 MUSIC OF THE ANCIENT GREEKS

Before we get into the ancient Greeks, it is important to understand that in ancient times (approximately 2000 B.C.E.) , there were some common musical characteristics found in several  ancient cultures that resemble what we find in ancient Greece. The cultures of ancient India, China, Egypt, and Persia shared most of the following traits with the Greeks: 

	Music is connected to the Universe 

(Cosmology, Nature, Mathematics, Religion, and Mythology)

	The coexistence, and importance  of both oral and written traditions in Greek life 

	Each culture had an organized system of music theory (scales and/or modes based on  natural/mathematical elements  of sound found in nature)

	Music was connected to the human senses (i.e. moods, states of mind, emotions,  and a belief  in the healing power of  music

	Musical styles were primarily monophonic, based on the dominance of a single melody; these early cultures  used formulaic techniques of composition to encourage repetition and memory; almost all used  some improvisation based on commonly  accepted rules of music theory and performance practice.


The precursors  to  ancient Greek civilization came from Egypt, Crete, and Mesopotamia. The ancient Greeks laid the foundation of scholarship in music, its terminology and notation, its theory and philosophy. Broad currents of tradition flowed from their music and music theory into Rome, Byzantium, and the Arabian Empire, and farther to the Far East.  Fundamental Greek terms - tone, rhythm, melos, harmony- are of Greek origin. The  word Amusic@ has it=s origin in Greek religion: Amousike@, meaning Aof the Muses:@: music is the only art named after a divinity. As you study the Greeks, keep in mind this pivotal link between the importance of sound or vibration, and the Cosmos. 

As you examine the role of music in ancient Greece, it is important to keep in mind these four principles.

	The arts of singing and playing a musical instrument, the relationship of poetry and music were viewed by the Greeks as symbiotic, rarely did one appear without the other.  Text dominated music. 

The principle music-poetic type of form was called the ANomos@ - probably originally a single melody, or perhaps a whole composition, but later developed into a fixed style of words and music. The music would have been changed according to formulaic patterns manipulated by the performer as they performed (improvisation?). 

	The use of music in the educational process of Greek citizens. Musical performance and the art of listening to music was a vital part of the ethical training that brought Avirtue@ and Asobriety of the Soul@(Plato). 
The Aethos@ of music was important to Greek philosophy. Because music had such a strong influence on the mood and spirits of the Greeks, the City-State assumed total control of the process of music education, rather than leaving it to the performing arts (Artists haven=t had the reigns of control ever since...). The role of music was pedagogical in that music was believed to build Greek character and morals. The performance of music was thus public, rather  than private, an affair of the State more than the home.  Every melody, rhythm, and musical instrument (including the voice) had its own unique effect on the moral nature of the Greeks and therefore upon the morality of the State. Good music promoted State welfare while Abad music@ was considered both harmful to the individual as well as the State. This lead to a need for moral imperatives- Known as the ADoctrine of Ethos@. 

	 The study of the scientific basis of music emphasized both acoustics (the science of sounds) and mathematics. 

	 Music and mathematics were seen by the Greeks as keys to understanding the AHarmony of the Universe@. 
The Greek music theorist, Pythagoras, called this the AMusic of the Spheres@. 




Pythagoris and the Greek Music Theory
Pythagoris (560‑480 BCE) 
	Pythagoris was a sixth century (BCE) scientist, a metaphysical philosopher, mathematician and musician

	Pythagoris is considered to be the founder of Western musical theory and musical acoustics (in the West).

	Pythagoris founded a philosophy that encompassed musical healing, science mathematics, medicine, nutrition, and philosophy. 

	Pythagoris was the first Greek to state that the universe is founded and governed by vibration, a concept further developed by Socrates and Plato, but denied by Aristotle. 



	Pythagoris' ideas were to dominate the field for the next 800 years, and they still make some sense today.

	Pythagoris believed in a universal law of harmony based on numerical relations that controlled the movements of the heavenly bodies, the laws of music and the inner world‑both physical and mental) of human beings. 


              According to Pythagoris,  the principles of harmony that operated in the heavenly bodies also operated within music and the human species, health involved the proper attunement of the body and soul to the universe by means of diet, music, and living according to divine law.  In his teachings he emphasized that the ideal life as one of balance, moderation, and adherence to certain spiritual values. He believed in a natural vital energy source within the human body that the physician assists to restore balance to the body.  In Pythagorean philosophy, the laws of music act on the inner world of man through harmony. Harmony of the universe is equal to the harmony of the soul or inner universe of mankind. Therefore, melody and rhythm can assist in restoring the soul to order and concord. When the soul is restored to order the body will return to health. By arranging the musical intervals in proper order to reflect the natural order of the heavens, the soul becomes purified and unites with the order of the heavens, nature and the divine. Through the singing of melodies, the emotions ands the mind are calmed; when this is accomplished, the inner vitality of the body is restored and healing commences. For Pythagoris, and the ancient world, the human individual is curable as a whole, unified organism. Treatment of only one part of that whole was not only not healing but could actually delay healing. 

Aesthetics and Plato and Aristotle

The Greek philosophers, Plato and Aristotle, each wrote about the role of music in creating the ideal Greek City-State. Music was used to provide a basis for moral purity, necessary for the realization of the contemplative life of the individual. In the Greek view, Aethos@ and Apathos@ had a functional relationship to each other. Where good and bad character was measured by the relative success or failure of the individual in dealing effectively with his/her emotions. The individual had to be given the means to improve character, and since good character was made overt and manifest through a set of behavioral habits formed by Acorrect@ practice, the very quality of that practice was vitally important. Thus, music was set to the strictest standards of usage.

It is by virtue of music=s educational force that music gets classified in Greek moral philosophy as an Aethical@ (not Aaffective@) part of humanity. Take this example from Plato (The Republic, Book X/614): AIt is thus possible for audible music-not to mention inaudible theoretical music-to bypass the world of phenomena and directly copy external reality. In a complementary manner, the heavenly harmony, that of the spheres and the stars, is of the sort that can be heard.@ In modern times, we have come to see the Aaffective@ side of music, and less and less the ethical one. The Apassions@ help to explain human emotions and motivations, thus music has become a powerful agent of human emotions.  Plato made statements about  the importance of music in the education of the ideal citizen. Music was used to promote  positive virtues. Plato also believed in the censorship of the arts-only the best art forms should be exposed to young people.  The notion of beauty was associated with symmetry and order(form), and with the fitness of the body. Music was a requisite for the good life in ancient Greece.  The education of young men and women was not complete without extensive  instruction in the Aethical@ qualities of music, with equal time given to performance of music. Music and gymnastics (balancing the human body) were given equal time. 

For Plato and Aristotle, education was the principle means for achieving this, although Plato also advocated censorship of some kinds of music listened to by young people. Music was associated with notions of beauty, order (form), symmetry (balance), and brought Avirtue@ and Asobriety of the soul@ (Plato). This eventually lead to the creation of a need for moral imperatives, known by the Greeks as the ADoctrine of Ethos@. The Doctrine of Ethos was applied to education, emotional communication, the ethical life, applied sciences, metaphysics, and Greek concepts about beauty. Plato believed that ABeauty@ still transcended the actual work of art itself, whereas, Aristotle suggested that Abeauty@ is inherent in the work of art itself. Music that was too sensual, too complicated (virtuoso-like or showy), or music that promoted un-patriotic tendencies should be censured and avoided. A doctrine emphasizing moral imperatives that also brought order into the domain of music. The Greeks believed that music influenced/affected te moral qualities of the individual (i.e. different Greek melodies in a specific Greek mode could influence a listener in a positive or negative manner.). 

According to Aristotle (Poetics) , music contributed to the moral, didactic purpose of Greek Tragedy, as a pleasurable accessory, thus, it=s role in education. Music played a key role in the moral training and cultivation of the mind. Combined with the other liberal arts, they served a form of life that was characterized by a striving for understanding for it=s own sake: (Abios theoretikos@ or the Avita contemplativa@). Theory in it=s highest manifestation, according to Greek concepts, was motivated ethically, not just technically. Thus, music which transcends the mere joy of a single performance (technical) can advance one toward Atheory@, leading to cultivation of the mind. Nevertheless, different music is suited to different people (Catharsis takes place in the listener, not in the music itself). In Greek Tragedy, Catharsis is the Aeffect@ of purifying (purgation of ) the emotions of the audience or performer affected through Apity@ or Afear/terror@ as depicted in Greek Tragedy, and in certain kinds of music.

For the Greeks, musical performance and the art of  listening to music was a vital  part of the ethical training that brought Avirtue@ and Asobriety of the Soul@ (Plato). The Aethos@ of music is very important to Greek philosophy, because music had such a strong influence on the mood and spirits of  the Greeks.  The City-State assumed total control of the process of music education, rather than leaving it to the performing arts  (and artists haven=t had the reigns of control ever since...). The role of music was pedagogical - to build the Greek character and morals. The performance of music was thus public, rather  than private, an affair of the State more than the home.  Every melody, rhythm, and musical instrument  (including the voice) had its own unique effect on the moral nature of the Greeks and therefore upon the  morality of  the State. Good music promoted State welfare while Abad music@ was considered both harmful  to the individual as well as the State. This lead to a need for moral imperatives- known among the Greeks as the ADoctrine of Ethos@. 
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          Ethos
            Ethical virtue, morality, character, sobriety of the soul

AGood@ music leads one to ethical behavior, Abad@ music leads one to .....

             From the standpoint of Greek moral philosophy, the only acceptable behavior was temperateness, situated midway between the two extremes and achieved through the exercising of an action that stands as the diametrically opposites of surrender, namely, self control. What Plato would dislike about the Dionysian approach is its abandonment of rationality. The Dionysian descent to a level of consciousness where sensuality and the emotions (Pathe) take over and engulf the rational, moving in the exact opposite direction from Alogos@, toward Apathos@. The temperateness of Apollo, though not synonymous with the rational, is nevertheless the consequence of having enlisted the rational in order to fight off the emotions and the senses. In the Platonic view, Acontrol@ means an exertion of the Ahead@ for the sake of resisting the onslaught of the heart and sensual impulses; and it is in this resistance that lies an important ethical value. For Plato, the effort made to withstand emotional pressures was a sign of good character; building the character- the ethos- of a person was an aspect of Greek education which began at the earliest stages of childhood and which music was seen as playing a major role. The root principle, then, on which the Apollonian/Dionysian dichotomy rests is not behavior itself (hotness vs. coolness, moderation  vs. violence, etc.), but the practices that nurtured certain kinds of character and their outward manifestations: resistance and control oppose themselves to surrender and abandon, and in so doing, lead in the direction of Aethos@.

            Ethos and pathos, in the Greek view, are thus in a functional relation with each other. Where good and bad character is measured by the relative success or failure of an individual to deal effectively with his/her emotions. The individual must be given the means, therefore, to improve his/her character; and since good character is made overt and manifest through a set of behavioral habits that have been formed by the right kind of practice, the quality of the practice is of the essence. Thus, music is subject to the strictest standards. It is by virtue of the educational force that music gets classified in Greek moral philosophy as an ethical, not affective, material-this in spite of the fact that Plato and Aristotle understand perfectly well how music finds it=s way into the human soul.

The non-ethical and thus unacceptable feature of the Dionysian view was it=s willingness to give in to natural desire, to Eros. The forgetting of self demands a loosening of controls, a loosening of those forces which separate one individual from another in order that the unifying power might take hold and be felt. In Dionysian experience, one gives up the individual self to become Aa member of a higher community@. The ultimate unification is achieved as the force of indivuation and separation is obliterated and only a feeling of merging and fusing remains. The fostering of surrender leads to the attainment of union.

            Ethos and pathos, in the Greek view, are thus in a functional relation with each other. Where good and bad character is measured by the relative success or failure of an individual to deal effectively with his/her emotions. The individual must be given the means, therefore, to improve his/her character; and since good character is made overt and manifest through a set of behavioral habits that have been formed by the right kind of practice, the quality of the practice is of the essence. Thus, music is subject to the strictest standards.

           In modern times, we have come to see the affective side of music, rather than the ethical. The passions help to explain human actions and motivation, thus, music was a powerful gent for expressing human emotion. Music grew more and more to be seen a s an affective language, and less and less an ethical one. Plato intends for music to contribute to the fostering of social virtue- to the making of good citizens. In modern times, find in music a primary material for exploring the inner life. In modern times, we tend to err in recognizing that a shift has taken place.

One of the major dualities expressed in Greek aesthetics is that of Apollo(Apollonian) and Dionisius (Dionysian). The temperateness of Apollo, although not synonymous with the rational, is, nonetheless, the consequence of having enlisted the rational in order to fight off the emotions and the senses. In the Platonic view, Acontrol@ means an exertion of the Ahead@ for the sake of resisting the onslaught of the heart and sensual impulses; and it is in this resistance that lies an important ethical value. For Plato, the effort made to withstand emotional pressures was a sign of good character; building the character- the ethos- of a person was an aspect of Greek education which began at the earliest stages of childhood and which music was seen as playing a major role. From the standpoint of Greek moral philosophy, the only acceptable behavior was temperateness, situated midway between the two extremes and achieved through the exercising of an action that stands as the diametrically opposites of surrender, namely, self control. What Plato would dislike about the Dionysian approach is its abandonment of rationality. The Dionysian descent to a level of consciousness where sensuality and the emotions (pathe) take over and engulf the rational, moving in the exact opposite direction from logos, toward pathos.  The root principle, then, on which the 

Apollonian/Dionysian dichotomy rests is not behavior itself (hotness vs. coolness, moderation  vs. violence, etc.), but the practices that nurtured

The non-ethical and thus unacceptable feature of the Dionysian view was it=s willingness to give in to natural desire, to Eros. The forgetting of self demands a loosening of controls, a loosening of those forces which separate one individual from another in order that the unifying power might take hold and be felt. In Dionysian experience, one gives up the individual self to become Aa member of a higher community@. The ultimate unification is achieved as the force of indivuation and separation is obliterated and only a feeling of merging and fusing remains. The fostering of surrender leads to the attainment of union.
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Master of the Lyre (civilized)

            Master of the Aulos (barbaric)

Music in the Daily Life of the Greeks
Music was a requisite for the good life in Greek society. Music was often times associated with the idea of celebration. While we might associate and celebrate success or good fortune with champagne,  The Greeks turned to singing and dancing.  By far the greater part of Greek music consisted of song, either solo or choral. Instruments were sometimes played on their own, but mostly served to accompany the human voice. A choir of many voices was not balanced by an equivalent band of instrumentalists; very often a single piper (Auloi) carried the accompaniment for a large group, even for a chorus of fifty, as in the Athenian dithyramb. Their songs  were settings of thoroughly articulate, often highly sophisticated poetic texts, with little verbal repetition. It was important that the words should be heard clearly, and not submerged in instrumental sound. The arts of singing and playing a musical instrument, the relationship of poetry and music were viewed by the Greeks as symbiotic, rarely did one appear without the other.  Text always dominated the accompanying music. 

The Greeks also associated music and song with public worship of the gods. Many of the regular local festivals held annually , or in some cases at longer intervals, there were musical events, or at least musical elements in them: singing processions, choral dances, or sacrifices accompanied by ritual hymns.  Those participating in such ceremonies often made their approach to the central location, or altar, or shrine, did so in a formal, showy procession, in which there might be a singing chorus or choruses, sometimes 

dancing as they sang, or with separate dancers, and instrumental accompaniment provided by a single piper.  

The Greeks well understood the value of music as an adjunct to work and bodily movement, especially if it was of a repetitive or rhythmical nature. Music synchronized everyone's efforts. Both men and women sang to relieve the monotony of work. In the Odyssey, Calypso and Circe sang while weaving at their looms. Women also sang while grinding corn, or pounding things in mortars. Mothers and nurses sang lullabies to babies.

The Greeks were familiar with the idea that music could alter the disposition of those who hear it. They believed that music has the power to soothe, the console, to distract, to cheer, to excite, to inflame, to madden the individual. They developed theories about the power of music to affect t the moral and emotional states of the individual. There are stories of music being used deliberately to change people's moods; when Sparta was in a state of political unrest in the first half of the 7th century B.C., an Oracle recommended that Terpander be invited to come, and his singing restored the city to good order. The Pythagoreans claimed to have developed a science of musical psychotherapy and a daily program of songs and lyre pieces that made them bright and alert when they got up, and when they went to bed purged them of all the day's cares and prepared them for agreeable and prophetic dreams.(Aristoxenus).

GREEK MUSICAL EXAMPLES
Let=s take a look at the texts and music of two Greek songs. First, a Choral Ode from AIphigeneia at Aulis@ by Euripedes. This performance is for Voice, Autos, Parthenios, and Lyra.

	Epitaph of Seikelos
Inscribed on a burial stile (pillar) in Asia Minor (Turkey)

AI am a portrait in stone. 

I was put here by Seikelos,

where I remain forever, 

the symbol of timeless remembrance.

As long as you live, be cheerful, do not grieve at all.

For life is short, and time collects it=s tribute.@
	Hymn to the Sun 
Father of dawn with gleaming white eye,

you drive your chariot through the heavens in your winged steeds= steps,

radiant with golden hair, weaving your eternal beam in the limitless heavens,

twisting with filaments of light around the whole world.

Your streams of mortal flame give birth to the charming daylight. 

The peaceful choir of stars dances for you on Olympus,

singing a joyous song to Phoebus= lyra,

and the pale moon in her place before draws time and season forward with her white calves.

Your compassionate spirit is joyful as it turns the lavishly clad firmament.


	Iphegenia et Aulis

     I pray that neither I nor children of my lineage ever face

face those woeful expectations that await the Lydian

women glittering in gold and the Phrygians= wives;

and as they sit before their looms will ask:

Which man will twist his cruel hand in my fine hair 

and ravish me while my tears flow and my homelands burn?@



	Hymn to Nemesis (1st Century C.E.)

ANemesis, winged one that tips the scales of life,

dark-eyed goddess, daughter of Justice,

you restrain the futile pride of mortals with your 

unyielding bridle and, hating hurtful vanity, destroy  black envy below your wheel, always moving but  leaving no trace, the fortune of man turns.

Unseen, you come at once to defeat arrogance; by your hand you gauge the span of life, and, 

frowning, you scrutinize the thoughts of men, 

you always hold the balance.

Be merciful, hallowed judge, winged Nemesis, 

life=s force. We honor you, Nemesis, immortal goddess,  victory incarnate with wings unfurled, faultless,  sharing the throne of Justice; you resent human  vanity and banish men to Tartarus below@

	Dramatic Lament on Ajax=s Suicide (late 2nd century C.E)
 AThere with suicidal hand and lying on your sword, (Oh Achilles, I found) Ajax son of Telamon, and because of Odysseus, the evil one,

the hero has died from his wounds, he whom we long for (with many tears of women).@
This dramatic Lament draws from Book XI of the Odyssey as it=s point of reference. 

The Odyssey, Book XI ; Lines 620-636; pp.178-179 (NAWM)

AAlas, dear son of royal Telamon, you would not then forget, even in death, your fury with me over those accurst calamitous arms? - and so they were, a bane sent by the gods and upon the Argive host. For when you died by your own hand we lost a tower, formidable in war. All we Akkadians mourn you forever, as we do Akhilleus; and no one bears the blame but Zeus.

He fixed that doom for you because you frowned  on the whole expedition of our spear men.

My lord, come nearer, listen to our story! Conquer your indignation and your pride.

But he gave no reply, and turned away,

following other ghosts towards Erebos.

Who knows if in that darkness he might still

have spoken, and I answered?




