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Abstract

This article sets out, firstly, a general overview of the presence of music in
Greek theatre. Secondly, it discusses the interpretive possibilities derived
from the study of the theatrical text to extract systematic information about
the performance of music and soundscapes in drama, especially in tragedy.
The results are compared with the musicological evidence and the theatrical
devices and spaces, together with their acoustic conditions for sound pro-
jection. In the text, the background for the performance of sound is largely
provided by nature and the phenomena triggered by the four elements as
instruments of deities, as we can see in Greek mythology and the archetypal
imaginary of ancient Greeks. Besides, there is human nature, which is re-
vealed through the dramatic action itself and the expression of pain, emo-
tion and passion by characters. In tragedy, these references are used as high-
lights within the narrative and as resources for creating images or evoking
soundscapes. Moreover, based on the Pythagorean conception, the universe
would also have a sound translation in music as a reflection of the harmony
of the spheres. This philosophical consideration, which is linked to the the-
oretical aspects of ancient Greek music, presumably had a materialisation
on stage by performing movements conceived in an astral sense. The article
presents some results and reflections from the tragedies analysed, in particu-
lar the passages that suggest sound effects or indicate the use of music with
a determined function. Among these expressions, the scenes which involve
manifestation of deities, lamentation songs, funerary rituals and Bacchic
worship occupy a privileged place. Many soundscapes and hymns identified
give shape to the sacred framework perpetuated by the Hellenic tradition, in
which the community gets involved within and beyond the story.
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Introduction

One of the purposes of this article is to provide a general overview of the
role of music in Greek drama and other elements related to the staging of
the plays. The second purpose focuses on analysis of the evidence on the
music and soundscapes in tragic plays corresponding to the classical period,
although some examples of other dramatic genres are also provided as illus-
trative instances of the subject analysed.

The main sources for this study are textual, and this article is primarily
based on analysis of the text. Nevertheless, there is also archaeological and
iconographic evidence to be considered. Indeed, the iconographic track is
an explanatory or complementary reference due to the visual details it pro-
vides. Furthermore, the archaeological finds provide us with information
on theatrical spaces, theatrical devices and the types and features of instru-
ments used in drama.

This research in progress is centred on the extraction and classification
of all occurrences in order to record and define frequencies, contexts, vo-
cabulary and metres used. In the following lines, the key aspects of the role
of music in tragedy as well as the overall interpretation based on the cases
examined will be presented.

Text and Performance

Textual sources about music in drama can be further subdivided. The prima-
ry source is the very text of the plays. We also have some original fragments
of papyri containing brief parts or passages of tragedies and satirical dramas
supplied with musical notation (Panosa 2023). They represent a limited and
scarce sample, which leads us to ask significant questions about the reason
for such scarcity of tragic musical papyri. This lack affects not only drama
but all literary works that ancient Greeks composed to be performed with
music.
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The structure of tragedy consists of recited, dialogued and strictly sung
parts, to which a choreographic line combining gesture and movement was
to be added as a parallel counterpoint by the choir.

The role of the choir and the function of the sung parts are essential
not only for the analysis of the musical setting, but also because of its ca-
pacity to communicate contents to the audience. The choir, with its reflec-
tions, clarifications and assessments, is placed in the text and in the stag-
ing as the mediator between the scene and the spectators; or, in Castiajo’s
words, as “um intermediario entre o mundo ficcional da peca e a realidade
da audiéncia” (Castiajo, 2012: 110). It is the ubiquitous interlocutor who fa-
cilitates the transmission of the message with which the poet has imbued the
text. This transmission occurs not only through words, but also, and above
all, through singing and choral movement, thus ensuring both rational and
emotional communication and aiming to have an impact on spectators and
possibly provoke determined reactions. Indeed, as argued by Zimmermann
(1991: 21), the choir personifies the poet as the voice of humanity and reveals
the emotions of spectators by means of music. On the other hand, and along
with Wiles, we can discuss Pickard-Cambridge’s statement, based on Plato’s
view, that tragedy is essentially a form of choral dance, or Aristotle’s view
that the choir functions as a character within the drama (Wiles, 2010: 63).

If we talk about music in tragedy, we can refer to two very different as-
pects: a) the use of music in the staging of a play, that is as a performative
language; and b) the contents of the text that indicate precise “musical mo-
ments”. Both aspects are approached in our research.

If we talk about dance, we can focus on two issues: a) the choreographies
performed by the choir during the play, as a performative language as well;
and b) the references to dance that we find in the events narrated.

A chorus from Sophocles’ Trachinian Maidens (verses 205-224) provides
a beautiful example of a paean sung to Artemis, the Nymphs and Dionysus,
which describes the traits and mood of a Bacchic dance accompanied by the
aulos:

avohohvEatw 860g 205
¢peotiolg Ahalayaig

O HeEAOVLIPOG: &V 8E KO1VOg APTEVWV

iTw kAayyd Tov evpapétpav

AmOMw mpooTtdTav,

opod 8¢ maidva mat- 210
av’ dvayet’, & mapBévot,

Bodte Tav 6pdéomOPOV

Apteptv Optuyiav, EhapaBorov, dupimvpov,

yeitovag te Nopgag. 215
aipopat ovd’ dmwoopat

TOV adAOV, ® TOPAVVE TAC ERdAc PPevog.

1. Inhis Poetics (1447a), Aristotle states that dancers imitate character, emotion and action by means of the rhythm
and particular positions or shapes (schémata).
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iov p’ dvatapdooet,

€001,

6 k1000¢ dpTt Bakyiav

VImooTPEéPWY AuiAAav. 220
i iw IMarav-

18e 18, & piha yovar:

a8 dvtumpwpa 81 oot

BAémerv mapeot’ Evapyi.?

“With a shout by the hearth let the palace roof ring
from those that are dreaming of bridal, and ye,
young men, let your voices in harmony sing

to the God of the quiver, the Lord of the free!

And the Paean withal from the maiden band

to Artemis, huntress of many a land,
let it rise over the glad roof tree,

to Phoebus’ own sister, with fire in each hand,

and the Nymphs that her co-mates be!
My spirit soars. O sovereign of my soul!
I will accept the thrilling flute’s control.
The ivy-crowned thyrsus, see!

with Bacchic fire is kindling me,

and turns my emulous tread

wherever the mazy dance may lead.
Euoi! Euoi!

O Paean! send us joy.

See, dearest Queen, behold!

Before thy gaze the event will now unfold.”

Another description concerning the Dionysian music, dance and rites, as
well as the Nymphs, Maenads or Bacchants, and Aphrodite can be found in
Euripides’ satyr play Cyclops, in a song sung by the chorus of satyrs (epode,

verses 63-71):

oV tade Bpobdiog, ov Tade Yopoi
Bdxyat te Bupoo@odpot,
oV TVPITAvwV ahaiayuoi,
oUK ofvov YAwpal otayoveg
kpfvaig map’ époyvTOoIg
o008’ év Nvog petda Nop-
@av takyov iakyov
8av péimtw mpog Tav Appodi-
Tav, dv Onpedwv metoPaAv
Bdxyaig ovv Aevkdmooive,

2. Lloyd-Jones and Wilson (1990), pp. 249-50.
3. Campbell (1906), pp. 182-83.
4. O'Sullivan and Collard (2013), p. 80.

65

70
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“There is no Bromius here, no choruses either, no thyrsus-wielding
Bacchants, no rapturous cries from drums, no bright drops of wine beside
the rushing waters of springs. Nor can I sing with the Nymphs on Nysa
the song ‘iacchos! iacchos!” to Aphrodite, whom I pursued, flying along
with the white-footed Bacchants.”®

Other examples come from Euripides’ Bacchantes. We just mention the first
chorus (verses 64-169), which contains a full description of Dionysus’ origin
and personality, bloody rites, dances, Phrygian music, cries of Evoe, attrib-
utes (such as the thyrsus and the ivy crown), and members of his thiasos.

Music in the Functional Structure of Tragedy

Music was an essential part of Greek tragedy. Wilson (2002: 39) considers it
much closer to the concept of ‘choral opera’ than to the concept of ‘theatre’.
In his Poetics (1450a 8 ff.), Aristotle considers music as one of the six con-
stituent elements of tragedy, along with words, characters, thought, plot, and
‘what is to be seen’, or sight (opsis).® In Politics (1341-42), he also describes
the cathartic power of music.

Beye (1974) and other scholars’ analysed the works belonging to the
great tragedians and established the details of theatrical techniques and
stage direction used by playwrights as well as the basic structure of tragedy.
In this structure we can distinguish the parts in which music had a main
role, involving the choir and the aulos player:®

1) The pdrodos, performed after the prologue,” which usually consists of
sung anapaests. In the pdrodos, as a rule, the choir entered the scene
marching from one of the theatre side sections and moved following
the aulétés towards the orchestra, either singing or simply following the
auletes steps in anapaestic rhythm. When arriving at the orchéstra,
the choir performed a song in lyrical metres accompanied by the aulos
and danced simultaneously.

2) The stasims, which are responsory strophic chants between the co-
ryphaeus (koryphaios) and the choir. They were alternated with the
various episodes of the play (usually 3 to 5), consisting of dialogued
parts by the actors. Sometimes the choir — or more commonly the
coryphaeus — could also maintain a lyrical dialogue with the actors

5. O’Sullivan and Collard (2013), p. 81.
6. See Liapis et al. (2013: 1) on opsis and the definition of ‘performance’.

7. For example: Zimmermann (1991), Taplin (2002), Wilson (2002), Davidson (2002) Guidorizzi (2003) and Fuentes
(2007: 31-46). A reference book with guidelines and recorded experiments for the performance of ancient Greek
tragedies at present with rigorous criteria has been written by Ley (2015). Rhem (2016) reminds us that the approach
to Greek tragedy has to consider its original context.

8. The main responsibility for the music throughout the play fell on him. He also had to ensure that the choir and
the actors could sing in the correct tuning, by giving them their ‘keynote’ (endosimén) (Wilson, 2002: 60). However, in
Knox's opinion, music was not a very complicated flute-work. See Knox (in Dunn, 1996: 154). On the features of music
in Greek drama see Wilson (2005) and Ercoles (2020).

9. The prologue is a part in iambic trimetres which can be recited as a monologue or dialogue at the beginning of
the play and immediately followed by the pdrodos.
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in the form of choral odes. This was the case in the so-called kémmoi,
being marked by a lamentation style.!® In the choral odes, especially
in Sophocles’ tragedies, the protagonists and choruses communicate
with one another by combining lyrics with mythological themes, and
archaic devices (Nooter, 2012: 24).

3) The éxodos, an exit chant by the choir, usually short, which used to
conclude the play.

There were dialogued parts without music recited by the actors or cory-
phaeus, melodramatic recitatives (parakatalogé) accompanied by the aulos,
and sung parts by the choir or actors (Pickard-Cambridge, 1968: 156-157, 257;
Fuentes, 2007: 28-29). The sung parts adopted the amoebeus (amoibaios),
or alternated lyrical dialogue, being introduced and concluded by means
of clauses or proems that allowed the transition from speech to singing
(Guidorizzi, 2003: 105)." On the other hand, the dialogued parts recited by
the actors adopted the stichomythia style and were above all in iambic me-
tre, since it was considered that this was the most appropriate rhythm for
discourse in Greek.?

It is worth mentioning that there are also lyrical examples performed
by the main actor in the form of monodic singing, especially at the end of
drama. Music gradually became much more important. This tendency was
accentuated in Euripides’ works® and increased in later tragedians, while
the presence of choral singing was progressively reduced. By the mid-4th
century, choirs took part in choral interludes (embdlima) between different
plays (Pickard-Cambridge 1968: 233).

As already mentioned, choral appearances in dramas were usually
accompanied by dance. For Wiles (2010: 88), dance was regarded as a mi-
metic expression, and its roots as a form of imitation are to be found in wor-
ship, in the context of ritual movements enacted by the officiants.* The
mimetic expression of Greek dance could be achieved by employing rhyth-
mical gestures and motions as well as signs with the hands (cheironomia)
(Pickard-Cambridge, 1968: 246-248).)* We already find this feature in cho-
ral poetry from the archaic period. This combination of singing and dancing
was known as molpé.’® In the case of tragedies, the most common dance was
called emmeéleia, characterised by its solemnity and dignity (Ath. Epit. 14.28;

10. Kommds means ‘beat the chest with the hands’ and was a song performed by the choir and actors together. See
Castiajo (2012: 115 and n. 40), who refers to Aristotle’s Poetics (12.1452b.24): “a kommos is a lamentation common to
the chorus and those on stage” (Bernadete and Davis, 2002, p. 32)

1. See Panosa (2023) for an analysis of the extant Greek tragic papyri with musical notation.

12.  According to Aristotle (Poetics, 1449a), who argues that trimetres are frequent in daily speech: pahioTa yap
AEKTIKOV TQV PETPWV TO IapBETOV £0TIV. onpeiov 8¢ ToUTou, TTAEToTa yap iapBeia Aéyopev &v i) DIGAEKTW T TTPOG GAARACUG
(Gallavotti, 1974: 14). See also Pickard-Cambridge (1968: 156) and Fuentes (2007: 30).

13.  Knox (in Dunn 1996: 154) reminds us that Euripides employed a music composer: Timotheus.

14. Wiles (2010: 77) also reminds us, for the Hellenistic period, of the correlation between stage and orchéstra,
on the one hand, and actors and dancers, on the other, being the former linked to the sphere of reason and morality
and the latter to physical self-expression.

15.  Among the rhythmical movements, or orchésis, Plutarch (Quaest. Conv. 1X, 747b ff.) distinguishes motions (pho-
rai), postures or attitudes (schémata), and indications (deixeis). See Pickard Cambridge’s comments (1968: 249) on
this reference.

16.  On Greek dance, see Weiss (2020) and the referred bibliography.
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Guidorizzi, 2003: 63). The choir consisted in early times of 12 members and
advanced in a circular movement. With Sophocles the choir members
(choreutari) rose up to 15 and could be arranged in a triangular or rectangular
formation, being divided into 5 rows of 3 dancers (Csapo and Slater, 1994:
353; Castiajo, 2012: 104, 118-19)".

Throughout the play, choral dances in tragedy acquired the character
of the passions or feelings aroused by the events narrated. The poet drove
spectators to reflection and assessment by means of words, and the perform-
ative mechanisms served to reinforce this effect. The hyporchéma seemed
to be a performance in which dancers accompanied one or more singers by
illustrating the words with their rhythmical movement.!® Thanks to sources
such as Athenaeus (Epit. 14.28), Pollux or Lucian of Samosata,'* we know
about several dance steps played in ancient drama:

* Kalathiskos (basket’): probably a movement consisting of holding the
hands over the head.

* Xiphismds: the dance of sword.

» Thermaustris: the dance of tongs, with jumps up and crossing the legs
before falling to the ground.

» Warrior dances, the best known of which is the Pyrrhic dance.

The subjects or situations where we find a direct or indirect reference (even
incidental) to music in tragedy are:

* Allusions to certain myths.

* Details on mythological beings related to music: Apollo, Dionysus, the
Muses, the satyrs, Pan, and the Sirens, among the most frequent.

* Celebrations: religious ceremonies, contests or epithalamoi (songs for
weddings).

e Funeral rituals (threnoi) or worship rituals to the heroes or gods (pae-
ans), occurring quite often.

For example, a passage from Euripides’ Iphigenia at Aulis contains a song by
the chorus referring to a wedding-hymn, the marriage-feast of Peleus in the
presence of the choir of the Muses (verses 1036-1048):

9 % 9 ¢

TV dp’ "Ypépatog 61a Awtod Aifvog

pretd te erioyxopov k1Bdpag

ovplyywv 60’ V1O kKahapoeo-

odv éotacev iayav,

OT ava Inhov ai kaA\urAdkapot 1040
Sarti Bedv vt TTepideg

Xpvoeocavdalov yvog

17.  On the number of the choir members for every period and type of performance, see Sansone (2016).
18. See Pickard-Cambridge (1968: 255) and his comments on the sources on the hyporchématiké 6rchésis.

19. Nevertheless, it has to be taken into account that these sources date from about six centuries later (Pollux: 2nd
-3rd centuries, Lucian: 2nd century) and the information is not completely reliable.
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év yd kpovovoat

TIN\éwg &¢ yapov aAOov,

rehwdoic @éTiv dxnpaot Tov T Alakidav, 1045
Kevtavpwv &év 6peot kAfovoat

[InAtdada ka®’ viAav.®

“What wedding-hymn was that which raised its strains to the sound of
Libyan flutes, to the music of the dancer’s lyre, and the note of the pipe of
reeds?

It was on the day Pieria’s lovely-haired choir came over the slopes

of Pelion to the wedding of Peleus, beating the ground with print of
golden sandals at the banquet of the gods, and hymning in dulcet strains
the praise of Thetis and the son of Aeacus, over the Centaurs’ hill, down
woods of Pelion.”*

Soundscapes: Sound and Music

The sphere of sound and soundscape has more significance in Greek trage-
dy than it might seem at first glance. It is a wide field of enquiry which can
branch into several areas: topics, functions (symbolic, literary) and source of
transmission (human, animal, the four elements).

With reference to soundscapes, we can mention:

» Manifestation of deities through the elements as expression of power,
rivalry, warning or threat, response to a prayer, fury, or punishment
imposition through calamities or natural disasters.

* Manifestation of living beings in nature, mainly animals — especially
birds —, which also transmit divine messages, or messages coming from
mortal or semi-divine beings that have undergone a metamorphosis.

* Sound of objects, with symbolic or denotative meaning.

* Human voice and its nuances: volume, timbre, pitch (high or low), ex-
pressed in declarative language or rhetorical figures.

In the first two types they are sounds of nature, but not spontaneous sounds,
because they have a supernatural ‘origin’ or motivation. Moreover, they
are ‘audible’ only to certain people or characters within a determined myth
narrative.

Regarding the first type, there is a short reference to Zeus’ power through
lightnings in two verses (430-431) from Aeschylus’ Seven against Thebes by
the messenger:

tag & dotpandg te kai kepavviovg Pordg
peonuppivoiol BaGAnectv mpootjikacev.?

20. Murray (1963), pp. 321-22.
21.  Coleridge (1907), pp. 425-26.
22.  West (1990), p. 86.
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“As for lightning-flashes and the thunder’s bolts, he likened them to rays
of heat at midday.”??

Another example which integrates sound effects and visual elements can be
found in a comedy, in particular a choral ode from the pdrodos of Aristo-
phanes’ Clouds sung by the first semichorus. This is a dramatic expression
of the divine power of waters, giving a striking effect to the performance as
well:

aévaot Negéhat, 275
apBdnev pavepai Spoocepdv pivoLv

evAynTOV,

matpog A’ Nxeavod Papvayéog

VPNA@V 0péwv KopLPAG £t

SevBpokonovg, iva 280
TNAEPavovg okomidg dpopwieda

kapmovg T dpdonévav 0 iepav y06va

kal motap®v {abéwv kehadnuata

kai movTov otevayovta Bapvppopov:

dupa yap aibépog akapartov 285
oehayeitat

papupapéatotv év adyaic.

AMN’ dmooetodpevat vépog 6uppiov

abavdrag i6éag, émbwueba

TnAeok6MW Sppatt yaiav.?* 290

“0 ever-floating Clouds, let us raise to view our dewy, radiant shapes:
let us soar from the deep-sounding bosom of Father Ocean to the leaf-
tressed peaks of the lofty hills. There, from some specular height, we
shall have full prospect of the teeming foison and the sacred watered
earth: there we shall hear the rushing voices of the streams divine and
the deep-booming sea. The unresting eye of day flashes forth in crystal
rays. But come, let us doff the misty veil of our immortal guise, and with
far-glancing eye gaze upon the world.”?

For the second type, that is the manifestation through animals, a good ex-
ample also comes from a comedy: Aristophanes’ Birds. In this case, music
seems to be more relevant in soloist parts than in choruses. This play in-
cludes a monody by Tereus (verses 227-262) singing as a hoopoe and mixing
onomatopoeic sounds with articulated language?® in his speech:

23.  Smyth (1952), p. 357.
24. Oates and O’'Neill (1938), pp. 74, 76.
25.  Oates and O'Neill (1938), pp. 75, 77.

26. See other instances in Aristophanes’ Frogs (verses 209-220 and 228-235) by the chorus of frogs singing with
onomatopoeic sounds and verbal allusions to Dionysus, the Muses, Apollo, Pan, the aulos, and the lyre.
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£710ITO1 TTOTTOTTOTOTTOTOTOT,

iw 1w itw it itw itw,

11w TIg M8e TOV ERAV OPONMTEPWV:

6001 T’ ebomdpovg dypoikwv ybag 230
vépeaBe, @iAa pvpia kptbotpdywv

OTIEPILOAOYWV TE VEVN

Tayv metépeva, parbaknyv iévra yijpov:

6oa T’ &év dhokt Bapa

BOAOV AprTITTUPILED’ OSe AemTOV 235
ndopéva ewva-

T10 T10 T1O T1O T10 T10 T1O0 T10.

60oa 0’ HuVv KaTd kNHTOLVG &Ml K1OCOD

KAA8eot vopov Exet,

Tda Te kAT’ Oped TA TE KOTIVOTPAYd TA Te Kopuapogdayd, 240
avboate meTOREVA TPOG ERAV aALSAV:

TPLOTO TPLoTO ToTOPPiE:

ol 8’ éelagmap’ abA®dvag d§voTéIOVG

¢umidag kanted’, 6oa T’ edSpbdOoOLG VTG TOMOVG 245
Eyxete Aelpwva T’ €pdéevta Mapabdvog, 6pvig

TEPLYOTNOIKIAGG T' dTTaydg ATtTaydag.

v T’ &mi mévTiov 0idpa Baidoong 250
@OAa pet’ dAkvoveEDOL ToTHTAL,

8ebp’ 1te mevobduEVOL TA VEWTEPQ,

mavta yap €voade @O\’ dBpoilopev

olwvdv Tavaodeipwv.

fikel yap tig Spipvg mpéofug 255
KA1vog yvaunv

KAW@V T’ Epywv &yxelpnTig.

aM\’ 1T’ &g Adyovg dmavta,

Sebpo Sedpo Sebpo Sevipo.

TOPOTOPOTOPOTOPOTIE. 260
KikkaPBad kikkapad.

TOPOTOPOTOPOTOPOAIAIALE.?
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“Epopopoi popoi popopopoi popoi, here, here, quick, quick, quick,

my comrades in the air; all you who pillage the fertile lands of the
husbandmen, the numberless tribes who gather and devour the

barley seeds, the swift flying race that sings so sweetly. And you

whose gentle twitter resounds through the fields with the little cry of
tiotiotiotiotiotiotiotio; and you who hop about the branches of the ivy in
the gardens; the mountain birds, who feed on the wild olive-berries or
the arbutus, hurry to come at my call, trioto, trioto, totobrix; you also,
who snap up the sharp-stinging gnats in the marshy vales, and you who
dwell in the fine plain of Marathon, all damp with dew, and you, the
francolin with speckled wings; you too, the halcyons, who flit over the
swelling waves of the sea, come hither to hear the tidings; let all the tribes
of long-necked birds assemble here; know that a clever old man has come
to us, bringing an entirely new idea and proposing great reforms. Let all

27. Hall and Geldart (2017), pp. 30-4.
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In addition, we find the manifestation of supernatural beings, such as the
Sirens, Erinyes (or Eumenides), and the singing sphinx of Oedipus.

Sounds produced by armed human beings with animals in motion
(horsemen) compared with the noise of elements of nature (wild waters)
and reinforced by visual details (dust) describe through words landscapes
and soundscapes in a passage from Aeschylus’ Seven against Thebes sung by
the chorus (verses 78-86), just after expressing a feeling of panic:

< > Opéopat @oPepd peydN byn-

pnebeital otpatog otpatdmedov AMmwv:

Pel mohUg 68e hewg mpdSpoyiog immdTag: 80
aiBepia k6Vig pe meiber paveio’,

dvavdog capng ETvpog dyyehog.

téheSepvact

nebi” OmAOKTU WTL Xpipsmtel fodv:

motdtat, Bpépet § dpayétov Sikav 85
vdatog d6poTvITOV.?

“We cry aloud for fear. O day of woe!

They have left the camp.

They are on their way.

The host is streaming hither, horsemen in the van,
A mounted multitude. The dust persuades me,
Seen in the sky, dumb harbinger, but sure.
The tramp of hoofs upon the nearer plain
Falls on mine ear, threatening captivity.

It hovers close at hand, the heightening roar
As of wild waters irresistible

Rending the hills.”3°

Another striking sound effect comes from Aeschylus’ Seven against Thebes
sung by the second semichorus (antistrophe 3, verses 900-903):

Siéxer 8¢ xal mOAMV oTOHVOC:
OTEVOLOL TOUPYOL, OTEVEL
nédov pihavépov.3

“Through the city too passeth the sound of lamentation; the battlements
lament; the land that loveth its sons’ laments.”32

28. Oates and O’Neill, Jr. (1938), pp. 743-44.
29. West (1990), pp. 67-8.

30. Campbell (1906), p. 77.

31.  West (1990), p. 112.

32.  Smyth (1952), p. 397.
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Sound and sight are mutually linked in a short expression by the blind-
ed Oedipus in Sophocles’ Oedipus at Colonos (verse 139): “Behold me! For
I ‘see by sound,” As mortals say”® (68 ékeivog éyw: @wVi yap 6pd, TO
@aTtigdpevov)®. Sophocles centred his plays around the subject of sight as
a way of perception by means of verbal and thematic techniques to create
dramatic movements (Seale, 1982). In this play, the author focuses on the ca-
pability of truly seeing without a visual perception. Oedipus can see through
hearing as well as through revelations.

Concerning human voice and its nuances in pain expressions, there is
an illustrative passage from Aeschylus’ Suppliants (strophe 6, verses 111-116)
where the chorus of Danaids sings a lamentation song. Performative details
are provided by the text (low and shrill wails, crying):

Toladta mdbea pélea Bpeopéva Aéyw,

Ayéa Bapéa Sakpuvometii.

in, i,

inAépotov éumpenig Opeopévn péAn 115

¢oa yoo1g pe T,

“Such miserable sufferings while I wail, now shrill, now low, blended
with falling tears, alas! alas! resembling funeral dirges, though yet alive I
celebrate my own lament.”3¢

We find similar features in a monodic lamentation song from Euripides’
Orestes by Electra (verses 960-970):

katdpyopal otevaypnév, o Iehaoyia, estr. 960
T10eioa Aevkov vuya dia mapnidwv,

aipatnpov dtav,

KTUMmoV Te kpdtog, 6v EAay’ d katda x0ovog

VEPTEPWV [Mepoépaocoa karAimaig Bed.

layeitw 8¢ yd Kukhwmia, 965
oidapov &mi kdpa TiBeica kovpiov,

mnpat oikov.

E\eog ENeog 68’ Epyetat

TV Bavovpévwv Vmep,

otpatnhatdv ‘EAAGSog moT’ Hvtwv.¥ 970

“Land of Argos! I take up the dirge, doing bloody outrage on my cheek
with pearly nail, and beating on my head, the meed of [Persephone] that
fair young goddess of the nether world. Let the land of the Cyclopes break
forth into wailing for the sorrows of our house, laying the steel upon the

33. Campbell (1906), p. 265.

34. Lloyd-Jones and Wilson (1990), p. 362.

35. West (1990), p. 133.

36. W.Headlam and C. E. S. Headlam (1909), p. 115.
37. Murray (1963), p. 187.



PANOSA DOMINGO. Music, Soundscapes and Performance in Greek Tragedy

ESTUDIS ESCENICS 48

head to crop it close. This is the piteous strain that goes up for those who
are doomed to perish, the chieftains once of Hellas.”3®

The last part of Aeschylus’ Persians éxodos (verses 1038-1077) is an emblem-
atic example of the performative style of lamentation in Greek tragedy. All
elements (voice, noise, gestures) are integrated in an emphatic dialogue be-
tween Xerxes and the chorus, who mourn the defeat of the Persian army and

the deceased:

=B,
XO.

—
.
[y A

XO.

—
'
—

XO.

Siarve Sraive mijpa- mpog Sépovg & 101
alai aiai, §va &va.

Boa vuv dvtidouvmnd pot.

8601V Kakav kKak@WV Kakoig.

. Tuge péhog 6pod T1beic.

OTOTOTOTOL"
Bapeid vy’ Gde ovppopa-
of, pdia kai t68 Aryd®.

€peoo’ Epeooe kal otévad éunv xapv.
Staivopat yoedvog cv.

Boa vuv dvtidovma pot.

RéAeV mapeoTt, SéomoTa.

. &émopBiagé vuv yooig.

OTOTOTOTOl
péhawva § appepiietar,
of, otovoecoa mhayd.

L4

kal otépV’ dpaocoe kdmpPoéa to Mbotov.
dvia dvia.

kati pot yevelov mépBe Aevknpn Tpixa.
Adnmpry8’ dm’pryda, padia yoedva.
attel § 60. XO. kai tad’ €ptw.

. mémhov & Epelke KOMTiAV AKIfL XEPAIV.

avia awa.

kai Paa\’ €Belpav kai katoiktioar oTtpatov.

Ampry8’ dm’pryda, pdha yoedva.

Siaivov & 6ooe. XO. téyyouai tot.

Boa vuv dvtidovma pot.
oloi oioi

. ailakTog €i¢ §60u6 Kie.

i, im. {Iepoic aia Svopatog.}

. flwa én kat’ dotv.T
. flwa énrta, vai vai.f
. yodo®’ aBpoPdarat.

iw, iw- Tepoig aia dvoPatog.
>

38. Coleridge (1907), p. 311.
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<XO. . . B
EE. N1 N1, Tplokdipoloty
<XO0.>1n A7, Paptotv dAopevol. 1075

<EE. mpomepmé vov 1 ég olkovg. >
XO. mémpw toi oe Suobpodoig yooig.*

“Xerxes. Shed tears, tears for the calamity; and go towards thy home.
Chorus. Alas, alas! Grief, grief!

X. Cry aloud now in response to me.

Ch. A wretched offering to a wretched man from wretched men!
X. Wail aloud, making the sound in unison.

Ch. Alack, alack! Here is another heavy blow. Alas! much indeed do
I grieve over this.

X. Beat, beat on [thy head], and groan aloud for my sake.

Ch. I shed tears in lamentation.

X. Cry aloud now in response to me.

Ch.’Tis my concern, O master.

X. Raise thy voice now with wailing.

Ch. Alack, alack! Again shall fall confusedly blows that bruise and call
forth shrieks of pain.

X. Beat thy breast too, and cry aloud the Mysian lament,

Ch. Grievous, grievous fate!

X. —and make havoc, I bid you, of the white hair of thy beard,

Ch. With clutching hands [I do so| 'mid cries of anguish.

X. —and utter a shrill note,

Ch. This too will I do.

X. —and with thy fingers rend thy robes about thy breast,

Ch. Grievous, grievous fate!

X. —and pluck thy hair, and lament over the army.

Ch. With clutching hands [I do so| 'mid cries of anguish.

X. Let thine eyes grow moist.

Ch. I am bathed in tears.

X. Cry aloud now in response to me.

Ch. Ah me! Ah me!

X. Go towards your homes with sounds of mourning,

Ch. Alas, Persian land, so sad now to tread!

X. —crying Alas! through the city.

Ch. Alas indeed! yea, yea.

X. Utter aloud your lament, as ye step delicately onward.

Ch. Alas, Persian land, now so sad to tread!

X. Ah me! ah me! in three-banked galleys (ah me!) all perished . . .!
Ch. I will escort thee with mournful sounds of woe.”*°

Finally, there is a nice example of a thrénos or lamentation song, typical of fu-
nerary contexts, combining singing with musical instruments (Pan flute, au-
los, and phdrminx) and weeping. This is the case of a sung dialogue between

39. West (1990), pp. 56-8.
40. W. Headlam and C. E. S. Headlam (1909), pp. 72-3.
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Helen and the chorus from Euripides’ Helen, particularly the introduction
and first strophe (verses 164-178). Here Helen wishes that the Sirens and
Persephone join her in this lamentation song dedicated to the deceased in
Troy:

ESTUDIS ESCENICS 48

@, peyahwv ayéwv kataBaihopéva péyav oiktov

molov AuAANaB® yoov; fj Tiva podoav éméAbw 165
daxkpvowv 1 Bpnvorg fj mévBeorv; aiai.
MTEPOPOPOL VEAVISEC, estr.

napBévor xBovog kdpat

Yelpiveg, €10’ époig yooig

poélort’ Eovoat Aipuv 170
AWTOV f) oVpLyyag

@oOpuLyyag, aiiivolg kakoig

T0ig époiot ovvoya Sakpua-

nmdBeot mABea, péleot pélea,

povoeia Bpnvipa-

ot Suvwda méEpete

depoépaocoa 175
dovia, yaprtag v’ émi 8akpuot

map’ ¢nébev Lo péNabpa viyia

maidva

VEKLOLY OAopévolg Aapn.+

“Ah me, what piteous dirge shall I strive to utter, now that I am beginning
my strain of bitter lamentation? What Muse shall I approach with tears or
songs of death or woe? Ah me!

Ye Sirens, Earth’s virgin daughters, winged maids, come, oh! come to

aid my mourning, bringing with you the Libyan flute or lyre, to waft to
Persephone’s ear a tearful plaint, the echo of my sorrow, with grief for
grief, and mournful chant for chant, with songs of death and doom to
match my lamentation, that in return she may receive from me, besides
my tears, dirges for the departed dead beneath her gloomy roof!”42

Before addressing the interrelation between sound and music, we could con-
sider a possible gradation or differentiation between the following concepts:
sound, noise, silence and music. From this point, further groupings could
be taken into account, as an expression of conceptual dualities of opposite
or even complementary elements: sound-music, noise-music, sound-silence,
silence-music, and from the latter we could delve into the Pythagorean con-
ception of the music of the spheres, the music of Cosmos, that is, the music
of order.

All the aspects mentioned above (sound, noise, silence, music) are pres-
ent in any living, dynamic reality. They all complete the acoustic charac-
terisation of a living community in its physical space. Comprehensive

41.  Murray (1963), p. 9.
42. Oates and O’Neill (1938), p. 13.
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characterisation includes, of course, visual aspects, textures, frame or setting,
and, of course, words communicated, which convey contents. Understanding
the whole of a fragment of life involves knowing all these characterising ele-
ments. Greek tragedy, conceived on stage as a global expression, is projected
to perform all these elements — natural, rational, emotional and sacred —
simultaneously. With words, music, choreography and scenography, the poet
makes a re-exposition of myths on stage and updates them while providing
characters with human reasoning and attitudes to achieve a direct connec-
tion with the audience.

Thus, sound resources in language are used to draw soundscapes. They
evoke a sound image of what is described in the scenes about the events that
are happening or about those that the choir or characters are narrating, even
if they happened in another time or space. One focus of our enquiry consists
in identifying these sound images in the text in order to possibly find out
a coding or the linguistic expressions associated with them. By identifying
cases and analysing them it is possible to classify elements and contexts and
elucidate those having a significant influence.

In his Republic, Plato alludes to the mimetic capability of the sonic and
choreographic aspects of the poetic art. Moreover, as observed by Rocco-
ni, soundscapes could be performed by means of voices, gestures and music
(mousiké téchné) through the mimesis, in particular through the aural and visi-
ble imitation of extramusical elements (animals, phenomena, etc.). Singing and
instrumental music (aulos and lyre),*® besides the choreutic movement, also
had narrative and performative contents (Rocconi, 2014: 704-706, 712-713).

Three main areas stand out from our approach on sonic environments:
the soundscape of nature, the soundscape of human activities, and the sound-
scape attributed to the divinity or the sacred sphere.

Sound, as opposite to silence,** can become an orderly and eloquent ex-
pression, such as speech or other sound images found in tragic texts (and in
Greek literature in general). We can mention as examples: the melodious
song of a bird, the flowing of a stream, the cadence of the sea waves, the
swaying of the sea breeze; in short, a kind of music of nature that suggests
a harmonious and balanced state.*® Noise could be intended in this context
as the non-harmonic superposition of sounds, or even the excess of a deter-
mined sound emitted, becoming in all cases a manifestation of imbalance.

In music, we perceive an eloquent human reveal of contents (that is,
rational elements discernible through words in singing), but also a reveal
of emotions, feelings or passions. In tragedy, both types of elements were
integrated in the lyrics and chosen metre, as well as in the musical aspects
(rhythms, melodies, tonoi and registers), in voice inflections, in dance steps,
in body language, and finally in facial expression by means of characterised

43. In his Poetics, Aristotle also considers these instruments, as well as the syrinx and words, appropriate for the
mimeésis. Reported by Rocconi (2014: 714).

44. Halleran (2005: 210-213) analyses the effects of silence in Greek tragedies, as well as the communicative capa-
bility of gesture.

45. Butler and Nooter (2019: 7) argue that ancient writers were concerned with mapping and theorising their sonic
environments and temporalities.
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masks. In this setting, the tragic choir played a key role, along with the lyrical
appearances of main actors in solos during the crucial moments of drama.

Besides, in Greek tragedy the moments with the highest lyrical force fre-
quently progress towards singing, in a transition that can integrate groans,
cries and lamentations. As argued by Nooter (2012: 22), tragedy involves ex-
treme emotions and is associated with the experience of suffering, despera-
tion and loss. Such situations make up the point from which a tragic charac-
ter begins to sing.

So, mourning style appears after the death of loved ones due to all kinds
of misfortunes: natural disasters “sent by the gods”, wars, or violent acts trig-
gered by the desire for revenge as a result of madness or caused by the hybris
of characters who refuse to follow the divine precepts. The latter become
ethical precepts accepted by the tradition and are actually the subject for
discussion and assessment addressed by tragic poets to their contemporary
society.

Staging Music and Sound

The reference musical instrument in Greek tragedy was the aulos,* a pair
of double-reed pipes made of wood or bone. The aulos was present in many
situations of daily life in ancient Greece: banquets, religious celebrations,
military contexts, sacrifices, sport competitions, accompaniment of elegiac
poetry and, of course, drama.

In drama, playing to the aulos was an especially demanding task since
the sequential structure of the play required constant execution. Sustaining
continuous performance was feasible for the aulétés by using the phorbe-
ia and carrying out circular breathing. This required skills and talent from
the performers, who had to be highly qualified professionals. On the occa-
sion of important theatrical events (such as the Great Dionysia), these musi-
cians must have been renowned virtuosi*’ who were supported by wealthy
choregoi. They used an instrument especially suited to the musical range re-
quired for tragic plays.*®

As possible material evidence for the type of aulos that might have
sounded in Greek theatres of the classical period, we have two copies of
this instrument, in addition to the iconographic sources. The first one is the
item found in Posidonia (Paestum, Italy) and published in 2014 by Psarouda-
kés. This is a deer-bone double aulos discovered in a burial dated 480 BC.
This chronology coincides with that of the so-called Tomb of the Diver or
Tomba del Tuffatore (also in Posidonia), which represents two double-reed
pipe players, the one with short wooden pipes and the other with large bone

46. Sporadically the lyre too. Athenaeus (1.20 ff.) reports that Sophocles himself played the lyre in his tragedy
Thamyras: kai 1Ov Oapupiv SIBACKWY auTdG £KIBApIoev. See comments on this issue by Hall (2002: 9) and Wilson
(2002: 43). On the music in the Sophoclean dramas, see Power (2012).

47. See Hall's analysis on the virtuosi tragoidoi (Hall, 2002: 12-18).

48. See Wilson (2002: 44), who discusses the assumption of ‘tragic auloi’ as a distinct type. This author (Wilson,
2002: 45-55) also provides evidence about the skills, provenance and social status of the aulétai in the classical period.
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pipes. The Posidonia aulos is almost identical to the instrument found in
Pydna, which dates, however, from a century later.*

Another example dating back to the classical period is the Elgin aulos,
a wooden instrument preserved in the British Museum. It dates from about
500 BC and comes from Athens. According to Callum Armstrong, this is
precisely the type used in Greek tragedy.® We look forward to the results
achieved in the experimentation with these two specimens in order to clar-
ify unknown aspects of the performance of soundscapes and music in Greek
tragic dramas.

Hagel has carried out and published exhaustive studies on the technical
features of the main ancient Greek instruments, especially the auloi from the
classical and Hellenistic periods. A recent article (Hagel, 2020) includes a
comparative analysis and an integrating explanation on this subject.

To enhance the knowledge on ancient Greek music we also have the in-
formation recorded in the textual sources. For example, we know that the
period we are considering includes the legacy of a series of innovations ap-
plied to music performed with aulos as early as the 6th century BC. This
stage is described as revolutionary by scholars such as Wallace (2003), who,
based on references from Herodotus, Pseudo Plutarch and others collected
in the Suda,” reports that Lasos of Hermione®? devoted himself to research
and experimentation on the aulos (by altering the rhythms for the music of
dithyrambs). According to these sources, it was Lasos who wrote the first
book on music.

Leaving aside the musical instruments, there were other auxiliary ele-
ments that improved other scenic aspects, such as the setting and visual or
acoustic details. We refer, on the one hand, to structural and architectural
elements of ancient Greek theatres:

* The high stage, for actors.

« The versatile architectural elements of backstage (skéné), where actors
could change costumes or hide, but also from which they could speak
by emitting a sound outward.

* The orchestra, for the choir and musicians, next to the public.

49. Two studies on the Pydna aulos are in Psaroudakés (2008) and Hagel (2020). Barnaby Brown is experimenting
with the sound and technical capabilities of the Posidonia and Pydna auloi using rigorous replicas.

50. See: https://callumarmstrong.co.uk/about-me/aulos/ [accessed: 4-23-2022]. Callum Armstrong has performed
the music for the staging of two Greek tragedies with a replica of this double pipe: Aeschylus’ Suppliant Women
(premiered in 2016 in the UK with the Young Vic and Royal Lyceum Theatre in Edinburgh) and Euripides’ Heracles
(premiered in 2019 in the USA with the Barnard Columbia Ancient Drama).

51.  Considering that the Suda (Suidae Lexicon) dates back to the 1oth century.
52.  Who worked in Athens during and after the Peisistratids.

53. See on this subject Vozani (2003: 95-127), Wilson (2005: 196-203), Halleran (2005: 200-203), and Liapis et al.
(2013: 2-4). The performance spaces assigned to the different type of performers are linked to the conception of
theatrical space as a principle of organisation, but this does not imply a rigid functionality of spaces in which actors
necessarily perform on the stage and choir in the orchéstra, as observed by Wiles (2010: 114, 63.) Besides, there
is the question about the type of relationship existing between the performers in the orchéstra and the spectators in
the watching area (théatron); that is, if the audience was a passive subject or was involved in the action. See on this
subject Wiles (2010: 207-209).
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* The side corridors (pdrodoi or eisodoi), where the choir went down
at the beginning and the end of the play while achieving the ongoing
sound dynamics.

¢ The small raised platform or theologeion, which allowed the figure and
voice of a god or ghost to be enhanced.

¢ The “stairs of Charon”, to enable the appearance of characters emerg-
ing from the underworld.>*

On the other hand, we refer to the use of machines that allowed the scenery
to be changed, doors opened or closed, bodies brought out by means of a
wheeled platform (the so-called eccycléma) or characters moved up and
down in the air (usually gods and goddesses),*® and also machines which
produced sound, such as the bronteion or thunder machine.5¢

Masks have been the subject of controversy in the discussion about their
acoustic properties during the theatrical performances. The mask®” clearly
had an expressive purpose. It mainly served to distinguish tragic from comic
actors. Pickard-Cambridge (1989: 190) mentions that the tradition recorded
in the Suda®® points to Aeschylus as the first to introduce masks in drama. In
tragedies, it allowed psychological or emotional states to be highlighted, and
specific characters to be identified. From another point of view, Wiles (2010:
77) explains that: “In tragedy the mask was principally a means of blotting
out expression so that the actor had to use his body to transmit visual mean-
ing.” Moreover, the character can be intended as a mask; when the actor
changes it, the character ceases to exist (Wiles 2010: 169).5°

Concerning the possibilities of sound amplification of masks, some au-
thors have been sceptical, arguing that if they were made of fine linen, they
would have had little sound impact. Moreover, in their opinion, wearing a
mask would rather have mitigated the projection of sound, so that actors in-
volved in dramas needed to be endowed with a powerful voice.®® In addition,
actors needed to be trained in the practice of voice-production or voice-pro-
jection.®! However, the appropriate acoustic conditions of theatres had to
ensure or facilitate the reach of voice to the upper stands, considering the
high position of the stage or even the higher position of the theologeion at
the moments reserved for gods or special characters. Anyway, as argued by
several scholars, the sound is projected more effectively to the audience if
the actor faces forwards standing upstage right on the centre line and not

54. Forinstance, the spectre of Darius in the performance of Aeschylus’ Persians.
55. The so-called theds apé mechanés; in Latin: deus ex machina.

56. We know about this machine for the classical period thanks to some scholia to theatrical plays and later refe-
rences by Vitruvius (De architectura, V, 6, written in c. 15 BC) and J. Pollux (Onomasticon, c. 1770 AD). On this subject:
Rocconi (2014: 706).

57. Prosopon or prosopeion: ‘in front of the face’ (from ops: ‘voice’).
58. s.v. AioxUhog
59. Referring to Orestes in the Oresteia.

60. Even more if they had to sing for example in a prone position on the ground. This was the case of the actor
playing Hecuba. See Hall (2002: 21), who refers to Valakas (2002: 78).

61.  So, not necessarily making a violent effort, as argued by Pickard-Cambridge (1968: 167).
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at the foot of the auditorium, hence the close connection between the visual
and acoustical focus.®?

In any case, and depending on the materials used for the masks and
their morphology, we can assume an enhancement of voice volume by
wearing them. They could be used to make the actor’s voice more resonant
(Pickard-Cambridge 1968: 195). Furthermore, they could accomplish a filter
effect, expand the sound projection, improve the intelligibility of words and
provide the actor with a better perception of his own voice. This is admit-
ted by many scholars and demonstrated, on the one hand, by Vovolis and
Zamboulakis (2007) and Vovolis (2009 and 2012); on the other, by Kontom-
ichos and others (Kontomichos et al., 2014), who have reconstructed ancient
Greek masks and experimented with them in the theatre of Epidaurus. They
aimed to measure the extent of sound production by using masks and the
resulting projection towards the audience located at different points of the
auditorium.®

Preliminary Results

So far, after a series of verifications some results can be extracted from the
ongoing analysis on music and soundscapes in Greek tragedy for the classi-
cal period.

1. Three recurring topics associated with musical moments:

a) Lamentations originated in a sudden misfortune, caused by the
death of a loved one or as the consequence of a remorse.

b) Plea song to the divinity (paean).

c¢) Songs associated with the funerary ritual: the thrénoi and funer-
ary elegies, such as songs of praise for the dead, characterised by
the notions of mourning (pénthos) and pain or suffering (dchos). It
is also possible to approach the study of these practices from the
ethnographical track. Contemporary examples of popular funeral
poetry passed down from generation to generation are preserved.®*

2. Predominance of two types of soundscapes:

a) Actions by human beings, in which sound is suggested by means of
language resources.%

b) Messages revealed by the deities, conveyed by the sound of the el-
ements (lightning and thunder, strong wind, big waves in storms,
and earthquakes) or through animal voices, especially birds.

62. Wiles (2010: 69-70), who refers to Shankland (1973: 32) and Barker (2010: 148).

63. On this point, see also the technical approach by Tsilfidis et al. (2011).

64. Such as the moiroloi, documented in Epirus (northwestern Greece and southern Albania), studied by Katsane-
vaki (2017), and on the Mani Peninsula (southern Peloponnese), studied by Seremetakis (1991) and Vasiliki Kouré.

Some other cases have also been documented in Adriatic Italy. A video related to the Women of Mani (Manidtiko
Moiroloi) is available on this link: https://www.youtube.com/watch?v=T|xqC4fiqcM [accessed: 6-30-2020].

65. Butler and Nooter (2019: 4) distinguish in Greek vocabulary for voices between the phthongé, that is the voice
of an individual human, and audé, an essentially human voice that can be applied to divine beings, animals or objects
which can be able to be understood by human listeners.
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3. Scant iconographic evidence of dramas displaying details on musical
and choreographic performance.

4. Lack of archaeological evidence to demonstrate or illustrate the in-
formation transmitted by textual sources on lyric and musical perfor-
mance. An important exception is the so-called Tomb of the Musician,
discovered in Daphne in 1981 and dated to the third quarter of the 5th
century BC.%® The tomb has brought important findings, such as mu-
sical instruments (an aulos and fragments of two lyres) together with
four written wooden tablets and a roll of fragmented papyrus with
lyrical text. The roll and the tablets have been analysed by P6hlmann
and West (2012), West (2013), P6hlmann (2013), and Karamanou
(2016).

This discovery, which associates the deceased with fragments of poems and
musical instruments, contributes to the idea that — at least for the classical
period — the poet could be both the author of the text and the composer of
the music.

Conclusions

To conclude, and returning to the starting point, the study of music and
soundscapes in Greek tragedy is a matter of content and shape. The setting
of the play, in addition to the different performative languages (music, ges-
ture, movement) and complements (props, masks, sound effects, etc.), helped
spectators to better understand the contents of the plot and to experience
the feelings and emotions transmitted by the characters. Anyway, to find the
clue for all these elements, it is necessary to go back to the text®” of the play
itself, the only thing that has survived, apart from some scenes depicted on
Attic and Apulian painted vases. Sometimes a kind of stage guidelines are
preserved, such as introductory captions of new scenes or even explanations
to be recited by the actors in the prologue or when a change of scene occurs,
or by the choir for anticipating new scenes as well.

Therefore, it is essential to pay attention to the “sound properties” of
language; that is, to the potential of words and the literary resources to
evoke sound, environment and the impact produced by them. This quality
in tragic language is comparable to the visual qualities and allows us to im-
agine environments and soundscapes as if we were perceiving them in situ
with the senses. These expressive resources in the hands of the great tragic
poets were a very effective alternative to the unavailability of complex sce-
nic mechanisms and to the rigid structure of theatrical buildings.

It was a matter of communication between the poet and the audience,
and its materialisation took place in the civic space to ensure a complete
communion between the drama, the citizens and the ethical precepts of
the polis. Athens, the heart of ancient Greek drama, was in Rehm’s words

66. In particular the Tomb Il. The finds are currently kept in the Archaeological Museum of Piraeus.

67. Sung or spoken, with poetry and rhetoric, with determined features for every voice playing in it. See Nooter
(2012: 1) regarding Sophoclean tragedy.
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“a performance culture”. Therefore, by its social, religious and practical as-
pects, tragedy approximated the idea of theatre as integral to the life of the
city (Rehm, 2016: 3-13).

Staging tragedies in Greek times meant a living expression of the dramat-
ic text according to the guidelines given by the poet, who was often the set
designer and theatre director.®® This is the case of Sophocles and Euripides,
being responsible for the words, the music and the choreography (Knox, in
Dunn, 1996: 154). But every new performance allowed for staging variations,
especially when the play was presented to the audiences in later times and
by professional companies such as the Technitai of Dionysus in the Hellen-
istic period. However, the new scene was constructed from the main back-
bone of drama: the original text. And even more, performing soundscapes
and music on stage made it possible to draw the outline of that sacredness
perpetuated by the Hellenic tradition which involved, time after time, the
civic community beyond the narrative.

®
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