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ON THE MEANING OF AYAQIAIA, AYAQIAOL"

Although the question of abAmdic and abAmdo¢ was thoroughly examined
at the end of the nineteenth century, new epigraphical material, publications
of vase paintings, and availability of search enginessuchasTLG call for its
reexamination in light of new evidence.

Aulodia seems to be the least popular solo musical competition at the
Greek festivals. It israrely mentioned in agonistic catalogues: according to
the TLG (which is far from comprehensive for epigraphy, but still can be
statistically significant), theitem aviwd- occursonly 8 timesin Classical
inscriptions, whereas acvAnt- occurs 339 times, k18apiot- 104 times, and
K1Bopwd- 63 times. The same is true for Greek literary sources. the TLG
mentions cvAntai (al cases) 801 times, kiBapwdol 535 times, kibopic-
toil 266 times, but adAmdot only 18 times.

It is reported (Paus. 10. 7. 4-6) that at the Pythian Games, the most
ancient and the most important of &y®dveg povoikot, the competition in
aulodia took place only once, in 586 BC; at the following festival it was
removed by the Amphictyons.t

Aulodia was part of the famous Attic Panathenaia, where, one as-
sumes, the official musical (as well as athletic and equestrian) con-
tests were introduced around 566 BC.? There is no literary evidence

* A shorter version of this paper was read at the Colloquium Balticum VIl in
Tartu, 18-20 November 2007, and at the Department of Classical Philology of
St Petersburg University in November 2007, and | am grateful to the participants in
discussions on both occasions. | aso thank the museums for the photographs and
permissions to publish them, A. Enbekova, A. Kirichenko and A. Verlinsky for their
help supplying literature, the Fondation Hardt pour I’ études d’ antiquité classique for
the opportunity to work there from 29 September to 18 October 2008, C. M. Lucarini
for facilitating my contacts with the museums and N. Tchernetska for improving the
English of this paper.

' This evidence is the most detailed and refers to the documents and thus
deserves confidence, though the other sources do not mention rejection of the aulodia:
Strab. 9. 3. 10, p. 421 C (npocébecav 8¢ 10tg K1BopmdOlg oOANTAG Te Kol K100 -
plotag yoplg ®dAg), Plut. Quaest. conv. 674 D (tapadeEdpevol Yop €Tl TpLol TO1G
KoBOecTOOLY €€ dipyfig, OANTH [TVOIKY Kol K1BopLoTh Kol KiBapwdd...), and Sch.
Pind. Pyth. hyp. d (£€6e10 8¢ dy®dva k1BopwdLkOV OOTEP KoL TPOTEPOV, TPOCEONKE
8¢ aDANTNV Kol cOAWMBOV).

2 See J. A. Davison, “Notes on the Panathenaia’, JHS 78 (1958) 26-29. Despite
Plutarch’s evidence (Per. 13. 11), there is no doubt that in Pericles’ time the musical
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6 Nina Almazova

for the Panathenaic aulodic competitions before the fourth century BC,
but vase-painting provestheir existence for the sixth and the fifth century.®

The main argument is provided by the so-called pseudo-Panathenaic
amphorae. In addition to prize amphorae with the official inscription
TON AGENEOGEN AGAON and pictures of armed Athena on side
A and of athletic competitions on side B, there are smaller not-in-
scribed black-figured amphorae of the same shape and with the same
kind of decoration. Though their actual purpose is not determined,*
their images are acknowledged to provide legitimate evidence for the
depicted Panathenaic competitions for the period in which they were
made.®> The contests of adApdoi are most probably shown on four
pseudo-Panathenai c amphorae, which date from the sixth to the begin-
ning of the fifth century BC:

1. London, The British Museum B 141 (fig. 1).5

contests were not introduced, but only reorganized, see E. N. Gardiner, Greek Athletic
Foortsand Festivals(London 1910) 230-231; E. Preuner, “Amphiaraiaund Panathenaia’,
Hermes 57 (1922) 94-95, 98-99; Davison, op. cit., 36-41; M. F. Vos, “Aulodic and
Auletic Contests’, in: H. A. G. Brijder, A. A. Dukker, C. W. Nesft (eds.), Enthousiasmos:
Essays on Greek and Related Pottery Presented to J. M. Hemelrijk (Amsterdam 1986)
127-128; H.Kotsidu, Die musischen Agone der Panathen&en in archaischer und
klassischer Zeit. Diss. (Minchen 1991) 31-34; H. A. Shapiro, “Mousikoi Agones:
Music and Poetry at the Panathenaia’, in: J. Neils (ed.), Goddess and Polis: The
Panathenaic Festival in Ancient Athens (Princeton 1992) 57, 61-62.

31 owe my list of Attic vases depicting aulodes to the following publications:
D. von Bothmer, “Attic Black Figured Pelikai”, JHS 71 (1951) 42—44; Davison (n. 2)
42; idem, “Addendato ‘ Noteson the Panathenaia” , JHS82 (1962) 141-142; K. Schauen-
burg, “Herakles Musikos”, Jahrb. DAI 94 (1979) 66 n. 71, 67 n. 77; Vos (n. 2) 130;
Kotsidu (n. 2) cat. pp. 293-315; Shapiro (n. 2) 53-75.

4 There is evidence, at least for the fourth century BC, that the prizes for the
victors of the musical (unlike athletic) contests at the Panathenaia were not olive oil,
but silver and gold: Ath. Pol. 60, confirmed by IG I1-111% 2311 (see below n. 42
and p. 16) On the prizes for musicians cf. Gardiner (n. 2) 231; Preuner (n. 2) 95-98;
Davison (n. 2) 37 f.; Vos (n. 2) 124; Kotsidu (n. 2) 90-103; Shapiro (n. 2) 58-60.

> R.R. Heinze, “Panathenaische Amphora des akademischen Kunstmuseums zu
Bonn”, Bonner Studien. Aufsétze aus der Altertumswissenschaft. Reinhard Kekulé zur
Erinnerung an seine Lehrthatigkeit in Bonn gewidmet von seinen Schilern (Bonn
1890) 246-247; Preuner (n. 2) 95; W. Zschietzschmann, “Homer und die attische
Bildkunst um 560", Jahrb. DAI 46 (1931) 58; Davison (n. 2) 26.

6 A.B.Cook, “Onthe Thymelein Greek Theatres’, CIR 9 (1895) 372; CVA Great
Britain 1 (Brit. Mus. 1) 11l H e, pl. 6. 1; Zschietzschmann (n. 5) 55fig. 8 (B); A. G. Beck,
Album of Greek Education (Sydney 1975) pl. 44. 236; L. Polacco (ed.), Il teatro antico
di Sracusa, parsaltera (Padua1990) fig. 161; Kotsidu (n. 2) cat. P 1; Shapiro (n. 2) 62
fig. 40 (side B); Beazley Archive Databases (http://www.beazley.ox.ac.uk/
databases/pottery.htm) no. 4092. Ca. 560-520 BC.
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On the meaning of adA®dia, OAMSOG 7

2. New York, The Metropolitan Museum of Art 1989.281.89 (fig. 2).”

3. Bonn, Akademisches Kunstmuseum 43 (fig. 3).8

4. Frr. Athens, Acropolis 1060 (fig. 4).°

In addition, there are Attic vases of other shapesthat aso represent two figures

on a platform (Bfiuc), one playing a double aulos and the other probably
singing, X in the most casesin the presence of an audience (judges, managersof an
agon, teachers, other competitors, Smply listeners), in the Classicd period accom-
panied aswell by Nikai. The serieslagtsinto the end of thefifth century BC:t

5. Rf. belly-amphora, Basel BS 491 (fig. 5).22

7 D. von Bothmer, “Notes on the Princeton Painter”, Antike Kunst 30 (1987)
65 pl. 9. 2; Shapiro (n. 2) 63 cat. 18; Beazley Archive Databases (n. 6) no. 42 104. The
Princeton Painter, ca. 540 BC.

8 A.Greifenhagen, “Attische schwarzfigurige Vasen im Akademischen Kunst-
museum zu Bonn”, Arch. Anz. 50 (1935) 443444, fig. 31-32; Heinze (n. 5) 240-247;
Kotsidu (n. 2) cat. P 3. Ca. 540 BC.

° B.Graef, F. Langlotz, Die antiken Vasen von der Akropolis zu Athen | (Berlin
1925) pl. 62; Beazley, ABV 396, 12; Vos (n. 2) no. 43; Kotsidu (n. 2) cat. P 9. The
Eucharides Painter, ca. 500 BC.

101t is not obvious how to paint the process of singing (which makes it difficult to
distinguish theimages of citharodes from that of citharists: J. Roulez, Choix de Vases Peints
du Musée d' Antiquités de Leyde [Gand 1854] 78; Kotsidu [n. 2] 106; Shapiro [n. 2] 58). On
no. 19 of thelist three circular marksin purple, probably indicating sounds of music, proceed
from the mouth of a singer (Smilar on ahydria, the British Museum E 171). A convention
employed sometimes in vase-painting was to depict asinger with his head thrown back and
mouth open (Kotsidu, ibid.; Shapiro, ibid.), but it is surprisingly seldom applied while
depicting aulodes (see no. 9) —perhaps because the presence of an accompanist should itself
indicateasinger. According to asupposition of D. Shabalin (/1. C. Illa6anus, “ My3sikansHoe
mbinuienne antuaHocty” [“ The Musica Thought of Antiquity”], [Tosnasas ucmopuio my-
suiku npouinozo [Bnagusoctox 2007] 137), theraised chin of singers on ancient Greek and
Egyptian pictures indicates the larynx raised upwards and thus testifies the rendering of
high pitcheswhich, heimplies, were dominating in music. Still we should weigh, whether
it was just an iconographical convention for sSinging and inspiration in general.

111 do not include the neck amphora with twisted handles, the British Museum
E 270, by the Kleophrades Painter (Beazley, ARV? 183, 15), with a lone figure of a
rhapsode reciting hexameters on side A and an aulete on side B, though it has been
argued, albeit inconclusively, that the both sides together represent an aulodic
performance: CVA Great Britain 4 (Brit. Mus. 3) Il 1 ¢, pl. 8, 2 a-d and p. 5 (“flute-
player accompanying the poet”); Schauenburg (n. 3) 67 n. 78 (“Auf der Londoner
Amphora ARV?2 183, 15 sind Sanger und Aulet auf A und B verteilt”); H. A. Shapiro,
“Hipparchos and the Rhapsodes’, in: C. Dougherty, L. Kurke (eds.), Cultural Poetics
in Archaic Greece: Cult, Performance, Politics (Cambridge 1993) 95-97. Contra Vos
(n. 2) 122123 (and 129 no. 9); Kotsidu (n. 2) 112 (and cat. V 39).

12 K. Schauenburg, “Eine neue Amphora des Andokidesmalers’, Jahrb. DAl 76
(1961) 50fig. 2; Vos (n. 2) no. 33; CVA Switzerland 7 (Basel 3) pls. | 2. 6; 11 2; Kotsidu
(n. 2) cat. V 34; Shapiro (n. 2) 67 fig. 45. The Andocides Painter, ca. 525-520 BC.
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8 Nina Almazova

6. Bf. pyxis of Nicosthenic shape, Vienna, Kunsthistorisches Museum,
Antikensammlung IV 1870 (fig. 6).1
7. Bf. belly-amphora, Munich, Staatliche Antikensammlungen 1411 (fig. 7).%*
8. Bf. pelike, Gela 124/B (fig. 8).1°
9. Bf. neck-pelike, New York, The Metropolitan Museum of Art 07.286.72
(fig. 9).%6
10. Bf. pelike, Palermo N.I. 1961 (fig. 10).2”
11. Bf. alabastron, Cambridge, Mass., Harvard University, Arthur M. Sack-
ler Museum 1977.216.2397 (fig. 11).%8
12. Bf. lekythos, Syracuse 20 903 (fig. 12).1°

13 Former Hofmuseum 318. E. Buschor, “Skythes und Epilykos’, Jahrb. DAI 30
(1915) 39 fig. 2; Beazley, ABV 671; Proceedings of the 12! International Congress of
Classical Archaeology, Athens, 4-10 September 1983/ Ilpaxtixe tov Xl dievovg
oVVEIPLOV KAaoIkTS apyaioloyiag, Adnve, 4-10 Sexreuforov 1983, B (Adnvo
1988) pl. 28. 1-2; Kotsidu (n. 2) cat. V 6; Shapiro (n. 2) 54 fig. 32 b; Beazley Archive
Databases (n. 6) no. 306 451. 530-520 BC.

14 Beazley, “ Groups of Mid-Sixth-Century Black-Figure’, ABS 32 (1931-32) 14,
no. 40; idem, ABF 311, 2; CVA Deutschland 3 (Minchen 1) pl. 41. 3; E. Bohr, Der
Schaukelmaler (Mainz 1982) pl. 183 b; Vos (n. 2) no. 35; Kotsidu (n. 2) cat. V 7. The
Painter of Munich 1410, ca. 520 BC. It can be doubted if an aulodic performance is
depicted, for thereisno bemaand so the figure (its upper part missing) confronting the
aulete may turn out to be ajudge. But the central position of two figures, assumingly of
an aulete and an aulode (and not of only one figure, that of an aulete), flanked by two
listeners on each side, backs up the hypothesis of an aulodic contest.

15 0. Benndorf, Griechische und sizilische Vasenbilder, Hf. 1 (Berlin 1869)
pl. 43. 4 a-b; Bothmer (n. 3) 44 no. 63; J.-C. Poursat, “L es représentations de dance
armée dans la céramique attique”, BCH 92 (1968) 573 no. 16, 571 fig. 25; CVA Italia
56 (Gela4) pls. 5. 2; 8.1, 2; Vos(n. 2) no. 42; Kotsidu (n. 2) cat. V 25. The Eucharides
Painter, ca. 500480 BC.

16.G. M. A. Richter, The Metropolitan Museum of Art: Handbook of the Greek
Collections (Cambridge, Mass. 1953) 62, pl. 43 d; G. M. A. Richter, M. J. Milne,
Shapes and Names of Athenian Vases (New York 1935) fig. 32; Bothmer (n. 3)
46 no. 5, pl. 22 b (side B); M. Wegner, Griechenland: Musikgeschichte in Bildern. I1.
Musik des Altertums (Leipzig 1963) 70-71 fig. 42; Aspects of Ancient Greece: an
exhibition organized by the Allentown Art Museum with the cooperation of Gloria
Ferrari Pinney and Brunilde Ssmondo Ridgway ... Allentown Art Museum, September
16 through December 30, 1979 (Allentown 1979) no. 27 with fig.; Vos (n. 2) no. 39;
Kotsidu (n. 2) cat. V 22; Shapiro (n. 2) 52 cat. 19. Ca. 575-500 BC.

17" Former Palermo 156. Mentioned by Bothmer (n. 3) 42 no. 3; Vos (n. 2) no. 40;
Kotsidu (n. 2) cat. V 23. 550-500 BC.

18 CVA USA 8 (Fogg Museum) pl. 21, 3 a, ¢; Vos (n. 2) no. 37; Kotsidu (n. 2) cat.
V 29; Shapiro (n. 2) 71, fig. 49b. Ca. 500 BC.

19 Monumenti Antichi 17 (1906) 67-68 fig. 40; E. Haspels, Attic Black-figured
Lekythoi (Paris 1936) [henceforth ABL] 208, 73; Vos (n. 2) no. 41 (ABV 208, 73 is
indicated by Vos erroneoudly); Kotsidu (n. 2) cat. V 11. The Gela Painter, 525-500 BC.
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On the meaning of avAwdic, cdOAMBOG 9

13. Bf. lekythos, once Athens, market (non vidi).?°

14. Bf. lekythos, once New York, Parke-Bernet Galleries (fig. 13).%

15. Bf. lekythos, Athens, Agora (non vidi).?

16-17. Bf. Nolan amphora, London, The British Museum B 188 [sides
A and B] (figs. 14, 15).%

18. Rf. cup fr., Rome, Villa Giulia.?*

19. Rf. pelike, London, The British Museum E 354 (fig. 16).%

20. Rf. pelike, Leiden RO 11 60 (fig. 17).%

21. Rf. calyx-crater, Larisa, Archaeological Museum 86/101 (fig. 18).2"

20 Unpublished; Haspels, ABL 252, 61; Vos (n. 2) no. 44; Kotsidu (n. 2) cat. V 17.
The Theseus Painter (after 500 BC).

21 Parke-Bernet Galleries, Antiquities, Public Auction: Friday, January 24, 1969
(New York 1969) 69, lot 215. Ca. 500 BC.

22 Mentioned by Schauenburg, (n. 3) 66 n. 71: “Sehr schlecht erhalten eine
Lekythos im Agoramuseum, auf der zwei nach r. bewegte Mantelfiguren auf hoher
Basis zwischen zwei sitzenden Figuren erscheinen, einer mit Stab, der andere mit
Instrument (?)”.

23 Cook (n. 6) 372; Gardiner (n. 2) 231, fig. 32 (side A); S. Bleecker Luce, Jr.,
“The Origin of the Shape of the *Nolan” amphora’, AJA 20 (1916) 453, 457 fig. 11
(side A); CVA Great Britain 4 (Brit. Mus. 3) I1l H e, pl. 45. 10 a, b; Haspels, ABL
219, 64; Vos (n. 2) no. 38; Kotsidu (n. 2) cat. V 15. The Edinburgh Painter, ca. 500—
480 BC.

24 Beazley, ARV? 432, 50; Vos (n. 2) no. 45; Kotsidu (n. 2) cat. V 51; D. Buit-
ron-Oliver, Douris, A Master-Painter of Athenian Red-Figure (Mainz 1995)
pl. 60 no. 91; Beazley Archive Databases (n. 6) no. 205 094. The Douris Painter,
500-450 BC.

25 Schauenburg (n. 12) 69 fig. 25; Beazley, ARV? 1119, 5; D. M. Bailey, A Catalogue
of the Lamps in the British Museum | (London 1975) pl. 139 & Vos (n. 2) no. 49;
Kotsidu (n. 2) cat. V 90; T. Mannack, The Late Mannerists in Athenian Vase-Painting
(Oxford 2001) 39 and pl. 41 & Beazley Archive Databases (n. 6) no. 214813. The
Painter of Oxford 529, 450425 BC.

26 1. J.F. Janssen, De Grieksche, Romeinsche en Etrurische Monumenten van het
Museum van Oudheden te Leyden (Leiden 1843-1848) 185 no. 11 1874; C.Leemans,
“Het Muzykexamen; eene grieksche beschilderde vaas’, Caecilia, muzikaal Tijdschrift
3(1847); Roulez (n. 10) pl. 18; J. H. Holwerda, Catalogus van het Rijksmuseum van
Oudheden te Leiden. Afdeeling Griekenland en Italié, eerste deel, Vaatwerk ([Leiden]
1905) 108-109, XV 11 no. 42; Beazley, ARV? 1084, 16; CVA Netherlands 5 (Leiden 3)
pls. 135. 1, 136. 1-5; T. H. Carpenter et al., Beazley Addenda (Oxford 21989) [hence-
forth Add?] 327; Vos (n. 2) no. 46 and p. 123 fig. 1; Kotsidu (n. 2) cat. V 82. The Cassel
Painter, ca. 450440 BC.

27 Shapiro (n. 2) 61 and fig. 39 b; M. A. T1Bepiog, “Evag kpartnpog tov {mypo-
@ov 10V Movoyov 2335", in: idem, IlepixAeia Hoavadnvare (Abnva 1989) 81-134,
summary in English 135-142, fig. 2, 11, 12, 13; Kotsidou (n. 2) 118. The Painter of
Munich 2335, ca. 440430 BC. Since only the legs of two figures on a bema are
preserved, this could aswell be asynaulia, but aulodiais more probable, given that the
representations of synaulia are very rare (see below n. 145).
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22. Rf. hydriafr., Athens, Agora P 7912 (fig. 19).%

23. Rf. column-crater, Baranello 86 (fig. 20).%°

24, Rf. calyx-crater, Bologna PU 286 (fig. 21).%°

25. Rf. bell-crater, Oxford, Ashmolean Museum 1960.1220 (fig. 22).3!
26. Rf. column-crater, Ferrara 2813 (fig. 23).%

27. Rf. column-crater, Ferrara 2996 (fig. 24).3

Such common details as the platform, festal garments, and listeners
make it quite probable that amusical contest is depicted,®* still it cannot be
taken for granted that they indicate anything more than a public perfor-
mance; in fact, only judges and Nikai are obvious signs that a competition
is taking place,® but the judges themselves are not quite clearly distin-

28 Beazley, ARV? 1150, 30; Vos(n. 2) no. 50; Kotsidu (n. 2) cat. VV 94; M. B. Moore, Attic
Red-figured and White-ground Pottery, The Athenian Agora 30 (Princeton 1997) pl. 7. 15;
Beazey Archive Databases (n. 6) no. 215 241. The Kleophon Painter, 450-400 BC.

29 G. Dareggi, Ceramica Attica nel Museo di Baranello, Materiali del Museo di
Baranello 2 (Comune di Baranello 1974) 22—-23 no. 19, pl. 28; eadem, Ceramica greca
e italiota nel Museo di Baranello (London 1977) 28 no. 22, pl. XI & b; Vos (n. 2)
no. 47; Kotsidu (n. 2) cat. V 88; C. Thone, Ikonographische Studien zu Nikeim 5. Jahr-
hundert v. Chr.: Untersuchungen zur Wirkungsweise und Wesenart (Heidelberg 1999)
cat. Cc 30. The Orestos Painter, ca. 460425 BC.

30 G. B. Passeri, Picturae Etruscorumin vasculis | (Romae 1767) pl. 7; Antiquités
Etrusques, Grecques et Romaines, gravées par F. A. David, avec leurs explications par
d Hancarville, Il (Paris 1785) pl. 35; F. Inghirami, Pitture di vasi fittili (Fiesole 1835—
1837) pl. 361, 362; Th. Panofka, Bilder antiken Lebens (Berlin 1843) pl. 1V 9;
G. Pellegrini, Catalogo dei vasi antichi dipinti delle collezioni Palagi ed Universitaria
(Bologna 1900) 46-48 no. 286, fig. 34; Beazley, ARV 793, 13; ARV? 1158 (IlI);
T. B. L. Webster, Potter and Patron in Classical Athens (London 1972) 133; Vos (n. 2)
no. 51; Add? 337, 1158; Kotsidu (n. 2) cat. V 95; Beazley Archive Databases (n. 6)
no. 215 331. Near the Dinos Painter, 450400 BC.

31 The Ashmolean Museum, University of Oxford, Report of the Visitors (1960)
pl. 4, b; Beazley, ARV? 1186, 24 bis; Vos (n. 2) no. 52 and p. 125 fig. 2; Add? 341;
Kotsidu (n. 2) cat. V 99; Thone (n. 29) cat. Cc 29; Sh. D. Bundrick, Music and Image
in Classical Athens (Cambridge 2005) 171 fig. 100; Beazley Archive Databases (n. 6)
no. 215713. The Kadmos Painter, 430420 BC.

32°S, Aurigemma, La necropoli di Spina in Valle Trebbe (Rome 1960) pl. 225;
Beazley, ARV? 1104, 8; CVA Italia 37 (Ferrara 1) pl. 38. 3; Vos (n. 2) no. 48; Kotsidu
(n. 2) cat. V 86. The Orpheus Painter, 450400 BC.

33 F Berti, D. Restani (eds.), Lo specchio della musica: |conografia musicale nella
ceramica attica di Spina (Bologna 1988) no. 19 with fig.; Kotsidu (n. 2) cat. V 87.

34 In any case, an agonistic form of performance seems dominating and thus the
most probable for ancient Greek artists. On agonistic spirit in Ancient Greece
see, e. g., A. Zaicev, Das griechische Wunder. Die Entstehung der griechischen
Zivilisation, Xenia 30 (Konstanz 1993).

35 Vos (n. 2) 124. Some scholars consider the bema to be a decisive proof of
representing a contest: Roulez (n. 10) 78; Kotsidu (n. 2) 105 (“ Die Angabe des Bemas
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On the meaning of adA®dia, OA®SOG 11

guishable from the public.%¢ In some cases, a private occasion can be sup-
posed: on no. 7 the bemais absent; on no. 6 most probably school events
aredepicted. But if indeed apublic festival is represented, it is presumably
the Panathenaic contest, since Attic vase-painters were unlikely to show
any other aulodic competition.

Onsomepictures(nos. 12, 14, 19, 21, 25, 27), themusiciansare placed by the
columns, which should indicate an indoor performance;®’ since this element ap-
pearsin the most cases (but no. 12 and 14) in the second part of thefifth century,
the columns are sometimes considered to represent the Periclean Odeion where
the Panathenaic musical contestswere held at that time (Plut. Per. 11).%

Evidence from vase-paintings seems to be either earlier than 470 or
later than 450 BC. This led some scholars to postulate the hiatus in the
musical®® or just aulodic*® contests at the Panathenaiain the Early Classical

bildet den einzigen gesicherten Hinweis darauf, dal? das Vasenbild die Abhaltung eines
offentlichen musischen Agons zeigt”), though the performers at a concert (see
below n. 58, 71, 72, 73, and Athen. 12. 54, 538 b) would surely stand on it, too.

36 Kotsidu (n. 2) 107-108; see E. Reisch, “Agonothetes’, RE | (1894) 870-877;
H. Schween, Die Epistaten des Agons und der Pal&stra in Literatur und Kunst (Kiel
1911) 291., 40 ff., 51 f., 57 f. Such features usually attributed to judges, as being adult
(bearded), wearing long mantle, wreath or taenia, sitting on a dippog Or kAlGpAC,
holding or linking on astaff, arein fact not restrictive and are shared by other characters
(staffs, as fashion accessories, are sometimes hold even by aulodes [nos. 5, 7, 157]).

37 ContraKotsidu (n. 2) 108: “ Die abgebil deten Saulen versetzen den agonistischen
Vortrag in einen nicht ndher bestimmbaren architektonischen Zusammenhang, etwa
vor einer Saulenhalle oder einer Gebaudefront, nichts deutet auf den Darstellungen
jedoch darauf hin, dafd der Wettkampf im Inneren eines Gebdudes stattfindet... Im
Gegensatz dazu erhellt aus der Darstellung der schwarzfigurigen Lekythos des Gela-
Malersin Syrakus[no. 12 inthelist above. —N. A]] mit denim Hintergrund abgebildeten
Séulen, dafd das Geschehen vor einer Sulenhalle zu denkenist”. But what other means
did a vase-painter have at his disposal to represent a scene inside a building? The
perspective, influenced by major painting, istraced only sporadically on some vases of
the Late Classical period and is alien to vase-painting in general, for its aim is to
emphasize the surface of a vessel rather than indicate the depth of field. And it is
hardly possible to imagine the columns placed in the foreground, hiding the musicians
behind them (evidently this would not be the case even in aconcert-hall). —K. Schauen-
burg ([n. 3] 66) supposed that the columns could indicate a sacred area: “Saulen sind
natiirlich, vor allem nach Errichtung des Odeions im 5. Jahrhundert, kein absolut
zwingender Beweis, dai3 die musikalische Darbietung in einem Heiligtum vonstatten
geht, machen es jedoch wahrscheinlich”.

3% R.Meinel, Das Odeion. Untersuchungen an uberdachten antiken Theater -
geb&uden (Frankfurt/M. 1980) 29; 139; Shapiro (n. 2) 200 n. 53. On the Odeion see
Davison (n. 2) 33-36; contra Kotsidu (n. 2) 130-170, esp. 141-154, with literature.

39 Davison (n. 2) 38, 41; idem (n. 3) 141.

40 M. F. Vos, CVA Netherlands 5 (Leiden 3) p. 33; eadem (n. 2) 123, 127-128;
Kotsidu (n. 2) 125. According to Vos and Kotsidu, the lacuna in other musical
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12 Nina Almazova

period that made their re-introducing by Pericles necessary. The suspension
of aulodia is possible, “but given the accidents of preservation of Attic
vases, such inferences based solely on the absence of representationsin a
given period are unwarranted” .41

Itisonly fromthefirst half of the fourth century BC that we have at last
alist of prizes, abeit incomplete, at the Panathenaia,*? which mentions
avdpaov avilmdotg in line 12 of the text preserved.

Approximately to the same period belongs the only mention of aulodia
in Greek literature of Classical time,* that of Plato Leg. 700 d—e: those
notorious new musicians who have no idearepi 10 dikaiov Tfig Mobong
Kol 1O voppov confuse in their compositions the things that should never
be mixed, in particular kol adAmdiog 31 Tolg KLOOPWILOLG UILODUEVOL.
Thus we are brought to the notice that singing to the aulos and singing to
the cithara were appreciated as two quite different arts, requiring different
skillsand producing different effects, and hence justifiably bearing two dif-
ferent names, adAwdio and k1Bopwdio.*

The epigraphical evidence from the fourth century mentions two fur-
ther festivals with aulodic competitions. First, the decree of Eretria® of
340 BC introducing the Artemisia establishes among others the prizes
o OAIOL Tl ... devTéPOL ... TpitoL. Second, thereisan avnp adA®SO(C)
in a catalogue of victors at the Amphiaraiain Oropos.*®

A remarkable feature of the agonistic documents mentioned aboveisan
indication of age groups, namely é&vépadv and moidwv. Since no women

competitionsisnot attested by vase-paintings; see aso D. Schafter, “Musical Victories
in Early Classical Vase Paintings’ (abstract of paper), AJA 95 (1991) 333-334.

41 Shapiro (n. 2) 200 n. 34. —Cf. the date of no. 18.

42 3G 1055 = Michel 880 = 1G I 965 = IG I1 —1112 2311. H. Kotsidu ([n. 2] 24)
adduces the date of 366-338 BC. See H. W. Parke, Festivals of the Athenians (London
1977) 35; A.W. Johnston, “I1G 112 2311 and the Number of Panathenaic Amphorag”,
ABS82 (1987) 125-129.

43 As a matter of fact, one more reference dates back to the fifth century BC:
according to Clem Al. Strom. 1. 3. 24. 3, there was a satyr play hamed AbAwdot by
lophon, son of Sophocles (see E. Diehl, “lophon 27, RE 9 [1916] 1899).

4 H. Guhrauer, Zur Geschichte der Aulodik bei den Griechen, Programm des
Gymnasiums Waldenburg im Schlesien (Waldenburg 1879) 4: “Wie wir also heut zu
Tage etwa Opernséngern oder Liedersangern, so ungefdhr scheiden die Griechen
Auloden und Kitharoden”.

4 Eph. Arch. (1902) 101-102 =G XI1 9, 189 = SGDI 5315=LGSI| 88, lines 15—
16.

46 Arch. Eph. (1923) 46-49 no. 125 = Michel 889 = IG V11 414, line 5; E. Preuner,
“Griechische Siegerlisten. I. Siegerliste von Oropos’, MDAI Ath. 28 (1903) 338-346
(Michel —ca. 325, Preuner —366-338 BC).
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On the meaning of avAwdio, cdOAMBOG 13

were allowed to perform in the sacred competitions, an interest in the
peculiar high timbre of the boys' voices seems natural. The inscription
from Eretria, which is preserved almost completely, mentions boy
aulodes (though there is no such category for men performers), thus
providing the parallel that makes possible a restoration of adAJwdog
n{aig in line 3—4 of Oropian catalogue.*’

As for the Panathenaic list, the mention of an aulodic contest for
men would not necessarily imply the existence of this contest for chil-
dren (as the same Eretrian document shows), but it still seems possible
to supply a mention of a boys aulodic competition somewhere in the
damaged lines of the inscription.*® In any case, one would assume the
broadest possible program for the famous Panathenaia.*® Moreover, the
supposition of boy aulodes at this festival is supported by vase-painting.

There seems to be evidence for children’s competitions, though
not quite irrefutable, even for the Archaic period. It has been argued
by R. R. Heinze long ago, that a performance of abAwdog malg is de-
picted on no. 3, because the two performers are shown beardless in
contrast to the bearded listeners.>® More examples for the youthful
musi cians opposed to the bearded audience could be given (nos. 2, 16,
17; aulode only nos. 12, 14). But this contrast cannot be considered a
saf e proof, because the beardless young men could well have competed
in the adult age group; nor can the smaller size of the both musicians,
for it is often caused by their standing on the bema (nos. 1, 2, 3, 8, 12,
14, 16, 17). It ismore tempting to interpret in the same vein no. 9, where
the beardless singer is definitely shorter than the bearded aulete. Still it
should be noted that on no. 8 all figures are bearded, but the vase-
painter did not manage a single scale, so that the figure of a singer is
smaller than that of an aulete, and both seem shorter than a seated
judge. Thus, we cannot conclude with confidence about the contest

47 Preuner (n. 46) 339.

48 |bid., 341; Preuner (n. 2) 91-92 (at the beginning); Johnston (n. 42) 126. 127
(between the bottom of A.l 22 and the top of B.I 4). Parke ([n. 42] 35) supposed that
the prizes for children were not mentioned in the list because boys could be awarded
nothing more valuable than plain olive crowns.

49 Preuner (n. 46) 341. Moreover, it seems probable that the similarities of the
programs of these three festivals, including the definition of age groups, are accounted
by the circumstance that the Oropian and the Eretrian games followed the glorious
Attic Panathenaia, see: H. A. Anma3oBa, “ JleTckue MycH4YeCKUe COCTSI3aHHS B DJUTHHH-
crudeckyto smoxy” (N. Almazova, “The Children Musical Competitions in the Hel-
lenistic Period”), Cathedra Petropolitana, Philologia Classica VI (St. Petersburg
2004) 175-176, cf. Preuner (n. 2) 83 f., 89-93.

30 Heinze (n. 5) 245.
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14 Nina Almazova

aVA®IGV Taidwv at the Panathenaiain the Archaic period, though it
looks probable.

Yet in the Classical period the images of boy aulodes are quite unmis-
takable and quite popular (nos. 18,%1 19, 20, 21,52 22, 23, 24, 26, 27). Their
predominance® even let M. Vos believe that aul odic competitions were re-
vised by Pericles, so that from his time onwards only small boys could
participate in them,> but it would look very odd and contradict the
epigraphical evidence. The reasons for the painters’ partiality to the chil-
dren contests are to be sought in the demands of their own art, not that of
the singers. First, the youthful appearance is typical for the characters of
High Classical art: even the gods grow younger,> and so do the contes-
tants, both athletes and musicians.>® Second, depicting children was anov-
elty mastered by the vase-painters of the fifth century. For the inventors of
such a composition the figures of boys would look advantageous and add
variety to a scene; for their followers it became an iconographical conven-
tion. The Panathenaic aul odic contests of the Classical time were surely not
reduced to boys' ones, but the existence of the children competitionsin this
period cannot be doubted.

Meanwhile, the excavations of the twentieth century have enriched us
with one more agonistic inscription dealing with the age groups for
aulodes, which dates approximately from the third century BC: it isacata-
logue of victors at the Great Erethimiain Rhodes,>” wherein linesB 10 and
12 [a0]A@dog moidwv] and [ab]Apdog av[dpdv] are restored.

In the Hellenistic period, it seems that the aulodia was still considered
animportant part of program in the case of most representative and impres-
sive musical performances, such as the famous wedding in Susa held by
Alexander the Great in 324 BC. Artists from all over Greece assembled to
the party, and all the popular é&xpodpote, including two adAdot, were
produced (Athen. 12. 54, 538 b). An aulode took also part at least at two of

31 The cup by Douris is the only evident example (though the upper part of the
both figures is missing) dating from the first half of the fifth century BC.

52 TiBeprog (N. 27) 137: “...two musicians of apparently different ages... On the
basis of other similar scenes, we can be sure that the younger figure is singing while
the elder plays the double flute”.

33 It may look like all the extant Classical vases have boy singers (Vos [n. 2] 127,
Shapiro [n. 2] 60), but | doubt if no. 25 depicts a boy, cf. Bundrick (n. 31) 170 and
n. 155.

3 Vos (n. 2) 128.

35 Seg, e. g., J. Boardman, Athenian Red Figure Vase Painters. The Archaic Period
(London 1975, repr. 1997) 223.

36 Shapiro (n. 2) 58, 200 n. 52.

57 BCH 99 (1975) 102.
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On the meaning of avAwdio, cdOAMBOG 15

the four Pythaids sent to Delphi by the Athenians supported by their guild
of texvitor who tried to do their best in performing a splendid concert in
128/7%8 and amusical competitionin 97 BC.5

Changesin public taste for musical contests can be judged by the Museia
in Thespiae, afestival well attested by numerous documentsfor along period
of time. The aulodiawas in program aready in the third century BC, as ap-
pears from a decree giving anew status of dyamv Ovpuelikédg at the Museiaas
otepovitng icomhog. 0 After that, the aulodia is mentioned in the cata-
logues of victors from the first century BC,%! but is completely absent in the
documents from the Roman Imperial period (11-111 AD).5?

The competitions of adAwdot at the Amphiaraiain Oropos attested for the
fourth century (see above) did not last till the first century BC: no mention of
them isfound in the catal ogues of that time.®3 But in the same century aulodes
competed at a number of other festivals: the Charitesiain Orchomenos,®* the
Ptoiain Acraephia,® the Sarapieiain Tanagra.?¢ A musician from a catal ogue
of Soteriain Acragphia could have been either an aulete or an aulode.®”

In the most cases, the competitions that include aulodia are Boeotian:% it
seems that mainly there the interest in aulodia was still preserved in the firgt

8 9G2698 A =FD 111 2, 47 line 23 (line 20 &kpodirotol T GUVOVEAGOVTOL TOG
700 00D APEPQLG).

% 9GE711L =FD Il 2, 48 line 31 (lines 29-30 tobg cuvarymviEoUEVOLS TOV
OUUEALKOV AYAVOL KOL TOV OKOVIKOV €V TOIG ToD 00D OPEPOLS).

0 The response of the Athenians accepting the new status of the festival: BCH 19
(1895) 322-326 no. 2 col. b line 7 = 1G VII 1735 b; the response of the Isthmian-
Nemean guild of the artists of Dionysos: BCH 19 (1895) 313-322 no. 1line19=9G?
457 = Michel 1012.

61 BCH 19 (1895) 332-333 no. 6 line 13 = Michel 891; BCH 19 (1895) 333
334no.71ine8=1G VII 1762; BCH 19 (1895) 337-339 no. 12 line 25; BCH 19 (1895)
340 no. 13 line 21 = E. Reisch, De musicis Graecorum certaminibus capita quattuor
(Vindobonae 1885) Appendix [henceforth: Reisch] 1V = Michel 892 = 1G VII 1760.

62 BCH 19 (1895) 340341 no. 15=1G VII 1773; BCH 19 (1895) 341-343 no. 16
= SEG |11 334; BCH 19 (1895) 343-345 no. 17; 345-346 no. 18 = IG VIl 1776; Arch.
Eph. (1917) 167.

9 SeelG VII 416 = Reisch I1X; IG VIl 419 = Reisch VIII; IG VIl 420 = Reisch VII.

%4 1G VII 3195 = Reisch | = Michel 894; IG VIl 3196 = Reisch II; IG VI 3197 =
Reisch I11.

65 BCH 44 (1920) 251-252, no. 10.

66 G XIX (1963) 335 (improving IG VII 540; BCH 2 [1878] 590 no. 22;
Reisch XI1; Michel 890; Arch. Eph. [1956] 36).

7 Tlwopévng TwotAéong? IG VIl 2727 line 16 = Reisch XIV-XV; L.E. Z1e-
PaVIG, ALOVVOLOKOL TEYVITOL. SVUPOAES OTNV TPOCWTOYPAPLE TOV BEATPOV Kl
Tng povoikns v opyaiwv EAAnvov (Hpoxkieto 1988) no. 2353.

%8 The supposition made by the first editors (JHS 7 [1886] 148 f. = Michel 901)
that an aulode was mentioned in a catalogue of Heraia on Samos (11 BC) has proved
erroneous, cf. ZPE 1 (1967) 230.
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16 Nina Almazova

century BC. It should not surprise, as Boeotiawasfor along timefamousfor its
school of aulos-playing and its liking for aulos music.%® An attempt was made
to restore a mention of aulodes in two more inscriptions related to some un-
known (perhaps Theban) festivals,” although these inscriptions may be dating
from the Imperial age and thus be unparaleled for the contestsin aulodia.

Finally, we have some evidence for performances of adAgdot outside
the competitions, all of them dating from the second century BC: in lasos, "
Kyrene,’? and, most probably, on Delos.”®

Itissignificant that al the epigraphica sourcesrelating to the aulodic per-
formances do not postdate thefirst century BC. It does not mean, of course, that
people stopped singing to the aulos after that, but | am inclined to think that by
that time aulodia, that is, asolo singing of a vépog to an aulos accompani ment,
gradually ceased to be apart of official musical competitions.

The unpopularity of aulodia as compared with other kinds of perfor-
manceis proved not only by the scanty evidence. Theexisting list of prizesat
the Panathenaia shows that aulodia was estimated lower than other catego-
ries.’* five prizes, thefirst of them agolden wreath worth 1000 drachmae and
500 drachmae in silver, the rest 1200, 600, 400 and 300 dr., were established
for citharodes; three prizes, the first of them awreath of 500 dr. and 300 dr.,
thethird 100 dr., for citharists; and only two, awreath of 300 dr. and 100 dr.,
for aulodes.” Similar is the relative value of the more modest prizes at the

% See, e. g., Plut. Pelop. 19; Alcib. 2, 6; Sch. Aristoph. Ach. 862 a. Guhrauer ([n.
44] 15) calls Boeotia “ein Eldorado jeglicher Art Aulos-Musik”.

701G VII 2448 = MDAI Ath. 3 (1878) 142 = Reisch XI; IG VII 2449 = MDAI Ath.
3(1878) 143.

71 LBW 256 = IK 28.1 164 line 12 (190-180 BC).

72 ASAA 39/40 = N. S. 23/24 (1961-1962) 273 no. 103 line21 = SEG XX (1964) 716.

3 ad[Aw]doc: IG X1 133 line 78 (170 BC), see E. Capps, “Studies in Greek
Agonistic Inscriptions”, TAPhA 31 (1900) 121; idem, “Athenikon 2", RE Suppl.
| (1903) 221 (“anstatt kopmdog ist ad[Am]ddg zu lesen”).

74 See above n. 42. H.Kotsidu ([n. 2] 88, 102) interprets I1G 112 2311 not as
referring to some particular Panathenaic festival, but as a permanent list of prizes.

7> The lines concerning auletes are not completely preserved, it can only be seen
that the prizes were no less than two. Strange enough is therefore H. A. Shapiro’s
assertion ([n. 2] 58) that “the contest for solo flute was the least prestigious [sc. among
the musical events at the Panathenaia. —N. A.], with the smallest prizes’. Hisimpression
of auletics being less popular than aulodiain Athens (intended to explain the absence
of age groups for auletesin IG 112 2311) is based as well, and mainly, on the asserted
less numerous representations of auletic contests in vase painting compared to that of
aulodic ones (ibid., 61). Still the evidence for auletes and aulodes seems at |east
commensurable: H. Kotsidu ([n. 2] 293-315) adduces 22 reliable cases for aulodic
contests and 21 for auletic ones, not counting the pictures of lone auletes and some
other disputable cases.
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On the meaning of adA®dia, OA®SOG 17

Artemisiain Eretria:’® 200, 150 and 100 dr. for citharodes; 120, 50 and 20 dr.
for rhapsodes; 110, 70 and 55 dr. for citharists; 50, 30 and 20 dr. for aulodes
(the latter surpassing only parodes, with their 50 and 10 dr.).

The preference for stringed instruments over wind-instruments was a
frequent subject of ancient philosophical considerations,”’ e. g. as formu-
lated by Olympiodorus (In Plat. Alcib. 66 Westerink):

S0t TOAAOG O€ alTiog 0VK EMETNOEVOV TOV CLOAOV: TPATOV UEV OTL
£KOTUTIKOG 0VTOG KOl HAAAOV £VBOVGIUGTIKOG KOl 0D TodevTikdg,.
&v pEv yop 1@ x1Bapiletv duvatov kol AOyYm xphicbol, €v 8¢ TQ
QOAETV 0VSOUDG 0V HOVoV d& adTOg 00 dhvatol AdY® ypTicOat f
Gdetv, AL 008 BAAov Gdovtog dkobeLy, BopuBddng Yop 0DTOG...

They [sc. the Athenians] did not practice aulos because of many reasons,
mainly since it excites and enrages rather than educates. The playing of
cithara can be accompanied by words, but not the playing of aulos; not
only the performer cannot sing or use words himself, but cannot hear
anyone else singing, as aulos istoo noisy.

Further, the analysis of vacal genresin the Problems of Pseudo-Aristotle
(29. 43, 922 a) gives an additiona reason for such a low estimation of
aulode’sefforts (although it is argued there, quite on the contrary, that acom-
bination of avoice with an aulos is more agreeable than with alyre, because
both aulos and voice are wind-instruments and so fit better together): "

£TL 0 PHEV OWDAOG TOAAY T@ ODTOV TY® KOl TT OMOLOTNTL CLYKPOTTEL
TAV T0V G0V APOPTNUATOV, ol 8¢ THig Abpag eBdYYyoL EvTeg Wilol Kol
GpIKTOTEPOL TH POV, KB £0VTOVG Bewpovpevol Kol GvTeg adTOlG
GULQOVT] TO0VOL TNV THE (OTiG GPLOPTIOY, KOOATEP KOVOVEG OVTEG
oOTAV.

In addition to this, the aulos by its own sound and its similarity (to the
voice) masks many of the mistakes of the singer, while the sounds of the
lyre, being isolated and not blending so well with the voice, being noticed
separately and actually being separate for them|[sc. the audience], makea
mistake in the song obvious, acting as their criteria.”

76 See above n. 45.

77 The most famous passages are perhaps Plat. Rep. 399 d—e and Aristot. Pal.
1341 a

78 Trandl. by W. S. Hett: Aristotle, Problems. Books I-XXI, LCL 316 (Cambridge,
Mass. — London 1993), with my alterationsin italics.

79 Cf. Plut. Derecta ratione audiendi 41 C: d¢ yop TV D adroig &86vTov oi
ToALCL TOLG AkoVDOVTOG GHOPTLOL dLOPEDYOVOLY, 0VTM TTEPLTTN Kol GoPapd AEELS
AVTIAQUTEL T@ AKpoothi TPOg TO dnAovuevov. Athen. 4. 79, 176 € ... kol o0 Aéyw
mepl KIBopmdiay Lovny, fig kol 6 eDTEAEGTOTOG TTop’ MLV 181DTNG TPOCETL T KOl
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18 Nina Almazova

That aulodia demanded less skill from a singer, is shown alsoin are-
mark of Cicero (Pro Mur. 29): ...aiunt in Graecis artificibus eos auloedos
esse, qui citharoedi fieri non potuerint...

According to Pausanias (10. 7. 4-6), the reason why the competitions
in aulodiawere withdrawn from the Pythian Games was the mournful char-
acter of singing to the aulos, which was acknowledged unsuitable for the
festival. But this evidence is hardly true.8® It should be noticed that
Pausanias found it necessary to explain what aulodia had been like at the
time considered: M| yop adA@dio péAN T AV AOADV TO GKLOPO®TOTOTOL
kol gheyela mpooadopeva tolg adrotg. This statement implies that
Pausanias' readers either were familiar with a different meaning of the
word or did not understand it at all. There is more information that funeral
music was associated with singing to the pipes,8! but it does not mean, of
course, the obligatory threnodic character of aulodia as a whole: we are
each time told about an ancient period or a particular case.®?

At any rate, whatever reason the Amphyctions had for removing this
kind of competitions from the Pythian games, their decision itself could not
but contribute to the subsequent absence of aulodia from many other festi-
vals, especially from the &y@veg iconH01o1.83

Pseudo-Plutarch supplies us with the ancient views® on the history of
aulodia. Music for wind-instruments turns out (De mus. 1132 E-F) to be the

AVoAEABNTOg 0VTMG £€0TL CVLVNONG OG TAYLoTH EAEYYELY TO TOPX TOG KPODOELG
QUOPTALOLTO YIVOREVA, AAAD KOl TEPL DAOVG E1GT HLOVOIKDTATOL ...

80 The evidence of Pausanias is convincingly discounted by E. L. Bowie, “Early
Greek Elegy, Symposium and Public Festival”, JHS 106 (1986) 23.

81 See: E. Reiner, Die rituelle Totenklage bei den Griechen (Tubingen 1938) 67—
70; for the connection of elegiac poetry (accompanied by the aulos) with alament for
thedead, D. L. Page, “The Elegiacsin Euripides’ Andromache”, in: Greek Poetry and
Life (Oxford 1936) 206-211, 214-217.

82 See Bowie (n. 80) 22-27; M. M. [To3xHeB, “O6 01HOM MOTHBE 3aCTONLHOM MO-
a3un: Theogn. 1041 sq.” (M. Pozdnev, “One Subject of Sympotic Poetry: Theogn.
1041 sq.”), Tradita non explorata, Philologia classica VII (St. Petersburg 2007) 27—
30. H. A. Shapiro notes that aul os-playing was not associated with the funeral rites at
Athens, proceeding from the absence of auletesin their representations (Shapiro [n. 2]
64, see: idem, “The Iconography of Mourning in Athenian Art”, AJA 95 [1991] 629—
636, esp. 633-634 n. 28).

83 Guhrauer (n. 44) 14. Still, as we have seen, being an &yav iconheiog did not
prevent the Museia in Thespiae from including a competition of aulodes in program
(see above n. 60 and 61).

84 Among his sources (for the speech of Lysias) are Glaucus of Rhegium (1132 E,
the later fifth century BC), Heraclides Ponticus (1131 F, the fourth century BC), and
somelocal documents, such ash év Zucvdvt dvarypaen (1132 A, 1134 B). See R. West-
phal (ed.), Plutarch tber die Musik (Breslau 1865) 25, 66-73; Plutarque. De la
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On the meaning of avAwdio, cdOAMBOG 19

oldest one, first performed by Hyagnis, then by his son Marsyas, and then by
Olympos. Orpheus the citharode still had no predecessors to imitate, ovdelg
Yép mw yeyévnto, €l N ol TV adAmdik®v mowntadi. Since no other
oOAdLK@V TTowntal are mentioned, onewould conclude that the three mythi-
cal auletes named above are meant to have composed both music and poetry.®
But the merit of organizing musicinto vopou isascribed to the musicians of the
next generation who can claim more historical credibility: the citharodic vopot
were created by Terpandros earlier (1132 D) than the aulodic ones by Clonas,
his younger contemporary (1133 A); both npdtol ebpetai are one generation
older than Archilochos (1132 E; 1133 A) and so can be dated to thefirst half of
the seventh century BC.% Clonasis said to be anative of either Tegea (accord-
ing to the Arcadian version) or Thebae (according to the Boeotian one). There
existed also an opposite tradition, which named Ardal os from Troezen®” as an
inventor of aulodic vopot (1133 A).2 In the next generation, Clonas was fol-
lowed by Polymnestos from Colophon (1132 C).

The only genre of aulodic performance mentioned in our sourcesis a
vopog.B Asfar aswe know, it was akind of technically specialized music

Musique. Edition critique et explicative par H. Weil et Th. Reinach (Paris 1900) |V—
XII; 6 n. 19-20; 8 n. 22-24; 10 n. 25-34; 14 n. 35-40; 15 n. 37; 17 n. 41; 40 n. 100;
Fr. Lasserre, Plutarque. De la Musique. Texte, trad., comm., précédés d' une étude sur
I’ éducation musicale dans la Gréce antique (Lausanne 1954) 101-102; 154 n. 4; 155—
156 n. 4; A. Barker, Greek Musical Writings. |. The Musician and his Art (Cambridge
1984) 205; 207 n. 8-10. 13; 209 n. 27. 29; 211 n. 42.

85 Cf. Suid. 0 219: "OAvpunog, Maiovog, MuGdg, adANTG Kol TomTHG HEADY
kol éleyeiwv. The same three musicians are meant by tolbg TpdTovg TOLACHVTOG
avAwdiov abovein 1133 E. Thisled R. Westphal (op. cit., p. 5line 8, and p. 74-75) to
read cvAntikfy instead of cdAwdioy and cdAntikdv instead of adAmdikdv in these
passages. See also Th. Bergk, Poetae lyrici Graeci |11 (Leipzig 1867) 3-5. To keep the
MSS reading, one should accept that in these two cases obAwdio is different from the
aulodic vépot invented later by Clonas.

86 Terpandros is named the first winner at the Carneia, in Ol. 26 (676/673 BC):
Athen. 14. 37, 635 e. Marmor Parium ep. 34 (IG XIl, 5, 444 line 49 b) dates him to
645/644 BC, and Eusebius (Chron. can.) to 635 BC.

87 This Ardalos, called son of Hephaestus, the inventor of aulos and the founder of the
cult of Muses Ardalides (Paus. 2. 31. 3), is distinguished from the younger, but still mythical
Ardalosin Plut. VII sap. conv. 4, 149 F—150 A: fiv 8¢ Tpowlfiviog 6 “Apdadog, crdAmog
Ko 1epeLs TV "Apdodelmv Movodv, Gig 6 mokalog “Apdatog 18pvoarto 6 Tpotlhvioc,
See Weil —Reinach (n. 84) 22 n. 53; K. Wernicke, “Ardalides’, RE 2 (1895) 610-611.

88 Thus, most of the artists of thisearly period are of Peloponnesian origin, aswell
as the Arcadian Echembrotos, the only Pythian winner in aulodia (Paus. 10. 7. 4, 6).
This makes H. Guhrauer ([n. 44] 8) suppose that aulodia was at first developed in the
Peloponnesus. The controversial evidence can reflect the old rivalry between Boeotia
and Arcadia, the two centres of wind music (Weil —Reinach [n. 84] 21-22 n. 51).

89 Guhrauer (n. 44) 12, 14.
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20 Nina Almazova

with determinate rules, performed by a solo virtuoso.*® Pseudo-Plutarch®
gives the only list of aulodic vopol we have:%

Ol 8¢ vopol ol katd To0TOVE, % dryade "Ovnoixpateg, adAmdiicol
foav: "AndBetog, “EAeyol, Kopbdpylog, Txowvimv, Knriov e kol
TAetog kol Tpiuepng: VOTEPW® 8¢ YpoOVE Kol 1o TTOAVUVACTELL
kodobpeva €Egvpédn (1132 D).

“EAeyog Franke | Knniwv Tevédiog Amyot Knriwv te kol Aglog Wyttenbach
Knriov te xai Ab8tog Salmasius Knriwv te kol Telog Burette Knriwv
Emixhdetog Westphal Knriov ki Emikndeiog Weil-Reinach Knéeiog Las-
serre | Tpyuepng Xylander coll. 1134 B: tpiueing codd. | moivpvéaotio codd.,
corr. Herwerden coll. Aristoph. Equ. 1287

yeyovévor 8¢ kol IToAduvnotov Tomthy, MéAntog 100 KoAopwviov
viodv, Ov [MMoAdpvnotovl ™ 1e kol MolvpvActny vopovg morficon
(1133 A).

[[ToAbpvnotév] del. Pohlenz, qui etiam <&dlovg> te kol IToAvpuvnotiovg vo-
povg

Unfortunately, for us these names are hardly anything more than
nomina nuda. Various attempts of explaining them remain inconclu-
sive.% A.Barker® takes the most skeptical view and argues that the
lists of vopor known to uswere created by the fifth-century BC classifi-
ers proceeding from the alleged strict ‘laws’ that existed in music of old
times.?® They extracted their terminology from the hints in surviving

% See, e. g., W. Vetter, “Nomos 2", RE XV (1936) 840, 841; Barker (. 84) 249, 255.

1 Quoted from: Plutarchus, Moralia VI, 3. Ed. K. Ziegler, M. Pohlenz (Lipsiag:
Teubner 1959).

92 Pseudo-Plutarch (De mus.) isthe only author who uses the adjective ardimdiicdg
and who distinguishes the aulodic vépot from the auletic ones.

93 Probably to01oug should mean Kiovay koi IToAdpvnetov mentioned above
(Pseudo-Plutarch is not aware of the exact authorship of each vépog, cf. Weil —Reinach
[n. 84] 23 n. 55), whereas T IToAvpvicotela kolovpevo are those ascribed to
Polymnestos erroneously; cf. Westphal (n. 84) 73 ad pag. 5, 18; Barker (n. 84) 209 n. 21.

94 For details, seeH. Reimann, Sudien ur griechischen Musik-Geschichte. A. Der Nduo,
Progr. des Gymn. Ratibor (Leipzig 1882) 2-3, 6; Weil —Reinach (n. 84) 17 n. 41, 18 n. 42, 22—
23n. 54,27 n. 63; Lassrre (n. 84) 23-25; 156 n. 4; C. Dd Grande, La metrica greca, Enciclo-
pedia Classica, sezione 1, vol. V, tomo I (Torino 1960) 425; L. Gamberini, Plutarco “ Ddlla
musica’ , Historiae musicae cultores 32 (Firenze 1979) 167; Barker (n. 84) 252.

95 Barker (n. 84) 249-255.

% E. g., Ps.-Plut. De mus. 1133 B. According to Barker, thisimpression could be
inferred “from remarks made by poets transitional between the old and the new, such
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On the meaning of adA®dia, OA®SOG 21

Archaic pieces that could allude to various features: pitch, meter, tun-
ing-scheme, number of sections, regional style, occasion, subject mat-
ter, etc., so the typology turned out to be rather chaotic and the sense of
some included terms even was not fully understood. Then this scheme
of classification was extrapolated backwards to the previous period.
Meanwhile, no such carefully distinguished types of compositions were
in usein the seventh and the sixth century. Still “something correspond-
ing to theserules and distinctions” (p. 249) should have existed; various
kinds of musical solo at the Archaic competitions are likely to have
developed into some important forms that became classic and to have
provided great influence on music of later times. The existence of some
rules, especially regulating structure and subject, is quite probable for
competition pieces, all the more for pieces performed during festivals,
which are actudly cult events.%” But the trouble is that the vopor adAmdixot,
mentioned by a single author and lacking comments, are especially ob-
scure for us.

The scholars of the nineteenth century asserted that most of the vopotr adA@diicot
named by Pseudo-Plutarch were called avAnticot el sewhere, and even discussed if each
aulodic vépog corresponded to, or was at the same time, an auletic one.%8 But the confu-
sionisin fact not so great. Knriwv is mentioned in Pseudo-Plutarch both among vopot
ovAmdicot and kibopmdikot (Demus. 1132 D, 1133 C, cf. Pall. 4. 65, Hesych. k 714),
so he would have meant that the aulodic vopog existed together with the corresponding
citharodic one (and was perhaps created on the basis of it). The evidence is varied about
vopog 6pbrog, which is called citharodic (Hdt. 1. 24; Sch. Aristoph. Ach. 1042,
Eq. 1278 a, 1279 a, Ran. 1282, Eccl. 741; Poll. 4. 65; Phot. Lex. o 1303; Suid. 1 146, A
753, v 478, 0 574, 575, 585) aswell as auletic (Sch. Aristoph. Ach. 16; Pall. 4. 73; Suid.
0573); if thisname indicates classification by pitch, it could really refer to various high-
pitched genres.®® According to some of Pseudo-Plutarch’s sources, the poets associated
with Polymnestes—i. e. authors of aulodia?—composed it too (1134 B), but it isnowhere
called avAwdiikdg, and Pseudo-Plutarch hesitatesif Polymnestesused it (1134 D); which
ismore, 3pBlog may be opposed to the aulodic vépot in this passage.1® The only evident

as Pindar and Pratinas <...>, from the apparently systematic simplicity of surviving
examples of the ancient music (e. g. <Ps.-Plut.> 1137 a— 1138 a, 1143 b), and from the
plain fact that the structurally and harmonically ‘free’ forms of contemporary composers,
beginning with Phrynis, were still felt to be audacious novelties” (ibid., 250).

97 Barker (n. 84) 254-255. Such rules are preserved, e. g., for an auletic (Poll.
4. 84) and acitharistic (Strab. 9. 3. 10, p. 421422 C) vopog IMTvo1kdg.

9 Guhrauer (n. 44) 10-12; K. von Jan, “Auletischer und aulodischer Nomos”,
Jahrbticher fir classische Philologie 119 (1879) 580-581.

% Barker (n. 84) 252.

100 Kaii MoAdpvnotog & ardhmdikodg vopovg émoincev- el 8& 1@ "Opbim Voo
<év> 17} HeAOTOLQ KEXPNTOL, KOOATEP Ol GPHOVIKOL QOoLY, 0VK EXOpeV [d]
axpIPdG EIMETV: 0V YO €lpNKAGLY 01 dpyoTol Tl TePL TOVTOV.
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divergence from the information provided by Pseudo-Plutarch concerns vépog
amo0etog and oyowviwv: Polydeuces calls them adAntikot two times (Poll. 4. 65, 78—
79). However, this is the only term he applies to the vopot dealing with an aulos (see
also 4. 82, 84), not opposing the auletic and aulodic ones.!! Further, &mé0etog and
oyxowimv are the only names known to him among those enumerated by Pseudo-
Plutarch, and on this occasion both authors seem to have used the same source, namely
the one that named Clonas, the aulodic poet, as the inventor of exactly these two
vopot.192 Whereas Pseudo-Plutarch goes into details concerning different vépot,
Polydeuces does not show deep understanding of the matter.1%% Most probably he did not
intend to elucidate the difference between vocal and instrumental vépot, but used the
word avAntuot in the meaning ‘ dealing with aulos'. Therefore his evidence should not
prove the existence of the auletic vopog dmd0etog and vopog oyotvimv.

Aulodiaisassociated with elegiesin our sources. Ps.-Plut. Demus. 1132 B,
1134 A (seebelow p. 26); Paus. 10. 7. 5 (seeabovep. 18). E. L. Bowie, '® in his
neat analysis of circumstances in which elegiac poetry could be performed,
supposed that the genre sung by the aulodes at the public festivalswas narrative
poetry in elegiac meter, longer than any surviving specimen of elegy (about
1000 verses or more), dealing with local history, such as foundation of cities
and their ancient or recent achievements, and perhaps including mythol ogical
subjects as well. As possible examples he gives Mimnermos Smyrneis,
Tyrtaeus' Politeia/Eunomia, Semonides é&pyaioloyio of the Samians,
Xenophanes poem(s) on foundation of Colophon and colonisation of Elea,
Panyassis lonian history, Simonides’ Salamis, and lon's Xiov xrioig. Such a
kind of poetry would emulate poems on local history in hexameters, so Bowie
suggests that narrative elegy could be distinguished by “emphasis on personal
views and recollections’ (p. 33) characterigtic of its sympotic variant. But he
states that this genre did not postdate the middle of the fifth century BC, for it
could not stand the competition with history in prose. Thuswe are again left in
the dark asto the contents of aulodiain later times.

Therefore, the information we have is far from sufficient to make an
idea about the performance of an aulode in detail.

101" He does oppose citharistic vépot to citharodic, though not quite clearly: those
created by Terpandros (4. 65) are refered to as citharodic (4. 66), whereas the
instrumental ones are attested as tdv yildv x1BopLoT@®v (4. 66) and kibapioThplot
(4. 84).

102 ps-Plut. De mus. 1133 A: mepi 8¢ KAové 811 10V "AmdBetov VooV kol
TX0WVIOVOL TETOINKAG €(M LVNHoveLOVGLY ol dvaryeypopotes; Poll. 4. 65: cedih -
Aovton & ol kol AmOBeTOV TPOOTIOEVTEG QLT [SC. TepmAvpw] Kol GXoLViwvL:
obtol yop adAntikol; 4. 79: kol Klova 8¢ vopol crdAntikol &modfetdc Te kol
oyowiwv. Cf. Westphal (n. 84) 71; Weil —Reinach (n. 84) VIII; 17 n. 41; 21 n. 51.

103 Guhrauer (n. 44) 9-10.

104 Bowie (n. 80) 27-35.
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On the meaning of avAwdio, cdOAMBOG 23

The term adAmd6¢ meant evidently a singer. For his performance he
needed a second person to accompany him on an aulos, but it wasthe singer
who would get the credit for the performance and would be crowned, as
clearly explained in Athenaeus (14. 14, 621 b):

YAAAEL & ODT® [SC. T® TAOPOID] Eppnv §i OAAELD, O KOL TG QLOAMIED.
d1dotal 8 O OTEQUVOG TA TAXPMID KOl T COAMID, 0V TA YAATN
00dE T® oOANTH.

He (sc. the hilarode) is accompanied on a stringed instrument by aman or
awoman, just like an aulode. And the crown is given to the hilarode and
the aulode, not to the cithara-player or to the aulos-player.

At the end of the nineteenth century Karl von Jan' claimed that in
earlier times only one musician, who alternated singing and playing, took
part in the performance. But this idea could not be sustained, as von Jan
himself was forced to admit'% in the course of discussion'®’ raised by his
publication.1® Communis opinio was expressed in 1900 by J. Frei: “Au-
loedum fuisse cantorem ... cui tibicen concinuit ... inter homines doctos
nunc constat” .10

Von Jan's main argument, that no evidence of accompanying auletes
was known, is now refuted by the vase-paintings listed above.

Polydeuces (Poll. 4. 83) makes a:vApdio an example of £1do¢ TpocavAn -
ocewg, that is, an art where the aulete acted as an accompanying musician
(according to Polydeuces’ sources, the same could behisrolein acuvaviio,
understood as playing the cithara to the aulos accompaniment). 10

When other artistic activities of an adApdog are mentioned, it is
mostly singing. Phrynis, the famous citharode of the fifth century BC, is
said to have been active as an aulode before his teacher Aristocleides

105 von Jan (n. 98) 577-592 (areview of Guhrauer [n. 44]).

106 K, von Jan, Rec.: “Reimann, Studien zur griechischen Musik-Geschichte...”
[n. 94], Philologische Rundschau 3 (1883) 437.

107 H. Guhrauer, “Zur Geschichte der Aulosmusik. Eine Entgegnung”, Jahrbiicher
fur classische Philologie 121 (1880) 689—705; Reimann (n. 94) 13.

108 5till one should agree with von Jan ([n. 98] 581-584), that apassagein Ps.-Plut.
Demus. 1144 E (broxpivele yoap &v Tig dkoDOV odANTOD, TOTEPOV TOTE CUUP®-
voboly ol adAol §j 0D, kol woTEPOV 1 dLdhekTog Sapng 1 Tovvavtiov) has nothing
to do with aulodia, pace Guhrauer ([n. 44] 1-3).

109" 3, Frei, De certaminibus thymelicis. Diss. (Basileae 1900) 33. Misinterpretations
arerare and, it seems, inadvertent, see Webster (n. 30) 160, 165 and, recently, Bund-
rick (n. 31) 239.

110 pol|, 4. 83: "ABNvNoL 8¢ Kol GLVOLALL TIg EKOAETTO: GLUPOVia TIg adTn
TV €v Movodnvalolg GuVoVAOOVTOV. 0l 8¢ TNV GVVOLALAY E180G TPOCUVANCEWG
olovton &g TNV aLA®3Ly. kol Py topBot ve kol moploPideg vopotl KiBoploTnplot,
oig kol mpoondiovv. Cf. n. 144 below.
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taught him to play the cithara.'™ A certain Rhodippos won the victories
as an aulode!'? and as a leader of a men chorus.!3 Pythocles, the priest
of aDionysian artistic guild in the third century BC,*4 acted as aleader
or a member of the men chorus'® and was glorified as a singer in a
badly preserved poetical inscription on the base of his statue;6 in the
same poem he is thought to be called adAo]d6g (line 9) and kwpw]lddg
or pay®]dog (line 10). Such combinations of activities correspond well
to the statement of Athenaeus: an aulode did not have to play an aulos.

It is of interest if the comparative importance of the both performers of
aulodia was reflected in their representations in vase-painting. Their arrange-
ment seems not significant, for there are examples of every possible scheme. In
many cases, the singer and the aul ete face each other, the aulode standing either
totheleft (nos. 1, 2) or totheright (nos. 3, 6, 7, 12, 14, 16, 19, 24, 27). They can
also be placed one behind the other (no. 151), alwaysturned to theright, '8 the
aulodefirgt (in the Classical period: nos. 18, 20, 217, 22, 23, 25, 26) or next (in
the Archaic period: nos. 4, 8, 9, 111'9). Theleast commonisthe position sideby
side(nos. 5, 10, 17). But | do not think that the arrangement of the musiciansin
vase-painting can tell us something about their actual position in the course of
performance. Though it need not have been regulated officidly, the most suit-
able position would be side by side (or half-turned to each other, cf. no. 24), so

11 sch, Aristoph. Nub. 971 a= Suid. ¢ 761: maporoBmv 88 1ov dpdviv adApdodvia
KBapiley €d1da&ev (this is the only case where the verb abA@déw is used, and,
remarkably, asaparticiple). See W. Riemschneider, “ Phrynis’, RE 20 (1941) 925-928.

121G VII 3197 = Reisch |11 lines 13-14; BCH 44 (1920) 251 no. 10 lines 19-20;
Arch. Eph. (1917) 167 lines 13-14.

113 1G V11 3197 = Reisch 111 lines 4445 (&v3pag Nyepodvag at the Homoloia).

114 G, Nachtergael, Les Galates en Gréce et les Sotéria de Delphes (Bruxelles
1977), attachment: Corpus des actes relatifs aux So6téria de Delphes, p. 391 ff.
[henceforth: Nachtergael] no. 3=FD Il 1, 477 line 3; no. 4= SG3 489 lines 7-8; no. 5
lines 8-9 = SEG 18 (1962) 235. Cf. Nachtergael p. 317-323.

115 Nachtergael no. 3 lines 14-15; no. 8 = SGDI 2564 lines 29-30.

116 Nachtergael no. 15 bis=1G IV 682: line 9 &y xvxAiolol yopoioty; line 15 1ov
Ao130v.

117 Only some details of this representation are known to me (cf. n. 22).

118 Citharodes and citharists are also represented turned to the right: the cithara
was held in the left hand, so the opposite view would make the face of the musician
partly hidden by hisinstrument (Kotsidu [n. 2] 109-111). Asfor the aulos-players and
singers, the same comvention could be explained as an adoption from representations
of cithara-players, which are more numerous, to those of other musicians. One can aso
think of adifferent artistic convention: in duels, the winners are usually placed on the
left side and turned to the right.

119°0n nos. 4 and 11, the heads of the musicians are missing, but, as the folds of
their garments show, the figures standing in front have their arms raised up and thus
prove to be auletes.
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that the performers could face the audience and at the same time exchange
glances to synchronise. Still the conventions of vase-painting would prevent
exactly thisway of placing figures, for the profile view wasthe only possiblein
the early period and remained the most common even after the painters mas-
tered frontal and three-quarter views. The few attempts of “ approximation to
life” madethefigureat the background look almost i ndiscernible and so proved
unsuccessful. Consequently, the musicians standing side by side could be de-
picted either as facing the same direction'?° or turned one to another.

Asfor the costumes, the singer is always wrapped in along mantle, his
arms hidden; the accompanist usually wears a chiton and mantle or just a
mantle!?! (both have their dress embroidered on nos. 5, 16, but not the
aulete on no. 17 —perhaps in order to make both figures more discernible).
Both can have wreaths (nos. 8, 16, 17, 19, 23, 24, 25) or taeniae (nos. 12,
13, 20, 26, 27; an aulode only on no. 3; on no. 6 the aulode wears ataenia
and the aulete, it seems, a wreath); so can the judges and the listeners. At
first sight, an aulode’'s dress does not look more ornate than that of an
aulete. But, as M. Vos observed,'?? the accompanying auletes (in all cases
exept those not counted by Vos: no. 1, one of the earliest, and no. 14) do not
wear specia festal garments worn by their solo-playing colleagues: along
not girdled heavy tunic (no. 14) or a long chiton with an ependytes
(no. 1).12 Thisisthe only way in which their secondary roleis emphasized.

No satisfactory answer can be given to the question of the authorship of
aulodia: was it a singer, an aulete, or someone else who composed the text
and the music? Presumably, all these variants were possible. One should be
cautious while ascribing to the ancient public modern views that the com-
poser should at any rate be taken into account in a competition and be
crowned as avictor. We know that only the singers, avAmdot, are mentioned
in agonistic catalogues. In Pseudo-Plutarch Clonas, the creator of aulodic
vopot, iscaled 6 Tp@Tog GVETNOEUEVOE TOVG LDAMBLKOVG VOLLOLG KOl TO
pocddia, Eleyelov te kol én®dv mowmthg (De mus. 1132 B), 6 tdv
aOA@dLk®dV vopwv mointng (1133 A), but he is nowhere attested as
aVA®BOG OF arbANTNG, SO We can only guess if he competed at all. In some
other cases Pseudo-Plutarch does provide information about the activities of
his tpdtot ebpetai as performers.>* But the explanation for the absence of

120 Wegner (n. 16) 70 and Kotsidu (n. 2) 111 also interpret placing figures one after
another as away to show them standing side by side.

121 Vos (n. 2) 127; Kotsidu (n. 2) 128.

122 \os (n. 2) 128.

123 1hid., 126.

124 Demus. 1132 E: Zotke 8¢ kot THY TEXVNV THV K18apmdikiy 6 Tépmavdpog
devnvoyévar- ta IT06wo yop teTplrig £ERg veviknkag dvayéypantat. 1134 A:
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such dataon Clonas or Polymnestos can bethat his sourceswere dealing only
with the Pythian victories, which were not attainable for aulodes.

Suid. a 2657: Avtiyevidng Zatdpov, OnBoiog, HOVOKOG, DAMOG
drroEEvov —might ook like evidence for acooperation of acomposer with
an aulode. But Philoxenos was a famous dithyrambic poet,'® his works
were performed by a chorus, and Antigenides is known as an aulete,'?® so
the word a0Awd4g is used here erroneoudly instead of abAnthg. The rea-
sons for such a mistake will be examined further.

Yet there appear to be mentions of two composers of aulodiawho were
auletes at the same time, as could be inferred from a passage of Pseudo-
Plutarch (De mus. 1133 F—1134 B):

Kol &Alog & €otiv apyotog vopog kaiobuevog Kpadiog, 6v enowv
‘Inn@dvog Mijveppov adAficot. £v apxTi Yop EAeyelor LepeEAOTOIMUEVD OL
odAmdol fidov: Tod10 8¢ dnAol N TV IMovadnvainy <avo>ypaen N Tepl
700 HOVOIKOD AYDVOC. YEYove 8€ Kol Tokadag <6> "ApYelog TOINTNG
HEADV Te KOl EAEYELOV MEUEAOTONUEVOV: O & CDTOG KO OLOANTIG
ayoB0g kol T IT00L TPLG VEVIKNK®MG BVOYEYPUTTOL TOVTOL KOl
TTvdapog LVNLOVEDEL TOVAVY YOOV TPLAV SvTmv Kotd: IIoAdynotov Kol
Tokddov, 100 Te Awplov kol dpuvylov kol Avdiov, €v EKACTE TOV
EPNUEVAOV TOVOV GTPOPV TOINOOVTA POGL TOV Zokaday d1dGEaL GdeLy
TOV X0pOV A®PLOTL LEV TNV TTPAOTNY, PPLYLOTL 3¢ TNV dEVTEPOLY, AVILOTL
8¢ TNV Tpltnv: KoAeloBol 3¢ Tpiplepti TOV VOLOV TOVTOV dix TNV
petaBoAny. v 3¢ T1) £v Zikvdvt dvorypopti T1 Tepl TV Tointdy Klovag
eVpeg dvaryEypormtal To0 Tpylepog VOLLOV.

Kpoding Weil-Reinach ex Hesychio | nap’ é&8nvoiov aAleonln? | ypoomn
codd.: corr. Cobet | 6 add. Westphal | peAdv] én®dv Weil-Reinach | adintrg
Wyttenbach: mowmtrg codd.| tpiperd ... tpyuerodg Xylander Burette Weil—
Reinach, cf. 1132 D

There is one more ancient nomos named Cradias, Hipponax says that
Mimnermos had performed it on an aulos. For at first the aulodes sang
elegies set to the music, asit is attested by the Panathenaic document about
themusical contest. Sacadasfrom Argos al so wasthe author of melic poetry

véyove 3¢ kol Takddog <0> "ApYelog TONTNG LEADV Te Kol EAEYELOV HENE-
Aomonpévev: 6 & oDTOg Kol aDANTNG &yoBog kol To 100 TPlg VEVIKNKAG
avayEypamtart.

125 suid. ¢ 393; cf. s18vpapBomordg Suid. o 2862, § 1178, £1 291, 8 475, k 2647, ¢
1192; see P. Maas, “Philoxenos 23", RE 20 (1941) 192-194.

126 M. Dinse, De Antigenida Thebano musico (Berlin 1856) esp. 39; K. von Jan,
“Antigenidas 3", RE 1 (1894) 2400-2401; Guhrauer (n. 44) 11 n. 4.
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and of elegies set to the music; thereis evidence that hewasagood aulete as
well and has won the Pythian games three times. Pindar mentions him al so:
as at the time of Polymnestos and Sacadas there had been three systems of
tuning, the Doric, the Phrygian, and the Lydian ones, it is said that Sacadas
has composed a strophe in each of the systems named and has taught the
chorusto sing thefirst in the Doric system, the second in the Phrygian, the
third in the Lydian, so the nomos was called Tripartite because of the
modulation. And in the Sicyonian document concerning the poets and
composersit is Clonaswho is called the author of the Tripartite nomos.

In this passage, Pseudo-Plutarch finishes, with the vopog Kpadiag, the
enumeration of the auletic, not the aulodic vépot, but after the mention of
Mimnermos he gives a sudden passing reference to the repertoire of
ovAmd01.227 We need to supplement amissing link in his argument. The read-
ersof 71epi povoixiic would know Mimnermos mostly as an elegiac poet; but
hereheissaid to have performed solo asan aulete. ' Hence an explanation that
in Mimnermos' times elegies were set to music and sung to the aulos (implic-
itly: so that the poet had to master thisinstrument in order to accompany them
and could even become a virtuoso). Next, the author recalls a similar case:
Sacadas, the famous aulos-player, who is referred to (Poll. 4. 79, 84; Paus.
2. 22. 8) asan inventor of the auletic vépog IMubikdg, was at the sametime a
composer of poetry set to the music.'® In particular, we are told that he had
created an aulodic (cf. Ps.-Plut. De mus. 1132 D) vopog Tpyiephg for achorus.
Thisisthe only passage that allows usto connect the term o0 ®dio with cho-
rus music, but unfortunately Pseudo-Plutarch’s information is suspicious.1®

127 This even made some editors transpose the whole passage v éipyf y&p — 100
Tpipepodg vopov: see Westphal (n. 84) 7 ad loc. (to 1134 C) and Weil — Reinach (n.
84) 24 n. 57 ad loc. (to 1133 B).

128 Further references to Mimnermos as acdAntic: Hermesianax fr. V11, 35-40 ap.
Athen. 13. 71, 598 aand Strab. 14. 1. 28, p. 643 C.

129" Judging by this passage, one could suspect an author of aulodiain any aulete
said to have composed melic or elegiac verse, e. g. Suid. © 1205: Tvptatog, "Ap-
XEUBPOTOV, AdKkmv | MiANCL0G, éleyelomolog kol avAnthg. Cf. the hypothesis of
E. L. Bowie, above p. 22.

130 The performers of al kinds of agonistic vépot are elsewhere considered soloists:
see, e. g., H. Guhrauer, “Der pythische Nomos®, Jahrbiicher fur Classische Philologie,
Supplbd. VIII (1875/76) 326 f.; E. Hiller, “ Sakadas der Aulet”, RhM 31 (1876) 86 f.; von
Jan (n. 106) 439f.; H. W. Smyth, Greek Melic Poets (New York 1963 [11906]) xxi, Ixii n. 1;
W. Schmid, O. Stahlin, Geschichte der griechischen Literatur, Teil I, Bd. | (Minchen
1929) 331 and n. 2; Vetter (n. 90) 840, 841; Barker (n. 84) 214 n. 63, 251, 253; cf. Reimann
(n. 94) 1-8; W. Vetter, “Musikaische Sinndeutung des antiken Nomos™, Zeitschrift fir
Musikwissenschaft 17 (1935) 291. Besides, such a modulation is improbable for the
Archaic period, see Weil — Reinach (n. 84) 26 n. 62; Barker, ibid., 251; cf. Vetter,
“Musikalische Sinndeutung des antiken Nomos’, 297; Lasserre (n. 84) 23, 159 n. 3.
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28 Nina Almazova

Thus we are facing a terminologica problem. Singing to the aulos ac-
companiment was quite common in various genres, such as elegiac poetry
sung at symposia, chorus performances, and vocal parts of both the actors
and the chorusin drama. So was it possible to use the word a:0Amdio in any
of these cases? Was the term a0 wd6¢ ever applied to the symposiasts sing-
ing to the pipes at afeast? Was a solo monody of an actor in dramaconsidered
akind of cdAmdia?'3! Could a performance of a chorus accompanied by an
aulete, either in adramatic or adithyrambic contest, be called a0 wdic, and
amember (or at least theleader) of achorus, adAmdog? Sinceall these artists
were singing to an aulos, we find it possible; 132 so could the ancient Greeks,
still the lack of such evidence should itself be regarded as significant. The
words avAlmdio and adAwddg seem to have been used until the turn of the
first century AD mainly, if not solely, astermini technici referring to the per-
formance of avopog at the musical competitions.

However, the situation changed when the aulodic contests disappeared
from the festivals. The words adbAmddg and adAwdio were, of course, ety-
mologically transparent and so could not become entirely obscure. But
their meaning as technical terms was being gradually forgotten by those
who had no special interest in musical contests of older times.

As aresult, in some Greek texts beginning from the end of the first or
the turn of the second century AD, we find these words applied to instru-
mental wind music.

Plutarch (not Pseudo-Plutarch) seemsto be thefirst evidence surviving
to use adAmdog instead of adbAnthg (Quaest. conv. 7. 5, 704 C-D): 13

"Ev [Tvo101g KaAAIGTPOTOG, TV "ALPIKTVOVOV EXUEANTNG, LVADIOV
TV, TOALTNY Kol @LAOV VOTEPNOOVTO THE ATOYPOPTHG TOV HEV
aydvog eipEe kater TOV VOHOV, £0TIAOV & MUAGC Tapnyoyev €ig 1O
CVUTOCI0V €0OTTL KOl OTEPAVOLS, DGTEP €V AYDVL, LETH TOD Y0pOoD
KEKOOUNUEVOV EKTIPETMG.

At the time of the Pythian Games, Callistratus, who was a director of the
Amphictyons, had, in accordance with the rule, disqualified for late

131 Guhrauer (n. 44) 16: “handelte es sich da nicht bei allen den arienartigen
Monodien einzelner Schauspieler um das, was wir als a0A@dia definiert haben, um
kunstméssigen Solo-Gesang zum Aulos? Sicherlich”.

132 E. g., al the musicians mentioned in the inscriptions as leading singers
(&1dovtog 10D delvar) in a competition of men choruses (P. Amandry, Th. Spyro-
poul os, “Monuments chorégiques d Orchomeéne de Béotie”, BCH 98 [1974] 185-209,
nos. 5-9, 11-17, 19-20, Orchomenos, the end of the third century BC) are referred to
as avAwdol by Stephanis (Ztneavig [n. 67] nos. 43, 140, 142, 310, 436, 1030, 1499,
1944, 2615).

133 As noted already by Guhrauer (n. 44) 14 n. 1.

‘ 005_034_Almazova.pmd 28 11.05.09, 13:25



On the meaning of avAwdio, cdOAMBOG 29

registration a certain flute-player who was a fellow citizen and friend of
his. But when he gave adinner for us, he brought the man before the party,
with his dancing group, splendidly arrayed as for a contest, in costume
and garlands.13*

This statement, if taken literally, would have proved the reestablishment
of aulodic contests at the Pythian games, but it contradicts the information of
Pausanias 10. 7. 4-6 (see above p. 5) aswell asthe impression of the decline
of abA@dia given by the epigraphical evidence. It is most probable that an
aulete is meant here, namely a yopadAng. The auletes performing together
with a chorus are known to have played the first parts!3® from about the sec-
ond half of the fourth century BC:136 they are mentioned in agonistic context
asthewinners petd xopod3’ (exactly as Plutarch putsit), and even the con-
test itself is referred to as a competition of auletes instead of choruses.138

The use of abAwd6g by Plutarch could be explained if the whole per-
formance of an aulete with a chorus were called adA@dia: in this case,
naming of achief musician in this genre as avAwddo¢ seems explicable. The
same assumption would be valid for Antigenides being called a0 A@d6g in
Suid. o 2657 (see above p. 26 though Antigenides dates back to an earlier
period, 400-370 BC), but it does not help in other cases of the confusion.

134 Trand. by E. L. Minar, Jr.: Plutarch, Moralia IX, LCL 425 (Cambridge, Mass. —
London 1961).

135 The analysis of the Athenian choregic monuments of the fifth and the fourth
centuries BC shows that the name of an aulete, at first not included in the inscriptions
at all, finally replaces the name of a dddoxorog: cf. Reisch (n. 61) 2742,

136 Theincreasing role of an instrumentalist is indicated even earlier, towards the
end of thefifth century, by Ps.-Plut. De mus. 1141 C-D: &AL YOp KoL AtDANTLKT A0
ATAOVOTEPOG €1G TOLKIAOTEPOLY HETOPBEPNKE PLOVGLIKAY: TO YOP TOAXLOV EMG €ig
Mehovimnidny Tov TV S18VpAUP®Y TONTHV CVUPEPAKEL TOVG ADANTOG TaPX TAV
ToOMTAOV AOpBEvVELY TOVG H1GB0VG TPOTAY®VIGTOOONG dNAOVOTL THg TOLACE®MG,
VoTEPOV B¢ Kol TOVTO dePOEPN.

137 Athen. 12. 54, 538 f (324 BC); SIG® 648 B (ca. 200-194 BC); BCH 9 (1885)
147-149 lines 70-71 (172 BC).

138 E.g., | Priene 19,,; 53,; 5455 adANT®V 1@ dy®dvi 10 Toudik®; SGDI 2566,
duddiokarol avAnt@dv; Dem. 21, 156 tpaywdoig kexopfiynké mod’ o0Tog, £Yd de
avAnTaig avdpaoty; CIG 3089, g ;) Taidwv adANTOV X0pNY6S, LVANTOV Gv3pidY
xopnydg; CIG 3090, , xopnyoi ... adbAntdv moidwv; A.Brinck, Inscriptiones
Graecae ad choregiam pertinentes, Dissertationes Philologicae Halenses 7 (Halle
1885) nos. 101, 102 éyopnyouv: Taldmv oLOANTAIS... GvépdV adANTOlS. See Brinck,
ibid., 75 sqq.; Reisch (n. 61) p. 59 n. 1; p. 101; idem, “Xopikot &ydveg”, RE 3 (1899)
2435-2436; Frei (n. 109) 67; E. Bethe, “Thymeliker und Skeniker”, Hermes 36 (1901)
598; L. Robert, Etudes epigraphiques et philologiques (Paris 1938) 31-35; H. A. Ax-
Ma3oBa, Aumuunas mysvikaionas snuepagura. Oucc. [pyk.] (N. Almazova, Ancient
Musical Epigraphics. Diss. [ms.] (CII6. 1998) 71-75; eadem (n. 49) 173-174.
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Several authors have left evidence about the use of music to deal with
animals.** According to Claudius Aelianus (De nat. anim. 12. 46),1%0 the
Etruscans used aulos music as ameans of capturing wild boars and stags:

T PEV dlKkTLO TEPPAAAOVOL KOl TO AOLTTe ONpatpoL, 6o0r EAAOYY T
(oo €otnke 8& Avnp cDADV TEYVITNG, Kol MG 0Tl LAALOTO TEWPATOL
T00 HEAOVG DIOYOAGY, Kol 6 TL TOTE €0TL THE Hobong cbvTovov 4,
mav 8¢ 6 1L YALKLoTOV aDAMdLG TOVTO BOEL...

They set the nets and other hunting gear that ensnare the animals in a
circle, and a man proficient on the pipes stands there and tries his utmost
to play a rather soft tune, avoiding any shriller note, but playing the
sweetest mel odies possible. 14!

There is no doubt that adAwdio performed by only one person (called
avip adA@V teyvitng) is here nothing but playing an aulos.14? The same
should be the case of Clemens Alexandrinus (Paedagogus 2. 4. 41. 2) who
is blaming mainly the pagan instrumental music. Besides the hunters’ ex-
perience he mentions music for mating horses which hardly included po-
etry (note the word érovretton*d):

Kol yop ©g GANOAS ATOTEUTTEN TA Opyave, TodTa [SC. GVPLYE Kol
0 OAOC] VMPAA oL GUUTOG10V, BNplolg LEAAOV ) AVOPAOTOLS KATAAANA
Kol AvOpOT®VY Tolg AAOYMTEPOLS. TOG HEV Yop EAGPOVG Tl oUPLYEL
KNAETOOOL TAPEIANPOLEY KO ETTL TOG TOdAYPOG TTPOG TAOV KLVNYAV
Onpevopévog GyecBo @ pélel, Todg 8¢ IMMOLG ULYVOREVOLS OlOV
VUEVOLOG ETMOVAETTOL VOLLOG 0LDAMATOG 1TTTOBOPOV TOVTOV KEKANKAGLY
ol LOVo1KOL.

These instruments should indeed be ousted from a sober feast, for they
befit animals more than men, and only those less rational among men. We
aretold that stags at ahunt are bewitched by syringes and taken to the nets
by the melody, and that a kind of conjugal nomosis played on an aulos to

139 Cf. Aristot. Hist. anim. 611 b 26; Plut. Quaest. conv. 704 F, Coniug. praec. 138
B; A€l. De nat. anim. 15. 25.

140 The same passage occurs two times in the excerption made for Constantine
Porphyrogennetos: S. Lambros (ed.), Excerptorum Constantini de natura animalium
libri duo: Aristophanis historiae animalium epitome subiectis Aeliani Timothei
aliorumque eclogis, Supplementum Aristotelicum I, 1 (Berolini 1885) 2. 565 and
(abridged) 2. 496.

141 Trangl. by A.F. Scholfield: Aelian, On the Characteristics of Animals 111, LCL
449 (London - Cambridge, Mass. 1972) 73.

142 Cf. Excerpt. Const. de nat. anim. 2. 496: cuvaywvileton 88 1 89pa TordT
Kol aOAOG. LDAET YOp Gvip TEXVITNG Kol €EfC.

143 Cf. Plut. Quaest. conv. 704 F.
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mares while they are being covered—the musicians call it ‘ The Stallion’s
Leap’.
A further confusion concerns the explanation of the word Evvaviio:

Sch. Lucian. 78. 3. 1. i oOpewvog adAnoig 1 amd B adA@d®V Te-
POLLVOLLEV.

Phot. Lex. & 311 = Suid. & 116: adincic Tig cOpwvog, Do 800 Tme-
POLVOHLEV OLOA@BLOL.

In al other rather numerous sources, Evvaviia points to instrumental
music only: either playing a cithara accompanied by an aulos,* or, likein
the present cases, a duet of pipes.1* In fact, the given glosses themselves
show that adAwdia is used as a synonym for adbAnotig, and avrAmddv for
adANT@V, as is clearly seen when one compares some other glosses s. v.
cvvovrio / Evvovrio: Sch. Aristoph. Eg. 9 a6 tav §0o adintoi 10
o010 ovAdoy; 9 d dtav 300 adAntal cuvddwoty; Hesych. & 125 Ty
V1o 300 Eémitelovpévny adAnoly; 6tav 0o adA®GL, and even the next
wording in the same glossary Suid. & 117: 6tav 300 adANTOL TO 0OTO
AEYOOLV.

Likewise, the word adAwdd¢ is used instead of adAnthg in Scholia to
Aristophanes: Chairis, one of the poet’s targets, is once called (Sch.
Aristoph. Ach. 16 a) k100p®mdog kol adAmdog eadrog. Meanwhile, it is
clear from the other passages of Scholia,*” not to speak of Aristophanes’
own verses,*® that Chairis was an aulete; moreover, the author of the same
scholion to Ach. 16 did not hesitate to explain 6 8p6iog performed by
Chairis as o 0ANTIKOG VOHOG.

The development of the meaning ‘aulos musik’ for adAwdio and ‘one
who plays an aulos' for adbAmd6¢ was most probably a part of a broader

144 ch, Aristoph. Eq. 9; Poll. 4. 83 (see aboven. 110); Athen. 14. 9, 618 & Suid. &
117.

145 Cf. Attic Classical vase-paintings depicting a duet of auletes in an agonistic
context: a neck-amphora Naples SA 225 (Jahrb. DAI 76 [1961] 68, fig. 24; Beazley,
ARV2 553, 32, ca. 460 BC), and a pelike London 1910.6-15.1 (JHS 41 [1921] pl. 7,
V 4; Beazley, ARV? 1123, 2, ca. 430-420 BC); see Shapiro (n. 2) 60.

146 The flogged slaves in Eq. 8-10 are surely imitating an instrumental vépog of
Olympos with their popd popd.

147 sch. Aristoph. Ach. 866 a: Xadipig 82 adAntic O©npaiog &povcog. Sch.
Aristoph. Pax 951 b: 6 Xaipig adAntrg £l tatg Ovoiong; Sch. Aristoph. Av. 858 fv
3¢ 0 Xalpig 00710g KIBopmBOG Yoy pog Kol Yéyovey adAnThc. Some scholiasts prove
informed of a namesake musician who was a citharode (sch. Pax 951, sch. Av. 958).

148 Aristoph. Ach. 866: the auletes are called Xouptdfic BopBarditor; Pax 951-952:
Xaipilg ... mpoceloty abARcmV; Av. 858 cuvavleitm 3¢ Xalpig MOQ.
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process of using thewords originally dealing with singing (with astem s -
or ad-) for instrumental sounds.*® Asfor the confusion to the opposite, no

149 E. g., Sch. Aristoph. Eq. 9 d: 8tav §00 adinted cuvéddaotyv; Sch. Pind. Ol. 5.
441.: Avdiolg ambmv €v odA0TG Bodv. Gdwv; Ael. Denat. anim. 12. 44: kot¢dovotv
aDToVLg Opydve Tivi; ibid.: Eowkev dpévonov Gdetv 1o adAnpa (cf. gder 12. 46:
above p. 30); Themist. Yzep 100 A€yerv 325 & 1olg adAntolg, 411 €v KOLV®D
&dovorv; Joh. Chrysost. Synopsis 56. 357: év adrolg kol kivoporg @detv; Joh.
Malaas, Chron. 458: avbAot ddovteg péAN povotid; Anon. in Aristot. Rhet. p. 217. 20
Rabe, CAG 21/2: 6 avAntrg £ékelvog Gdwv; Eustrat. In Aristot. Eth. Nic. | p. 61, 26—
27 Heylbut, CAG 20: adAovg Té€A0G GvTag T0D atDAOTOL0D TPOG TO GdeLV QDT
xpnowevovrog; Eustath. Comm. ad Hom. I1. 4. 272: t0 Yo v Tporyikny Spynotv
adopevov adinpo. The stem pedwd- in Classical textsrefers either to singing (e. 9.,
Aristoph. Av. 226: {TI1.} OYroy peA@delv od mapackevdletal. (EIL} 'Eromonot
mornot, Trororonotl wonot; Aristot. Pol. 1339 b: trv 8¢ povoikny ... kol yidnyv odoav
Kol peto peA@diog) or to the music asawhole (e. g., Ps.-Aristot. Probl. 919 a t1ig
UEV [SC. @oViig] &dopévng ThHg 8¢ aDAOVIEVNG DOTEP Piay GUE® (dovoLy: 810
pHovn [SC. d1d Tao®v cvpewvio] pedwdetto; cf. Plat. Leg. 655 d 8: to pnévta A
HeA@INOEVTH | KOl OTwSODV YopevBévTa), but later besidesthat we find aswell the
cases referring clearly to the instrumental music (e. g., Ps.-Plut. De fluv. 1. 2: mtpog
pei@diov avAdv; Ps.-Plut. De Hom. 2. 148: Obx &dniov 8¢ 6ti dittn £€0TLYV
N HeEA@dia, N peV €v TH eV, N & €v OpYAvolg, TOTG T€ EUTVEVOTOLG TOIG TE
évtatotg; Cass. Dio 47. 43. 2: <dua> coAmiyyov peA@dodvieg; Sext. Emp. Math.
6. 32: ol te der@iveg ... DAV peAwdiaig tepmopevor; Ael. Var. hist. 2. 44:
pelwdodot céAmiyyeg; Appian. BC 1. 12. 106: caAniykTt®v Te Gmelpov fv TAH00G,
TP LEPOG VYpoOTaTa Kol TEVOLLO pedwdovtov; Heliodor. Aeth. 10. 41. 3: adAGV
Te Kol ovplyyov pelmdiong; Hist. Alex. Magni Rec. o 1. 46 a. 1: tig cbAopelmdiog
g€unelpog avopwrog; ibid., 11: i "Apeiovog Adpa peA®dodoa ETEAECE T TELYM;
Greg. Nyss. Ininscr. Psalm. 5. 74: woApog pev yép €oTiv 1 31 100 0pyAvov 10D
HOVO1KOD peA@ia, (BT & 1 S OTOUUTOS YIVOREVN TOD HUEAOVG HETH TOV
pnpdtev exedvnotg; ibid., 75: dtav d1d LOVOV TV LOVOTKAV dpYE VOV 1| LEA®MSTOL
vévnton; Euseb. Comm. in Psalm. 23. 1233: tfj yop mvevpoatikii k10&pe thv Ogiay
avokpovopedo pedmdioy; ibid., 24. 68: pelwdnoote 1@ Oe®d NMUAOV 1o AVPOS ...
peA@dncate T® Oed MUAV £v xk18dpe; Basilius, Homil. super Psalm. 29. 321: "Ecti
8¢ 0 DAOG BPYAVOV LOVGTKOV TVEDHATL CUVEPY®D TPOS TNV LEAMBILOLY XPDUEVOV
[cf. ibid., 436: "Ectt 8¢ 10 woATnplov Epyovov HOVGIKOV, EVOPUOVIOG TOVG
@00YYOVG ATOdLBOV TPOg TV €K Qoviig HeAwdiav]; Origen. Selecta in Psalmos
12. 1073 81 T0D povoikod opydvov pelmdndévtag; Joh. Chrysost. De decem
milium talentorum debitore 51. 19: ént thig k1B&pog 0Ok &pkel LOVOV ATO ULBG
vevpag TV pelmdiov épydcachol, dAAL Thoog émévar O€T; idem, In Psalmum
145 55. 525: Tote yop Kol TEPTVOTEPQL KO SOKIUMTEPQL ATO THS ADPOLG AVOTEUTETONL
peiodio; Contra theatra 56. 543: peta ToDTOL AKOVOUATOV, T S TOV CVPLYYOV,
N 3 TOV AOADY Kol TV GAA®V TV TolovTwv peAwdio; Mich. Psell. Poemata
53.506-508: &AL 7 pev xelp N de&d KaTEKPOVE TA TANKTP®, / 1 & GAAN XElp TG
£MOLPULTG OTPEPOVS XL TOVG KOAGPOVG / TOL&Y TLvaL THY TV XopddV EMOlEL LEAMLLY;
Theodoretus, Interpretatio in Psalmos 80. 1520: Atapdpoig dpydvolg Kexpnuévol
Vv Belay dvekpovovto pedlwdiov). Thiscan perhaps be considered even auniversal
semantic development: cf., e. g., Latin fidicen, tibicen.
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cases of using adAnthg as well as adinoig or adAnua when speaking
precisely of singing to the aulos!* are known to me. 15!

Nina Almazova

S Petersburg University,
Bibliotheca classica Petropolitana

XO0Ts 3HAUCHHE CIIOB COAMOTOL ¥ LOAMOOG MTOAPOOHO pacCMaTPHBAIOCh B paboTax
koH1a XX B., HOBbIE SnHUrpaduuecKue HaxoAKu, MyOIKay n300paXKeHUi Ha Ba-
3aX, a TAK)K€ BO3MOXXHOCTb MCIONIB30BaTh T LG M03BOJISIOT BHOBb BEPHYTHCS K 3TO-
MY BOIIPOCY. YnoMmuHanui 06 aBJIOAWHU B HAIIUX UCTOYHUKAX 3HAYUTCIIBHO MCHBIIIC,
4YeM O JPYTHX BHUJAX COIBHOIO MY3WLMpPOBaHMs (KU(apoauu, aBieTuke, Kudapu-
cTHuKe). BriepBrie aBinonus 3acBuaeTeN-CTBOBaHA Ha urpax VI B. 10 H. 3. M306paxe-
HUS aBJIOZIOB BCTPEYAIOTCS B aITHUECKOI Ba30BOW MBOMMCH C cepequssl VI mo
koHIta V B. BIutots 10 pyOesxa 3p ciioBo 0AMSOG MPEICTABICHO HCKIIOYHTEIBHO B
snurpaduueckux namstHukax |V—| BB., CBI3aHHBIX ¢ MyCHYECKUMU TyOIHMYHBIMU
BBICTYIUICHHUSIMH, @ CIIOBO CCOAMSI0L BCTpEUASTCs JIHIIb ofHax b1, Y [1marona (Leg.
700 d). Haurnasi ¢ | B. H. 3. aBIO/IbI U ABIOIMS HCUES3AFOT U3 JOKYMEHTOB (& 3HAYHMT —
W U3 POrpaMMbl) MyCHYECKUX UIP, TaK YTO UCTOYHUKH OKa3bIBAIOTCS, HA00OPOT,
TOJIBKO JINTEPATYPHBIMH.

Hamn CBCICHUA 00 HUCTOPUH aBJIOJAUH U O BBICTYIIJICHUAX aBJIOJOB ITO3BOJIAIOT
yTBEPKJaTh, 4TO aBJOJ — 3TO IIEBEll, KOTOPOMY TpeOOBAIKCh YCIyTH aBjeTa-aK-
KOMIIaHuaTopa (MoCiHeHUI He CUUTAJICS YYaCTHUKOM COCTSI3aHMM), HO HEJ0CTa-
TOYHBI, YTOOBI COCTABUTH YETKOE MPENCTaBICHUE O ToapoOHOCTIX. Ha3BaHus aB-
JIOAMYECKUX HOMOB NMPAKTUYECKH HE JJAI0T HUKAKOW MH(OPMALIUK O CONePKAHUH
BLICTyHHeHHﬁ. MosxHO YKa3aThb Ciiy4dau, Korga aBTOPbI aBJIOJAWH, BEPOATHO, BBI-
CTyHaJiki U KaK aBJICTbI, HO HET BOBMOXXHOCTH CYAUTH O TOM, KaKOBa 6])1.]'[8. 06I)I‘IHa$[
npaktuka. Hagmucu V-1l BB. ToBOpsT 0 pasmeneHuu cocTsA3aHHUN aBIONOB Ha
BO3PacTHBIE KJacChl AvOp@DV U TodmV; Tak ke MOXXHO HHTEPIPETUPOBATH Pl
n3obpaxenuii Ha Bazax V|-V BB. Cpenu W3BECTHBIX HaM UTP, BKIIOYABILIMX aBJIO-
JIMI0 B TpoTrpaMMmy, npeobianaroT Oeoruiickue. Kak manoe 4yucio ynoMuHaHUH,
TaK U MPAMBIC CBUACTEIBCTBA JOKA3bIBAIOT, YTO aBJIOAWA HEHUJIACh HUKE, YEM
IIpoYne€ BUABI COJBbHBIX BBICTyHHeHI/Iﬁ.

[IpexncraBnsercs, 4To BILUIOTh 10 pyOeka 3p ciioBa oLOAMILO  0OAMOOG
HCTIONIb30BAIUCH IPEUMYIIECTBEHHO, HIIH JAaXKe MCKIIOYHUTENBHO, Kak termini

150" On ardAnTikdg probably used by Polydeucesto mean all possible kinds of aulos
musik, both the vocal and the instrumental ones, see above p. 21f.

151" Understanding of adbAmdic in a broad meaning as‘aulos music’ is probablein
the remaining three cases not mentioned above: Ael. Arist. Eig ‘A0nvav 14, Clem. Al.
Srom. 3. 11. 80. 2-4; Poll. 4. 57.
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technici, orHocUBLIMECS K UCIIOJHEHUIO COJIMCTOM-IIEBIIOM aBJIOAMYECKOTO HO-
Ma Ha Mycudeckux urpax. K apyrum pasHOBHIHOCTSIM MEHUS MOJ aBl (CUMIIO-
CHUACTHI Ha MMUPY, XOPbl, BOKAJIBHLIC ITAPTHUHU B /:[paMe) OHU, BUIUMO, HC IPUMECH -
JIMCh HU B TO BpeMsl, HU BrocieacTBUH. OHAKO CUTYAIlHsI H3MEHIIACH C HCUe3-
HOBEHHMEM aBJIOAWHU M3 MPOTpaMMbl mpasaHecTB. O6a ciioBa, STHMOIOTHUECKH
IIpO3pavYHbIC, HE MOIJIM, KOHEYHO, CTaTb COBEPIICHHO HEMMOHATHBIMU, HO UX TEP-
MHUHOJIOTHYECKOC 3HAYCHUEC (BO BCJAKOM Cliy4ya€, IpHU OTCYTCTBUU CIICLIUAIBHOTO
HHTepeca K My3bIKaJbHON arOHUCTHKE TPOIILIOr0) MOCTENeHHO 3a0biBaock. C KOH-
na I B H. 5. B HAIUX UCTOYHUKAX BCTPEUACTCA yHOTpe6HeHHe 9TUX CJIOB IIpH-
MEHUTEIBHO K UHCMPYMEeHMALbHOU MYy3bIKe I aBia (OA®Og = aDANTAG,
aVA®dLo = aDANoLg i oOANPe). Takoe pa3BUTHE MOXKHO CBSI3bIBATh C OoJee
IIMPOKHUM IIPOIecCOM (BO3MOXKHO — JJaXKe CEMAaHTHYECKOIl yHUBepcaluei): ¢
IMIPUMEHCHUEM K UTPC HAa MY3BIKAJIBHBIX HHCTPYMEHTAX CJIOB, CBA3aHHBIX U3HA-
Y9aIbHO C ICHUEM.
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Fig. 1 (no. 1). Amphora of Panathenaic shape, London,
The British Museum B 141
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Fig. 2 (no. 2). Amphora of Panathenaic shape, New York, The Metropolitan
Museum of Art, Gift of Norbert Schimmel Trust 1989, 1989.281.89

Image © The Metropolitan Museum of Art
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Fig. 3 (no. 3). Amphora of Panathenaic shape, Bonn,
Akademisches Kunstmuseum 43
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Fig. 6 a—d (no. 6). Pyxis of Nicosthenic shape, Vienna,
Kunsthistorisches Museum, Antikensammlung 1V 1870
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Fig. 7 (no. 7). Belly-amphora, Munich,
Staatlische Antikensammlungen und Glyptothek 1411
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Fig. 8 (no. 8). Pelike, Gela, Museo Archeologico Regionale 124/B
Courtesy of Assessorato Regionale per i Beni Culturali, Ambientali e P.1.
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Fig. 9 (no. 9). Neck-pelike, New York,
The Metropolitan Museum of Art, Rogers Fund 1907, 07.286.72
Image © The Metropolitan Museum of Art
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Fig. 10 (no. 10). Pelike, Palermo,
Museo Archeologico Regionale Antonino Salinas N.I. 1961
Archivio Fotografico del Museo Archeologico Regionale di Palermo Antonino Salinas
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Fig. 11 (no. 11). Alabastron, Cambridge, Mass.,
Harvard University Art Museum, Arthur M. Sackler Museum,
Transfer from the Department of Classics, Harvard University,

Bequest of Henry W. Haynes 1912, 1977.216.2397

Image © President and Fellows of Harvard College

Almazovad.indd 11 11.05.2009 15:25:15



Almazovad.indd 12

Fig. 12 a-b (no. 12). Lekythos, Syracuse,
Museo Archeologico Regionale Paolo Orsi 20903
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Fig. 13 (no. 14). Lekythos, once New York, Parke-Bernet Galleries
Courtesy of Sotheby’s
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Fig. 14 (no. 16). Nolan amphora, London,
The British Museum B 188. Side A

Almazovad.indd 14 11.05.2009 15:25:22



B

Fig. 15 (no. 17). The same as Fig. 14. Side B
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Fig. 16 (no. 19). Pelike, London, The British Museum E 354
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Fig. 17 (no. 20). Pelike, Leiden, Rijksmuseum van Oudheden RO 11 60
Image © Rijksmuseum van Oudheden
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Fig. 18 a-b (no. 21). Calyx-crater, Larisa, Archaeological Museum 86/101
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Fig. 19 (no. 22). Hydria fr., Athens, the Ancient Agora Museum P 7912
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Fig. 20 (no. 23). Column-crater, Baranello, Museo Civico 86
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Fig. 21 (no. 24). Calyx-crater, Bologna, Museo Civico Archeologico PU 286
Image © Bologna, Museo Civico Archeologico
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Fig. 22 (no. 25). Bell-crater, Oxford,
The Ashmolean Museum of Art and Archaeology 1960.1220
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Fig. 23 (no. 26). Column-crater, Ferrara, Museo Archeologico Nazionale 2813
Image © Ministero per i Beni e le Attivita Culturali
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Fig. 24 (no. 27). Column-crater, Ferrara, Museo Archeologico Nazionale 2996
Image © Ministero per i Beni e le Attivita Culturali
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