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a. Lyre b. Kithara

& Cradle Kiars d. Barbitos

Fig, 20. Various stringed instruments: 4, lyre; b, kithara; & Cthtk::I]:;l:E

: 2arbitos; the kithara is closely modeled after the exceptional Inste ener-
Shown o, 5 red-figure amphora (see pl. 1V); the other instruments 31:(3 g;

a.llzcd rcprcscntu&i,ons (Reprinted by permission of the publishers from

thos ang Education in Greek Music by Warren Andengn, C";lll“lb”d&;c}:i\ﬂgf":s:
arvard University Press, Copyright © 1966 by the President an

o Harvarq College.)
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Fig. 19. Development of the Greek lyre: the first instrument shown is
from the Middle East, a harp on a stone engraving from Megiddo, Palestine.
(Reprinted from Aign 1963, 380, Megiddo harp: see Aign 1963, 118, fig. 75.)



Appendix A

Fifth-Century [nstrumental
Resources

. The follgyw;
”}Strumem?f;]l;g fEsur\fey includes most, but not all, of the musical
iLSCUSSEd - thett ormed a part of the fifth-century scene; others are
rr;;ieX toay bie co:fsxut] 01,;1 the notes. For more extensive coverage, the
. ev.?!nt articles in t}:e : Thc ful.lness of detail that characterizes the
at[;eclal]y those b Re_Drcr:orma:re des antiquités grecques et romaines,
tionr treatments iny[);'cejnl:fad'l’ ‘has never been equaled, though some
i eneral works I!_s“!k in Geschichte und Gegenwart repay atten-
'€lent attengiq Oon ancient Greek music have not usually devoted
aOst recent of 52 ;10 lnstr_uments: the outstanding exception is the
murc}?r’s two VOlun:es ?tugzes, West’s AH(:"E’}’II Greek Music (1992b).
o helpfy] b t19 4a an_d 1989), particularly the first, contain
: u:, ar.ld Kt et S] ary on mstrum'ents. Wegner 1963, Paquette
5 trations, The nyFIer 1989 provide a comprehensive range 0
faulﬂque de la Groce ate.rlal accompm?ying Paniagua’s Ip recording
e ts as 4 e antique (see the‘ d.rscography), which has serious
Ued liSting o ntation of the surviving fragments, does offer a de-
tringed 1 instruments, with photographs.

ﬁcation anstrm‘nents (Chordophones, in Mahi
eme of the:{ revised by Sachs and Hornbostel;
_ Lyre bro evelopment of the lyre, see fig. 19).

. Size: abe per (lura, chelus; see fig. 204; pls. 11, VII).

ut 1 by 2 1/2 feet.

ssical period; sound chcft

. ateriale- ) )
erginall rials: wood and hide, in the cla :
y the carapace of a mountain tortoise, arms (pécheis) o181

llon’s system of

G aSSi
for a detailed
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nally animal horns (kerata) and sometimes so today in Africa (the two
stages: Bliimner 1969, 2: 376, 389-90).

3. C.onstruction: moderately convex arms of solid wood, fastened
to a circular sound chest, with a crosspiece called a yoke (zdugot)
Jomning their upper ends (untenable theory proposed by Roberts 1974
79; 1979, 63-75, 67; corrected by Lawergren 1982a, 165—66). String
holder (chordotonion or chordotonos; both terms pos:—I-IelleniC) at bot-
tom Of sound chest, bridge (magas) a few inches above it. A yoke
Wr_applng (kollops; see pl. 1) appears for each string, clearly distin-
g;zshed from i_t (Od. 21.406~9), often with a wooden peg inserted in
:D? Wound St“ﬂg_; no parallel with modern pegs (see the New Grove

ictionary of Music and Musicians 2:482, on the Burmese bowed harp):
th:; it:m.gS:llgut (t}_w Stlrict meaning of chordé), a sheep’s intestine an
etidon 1§1n3§ cylindrical, or sinew (Homeric neuré or netirot),
A eut l - o by of closely packed fibers attached to a muscle-
magd . fr}(;re string had to be composite; so also, very probably, on¢
bull’s sin:lw?’l-ng:: C& Il 4. 122: neura [plural] boeia, “a bowstring ©
String makir; - E:)b omer onward, sinew for bows, gut for ly-resf;
Pachris g €rts 1974, 39j91; no detailed account 9’_"1‘.:
strings: ex 19175‘ 140=53, first published in 1925. Composite violie
iy cellent sho_rt treatment in Gill 1984, 37—43. Possible types

composite lyre strings: (1) interwoven strands, (2) lengths tied en

to en . . ;
d, or (3) a combination. Ancient evidence favors (1), 1€ave®

(2) unexplained: Homeric eustrephes (neostrephés once), “well (newly)

twisted™: i : !
s strephein is clearly “intertwine” in the Homeric Hymn 10 Her-

mes (ear ] i .
(early sixth century?); this verb is used interchangeably Wit

fi;i‘i‘l’:e;hlziliihzrtf(}reek literature to describe braiding or plaiting
have occurred fro lgUr;?tlve_. Thus variations in string diameter may
5. Tuning: me:l-]l carliest imes; vase painters could not show them-
(see fig. 21) iﬁrove ;sr;-lsn-] S¢éms primitive, but modern counterparts
Gambian korqg la OmShlr.lgly precise (Lawergren 1982a, 166, 01 2
checked by stroie - r?tunmg to within 1/200 of a semitone, 2°
cians 7: 535-36, t“gﬁ'r, The New Grove Dictionary of Music and Must
of tuning: scar,ceiv‘a . [_D' K. RYc_ru:)ft]). Scale systems as pafterzs
[7c11-d3. o bozndny evidence until the fourth century (P1. Phlb.
sequence (Aristox Hary notes); then much detail on a two-0ctav®
Aristides Quintilia @rm.); finally a set of gapped scales, presented °Y
thanus as those discussed in Plato’s Republic. The stan-

a
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Fig. 21. Two tuning mechanisms used
on lyres in Africa today. (Reprinted by
Permission of the publisher, from Wegner
1984, 104.)

gz:jvze\zen St_ri“gs of the Hellenic lyre.suf‘ﬁced evendt:_rlthe dougie
gamy; (;]f Aristoxenus, except for 2 single no.te_.l_A bltltonsostfha e
Monjc t m‘“gh the use of harmomcs’ are a possibi 1tly, ut ;nence thzt
a Strins are faint, and they exclude microtones. No ¢ car{;:we —
firge ag proc?uced more than its fundamental rll:[)te ant uiifor 3[:; dn
variantfmomc. ‘Tuning of the early'lyre probal yhnomChord‘ t;adi“
tiong] ; embodl_ed modal individuality. The e;;'é ;pvase a.imings
Offer a}] 4 Stepwise sequence such as B‘C DE f ;md inpthe =
Cess ofmos‘t no evidence that anosher m’strument' 1ig) S
Used tuning; but an aulos or pitch pipe (fonariot y
oo
- A\ccessories: telaman, a strap of leather to "
y Occasion:::lsl'y‘r(ij:;i;; z:.l::)rrepimportant is the plectrum (plekrhron),l
-t shown on a seventh-century Melian amphora (A‘thcns, meona
or : : f this vase
l.-lseum 911; Wegner 1963, 42, fig. 19; for a portion 0 e v
Foning s sbove,fig 12): Reeence (0 0L L Ui o1 Ly
°M. Herm. s3: Hdt. 1.155.4: kitharizaettt 1€ © 3 :
i29b7: k""“efnsfé’f plektroi (csontrasted ; o P;‘gie;:i};t. ;rsa:iéogxi:;zztd
8ular, an 1 : k. made of hard wood ot ; its t1p
T about aiqil:llzi t};;l:;nd thumb and .ﬁngertlps, !fl'um;:;?lmkr,ll-‘gt ':1:10;;1;
“Xtension of the hand (see pls- I, ITD)- This could bcl qor 7 o
Often it hag the shape of a knob or a heart: s€€ Phal:" a}rll‘s 37 ,Iz ik
With fig. 11, a detail from the Pelion krater; cf. his Hg-

steady the left arm; used
On]
fi
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. : . . ip wWas
strikingly similar plectrum from modern Greece. At times the tip

oblong, at right angles to the shaft: Aristides Quintilianus (2.25
p. 130.11—12 W-I; Barker 1989, 531) speaks of the plectrum as Shap;e
like the letter tau and goes on to note that wise men call Apollcl:' tcr
plectrum of the universe. Parallel from modern Ethiopia: alyre P ‘a[yin
shown on a postage stamp holds just such a plectrum, grasping l'nt-
the manner described here: many representations in Attic"’ase palme
ing. More significant is the fact that Greeks today hold it 1n the Sacs—
way as their Hellenic ancestors (hand position in Phaklaris). anpfch "
sity, the stroke was made toward the body, not away from 1t Wlt:lr
progression from high to low. The cosmic parallel is the westW
movement of the sun (Apollo as sun-god).

7. Performance capacities: with a plectrum, no note-for-not
formance of any but the slowest melodies. Little fullness of sO! i
carrying power; a role confined to preludes, interludes, and solo V‘le_
(a rarity). Playing with the fingers alone (psallein) was thO'Jghthcsis
fashioned in Plato’s time (Moutsopoulos 1959, 181—82). HYPOt. s
of left-hand plucking: no corroboration from the vase pa‘nnnl;g‘li;
which almost always show the left hand. In all but a few cases, thu "
and fingers are straight (see pls. I, IV); they cannot be PluCkm.g'_ =
description of a lyre player by Philostratus (Imag. 6) proves this; the
chaelides (1978, 191-92) completely misinterprets it. Neither wg]eﬁ'
Latin phrases intus canere and foris canere support the hypothesis © ”
hand plucking, acoustically a disadvantageous procedure in any e il;
they prove nothing. The true function of the left hand: to damP ig
advance the strings not meant to sound; so among present—daY N
bian tribesmen—and the working principle of the Autoharp ;onY:

B. Kithara (kithara; kithara is not found in Homer’s poetl’g’é
kitharizdein (verb) and kitharistus (noun) occur there, referring t© t p

act of playing; kitharin in II. 13.731 is an interpolation; pharm:'nx, t
term for its simpler predecessor in Homer and various early PO¢*
survives into the fifth century, most notably in Pindar; see fig- 200}
pl. TV).

L. Size: much larger, heavier, and more massive than the lyre proP”
er, and much more nearly square in outline; it often projects above tae
player’s head (see pls. I, IV).

2. Materials: made entirely of wood, with inlay work of gold’

silver, ivory, or o nx
o y or the:: substances. Such phrases as chrusea phormi=’
golden lyre,” can mislead.

e per-
nd of
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3. Construction: square-bottomed, seen from the front (the view
afforded by vase painters, almost without exception); a convex un-
derbody, with triangular bottom and spined rear profile (convexity:
Schneider 1946, 166; Cirlot 1991, 48)—a fact discovered only recently
by classicists. Large, hollow arms greatly extended the area of reso-
fance, amplifying the string sound to an unknown extent (in the
Violin, this sympathetic vibration produces an enormous increase).
No Separate sound chest: the whole of the kithara’s interior constitut-
ed one,

4. Strings: under far greater tension than those of the lyre and
ulld‘ﬁubteclly thicker, but normally the same seven in number.

- Tuning: not known to differ from that of the lyre, though the
Kithara’s massive structure would have allowed strings having the
SdMme approximate length and diameter as those of a lyre to be tuned
hlghcr.

6. Accessories: a stronger supporting strap (telamon) than for the
lyre; also a cloth band that anchored the left wrist (SC‘C plS I, III, IV)
_A Plectrum was needed to bring out the instrument except in the rare
Mstanceg of psilé kitharisis, solo playing at a competition. _

7- Performance capacities: assured a role in public life to which the
Yte could not attain. Goddesses might play the kithara; mortal wom-
n did pot (Wegner 1949, 36—37), though maenads are shown with ’1t
on blaCk—ﬁgure vases. “Kitharode,” kithardidos, was one of Apollo’s
Mosy revered epithets. Kithara players all appear to be free men,

SOcially above most auletes. Their costume, ceremonious and distinc-

Uve, sets them apart (see pls. I, IV).

€. Related instruments (among these, only the s.o—callr::d cr'adle

kithar, and the barbitos have importance and an establls:hed 1(.‘lent’1ty)_
' Cradle kithara (see fig. 20¢; pls. 11b, VII): named W:eggrk:rhclr;a by
Crman scholars (apparently first in Wegner 1911.9, 31). Actually an

OVersized lyre; vase painters show it played by girls or women.

2. Barbitos (barbitos; barbiton a late form; an altcm%uvc nf;‘1 me’zc?:;
Mos, in Alcaeus frag. 70.3 Campbell, 12.70-4 Page; see fig. :
: ag. 70. (frag. 1102 Bowra, 125§

'SCovery ascribed to Terpander by Pindar _
g roﬁ‘dgr, Sne]l}c:u:cl to fnacrcon by Neanthes of CY;ICU?(A::;“:;
N Ath. 175¢; Maas and Snyder [1989, 224 1. 121] give the re crcl the
037b). Supposedly associated with Sappho, but she {u;)e.s 011;31(5 o
termg lura, chelus, and chelunna. The Silenus followers of Diony

= .+ as did mortal women 1n
oD shown with it; the Muses played 1t,
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everyday life. Its music was often a feature of symposia. It had l?ng,:
delicate arms, and SO—except for the harp—the greatest “spcakmg.
string length of any instrument played by the Greeks. The result:
lower pitches than on a lyre or kithara, apparently an octave or more
below them; the reason remains a puzzle.

3. Magadis (magadis), pektis (péktis), skindapsos (skindapsos), and
trigonon (trigénon or trigonos), and sambuca (sambuke): the first tWC’>
were part of the world of private music making by girls or women;
the rest probably belonged to it as well; this may account for our lack
of information about them.

a) Alcman and Anacreon use the term magadis; Anacreon may refer
to it as having twenty strings (the text is corrupt). Sophocles (frag:

i €
238 Pearson) clearly speaks of it as a musical instrument; we cannot b
sure that anyo

i) According to later sources, it sounded in octaves and had twen~

ty strings, a most unlikely number for the age of Alcman. In the
pseudo-Aristotelian Problems (19. 19, 918b40; 19.39, 921a12), the verb
maga_dizer'n does mean “to sing in octaves.” Aristoxenus (Fr. hist. 6,6)
TS 1t was played without a plectrum; he identifies it with the pektis:
The claim in LSJ that magadis denotes a wind instrument in the fifth-
tl:enturY tragic poet Ion of Chios (frags. 22, 23 Nauck, Snell, Trag-
1corum Graecorum Fragmenta? 736; cited in Ath. 634f, c) has no founda-
tion (see Barker 1984a, 294 n. 170). Typical of late writers, Athenaeus

(634¢) does not know what it was, “whether a kind of aulos or a kin
of kithara. ”

View is Barker’s contention (foreshadowed in 1984a, 297 n.187 a7
300 n.26) that magadis denotes the perfor
In octaves, not an instrument.

b) Sappho (frag. 156 Campbell, Lobel-Page; also, in line 11 of frag:
22 Campbell the incomplete form . . ktin, for péktin, must represent
the first recorded mention of the pektis. Plato (Rep. 399c10—dI1) C‘?n‘

mance technique of playing

. ; 1 of
ne else does. The consensus now is that it was a kind
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So Aristid. Quint. 2.5, p. 58.14 W-I; Barker 1989, 462 and n.24. Wt:%t
(1992b, 71) sums up the evidence from Hellenic sources:.the pektis
“was a plucked chordophone with many strings, characterized by the
Playing of octave concords, or the echoing of Fhe r,l’lelody at octave
intervals, and strongly associated with the Lydians. _ ‘

o) Even less is known about the skindapsos, not mentioned until
about the middle of the fourth century; references in West 1992b, 60
.56. The few details that supposedly describe it are either vague or
incredible (for example, that it had four strings). .

d) The name of the trigonon (originally trigonos) shows that it is a
harp, probably the type with a spindle—shapeq soupd. bO?C. Plato (Rep.
399cro-(d I) condemns it along with the pekns.; thlS_]LlStlﬁFS the same
Conclusion. Aristotle (Pol. 1341240) mentions 1_t, alon.g w1th. the Sa}[,n_

€3, as being among the instruments that fell into disfavor; no other
SIgnificant references. _

¢) Some later writers seek to identify the sambuca with -tlhe
Iumphofuix, an obscure type of lyre, or with t‘he magadis. Fortllllnat_e Y,
We have a wall painting—Tlate, but possibly from a H‘; enllst:z
original——that shows a sambuca being used together w‘1tl aly
(Lande]s 1966, 76—77; Maas and Snyder [1989, 184] add litt }(:), lf;:_

APs being tuned to it. Like the trigonon, it bel.ongs‘to tt? uitp'

“Mily. Its boatlike frame seems to have been unique B s
Musicy] cultures of the present—day Orient pr(?\rlde sevchavfhad th;
ot notably the Burmese bowed harp. Its - zl?e);striai women
OCtave relationships attributed to the magadis. Sambu !
"f’ho Played the sambuca professionall_Y’ no dou
Ututes, but all we can say with certainty 1s tha
variety of harp, was a woman’s instrument.

Il Wing instruments (Aerophones) s, 1L V. VI, VII).

A. Aulos (aulos, plural auloi; see fig. 22; pis. % ¥

, ize: Hellenic auloi less than two fect d. cane, bone, ivory,

2. Materials- double-reed pipes, made of woo i,n conjlbination; the
:’1‘ meta] (but not precious metal), separately or |
°he was not affected. . ides 1978, §2—53

3. COnStrijciioi: each tube (bombux; sce M;f:rl:;:iad a cylindrical
Was ¢ylindrical, less often oval, A ft-hand pipe, marked

he le o
°re. A kind of bell, curving upwa}'d from ttlfough il bnowm—it
. “0-called Phrygian aulos, 3 deviant type

bt were often pros-
t the sambuca, as a
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dpoducovn  SAuos ‘”’7‘3’ f

|

L Kepus
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A
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<3 —>l<—4
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L4

.re on
% - = : n erL 8]
Fig. 22. Essential features of the double-reed pipe or aulos, ShOWMcroi-‘ -
a Graeco-Roman monaulos reconstructed from fragments found at

o) g isher,
Egypt and dated to about 15 8. . (Reprinted, by permission of the publis
from Bodley 1946, 224.)

shown on the Hagia Triada sarcophagus. Figure 22 (fror'ﬂ']30:3;:;1r
1946, 224) shows a reconstruction of a2 monaulos (played with Lout
hands) from fragments found at Meroé in Egypt and dated to a

IS B.C. i 3

The length of this instrument is estimated to be a little less t .

feet, longer than Hellenic auloi, which also had fewer finger holesj ”
no rotary sleeves byt basically resembled it. The terms given herhol-
Greek are holmos, the socket into which the reed was fitted; hﬁp;’ux,
mion, the “bulb” fitted beneath (hupo) the socket (see pl. VII); 5_”;_5 i
the reed mouthpiece with 5 slender tongue (glossa or glotta; glot g
late writers) cut oyt of its length; and keras, a small knob for €2

> (oné
handling of the pierced rotary sleeve fitted over each finger hole (
band is off center)

ine
The actual fragments discovered at Meroé come from at least }r:::v
Instruments, They represent a number of different types and S (tu-
how an early, simple form with only three finger holes came evjlsoo
ally to quadruple its original compass. From the period aroun _
B.C. we have two pipes—the Elgin auloi, in the British Museu? i
and major portions of a third—the Brauron aulos, discoverce -

) ss1-
1961. The former are NOt a matched pair; the latter consists Of(poher
bly) two-thirds of 2 single t

claim, accepted by West (199
tic aulos tubes in the Louvr
aulos. All three specimens s
have been preserved separa
we do not have 3 single e
above in fig. 25

ube. Bélis (1984a) does not prove 545
2b, 100, but see n.84), that two Hellenblc
e collection are the two parts of a dou ds
ound at least six notes. Two double rclti‘l):
tely (Baines 1957, 193, fig. 41; see pl- -
xample of the fragile beating reed, sho

—of
4. Unison playing: normally, Greek vase painters portray a paif

SRR %]r

181
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tion of each,
matched pipes; the piper’s fingers rest on ﬂl]: ila;n \e!pg’rl)- This raises
dpparently performing the same ta.‘s‘ks‘(s‘f‘e Ph - 1 h;)ny. Polyphony
the question of unison playing VIS=a-vIS e;?;?den 1957. Hetero-
heed not be considered, despite the claims o ¢ Placo's Laws (@radi=
phony originates, as heterophania, in a passagf}g ubecker 1966). Plato
€6; careful discussion by Gérgemanns and Ne thing other than a
Speaks of the dangers of playing on the }yre atyhave been selective;
doub[ing of the vocal melodic line; but this m“sd Snyder (1989, 169)
°¢¢ Anderson 1966, 96-97, 251 n.65; M?jassahder 2}41 n.2§, on my
hold 2 noy dissimilar view (see Maas an TY entary education, in
comments). Plato is laying down mks Foe £ erg blamed for the real
Which the aulos never had a part; yet it was chiefly
°F supposed decay of musical standards. fore, cannot be supposed.
A simple and unvarying unison, there ore}‘ 1ces indicating that
is would also mean ignoring the scattered re.e}zel can the use of a
r
ourths or fifths occasionally were used.. Neltt ien here is that uni-
fone be dismissed. Nevertheless, the position aal ractice.
"1 Playing, though less than strict, was the od ispits power to re-
¢ great advantage of unison aulos play{ng ¢, interesting and
inforce the sound and to make it “more }‘:lbi:nir,l on early reed
Self"supporting" (Baines 1957, 194, 0{.- - li‘aryto\gvard explaining
instl’uments in general). This hypothesis goesthe imagined voice of
OcCrates’ reference in the Crito (54d2_—5) tothe Jffective force of the
thens’s Jaws as resembling aulos music. FO; to the shawm played
t‘llenic aulos Cornparison should be ma ‘6 (1957 II3) calls its
today by Fren::h and Spanish Catalans: Bamjs enetr;ting'” A b
Sound “unbelievably exciting” and “_ﬁerce an; uieddas and of several
(1976) attempts to show that the music of the :ertain aspects of aulos
. . 5 S
Sipn: ) odwinds mirrors Certain =2} comparable
mnejlléiir- MlgdledE];Ste;n(:;;ﬂ is more convincing in his P
1es. Baud-Bov >
treatment of Eastern European ﬁ)]k-tlllfle it wecaiia leather muzzle,
S- Support devices: the skilled auletés n; Enouth and cheeks to pre-
the phorbeiq (see pl. VI), strapped aroun of performance were 1es§
se i When conditions have sufficed, an
€ his embouchure. st the holmos would h aintings.
“Manding lip pressure against r frequently in vase p de-
: L = horbeia appea - it of about 45
2uloi played without the pho wnward, to a limit | tho pitis; the
Ormally they were angled do]ittle finger supporte
Erees. Whenever possible, the
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thmb gave added support. Performers used the pads of the middle
Joints of their fingers to cover the holes (see pl. V).

.6. Interval measurement: the music played by these double reed
pipes lies very largely, but not entirely, beyond our knowing. A
certain amount of conjecture is possible, and it has been undertaken
by Landels (1963, 119) in his study of the Brauron aulos. With 2
bassoon reed, spacings between finger holes yield the following ¢~
quer.lce of intervals in terms of cents (1/100 of an equally tempere
semitone): 231, 267, 151, 165, 182, Neither pitch nor modality can be
d_“-‘termined, but the intervals are identical with five of those in Schle-
smg.er's basic modal series. For example, she gives the Phrygian har-
monia on an aulos with six equidistant finger holes as 151, 165, 182,
204, 231, 267 (1970, 42, fig. 22). But the Brauron aulos has no interva
O_f 204 cents, the major second that invariably forms the “tone ©
dl_sj unction” between tetrachords. Moreover, its ascending order con”
S_tltutes a very different arrangement: 182, 165, 151, 167, 231. Schle-
singer’s Phrygian ought not to embody a sequence radically different
from that of an aulos that is older than the Persian Wars. Possibly 27
explanation may be sought in the fact that the Brauron aulos ¥
Jomted. Fragments of jointed auloi were found at Meroé in 1914
(Scblesjnger 1970, 78-79; Bodley 1946 does not refer to them); it W23
cc?njectured that the sections might have been fitted together in
d.lfﬁ.fl‘ent order at different times (Southgate 1915, 14). Something
stmilar may have occurred when the Brauron aulos ,was placed in e

to;nl_s, perhaps by someone unfamiliar with the assembling of joint¢
auloi.

All of this is com
Landels gives
five finger hol
156, 140, 202,
interval in co

plicated by the fact that in a later article (1968):
tentative figures for a newly discovered aulos having
es, which he dates not earlier than the fourth centur”
236. The two instruments prove to have not a single
mmon. During any such Inquiry, one must remember
that the notes actually sounded by a piper remained subject to 2
number of modifying influences. Late writers, classical and pos*™”
classical, were of course ready to produce the ha;rmom'ar' of the “really
oldest” Greeks, or to describe the scale that Terpander devised for
accompanying libation melodies.
During and after the late decades of the fifth century, artists contin~
ued to show auloi with no more than five finger holes. Often they h2
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< dicati nical refine-
only three or four, despite the many indications that tech

ments had been introduced into the craft qf aulqs rn:lkmgl.1 Itf:s;n;?
Probable that vase painters were merely being faltl_lfUI_todt .e Jomi-
ordinary life, where the “unimproved” aulos maintained 1ts don
Y TRy WARES . o d varied
nance. The new models, with their auxiliary finger holes an ded
apparatus, would thus have been concert instruments, nevedr m.ten t; :
for the ordinary piper. In much the same way, Bochm ““t?g s
middle 1830s introduced a revolutionary keywork system gr
transverse flute; yet during the remainder of tht? century, or‘ mar}_r
Players—Gerard Manley Hopkins was one-—contmuec? to use mstr};l
Ments scarcely more developed than the Meroé auloi described by
BOdICY (Bate 1969, 112 and pl. 6, I). ile it had
7. Ensemble playing: a related point concerns the lyre. While it ha
Ncreased to seven strings by Terpander’s time, the aulos underwent
"0 comparable extension. This disparity might well trouble anyone
Who contends that the two instruments sounded at the same moment
and therefore needed to be matched. The near silence of the Grceks on
the subject of ensemble playing should have suggested caution.
It is true that Pindar always mentions lyres and auloi together (the
€Xception, Olympian 5.21, has therefore been thought suspect); also
At vase painters often show them being played together. Here the
®Vidence has been misread: Pindar never claims simultaneity. As for
€ Vase painter, he was a resident alien, with no experience of the
Yre-centered system of elementary schooling; he had an extremely
‘Mited working surface; and he was subject to a patron’s wish for a
Visible Inventory of household possessions.
his does not mean that the Greeks had no ensemble playing what-
SOever, Certain occasions could call for both lyres and auloi; and Fhere
'S no reason to doubt that the two sometimes sounded in unison.
evertheless, we may suppose that such instances were exceptional.
e ﬁfth—century aulos would have overpowered the kithara, not to
m_el'ltion the smaller and weaker lura; it must usually have alternated
With them, rather than competing. _ _ ) 5
B. Other forms of the aulos (the term itself is generic, as 1s noted in
ecker 1966, 21: both the monaulos and the plagiaulos had minor
Toles).
- Monaulos (monaulos): before the fourth
dle Comedy at Athens, only Sophocles (frag.

—century writers of Mid-
241 Pearson) mentions
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;}:c:;‘?'E?Eiotsﬁ:ssicfaf{ng it with the lyre and, less closely, with the
. pektis, it was regarded as foreign except for a pastoral
gtrmﬁn called the aulos titurinos, a native instrument of the Dorian
nefrf: uSS;V:?r?.ad sett%ed n southern Italy. (Compare Vergil’s promi-

ityrus in the Eclogues as a shepherd’s name, and once
even as a gener{c term for “shepherd,” 8.55.) Despite the counterar-
guments of Reinach (in the Dictionnaire des antiquités grecques et 10
maines 5:313, s.v. Monaule; see Barker 1984a, 259 n.3, 264 n.20), W€
may conclude that, in some instances at least, it was the surinx mono-
kalamos, or “single-reed syrinx.” ,

The monaulos became common during the Hellenistic period. It
appeared‘ on a variety of occasions, sometimes as a part of funeral
ceremonies. These normally called for the epikédeios aulos, which Pro
vided dirges (see Matt. 9:18-25, on Jairus’ daughte,r): p[utarch
(Quaest. conv. 3.8.2, 657a) speaks of its power to rouse grief and cause
tears. F.ragments of monauloi, dating to about 15 B.C., were found at
Meroé in 1921 (Bodley 1946, 230-33; fig. 22). 4

2. Plagiaulos (plagiaulos, sometimes called plagios aulos and perhaps
a‘lso plagiomagadis; called tibia obligua by the Romans): no evidence
!m%cs the plagiaulos with Hellenic music: even a supposed reference @
it in Theocritus (20.29) comes from a poem produced by 2 e
writer. Eventually, in the second century A.p., it appears as part ©
liturgy of Serapis, and it may originally have been part of EgyPpt
ritual (so RE 20 (1950) 1998, s.v. Plagiaulos [E. Bernert]). During 8
many intervening centuries, however, it never achieved a respect
place in community life. The chief reason for this neglect Probab .
was the fact that it belonged to the class of instrument (usually a U
of some kind rather than an aulos) prized for diversion and compal”
ionship by shepherds or farmers, but looked down upon by towns”
people.

3. Syrinx or panpipe(s) (surinx; see pl. Ila). Played by a StY]ized
Cycladic piper, a figurine from Keros dated to the period 2700—259°
B.C. (Thlmme 1977, 302, 496—97; Haas 1985, 36—44). A pair O{COV_V’
herds divert themselves with it in the Iliad (18.526); it appears next 11
two Homeric Hymns, those to Hermes (4.511) and to Pan (19- 1439
24). Throughout the classical period, it continues to be 355°Ciawq
with Pan himself and also with his kindred wood spirits, the Silen!
and satyrs. It comes finally to be trivialized into a mere accessory for

f che
jan
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the lictle winged Erdtes shown in countless Graeco-Roman statuettes
and earrings,
retr;}:-fe;e;:anglllar form of th.f: syri_nx played by the Ke‘ros ?ipe.r was
al iy Tf)‘l;ghout the archaic period and also‘the classical; individu-
it i afﬁ 1 in number between fgur and nine or ten, the average
weli 01-11 115.111‘strument followed its own course of develoPment,
Almost o y nlnmmal.ly to that of the lyre or aulos. ‘The _chlef and
importan e ?‘0 e n1u51§al instrument of the countryside, it had no

L p ce or tqwn life.

mi]-ar‘ercvflssmn instruments (Membranophones and idiophones; the
A 1ty 1n the forms is evident).
I_' Slhi{z?d_.\}]lgld drum (tumpanon, p?ur# tumpana).
N Mat‘ seldom more thar{ 2 feeF in diameter.

o erials and construction: hide stretched over a wooden hoop.
;l'les“:rcf?rmance al?d use: beaten With the .right hand (varying tech-
en: 1101dr. thc.rahfa in northern lnd_lan rr?usm). Played iny b?f wom-

e lllmstlck was uzsec!. ‘Somenmes it me.rf:ly prov1Fled dwersm'n
ites &F 4 ?4_9. 65, too lu.mtm_g); most‘often, it figured in the‘ecstatm
Centuy C}thS from As‘la Mln_or—Dlon)_(sus (alox‘lg w1tl.1 .hlS fifth-
Y o sz e%lphany, Sabazius, whose worship underlies Euripides’ Bac-

e’a é acch. 120-34 and DoFlds 1944 on Bacch. 78779, 12.6—29),
ﬁ_omvphybe‘le. Like the aulos, it was considered exotic, an import

rygia.

?'S(;Ynlbal (kumbalon, usually as plural kf-m:bm'a).

+ Size: votive or funerary examples vary in diameter from about 3
ches to 6 inches

2. Materials: made of bronze, as it is today

3- Performance and use: played only by women, like the drum, but
More strictly limited to cult use. As part of the worship of Cybele, it

f—‘Ca‘me a symbolic chalice (The New Grove Dictionary of Music and
re;:!es;cmm s:r11, s.v. Cybele). T‘l’ns may expl-alln St. bPe;ul s Iszornful
Wheence to a “tinkling cyn’%bal ) (1 C;or.” 13:1: kllfm a anssz.ibc;eazzg.
tion:}i-thc inadequate rendering “tinkling” conceals @ pOSSIDIE TEH-

1p with Cybele’s cult.

C. Clappers (krotala, only in p

L. Size: larger than castanets.
d 2. Performance and use: like castanets,

ance but were held differently from castanc

s1

ni

r

n

Jural as a musical term).

these often accompanied the
ts; most like the percus-
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stonist’s slapstick. First in the Homeric Hymn 14.3 (“To the Mother of
the Gods”), as part of a liturgy. This liturgical function continued, X~
tended especially to the worship of Dionysus. Also highly secult
uses, at drinking parties; there, exceptionally, young men rather than
a hetaera might play them. Clappers accompanied such low dances 23
the kordax. On the kroupezdai, see Bélis 1988.

Plates
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