
THE SINGING OF HOMER 
AND THE MODES OF EARLY GREEK MUSIC 

I. THE SINGING OF HOMER (I) 

IN their invocations of the Muses the early epic poets use indifferently verbs meaning 'tell', 
'speak of' (VVE7TE, Ea7TETEa, rre, , ElTraTe) and the verb which we normally translate as 'sing' 
(aELSE, aEL'SEo, aEiaTEr).1 When they refer directly to their own performance they may use the 
non-committal xvrjaolua, or epecw, evLarEtV, but more often it is E'a`S, apXo' aESe tv, or 

something of the sort; and they will pray for good adotl , or hope for reward from it.2 We 
cannot make a distinction between two styles of performance, one characterized as adEISELV, the 
other as EVEITELV: the Iliad begins p7)vtv adELSE Oea, but later has '(T7TETE VVV pJOL MotvaaL; Hesiod 
moves straight from XaLpcre TEfKVa a Los, aoTE ' LtepEpoEagav aOLqr3v to EL7TaTE 8' 
Wc . . . TaTa LOL EcrETEr Movaa . . . KaL EtLraTE (Th. 104-15); the author of the Hymn to 
Pan begins eVve7Tr Movaa and ends LXAat.aL o' ao' O . . . KaU aEto Kal aAArjs g pvY 0,ao' 
dotaLs). 

The performers described in Homer who entertain audiences or themselves with accounts of 
famous deeds are called ootSol, and their performances adettv.3 They accompany themselves 
on the %6ptLLty or KltapLS.4 They are often likened to the Anglo-Saxon scop who sang heroic 
lays in the banqueting hall to the accompaniment of his hearpe, to the Yugoslav guslar, and to 
other 'Singers of Tales'. There is little doubt that they are a reflection (perhaps a little idealized as 
regards the honour in which they are held) of the Homeric poets themselves. 

But what does acieltv, in its application to the performance of epic, actually mean? Is it 

'sing' in the true sense, as one sings a song? Is it just a conventional word for 'recite' or 'express in 
verse', like cano in arma uirumque cano? Or is it something in between, some sort of chanting or 
intoning which differed from ordinary speech delivery but which we would not include within 
our definition of singing? The indications appear somewhat contradictory. The word adeSEtv 
certainly puts the performance of epic in the same category as the singing of songs, however 
loose that category may be. Accompaniment on an instrument also implies sung rather than 
spoken delivery; recitation to music, wrapaKaraAoy1i, was regarded as an invention of 
Archilochus.5 In Athenaeus (632d) we find the theory that the notorious metrical imperfections 
in Homer (acrtXo adKE;aAot etc.) are accounted for by the fact that he, unlike the elegists, set all 
his poetry to music. Other considerations, however, would favour something closer to 
recitation than to singing: 

(i) Classical writers distinguish rhapsodes from citharodes. The latter sang the poetry of 
Homer and others to melodies of their own, accompanying themselves on the cithara, and they 
looked back to Terpander as the famous exponent of this art.6 Homer was thought of as a 

We also find KAELETE (Hes. Th. Io5), vIJ,VEt (h. EavTov KaL TOtS 'O0lripov i L\ArI rrE ptTLOEVTa aSetv ev 
Herm. I, h. ix I, xiv I, cf. xxxi i). TOtS adyoatL aTrofvalt e ToVTrov AeyeL ovotiara 

2 Hes. Th. 104, h. Dem. 494, h. vi 20, ix 7, x 5, etc. 7TpTOV TOlS KLOapwSLKOLS VO/LOLS. Cf II33C -d yap 
3 Od. i 154 f., 328, 339 if., iii 267, iv 17, viii 43 f., 250 rpoq rovso OEOvs got3ov'orat docooalardtivo (cithar- 

if., 47I ff., ix 3, xi 368, xiii 9, 27, xvi 252, xvii 358, xxii odes before Phrynis) se'fatvov evOvs rT rTE TE V 

330 ff., xxiii 133, xxiv 439; II. ix I86-9I. 'O!4pOv Kat TCV aAAWv 7roTiatv. 8XjAov be ?oT' 'TLr 
4 Besides the passages cited see II. ii 599 f. (Tha- &ad rcv TEpTrravSpov 7TpooftiCwv. (Citharodes' prooi- 

myris), xiii 731, xxi 406; h. Herm. 425 ff. (where the mia were evidently ascribed en masse to Terpander, as 
instrument is a AVprl). For Hesiod see my note on Th. rhapsodes' prooimia to Homer. Cf below n. 24.) 
30. Heraclides treated Homer's Demodocus and Phemius as 

5 Ps.-Plut. de mus. I I40f/Ia; but this only means that citharodes, I 32b. Timomachus FGrH 754 F I gives the 
it was not used for Homer in the later classical period, honour of being the first citharode to perform Homer's 

6 Heraclides Ponticusfr. 157 W. ap. Ps.-Plut. I 32C, battles to one Stesandros of Samos (or Cyprian 
Kat yap rov Teprrav8pov ;q7- KtOapp8LKwV 7roLf77TV Salamis?). 
OVTa vo6.uJv KaTa voptOV EKaraOV TOLS EeEat TOLS' 



rhapsode,7 and a rhapsode was evidently less of a musician than a citharode. a'Stv can be used of 
him,8 but more often it is AE'yEv.9 He does not normally seem to play an instrument; some 
explained pa 8'oS, as=tpa3co o9, because he held a cpa8os.10 He was noted for histrionic 
rather than musicianly qualities.1' Such was the rhapsode of the classical period, and it was 
considered that he descended directly from the poet-rhapsode such as Homer. 

(ii) The Alexandrian scholars and the grammatical tradition that derived from them attached 
importance to the study of Homeric accentuation, and record a number of particular 
accentuations that cannot have been established either from the living Greek language or from 
theory and analogy, but must have been preserved by a continuous tradition of oral performance 
from early times: such accentuations as dciAEpr, yap avtrov, stLoT'7, Oa^xetat, rapELat, 
KavaTELtp7s, ayvtai, Tpwtovs, o6i aqctat, and others.12 That rhapsodes continued to perform 
Homer in Hellenistic times, and indeed much later, is known from agonistic inscriptions.13 It is 
not the case that Alexandrian scholars kept their noses in books and ignored performing artists of 
their times. The scholia to Euripides' Orestes contain several comments on the practice of later 
actors. The ancient commentator responsible (perhaps Callistratus) had seen the play on the 
stage-as most theatre-goers had-and did not regard the spectacle as irrelevant to his work, 
though he was clear that the actors were no reliable guides to Euripides' intentions and 
sometimes perverted them. Homeric scholars were naturally familar with the sound of 
rhapsodes' voices. These rhapsodes performed Homer in such a way that the word accents were 
audible, and they were taken to have at least some authority in the matter. Rightly so, seeing 
that their accentuation had peculiar features which appear genuinely ancient. How ancient? As 
ancient as the times when the words concerned were in use in the living language. That implies a 
delivery in something not too far removed from speech tones at least as early as Homer, if not 
earlier. 

There are two ways open to us to reconcile the conflicting indications. We may postulate a 
dual tradition from the time of Homer, sung delivery to the accompaniment of the phorminx on 
the one hand, recitation in speech tones on the other. Homer's own allusions to heroic dorsj 
would all refer to the first, while the classical rhapsodic tradition would be a continuation of the 
second. Alternatively, the eighth-century doSo6s with his phorminx and the classical rhapsode 
without it stand in a single line of tradition, the manner of delivery throughout being a kind of 
recitative that preserved the natural word accents but was (at least so long as the phorminx 
remained in use) pitched on definite notes. 

In favour of the dual-tradition hypothesis it might be urged that a distinction between 
performers with and without an instrument can be traced back in art to the early fifth century (sc. 
citharodes and rhapsodes), and in literary tradition to Hesiod, who received only a bay staff from 
the Muses (Th. 30). But the ancient inference from Hesiod's staff was not that he did not sing, but 

7 PI. Leg. 658b cELKos 7rov rTv /Ev TLva EfrtSeLKVVV at 

KaOarrEp "Otp7pos pa#l,wSav, aAAov Se KLOapc&'av, 
KTA.; Rep. 6ood "Otxrpov 8' apa otl r' EKELVOV . . . 
'Halosov pawiwEL aiv rE 7rpLvrTaS ELWv; Cert. Hom. et 
Hes. 5 7roioaavra yap Tov Mapyitrrv U"OA1pov 
7rrptipXEaOaL Karda roAIv paibwSovvra; I7 EKelfEV 
Se rrapayevod,evos els KoptvOov Eppa'b(Set ra 
7TOLrjCLTaa. 

8 P1. Ion 535b TJ rov 'Ouvaooa orav e7rt rov ov6ov 
EcaAA,h'evov a f' s; [P1.] Eryx. 403d Tr,v tpaw/&iv o' 
tra 'OtU7pov ry7 aSouaLt; Vit. Horn. Scorial. I trepttwv 

e rTas 7roAELs P8E ra rrol/Lzara; Ps.-Hdt. Vit. Horn. 32 
o be "O,Lrupos aECSEL avToLS dTa trea TaSE, a KaAEETal 
KaCtvos; 33. The word pabco'os itself implies aewv. It 
is not attested before the fifth century (GDI 5786 
[Dodona], Hdt. v 67, S. OT39I), but best interpreted as 
referring to formulaic composition. Cf 'Hes.'fr. 357. 2 

piiAvro!LEv ev veapots v.uvoLs pat/av-reS adoLSv; Pind. N. 
ii I 'Orl)plaL parrTrcv .E'wv . . . aooi. 

9 P1. Ion 535b, c bis, e, 537a; Ps.-Hdt. 9, I I, 14, I6, I7, 
22, 30, 31, 35, Cert. 7-8, 12; I5 o Se "Olprpo ... 
7TEpLEpXOdtLEvos Aye Tra 7'roLrLaTa, 17, I8. 

10 Schol. Pind. N. ii Id, Eust. in Hom. p. 6. 17, schol. 
PI. Ion. 30oa=Suda s.v. pa0w.oi. Cf below, p. I24. 
Note, however, that Plato classes Homer's Phemius as a 
rhapsode (Ion 533c, even if pabcoSo be removed from 
the text). 

11 P1. Ion 532d, 535b-6a, Rep. 395a, Alcid. Soph. 14, 
Arist. Rhet. I403b22, Poet. I462a6. 

12 See J. Wackernagel, Kl. Schr. 88o-I, 1102-7, 
I154-78. 

13 E.g. SIG3 71 I L 3 , 958. 35,959. 9; IG vii I773.17, 
1776.I5. 

M. L. WEST II4 



THE SINGING OF HOMER 

that 7rl padfov p adxvrs 8s . .14 The implication is that the lyre was a valuable adjunct, but its use 
or non-use did not determine the nature of the vocal performance. This is in line with what we 
find in several other oral epic traditions. The Serbian bard normally played the gusle, but 
occasionally did without it, holding a staff or a tobacco-pipe instead and singing in the usual 
manner.15 In central and western Yugoslav Macedonia and in northern Russia, epics are sung 
without accompaniment, and there is evidence that in former times an instrument was used: its 
disappearance has not put an end to singing.16 

In fact the dual-tradition hypothesis is supported by no ancient testimony, and it lacks 
intrinsic plausibility. We have seen that no differentiation between singing and reciting can be 
extracted from the use of adESet and EVErTELV in the language of hexameter poetry. On the 

contrary, the interchangeability of the words, which is paralleled by the indiscriminate use of 
aSEtv and AE'ELV for the later rhapsode's delivery, favours the single-tradition alternative. 

I conclude that Homeric 'singing' was truly singing, in that it was based on definite notes and 

intervals, but that it was at the same time a stylized form of speech, the rise and fall of the voice 

being governed by the melodic accent of the words. It is the rule in later Greek music that it 
shows a general correspondence with the word accents, except in the case of strophic poetry, 
where the pattern of accents is always different from one strophe to the next.17 The turning 
away from strophic to astrophic composition in the late fifth century was no doubt due to the 
desire to exploit to the full the power of music to enhance the sense of the words. 

Correspondence of melody and accent was part of this; but it need not have been a new idea. No 
one singing Greek ignored or negated the natural quantities of the words. Why should he ignore 
or negate their natural accents, when not under the constraint of strophic responsion? 

As a feature of the language, of course, the melodic accent was an inheritance from 
Indo-European times. It is possible that the practice of'singing' texts by disposing the syllables 
over a limited set of fixed notes according to their accents was also Indo-European. This is the 
traditional method of singing the hymns of the Rgveda, in use to this day. The origins of the 
IRgveda are agreed to lie centuries before Homer, and its text has been preserved almost 
unchanged from a time that cannot be significantly later than Homer, by written tradition on 
the one hand, by scrupulous oral instruction on the other. The ancient pitch accents, which 
disappeared from Sanskrit perhaps two thousand years ago, are marked in the texts and realized 
in performance, each syllable being sung on one of three notes within the compass of a major or 
minor third. 'The melodic line follows the text in every detail; the words prescribe the rhythm 
and the flow; there is one note to each syllable, pitch is independent of duration. One might say 
that the melody only supports the words.'18 

II. THE MODES (i) 

It is time to turn our attention to the phorminx and its capabilities. It was a member of the 
lyre family. According to literary tradition, Terpander increased the number of strings on the 
lyre from four to seven.19 Everyone put Homer before Terpander, so the inference is that the 
Homeric phorminx was believed to have had four strings. Such evidence is of slight value by 

14 Paus. ix 30. 3; cf. x 7. 3, AE'yeraL e Ka 'H Haio8ov melody see R. P. Winnington-Ingram in Symb. Osl. 
adreAaOtrval rov adywvoavLaT-ro (the hymn competition xxxi (I955) 64-73; E. Pohlmann, Griechische Musikfrag- 
at Delphi) are ov KLOap,L'Ev OJoio rr' ~$7 mente (Niirnberg I960) 17-29. 

SeStSayleavov. See further my note on Hes. Th. 30. 18 A. Bake in The New Oxford History of Music i 200. 
15 M. Murko, NeueJb.f das Kl. Alt. xliii (1919) 285. Earlier four notes were used; see A. H. Fox Strangways, 
16 H. M. and N. K. Chadwick, The Growth of Sammelband der Internationalen Musikgesellschaft ix 

Literature (Cambridge 1932-40) ii 22, 452; A. B. Lord in (I907-8) 482-3. 
A. J. B. Wace, F. H. Stubbings (edd.), Companion to 19 Strabo xiii 2. 4 p. 618, Clem. Str. vi 144. i, 

Homer (London 1962) I8I. Cleonid. p. 202 Jan, An. Par. i 56. Io. 
17 For a full account of the correlation of accent and 
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itself. Archaeology, however, confirms that the lyre in general use in the late Geometric period 
was a four-stringed instrument, and that this was superseded in the course of the seventh century 
by one of seven strings, or less often eight.20 We need not, of course, accept that this was due to 

Terpander's personal initiative. He was simply the first famous practitioner on the new 
instrument, and naturally he was taken as the 7rpTros eVperT7g. The authors of the Iliad and 

Odyssey may have known the seven-stringed lyre, if (as I believe) they lived in the seventh 
century; but the tradition in which they worked was one that came to flower not later than 750, 
and we are bound to assume that the epic bard's established instrument was the one with four 

strings only. 
Four strings means four notes, since it is very unlikely that extra notes could have been 

obtained by finger-stopping or otherwise manipulating the strings.21 The voice was presumably 
limited to the same four notes: in archaic music, we are led to believe, instrumental 
accompaniment went in unison with the voice.22 There is nothing a priori objectionable in this 
limitation.23 For a recitative based on word accents, four notes was ample. We have seen that the 

.Rgveda has been done at different times on four notes and on three. 
It is uncertain whether the lines ascribed to Terpander (fr. 5 Bergk; Page, PMG p. 363), 

aoL 8 'ILEji rerpayrlpvv ar7oarpT0 avTrdo ao8rjv 
E7rraTovco tfpptiy vLY VEovC KEAaSr7aoev vFvovS, 

preserve a genuine memory oftetratonic song or are a literary-historical forgery.24 At least they 
presuppose that the pre-Terpandrian four-stringed phorminx went with a four-note song. We 
also hear of a citharodic nome (established, of course, by Terpander) called the rerpaoiSos- 

volos,25 which may or may not have been based on four notes. 
To what four notes were the strings of the phorminx tuned? If we could answer that, we 

would be some way towards reconstructing the vocal melody, as we have the accents of the text 
to guide us. I do not think it is such an impossible question as it may seem, if we work back from 
what is known about early Greek modal scales. 

Greek theory recognizes three musical genera, the enharmonic, the chromatic, and the 
diatonic. The first is characterized by the occurrence in the scale of a tetrachord segment, 
spanning the interval of a fourth, in which the notes are separated by very unequal intervals, of 
the order ?+ + 2 tones (e e fa).26 In the chromatic genus the inequality is somewhat reduced, 
the paradigm being + + i tones (e f f#a). In the diatonic it is reduced further, the second and 
third intervals becoming more or less equal, i + i (e f g a). Fractions of a tone cannot, of 
course, be very accurately measured by the ear or reliably achieved in performance, and the 

boundary between enharmonic and chromatic in particular was imprecise. Aristoxenus allows 

20 See 0. J. Gombosi, Die Tonarten und Stimmungen 
der antiken Musik (Kopenhagen 1939) 35-40; M. 
Wegner, Archaeologia Homerica U (Musik und Tanz) 
(G6ttingen 1968) 2-12. Seven- and eight-stringed lyres 
had earlier been in use among the Minoans and 
Mycenaeans (Wegner 26-7). 

21 See Winnington-Ingram, CQ vi (1956) 183-6. He 
is concerned with the classical cithara, but the same 
arguments hold for the phorminx. 

22 Ps.-Plut. II4Ib, otovrat 8e KatI r,rv KpoVaLv rT,v 
V7TOr r, v oS7)v (heterophonic or pararhythmic accom- 
paniment) -TVroV (the dithyrambist Krexos) 7TrpTrov 
evpev, rov S apXaLovg 7rTvravas rpoapxop8a KpotELV 

(played in unison with the voice). 
23 The same is true of a good deal of Anglican chant. 

A number of the specimens of primitive music given by 
M. Schneider in The New Oxford History of Music i 
61-82 have an equally restricted melodic range; some of 

them are on only three notes, or two. See nos 1-3, 5, 
7-IO, 14, 27-8, 56, 58, 6i, 86; and p. 152. 

24 They suit the transition at the end of a prooimion, 
and might genuinely be the work of some early 
citharode who contributed to the corpus ofprooimia 
later attributed to Terpander. Most but not all of these 
were in hexameters; see CQ xxi (1971) 307-9. For their 

non-integral character cf. Cic. de Orat. ii 325, conexum 
autem ita sit principium consequenti orationi ut non tamquam 
citharoedi prooemium adfictum aliquid sed cohaerens cum 
omni corpore membrum esse videatur. 

25 Ps.-Plut. I 132d, Poll. iv 65, Suda iii 477. I6 Adler 

(r-rpdaSos codd.: a genuine variant?). 
26 All note values are to be understood in terms of 

relative, not absolute pitch. Successive octaves are 
represented as C-B, c-b, and c'-b' (c'= Middle C). A 
line over a letter (e) indicates that the note is raised by a 
quarter tone. 
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THE SINGING OF HOMER 

for a range of tunings within each genus, with only an arbitrary line dividing one genus from 
another.27 

He contended that the diatonic genus was the most natural and (therefore) the most ancient 
of the three, and apparently thought that the enharmonic, which he considered the most 
sophisticated and beautiful, was the last to develop.28 Some modern writers repeat this as if it 
were a historical fact about the evolution of Greek music and not merely a theoretical 
standpoint.29 All the evidence indicates that it was actually the enharmonic type that was 
characteristic of archaic and classical music down to the latter part of the fifth century, and that 
the chromatic developed from it. evapLo'dvos itself means 'in tune', and the enharmonic genus is 
quite often referred to simply as 7' dpLiovta, whereas the XpwtarTLtKv yyevos (or XpcJxa) is 
marked by its name as something secondary, 'coloration', a deviation from the standard. The 
antithesis of the two appears in the anonymous sophist, probably of the early fourth century B.C., 
a fragment of whose work is preserved in P. Hibeh 13. He is attacking the doctrine (which may 
be Damon's) that adherence to aplovia makes men manly, while xp)I,ia makes them 
effeminate. He knows the category 'diatonic', but appears to subsume it under Xpcojia; he argues 
that although the music of the Aetolians and Dolopes and all those round Thermopylae is 
diatonic, they are manlier than the tragic actors, whose songs are enharmonic, and immediately 
follows this with [cSorrE oVTE] XPJLpa SEtA0ov ov'TE adpiovta dv[spEoUovS wTOLE.] Other sources 
tell us that the enharmonic genus was typical not only of tragedy,30 but also of Simonides, 
Pindar, and the old style generally;31 it was invented by Olympus himself;32 pre-Aristoxenian 
theorists had concerned themselves with it exclusively.33 

Originally, we are told, the semitone interval e-f was not divided into microtones. The 
melodies of Olympus and Terpander were cdrAa Kat Trpiop3a.34 In other words the tetrachord 
e e fa developed from a trichord e f a, and this simpler structure was to be heard in some archaic 
music that was still played when pseudo-Plutarch's source (apparently Aristoxenus) wrote. It 
survived particularly in ritual contexts: Ps.-Plut. I 133e (Olympus the elder) Tovgs vo'lovs rovs 
adplovLKovK s e^jveyKev els rr0v 'EvAApa otf vv,v Xp vrat ol EAArqves ev rats eopTraLS rv eW-v. 
The old Spondeion scale35 belongs in this context. It was apparently formed from the five notes 
e fa b Ec.36 The -tone interval e-f has a chromatic appearance, and the ceremonial melodies in 
which the scale was used may have come to be played more chromatically in the fourth century 
than they were at an earlier period; but if that is the explanation, it underlines the fact that the 
shift from enharmonic to chromatic was essentially a change in style of performance. The raison 
d'etre of the enharmonic f was not to make a pure major third with the a-an interval not 
recognized by the Greeks as concordant.37 

Six other early scales are recorded. Aristides Quintilianus i 9 (pp. i8 f. W.-I.) describes them, 
saying that they were used by ot rrdvv raAato'rarot, and that they are the scales mentioned by 
Plato in Rep. 398e-399a. His immediate source must be post-Platonic, as he could not have made 
the connexion with Plato on his own initiative; ultimately, it is to be presumed, they go back to 

27 Harm. i 26. 32 Ibid. 14Ib, 1143b. 
28 Harm. i 19, 23; fr. 83 Wehrli. 33 Aristox. Harm. i 23,fr. 83; Ps.-Plut. 1143e. 29 E.g. S. Michaelides, The Music of Ancient Greece. 34 Ps.-Plut. I 35ab, I 137ab. 

An Encyclopaedia (London I978), under Diatonon genos 35 Ibid. I 134f-5b, I 137b-d, cf. Arist. Probl. xix 32, 
and Enharmonion genos; M. Pintacuda, La Musica nella Nicom. p. 253 Jan. 
Tragedia Greca (Cefaliu 1978) 59 f., I6o, I63. 36 Winnington-Ingram, CQ xxii (1928) 83 ff. 

30 Arist. Probl. xix I5, Plut. de aud. 46b, Ps.-Plut. 37 Cf Fox Strangways (n. i8) 477 f. 'The actual 
I 137de, Psellus 7r. rpayw8tas 5 (ed. R. Browning in sound of these intervals, as sung in modern European 
rEPAZ, Studies Presented to G. Thomson [Prague I963] Folksong (by all reports) or in India, does not present 
67 if.). Chromaticism was introduced to tragedy by itself as either major or minor Third, but as something 
Agathon (Plut. Quaest. conv. 645de) or Euripides which is neither and yet perfectly suitable.... It seems 
(Psellus). On Psellus' remark that some tragic enhar- quite clear that though major Thirds and minor Thirds 
monic had an admixture of the diatonic, see below, p. may incidentally be sung often enough, the intervals are 
I28. not thought so; and it is the "functions" of notes that 

31 Ps.-Plut. I137f, 1145a. really matter.' 
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one of the earliest writers on music-perhaps Damon, whom Aristides mentions elsewhere as 
having recorded some irregular adp/ovac.38 They may be translated as follows: 

Lydian A Bb d e e fa a Ionian e e f a c' d' 
Dorian d e e fa b 5 c' e' Mixolydian e e fg a a bb e' 
Phrygian d e e fa b E c' d' Syntonolydian e e f a c' 

There is no doubt that they are genuinely ancient, not some later reconstruction or fraud.39 
They bring us much closer to actual musical practice in the classical period than the tidy, regular 
scales set out by the later handbooks. The scale of the Orestes fragment is in fact identical with 
Aristides' Phrygian, except that the additional note c appears in the instrumental part. The use of 
defective or 'gapped' scales is very widespread among the peoples of the world. Some of the 
Greek ones are comparable with scales used in the music of the Far East. For example the 
Spondeion e f a b c' is scarcely different from the Chinese scale e f# a b c#', while the Japanese 
kumoizyoosi mode on e fa b c' e' only needs one additional note at the lower end to become the 
Dorian scale with undivided semitones, d e f a b c' e'. The trichord of the form e f a, 
semitone + major third, is employed over a large area in the Far East, and in China andJava there 
seems to have been a development from it in the direction of e f# a, paralleling the development 
of the chromatic genus in Greece.40 

Of course, we cannot take Aristides' account as a comprehensive record of classical scales, 
but we can take it as a record of the form that six of the main ones (including the basic triad 
Dorian, Phrygian, Lydian) had at a particular epoch. This epoch may be located in the latter part 
of the fifth century, say c. 420, on the following grounds. 

(i) The enharmonic style is still dominant, but the divided semitone is well established. 
(ii) The Hypodorian and Hypophrygian modes, which were a novelty in the late fifth 

century, do not appear.41 
(iii) Several of the scales have too many notes to be played on a seven-stringed instrument. If 

we eliminate the division of the semitones e-f and b-c', the Dorian, Phrygian and Lydian scales 
are all reduced to exactly seven notes, but as it stands they seem to date from a time when 
nine-stringed citharas were in use.42 The nine-stringed cithara is attributed by Plutarch to 
Phrynis,43 and it appears in vase-painting after c. 450.44 

When the early scales-Aristides' six, the Spondeion, and the Phrygian of the Euripides 
fragment-are analysed and compared, it is found that they are all constructed according to a 
common formula. Each contains the enharmonic tetrachord (or trichord) e (e) f a, and from one 
to five other notes which make consonances of a fourth or fifth with notes of the tetrachord. 
There is only a single note in the whole set which is not accounted for by this formula: the 
diatonic g in the Mixolydian scale. We must conclude that the tetrachord, whether it came high 
or low in the scale, had primary status in the melody, it was a nucleus, while the notes outside the 
tetrachord derived their significance from their relation to it. 

This conclusion tallies with the fact that in the Perfect Systems, the comprehensive scales in 
which theorists sought to incorporate all individual scales and give each note a fixed identity, the 
tetrachord appears as the segment Hypate-Parhypate-Lichanos-Mese. Mese, we know, was of 
special importance. It was called the 7ye/cUoV, other strings were tuned from it, and if it was out 

38 ii 
14, p. 8o. 29 W.-I.; Winnington-Ingram, Mode 41 Agathon is said to have introduced them to 

in Ancient Greek Music (Cambridge 1936; repr. Amster- tragedy (Psellus, -T. Tpay. 5). Of course if the source is a 
dam I968) 59. For the immediate source L. Laloy, RPhil commentary on Plato, they do not appear because Plato 
xxiv (1900) 33, plausibly suggested a commentary on does not mention them in the passage concerned. 
Plato. Thrasyllus may be a possibility. 42 Unless we say they are just aulos-scales; but 

39 See J. B. Mountford, CQ xvii (I923) 126-9; harmonic theory was always based on the cithara. 
Winnington-Ingram (n. 38) 21 ff. (with reservations 43 Agis 10. 7, deprofic. in virt. 84a, Lac. Apophth. 220c. 
about the Lydian scale). Others say Timotheus (Plin. NH vii 204) or Prophrastus 

40 See L. Picken in The New Oxford History ofMusi of Pieria (Nicom. p. 274 J., Boeth. Inst. Mus. i 20). 
145 f., I66 f. 44 Gombosi (n. 20) 67 if. 
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of tune the whole melody sounded wrong, not just the one note; good melodies kept returning 
to it.45 From the Orestes fragment and other musical texts we see that Hypate, a fourth below, 
often served as a cadence. We may assume that the notes of the tetrachord had similar functions 
in all the old scales; and we may be allowed for the moment to call the outer ones Mese and 
Hypate, even though the terms do not here refer either to a particular accordatura or to a 
particular Perfect System. 

The inner notes of the tetrachord did not make consonances with the outer ones. Their 
position close above Hypate, and the variability of their exact pitch as between enharmonic and 
chromatic and within each genus, suggests that they served as leading-notes, decorating or 
preparing the way for Hypate. This is borne out by their use in the Orestes fragment, where we 
see the sequence fe e twice, and also e e f e e ... f e f... e a. The development of the original 
trichord e f a into e e f a is easy to understand: two leading-notes allowed more effective and 
varied figuration than one. The division of the semitone was probably first made by pipers, 
voluntarily or involuntarily, by partial uncovering of a finger-hole.46 

The internal hierarchy of the old scales may be represented on the tenor clef (in which the 
second line down is middle C) in this way: 

Phrygian 
Spondeion Dorian (Aristides) (Orestes) 

Ionian Syntonolydian Lydian Mixolydian 

.R ^ Jd ,ly Q J I - 

Mese and Hypate are shown as minims, their consonances as crotchets on the same stem. The 
leading-notes are shown as small crotchets (offset from the line in the case of quarter-tone 
positions), with a legato-mark linking them with their focal note. Their consonances are again 
shown as if making chords with them. 

In some cases notes consonant with the leading-notes to Hypate are well placed to serve 
themselves as leading-notes to Mese or to the note a fifth above Hypate ('Paramese'); but in the 
Orestes, Lydian, Ionian, and Syntonolydian scales we find such consonant notes floating on their 
own. In the case of the last two it is interesting to observe that the leading-note of the original 
trichord (f) is answered by the consonant note a fifth higher (c'), but the secondary e is not 
answered by b', as if the f retained some primacy; c' is accompanied by b' only where b' is also 
present, so that the function of the b' may be to divide the semitone progression c'-b' rather than 
to make a consonance with the e below. The differences of character between the modes no 
doubt depended on several other factors-rhythm, tempo, expression-but the use of different 
consonances must have helped to determine them. 

Can we now draw any conclusions about the tuning of the Homeric phorminx? Sceptics 
will deny the possibility. Why should there be any continuity between the sort of melody played 
on the Geometric phorminx and those played on the classical cithara? Why should a 'Dorian' 
scale, let alone a 'Phrygian' or a 'Lydian' one, have any relevance to the minstrelsy of Ionian 
bards two or three centuries before the earliest evidence for the structure of those scales? 

45 Arist. Probl. xix 20, 33, Ps.-Plut. II35a, Dio means 'a letting through', sc. of an extra quantum ofair; 
Chrys. li 7 (ii I74. 3 Arnim). the unit of measurement based on the lyre is rTvoS, 'a 

46 
According to Ps.-Plut. II35b (apparently from tightening', sc. the tightening required to increase a 

Aristoxenus) it originated in the Lydian and Phrygian fourth to a fifth. 
modes. The name given to the smallest interval, Si'EaLs, 
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Certainly the spread of the seven-stringed lyre in the seventh century betokens a revolution in 
music. That is just the time when the distinction between 'Dorian', 'Lydian', and 'Phrygian' 
styles is likely to have been established. The earliest evidence for the nomenclature comes from 
Alcman at the end of the seventh century and Stesichorus in the sixth, both of whom mention a 
'Phrygian melody'.47 Whether or not the 'Lydian' and 'Phrygian' styles were genuine 
importations from barbarian music,48 they must have become established under these names at a 
period when the Phrygian and Lydian civilizations flourished, were in lively contact with the 
Greeks, and were viewed by them without contempt. We might go as early as the eighth 
century for Phrygia or as late as Croesus for Lydia, but taking the two together the seventh 
century is the likeliest time. Now, we have seen that with the elimination of divided semitones, 
the Dorian, Lydian and Phrygian scales of Aristides all emerge as heptatonic and suitable for 
playing on the seven-stringed lyre.49 It is unlikely that they changed significantly between the 
seventh century and the fifth, except for the division of semitones: any more fundamental 
alteration would have destroyed their identity. They were after all identifiable in such 
seventh-century music as continued to be heard in the classical period, in Alcman's Partheneia 
(Dorian, Ps.-Plut. II36f), Terpander (PMG 698), and the nomes attributed to Olympus. 

The gap in time, then, between the Homeric 0opcLKT7rj and the source of Aristides is largely 
bridgeable. What about the gap in technique? The introduction of the cithara made it possible to 
execute more varied melodies on strings, perhaps to imitate the facility of the pipes and the 
figurations of barbarian song. But it is not likely to have signified a fundamental departure from 
traditional melodic structure, from the accustomed relationships between 'key-note' and 
cadence, for example. We are justified in looking for a tetratonic phorminx scale behind the 
heptatonic cithara scales, the more so as one feature of the nomenclature of the strings may 
provide an indication of continuity. The strings of the seven-stringed cithara and lyre were 
apparently called 

avTdr7 'top' (i.e. at the top of the instrument as held; its note was the lowest) 
7Tapv7rTaTr) 'next to top 
At^avo'S 'forefinger' 
t,a;aT 'middle' (string; or 'middle-finger string'?) 
TrpLTr 'third' (string; or 'third-finger string'?) 
7rapavqrrj 'next to bottom' 

VTqrq 'bottom'. 

The terms v7TrTdrq and vqr,T must be quite old, because the superlatives vraTosg and vearos 
disappeared from ordinary speech at an early date.50 They may well have been applied to strings 
of the phorminx. /duar/ may have been also, but if so it must have been in the sense 
'middle-finger string', since there is no string that is the middle of four. The most interesting 
name is AtXavo', which links a string with a particular finger. On the seven-stringed lyre such a 
definite connexion hardly makes sense: the fingers had to move from string to string, at least 
some fingers, and the forefinger was surely one of the most mobile.51 It is easiest to account for 
the name on the supposition that it was originally the name of the second string (from the top) of 
the four-stringed phorminx. Its transfer to the cithara would presuppose some continuity of 
melodic function. 

47 Alcm. 126 lpvytlov avArlauE ; iAos? ro Kep7yatov, instrument. 
Stes. 212 ToLaMe Xprg Xapt'Irv SaflicLiara KaAAKlKowCov 50 They are practically confined to poetry. vearoS 
V/Ivelv <IpuVy7ov LeAos EEvpo'vras ad3pasg pos survives in Hippocratic writing and in the Arcadian 
E7TrEpxoJEVOV. dialect. The choice of crrparqyos- i0raroS as the Greek 

48 See below, p. I26. for consul is unexplained; see H. J. Mason, Greek Terms 
49 The Phrygian mode, admittedly, is more strongly for Roman Institutions (Toronto 1974) I65 f. 

associated with the pipes (cf. Alcm. loc. cit., Arist. Pol. 51 Artistic representations, for what they are worth, 
I342b); it was supposedly invented by the piper sometimes show the forefinger on the third string, 
Hyagnis or Marsyas. But no mode is peculiar to one sometimes on the second (Gombosi [n. 20] '121 f.). 
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It is reasonable to assume that the phorminx scale was based on the same fundamental 
trichord as all the archaic scales, e f a, with a fourth note above or below providing a consonance. 
Now in the later Systems these three notes are identified as Hypate, Lichanos, Mese. But e was not 
in fact the lowest note in at least two of the three most important a&piovtat (Dorian, Phrygian; 
nor in Lydian, unless Aristides' Syntonolydian is taken as the main form). The nomenclature 
must have been fixed at a stage before the common use of the tone below e, at first called 
Hyperhypate.52 It is tempting to assume that it goes back to a phorminx-tuning, and that the 

strings called Hypate, Lichanos, and (?) Mese on that instrument were tuned to the trichord. Nete 
then gave a higher note, for which there would be five possibilities: the fifths above the notes of 
the trichord (b, c', e'), and the fourths above Lichanos and Mese (bb, d'). 

If one accepts the argument that a number of modal scales were preserved from the seventh 
to the fifth century with little change-this does not, of course, preclude the decline of some and 
the emergence of others during that period-it follows that a scale called Ionian is likely to be 
closer to that of eighth-century Ionian minstrelsy than are scales called Dorian, Lydian, or 

Phrygian. The Ionian scale of Aristides presents in fact a more archaic appearance than any of the 
others in the set apart from the Syntonolydian, having only six notes, or five if the division of the 
semitone be discounted: e f a c' d'. It agrees with the scale postulated for the phorminx in having 
no notes below the trichord. But it leaves us with two above it to choose between. It is the c' 
(Lichanos + 5) that is the more likely to be a secondary feature, being common to most of the 
scales, whereas the d' is distinctivq of Ionian and Phrygian. e f a d' would still be recognizably 
Ionian, but e f a c' would be Syntonolydian. The d' as Nete, moreover, will correspond to the 
v4fr7q avvr7iqjlevcov of the later nomenclature; c' would not correspond to any sort of vr'T.53 

The tuning suggested for the Homeric phorminx is therefore: 

e v7TaTdr corresponds to later 6vrda'T 

// < ,- - 
^ 

_ f AtXavo's [Trapv7rrar'1 q 
// /- _ a ,Ear-q ALXavo's 

~/ />^ ]/ ^d' vEaT T -LEI7 

III. THE SINGING OF HOMER (2) 

With four notes in his scale, the dodo's had a measure of freedom. The accent might dictate 
when he went up or down, but he might have the choice of two or three different notes that he 
could go up or down to. His procedure cannot have been aleatoric. He must have been guided by 
familiar melodic patterns. We may surmise that he gave prominence to Mese-harped on it, so 
to speak. If the cadential function of Hypate was already established, there might have been a 
general pattern, within a melodic period, of progression from a Mese-centred part to a part in 
which Hypate became the focus.54 The reconciliation of the accentual melody to this overall 

52 Thrasyllus ap. Theon. Smyrn. p. 88 Hiller; Boeth. 54 This sort of downward progression is common in 
Inst. Mus. i 20 p. 208 Friedlein. An alternative name is primitive melodies. See the examples in Schneider 

Lta77rEwTT0os (in the oplaacora, p. 32 P6hlmann). (above n. 23), nos 14, 26, 56, 68, 71, and p. 152 ex. 247, 
53 It may be of interest to note that Gombosi, by p. 178 exx. 284 and 286. Often these songs end on the 

quite different arguments, arrives at a tuning for the note a fourth, fifth, or octave below that on which they 
four-stringed lyre which differs in only one note from began. It may be relevant that the earlier Greek practice 
that suggested here (op. cit. [n. 20] 41, 77: e a b d'). was to read scales downwards. 
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pattern (the Greek for which, I suppose, would be vof/oS) would be analogous to the 
reconciliation in ordinary speech of the individual word accents and the overall sentence 
accent.55 

With his phorminx the bard reinforced the vocal line, and he no doubt made some 
additional use of the instrument during pauses. He began with something called avafoXAr: 
Od. i I55, viii 266 )opLt'Iov avefdaAAETO KaAov daElEtv. 
Od. xvii 261-3 7TEpLt E aq(eas 'AvO8' Iw'o 

?opp/.Lyyos yAa0vpr7s- adva yap aTfWL lat AAcr' aEiUELV 

Pr7jlLLos. 

The scholiast on i 15 says oop,Lut,wv? - rs XopSds pvO6p,it'v, that is 'tuning up', and attempts to 
connect ooplpt'wv with OkpoiLUov. At viii 266 acvedaAA'ETo is glossed advKpovero, 
7rpooL0Lta&eTo. Cf. Eust. I404. 34 TpoaveKpoVETo coS aaco/EvoS, 7TroL TrpOOtltaET-o. Pindar, 
addressing the lyre, writes Tas aKoV'L L/EV facirs dyAata`s apXa, 7reiLOovTra 8' adoSot CaTduacav, 
dyr7altXopov oTdo'av Arpoolqtov dat/3oA&ds TEVXrS AEAtLOJLaVa: that is, the preliminary notes of 
the lyre serve as a signal and guide to dancers and singers.56 Elaborate avafoAai seem to have 
been a feature of the dithyrambs of poets such as Cinesias.57 Later writers use avafldBAAacat 
rather loosely of beginning a song, etc., with or without accompaniment.58 The Homeric 
dvafloAr does seem to have been something more, involving some prefatory notes or 
strumming on the phorminx before the singing began, but it was probably nothing extended. 
Perhaps Ovid gives us the right picture in two passages about divine singers in the 
Metamorphoses: 

Met. v 339-40 querulas praetemptat pollice chordas, 
atque haec percussis subiungit carmina neruis. 

Met. x 145-7 ut satis impulsas temptavit pollice chordas 
et sensit varios quamvis diversa sonarent 
concordare modos, hoc vocem carmine movit. 

The singer broke off at intervals and made a fresh start if the audience was still interested: 

Od. viii 87 ff. Tro0L o-E AeLEtevv aeiBv OeLos adotos 

aVTap 'O act apXoLTo Kal oTpvvelav aeltoEv 

cPatujKWvo OL CapLOTOL, ETEL TEp7TOVT ErEE(aLV . . . 

He probably made short pauses between sections of his narrative, perhaps after every line, and 
filled the hiatus with instrumental flourishes. That the classical citharode used strums to 
punctuate his performance is suggested by Ar. Ran. 128I ff., where choruses of Aeschylus are 
made into citharodic nomes by adding TofAaTXroOparTTOXAaTTOpaT after each period, and 
perhaps Plut. 290, alluding to Philoxenus' Cyclops dithyramb (PMG 819), KaL ^r Lv Eyco 

55 T. Georgiades, Der griechische Rhythmus (Ham- 
burg 1949) 122 ff., propounded a faintly similar theory, 
according to which the singer repeated the same melody 
in each line, but with minor modifications (shakes on 
particular notes) to take account of word accents. 

56 P. i 3. Schol. glosses ad/3AoAad as 7rpoavabwvrjaELs 
Kal KpOvaELt. Cf. schol. N. vii iI4d (dvaj3dAeo-) 
avaKpovov Kalt pXov nt AEyewv; Et. Magn. da/LoAadr7v 
ava]dAAcov, 7 ie v5rofloArjs. ad/poAat yap aa 
avafoAal, apXri K atL pooL,utov rrapa TOLS tLOVaLKOlS. 

57 Phot. ava#oAr7' - 
rpoottliov L&OVpatzlKOV 

aailtaos. EwroAls BardraLs (5 Demianiczuk, 67A 
Edmonds). avArlaov taVTr v KUKALOV avaSoAr4v Tiva. 
Ar. Pax 830 (schol. rTas apXas T,;v acr,dcarWv). Av. 1385 
(schol. trpooi.`ua). Arist. Rhet. I409b25, at rweptoSot at 

,.aKpat ovuat Aoyos ytverTa Kat dvafloAn7 o'Llov' 
waTe yLyveTat 0 EaKwC/E AZ'LOKpLTOS 0 XLOS ELS 
MeAavL7Tr7Tt'Sv 7otLrjaavT aavTt Twv avTrlaTrpo6wv 
dvaFoAaos, 'oT a7aUT KaKao TEvXEt av7p aAAct KaKa 
TEUXWv, r7 8E CLJaKpa avaf3oA1r TO) TrOlr7uavTl KaKiUT7 . 
The word is here apparently extended to instrumental 
passages within a composition. 

58 Theoc. vi 20, viii 71, x 22, Philostr. imag. i 29, 
Aphthon. Progymn. I p. 2. 5 Rabe, Himer. or. iii 3, 
Nonn. D. i 478, xix 102, xxiv 242. A little differently in 
Philostr. Jun. imag. 6. 3: (Orpheus' right foot) 
dvafpadAAXeTat v pvOldV r7TLKpOTr-v ToviSaqaos TZ 
7resAcw. In Ar. Pax 1267 and Isoc. Panath. 39 
7rpoavafSdAAEeaaL seems to mean 'rehearse'. 
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ovArjoot,LaL-Ope7r-aveAo---Tov KvKAcoTra 1LtLLOUJLeVoS KTA. Apuleius, describing a statue of a 

youth singing, writes, manus eius tenerae, prbcerulae: laeva distantibus digitis nervos molitur, dextra 

psallentis gestui pulsabulum citharae admovet, ceu parata percutere cum vox in cantico interquievit (Flor. 
15). The extended avafoA'al for which Melanippides was criticized may be considered as a 

development of this technique. 
It is interesting to compare the practice of the modern Yugoslav epic singer as it is seen in 

Bela Bart6k's transcription of Salih Ugljanin's 1934 performance of The Captivity of Dulic 
Ibrahim.59 Despite the difference of melodic style and the use of a bowed instrument, it shows 
some similarities with what has been postulated for Homer. Salih begins with nine bars on the 
gusle, and then starts to sing. He rests his voice at the end of each verse, even when there is no 

syntactical pause. In some verses the vocal line is based on a single repeated note with ornamental 
shakes, in others there is a descending pattern. There is almost always a fall on the final syllable, 
most commonly of a fifth. Little is attempted on the gusle while the verse is being sung; often it 

simply sustains a single continuous note. But as soon as the verse is complete it launches into a 
decorative figure, the equivalent of eight or twelve semiquavers. Occasionally the voice holds 
the last syllable while this is proceeding. After I05 verses there is a longer passage on the gusle 
alone. The transcription is not continuous after this point, but the notes (pp. 463 ff.) record 
further instrumental interludes following verses 163 and 50o8. At line 763 Salih stopped, and 
showed that he was doing so by delaying the last syllable to the end of the instrumental figure 
and then singing it on a prolonged note in unison with the gusle. After an interval for 
conversation he resumed with a new thirteen-bar prelude on the gusle. At the end of the whole 

song (line 181 I) he repeated the technique used at 763; there was no postlude, voice and gusle fell 
silent together. 

We cannot know exactly how Homer was sung, how Homer sang. But the arguments that 
have been presented, however frail, are rational, and an exempli gratia reconstruction based on 
them may bring us nearer than we have been to an idea of the kind of thing Homeric singing 
was. Here is such a reconstruction for the opening of the Iliad. 

Io;r, 1 p.p' o;; ~.?' I 
MAlvLv &eL6E 0e6, IInrXT-t'-&e6ew 'AX0LXoC (TocpXCaT-Topat) 

o Lo vrTv, 9 p'i 'AXaL oTC Cy&e' O-nxE v, 

fro0Xa6 6' eI(p6CLouC UXcg '"A-6tL 7po-l-a(sev 

p&Gv, atTob<; 6E kXd)pL-a UE0XE X(VeooTLV 

59 M. Parry and A. B. Lord, Serbocroatian Heroic Songs (Camb. Mass. 1953) i 437-62. 
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I A rr&fWr Gn: n ^n ^ ^d 
otovoLoi Te 6CaLTa ALbC 6t tTe6& E1CTO bouXf). 

The rhythmic value assigned to the dactyl, n, is merely an approximation.60 Oxytone 
words, be it noted, did not at this period (or indeed in the classical period) lose their acute within 
the phrase.61 

In the eighth century the bard always 'sang', and normally accompanied himself on the 

four-stringed phorminx. The spread of the cithara in the following century caused a schism. 
Some adopted it, and evolved a more elaborate, heptatonic style of vocal melody to go with it. 
Others, out of conservatism, or finding the new instrument technically too demanding, 
persevered in the traditional style. They had the advantage of being able to go on longer without 
strain, and they therefore retained the loyalty of the public interested in the narrative rather than 
in musical virtuosity. For musical interest, however, they could not compete with the 
citharodes, and they soon disencumbered themselves of their obsolescent instruments. The vocal 
melody, no longer underpinned by a tuned instrument, may in time have lost its definite outlines 
and become less sharply differentiated from speech-melody. The musical writers take no notice 
of rhapsodes at all, and no one associates them with singing in any specific mode. But some 
differentiation from speech-melody may have been maintained. A fragment of evidence for its 
modification by melodic convention may survive in the Homeric scholia. As a general rule, 
trochaic paroxytone words followed by an enclitic monosyllable were given a double accent, 
e.g. davIpd TE, Oapao'S hotL, syllables such as avi, Oapl, being in effect diphthongs with a fall of 
tone on the second element (av).62 But on the opening words of the Odyssey, av8pa pot E'VVE7TE 

Movaa, the scholiast notes: Ec'SEL Iev ev TCO avvpa &vio elvat odeias, cS TO 'avSpa rTE Kat OLKOv' 

(vi I8i), aAAda vdA{aaro Ao 'AptCarapXos SLd TO IVj Ela3o0A2 T(WV Ae'EOv KaKO)CVav 
7roLijaLt. In ancient texts, even scholarly ones, accents were normally written only sporadically. 
It is hard to believe that a commentator with an interest in accentuation would have inferred 
from the mere absence of an accent on Spa in the text before him that Aristarchus had prohibited 
it: he would simply have applied the rule and said 'davpa must have two acutes'. He must have 
had record of an explicit statement by Aristarchus and, if so, it must have been based on 

rhapsodes' practice. The 'cacophony' explanation may have been formulated by Aristarchus 
himself; but if the rhapsodes diverged from the usual accentuation here, he was surely right to 
connect this with its being the opening of the poem. That is one place where we might expect 
some tension between natural accent and melodic convention-as in two later Greek songs 
which otherwise show correspondence of melody and accent, the opening word is set on a rising 
fifth in contradiction of its accent.63 Without knowing what the rhapsode's convention was, we 
can appreciate that three ups and downs in the five opening syllables, av68pd ,ot eve, may have 
been found unseemly. 

The staff which the rhapsode adopted in place of the phorminx appears to have had a certain 
significance in his performance; it was not merely something to lean on or clench. Hesiod's was 
the gift of the Muses themselves, linked with the gift of fine singing. Pindar says that Ajax has 
honour among men from Homer, os avTov Traaav odpOcsats dapedv KaTa pafiSov spaaev 
0EaJTEcUl'v 7E?Wov Aotiros ad0VppEL (I. iii/iv 55-7). Whatever exactly this means, eTrerv must 

depend on pda3Bov, so that the staff somehow stands for the movement of the verse; perhaps it 
guides it straight (cf. Op0uatal).64 Callimachusfr. 26. 5, KaL TOV STL pa8 /3 v l6ov v atlv6oLvov, 

60 
Georgiades (n. 55) 98-121, points out that this is 62 See my Hesiod. Theogony (Oxford 1966) 438 if. 

the rhythm of the commonest of modern Greek dances, 63 Mesomedes I; Seikilos' song. 
the avproos KaAapLa-tavos. See also S. Baud-Bovy, 64 Cf. Wilamowitz, Pindaros (Berlin 1922) 339 n. He 
Revue de Musicologie liv (1968) 12. renders 'nach dem Faden seiner Verse', appealing to the 

61 See Gnomon xlviii (1976) 5. fact that p6df3os can mean 'stripe' in woven fabric (Poll. 
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suggests an analogy between the staff and the cross-bar of a loom.65 I have quoted Pausanias' 
phrase about Hesiod, Tirr pjafSov Sa6qvrgs Se, where Erri must signify something more than 

'holding'. Possibly the rhapsode turned his staff in different directions while he sang, as the 
Homeric orator apparently did while he spoke.66 

The classical rhapsode did not restrict himself wholly to epic. KAEapXos Se ev TO' 7TporTpco 
7TEpt ypticwv (92 Wehrli) 'Tra 'ApXAodXov' c(aLv 'zClLSwvLS'r 6 ZaKvvOLos ev Tros OedrapotLs e7 

8l4pov KarfjIevo0s Epa0(eLt'. Avaavias Se Ev TW 7TrpA rc EpL lajp1fO'TroLWjv Mvaat'iva rov 

pafcuSov AEyiE ev Trat S LeIEUL T'rV ZrJLWVi8ov Lvd la SPwv V'tOKplv,eaOa. TOVs .E 

'E7TreSoKAE'ovs Ka0app,ovs Epa0Wb(Srtaev 'OAvyP-laul KAEoEiLvrT) o pa0b8o6s, ws frqaLV 

JLKaLapXos (87 W.) ev Tr 'OAVt/7tKCJ.67 These testimonia, however, relate only to the fourth 

century, or the end of the fifth at the earliest. In the archaic period the rhapsode's repertoire, like 
the citharode's, presumably included gnomic hexameter poetry such as Hesiod and 
Phocylides.68 But there is no reason to think or expect that it included elegy or iambus. Elegy 
was everyday poetry, mainly composed for the symposium or other particular settings. So far as 
we can tell, the custom was to sing it to the pipes.69 That implies conventional melodies, vodLOt, 
not an accentual rendering, since the piper can hardly have known in detail the words that the 
singer intended to sing. Iambus is a name that covers various kinds of popular performance. It 
had its own performers, buffoons and jesters.70 Some of it involved simple song-forms, like the 
epodes of Archilochus and Hipponax. Some of the rest may have had musical accompaniment, 
but the attribution to Archilochus of rrapaKaraAoy7 (though this must have been on the basis of 
later practice) implies recitation which was not itself melodic.71 

IV. THE MODES (2) 

Early citharodes, like early rhapsodes, were not all mere interpreters. Some of them were 
creative poets, who, especially in mainland Greece, developed a separate style of lyric epic, 
mainly dactylic but not in regular hexameters. The wider melodic range afforded by the 
seven-stringed instrument suited a larger unit than the hexameter line, and sizable strophes with 
a recognizable shape could be built up. This branch of the tradition surfaces in the west with 
Xenocritus of Locri and Stesichorus.72 Stesichorus seems to imply that his Oresteia has a 
'Phrygian' melody.73 If this means that he is using the Phrygian scale recorded by Aristides 
Quintilianus, only without the divided semitones, that would be d e f a b c' d'. It contains the 

vii 53). 'Recht alt, von Menaichmos von Sikyon (Schol. 
N. 2, I) [FGrH 131 F 9] ist die Deutung, pafSos wire 
crrT'os; aber sie ist kaum mehr als ein Autoschediasma.' 

65 The idea of poetry as something 'woven' (cf. Pind. 
N. iv 44,fr. 179, Bacch. v 9, xix 8) is Indo-European: see 
M. Durante, Rend. Acc. naz. Lincei xv (1960) 238 f.= R. 
Schmitt (ed.), Indogermanische Dichtersprache (Innsbruck 
1973) 272-4. 

66 Cf. II. iii 218 f., aKrjTrpov 8' oiVr' oTri' O,VTE 

rTrpoTprlve4s EvW,a, dAA' aa7re es L ' 
EXEaKEV, a&tpi 

O(iTL EOLKWO. 

67 Ath. 6o2cd. Cf. P1. Ion 53 a, where Ion is asked 
whether he is an expert only on Homer or also on 
Hesiod and Archilochus. Dionysius I hired rhapsodes to 
perform his own poetry at Olympia (Diod. xiv I09). 

68 Cf. JHS xcviii (1978) I64 with n. 3. For Hesiod 
sung to the lyre cf. also Plut. Quaest. conv. 736e. 

69 See my Studies in Greek Elegy and Iambus (Berlin 
1974) 12-I4. 

70 I must refer to the second chapter of the work just 
cited. 

71 Ps.-Plut. ii4Ia. Theoc. epigr. 2I. 5 f. celebrates 

Archilochus as ErlSE'ftoS Errea TEf 7TOllV rrpos Avpav T 

dc,selv. Phillis of Delos (Ath. 626b) knew a stringed 
instrument called latJfKrI, to which rovsg dla/iovs 
j78ov.-Nothing useful can be inferred from D.L. ix 18 
on Xenophanes, yeypabE 8e ev ETreaU Kal EAhyet'as Kat 
aIdfLovs .. A . hA KaL aVuos Eppa0liS?Et Ta Eavrov. 

72 Cf. CQ xxi (1971) 306-I4. 
73 PMG 212. 2, quoted above (n. 49). This is 

consistent with Glaucus of Rhegium's statement (fr. 2 

Lanata, ap. Ps.-Plut. I133f) that Stesichorus used the 
appaarELos0 vodoS, which derived from the Phrygian 
Olympus. The Phrygian slave in Orestes 1384 calls his 
song apIladrEoS VodLOS, and as he keeps emphasizing the 
barbarian nature of his lament, the mode was presum- 
ably the Phrygian. The scholiast identifies it with the 
vo6,os 'AOrvdas, and we are told that this was in the 
Phrygian mode (Ps.-Plut. II43b). Alexander was so 
aroused by the sound of the dp/adreLos vo,Los played on 
the pipes that he rushed for his weapons (Plut. Alex.fort. 
aut virt. 33Sa): cf. Cassiod. Varia ii 40 Phrygius (modus) 
pugnas excitat et vbtumfurbris inflammat. 
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four notes conjectured for the Homeric phorminx, supplemented by fifths below Mese (d) and 
above Hypate and Lichanos (b, c'). 

Did this augmentation contain anything genuinely Phrygian? Was the Lydian mode 

genuinely Lydian? The names cannot have been completely arbitrary. On the other hand 
Aristides' old scales all show a distinct family likeness. They all have the same basic tetrachord, 
and other notes derived from it on similar principles. The ones with Greek names have no 
common feature which distinguishes them from the ones with barbarian names, or vice versa. 

Judging on the basis of these scales, we should be inclined to say either that the 'barbarian' modes 
had become hellenized to a degree which we are unable to control, or that they were really 
Greek in origin and received their designations on account of superficial resemblances to Lydian 
or Phrygian styles of music. Certainly instruments and performers came in from Anatolia: in the 

early archaic period the Lydian harp, and Phrygian pipers.74 But we should take note of the 

judgment of the author of a wide-ranging survey of primitive music: 

Native elements and those borrowed from other cultures often exist side by side within one tribe. 
Nevertheless, foreign forms are not adopted so much as is generally supposed. Even when two races 
of different culture are in constant economic or military contact there is little evidence that they adopt 
each other's musical forms. It is true that a tribe that is stronger economically or militarily often uses 
musicians from subject tribes for its festivities . .. but the degree of reciprocal influence appears to be 

be taken over only to a small extent or in mutilated form.75 

The applicability of these generalizations to archaic Greece is supported by the evidence of 
metre. For all their diversity, the metres of archaic poetry appear as branches of a single national 
tradition which can be traced back to Indo-European origins.76 If the metre and rhythm of 
archaic music is all Greek, foreign influence on that music cannot go very deep. 

The Dorian scale differs from the Phrygian only in that the top note is a tone higher, a fifth 
above Mese instead of a fourth. The invention of this 'Dorian Nete' was ascribed to Terpander, 
together with 6 Tr7Ss pOL'ov /LEAco8as -rpros-o (Ps.-Plut. ii4of., cf Arist. Probl. xix 32). The 
so-called ptOos vo',tLos involved high notes,77 and the Dorian Nete, a major third above the next 
highest note, was the most taxing. The opoFos vows-o perhaps differed from other music in the 
Dorian scale not in absolute pitch but in tessitura, in the frequency with which the higher notes 
were required. In the terminology of Aristides Quintilianus it was vn-roett1S.78 

References in classical poets and in Plato to particular modes being high or low are perhaps 
capable of interpretation along these lines. Thus when Lasus says he is singing AloAt'T' adl 
/3apv'fpopLov appovtav (PMG 702. 3), he may mean not that the Aeolian mode belongs in a low 
register, but that it is vTwaroEtSO s.79 The pitch at which a song was sung must have depended 
chiefly on the singer's vocal register and on the instrument used in its accompaniment. The 
barbitos, for instance, had a lower register than the ordinary lyre, and some auloi were deeper in 
tone than others.80 No doubt there was an association between choice of instrument and mode. 
But there is no reason to suppose that the three modally contrasted movements of the rptVEA>S 

74 The Lydian harp: Pind.fr. 125, Soph.fr. 412 Radt, 79 Other passages are Pratinas 7I2(a) /rTe avvrovov 
Diogenes TrGF 45 F I. 6 ff. Phrygian pipers: besides the 8iLoKE ?TE 7av aveqlEevav {'Iaurr} !o3vaav, aAA rdav 
legendary Olympus, Marsyas, and Hyagnis, cf. Ath. paEuav veWv apovpav at'oALteE Ti !JAIAEL (not quite in 
624b, and Hipponax I63. accord with Lasus); Telestes 8io. 4 -rot ' OVeIdcoVotg 

75 M. Schneider (n. 25) 29. Trr7KT-rLSV c bvaAltosg KpEKOv Avt8ov V13vov; PI. Rep. 
76 See Glotta li (I973) I61-87; CQ xxiii (i973) 398e, Arist. Pol. I340a40 f., 1342b20 ff., Cf. 290oa9 f. 

179-87. 80 Barbitos: Pind.fr. 125 says Terpander invented it, 
77 Arist. Probl. xix 37 Ol Vo/oOl <ob OpOLOL Kat oF inspired by the Lydian harp's iaA/fios a&vr[L'Ooyyos, i.e. 

OELS xaAErrol 'a'aa La ro avarTEraevot etvaL. its octave chords, its doubling of the melody in the bass. 
78 P. 28. 12 W.-I. He characterizes the nomic style Auloi: Poll. iv 8i, Ath. iv 174f-i82e, Aristid. Quint. p. 

generally as vrroetS s', the dithyrambic as /EuaoELtSS, 85. 4 ff W.-I. 
the tragic as VSraro?EL,87s, p. 30. I-4. 
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vo,uos ascribed to Sacadas or Clonas81 were played at different pitches, or that the modulations 
achieved by Pythagoras of Zacynthus on his 'tripod' (Ath. 637c) involved changes of register. It 
is true that in later theory the names Dorian, Lydian, etc., are applied not only to different modes 
(in the sense of octave-species) but to different keys (in the sense of pitches at which Mese and the 
other notes are played). But this is a device to counteract the spurious differences of pitch implied 
by treating the modal scales as different, overlapping segments from a single universal scale.82 

This universal scale was the end product of long struggles to solve the practical difficulties of 
modal convertibility. To appreciate these difficulties we must forget our modern way of 
thinking, according to which the whole range of musical pitch is mapped out in grid fashion. For 
us each note in the octave, with its sharps and flats, exists at a fixed pitch with a definite identity, 
and each octave is succeeded by another above and another below. The Greek invention of the 
Perfect System was a major step in this direction. But in the archaic period the note produced by 
a particular lyre-string or pipe had no identity except in relation to the other notes given out by 
the same instrument in the same melody. The ap/uovtat existed in a void. We for convenience 
may represent the reconstructed Phrygian heptatonic scale, with its intervals of I, 2, 2, I, i 

tones, by d e fa b c' d', and the Lydian (, , 2,, , , ) by A Bb d e fa a, giving the two scales four 
notes in common; but for the player on a seven-stringed lyre, who kept his strings in order of 
pitch, changing from the one cdpuovia to the other meant re-tuning at least five strings. If the 
Phrygian tuning was d e fa b c' d', the Lydian might be b e ab bb b eb' b', or c c# fg g# c' '. 
To minimize the inconvenience which such re-tunings involved, musicians must have striven to 
find as much common ground between different modes as they could, and to identify certain 
notes in one where possible with notes in another; different results were obtained at different 
times. The process began quite early. Alcman's eleven Sirens may represent an early Perfect 
System, since eleven is the number of notes required to accommodate the heptatonic Dorian, 
Phrygian, and Lydian scales.83 The Athenian Lamprocles in the first half of the fifth century is 
said to have 'realized' that the Mixolydian mode 'does not have its StadEv?ts (the tone between 
Mese and Paramese) where it was generally thought to, but high up', and to have established its 
form as that of the note-series from Paramese down to Hypate Hypaton (Ps.-Plut. I 136d). The 
terminology is very probably anachronistic, but the meaning is not in doubt.84 Earlier musicians 
had evidently matched the scales like this: 

Mixolydian e f g a bb e' 
Phrygian de f a b c' d' 
Dorian d e f a b c' e' 

-taking the obvious course of lining up the trichords e f a, and equating the Mixolydian top 
note with the Dorian, but at the expense of introducing an awkward g and bb into the sequence. 
Lamprocles achieved a better fit by equating the upper fifth of the Mixolydian with the fifth 
from Hypate to Paramese in the others: 

Mixolydian B c d e f b 
Phrygian d e f a b c' d' 

etc. This bold departure, this discovery of the principle of modulation by transposition, opened 
the way towards the later Perfect Systems, and also towards the invention of modulating 
instruments. As the experiments of Sacadas and Pythagoras of Zacynthus show, musicians were 
well aware of the effects to be got by modal contrast. But instant modulation was not a practical 
proposition until the creation of an extended scale of which different segments yielded different 

81 Ps.-Plut. ii34ab. Xylander's TplfqIeA and Tpt- interpretation put forward in CQ xvii (I967) II f. I 
pEAov6g for TpLtLEp-, after I 132d, makes the name more referred there to the Pythagorean symbolon TL EaTL TO 

meaningful, and fits the early use of/ .Aos for 'mode' ev JeA4o?s plavTetov; TETpaKcTr, oTrEp EarLV 7' 
seen in Alcm. 126, Stes. 212, Prat. 7I2(a). daplovta, ev f at Z'etpves, and to the eight Sirens who 

82 See Winnington-Ingram (n. 38) 49 ff. sing the notes of the octave in P1. Rep. 617b. 
83 Alcm. i. 96-9. This improves on the musical 84 

Cf. J. Chailley, ActaMusicologicaxxviii (956) 157. 
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modes. This was the precondition for Pronomus' multimodal pipes85' and for the eleven- 
stringed modulating lyre hailed by Ion of Chios8 

Aristides gives note-values for his six old scales which imply the following tabulation; he is 
thought to have taken them over from his source.8 7 (The bracketed c in the Phrygian is added 
from the Orestes fragment.) 

Syntonolydian 
Ionian 
Mixolydian 
Lydian 
Phrygian 
Dorian 

BB c e 
BB13c e 

B 3c d e af 
IBc e 

(c) d e -e f 
d e af 

g 
g a 

b 
f#T# fX b b 

a b b c' d' 
a b bc' e' 

Consider this table from the point of view of someone designing a Perfect System. The first two 
scales can be ignored, as they merely duplicate notes contained in the others. Combination of the 
rest gives us a System 

B fl c d e e- f f# f#g a b -b c' d' e' 
Intervals: l I II 111 iiiIIiiJ 

What is distasteful here is the crowd of small intervals between e and g. It reminds us of the 
KaTra,7rlKV(JJaLS which Aristoxenus complains of in his predecessors' systems (Harm. Vii 2, 

XXXViii 2). It is only the Lydian scale that makes it so. The difficulty is solved by transposition, as 
it had been with Mixolydian. Compare the corresponding part of Aristoxenus' enharmonic 
table: 

Mixolydian 
Lydian 
Phrygian 
Dorian 
Hypolydian 

Bfl c eEf ab 
B c e Ef a bb 

c e Ef a b bc' 
e Ef a bbSc' e' 

E f a b bc' e' E' 

Aristides' Lydian has been shifted up to become 'Hypolydian' &-F and its place taken by a new 
'Lydian', perhaps created for the sake of the scheme. Other adjustments have been made. The 
Dorian pattern of successive symmetrical tetrachords of the form I' 2 has been imposed on the 
whole System, in order to achieve a clear separation between the enharmonic and diatonic 
genera. Mixolydian, Phrygian and Dorian have accordingly been purged of their d (in the case of 
Dorian this has the advantage of reducing it to an octave); Phrygian suffers most from this 
Procrustean operation, losing its upper d' as well. The enharmonic Phrygian in this revised form 
c-c' probably had no more than a theoretical existence. Aristoxenus found that rrpocrtfKEt EV 

a6AtoaTa TO &vap1o'to`Vt yE'Vos Tf Aw t crIr O a /Lo Ka% Ti ePpvyLTa- TO ~St TOVOV (ap. Clem. 
Str. vi 8 8). To account for the genuine Phrygian as used in tragedy, and for the anomalous d in its 
Dorian and Mixolydian numbers ,it was necessary to say that the tragedians employed, besides 
the enharmonic genus', a mixture of the enharmonic and diatonic8 

Aristoxenus' series of octave-species continues with Hypophrygian f-f' and Hypodorian 

8 5 Paus. iX 12. 
5, 

Ath. 63 ice. 
86 Fr. 32. The auvow,6voCiaat aJp/Jtovt'ag -rp(o08ot are 

nodal points from which the player could choose which 
modal path to take. When Pherecratesfr. I45 speaks of 
Phrynis getting twelve J&ppkovi'at on five strings, this 
may he a comic inversion of 'five a4p,Iovtat on twelve 
strings', which would be credible. 

87 Laloy (n. 38) 33; Winnington-Ingram (n. 38) 27. 
88 Psellus 'ff. Tpay. 5s iq 8E' faAatad rpa)ItKil 

/14EA07oLLoa yEfvEL /LEV T(c) E'vap/LovutL) ('pl7`oaT-o da/yEC 

KaL' ftLK-rc yEVIEL ~777 ap/Lovtag~ Kat' 3t<a>TO'vwv, 

XpWpiar-t SC' oV'SELSg OaL'VETrat KEXP?7)JEV0s9 Ti-V 
a'aLKV~ps E~r'Sov. Dorian and Mixolydia 

are given as the modes chiefly used in earlier tragedy 
(Aristox. fr. 8 i ap. Ps.-Plut. I s38d; Psellus loc. cit.). The 
Phrygian was introduced to the theatre by Sophocles 
(Aristox. fr. 79 ap. V/it. Soph. 23, Psellus loc. cit.). 
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a-a'. These are presumably related to the modes of the same names introduced to tragedy by 
Agathon and said to be dithyrambic in character.89 As they stand, they can be analysed 

Hypophrygian Hypodorian 

rFbN~ 0 .0"1 f 
- la 

The Hypo- names seem explicable only in the light of the schematic System, where the sequence 
Lydian-Phrygian-Dorian is continued by Hypolydian-Hypophrygian-Hypodorian, each 
Hypo- scale being a fourth higher in the System (and hence a fourth lower on the scale of rovoL) 
than its eponym. Hypolydian, as we have seen, had been a 'Lydian' scale in name and character, 
but Hypophrygian and Hypodorian do not appear closely related to Phrygian and Dorian, and 
may once have had other names. Heraclides Ponticus (ap. Ath. 624e) identified the Hypodorian 
with the old 'Aeolian', on the ground that Lasus' 'Aeolian' song (above, p. I26) was sung in 
Hypodorian. Later writers of the Aristoxenian tradition identify it with the Locrian mode, 
which was said to have been invented by Xenocritus ofLocri.90 As Xenocritus was in some sense 
a forerunner of Stesichorus, it is interesting to note the similarity between the Hypodorian scale, 
d e e fa a bb d', and the Phrygian, d e e fa b b c' d'. Both have Mese + 4 as well as Mese- 5, and 
they differ only in that Phrygian also has Hypate + 5, with leading-notes over it instead of over 
Mese. 

Our understanding of the archaic and classical modes remains extremely sketchy. Although 
they underlie Aristoxenus' neat scheme of octave-species and keys, we should really have no 
conception of what they were like but for the precious page of Aristides Quintilianus that 
preserves the scales of o Irdvv TraAatoTarot. But that page gives us the means to break into a lost 
world. The ground is marshy, and we must tread carefully. But we should not be too timid to 
enter.91 

M. L. WEST 
Bedford College, London 

89 Psellus loc. cit. name fell into disuse. 
90 Cleonid. p. 198. I3, Bacchius p. 309. 9, Gauden- 91 I owe gratitude to Professor R. P. Winnington- 

tius p. 347. 10 Jan. Xenocritus: schol. Pind. O. xi 17. Ingram not only for much illumination from his 
Ath. 625e says the Locrian mode was neglected after the published work but also for reading the present article 
time of Pindar, but this may be based on the fact that the and saving me from some errors. 
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