure; but when it was heard fgr the first tmll] ,e T
considerable impact. It is also noticeable that {hes-bmm ongs wete Thi
usually written in matching pairs s Le actor did not dance,
reflects two features of the performance;flrsr, that t el sz
or move about much during the 008 (in on€ f}amgszld nof a‘s he was
Andromeda in Euripides’ play of that nanzle ;ft o rllyth}n i
supposed to be chained to a rock!) and secone, ! ?i constructed.
of the words could be much more fr egly oy loosehy h it comes from a
i thfe mw}{jﬁl i?hilr(lzht’h; gioggj of Aristophanes,
comic poet, has a nucleus of trut HiH : Tl
Euripidpeg claims that when he ook over ‘The Lady Tragedy

Sy p
Aeschylus, she had an obesity problem. He put herona slimming cours

17
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by which he means that he attenuated the high poetic style, and cut down
on the long, sonorous compound words of which Aeschylus was very fond.
Having thus made her slimmer and healthier, he ‘fattened her up' on
monidiai.”’

It is by no means easy to tell from an English prose translation how
much of the text of a Greek tragedy was spoken, and how much sung. In
order to give a general impression of the proportions, I have analysed the
Ion of Euripides, a fairly representative play of the later fifth century. bThf
analysis is crude, being based on a line-count, but is not, I believe,
misleading. The whole play has 1,622 lines, and would take, at a guess,
most of two hours to perform. About two-thirds of this time w().uld be
taken up with spoken dialogue, the rest (something like 40 mmut_e.sl)
being wholly or partly sung or chanted. The fully sung part, wln]c1 ;
consists of (a) all the choros songs, (b) Kreousa's monidia, and (0 [74
opening song, shared between Ion and the choros, may l?ave lasted ;1bnutb iﬂrs
minutes, and the passages in anapaests, together with the /ewzgm.rt ;
which were partly sung and partly spoken, would have taken a ou}t[ﬂ
minutes. For the mathematically-minded reader who may have S_P]‘ hat
that there are about six minutes unaccounted for, it should b_f salc [,;r
there are about 84 lines wricten in a metre called the trochaic d— ,l(r);fﬂtit‘
lines which were probably spoken rapidly. They occur at r‘::”; "
moments of action in the play, and since Aristotle describes the n-1hqnft‘
‘suitable for dancing’, those lines may well have been spoken or €
with a musical accompaniment.” . he same

Ancient Greek comedy, which grew up with tragedy 1n “1 et
theatre and at the same festivals, had its own important musical el€ i
In fact, because the nature of early comedy alloweq the acF()rs me s
frequent references to themselves and their theatrical setting, W e,
much of our information on theatre music from this source. For - the
in a number of Aristophanes’ comedies there is a section known ﬂs-(i()ﬂ
parabasis, which occurs roughly halfway through the play. In this Sﬂk. "
the choros ‘come forward’ and address the audience directly, often M4 ! rt
some claims on behalf of the poet. The opening lines of this sectior we )

written in anapaests — the metre which we have already met - and in 0F
play, the Birds, the chorss actually ask the aulos-player to ‘lead us Int the
anapaests’ (lines 682—4). It appears from some expressions in the (X! .
this play that the player may have gone on to the stage, and engﬂged B
some by-play with the actors (lines 665—75), though it might be argu¢

‘t?laet;iffl:rol;?eaking extra played the part of a ‘pretty litcle bird" (Proct®

real amos“PlZ;?:sPtl:eteli‘:lgh?f the h;lrc:s) and mimed the action \yhllﬁ“ t]:]ef.

whete this was, anc{ i issllsleusi:acoi f:’:m:e:. We have no leEC[ evidence ’
used for the English reader by

‘ € m i : ;
ancingﬁlatform'e amgg of the Greek word orchaitra. This meant 2
» and referred to the circular area in front of the stage

18
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where the choros performed. In Roman times, if not earlier, when the choros
ceased to have any importance, this area was used for seating, and in
modern proscenium theatres those seats came to be called the ‘orchestra
stalls’. The musicians sat at the front of these stalls in the ‘orchestra pit’,
and in the end the word orchestra was transferred to them. It is generally
believed (for lack of any evidence by which to check) that in the ancient
theatre the aulos-player and the kithara-player (if there was one, \\fhiFh is
disputed) stood at the back of the dancing-platform, p_erhaps one either
side of the stage. This is consistent with a very unusual fgature in the fext
of Aristophanes’ Birds; there are vircually no stage directmns‘presenrec.:l In
the texts of ancient drama, but at line 223 of the Birds there is a lmargmal
note which says 'someone plays the aulos from behind the scene’ (in Greek,
endothen, ‘from within'). This suggests that the aulos-play?r was normally
in view of the audience, and that here we have a special effect. In‘the text
of the songs sung by the choros of birds there are.quite a lot of bl[‘d—?(?l‘ig
noises (e.g. ‘tio-tio-tinx” or ‘kikkabau, kikkabau), :md. we may be fairly
sure that the aulos-player concributed his share of bird-like trills and
warbles. | d
In the majority of the surviving cgmedws the choros were dr‘?sse_ als
human groups — men from Acharnai, for example, or women at a tesu;q :
but in a few plays they appear in animal costume, 28 birds or frOgs, ‘anr mf
another play they are disguised as cloud;. [tis clez%r irom VjSE.-}.).Ellml'néS 0,
a century before Aristophanes that dancing by an ‘animal ¢ J.(JJ mf was ddv?F[}]
ancient ritual, dating from a time long before tlllt’ emergence of come 5 I
the form in which we know it. There are piCtures of men déesse fs
cockerels, or riding on dolphins (perhaps real ones, 0f men ir-esli? as S[Lll]; ;S)
and a very striking picture ofa choros of men rzﬂmg piggy-bac }9-[[10 :
who have horses’ heads and tails. The inscription negrby, which rea E
'EI-OKHI-OKHI' would of course have been mtelllg.lble 0 2 Grefe
horse. On firse sight, this would appear 0 be an 1llu5trat1onrol. a
- i o wpiohee but it was painted a century earlier
performance of Aristophanes Kuighs, p
than that play (Figure 1.9). _
There i[sgor):e veérjy significant feature of all chese chlorlusese I) et:;’};ilr:;?i
in their dances by an aulos-player, and this must surely hav

choros in fifth-century comedy. : ’
The lacter part of a typical Aristophanic play has 2 number of short

(sometimes very short) scenes of a_knockabour charac;erl, In“[,?[r;p:lize;g[] EO};
short songs by the choras, most of cherr e f SO oLanemporarY affairs.
the play, though some contain Sﬁtl‘l‘lt‘al comment 01 CON n Aristophanic

As a final comment on the imporance Ofl rnLlSlLleith a musical
comedy, it should be said that a et - ph'ayl: egd wich the choros
celebration, by contrast with the tragedles‘ which e % sbove). The
chanting the anapaests as they leave the scenc (see 1} eslitos
Acharnians ends with the criumphal song celebrating the

19
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Figure 1.9 Animal chorss

a drinking-contest, and the Birgs with a marriage ceremony — a very
blasphemous fantasy in which the disreputable old Achenian is marn’gd o
Universal Sovereignty, formerly the partner of Zeus. At the end of the
Wasps, the plot more or less disintegrates, and a troupe of three dancers ar¢
brought on to do a vulgar dance (the ordax, roughly the ancient
equivalent of the can-can, but danced by men) and so round off the play
with a sort of cabaret turn,

Up to now we have been considering only the fifth-cencury comedy a5
we know it from the works of Aristophanes. In the fourth century BC 8
number of developments took place, some of which are alrt“ddl)"
foreshadowed in the last two of his surviving plays, the Women h‘f
Parliament and Wealth. These led 10 4 different form of comedy, known a5
the ‘New Comedy’, in which the musical element was much less

important. As it was the forerunner of early Roman comedy, it will be
examined in detail in Chapter 8.

Beside the tragedies and co

medies, there was another type of play
which was regularly performed

at the Dionysia, the great drama fbs[ivzll.'
This was known as satyr-drama, and Wasa most peculiar art-form. First of

all, it should be stressed that it had nothing whatsoever g do with satire,

in the ancient or modern sense of that worq The drama got its name from
the fact that the men of the chor s dressed ip O —

res of the Greek imagination,
; esented with hyman body but
: & Characteristic faee marked by a high

ose . .
s ’atl)“ fiompgte contrast to the familiar
undant Greek inti “real’
; ase-paintings of ‘real

are ¢ . p
zture Wg?r;cFerlsed as drinkerq dancers fl’nd unin-
ch is very explicitly o

- iciel S ol
her vase-paintings whicp, Showy shown by the Greek
In a satyr-play, T}, ACTors dresge 5 saryrs
the appropriate

bulging forehead and sny
elegant ‘Greek profile’. Ther
satyrs, in which the
hibited lechers, a fe
artists. There are ot
about to take part

20)
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features — snub nose, horses’ ears and hair which looks rather like a mane,
and a pair of shorts covered with animal hair, with a tail on the rump and
a large, obtrusive artificial phallus on the front.

The most remarkable feature of this type of drama was that it was
written by the tragic poets. Three such poets were chosen each year to have
their works performed, and each had to concribute three tragedies, which
were performed consecutively, followed by a satyr drama. Aeschylus
tended to favour the trilogy: a sequence of three tragedies which formed a
saga, dealing with the fortunes of a single family through two or three
generations, followed by a satyr play which had some sort of connection
with the story. The later dramatists preferred as a rule to write three
Scparate tragedies and a satyr play with unconnected stories, the
audience listened to a total of four plays by one auchor on each of the first
three days of the festival. It is an interestin g comment on the character of
the Greeks chat they liked to have the light relief at the end of the day, and
not earlier.

The form of the satyr-drama was similar to that of tragedy, with
prologue, entrance-song of the choros and so on, 'bur the mood and tope
were totally different from those of tragedy, QESplte the fact that the geyy
Was written and the music composed by tragic poets. The chorgs of satyrs
Were characterized as drunken cowards, with none of the virrues of the
characters in tragedy, and with no capacity for endurance. Unlike the plots
of comedy, which were usually invented by the poet, the plots for these
Plays were taken from mythological stories, as were tl_lose of the tragedies,
Nilturally, the stories chosen were of a light and cbomical kind, to give the
Satyrs plenty of opportunity to show their Lmhemic characters. I_n one play

y Aeschylus, of which only fragments survive, they‘ are required g g0
Into training for the Isthmian Games, a prospect \\l’hICh appals‘ them. [
Euripides' Cyclaps (the only complete satyr play which h.as survived) they
e asked o help Odysseus to deal with the monster, which they are moge
feluctane o do. In Sophocles” Trackers (Ir/me-mzre) they are SEI‘L.ICk with
terror o hearing for the first time r_he notes of a lyre, which has just been
nvengeq and constructed by the infant Hermt’s.b ‘

This brings us conveniently back to the m.uszcal elemeqt In the satyr-

fama, [p vase-paintings of scenes of Dionysiac worship, in which rea)
Satyrs and maenads (ecstatic female devotees) dance around the god, music
1S Often featured. Satyrs play the aulos, occ‘zl§;onally the kithara, and most
Often the lyre or its ‘big brother’, the /)m'/){fw‘. Maenads'usually p!ay the
nd-drum (tympanon, see p. 81 below). It is not surpr '5‘“5? thher;to-re, to
Ind thyr i representations of satyr-drama the members of che )m.r):f are
1OWn with various instruments, most commonly.the Ilyre or a particular
Yariane of it (see p. 67). But the most valuable plctorlal‘evzdence (%me§
Om a vage of the very late fifth century BC known as the ‘Pronomos Vase

'8ure 1.]()),
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The side of the vase shows on three levels a troupe of actors preparing

for a satyr-play; Figure 1.10 shows four figures from the lowest ‘level’. The
one on the right of the picture is wearing his shorts but carrying his mask
in one hand. The one on the left has put on his sacyr mask and is]aructising
the typical hopping dance of the satyr chorus, which was called the Sikinnis.
In the row above (not shown in Figure 1.10) are several actors dressed for
the main roles, but carrying their masks. It is easy to recognize Dionysos,
Ariadne and Herakles, and to their right a ‘senior satyr’ called Papasilenos,
who is the leader of the chorss. Bur most interesting of all are the two
cencral figures in the lower row. One appears to be a ‘main part actor’, who
is carrying a lyre, and presumably played it during the drama. The other IS
an aulos-player, dressed in very luxurious costume and seated on an
elegant chair, who is named as Pronomos, a famous virtuoso player who
came from Thebes. He was responsible for important developments in the
design of the aulos (see below, p. 36). This seems to suggest that an
outstanding soloist might be engaged to play for a theatre production,
even a satyr-play. What is not so clear is whether the actor with the lyre
actually played it, or whether he mimed the action while a kithara-player
performed ‘off-stage’; it is doubtful whether the sounds of 2 lyre would be
loud enough to carry throughout the very large theatres, though their
acoustics were excellent. '

SO’. waking all the evidence together, it is clear that the cheatrical
experience of the Gree:ks in the Classical period involved a considerable
RlomE: dOf MUsIC, singing and dancing. It s very difficult for che producer
i ks o, il o o e s s s

usic of the three great tragedians is a very small

fragment of Euripides’ Orestes and an even smaller scrap of his [phigeneid 1!

Aulis, and of Aristophanes no o single note, Some attempts have been

54

i

MUSIC IN GREEK LIFE, POETRY AND DRAMA

made to compose music which sounds vaguely like ancient Greek; but the
only substantial remains we have are the Delphic Hymns (see Chapter 10),
which are liturgical music, and can hardly give us any reliable clues to the
nature of theatrical music three centuries earlier. The Theatre of Dionysos
in Athens is silent, and we shall never hear more than a few fleeting notes

of the music which sounded there.

T~
b



The instruments used by the Greeks and Romans mav be ¢ .
Jivided into the same categories that are used for modeg}n j;;r‘r’”\’efnen.rly
avoid irritating argument over fine-drawn definitions. | shaLlllm tntS.[m
terms woodwind, stringed, brass and percussion. In ’rhis cha r [I]e
inseruments will be dealt with in the order of thei imporg;(r-e[(];
populafity; which means that they are not necessarily treated in the
istorical order of their first appearance.

The aulos

In the woodwind category there was one instrument which spanned che
whole history of Greek and Roman music, and which appears more
commonly in illustrations than any other — a double, reed-blown pipe.
called anlos 1n Greek and 7bia in Latin.

For many years it has been the practice of Classical cranslators,

uding some very distinguished ones, to use the word ‘flute’ for this

incl
0 respects:

nserument.’ This is extremely misleading and inaccurate, in tw
First, the axlos did not look like a flute; it was a double pipe, the two pipes
being held out in front of the player (Figure 2a.1a). There was an ancient
nserument which really was a single pipe of the flute type, and was helc!
cransversely, as a modern flute is held. It was called the ‘transverse aulos
(plagios anlss, or plagiaulos in Greek, obliqua tibia in Latin, Figure 2a.1b)-
The plagiaulos was entirely confined to the pastoral environment, 2
does not appear in Greek literature or art until the Hellenistic perioc
(third century BC onwards). The translation ‘flute’ should, therefore, be
restricted to that.insnumem _alone, and not used for any other typ¢ 0
fﬁiof;otzgfnsiouljﬂllt be used glth reference to any earlier period. Second:
instrument, an \vgjca;vgi, uiizznd :aS(.)nal?le doubt, a reed—bllown
flute. The two pipes Spolile togt}l:}eletr at 1t }illd npt Souf]d anychi ng | 1!(6 a
writers describe its sound various| as‘:hpf?ll‘l’a(ps = Lllison, aﬂ_d alncleﬂf
of which would be appropriate to b con - 18 OF booming’, none
¢ sound of a flute. It is more difficult

nd it
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Figure 2a.1) Flute

Fignre 24. 14 Aulos

to play two pipes than to play one, and the range of notes on each pipe is
limited to six, whereas it could be much greater on a single pipe; but the
Greeks and Romans were prepared to accept both these limitations in
order to produce the brilliant and exciting effect of the two pipes

sounding together.

So it is easy to show that the words au
translated as ‘fluce’? buc to suggest a good alcernative is Nt SO easy,
because there is no well-known instrument in modern use which
corresponds on all three points — a double pipe, with dquble regds and a
¢ylindrical bore. In Europe the technique of double-piping survives only
in folk music of remote regions, and € cranslate aulos by the name of (say)
some Caucasian double pipe would be t0 explain the unfamiliar in terms
of the unheard-of For a technically accurate prosaic translation
reed-blown double pipe’ is perhaps the best zwzu!able; for less exact
fequirements ‘pipes’ will do, given an explanatory footnote for Scottish
eaders thar bagpipes are not ndicated. In this book from now on, [he-
instrumenc will be called aulos, which is t© be regarded as a loan-word;

but I shall retain che Greek plural aulol, a3 being less troublesome than

aulosses”

or now C 1scover

. a modern
Keros in the Cyclades, dating (despite its curious resemlblanlc(e);(; i
Sculpture) from becween 2800 and 2300 BC clear )I’ S;] o Carian
Instrument;’ but the island's culture at that time may have :

ot Greek.
The earliest surviving painced
.FOUF teenth century BC, ison 2 sarcop

In the context of a ritual in honour of the dead.

A ; y e of them fitted with an
o ppes O e le?étc}l]zlt?r?g from the lae Minoan

Upward-curving bell. This instrumen e uy double pipes
Ap el .
period, bears no close resemblance he earliest

los and tbia should not be

ate Of Circumstances of the first

illustration, dating from about the

hagus found at Hagia Triada in Crete,
I shows an unusual type

an |

2
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representations whj :

vase-paintings OfZ?;CGhEOi?IZt {d;ab{y be called Greek, which are in
The two earliest mentjons 2; Sfﬂod frobm f_hf: carly sevench century BC.
wmepmmdouundewdmr}]fm””'”““m“”t”“”m“ﬁhm]m“
these passages are slightly Sus’ they are fn.Homtr's lliad.’ However. both
many more references 1 o pect, gnd 1U1S very noticeable chat tht‘l‘t are
This is hardly surprisin ringed instruments in che Homeric poems
bards, both in reg] life 1% ;ﬂfe Ovnly stringed instruments were UISL’(] b}'l'
portrayed thejr predecessors Omers day.and in the stories in which they
to the invention of disco in the heroic age. The Greek myths relating
they Preserve a genyine F(:}if_)’ of the aulo§ are discussed in Chu‘pter‘(): ﬁ
Certain, they suggest that ch memory, “’f_“('h is possible but by no means
Mmor. It may alsg pe Sl‘t, 6.Fau105 Was imported into Greece from /{siu
mstrumem—thekithara_ém Ica”f_thar, while the principal stringed
the ancient Gregks Was associated with Apollo, who in the ¢ . f
do'selly connected withasDEge ot G.f%k of all che g;st, the a:ktg (\if{:s
siatic deity whoge oy, aysos, behev.ed by the Greeks to have been an
'Indeed, it has beep Was imported into Greece and later Hellen;: ‘l
ntroduction of g Suggested that the reason and occac: or the
; the aulgs | . occasion for the
ﬁﬂd-dIUm,;J;;,zpdmn) wath 0 fhe Greek mainland (along with the
OWever thig may be. ch the arrival of the Dionysiac cult and its ritual
Popular ingtrymep, h, the aulos established itself in Greece as ; B
» the use of which was by no means conﬂn;cel l‘l(j cdu l\;e?r}

appears
n almogt
. every d
teligioy ; Y department of -
$ Occasio t of Greek life, from the
0t the most dissolyce orgy (Figfnre Da ztj]c ESCRAES

€ aulos
' s shown |
t n Iﬁ :
€ sixth century BC, ang jta developed form in Greek vase-paintings of
) S outward appearance (or, at any rate, the way
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of representing it) seems to have changed liccle during the following

century,

Each pipe of the instrument was usually made in five separate parts -

the body (usually in two parts), the two bulbs and the reed mouthpiece
(Figure 2.3). The stem of the reed was inserted into the top bulb and, as
it was particularly vulnerable, it was cemoved when the aulos was not in
use. The pipes were carried around in 2 long, narrow double pouch,
usually depicted as made from the skin of a dappled animal (a leopard, or
perhaps a deer) and the reeds were stored in small oblong box fixed o the
side of the pouch near the top. Its size was about 3 X 1'/2 X 1'/,ins (12 X4
X 4 em)and it was called a ‘reed-carrier (glttokomeion in Greek). The same
word was also used for any ‘long box including (with a touch of dark

humour) a coffin (Figure 2a.4)."
These parts will be treated in order, starting
working downwards.
In the grear majority of vase-paincin
being played, wich the most interesting an

from the mouthpiece and

os the aulos is shown actually
d vial part of the istrument,

Figure 2a.4) Aulos-player with

e luxe  spare pipes in readiness

Figure 2a.4a Aulos carrying-casc d
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the reed, hidden in the player's mout|
the top end of the upper bulb. In ulz].
shown out of the player’s mour.h tht ;
modern bassoon reed in size and ,shae f
These pictures quite certainly repe
ones (as.used in the drones of Scon'pfrle
long, thin tubes with rounded tips :n

there are
were dougl[: iée%(;ofj \;QSTHS for believing that the reeds
e oo ." Wealso have some literary evidence lfSEd on the aulos
an account fff%l:t,on how they were made. This 'en((‘.‘”be” vague and
o ; - Lhis is ma aed f
N—— ‘aulos-:gepdhre(l;:;; .éRE.meT/}'EJ mto Plants ( Blli]]};dg‘?td From
reed-making, This plant s béeifidala{;zw) was grown and ]7r;];:1];261r f6)
y species ’ losely ki to ¢ which s{.([flntlﬁtd z%s the species arundy c/r;m;x o
e Meslivermanean basih. thoga thl grows in large quantities all ar ‘OE
st il el f’or moft mﬂgé :;ncentrzl or Zorrhern EurO])e‘ a(r)]L(ljnics
The general gist of e B wind instruments.* |

aly tigmes, \fhen tgile?epcl;]r;stos account is as follows. Hznstasy'zs that 1
‘unforced’ (in Greek, aplastos) ll]que of aulos-playing was ‘natur'll(- in
s second v of thi gm‘;tthe reed; were cut about mi([—Sﬁ'Dtt‘m]J(‘l‘ :)nr
grew had not dried out durin , I}),mwded that the marsh in which the
were presumably discarded asg that season. (If that occurred, the reedi
A L useless.) These reeds were not ready f

L of years later’, and needed a long perigd 2;

fgzu;ii{ utrh: lllps cover the reed o
Wi : llt]) which the pipe is
T 50 ¢ something like a
sent dou;l' it
kb i,}rf—&.ds‘ and not single
bk Fm;n i f(h.wou.ld appear as
1€ pictorial evidence,

Figure 24.5
8ure 2a.5 Reed
een from abgye Figure 2
ure 2a.6 Reed (side vi
side view)
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2;3;1;:;1;13;131 jmd, l;.)llaying-in before they. \xioul_d speak Properl}: The

for the aly [et‘lft‘{ ds [L‘ﬂ-dﬁtl (0 d(.].se up easily’, a feacure which was useful
y technique of playing.

( /Wh&n aulos-players changed over to 2

J/;T;j"i‘ f‘lnilrtelk) rhbe r‘ceds were cut earlier In the season — latt:*']unel or early

Signiﬁc;m tlf,f‘cy ecame ulsable after two or Ehree years . .It is surely

ant that in modern times the reed-makers cane SrOWH in the south

of Beares 55 # : ]
rance is cut and stacked for two to three years before use. The

change-ove : : : g ; :
ge-over to plasis was associated with Antigeneidas, a famous Virtuoso

?LL;{E; tf[(;f.n Thebes, “Th{) was active 1n Eht.‘ lace f“lztth. amli earl.y ff)urth
“’Ouldyba(“ The \\ford itself l]teml])i means mquldmg or shaping, and
d be appropriate for any technique by which the pitch or tone Was
itg?]’]ﬂt‘d by the player's embouchure, sucl}_as a glide from one note 0

er (glissando) or a tremolo of vibrato effect. It m ghe possibly refer t0

the production of harmonics; this is discussed later.

oth??ﬁspolmbl“ explanation _of the change from on
reed.- HaE _“1? older one mvolved putcing the W
. d-tongues inside the mouth, leaving them free t0 vibra
control from che lips. For this purpose, it is indeed necessary ¢ have reeds

]‘*]h](h close up easily’ - if they Jo not, they cannot be made to vibrate.
e later ‘forced” cechnique should chen be incerpreted as the modern one,
hich the reeds, which are much scrongef

::E]( ]r;)g an Oboemor bassoon, in which” e .

d fe open, have to be squeezed in order to maxe them Speas;

one by inserting only about half che lengeh of the reed-tongues 100 the

mouth, drawing the lips inward 0 and lower ceeth, and theln

Squeezing the eed-tongues between ceat advantage of his

forcing’ is thac the volume, pitch and tone of the inscrument can be
' ere can be litcle

var; .

V""F“L whereas with the reed ancontrolled in the mouth th e
A . o LT ‘ 1V 7

ariation of loudness between pianisim? and fortissimo, a0 only very

limited concrol of pitch.
eX‘B‘[“f{)rtunately, It iS.ﬂO[ pos
¥ method by which the reeds were made.” | S e
de?llng strictly with the choice and preparatlon of the rpatergl ) ak
Writes on the assumption - perfecfly leStiﬁed = thqt his readers ﬂ;m;
eXactly what the finished product looks like: [t s unhkelY( hou.fever, L
longuudmally into

t P .
he modern method, which involves splicting ghecane | Ending its ends
three segments, bending one of th Jdle and binding

em in the m! :

on to ‘« much more likely that
th 0 a metal tube (called 2 staple)
e end of a short section of cane Wa

was used. [t ,
¢ softened by $ process(perhaps ¥
Py ' ‘haracteristic
d aming), and then flactened an
ouble-reed shape.

e A number of other

_lflnbouchure are used in the

Uustrared inti
ustrated in vase-paintings: S0

forced” or ‘artificial technique

e technique to the
hole length of the
te without any

from Theophrastos [€xt the

sible to discover _ _
Il [ this context, he 1s

lace €O the

terms which re
an

|icerary SOUICES,
me authors SPEA
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and ‘putting them alongside’, and players in vase-paintings are shown
holding the pipes at various angles of divergence, up to abour 45 degrees
at the extreme (Figure 2a7).

According to the literary sources,”? these movements were used for
delicate adjustments of pitch, which was sharpened by separating the
pipes, and flactened by bringing them together. They might have brought
about a very slight adjustment of the embouchure: the aulos- player had no
thumb-rests, and it must have been very difficult to control the position of
each reed on the lower lip with one hand only. Incidentally, the ability of
the player to separate the pipes is a strong argument against the use of
single reeds, which are by their construction necessarily much longer than
double reeds, and would surely have collided inside the player’s mouth.
There is a rather incredible story told by an ancient commentator on
Pindar Olympian 12 about an aulos-player whose reeds scuck on the roof of
his mouth, and were so badly damaged that he had to play the two pipes as
though they were pan-pipes. The first part of the story would be quite
credible if they were double reeds, but the reed-tongues of single reeds,
which are cut in the sides of the tubes, would have been protected by the
closed tips of their tubes from such damage. (One should never be too
sceptical about stories of remarkable achievements by woodwind players:
on being told this one, an oboist friend removed the reed from her
instrument and, to my great surprise, played it as a trumpet.)

In the treatise on acoustics attributed to Aristotle (see p. 138) there are
two references to tightening the embouchure, which he calls ‘squeezing

Figure 2a.7 Aulos pipes held wide apare
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the reeds’ (piezein ta zenge).” The word zeug? means ‘pairs’ (in the plural),
and this must surely mean two double reeds. y

Many illustrations show an aulos-player wearing a mouthband made o
leather. which the Greeks called phorbeia: the word was also used to mean a
strap {;r halter used to tether a horse t{).its feeding-{roughlor, rlnore
probably, to tie its nosebag on. The version worn by an au os-;f‘l:iyer
consisted of a broad strap with two round holes, looking racher like a

; s. In
highwayman's mask, but worn over the mouth and around the cheeks. I

the great majority of vase-paintings it i shown in profile, but where the

: : ring from
player is drawn full-face, the reed mouthpieces can be seen emerging fro
ds the back of the player's neck where,
the holes. The strap tapered towards the b D viipcorben
presumably, there was some kind of buckle or hoog, and a tvzr?t : fr(;m
from the checkpieces up over the top of the head, to pre
s ¥3 : ; 2
liding dommon o he &1 - HliLS)l ffered for this device. Some
: een oftere -
A number of explanations have o b
. o ut
ancient scholars said that it was to prevent i frlgln'] bu'lbfllnié any
‘ vitho
this is hardly satisfactory; the cheeks can.normally Ee lhe mr\of Athe;a:s
batd el lanacion so closely tied up with the story
such aid, and an exp + (see p. 154). 1 have suggested
rejection of the aulos must be suspect {S¢¢ P dll more sqtisbfacwf}"
another explanation for the phorbeia ‘thh. iy mu) he player wearing
In all illustrations (leaving out a few ambiguous ones) the play
C [t

_ ; b ast playin
it is male, and he is taking part1nd public compeuctllon, tglf ?l:!el‘l [l;;z’di
out of do,ors. This would require strong, Opeft I¥€ ) an'cr the bpulging of
which control the embouchure (and, incidentally, restr! i
the cheeks) would be subject © fatigue after a short time — p

' ' ot know of any
players of the shawm would testify to this. [ don }

aring phorbeia

Figure 24.8 Aulos-player we
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undisputed illustration of a woman we
because women normally played indoors,
The phorbeia could, | believe, have been us
squeezing them together and keeping
thus taking some of the strain off the [
varied and controlled to some extent b
fact the illustrations usually show the ¢
natural way to increase the tension |
Phorbeia is used, the pipes are usually h

horizontal or even higher. In a few exceptional cases the pipes slope

downwards, but this is clearly areist’s licence, intended to improve the
composition of the piceure.

There is ample evidence ¢
misbehaviour, of the reed w
Greeks had two words for th
krizein (to squeak)
aulos-players who
with a slack emb

aring a phorbeia, presumably
and used softer, weaker rquS-
ed to put pressure on the lips,
them in position over the teeth,
P muscles. The pressure could be
y movements of the head, and in
hin thrust out: this would be the
n the strap. Moreover, when the
eld well up in front of che player -

0 show that the behaviour, or rather
a5 as much of a problem as it js today. The
€ odd noises made by beginners on the aulos -
and chéniazein (to blow 4 goose)

. We are also told of
drew frantic applause in a crowd

ed theatre by ‘playing
repetitive, off-key
d seem, of a punk rock style."!

f the aulos there were normally two
forms, as shown in

Two Greek words were used for thege
holmos, meaning ‘mortar’ (the kitchen
‘mortar-stand’. Aristotle temarks on the similarit

part of the aulos and the egg-cases of dogfis
mermaids’ purses (Figure 2a.10),

Some illustrations which show onl
extension, making the Mmouthpiece g5 4 whole thistle-shaped. This is
exemplified in illustrations of the Post-classica] period, and in the

e1an pipes. The ' : ’
?gmp . PApeS unction of this pare may have been to
PIfOUELte’, to give support to, and re|

: act as a
€VE Strain on, the |; les. If

: , P muscles. If so,

it would have been an he phorbeiy 16

Parts of the mouthpiece section —
ueensil), and hypholmion, meaning
y of shape between chis
h, popularly known as

a cone-shaped

alternativye tot

Figure 24.9 Twq types of bylk (olmag)
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Figure 2a.10 Dog-fish egg-case

11 of the bulbs? We cannot be sure. They may h]ixre
VAL ﬂm'mon i e pictures of auloi without any) or they
been purely decorative (ther]e ar [(}JJ the balancing of the instrument — a
: 10w H tise:
miay sevg g S{}m]e ¢ with only one hand to control egch pl};:e
difficult problem for the player, diameter than the body of the pipe, they
ar to be larger in di e o] depiin i
Where they appear d when the aulos was lai _
may have served to protect the reed larly the Reading aulos, the bulb is
: articu ‘ ! ion: the
- e instruments, p acoustical function;
Sur‘faa' o slqm is unlikely that they had an acous and they could
quite large."” It is hat of the rest of the pipe,
internal bore is the same as th the tone of the instrument. .
‘ d the pitch or he aulos in the
hardly have influenced the p d for the body of the au
y 2] most commonly used fo sndy donax) that was used to
The marer he same species of reed (arndv A
- e [ St . p mu
iy pen(z]d o thpiece, except that 1t was Cllltdl_f ) eter of about 9-15
ale ed mou ) - al diam
mike the r}f the stalks had reached an mternk e on the stem would
e w()eé1 in.). The length between two K ce. Other woods were
mm (0.3-0.6 n.). body in one piece. S
- e the body be identified as
t to make . probably to be ide
usually be sufficien 1 ) lled /otos, prob: ‘ l
h they ca frica, hence both
2 ool ne which th ; north Africa,
used, partlculdrly‘ Jis. (It was native to ) 'Y Tiwo bi
. " i ‘ ; 0 plpes
elt1s alstralls _ as ‘Libyan".) Tw
i nettle-trff-',l . ulos made from it are referred tze e iycamor@ il
a ; .
he wogd‘ anij 1;\/}eseum the ‘Elgin aulor, \vjre mi[[ as hollow ones.
in the British Museum, |d be used as W o
: ' ule
- lid stems cou terials do not as a
e [hlat n cruments made from theze ”;a gh a more difficult
Unfortunately, 1ns ly used, thou
mmonly heep or deer
: almost as €0 imals such as sheep
e ;:’35 dThe tibia bones of small amm%hich can be bored out
; C in. . e .
materal t0 wor b[m and the portion of sucha bon (3.5 in.) long, which
itable cm (5.0 1.
B ’1‘1 not more than about 9 ther from two or three
is usua e
R Al s loZ body has to be put mé;he sections of a modern
: u
means chat (he ¢ ¢ fointed together, as are me doubt whether the
- r 0
sections. These :s nolns and sockets. Therells S japped with theead, 2
' te ial, or ;
. méd J with some soft material, 0 iEcliﬂed to think that
, m
e on modern instruments. la tly glued together. The
imes ¢ n
they sometimes are se the sections were permaﬂfion fenou gh to hold the
u
i St r]()["becla ost always shown as being long
5 J - g alm
carrying-case |
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Bone is a much more durable material th
sections of auloi survive, giving us som

instrument-maker’s art. (Ivory was also
difficult to distin

the middle of th
bored out to an
usually left unwo
muscle attachmen
shaved down to 4
lines. Eventually,
or silver. But this
for the purpose of

an wood, and a number of bone
¢ valuable information on the
used, which is sometimes very
guish from bone.)"™ For example, we know that down to
e fifth century BC the inside of cach bone section was
exactly cylindrical bore, but the outside surface was
rked, preserving the grooves left in the bone by the
ts. Then, as lache technique improved, the (}utsi'dc .wasl
nexact cylinder, polished, and decorated with_mczset)
the bone sections were given a thin outer shell of bronze
pattern of development is less useful chan it may Stcmd
dating surviving fragments of auloi, because crude an

simple instruments continued to be made to the old-fashioned pattern
long after the refinements had been incroduced,

The fingerholes were bored in the wood or bone with something ]lll\cm1
modern centre-bjt, probably rotated by a bow. It could cut a very ¢ %n
and exact circylar hole, as can be seen from some surviving fragments. g
instruments made of wood or bone the outer surface was filed or éﬂ")ug,tr's
out slightly around the holes which were to be stopped by khe Pljﬁ[h
INBETS, 50 as to make a betrer ‘seating’ for the finger, and from [h(i-btl Ia to
and position of the hollows made in this process it is sometimes poss! 'IEhiS
tell whether the Pipe was designed for the left or the right hanff- e
shaping might have been done by the player himself, or by the maL:rr e
custom-made instrument, The player used the flat of che finger n]iLS the
last joint to stop the holes, and not the tips of the fingers; this nﬁ."_li had
shaping of the holes even more important. Later instruments whl](.' 1);} -
casing of bronze (for example, the Reading aulos) could not b? > 1‘,1} mal
this way." There is also evidence for ‘under-cutting’ — remeving df-sn'tch
sliver of bone from the interior edge of the hole, for fine correction of |
(see note 18). - '
Throughout the early Classical period, and down to the .m,ddle ?L;ﬂi
fifth cencury BC, the aulos apparently had five fingerholes, wich or wllj the
asixth hole further down the pipe, which could not be covered by

t
fingers. This is known as a vent-hole, and was used to sound the lowes
note on the pipe. | J i
Figure 22.11 shows the typical arrangement, with holcd III (;}11 ;:IJ
(stopped by the index finger), the thumbhole T updernearh, and II, o
IV for the middle, third and little fingers respectively. The vent-ho ed f ;
there is one, can be distinguished by its sharp outer ed.ge, not shape (,),
the player’s fingers. This arrangement imposes a limit on thc‘dxsranci
between I and IV; the maximum stretch, even for a player “.”th large
hands, could not have been much more than abc,’m IS ¢cm (6 in.). Each
ipe would normally be supported on the player’s thumb; but when the
I:}ll[;embhole had to be uncovered, wholly or partially, the litele finger was
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I oI m v Vv
0 & O 0| 0 O
T

ength ¢ 35 cm, fingerholes
Fignre 2a.11 Fingerholes on early aulos (cotal length about 35 cm, fing
about 9 mm diameter)

. : ve taken a lot of
apparently tucked under the pipe to Support ;;CI;) rjjrsitnl:raa gy
skill to do this (usually with both pipes at O
ysIc les would enable each pipe of the aulos to play a

The arrangement of holes WO he option of raising the pitch of five of
scale of six ‘nacural’ notes, ‘?’lrh “de Opb ' raising the finger slightly from
them by a small amount. ey 0{16 ni)tr:: fl‘U[;] the vent-hole could be
the edge of the next hole abo‘\fe; 50 [1']ef m the top one (I) could not. The
modified in this way, but the e r‘o‘ d was called a diesis in Greek,
small interval by which the pitch was .rdzsf‘ ¢ L(If s inceresting that chis
and in this context it means 'Ifﬂlf " esfifhi'ch is based on the playing
seems to be the only term for ﬂfl] ‘;‘ltif:note—names in the scales (see p.
Eechniquf of a wind insmlm[enrt,ir?[er\’ﬂls & examplf_v dia pente, "across
>4), and the names of the othe lavout of stringed instruments.) The
five' for the fifth — were ba;’t‘d Osnrj::e;)(?e the size of a a’z’e.rif)bcould vaZIY

ich the pitch wa e ale being used.
EZ{\):&Z; lzjly( \szlz]rltceir-tone} and a semitone, accordml}]; :\2);1;5 i?se by oni nore
If the fin re]r were raised a lictle lcu.r[her, [hf P‘;lee of six notes, with a
diis 1 é»’ 1d cherefore be possible t.O play knon in Greek) based on
resis. It wou Josely-spaced notes (called 2 9) e -
cluster of chree LIOSEhY hP hest one. This, hOwgver, was not ps -y
cach of them except? eh %miqht have figured 1n ?Xemszs 'Sﬁdetsillin the
Pkl erion o li cales, which will be discussed 1n o offour
aulos teachers. IThe ((J}(r;ely one pyknon in any 'tetrachol:d —a group
o (hap'te‘l‘, ' OWfell spanned the interval f)f_a ,ﬁ?urlze'aulos-l?la}’er could
notes, which normally cch by means of lea_lxs , the au oes, olibiag
1 g fﬂlséngr;h: rlj(l)ces by Cmss_ﬁngfrl“ﬁ? ' Igsz 1?)‘bviously this
ower the pitch of so ich is sounding the 00t BEE D L
holes below the open one wak [ and 111, and would np
technique is available only on holes I, r}ijﬂd never say ‘1m pOSSlblf ! Ellny
be very difficult to achieve on T (Oned Son + woodwind instrument). It has
technique supposed o have been use

| h ver slight, IS quite
he ad hat the lowering of pltCh, [hOLl;__)h very
the advantage t

- ‘leaks’. _

' ss technique of aulos
accurate, unlike the hit-0r-miss [e-i; nfe there were three ancient
y E !

iterary €VI he middle of the
N ro0d |jterary _ own o t
Atct}rd:nsg g Lydian and Phrygian, and down 1. one bored fo
scales, the Dorian, Lyd1é

r sizes, of il 0
types, 0 he layer 14
i - chere were thre¢ ther, the p
ith cenury B tlheff' Jer to change from one ano
r
each of the scales. In 0
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change i : —
these seales, anid ¥heie: elationshi play in a different key. The nature _(}f
Chapter 3. For the present, it will ’I;FFU later systems, are discussed 10
P . Ny ill suffice to say thar they probably differed
pects — the pitch of each scale as a whole, the number and range

of notes, and the patterns of intervals wichi eI e B

A development took pl ervals }vnthm that range. _
century BC whereby i bef ce som?b time about the middle of the
the same instrument (i por p();s; -IE N Pla}j e ; th-c'w» t-hm Stjﬁlﬁ mj
Do o Thbe ff. pair 0 .plj)(:S)- This ‘invention 1$ ;1§L‘r|l?Lc lf(c
middleyars ofch , @ famous virtuoso player, who was active In th
century, and who in the 430s actem pted (poor chap!) t0
teach.the art of aulos-playing to the notorious aristocratic tearaway
A.]kllblades-m Unfortunately, the literary sources do not give any Jetails of
his innovation, but we can assume that he modified the design of the
}nstr’gment, and per haps transposed one or two of the scales toa different
key"in order to make them overlap toa greater extent. It might chen I}zlvﬁ
become possible to play the three scales on an aulos with (say) eight
ﬂngerholes fitted with a form of keywork by means of w
which were not required for the scale being used could be ¢
problem with this hypothesis is chat the earliest surviving |
instruments ficted with keywork date from a much lacer period. BUE -[IIK-
SUViving instruments are nOt a representative selection. They have most v]
been found in rubbish deposits (e.g. wells in the Athenian AZ{““‘)’ ;ml
while we might expect to find cheap or damaged instruments 11 such ¢
conext, we are not likely to find an expensive _ el
discarded by a professional player. (The Brauron aulos 18 fferent md , '
it was thrown into an underground spring, probably as a thunk-glﬂerm‘g. _
The best examples of keywork that we possess come from Pompeit, a0
course date from centuries later. They probably represent che priv ¢
collection of a musician, or perhaps instruments in 2 maker’s work‘shop‘fl
the time of the volcanic euption. As for the lack of contemporary pictortd
evidence, that is easily explained by the nature of the keywork iself.

The mechanism is quite simple. The body of the aulos is covered witha
thin layer of bronze or silver, and the holes are bored through it and the
bone or ivory beneath. On the outside of this layer are ficced sleeves of

metal which are tight enough to seal off the air, but loose enough 0 be

roFated around the body. Each has a hole which can be made to coincid?
with the hole in the aulos body, or turned away from it so as to ¢ losé it off.
Fach of them looks rather like the air regulator on an old-fashionec
Bunsen burner, and they work in much the same way. Figure 2a.12 shows
two sleeves, wich the left one in the ‘open” position and th i" H‘l ed;
there would normally be a minimum of eight e other closed,
Th_ls system of keywork is, of course ml;ch -

effective than that on a modern oboe or c,larin Slmple.r and much 1e$5

et. To begin with, no more

fifch

¢ 1é 7
instrument casually

adi

ate
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Figure 2a.12 Key mechanism of aulos

chan six holes could be used at any one time, and the distance between I

and IV was restricted to the span from the player's index finger to liccle
finger, i.e. about 15 cm (6 in.), though the vent-hole could be at any
distance below. Some later aulo: (from the second century BC onwards) had
long bronze rods which moved back and forth along the body, and caused
half-sleeves or pads to slide up or down, 50 as to cover or open holes which
were beyond the playerss reach.?' To give the sleeve extra strength and
stability, it was bent around the body of the instrument (the one in Figure
24.13 has quite a large bore) and held in place by staples, which were
soldered inco the bronze body (Figure 2a.13). _
It might have been possible t0 manipulate one of these rods while
playing, but it must have been very difficult indeed to twist the sleeves
around and change the scale except during a pause in the music. On the
remains and in illustrations of much later inscruments there are small
knobs on the sleeves, and on others there are sockets, pehaps for the
insertion of a short lever, which would have made it easier; but no such
details appear in Greek vase-paintings of the .Cla‘ssical pffriod. Without
them, of course, the sleeves would have been quite inconspicuous, and this
would account for the fact that the artists did not bother to show them.

—

rom above and below

e-control” key on aulos, seen

Fignre 2a.13 ‘Remot
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We d . _
PrOnomo(;’ [ilr?\tfe:z\(;en al;?;t l\:@fjfyhtwdence about the exact nature .(’f
effectiveness. One is ’frOm S'e ¢ JANE EWo: passages which testify to 1ts
the other from Plato. wri iy i (P(‘fhﬂPS mid-fifth century BC) and
Conversations in the la:s[d’flf(llg in the 380s but precending o report
the word poychordys ( ecades of Fhe fifth century.” Both of them us¢
' Jonordss (many-stringed') ato

; _ in connection with the aulos. Pl
1S seeking to reserict

the ‘mood’ or ethog anS};E .mujicﬂ‘l education Flf-I]fS 'Guarcli;u.}s‘()f'Smte' t{;
in Chapter 3) and he mFlate with two particular jc’('iflts (this 1s L!ISL‘LIS§CLI
all the notes needed f istrusts the aulos, because it is cap;_lblt of. playing
f0m one ethos to an 0; Sﬁ\ieral other 3(:211(‘5, and can r.lu»rcf()rg ski p abl()luf
The lyre and kiths other, ina way which he found highly objectiond ) :e
they could gor . ra are the on.ly inscruments atccpmbl; to h,lm‘ bﬂ,du,e
thing i that boch ar}ge scale ?’v’lthout pausing and recuning. [ ht“ srrfllr}gr,o
serbeasiod of these writers should use the word 'many-sFrngcIL i
the termg relat.mmumema though we have already seen chat virtu y]w
Ing to notes, scales or intervals were derived from ¢

Z;r(ifgtl};enogf[z};y.mg techniques of stringed instruments, with ‘rhc S[I){:éllﬂ
that the abilitem’ which was derived from the aulos. It secm> pr(;t;m
eatlier than thy tqdmodulate (as we would say) had been cnun}u(m e
described | e -H&h century in instruments of th.e harp type e
ater), which were literally ‘many—srringed . having perha]

twent : ) : - ult
Y strings as compared with the seven on a lyre or kithari: & a Ie>

the word polychordas may have been already established as 2 cechnical term

sim o : ,
1&? Mmeaning versatile’ and applicable to any type of instrument:
s . g rme

. thentuin has alreqdy been made of the possibility of playiné harm
aulos, and this whole question must now be investigate™:

5 ’ -
zhaltt E;? ‘féﬂetilzery surprising indeed if the Greeks had ﬁylg et
make a reed | wing’ and tightening the embouchure 1t 13 pos Ll
scile b i Instrument play the same pattern of intervals as 185 nor s
high;r ?;;i?ei“gher register. Because the aulos had a cy[indrical b()rca,f;l X
ith high must have been ‘at the twelfth’ — that 1s, an octave -
and thf f;:;}isliglifir R Same reason on a modern clarinet. ( The reufi 9
harmonic; this isfbe ave a cylindrical bore, but can produce the (IL ‘qi['
2 it e;ds - thec;lrlsceotlhey are not regd—blown, and are Qpen to (tj ;m "
from the mid-fourth centtr;;n';c’rhte;e B S?me ancient evidence, s
technique. The most telling evider at au OS-player made use ot L
where he is talking about t%]e Li Mo &OI.TI f.\rlstoxgn()s bH‘” mok “1’
use in music.” Having said thalsptir and lower limits of pitch in pramu
low bass to high treble is i th:ntt)tal range of the human voice from

three octaves, he says that an even

greater range of notes
. can be played
. 0 1C
\vhl§h he calls a syrinx. This wordyis thn e alLllOS Uil g utia devic?
rustic instrument of the '€ regular name for the pan-pipe, &
But in this context i flute type, which will be dj i-.m pan .Pl} ‘
Xt it probably signifies g dev: 1scussed in detail later:
icea . :
nalogous to the ‘speaker

nics
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on a modern clarinet, which makes it much easier to obtain the harmonics.
The word itself can be used to mean any kind of tube or pipe, which gives
some clue to its shape. The same device is also mentioned in the work on
acoustics aceribuced to Aristotle (see Chapter 3), which was probably
written at about the same time, mid- to late-fourth century BC, and by one
or two ocher authors.** The only real problem is that the authors disagree
as to whether the syrinx was ‘drawn down’ 0 obtain the higher register
(Aristoxenos) or ‘drawn up’ (Aristotle, Plucarch). An ingenious answer to
this problem was given more than a century ago by A.A. Howard.”

ested that the syrinx was a small tube which fitted around the
upper end of the aulos body, similar to one of the sleeves but without a
hole in ic. This would normally cover a small ‘speaker hole' drilled in the
body of the pipe. When the upper register Was needed, the syrinx might
have been moved either up or down on the pipe, S0 as to uncover the
speaker hole — hence the apparent disagreement in the evidence. The
Aristotelian work mentions ‘Stopping (with the finger) as an alternative
to drawing down the syrinx 0 obrain the lower register, saying that it
‘increases the volume of sound, just as with chicker strings’. Aristoxenos
also uses a verb syrittein (derived from the noun §yrinx) meaning to ‘pl.ay on
the upper register’, as against aulen, 10 ‘play on rhel normal register .
There is also some evidence to support this interpretation to be foupd in
the surviving fragments of auloi. One from the Athenian Agora, which is

clearly a bulb (holmos), has a small hole drilled in it at about_ the right
distance from the mouthpiece end.2* Another similar fragment from Delos
0.06 in.) in diameter — obviously much

has a similar hole, about 1.5 mm (
too small, and in the wrong position, 0 have been a ﬁnggrhole. The
hole in the mouthpiece section

Reading aulos also has a slightly larger | l
above the bulb. It is difficult to say with any certainty whether thedse holes
are in the right position to act as speakers, but as a speaker hole does not

determine the pitch of the notes, but merely Prevemslaltull pressure-wave
from building up in its vicinity, ItS position s 0L critical. |

Even if there were such a device on the ancient instruments, however, 1t
cannot be compared with the speaker key on a modern clarineF. Alrfn(;st
invariably, it would be necessary for the player t0 alFer the sergz.ng ol the
sleeves when changing register (unless he were playing & musical pqlrgsli
immediately followed by the same phrase rwelfth higher or lower, x\lr dn;
seems unlikely). It is much more credib]e‘that such chzmgei;J w?]u :i
made during pauses in the music. If, as Aristoxenos SUgEested, the t}ora
range of an aulos over both registers was mofe than three oCtaves, Tt.1ere
must presumably have been a gap between them, unless the lower register
covered a twelfch, which is hardly possible. o

There is one other interesting passage which sheds 2}1}1[1‘16’ light onfthe
syrinx. In the treatise on MUSIC atcributed to Plumrch-. we are tgld E) im
aulos-player called Telephanes from Megara, who disapproved © the

He sugg
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Syringes (pl
i ns”imeﬁiil]t):ertsomsgih:; L‘XL@_HEI that he would not allow the
~ the Greek is ambiguous) 2 df(m Is inscruments (or on any inscruments
musical competitions ¢ ;: or fh_ﬂt reason he refused to take purun.rhf
"Nterpretations of ¢ (; c Pyrhmn games. There are two puss:blf
Cﬂf—piercing effects whj 'h ne is that he disapproved of the spL’_CHlJ
the ‘Pythian ngye to ich could be obrained by their use (perhaps duriié
fegarding them ag ‘o lml.tate’ the d}’iﬂg hisses of the serpent, see p- 27
play the harmonics W{f?_lmlcky_ The other is that he was himself able ©
which inferior play trsl[c OL;:]them, and regarded them as a cheap trick by
This brings ys ro theo;u appear more skilful than they really were.
of the iﬂstrumﬂ]tw b general question of range. The carly, simple form
i 3§rh0red to play in one of the old aulos scales — Dorian;
‘Y abeofl(;magass of these scales is not known for certai;
System and the ay]os k octave or less (see Chapter 3). The scale
along the same lines €y system presumably developed together and
‘COmplem system’ had’b:;(]l byl the time the Aristoxenian two-0Ctave
potential range of gy |egg evolved (see p. 88), the aulos probably had a
that at any one time op| t an octave and a half, not forgetting, of coursé,
them within the reachy Sflx of the possible notes would be available, all of
scale-names had come Odthe H“SEIS and thumb. By this time the old
Chapter 3) and 2 nevy Se[to feHOEe little more than key or pitch (again, S¢€
were apparently five of hO “afT}ES fUF the aulos types came into use. There
these, listed in descending order of pitch:

(1)
(2)

parthenikos, or ‘gir
P 'bogl’rl alulos, presumably ‘soprano’.
5, Y- aulos, presumably ‘treble’ — perhaps of about the
same size and pitch range, A e T
30 cm (10-12n.) og 8¢. dt a guess, these were probably about 2>~
e — 8 and would have a lowest note about a fourth
i ove middle ¢ (about 356 Hy).
iHharisterios, or ‘aulos-to-go-with-the-kithara '
cercainly the instry i R TS R A
itk trument occasionally shown being played with the
ara, and which presumably had about th itc
appears to have been about 35 ¢m | EIS SIS G,
; cm long, and :
" n(;t§ just below middle ¢ (about 244 éz;n ould have had afove
;16; 9;&’, or Complgte’ aulos — either because it had the range of an adult
ale voice (¢eleios), or because it could play any selection of six
Fcrohns%utwe’not_es from the ‘full’ system (systema teleion) of two octaves.
* e Fompeian instruments were probably of this type; the longest of
them is about 54 cm (21 in.) which, allowing 3 cm (1.2 in.) for the
reed, would have a lowest note around e flat below middle .c (about
150 Hz).— roughly the lowest note of a modern B flat clarinet
(5) (9}506??8[@1.05, or ‘super-complete’. This appears only in -a f
illustrations, the best being a wall-painting from Hercula o
thought to be based on an carlier Greek painting of perhaps thenf}?ir;zi
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century BC. (see Figure 8. 14 on p. 199). The pipes appear to be about
90 cm (3 ft) long, which would give a lowest note around G, an octave
and a fourth below middle ¢ (about 95 Hz). However, to judge from
the picture, the player is using a group of notes played from holes
about two-thirds of the way down (i.e. from about d upwards); if he

used the note from the whole pipe, which the Greeks called the

bombyx, or ‘boomer’, it would have been a sort of pedal note a fifch

lower.

In addicion to the types of aulos named from the scale they were
designed o play (Dorian, Phrygian, etc.) and those named from their
range of pitch, there 1s 2 bewildering list o_F some 39 orl_ler types. nge
were apparently named from 2 particular feature of their construction,
such as the hemzopos ot ‘half-holed’ aulos. Ancient scholars expl‘ameq this as
meaning ‘half-size’, or ‘with half the usual number of holes, taking che
second element of the word to refer 0 fingerholes. But this is to strain the
sense of the Greek, and it s much more likely to have meant ‘with
half-size bore' — perhaps a pipe with a ‘throat’ or diaphragm with a small
central hole ac che lower end, t0 make the tone softer and more mellow. It
this is so, the type-name hypotréfos (‘not fully bored') may have meant the
same inscrument, and a mysterious device called the pantreton, which 1s
referred to only once, may have been a key or lever by which the full bore
of the aulos could be opened up, and its tone mgde much lquder and
clearer. Another interesting type-name is the magafizy aulos. Until recently
it was thought that the magadis Was 2 stringed instrument lof -thf harp
type, with perhaps as many 2 20 strings, and that the1 [ZC nical term
magadizein (t0 ‘magadize), which meant to double a melo }’l “I‘ 0Ctaves,
was derived from the nameé of the instrument. Now most scholars agree
that it was the other way round, and that nagadis was 2 dES}Cflp[lVE‘ term

e octaves (something like our ‘diapason’) and not the
—— p.laymg . OLE;MS es for types of aulos may in
name of an instrument.” S0me of the other names for typ i
fact be names of compositions for aulos, and most of the fest are

unintelligible.
The most vital and difficul

the last. How were the two pipes 0t 10
50, was it in unison, orl

¢ question about he aulos has been lefc until
{ the aulos combined? Did they sound

her, and if o some kind of counterpoint, or 1
together, a ‘

- th by man
octaves. or twelfths? This question has been dlSL'USSEd ag lengeachzd Thi
scholar; but no firm or generally agreed conclusion has been T :

iques used b
question 1 greatly complicated by the fact that the techm?LtIlise Greeksy
Roman tibia-players may not have been the same as tho;ﬁ 0may o [(;

. rds
e first century BC onwa
and evidence from (539 i from a Greek source and

. ; ived
contemporary Roman praceice, del b:edf;\zlries earlier, and it may be
- : ice of two or thr b gon
refer to the Greek practic _ o & £ this problem
very difficult - deed to decide which. A specific example of IS P

41



T'HIE AULOS

ATISES 1IN connection with the
apparently mieant a .

otherwise Similar

P‘r.r\_.'g_'rat‘. attlos Ty the Cirecks. this

}; \JS{.‘UT“Q“L bored to P'lil)-' the Phl’\-’g’lllﬂ SCillC, but
e ) L :
. Sfin and appearance to the rest, while to the
ave ' I
¢en a different type, with (perhaps) unequal

: h of ; o e
discussed later, in Chap:ﬁ:g fitted with a horn bell. This question s

he evide :
Nce on which ; .
first, and by far the we have to rely falls into four categories. The

Vase-paiﬂtingg, T dagsoiiova[ul?b[e,. IS .th(: pictorial evidence from
CUVEfSaperiod Ofmore " m the mild-sucth cen.tury BC. onwards, and
S — which aopes n t.wo centuries, over which chere arean umber
literary evid PP TCODSIStent!}r, and must surely be significant. Thf‘

€15 much less satisfactory; in fact, there is no explicit

Stat s

surveiTiir:gt i?lts)?rttm;};isp;f;n? techniques.of the Classical pe'rind. T]hf
B g s oo r_zgmlents of instruments arc_of licele h? P
St s sai h}vlth any cerainty to havg formed a pz}l;: r
all is denied 1o s Finallnce}:V lc'h . ) LSS G un‘c ':e
iEiilogy - fmr-n o \y, there lS.thE evlldence FJrawn from compariljl h
kgt ot vay in which pairs of pipes have l.)cen played 1 ,
OIX-music of more recent times, This type of evidence is favoured by
many historians of wind Instruments, but seems to me to be very
unrel'lable. It cannot possibly ‘prove’ anything about the ancient Greek
practice. At best, it can only show that a given technique is possible; and,
unless it is drawn from a musical culeure which resembles that of the
Greeks in the most important respects, it is of lictle value. This effectively
tules out any non-European culture; and it would be difficult to find 2
folk-music tradition in present-day Europe which has not beer
profoundly changed over the intervenin g centuries.

In cl]ealling with this very complex question. it seems best to begin with
what is, in my opinion, the most credible theory, discussing the evidence
which supports it and that which may tell against it, and assessing Its
implications for Greek music. The other theories which have been put
forward.will then be reviewed in turn, with discussion of the evidence
offered in support of them, and of the serioys objections which can be
raised against them,

o anin g, s e 0 pipes o e s e
be of equal length. Oné may ap ea?gomy . r;mtures e appe’dlgfr
this is almost invariably the arlzist’s wgrmm L_lrther t.han‘ e Uthfﬁl :

y of trying to indicate that it 1S

near ' -
i jsr ;(r)etiqgoxi;e\\{er acrude attempt gt perspective drawin g. The plﬂYf‘ rs
nin exactly corresponding positions on the two pipes, and

where fin Ly v
5 s gierz a.reShO“fn raised, it is normy| for the same ones to be raised
1 '
finally, ir e Fom g that the fingeriny oo -
inally, in the few illustrationg Which shq position is the same. And
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the sarr £
W sam nOtes i1 VR B E e §e ke b i 2
otes. However, there must have been a very good reason for

HSINE tWO pipes rather than one. The player had to prepare and manipulate
two reeds, and most woodwind players would agree that one reed gives
more than enough trouble. He also had to blow much harder, and had to
control the embouchure on two reeds, using a region of the lips on each
side which is less supple and less sensitive than the central region. Why
then go to all this trouble, merely in order to play the same note on
another pipe? The reason is that the two pipes together produce a totally
different tone quality. The two notes are very nearly, but not exactly che
same pitch, and chis produces a beating or tremulant effect; a similar
sound is made by the zox humana stop on a modern organ, which has two
metal reeds for each note, one very slightly out of tune with che other. The
degree of picch difference, and hence the speed and intensity of the ‘beats,
could be controlled by a skilful player, and no doubt contributed o the
mood or ethos of the music. The technique of ‘separation” and “putting
together' of the two pipes (see p. 30 above) may have been used for chis
purpose. By contrast, che double pipe most commonly used in the Middle
East today, the zummara, has its pipes fixed together, and has single reeds
which are not very effectively controlled by the embouchure. I have only
encountered one illustracion which is seriously inconsistent with this
theory. ™ It shows a scene of Dionysiac revelry, with the unusual combi-
nation of aulos and kichara, both played by satyrs. The one playing the
aulos is shown in profile, but the ri ghe-hand pipe, nearer to the observer, is
actually shorter than the more distant one, and the right hand/seems a
good deal furcher down the pipe than the left (Figure 2a.14 p 44).
Although the drawing is meticulous enough to show the Ixtt!e finger of
each hand tucked under the pipe to support it while the t‘humb IS ralken off
the thumbhole, it is still possible to see the hand position as a mistaken
attempt at perspective, which may have been partly duf to yet another odd
feature. In accordance with the convention of black-figure painting, the
flesh of female figures is painted white, but so also are the pipes of the
aulos. Putting the hands in line would have created a confusmg mess.of
black fingers and white pipes, which the artist may have wished to avoid.
OF the other theories which have been advanced on the use of the two

pipes, four deserve mention.

one pipe was a drone, sounding a single
This is hardly a tenable theory. All

the evidence cited above shows that both pipes had more than one
fingerhole, and both were fingered at all cimes. It s scarcely credible
that the fingers of one hand would be \vasFﬁd in an unnecessary
operation, limiting the ‘chanter’ or melody pipe to SIX notes, Wht‘f.l
other much betcer arrangements were possible. The word ‘/mw/))},
which for the purposes of this theory was interpreted to mean ‘drone’,

(1) Tt has been suggested that
note throughout a piece of music.
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Figure 24.14 Aulos-player’s hands not in line

in fact means the lowest note obtainable on the aulos, or any other

bumbling or buzzing noise.

There is, however, another technique which involves a drone note
which might be reconciled more easily with the evidence. It S ]
on several folk-instruments with double pipes (e.g fhe' . lj'us'u
Luuneddas), and is therefore favoured by those who'rély i :\f ;n;zrtl
from comparative musicology. The technical name for it 1(is{f an
reiculated drone’, and it works as follows. The two pipes have a r: .
of say) i noes ach, the €wo owest on one pipe overlapi ng,rjxﬂflf

the two highest on the other (c"and d” in Figure 2a.15)

When the melody (I use the term loosely) rises above ¢l '

is played on the higher pipe, the other one sustainin r] S
overlapping notes as a drone; when it falls on one of th g one of .the
qotes, it is played on both pipes in unison, and when fiftoggeriagplmg
elow

those notes it is played on the lower pipe, while the hioh

1 : . . € r
sustains the drone note. Anyone listening who could 1gher olne
not see the

player’s fingering might think that he had a
notes and a drone pipe with two. The objec
pipes Fiesigned to play in this technique -
the difference being quite unmistz?k I:)Ellre .
vase-paintings show. Even if we hold ih

, the pla

to be level on th :
_ € two
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Figure 24.15 Two pipes playing with articulated drone

(2) The theory offered in the older rextbooks was that one of che pipes
slayed an ‘accompaniment’

played the ‘melody line and the other |

There is. in fact, some evidence to show that when two notes sounded
together in harmony, the melody was the lower of the two, so perhaps
‘descant’ would be a beceer term. The main evidence in support of his
theory comes from Varro, a Roman writer of the first century BC, and
should, in my opinion, be disregarded as evidence for the Greek
techniques. It is discussed 1n Chapter 8, in relation t0 the Roman

musical practice. It 1S entirely reasonable to SUZEESt that on occasion
(at a cadence, for exam

ple, or at the end of a piece) the two pipes might
sound a fifth apart, a fourth apart of

an octave apart, these intervals
being regarded as harmonious by the

Greeks: but there 18 virtually no
evidence for polyphony (in any eal sense of the term) In Greek
music.”

(3) It has also been suggested ¢
that the player stopped on

hat the two pipes did not sound together -
¢ from speaking, either by tonguing the

reed, or by some key device, and that the two pipes becween them
were thus able to play an extended scale. This, | believe, should be
discounted on the grounds of improbabilicy. A single pipe, fingered
by both hands, is capable of a greater range of nOCES, because it can be

held more easily, and there are more opportunities for cross-fingering.
Also, as was said earlier, the Jifficulties of using two reeds would have

been avoided if possible. .
(4) Finally, chere is the theory that the tWO0 pipes played HHk 555
an octave apart. This is open 0 the same basic objection as the

articulated drone theory - that the pipes should not be of the same
length (in fact, one should be twice the length of the other) o at any
cate that the hands should not be level. This has been answered by the
suggestion that the two pipes were of the same length, but that one of
them was played in higher register. However, as We have al{eady
seen, the aulos had 2 cylindriCal hore, and the higher register,
produced by the use of the syrinx, was not an octave but a twelfth
above the lower register. This would have given strange SQU_ﬂd,
which does not seem to have any parallel in other double-piping
traditions. [ am clined to think chat the octave effect was used at
times, but that a special type of aulos, the magadis aulos, Was designed

layed the same melody,
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for the purpose. It is possible that this is the instrument mentioned by
Herodotus, and called ‘the female and male aulos’, used to accompany
the soldiers of Alyattes the king of Lydia on the march. In Chapter d
it'wil} be argued that this may have been the ancestor of the ‘unequ
pipes of Roman music, introduced via the Etruscans who, according

to the ancient tradition, had Lydian connection
S,

2(b)
KITHARA AND LYRE

The most important stringed instrument used by the Greeks was called
kithara in Greek, and, since there is no obvious equivalent among modern
instruments, will henceforward be called kichara in English. This is the
normal practice among translacors of the Classics, though many use the
Latin spelling cithara,

There were two distinct basic forms of the kith

which had a round base (Figure 2b.1).
This form appears very early in the pictorial evidence. It is shown in a

painting on the Hagia Triada sarcophagus dating from the fourteenth
century BC or earlier' and in geometric vase-paintings from the Greek
mainland from the mid-eighth century BC onwards. As these vase-
paintings are roughly contemporary with Homer, it s generally held that
the stringed instrument played by the bards in his nartative was of
this type. He uses two names for it: bitharis, an older form of the wprd
kithaa (also used by later poets who wish to sound archaic), and phorminx;
his choice between the two seems t0 depend only on the thychm of the

1,

ara, the earlier one of

Figure 2b.1 Round-based kithara, seventh century BC
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verse. As the instrument has the general appearance of a horseshoe, |
propose to call it the ‘horseshoe-kithara', though other names have been
used.’

A great deal has been written about the earliest forms of this
instrument, and its probable ancestry in similar, older inscruments of the
near East. The only important question as far as Greek music is concerned
is whether there was a stage in its development when it had only four
strings. The trouble is that, though some early pictures clearly show four
strings, we cannot be certain whether this represents the reality, or
whether the number of strings is limited by the artist’s medium or
technique. In vase-paintings the four lines representing the strings occupy
most of the available space between the arms of the instrument, but are as
thin as any in the picture. The same limitation applies to a few surviving
miniature models in bronze - at this stage of the art, the strings could not
have been made thinner. This problem is complicated still further by the
fact that some of the earlier Mycenaean paintings are of a superior artistic
quality, and show a more elaborate design of instrument, with more
ornamentation than the later ones, and apparently as many as eight
strings. The horseshoe kithara is the only one to appear before about 520
BC. After that, however, the flat-based type seems to take over as the
standard instrument for the professional musician — indeed, for the great
divine musician, Apollo himself.

The horseshoe type more or less disappears for a time, but then
re-emerges in a different context — that of indoor, informal music-making
in a relaxed atmosphere. Curiously enough, it is commonly shown
hanging on the wall at the back of a scene, but not so often being played
as part of an ensemble; it should therefore perhaps be viewed as
‘scene-symbol’ rather than an actual instrument, comparable to the
mirrors which indicate a lady’s boudoir, or the gravestone which indicates
a funeral context without necessarily being a physical part of it. In the
meantime, it has undergone a slight change of shape, whereby the arms
seem to be set a short distance from the outer edges of the curved base.
Whether this is a change of design, or a more accurate drawing of the older
shape, it is difficult to say. By this date it has seven strings, like the
flat-based version (Figure 2b.2). ’

A few vase-paintings show a variant of thjg
across the front of the strings, fixed to the arms each side. Its function is
doubtful, but it may be significant that i appears to be abg hird of

the vibrating length of the string above the bridge. If ut one-third o
been possible for the fingers of the left hand ¢, use i't 50% it might hj‘we
the strings against it, and to play all ¢he notes of thas afret by pressing
ewelfth (that is, an octave and 3 fifth) higher. If 4 I € norma
) shal] suggest

octave harmonic could also be soung :
range of notes (Figure 2b 3), e this would greatly inc

design which has a bar

register a
later, the
rease the
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Figure 25.2 Round-based kichara, fifth century BC

he ‘concert instrument of the Classical

Greek world, through antiquity until the late years of the zg;telrll?fg)orrzirc}
empire. It was the instrument of the sol.o kithﬂ.I'IS? (‘ !Hﬁ!.ﬂ o ,.Ous
kithara-singer (itharidos) and the a‘cco.mpamst for— '; choros mdathlssf;atri -
functions. It first appearsinvase-pamtmgs abqut)-O BC,an g
a number of representations by various different artists §

The flat-based kithara was t

based kithara with ‘cross-fret

Figure 2.3 Round-
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similarities suggests that the design was standardized (Figure 2b.4).

The flat-based kichara seems to have been made in five distinct parts.
The soundbox (A), rather larger than that of the horseshoe kithara. has a
flat bottom and straight sides which diverge up to a point about one‘-thi rd
of the height of the instrument. Instead of the wide, solid-lookin g arms of
the older instrument, this type has two pointed extensions (B), which are
sometimes shown as obviously jointed into the top of the b(;dy Rising
from the tops of these, which slope at an angle of abour 30 degreles there
are two vertical posts (C), of about the same height as the body ‘nf the
inscrument. They extend well beyond the height required by the len gthof
the strings — the cross-bar (D) runs between them about half-way up.
There appears to be a curiously weak point where the body extensions join
the vertical posts, and a quite elaborate wooden structure (E) is inserted
becween the top of the body and the bases of the vertical posts presumably
to reinforce the structure as a whole. The central part of ’this wooden
structure is in the form of a horseshoe turned on its side (F): this is braced
from the top of the body by a curving strur (G) an;[ a round or
mushroom-shaped element (H) is wedged between the top of the
‘horseshoe” and the base of the vertical post. It seems hardly crenljible that
this elaborate design was merely decorative. There is no inherent rms(;n
why the bo'dy of this type of kithara should not have extended u uw;rds
into two wide arms, exactly as the early horseshoe type had done land as
the ‘Traliote’ kithara (see p. 168) did later. We must assume th’erefore
that it had some acoustical function; bue it is difficult o see what tth
might have been. It has been suggested thar the instrument -
deliberately designed to bend at the apparent weak poinc when excra st re;s
was applied, and then to resume its former shape exactly when the Sextra

Figure 2b.4 Flat-based kithara
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stress was removed. This will be discussed laer, in connection with the
playing technique (see p. 60 below).

In some of the earliest pictures (of Mycenaean date) the strings are
bunched together at the lower end, and diverge towards the crossbar at the
top, but in the classical period they are shown exactly parallel. They were
anchored at the botrom end to a ‘string-stretcher (chordotonon) which
apparently consisted of two vertical pieces with a round metal rod
stretching across between them. In contrast to the bridge, this part is
drawn in oucline, and not blocked in in black by the red-figure
vase-painters, which suggests that 1t was metal — not surprising, since it
had to take the tension of all seven scrings.* The exact shape of che bridge
cannot be determined with any certainty from the two-dimensional
drawings, but it seems to have been remarkably large. Its width from side
to side was obviously determined by the spacing of the strings, but from

sears to have been at least > cm (more than 2 inches) as

top to bottom it apj .
compared with the bridge of a modern guitar, which is about 1 cm, and

usually has a sharp metal ridge across its centre. It is not possible to say
whether the top surface of the bridge on which the strings pressed had 2
clearly-defined ridge, or a gentle curvature. This might affect the tone of
the vibracing string to some exent, but would certainly not cause the
rattling effect of the Indian sitar strings, which are steel wires. It llms been
suggested that the vertical lines at each end of the bridge in some
illustrations represent legs which stand on the soupdboz}rd, and support
the bridge itself a short distance above It looking like a miniature

coffee-table when seen from the side. In other pictures the bridge seems to

rest on its own top and bottom edges, and curve up like an arch between

them. -
A further problem, created by the prefecence of the yase-paInters =

painting a ‘full froncal’ kichara, 15 that we cannot be sure whf‘ther the front
of the instrument was straight and flat, or concave. Certainly, there are
some sculptures which show a very marked Vt‘[tiCal‘ curvature, but thesg
belong to the Hellenistic period at the very earliest (third 10 SeEOH
century BC) and most of them are Roman. Another feature which can ‘be
seen in some illuserations is a vertical ridge down the centre Br e bmk’
which makes the base, when viewed from below, look triangular. This
feature may well go back to the earliest instruments.” i
The strings ran over the bridge and up t0 the crossbar, which the
Greeks called the ‘yoke (zygon). Here we come o one of the most
problematic areas — the tuning mECha.msm‘ Wb apparentl‘y -
same for the lyre and the kithara. There is 00 dpubt whgrsoever that 1t was
situated on the crossbar, since number of 1llu§tratloqs show a player
tuning the instrument, usually plucking .rhe string with tbe lebft h;nd
while making some adjustment with the right hand on the crossbar. but
here, instead of a consistent and recognizable pattern, the vase-paintes
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show a variety of different arrangements, some with round black tabs,
some with round dots above and below the bar, some with the string in
line with the tab and others with the strin g to one side of it. What are we
to make of them?
There are two general considerations which must be borne in mind.
First, it is surely unwise to assume that there was only one merhod of
tensioning the strings, and to insist that all the illustrations must be
reconciled with one and the same device. Since the subtle intonations of
Greek music required Very accurate tuning,
mechanism was developed and improved over a
centuries, and its appearance may have been ¢
Second, when studying the vase
impression, not a technical dra

his own reasons, might have dr
reall

it is likely that the
period of three or four
hanged in the process.
-paintings we have to deal with an artist's
ughtsman’s diagram. Just as an arrist, for
awn the aulos to look more elegant than it
y Was, so the tuning mechanism of the kithara may appear in
illustrations to have been much tidier than it was i real life.

As it happens, there is a mention of the tuning device, which was called
kollops in Greek, as early as the seventh century BC, in the Odyssey of
Homer.” Odysseus is described as having strung his bow ‘as easily as a
skilled kitharist and singer stretches a string on to (or around) a new
kollops’, which tells us at least that it was something which might wear out
and need replacement. It also tells us (in the next line) that the string was
made from twisted sheep-gut, which seems to have been the material most
commonly used on Greek instruments. Cord made from fla fibres (/inon)
was a possible alternative, and so also was animal sinew (see p. 141).
Commentators from much later times® give us the information that a
kollops was a strip of hide cut from the neck of an ox. It has been suggested
that some vase-paintings show this. The tabs which appear above and
below the crossbar represent the ends of a tongue-like strip, bound to the
crossbar by a criss-cross set of thongs, so that it could be pulled up to
sharpen the pitch, or downwards to flatten it. But I find it difficult to
believe that the hide would not stretch after adjustment, unless it was
hardened by some process. There is also the problem that leacher (whether
cured or raw) extends and contracts with changes in humidity,
would put the tuning out very badly.

Another explanation of the tuning mechanism de
version of a commentator on Homer, accordin
leather from the neck of an ox ‘still had the fa
suggests that the string was somehow int
strip of hide, and both were rolled around

musicologists assure us that this method 1s used on the Aisszr (a lyre-type
instrument from Ethiopia). It is difficult to see how an accurat
could be achieved, but apparently it is possible, A similar meth
strips of cloth instead of leather, has been successfully y

and this

pends on an expanded
g to which the strips of
t adhering to them’. This
erleaved with the greasy
the crossbar. Comparative

€ tuning
od, using
sed on a
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reconstruction of the Greek lyre by Dr Ps-aroudaki& ,M[hql[]h,edle?;l:ir
strips there is the added problem chat the fat would eventually dry out,

\ i
and (presumably) allow the kollops to slip; pqhaps [ha[. 1hsr \;i}; lz ;(el
Homeric bards, if they really used this method of tuning, mig

to fit a new one from time to time. . 2 passage

Another suggested explanation of tl.w word kollap.n 121 Eif:]d g?twsen rie
in Aristotle’s Mechanics.” Here a detailed analogs);blir OEa kithara) and a
kollops (which apparently rotates ':IFOI.II'!d [hﬁ cm-m( of the comparison is
form of capstan, called a ‘donkey (onos). T f?_piil ends on the length of
that in each device the force required to turn 1t dep oo T
the lever or handle — the longer the handle, .thli'iaii]liirsm used an extension
the text might possibly be taken to mean thd/t l ;hich might have been
arm of some kind to help in turning the Follopes, ¥ §

wooden collars of some kind. They must have fitted tighly enough

A  perhaps have been
slipping, and may p
il e esshac wm puenets 8 B0 that the handles of the kollopes

: : : st .
rubbed with resin. A slight Przl')fllfment heights when the strings were
tuned whereasythey appear on one level in the vase-painting

‘ isi "showsa
may be artistic licence. A relief sculpture on th? Luizzizrz?r?)n\iitsllﬁvhat
lyre-player (who would have used the samff tt(l{ﬂtlgeg gl e
look like wooden collars on the crossbat, an t Fr())(m rude popular sang,
Finally, the explanation derives some suppor

BC use the word
The comic poets of the late fifth and early fourth century

/ ' mosexual activities
kollops and the derived verb kollopexen t0 refer to the ho

ing friends’, as the
‘cunni making friends,
of young aspiring policicians, running around and 6
. 8

] . . . . [. )

- pOllff-‘l)’F Pﬁt i \ning mechanism has been put forward
‘ atl the tv
Another interpretation 0

- d by ancient

s sometimes confused by @
9 The word kollops 1S nd of bread

by Dr Helen Roberts.” The . ly meant a kind o
y : d Follabos, which apparept y > words. but it
writegs with, the worl sion of similar-sounding words,

' ' fu den
roll."" This may be 2 simple cor av have been short w00
may have more significance. The Aol © le cm (34 inches) long.

- bout 8-
rods, shaped roughly like a Dagucte. crossbar, with the top end of each

inst the
They could have been placed 2gains 4 and wound around above and
string anchored to the middle of its f0d; & curning che kollops would
bel : he crossbar in a particular way, SO that tu
elow the
adjust the tension.

' re. and was found to
Roberts on reconstructed models of the kithalzal. and[ }1]);[ Ehe s should be
ts 0 .
WO Elf&‘ﬂi\’ely Once again, there i the PI0 Tmne as they usually appear,
invat diff ‘ t positions and not in a neat line
in various differen )

. . L v iHVOkf'd. =
but once again, artstic licence ¢ be[he arms, some distance below their
tween ) -
bar runs across be : show that it we
. Cdmils‘le vase-painters seem quite concerned (0
tops, an -

though
' ay on to the arms as
element, jointed o slotted in some way 0

separate ,
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it was made to be removable. I have previously thought that it ficted into
slots on the front faces of the arms, but after a meticulous examination of a
section of the Parthenon frieze in the Acropolis Museum Dr Psaroudakis
concluded that the arms actually pass through rectangular slots in the
crossbar. I have since examined more carefully the kithara shown in a
black-figure vase painting'! which gives (most unusually) a rear view. The
crossbar cuts across the backs of the arms of the instrument exactly as it
does across the front in the usual view. This would give a firm fixing, and
would enable the tuning mechanism to be rotated around the crossbar
without any danger of the bar itself twisting. It would also, since the arms
are straight and parallel, allow the crossbar to be moved a short distance
up or down the arms, which might be useful (assuming that the strings
had enough spare length) for re-tuning the whole instrument to play in a
higher or lower key. It is certain, however, that the spirals which are often
shown on the arms below the crossbar were purely decorative, and could
not have represented any sort of device for moving the crossbar up and
down."

The two vertical lines near the ends of the crossbar represent two round
discs, which may have had the effect of transmitting to the air vibrations
of very high pitch, which the main mass of the instrument would tend to
absorb owing to its inertia. The fact that they are discs can only be inferred
from much later illustrations in sculpture, since the vase-painters almost
invariably show the front face of the instrument. They were probably
made of metal for high speed of sound transmission; they correspond to
the very small cones in modern hi-fi loudspeakers, which transmit the
very high audio frequencies.

In the vast majority of vase-paintings of the Classical period the kithara
has seven strings, and the old names given to the strings were regularly
used by the musical theorists for the notes of the basic scale; they are in
fact feminine adjectives, with the word for string (chordz) understood.
Some useful information can be gleaned from them.

1 2 3 4 5 6 7
Hypate ~ Parhypace  Lichanos Mese  Trite  Paranete  Nere

The string nearest to the player (i.e. on the left in frontal pictures,
which never show a left-handed player) was called hyparz in Greek. This
means ‘highest’, or ‘first’, but the string of this name sounded the lowest
note, which is slightly confusing. The reason is that the Greek words for
‘high” and “low’ never had any reference to pitch. The Greek word for
high-pitched is oxy, meaning ‘acid’ or ‘sharp’ (hence our use of that word
for a note a semitone higher) and the word for low-pitched’ g bary
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meaning ‘heavy’. (By the way, why is it 'ﬂgt' in English?) So ghe r;v.orlcl
hypatz means the ‘first’ string, PlaYed, ki A [hl;m ) n-cn](;
incidencally, is also called the ‘highest of the fingers. T1e.rnf:a[;1t hté
‘highest’ is more obviously appropriate for the correspopdmg ,S[fl?g ; o
lyre or barbitas (see below) which was often held stping a:; X rirmosn
player. A modern guitar preserves the same arra‘ngemer}l]t }t e L:jpf[r)orn e
string is the lowest in pitch. ConverselY,‘ the string at the jr jn[ e
player was called 77, meaning ‘last’ or lowest ,lancl souln ed th e
note, Two more strings were named 1n relar_uz{llato nes}e ~ ﬁriqup o
meaning ‘next to hypaté’and paranit?, Next 0 e :ﬂllie Cﬂ;fhf: ;amef o
the seven, logically enough, was called et the_ mi 1 ¢ .1 e
the remaining two are interesting. The tl.nrd one from the p ifan!ce ko
parhypatz and mest, was called ichanos which, desPltIe . 31135 e‘of cm;rse be
a feminine adjective - the index-finger SIT5- I_COUb Eween nest )and
played with the index finger of eicher b Sresa be findications
paranit? was called the ‘third’ string (frzfe),ope ofa nu:jp er Od o
that the Greeks normally counted the notes 1n descending order of pitch.

' aying the kithara are
y . s of holding and playing the |
s A [ lassical period, it is not easy €0 give a detailed

hat a playing technique is essentially a set
se-paintings show StaiC poses. Whatfis
lar point in the players movements for
of dramatic flourish, perhaps, or

copiously illustrated in the C_
account of them. The reason 1S €
of movements, whereas the va
more, the artist chooses a partict

his own reasons — t0 givefa[f .1mp.ress'1(())rr11 e o
| ration. ,
languid elegance, or soulful inspt

pictures which make an honest attempt t0 show what a kétlltahfllsl;;fé;m\::;
really looked like. However, there are some certmnnesi: 'Oted by 1lics
used, although the movements of the left hand wjrehlmflqr mi; y thé
whic,h passed around the left wrist and around the h sk 1
instrument. and was used o hold the kithara agamsrdt ¢ ;e;iymes =
shoulder and chest, This sling was made from cloth, 2n¢ o

orn;{nentlal tisfflzliijg;rfni:;;w shown standing upright, unlike tl:f
pla e]res I?)fafl:e lyre and barbitos, who may be shown Sfl‘))olimg 0: zlf":;il
Desypite the load on the left hand, its fingers an‘d E:Ihl{rﬂ; W erfei}citure oyf
able to reach, pluck or damp theshaehe requl(f:lﬁf' E: OneareSt string
the strings suggests that the {humb was use_:./ or ¢ sherrive
(hypat?), the index finger for the third scrmg_(ht Jﬂ"’”)al_t ]l“? rwogl |
for mejé,and the third finger for the ﬁfth string. The lg bel lf;gre e
obviously be used for the seventh string (::ere_), and pro T onth;; h@d
also. The thumb is sometimes shown bent 1nt0 th? e H”E‘lo ight hanci
suggesting that it could reach any of the ﬁFst four srrmhgs. 1' kw ri £g o
is normally shown holding 2 pleCIrUlflm ‘:l?lf;] gg;};sg;ta i;r::l zt?ojt 2p—3 k

- ithara (usually a )

(agg:;(z}atcti:? TSnth. t]}]iekgll;:mlfs expl:nation of this is that the plectrum
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Figure 2b.5 Support sling on kithara

might have to be dropped while the fingers of the right hand were used o
plu;k the strings, but when it was needed again it could be rapidly
l‘f?tl‘IEVECI. These two methods of playing were distinguished by two
d:fferfant words in Greek — Arouein, to ‘strike’ (with the plectrum), and
psallein, to ‘pluck’ (with the finger). We know from the literary sources
that the Plectrum was normally made of animal horn. There is a hint in
the treatise on acoustics ascribed to Aristotle (see Chapter 5, pp. 140-1)
Fhat kithara-players sometimes used the plectrum very close to the bridge,
in order to obtain a harsh, penetrating sound with strong harmonics.
Modern string players achieve the same effect by bowing sul ponticells. The
tWo lpllaymg techniques would obviously produce two different tone
qualities — the plectrum a clear, loud, brilliant sound and the fingers (of
either hand) a softer tone, with fewer of the high-pitched overtones. Since
the majority of kithara-players were singers who accompanied themselves
on their instruments, it would be natural to assume that the fingers were
used for the accompaniment, which would for most of the time be in
unison with the voice, or doubling at the octave. The notes played with
the plectrum would probably be loud enough to interfere with the voice,
and wop}d be used mainly for introductory passages (called ‘preludes),
anabolai in Greek) or link-passages between sections of a work.

Qqe difficult problem posed by the vase-paintings is that the favourite
position for a player using the plectrum is ‘at the follow-through’, with
the plectrum high in the air to the right of the insrrumentéan’d the
playing arm almost straight. Should this be taken to meanithat the
plectrum was dragged across all the strings at each stroke? If 5o, |
assumed that the left hand damped out all th incs exont i

€ strings except the one

which was requi

which appare?ltliyriicf iﬁgnd;and though there are a few vase painings
w this, there '

- are some which show several strings free
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Though the technique is well illuscrated in other musical cultures, and
therefore attributed to the Greeks by comparative musicologists, it seems
rather clumsy, and it is difficult to see what quality it would add to the
sound, apart from a rather tuneless jangling." The vase-painters’ favourite
position may have been chosen simply for dramatic effect, or to reveal fully
the instrument icself and che player's left hand.

Another piece of evidence has been adduced to suggest strumming. Ina
parody of Aeschylus’ musical style in Aristophanes’ Frogs, Euripides offers
two specimens of choros song. The first s incroduced by a short prelude on
the aulos (played by the theatre piper)'* and has a repeating refrain. This is
quite in accordance with Aeschylus practice in his tragic choruses. In the
second specimen Euripides - intersperses the lines with the words
tophlattothrat, tophlattothratt. There is a problem here: the lines are in tgcr
garbled reminiscences of Aeschylus™ Agamennon and other plays (which
would have been sung by a choros with aulos accompanimen‘t)‘ bu‘t
Euripides says they are ‘worked up from kitham-singers' compositions”
This is usually taken to mean that Euripides is parodymg a k.1th.arafsmg.er
and, having no kithara on which to accompany himself, imitating its
sounds vocally (‘plink-plank-plonk’, so t speak). But we must beware
of the English dimension here. If the words_ are proqognced tofflatto-
thr-r-r-ract’ they do indeed suggest StumMMIng, but it is now accepted
that the Greeks pronounced the aspirates a5 tWO separate.sounds,
‘top-hlatcot-hrat’, and there is no good evidence for a Scortish-style
trilling of the 'r'. Incidentally, Dionysos, the paron god of the drama, wh.o
has a prominent (though not very dignified) role in che play, compares this
song to a ‘work-song he picked up from Marathon or somewhere , not toa
kithara-singer’s work."" Does this suggest an element of folk-music in
Aeschylus’ compositions’ B _ _

We also know of a technical term, »éam/.ep‘w.f, .used in lrelanor} 0
kithara-players. The word means ‘grip’ Of ‘ho‘ld ,and its effect IS'dESCI'E]bi}d
as ‘preventing the prolongation of the note ‘. The exact meanll{ngbol t ;e
passage is obscure, but it appears that the string could be Stl'-l.lc with t s
plectrum and then almost immediately damped out, making a soun
racher like a violin played pizzicato. | o

This brings us to the question of the tuning of the srrmgs.zu? the range
of the inscrument, both of which have been the subject of much
controversy. The basic problem 13 that Fhe kichara 15 s.hown‘throughlout
the fifth cencury BC with seven strings (10 @ few exceptional cases, Elig “Q
but the literary sources, in particular Plato, suggest that k-lfha["lECS 1; ay:}
Aorid and elaborate passages,” which har.dly seems pos§1ble 1 (l)]ny the
seven open notes Were used. Also, since it s almost certain that ht fslt;ven
strings were tuned to a CoNtinuoUS scale, its range 1S ‘hkely to hav t?h eifn
about an octave, or a ninth at the most. The material from which the

~ imitations
strings were normally made — sheep-gut — also imposes some |imitatio
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on the pitch range. The stri
cm (12-16in.)—and it w mll(gi Mo Of.the same length — about 3040
in a thin string of that lef?;th 2?;6 i dl.fﬁcult to create enough tension
would stand i At ‘ength, even assuming that the tuni '
< oy ;bzllllcti ljté (t)o }r{alse 1ts pitch higher than abour an octl;vl: agmeCha'n(;ilT
6 pvea Toikt o8 ziisAt- the lower end, a thicker string cannsreb?ll‘n de
sviciinti, i tﬁimd note unless its tension is above i
below micdle (aboz? 178rﬂaa)bl%hhave given a note in the rezgliccnirtjf“}
(see Ch . z). The terminol .
G s b i
(aneimenai), if i era) and . those of lower pitch a il tight' or
, 11t is to be taken literally, suggests thast t;Eelaxed Trl slack
general location

of the notes was within
the ran
A number of scholars have o? Erggatt;]‘ztét a twelfth (ftoa")
r

encyclopaedias, and must therefo

1920s by Curt Sachs. "
achs," and was largely based on 2 phen
omenon to be seen

in the instrumen :
tal not
and the true explanati ation, as preserved by Alyp;
€xplanation, see Chapter 9) 7 1 Iptus: (or more details
. ?

three notes, se Ther
notes, separated by two small ; e fhi_lri a number of groups of
» WICN are re ' '
ffer Aare represented in this
€Nt positions, ‘normal’ for the

hi '
ighest. Sachs abserved chat che I]Otmlddle one, and ‘reversed’ for the

string, the ‘second position’

used to indicate thep(;) S:rion (denoted by the symbol op

‘third position’ (SYmbiz)l -string pitch raised by 5 g ﬁn its back) being

same interval. In other reverSEd.) to indicate 4 furtha LT al, and the

<dlich, luss dees st Words, this notation s i the ‘Ef rise of about the

ructions to th orm of
‘ : e a tablat

According to this theory, the seve Player on the ﬁngering Positi(;l "

ns.

n strin -
cange of more than an octave gs of the kithara would have a

despite i
has six notes PRE s name, th '
) and offer the player a possible Choi: pefnztatomc octave scale
€ of 21 note
s.

The theory was meticulo
: usly examj -
e ou!i‘aa o illogicalitieslr:ﬁi?y Wmmngton-lngram 0 Ye
argument. .
g ut the argument really founders o the questi
uestion of how the

strings were manipulated to prody
. . . C I
single illustration which could be daei;l:j l;l%hirl notes. There is not ope
elia
y to

Sachs supposed that the left hand was used o sto ill:f)w the operation,
€ string (perha
ps
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): but that could hardly be done
bar, to press on the string a short
¢ that almost all the illustrations

increasing its tension at the same time
except by reaching up and over the cross
distance down its length. It is preccy clea
which show the left hand in that area are in fact concerned with the
manipulation of che kollopes in order to tune the instrument, and not with
the actual playing. Also, since there Was 0 fingerboard for the string 0 be
pressed against, the notes obtained by this method must have had a less
satisfactory tone, and less reliable pitch, than those from the open Strings.
They too must have sounded racher like a violin played pizzicato.

An alternative solution was offered by 0. Gombosi.! He suggested
that the pitch of any string could be raised by using the plectrum to press
on the non-sounding portion between the bridge and the tailpiece, and

thus increase the tension, cechnique which can be paralleled from the
Japanese koto. But this also is unsatisfactory. [c means that only the left
hand could play the sharpened notes, the right hand (and the plectrum)
being limited to the open strings. And, once again, reliable pictorial

evidence is completely lacking. _

Yet another attempt Was made by Ingemar Diiring t0 suggest how the
number of notes obtainable 0n @ seven-stringed kithara might have been
increased. 2 The comic poet Pherecrates, who was roughly contemporary

with Aristophanes in the late fifch century BC, wrote @ highly amusing

(if rather rude) comedy called Chiron, of which a short fragment SUrvives.
It clearly dealt with musical trends in che second halt of the century,
‘Music’ being personified 252 woman who has suffe.red a series of 1lndecem
assaults, and the various composers innovations being described in terms
which could have a musical or @ sexual significance. The one in question
here is Phrynis, who is accused of ‘inserting his own special

isting me until [ was completely

strabilos-chingy, and bending and tw!
The word strobilos

undone: and he had twelve harmoniai on five strings.
¢ and can signify 2 whirlwind or eddy;

has the basic meaning TWISte ‘ or eddy;
hence it was taken by earlier scholars to be 2 musical term meaning ‘turn

or ‘excursion’. DUring took it to f€ ‘
d in the same sort of

fer to a mechanical device on the

kithara. which functione way as the double action on
, : .
a modern harp, raising the pitch of some of the srings by a small amount,

and thus enabling the player t0 obtain ‘twelve scales from five strings .
Incidentally, the passage makes much better sense if, as Diiring suggested,
seven, But strobilos could also mean a

the number five 1 amended €0 | ean 2
on with the word ‘insert

spinning-top or a pine-conc which, in conjunction With U |
would sound suggestive to the more schoolboyish minds in the audience.
Also, the expression ‘cwelve scales’ i$ 10 icself suspect; two other COMPOSELS

are accused of employing cwelve strings on their instruments, and
(bearing in mind the style and spirit of the passage) the number twelve

might well have been pomographically suggestive.” Perhaps it would be
safer to treat this item of evidence as a comic poet’s extravagance. In any
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Figure 2c.1 5 yrin (

Greek form)

length, che tuning being effecreq by filling them up to various depths

nside with : .
together, ¢h beeS\\.rax, The_ %aMe material wag g]s, used to fix the pipes
gether, though llustrationg appear g

: show some signs of binding with

: err:”s;"' l::l:; o Wax gives r.ise to a cufiqus error
Iquity, Theokritos, describing the

» Fegularly uses the yegl, pegnymi, meaning
Ve peksgs, meaning ‘fixed together (with
béktis, which was almost certainly

M 0 be yeeq m{st 5), but oOwing to the similarity of

akenly for the syrinx.} The pipes
made f; 7 ik PP
_fennel~stalks, or or, € ubi

1llustrations_suggest that the pPiEGT;IWWIth_ pioly
The Rumanjap naj ich is a diregy 1 C0 0
made with 5 curve
apidly from ope NOTE 0 anothe

Suggestion, inarat .
Was curved, The,

gether in 4 straight line.
: the Roman form, is
S,and it g certainly easier to move
3 tesult. There ; '
: s only one slight
h(‘.‘[’ Vague phrasﬁ. OFThEO . yo g

ritos,* ¢ . i
I ate frequen, ally > that the Greek version
INStrument, whjch may b

© “rubbing the [i’ the
. ¥ bea propy g 1p’ on
of the PIpe has to he filed ay l;rat iis[riofor e fen because che iy
the player’s upper lip form ,

S the emboych e sharp edge, over which

© Pressed againgy ¢ area from ;. e e e ower ip then has to
has been removed, The

taitge of o € Smooth gyge; skin of the reed
, 8€ of pitch
INStruments i a gre

v ;
! Aer numbe, fvas' “Pparently quice gy, larger
Roman times The Characterig; . PIDeS were not developed unti|
SEven, some earljey picty '€ humber of Pipes in Greek illustrations s
of the Greek yere: fes showin five or eye f 0

Teex versiop Were Necessari]y ¢ 0 fewer, Because the pipes

- ; Sto L §
0 the pitch of €ach pipe woy|q have E?eiend }?elizsm(zlzss et(}j] - t}f]e I:f)]OttOH}
atof a flute o
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nics (3rd, Sth, 7th,
ice the length, and only the odd-numbered harms[ming e vy
[,\c\;l) would be produced. This gives a Pungenc% lilf;r; - s
Eho.u 'h it lacks the fullness and roundlness -Of he la}re; uses a vibrato
15 é;ive and mysterious quality, especially 1bt1 F};n b Tosdse il
plaintive ¢ ique. The range of contrast between b
i SR i:") is fairly limiced. The instrument ca Iftt
‘ ic range ister 1S a twellth
s (the ‘dynamic r . yister i$ @
sofeest note‘ ( ! roduce harmonics, but the upper reg 2 b i
'()verblo\\m £ \ri[h seven pipf‘s fhfl'e WOUI € a gap
: instrument v
higher, and on an 1ns

register is
‘ ' case, the upper

registers. [n an) . . h
sbaut 2 G Lo Sheviep stle. and for occasional special effect the

: tial
chnique of par
ient plavers are more likely to have used la Eich \ilith e third
ﬂﬂfltbf]‘ }mf which combines the f““dame:j]{-a tEe 1980s by makers of
i é’l sky wheezy sound, much loved in
harmonic —a husky,

natural history films.

something of an ear-splitting whi

The plagiaulos

fluce type used by the Greeks was the
e

' | in
The other instrument of th_ - aulos (or in shortened form plagmzz!ole i
‘transverse aulos’, called plagior an »x, this instrument ha

S : - & j)'?‘fi iip ;
: : Latin. Like th . his is that it
. ligna tibia 1n . tion for this
e dnd[ Ufal /conneaions; the simplest explana
Strong pastor:

i same
rinx, developed in the
iginally a modified form of the gyrinx, develop
was origina et . i
environment and used by che Sjm tilZ*lei‘ it is suggested that che Pfg:azdo.
¢ ar : et near
f textbooks an o d into a soc ‘
r mlm{E[e r On insccument, the reed being 1nse;tfle ' the pipe. This
e e fﬂifd'_ howfu right-angles or at an Obwfse E;aisqrre in the work on
Qfie-€ne, eitic.s - nrerpretation of @ passag ' t
d ona mlSIFt{E Pe pp. 141-2) where the textl is z}gmos
e (se y i f " l tural eviaence
- ration of SCulp .
misinterpre o v b way -
worainb ¢ and also on a function 10
it wm'lpc;; In fact, a reed cannot be ??de tOm must be of the same
from later periods. ’ be. and its ste
i nt tubc, o e ents (fOf
- ‘ to the resona viving instrum
it must be ‘end on - miscake, a few sur
stake, » have been
A It of chis mt . sh Museum) h
diameter. As a resu - e¢’ in the Briti ! e
‘Maenad Pipes f illustrations in
-called ‘Maen number of 1 _
examplt‘, the so nloi 0 There are a ok lono
; as /a- r1aitlol. . blown ﬂL[fe whic
wrongly descrflbed - [; ar&li er period of an en;li ll:)iobore(j alc:ng - side. I
Egyptian art from nx with fingerholes - he
: : SYrinx ' like a flute, th
nele pipe of a ideways
morlejthlﬂﬂl;l Sler%icall)lf in front of the Pla)ﬁ-‘f» (ﬁ':he illustrations in Greek,
can be held v But virtually a th an
. ing preferred. Bu dern type, wi
latter position l;f‘“gg art show a fluce of che rrio e 1o sty
. ich the playe '
Etruscan and Rom d. over which the p ‘ed
: - the ‘edge
: le near one end, 0¥ h) is used to create
embouchure ho he player’s mouth ; be
: e play . at is thought to
side from ¢ but that is :
edge (on the far sid Roman Mosaic, i
;o 2 is based on a Ron three centuries earlier.
tones’. Figure 2¢.2 ||-painting of two or e TR G T
: reek wall-pa o ic design. First,
=iy OI: : Gimportant implications of this desig
There are three

suggestion is base b
acoustics atcributed to Aris
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Figure 2¢.8 ‘Pear-shaped luce

Two distinct types of lute can be distinguished. One has an oblong
sori;ldbo}.c and straight-sided fingerboard (Figure 2c '7) .
o f{:gllf]ais .3 retl:]tef carving, 1t is Possiblg to see that there was a

glt ridge down the back of the sounding-box, looking rather like
FAgs kegl; the same effect is shown on the back of ’kitharaé;]earb The
other type is more or less pear-shaped, with no clear demarcation b : N
soun;hng-board and neck (Figure 2c.8), PR

It Is not possible to discern the strings in any of the illustrations, or to
say with confidence how many there were, but literary evidence su, ests
[hat. e e three or four. Nor is there any clear indication i? the
tuning mechanism. Two names are listed by the ancient authorities which

may be assigned to this type of instrument — ‘ ;
probably non-Greek words. 0t~ pandonra and skindapsos, both

Brass instruments

i rdmo.“ to Greek music, the term ‘brass instrument’ ; l
and requires explanation. No instruments were acryg] "
alloy of copper and zinc, not extensively used ungj] ¢
but some were made of bronze, and played in the sz
i Etd % bugle. 2“ the modern instruments
squeezed 1nto a cup-shaped mouthpiece, and act i much the sam

€ way as

a double reed, setting up oscillations in a resonant tube, T
Romans used a number of these instruments, made | - hough the

matenalg (see Chapter 8) there s only one co
illustrations andliterarure-thejalpmx leap m
P 1t appear

y applied,
ly made of brass (an
he first century BC)
me way as a modern
the player’s lips are
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the sixth century BC onwards, and is referred to frequently in all types of
literacure, usually in a military context, but sometimes as a ‘public
address’ inscrument, used to call for silence at a large gathering, or to give
the signal for the start of a race. There are also one or two curious
ceferences to its use at drinking-parties, played pianissimo to suit the
circumstances.”” But, though there are a few allusions to more than one
salpinx being played at a time, these are rare, and there are virtually none
at all to the salpinx being played in combination with any other
instrument. Incidencally, it is worth pointing out tha che drum had no
part whatever in martial music, being confined to religious cult.

The salpiny was unlike a modern trumpet or post-horn in several
respects (Figure 2¢.9).

First, it had a cylindrical bore of constant diameter throughout, unlike
the bugle, which widens consistently from mouthpiece to bell, or the
post-horn, which expands slightly along its length and flares suddenly at
the bell. Second, there is no sign in the vase-paintings of a cup-shaped
mouthpiece. The player seems t0 be using the end of the tube insr;ad,
which suggests that its inside diameter must have been about half an inch
(1.3 cm) at the least. It must have been more difficult to get a satisfactory
tone or a full range of notes by this method. An even more confusing
feature in some illustrations is that the player wears a mouthband
(phorbeia) similar to that worn by aulos-players (see p. 31). It cannot have
been used by a trumpeter in the same way, of for the same purpose as it was
by an aulos-player. Finally, nscead of a flared bell the salpinx had a

Figure 2.9 Salpinx
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ST

U

Fignre 2c.11 Tympanon (played normally)

urine, and the sound was g deep,

el owl resgnator). It was not shaken

’ appear ’until some time in the third

gt.lflpldes) tragedy, the By ich i ht‘;rary B e
10nys0s), that th ’ Heh concerned wj

. bl : ned wit

ritual songs and Eries};};‘?nﬁn Provided a rhythp;c rein&)rcenllffhteFc Uhi{)f
| ' the aulos nt for the

. . U‘
wh;fh “Lﬂs DTeresting in jese|f Py cult, rather than o sound
not ' '

B ler commonly Ulustrageq instry

piural word, meaning clackers)

| MENt was called brotaly in Greek
Pairs, particularly by femg| danc b

er-ST’lley Vere almost always played in
+ Y consisted of pairs of wooden

Figure 2,
igure 2¢, 1 Tympany, (reverseq

)
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bars with round recesses on their inner sides, joined by a hinge
(presumably leather) which was under tension, and caused them to spring
apart when released (Figure 2c.13).

The standard picture which appears in almost every book on Greek
music shows a topless girl dancer dancing to the music of an aulos-player.
This more unusual one shows a male musician on his way to an
engagement, carrying his aulos and bringing a pair of krofala in case they
might be needed.

The Arotala were held between the thumb and middle fingers of each
hand, and illustrations show that, like modern Spanish castanets, they
were played with a lot of movement and flourish. But here again, the
function of the percussion instrument was merely to reinforce the thythm
of the melody (another instrument is almost invariably being played in the
picture) and, to a lesser extent, to give visual emphasis to the dancer’s
movements.

Cymbals (kymbala in Greek) were less commonly used by dancers.
There are a few illustrations of them, and a few pairs of cymbals have
survived.”

Modern cymbals are made by a sophisticated technical process which
was not possible in the ancient world. The ancient ones were much smaller
in diameter and much thicker, and their sound must have been more like
that of a small bell, The translation ‘tinkling cymbal’ in the Authorized
Version is enirely apt.”

Finally, there is a mysterious object shown in a number of
vase-paintings which has been interpreted as a musical instrument. It
appears regularly on Greek vases from Apulia in southern Italy, in the

Figure 2¢.13 Krotala
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