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ABSTRACT 

It is true that the music of antiquity is now mute, but archaeology has provided 

valuable artifacts pictorial representations showing musical activity and musical 

instruments of the ancient world. Several scholars have conducted paramount research 

regarding music from every period in the ancient Near East, and contributed greatly to 

the field. Further study, however, is required. This paper presents new questions to 

previously studied Near Eastern musical artifacts and iconography. These queries explore 

the areas of identifying instruments in artifacts and iconographic depictions, performance 

techniques, gender identification of musicians in depictions, and the use of space in cultic 

activities involving music. The goal of this study is to shed additional light and generate 

further discussion in these areas of musical activity in the Ancient Near East. As 

expected, this study is difficult. Nevertheless, these questions must be addressed in an 

effort to better understand music activity in ancient Israel/Palestine and surrounding Near 

Eastern cultures. 
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CHAPTER ONE: INTRODUCTION 

Purpose of the Research. 

The purpose of this research is to investigate musical activity and instruments of 

Israel/Palestine during the Iron Age (1200-586 BCE). The study of musical activity and 

instruments will not solidify chronology or enhance the technology of archaeology, but it 

will enrich the understanding of activities that took place in the daily life of groups in 

antiquity. My work centers on Israel/Palestine, but will include surrounding areas of the 

Ancient Near East during the same time period. Not only am I concerned with explaining 

musical activity, but I intend to illustrate the utility of key approaches. This research 

incorporates archaeology, ancient texts, musicological and ethnographic-comparative 

analyses. I will explore music data with new questions and address continuing enigmas. 

With the employment of appropriate research designs and methodologies, I will reveal 

essential elements of musical activity and instruments, creating a clearer understanding of 

life in Israel/Palestine and surrounding areas of the Ancient Near East during the Iron 

Age 

No matter the location, language or ethnic make up of a people, there is one common 

element they all share; music. Everyone has a connection to the production and shaping 

of sounds that create music. These sounds communicate emotions, convey instruction, 

tell a story, or reflect the views of how an individual or group sees or understands the 

world. The origins of music are ambiguous, but since its inception, people have tightly 

woven music into nearly every aspect of human life. Cultures share similar uses of 
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music. People often incorporate music in religious ceremonies to pay homage to a deity, 

sing songs to celebrate the birth of a child, or methodically chant repetitious phrases to 

ease the pain of arduous tasks. An examination of ourselves reveals the overwhelming 

power of music. Hearing a few notes of a melody can generate memories of romantic 

encounters, rambunctious activities of teenage years, or the political climate of previous 

generations. Music functioned in the same capacity in ancient cultures; unfortunately, the 

music itself has been lost. 

Without the luxury of being able to hear the music of antiquity, the use of music and 

musical instruments in ancient cultures remains an enigma. Archaeology, iconography, 

ancient texts, and ethnomusicology, however, can reveal how the people of antiquity 

employed music and musical instruments in their cultures. 

In an effort to understand the history and culture of ancient Israel/Palestine, scholars 

often research population, language, technology, social structure, texts when available, 

and ideology, as they are common entities of nearly every human society. Scholars 

usually discuss these shared characteristics in order to understand how a group 

functioned, but music as a common element in all societies is rarely discussed. 

Defining the Subject of Inquiry for Archaeomusicology 

As stated previously, the music of antiquity is now mute. The absence of sound 

makes the research difficult. A common definition of music is: "the science or art of 

ordering tones or sounds in succession, in combination, and in temporal relationships to 



15 

produce a composition having unity and continuity." ' This meaning is a concise western 

approach to music that attempts to define a distinct order of sounds as well as preset or 

specific combinations of musical tones. The goal of this definition is adequate in 

describing a musical composition, but it is inapplicable to research on music in antiquity 

because it focuses primarily on sound, and constitutes preconceived boundaries. 

Archaeomusicologist Joachim Braun is the first to employ an interdisciplinary approach 

to investigating and discussing music activity and instruments. He studies the modem 

musicology of Israel, its music, instruments, in conjunction with artifacts from the 

ancient Israel and the Near East (Braun 1997b; 1999). Braun also made a profound 

statement regarding the perspective of music production and sound in the research: 

"Sound is time art. A picture that is made but does not remain. It is present and past at the 

same time. Music is an art of time" (personal communication, Braun 1999). If we 

consider music as a time art, then the sound of music does not remain unless captured by 

a recording device. We cannot hear the music of antiquity, so what is the definition of 

music no longer heard?. 

Braun and the ethnomusicologist John Blacking offer definitions that better lend 

themselves to this study. Braun explains that the subject of inquiry regarding music must 

focus on "a pattern of human behavior in a relevant cultural context, in which sound-

producing tools undergo changes based on changes in culture" (1997b: 70). Blacking, on 

the other hand, states that "Music is sound that is organized into socially accepted 

' Finding a concIusivc definition of music is difficult, and takes on another dimension when attempting to 
define sound that is no longer heard. Most dictionaries, such as Webster's. define music in the above 
manner. Interestingly, music dictionaries such as The Harvard Dictionary of Music (1986) do not define the 
term at all. 
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patterns, and music-making may be regarded as a form of learned behavior" (1995:33). 

Although Blacking typically dealt with analyzing music of various cultures still heard, his 

definition coincides with Braun's. Both recognize two elements vital to this study of the 

music of antiquity; socially accepted patterns and learned behavior in cultural contexts. In 

studying music use in antiquity, one must attempt to hear with the eyes in order to search 

for these elements in iconography, figurines, and texts. 

Terms Used in the Research 

Iconography 

Pictorial representations and symbols convey meaning to all who recognize them. The 

Nike Swoosh. Two golden arches. A stylized drawing of a half-eaten apple colored with 

colors from the rainbow. A cross. These are four of the most common pictorial 

representations and symbols known throughout the world. The sight of them brings 

immediate recognition and association with sports, food, computers, and religious 

activity. Nonetheless, context, time period and culture determine what these images 

represent and the meanings they convey. For example, most associate a cross with 

Christianity. However, during the Kassite period (1595-1000 BCE), a cross was a sun 

symbol, often substituted for the solar disc. The swastika, a well-known icon of WW II 

Nazi Germany, possessed a completely different meaning in Mesopotamian art. 

The [swastika] has been variously explained as a solar symbol derived from the 
wheels of the chariot of the sun god, as the sign for a fortress or fortified site, or as 
symbolic of a whirlwind or of the four winds (Black and Green 1992; 96). 
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Members of the host culture or those who understand the structure, characteristics, and 

intricacies associated with it, readily comprehend the information provided by an icon or 

symbol from that culture. Nevertheless, archaeologists have the challenge of unlocking 

lost meanings and information in iconographic and artifactual representations from little-

known ancient cultures. 

The initial step is to establish a working definition of iconography. Art historians E. 

Panofsky and W. Flash, archaeologist O. KeeL, and ethnomusicologist T. Seebass provide 

clear and useful meanings of the term that are appropriate for this research. 

Panofsky states; 
Iconography is that branch of the history of art which concerns itself with the 
subject matter or meaning of works of art, as opposed to their form 
(Panofsky 1939:3. cf Bialostocki 1965; Wintemitz 1999) 

Flash explains; 
Iconography and iconology are terms that refer broadly to the study of subjects 
and themes in works of art. One of the principle concerns of iconography is the 
discovery of symbolic and allegorical meanings in a work of art (Flash 1996). 

Keel defines iconography as; 
the study of artistic subject matter or content. Iconography therefore strives to 
describe the appearance, development, and disappearance of certain motifs and 
compositions, or the substitution of one artistic form by another 
(Keel 1992; 3 58). 

Seebass explains that; 
Musical iconography is concerned with pictures or more generally visual 
evidence, as used for research in music. In other words, musical iconography 
involves research in the pictorial documentation of music (in Myers 1992;238; 
cf Brown 1972). 

Each definition employs components important to the research; visual evidence, 

symbolism, composition, and subject matter (cf Lesure 1967; Amiet 1969; Keel 1976; 

McKinnon 1983; Lash 1996). Thus, my research incorporates elements of each definition 
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as it investigates visual music evidence in order to describe the appearance and 

development of certain figurative motifs and visual compositions. Moreover, my work 

concerns itself with symbolic and allegorical meanings in line drawings in stone, ivory, 

clay, or engravings on bowls or platters. The terms iconography, iconographic depictions, 

and drawings will be used interchangeably to refer to line drawn portrayals. 

Artifact 

Typically, the term artifact also includes iconography; however, when the term is used 

in this study, it distinguishes between iconographic depictions and other artifacts. For 

clarity, I propose the following definition of artifact; 

Artifacts are discrete entities whose characteristics of form result wholly or 
partially from human activity. Objects such as a stone hammer or a fired clay 
vessel are artifacts because they are either natural objects modified for or by 
human use, or new objects formed completely by human actions. The shape 
and other characteristics of artifacts are not altered by removal from the 
surroundings in which they are discovered. Thus, an artifact is any discrete 
portable object whose form is modified or wholly created by human activity.* 

Although Sharer and Ashmore employ the terms "portable objects," I did not limit my 

study to these types of artifacts. Artifacts in this study also include items such as figurines 

in the round, plaques, pottery, instrumental remains, and ancient texts.^ 

~ For further discussion regarding the term "artif^". see Sharer and Ashmore. The Fundamentals of 
Archaeology (London: The Benjamin Publishing Company. Inc. 1979), 70-71. 

 ̂ W.G. Dc\-er provides useful explanation regarding identifying arti£K:ts in archacologv*. specifically, 
ancient te.\ts; "Finally. I would argue simply that both oisgects and te.\ts are artifacts, that is. thought and 
action frozen in the form of matter, the *material correlates of human behavior'. Even the Bible is an 
artifact, in this ease what archaeologists call a 'curated artifact', or an item that originally functioned in one 
social context but has subsequently been reused in other wa>-s and setting. Thus, the Bible is what is once 
was. plus what it has become over the centuries of interpretation as scripture by synagogue and church. 
This faa must always be kept in mind when biblical texts are used as evidence in archaeological 



19 

Musical Activity 

The terms musical activity will be used to describe events and actions displayed in 

iconographic and artifact depictions. Musical activity does not explicitly state or describe 

what figures are doing, but indicates that some type of action involving music is taking 

place. 

Definitions of Musical Instrument Types 

Following is a brief description of categories for musical instruments developed by 

Sachs and Hombostel (1961:13-29). This system, developed by Sachs and Hombostel in 

1961, classifies nearly every known instrument into the areas of aerophone, chordophone, 

idiophone, and membranophone. Each of these classifications has subcategories which 

further describes differences between the instruments. For example in the Sachs-

Hombostel system, under 1. Idiophones (self-sounding instruments), there are sub-

catagories such as 11. Struck Idiphones, 111.1 Concussion idiophones or clappers, 111.2 

Percussion idiophones, 2. Membranophones, 21.1 Kettle Drums, 3. Chordophones, 311.1 

Musical Bows, 4. Aerophones, 421.11 End-blown flutes, etc. All instruments fall into at 

least one of the sub-categories. The following categories of idiophone, membranophone, 

chordophone, and aerophone. The terms are defined and subdivided with additional 

classification. Throughout this paper I will employ these classifications (S-H plus 

number) when applicable in describing instruments. Scholars generally use this system to 

reconstructions." From "Aichaeolog\-. Te.\ts. and History-Writing: Toward an Episteniolog>'" in 
Uncovering Ancient Stones: Essays in Memory of H. Neil Richardson. Ed. Lewis M. Hopfe. (1994). 109. 
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facilitate cross-cultural and cross-regional comparisons, and because it tends to be more 

precise than our everyday terms for such instruments; 

A. Idiophone. Sachs-Hombostel (1961; 14) describes an idiophone as "the substance of 

the instrument itself, owing to its solidity and elasticity, yields the sounds, without 

requiring stretched membranes and strings."A rattle is a typical idiophone. The Sachs-

Hombostel enumeration is as follows (1969:20-23); 

-112.2; Shaken idiophones or rattles 

B. Membratwphone: Sach-Hombostel (1961; 17) describes membranophones as 
instruments in which "the sound is excited by tightly-stretched membranes." An 
instrument, typically a drum, in which sound is produced by the vibration of a membrane, 
traditionally a stretched animal skin. The membrane may be made to vibrate typically by 
striking or rubbing (Randel 1986;485).The Sachs-Homl^stel enumeration is a follows 
(1969; 17-19); 

-2113 Frame drums; The depth of the body does not exceed the radius of the membrane. 

It is very similar to the tambourine. 

-212 Rattle drums; The (frame) drum is shaken; percussion is by impact of pendant or 

enclosed pellets, or similar objects. 

C. Chordophone: Sachs-Hombostel defines chordophones as; one or more strings 

stretched between fixed points (1961 ;20).The strings, often comprised of plant fiber, 

animal gut, steel, brass, silk, and bamboo, may be set in motion by plucking, striking, or 

bowing. Many chordophones are provided with a sound box or resonator to amplify and 

prolong the sound (Randel 1986; 161). The Sachs-Hombostel enumeration is as follows 

(1961; 20-23); 
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-321 Lutes; The plane of the strings runs parallel with the sound-table 

-321.2 Yoke lutes or lyres; The strings are attached to a yoke which lies in the same plane 

as the sound-table and consists of two arms and a cross-bar 

-321.22 Box lyres; A buih-up wooden box serves as the resonator 

-321.32 Necked lutes: The handle is attached to or carved from the resonator, like a neck. 

-322.12 Angular harps; The neck makes a sharp angle with the resonator. 

D Aerophone: The Sachs-Hombostel system defmes aerophones as instruments in which 
"the air itself is the vibrator in the primary sense" (1961; 24). To elaborate further, it is an 
instrument in which a column of air is the primary vibrating system. In most cases the 
player sets the air in motion by blowing. There are three main categories of aerophones; 
1. pipes, in which the turbulence produced by blowing across a sharp edge sets the air 

column in motion 
2. lip-vibrated aerophones, in which the air is set in motion by the player's lips 
3. reedpipes in which air is set in motion by a vibrating reed. 
There are also free aerophones in which the vibrating air is not confined to a column (ex; 
bull-roarer) (Randel 1986; 14;115). 
I will use the Sachs-Hombostel system (1969:13-29) to classify aerophones pertaining to 

this study; 

-42 Wind Instruments Proper; The vibrating air is confined within the instrument itself 

-421.111.12 Open Single End-Blown Flutes; The player blows against the sharp rim at 

the upper end of a tube; the lower end of the flute is open; with fingerholes 

-422.1 Oboes; The pipe has a double reed of concussion lamellae (usually a flattened 

stem, sound is produced by plucking one of more flexible tongues) 
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Previous Research. Critique and Discussion of Studies Regarding Musical Activity and 
Musical Instruments in ancient Israel/Palestine and Surrounding Cultures of the Ancient 
Near East. 

The study of musical activity and musical instruments of the biblical text and ancient 

Israel/Palestine began in the seventeenth century with the work of A. D. Portaleone 

(1612). Researchers obtained data from ancient texts; archaeological sources were few 

and often not discussed or simply overlooked (cf Engle 1864; Smith 1918; Finesinger 

1926; Engel 1931). Since the inception of the study of ancient music and musical 

instruments from the biblical texts, much work has been done in the field of music use in 

Israel/Palestine and the Ancient Near East. The works range from theological exegesis of 

biblical and extra-biblical texts discussing music use, to research involving textual studies 

and archaeology. Joachim Braun (1999:1-15) provides an excellent review of sources 

before 1950. I will review some of the primary works written after 1950. I have divided 

them into the following sections; 

-Dictionaries and Encyclopedias 

-Histories of Music Focusing on Israel/Palestine and the Ancient Near East 

-Some Literature on Music in Surrounding Cultures of the Ancient Near East 

-References on Musical Instruments of the Ancient Near East 

Each of the sources I will discuss give some useful data in investigating musical 

activity in antiquity. They provide the foundation for my research. As mentioned 
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previously however, much of the early scholarship does not discuss a definition of music. 

Also, most scholars often established conclusions based primarily on texts, and only 

researched general areas of music use. Following are discussions of the sources. 

Dictionaries and Encyclopedias 

Victor Matthews and Ivor H. Jones provide discussion regarding music and musical 

instruments in the Anchor Bible Dictionary (1992:4. 930-938). Matthews' discussion is a 

useful source for researching music use in the biblical text (1992:4.930-934). He traces 

the origin of music in Genesis and its use through the Hebrew Bible, noting its use in 

secular as well as cuhic activity. Nevertheless, Matthews's presentation reflects 

underlying evolutionary assumptions. For example, he states that "music changed and 

became more complex and institutionalized as ancient Israel's society evolved from a 

pastoral nomadic tribal society to a village and later to an urban culture" (1992:4.930). 

How does the music change and become more complex? It appears that he does not 

discuss the nature of the increased complexity. His assumption may be correct, but he 

provides no documentation for this observation. Matthews and most other scholars do not 

define the boundaries of their investigation. It is unclear what is embraced by their use of 

the term "music" as the unit of investigation. Because we are investigating and discussing 

sounds of music we can no longer hear, it seems necessary to present at least a brief 

definition of the term as it is used in the discussion. 

Jones' article is the second part of the "music" article in the Anchor Bible Dictionary 

(1992:4.934-939). He specifically discusses musical instruments in the biblical text and 
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their problematic translations. With the incorporation of the Sachs and Hombostei 

classification system of aerophone, chordophone, idiophone, membranophone which I 

have used in this study, Jones classifies instruments mentioned in the biblical text. The 

section is well developed, but he is unable to solve all of the problems regarding 

instrument identification in the biblical text. It is an excellent source for quick reference 

and discussion of instruments mentioned in the Hebrew Bible. 

Kilmer and Foxvog provide another valuable quick reference source East in the 

Harper's Bible Dictionary {\9%5) regarding music use and musical instruments in the 

Ancient Near. The authors briefly discuss music use and instruments in all areas of the 

Ancient Near East with the exception of Cyprus. The article also mentions how music 

may have sounded in antiquity, specifically in Mesopotamia. Kilmer has done much work 

in the area of deciphering scales and intervals (Kilmer 1960; 1978; 1980a & b; 1989; 

1994), but her findings are inconclusive. In the Harper Bible Dictionary article the 

Kilmer and Foxog state that; 

The sound of early Near Eastern music would seem less strange to the modem ear 
than previously thought. Though we are not informed about ancient rhythms and 
tempos, we do know that heptatonic, diatonic scales, familiar to us from Western 
music, also existed in antiquity. A number of stringed instruments would have 
produced sounds similar to modem small harps, lyres, and lutes. Other 
instruments, notably woodwind, percussion, and the simpler stringed instruments, 
were merely less sophisticated forms of modem orchestral or folk instruments, and 
some are still in use in the traditional cultures of the contemporary Near East 
(Kilmer and Foxvog 1985:665).'* 

 ̂The following works further elaborate on possible scales and harmonies employed during this period in 
antiquit\-; Kilmer (1960). (1980a). (1994); Habib (1982); Duchesne-Guillemin (1985); Haik-Vantoura 
(1991); Lawergren (1994); Wulstan(1968). Later sources such as S. Michalides (1972) and M. West 
(1992) e.vplore Greek musical systems from which Western music derives. 
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Because we do not know how the music or the instruments of antiquity sounded, it is 

possible that the sound of early Near Eastern music would seem strange to Western ears. 

Because of the half-tones that are used in modem Middle Eastern music and not in 

western, the music of today does sound unusual to some Western listeners (Touma 1977; 

Habib 1982). If it is true that seven tone scales resembling the western major/minor 

scales were employed in antiquity, these may have been only some of the types used 

during this period. 

Joachim Braun supplies a thorough source in the Chrford Encyclopedia of Archaeology 

in the Near East {\991\3). He grounds his word in a study of concrete artifacts and texts 

rather than an examination of texts alone. I find Braun's work helpful in that he not only 

incorporates the Sachs-Hombostel instrumental classification system (1961), but he also 

provides descriptions and helpful bibliographic sources. In addition, he also includes 

instruments from early periods such as the Natufian (10,500-8500 BCE). Instruments 

from this period include string rattles, clay rattles, and scrapers, objects which most 

scholars do not address. Braun, however, does not include much information or 

discussion regarding musicians, gender of the performers, or playing techniques of the 

instruments. Still, his interdisciplinary approach to music and instruments is necessary for 

my research. Braun's method permits us to glean much more from the data and develop a 

better understanding of music activity in the ancient world. 
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Histories of Music Focusing on Israel Palestine and the Ancient Near East 

Following are critiques of sources discussing music activity and instruments in ancient 

Israel/Palestine and the Near East. I will discuss topics from previous works that will 

assist in my research, as well as areas discussed that need further investigation. 

A primary work in the field of music in ancient Israel/Palestine is Alfred Sendrey's 

(1969a) Music in Ancient Israel. Sendrey discusses several areas of music in the Ancient 

Near East and attempts to examine thoroughly musical instruments and music use in 

Israel/Palestine. I find his examples of iconography and photos of various musical 

instruments and musicians of the Ancient Near East useful. Yet, Sendrey's discussion and 

explanations of various musical instruments of different Near Eastern cultures, elements 

of the orchestra, women in the music of ancient Israel, and the supernatural power of 

music are somewhat limited and biased. He relies heavily on his interpretations of 

secondary texts, and he appears to have little, if any, contact with archaeological 

evidence. 

Sendrey's work could be stronger in several aspects. One area in particular is the 

discussion of archaeological evidence. For example, Sendrey mentions musical artifacts 

from Sumeria, Egypt, Babylonia, Assyria, Phonecia, Phrygia, Lydia, Greece, and Canaan, 

but does not discuss the interpretations of the archaeologists. His evaluations and analysis 

of the data are based primarily on ancient texts. Sendrey's discussion comes fi'om the 

Hebrew Bible, Septuagint, Talmud, and Mishnah. There is an obvious chronological 

problem in using evidence from these sources for reconstructing ancient 
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Israelite/Palestinian practices. Basically, Sendrey uses the interpretations of later writers 

(i.e., Talmud and Mishnah) to explain musical activities. With this approach, there 

appears to be no real attempt at objective analysis of the data which makes much of his 

work seriously flawed. 

There is also a very pro-Israelite flavor in Sendrey's work. The author maintains the 

historicity of the biblical account of the Israelite conquest of Canaan, Yahweh being the 

one "true" god, and that Yahwism was the "correct" religious practice of the ancient 

period. This is evident in his discussion and description of the I Kings 18:26-28 account 

of the Yawhistic prophet Elijah versus the prophets of Ba'al. In this story, Elijah and the 

god Yahweh have a showdown with 450 Ba'al prophets and the god Ba'al to see who is 

the "one true God". Interestingly, Sendrey reviews this tag team challenge of the prophets 

and gods from a musical point of view, but theological bias shines through. First he 

describes the cultic activities of the prophets of Ba'al; 

About their character we are informed by the description of the divine judgement 
at Mount Carmel. The delirious ecstasy, the invocations (i.e. "singing") 
accompanied by the savage dances and noisy music, were the outstanding features 
of the ceremonies of the priests of Ba'al. They give us a vivid picture of the 
orgiastic character of this kind of ritual music (1969:59 emphasis 
mine). 

In contrast, note his description of the religion and music of Israel: 

Soon, however, the spiritually ami ethically higher religion of Israel prevailed 
over the temptation of the sensuous worship of pagan deities. These Jewish 
qualities carried the victory in the struggle of the Yaveh religion against the 
established crude forms of heathen cults. Thus, the basis was given for the 
transformation of the music of the pagan Canaanite rites into the spiritually loftier 
music of the Jewish cxtlt (1969a: 59 emphasis mine). 
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These statements sound as if Sendrey was present at this ancient confrontation and 

actually heard the music of both cults. As a result, we receive his musical and theological 

critique. Sendrey develops his analysis based on a strict and literal reading of the text 

which only gives a biased view of the authors and editors of the biblical text. This 

method of research reveals nothing, but Sendrey acceptance of the theological biases of 

the biblical writers. 

Sections VI (The Musical Instruments), VH (The Orchestra), and XI (Women in the 

Music of Ancient Israel) of Sendrey's work provide some unique observations and 

enticing questions, but most are addressed and answered by midrashic and theological 

interpretation. For example, Sendrey makes a key statement regarding the position of 

women in the music of the Israelite cult, yet, it is based on a late rabbinic midrash: 

Apart from dancing, the women's part in the cult might have been identical with 
those of the levitical musicians. Up to the time of David, women were the 
predominant performers of the reproductive arts. Miriam is the prototype of these 
women in early Jewish rites (Ex. 15:20). Clues for participation of female singers 
in worship are found even in the earliest period of Jewish history. It is said of 
Noah's wife: 

"Na'amah was a woman of a different stamp, for the name denotes that she 
sang {man emet) to the timbrel {tof) in honor of idolatry {Midrash, Genesis 
XXin:3). Na'amah's songs still served pagan rites. However, there is no basic 
difference between these songs and those performed later in honor of Yaveh 
(1969:517). 

There is some validity in Sendrey's statement regarding the possibility the role of women 

at some point being identical with that of the levitical musicians which is somewhat 

contrary to the Hebrew text. Nevertheless, rather than rely on a late midrash, further 

research into female figurines depicted playing musical instruments and singing or 

women shown in iconography would have made his point much more credible. Overall, 
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Sendrey's work provides provokes discussion and is a useful reference for music in 

ancient Israel/Palestine. He is one of the few scholars who addresses the question of 

gender in music activity. 

The Music of Israel: From the Biblical Era to Modem Times, by Peter Gradenwitz 

(1996) also provides much theological interpretation of music use in the biblical text. 

Gradenwitz skirts archaeology and anthropology in discussing the music of ancient 

Israel/Palestine in the world of the Ancient Near East. In his section on music of the 

Bible, Gradenwitz displays photos of five musical artifacts (a stringed instrument Id"* 

century BCE, a depiction of a Syrian piper (no date given); an ivory plaque from 

Megiddo 13"" century; a seven stringed Abyssinian kissar, from the Islamic period; a clay 

depiction figure with a drum, (no date) with no critical analysis of any of them (1996:35). 

He also makes dangerous assumptions concerning musical use in antiquity in comparison 

to music use today. For instance; 

Lachmann's description of ancient women's singing as preserved down to our own 
days provides us with a fitting picture of how the people sang, played, and danced 
in ancient Israel; Miriam and her women responding to Moses' hynrn of triumph 
and praise (Exod. 15), Deborah proclaiming victory and joy (Judg. 5), Jephthah's 
daughter welcoming her Father (Judg. 11:34), and the women of Israel coming to 
greet King Saul after David had slain Goliath (I Sam. 18:6f) certainly sang and 
played in a way not far removed from the style of these living relics, the women of 
the isolated north African and Yemenite communities (Gradenwitz 1996:34). 

Lachmann's discussion and description focuses on the Jewish cantillation (1940:52), and 

Gradenwitz employs these observations as a blanket statement to argue that the women of 

north African and Yemenite communities are practicing music in nearly the same fashion 

as the people mentioned in the biblical text. Although it is possible that Gradenwitz is 
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correct in his assessment, it is no more than a romantic notion without further research. 

He provides nothing substantial to solidify this statement other than Lachmann's 

observations. Gradenwitz does present some interesting theological and textual 

discussion, but the work requires methodological rigor, and more discussion of 

archaeology and textual studies and ethnomusicology (cf. Sellers 1959; Gotali 1971). 

Polin's discussion of music and musical instruments in Music of the Ancient Near 

East (1954) presents observations similar to Sendrey and Gradenwitz. Her work gives an 

overview of music, musical instruments, and music use, but it is limited beyond this. 

Many of the explanations presented are also unfounded, lack support and additional 

references. For example, Polin explains the origins of music and its development as 

follows; 

Music has always been an innate expression of man, as is evidenced by the 
common acceptance of singing as being the daughter of speech. Human speech 
developed through stages; prose talk, poetry, and song. The purpose of poetry, or 
chanting, led to song (1954;xvii). 

Primitive song was understood by all men. No personal idiom existed, for 
singing was the reflection of the life of the whole tribe; its soul was everyone's 
soul. War calls, yodeling, wild clapping, rhythmic jumping and dancing, and 
humming formed an integral part of the tribal life of savages. Later on, humming 
developed into a type of polyphony (1954;xviii). 

The origins of music remain unclear, but Polin attempts to answer all queries with 

general statements. The observations and discussions are unsupported guesses at the 

beginnings of music and its development. Terms such as "primitive" and "savages" also 

give a negative flavor to her discussion. Again, we are dealing with music that we cannot 

hear. With these terms, Polin appears to imply that neither the music nor the performers 

could have had any "sophistication" in their creations. 
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Chapter in of Polin's book discusses Israel/Palestine specifically. Poiin again makes 

statements with no explanation: "Everyone sang, and all women, at least, played the lyre 

and the timbrel (1954:53 emphasis mine) " The Hebrew Bible does present many 

instances in which the tof, (a frame drum or timbrel), is associated with women. This is 

not the case, however, with the lyre. There is no documentation to support her claim. In 

her explanation of music in Israel/Palestine Polin appears to adopt a literalist 

interpretation of the Hebrew Bible and its descriptions of antiquity. 

Most of the sources discussed here generally provide useful data regarding the musical 

instruments of ancient Israel/Palestine and the Near East. The problems lie in the various 

interpretations. I have presented instances in which scholars take a literal view of the 

music and musical instruments mentioned in ancient texts, as well as those that 

incorporate a more objective, interdisciplinary approach. Each scholar has contributed to 

the foundation of research in the area of music and archaeology, and they have generated 

many questions for future research. 

Some Literature on Music in Surrounding Cultures of the Ancient Near East 

Hans Hickmann (1949a & b; 1966) is the most prominent scholar in the field of 

ancient music in Ancient Egypt. Egypt is not the primary focus of this study, but 

Hickmann does provide a useful source. His Catalogue general des antiquites egyptiens 

du Musse du Caire: Instruments dem musique (1949a) provides valuable information for 

categorizing musical instruments to a music catalogue. He employs comparative studies 

of instruments through shape, design, construction, and time period. Hickmann's data 
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from Egypt are often more numerous and complete than other sources from the Ancient 

Near East. He was able to study iconographic depictions that were not broken, 

fragmented, or severely damaged. These sources provided more data for comparative 

analysis. The work of Hickmann has influenced most scholars and scholarship in the field 

of archaeo-musicology in their attempts to research and catalogue instruments. 

Music and Musicians in Ancient Egypt by Lisa Manniche (1991; cf Manniche 1994) 

provides useful data regarding music use and musical instruments during the Old, 

Middle, and New Kingdoms of Egypt. As one would expect, Mann:ohe discusses music 

use in cultic activities, but also addresses other areas needing study. She raises questions 

concerning military and processional music, as well as music and sexuality. 

In the chapter on music and sexuality, Manniche discusses how the Egyptian lyre was 

a prominent instrument in erotic scenes depicted on papyri. The lyre typically bears 

horse, geese or ducks' heads on the arms of the instrument. The duck motif was, 

according to Manniche, a prominent erotic symbol. (1991.109). Hieroglyphs, ostraca, 

drawings from tombs, and ancient texts as well as numerous musical artifacts bring 

clarity and validity to her observations. 

Her discussion of military and processional music is also provocative. Manniche 

explains how the trumpets and drums were primary combinations in Egyptian 

processionals, which at first glance, may be a stark contrast to other groups of the 

Ancient Near East. Most groups of the Late Bronze through the Iron Age in the Ancient 

Near East appear to employ mainly singers, lyres, harps, and drums in processions. Also, 

it appears that a position as a musician in the Egyptian military was not taken lightly. To 
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illustrate, Manniche discusses a 17^ Dynasty text explaining the apparent importance of 

practice in preparation for an audition for an aspiring drummer named Emhab; 

A certain Emhab had been practicing his drum secretly, keeping his fingers strong 
and supple to extract a variety of sounds from his instrument. Then one day he was 
invited to an audition to try his skills against those of another contestant. Emhab 
beat his rival by performing no fewer than seven thousand 'lengths.' Having 
gained the position as army drummer, Emhab spent a whole year drumming every 
single day, following his king on his campaigns and bravely executing every 
command until, finally, he was rewarded with a female slave, purchased for him 
by the king himself (1991:75).' 

From this text, one sees the diligence, competition, and rewards associated with being a 

proficient military musician in the Egyptian army during this period. There are 

etymological problems with several words pertaining to music in the Ancient Near East, 

and Manniche notes that we do not know what a 'length' is in the Emhab story, but it is 

probably a technical term, perhaps describing a 'rhythmical figure' or rhythmical phrase 

(1991:75). 

Manniche provides an excellent assessment of music use in Ancient Egypt, and she is 

quite realistic in her analysis of musical notation. She states that: 

The musical theories of ancient Egypt developed independently; we have little 
evidence about the absolute pitch of instruments, or whether particular scales 
were used as melodic frameworks, although we are able to make some 
assumptions about relative pitch and intervals (1991:7). 

She analyzes the data without preconceived limitations and does not make false 

assumptions. In order to assist the reader, she uses the conventional Western pitch names 

and intervals of half-steps as a guide in her discussion of possible music notation in 

 ̂ Mannichc docs not give the name of the text &om which this quote derives. For other Egyptian texts see 
Wilson (1969). 
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Egypt: (C, C#, D, D#, E, F, F#,G, G,#, A#, B, C). Nonetheless, the lack of discussion of 

music from neighboring cultures in Manniche's work is somewhat surprising. She briefly 

mentions Babylon, Israel, and a few others, but the discussion is minimal. Manniche's 

work overall is a useful source and helps to generate questions for further research. There 

are additional sources that also document Egyptian artifacts and iconography, but they 

duplicate the data I have employed in this research. They include the following; Williams 

(1918); Gardiner (1937); Camindas (1956); Anderson (1976); Kemp (1989). 

Karageorghis provides some information regarding music use and musical instruments 

in Cyprus and the Mediterranean. Volume two of his The Coroplastic Art of Ancient 

Cyprus {\992) presents lyre, flute, and frame drummers depicted in figurines in the round 

from the Iron Age and later. Karageorghis admits that there is much that is unknown 

regarding music use in this culture, and he discuss enigmatic subject matters such as 

gender and the use of instruments in Cypriot culture. Karageorghis's work provides 

photos and drawings of figurines with instruments for researching ancient music use. For 

similar discussions regarding Cypro-Phoenecian and Mediterranean and presentations of 

musical artifacts and iconography also see Schurman 1984; Young and Young (1954); 

Karageorghis (1988; 1993a & b; 1994); Markoe (1985); McKinnon 1983; Culican 

(1986); Vandenabeele 1986; Christou (1997). 

Brief Discussion of Attempts at Deciphering Ancient Musical Notation 

There have been some attempts to decipher musical notation systems from ancient 

texts (Weil 1995; Kilmer 1960; 1979; 1980a; 1988; Duchesne-Guillemin 1984; Madge 
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1986). In Music of the Bible Revealed Haik-Vantoura (1991) has developed a 

"deciphering key" from characters found in the Masoretic text (fig. 1&2). This musical 

key adjusts to interpreting music in a prose and psalms with "Prosodic" and "Psalmodic" 

systems (fig.3&4). Both systems have signs that are above and below the words 

indicating pitches in a tonal scale. For example, in Western music we have the chromatic 

scales and major and minor scales. 

Vantoura's work is heavily documented and quite dense. Her claims to have 

discovered "the systematic deciphering of cantillation signs of the Old Testament" 

(1991:5), or that "the results are devoid of the slightest guesswork and testify that this 

notation is truly the conscious art of master musicians" are at the very least problematic 

(1995:5). First, how do we know that Vantoura has assigned the correct meanings to the 

signs of the Masoretic text? Did the signs possibly have more than one meaning? It is true 

that modem musicians who are able to read music can understand the system Vantoura 

has developed, but I am uncertain about the plausibility of her methodology in 

deciphering the system. One of the major question concerns the distance of the intervals 

(Kilmer 1978; 1980a; 1983; 1989; 1994). The smallest interval Vantoura employs in her 

system is a half-step (semi-tone), but she does not clearly defend this supposition. With 

the intervals Vantoura utilizes, the music will have a Western sound. I suggest that 

Vantoura at least investigate the possibility of smaller intervals such as quarter tone (50 

cents in a system where 1200 cents = octave and 100 cents = semitone. A. Ellis 1885), a 

common interval in Middle East music. 
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As Stated earlier, the sounds of the music of antiquity are lost to us, and will continue 

to be. The attempts to decipher and reconstruct musical notation and the sounds of music 

in the ancient world is admiral, but the results should be interpreted with cautioun.^ 

References on Musical Instruments of the Ancient Near East 

Bathyah Bayer's The Material Relics of Music in Amient Palestine and its Environs 

(1963) is an excellent source for an archaeological approach to the study of music and 

musical instruments/ Bayer categorizes the instruments discovered in ancient Israel by 

idiophone, membranophone, aerophone, and chordophone.^ The catalog also includes a 

brief description of the instrument, the type of material used in the construction of the 

instrument, and where it was found in the excavation. For example, note Bayer's 

discussion of a sistrtum: 

A.m. 1 Handle only. Bone. Hathor-column type. Socket on head. Total Height appr. 16, 
circum. of column appr. 2.5. 
from Bethel. Found 10 cm. Under floor of Late Bronze stratum, dating thus appr. 16*^ or 
15"^ century. B.C.E. Albright 1934, Photo p. 10, fig.7 (1982:8-9). 

The category places vital information at the fingertips of the researcher or reader. It also 

makes it easier to compare the data from other sources and archaeological sites. 

 ̂ A. Kilmer translated what is believed to be music from omeiform texts. She developed musical notation, 
intervals, and rhythm in an attempt to recreate the piece entitled "A Hurrian Cult Song". She has recorded a 
performance of the song on the album "Sounds firom Silence"( 1976) Bit Enid Records. Kilmer performs the 
vocals uith accompaniment on reconstructed haip and IvTe. 

Also see Bayer (1971-73) articlc on "Jewish Music" in Encyclopedia Judmca. She provides detailed 
discussion on instruments from Israel/Palestine and the Ancient Near East. Bay er also includes more 
detailed discussion on music and instruments in ancient te.xts such as the Hebiw BiMe. the Mishnah. and 
the Talmud. 

 ̂ See Sachs and Hombostel (1961) for details in this classification system. I will employ their numerical 
system and descriptions throughout. 
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Joachim Braun also provides very useful sources on the instniments and the music of 

ancient Israel/Palestine and other cultures of the Near East. His approach amplifies the 

work of scholars who use an interdisciplinary approach, combining archaeological, 

sociohistorical, musicological, and ethnographic-comparative analysis. 

In his article "Biblische Musikeinstrumente" (1994), Braun presents a table that 

categorizes several instruments of the Ancient Near East. He employs a table 

categorizing musical artifacts with the system of aerophone, chordophone, 

membranophone, chronology, type of artifact, and other helpful descriptions. Braun has 

also created a table that analyzes and displays the shapes and construction of lyre.^ In 

addition to these tables, he provides detailed discussions of instruments, music use, and 

time period as well as an extensive bibliography. 

Joan Rimmer's Musical Instruments in Western Asia (1969) presents useful 

information regarding musical activity and instruments primarily firom Mesopotamia. 

Rimmer briefly discusses aerophones, chordophones, and membranophones used in 

various sections of Mesopotamia beginning with the Early Dynastic Period (2800-2370 

BCE) through the Parthian Period (250 BCE-230 CE). Her approach to the data integrates 

some ethnomusicology, archaeology, and ancient texts, however, the use of the 

interdisciplinary studies is unbalanced. For example, Rimmer explains that the tuning of 

lyres found in the cemetery at Ur, the burial place of Queen Pu-abi, were used on some 

Greek lyres and is still in use in parts of Afiica (Rimmer 1969; 14-15; Kilmer 1998:12-

' Lawcrgrcn (1998b) has also developed a useful categorizing of lyres of the Ancient Near East according 
to shapes and geographic regions. He has provided much information regarding lyres and their 
reconstruction (See figs. 5&6) Also see Lawergren (1981); (1994); (1996a); (1998a). 
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28). This is a potentially important observation, but she provides no examples or 

references to support this claim. 

Rimmer also attempts to determine playing techniques; 

We have hardly any information about the lyre music of Sumer and Babylon. It is 
probable that the instrument's strings were of gut or sinew, and we know that they 
must have been of different thicknesses as they do not differ greatly in length, and 
that they were plucked with the fingers, not with a plectrum, as were most later 
lyres (1969; 18). 

This determination of fingers versus plectrum is purely conjecture. She does not indicate 

how she arrives at this conclusion, but it is likely the data comes fi-om iconographic 

depictions and figurines. A few depictions of a figure with or without a plectrum does not 

give exhaustive evidence regarding playing techniques. I will discuss attempts at 

deciphering playing techniques fijrther in Chapter Two. 

In addition to her discussion of the instruments, Rimmer also provides excellent 

photos of iconography and artifacts fi'om Mesopotamia. For similar references that 

provide excellent discussion of music use in Mesopotamia see Rashid (1984) and Spycket 

(1973). 

My research probes marginal areas of ancient Israel/Palestine and other cultures of the 

Near East. These areas include methodologies in how to analyze and assess music 

artifacts and iconography, gender and music in depictions, and the use of music and 

space. Following is the methodology I use in my research. 
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Methodology 

In order to research the areas of music use and musical instruments in antiquity, I 

draw on resources from archaeology, anthropology, ethnomusicology, and ancient texts. 

Relying too heavily on one area of research only further skews understanding the data. 

Previous research has demonstrated the limitations of this approach. Their works have 

focused primarily on ancient texts, which are problematic in areas such as etymological 

terms of instrument names and chronology. I present a more in-depth explanation in each 

chapter. However, the following provides an overview of the methodology employed in 

my research. 

Each area of this research begins with archaeology. For example, when studying a 

musical artifact or iconographic depiction, the first step of the process is to analyze the 

object strictly from an archaeological standpoint. I approach the artifact or depiction as 

objectively as possible. This step includes, whenever possible, examining the object in 

the context of the archaeological record and its potential relationship to items found with 

it. 

Once the object has been studied in the context in which it was excavated, I compare 

it with similar finds from other archaeological sites and those of like construction and 

content. Close attention is given to geographical and archaeological contexts, dates and 

methods of construction, as well as how the artifacts and iconographic depictions were 

used and presented. 

At the conclusion of these observations, the following aspects are determined 

regarding the artifact where applicable: 
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a the period of construction and use 
b. the type of artifact or iconographic depiction 
c. the material of construction 
d. the type of instrument(s) presented 

Once these stages have been considered, I introduce applicable ancient texts to each 

artifact and depiction. Finally, I employ my findings to explore questions created in the 

areas of assessing and analyzing musical instruments and music activity, gender and 

music, and music and space. 

In analyzing musical instruments and music activity, I incorporate questions regarding 

how we should approach instrument identification and performance techniques. The 

principal questions are. what makes a musical instrument recognizable? Can we 

determine playing techniques from artifacts and iconography? Can we create 

reconstructions from the available data? 

To investigate gender and music I incorporate the same data and present the following 

types of questions, what is the gender of the performer? Is gender commonly associated 

with particular instruments in antiquity? Were there instruments in which men and 

women performed together? 

The study of music and space requires the development of algorithms for musicians, 

instruments, and necessary performing space. The measurements used to create the 

algorithms are developed from observations of musicians performing with lyres, frame 

drums, and pipes. I present the following types of questions to the data; How much space 

did musicians require when performing in a cultic area? How does this coincide with 

other people and activity in the cultic space? Where did musicians perform in the cultic 



41 

space? In each area of study the methodology will adjust to variations and difficulties that 

arise in the process of the analysis. 

Preliminary Discussion of Chapters. 

Chapter Two: Assessment and Analysis of Music Artifacts atvi Music Iconography 

It is fortunate that archaeology has provided the primary sources of music artifacts 

and music iconography for information regarding musical instruments and music use 

during the ancient period. Nevertheless, it is important how information is obtained from 

them. Several scholars have attempted to identify musical instruments, as well as analyze 

and assess performance techniques from ancient texts, artifacts and iconographic 

depictions. In this chapter, I explore and discuss problems associated with this type of 

research. My research investigates musical activity displayed in artifacts such as plaque 

and mold made figurines, figurines in the round, and iconographic depictions. I approach 

the data with new questions and methodologies; What kind of methodology should we 

use in this kind of research? Can we accurately determine playing techniques from 

artifacts, iconography, and ancient texts? I address these inquiries through sketches, 

photographs, comparisons with other objects, and suggestions from ethnomusicology. 

Chapter Three: Gender and Music 

Previous scholarship discussing music iconography and artifacts has presented little 

discussion of gender and sex. Some scholars mention gender and sex, but give little if any 

explanation regarding their assessments or conclusions. Most do not discuss these areas 

at all. Sexual identification is clear in some cases, but in others it is not. Since gender is 
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an essential aspect in the description of iconography and figurines, it must be discussed. 

In an effort to understand the role of gender in music this chapter explores music activity 

displayed in iconography, artifacts, and ancient texts from several Near Eastern cultures. 

Through the study of gender and sex I have discovered that men and women participated 

together in musical activity than previously perceived. A continued discussion of gender 

and music in artifacts and depictions will bring necessary attention to this neglected area 

of research in Israel/Palestine and the Ancient Near East. 

Chapter Four: Music cmd Space 

Exploring "music and space" is the study of designated areas (spaces) where 

musicians may have performed, how they used space, and the formation of musicians. No 

previous scholar has discussed what the archaeological record can teach us about the 

placement or arrangement of musicians in possible cultic contexts. Music and space is a 

very difficult and problematic study; yet questions regarding musicians and the use of 

space must be presented and addressed. This chapter researches and discusses the use of 

music and space in the sanctuary at the Iron Age Israelite site Arad. There is some 

controversy surrounding the excavations and interpretation of the site, but it is believed 

that some type of cultic activity took place. 

Summary 

Music Is a valid subject for archaeological investigation even though previous scholars 

have not emphasized it, nor have they developed a systematic methodology. The 

challenge lies in how to unlock the mysteries imbedded in artifacts, and texts displaying 
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music activity. The approach of previous scholarship is problematic in that it often relies 

on texts and does not recognize the wealth of information that is in the archaeological 

data For this reason many areas of music use have not been adequately researched and 

addressed. In order to do this we must present new questions and methodology to the 

ancient resources. These new approaches must incorporate the interdisciplinary studies of 

archaeology, anthropology, ethnomusicology, and ancient texts. I am confident that the 

application of this method of research will reveal fresh and useful information regarding 

musical activity and instruments in the ancient world. 
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CHAPTER TWO: ANALYZING AND ASSESSING MUSIC ARTIFACTS AND 
MUSIC ICONOGRAPHY 

Purpose of the Research 

Music artifacts and music iconography are the primary sources for information 

regarding musical instruments and music use during ancient periods, but extracting 

information from these rich sources is a difficult emd tedious task. The field of archeao-

musicology is fortunate that archaeology has provided artifacts and iconographic 

depictions providing glimpses of ancient music activity, but it is imperative to remember 

that the artist was not necessarily creating for posterity or concerned with realism and 

accuracy. The depictions display what the artist wanted to show. Each creation is an 

interpretation of individual and group activities, as well as events involving music. The 

subject matter of each portrayal demonstrates personal interpretation on the part of the 

artist. In order to extract data from these objects regarding music use, analysis has to face 

the challenge of interpreting the ancient artist's interpretation.* Although the data require 

many probing questions and careful examination, music artifacts and music iconography 

are essential keys to researching and understanding of music activity in the ancient world. 

' Interpreting an interpretation is one of the most daunting challenges to music artifiict and music 
iconography research. The researcher is attempting to comprehend the culture of an e.\tinct group. We ma>' 
be able to observe general characteristics of ancient cultures, but mam' subtle nuances such as colors, 
smells, and sounds are lost. There is no source that will reveal this information conclusively. We cannot 
experience the culture or its people to develop interpretations and understanding. C. Tille>' e.xplains that; 
"To give an interpretation we have to provide reasons and conditions for understanding it as sucK to be 
able, in effect to e.\perience it in a particular way. Interpreting material culture in a particular manner 
involves learning how to e.\perience firom a particular per^xctive. So interpretation involves e.xperiencing 
as." Methodolog}- in im-estigating and ittterpreting musical artifacts and iconography must "e-xperience" 
perspectives of the ancient cultures through te.\ts. comparative anal>-sis of artifacts, iconography, and 
ethnomusicolog\' when applicable. C. Tilley. Interpretative Archaeology (1993). 3. Also. cf. J. Barlett. 
Archaeology and Biblical Interpretation (1997). 



45 

Identifying musical instruments, the actions of figures in music activity, playing 

techniques depicted in music iconography and artifacts, and instrument construction ail 

require in-depth investigation, as these areas are enigmatic. Previous research conducted 

in these areas is scarce. Complex data must be addressed with more focused questions, 

analysis, and tailored methodology. For instance, musical instruments in some depictions 

can be interpreted as non-musical objects.^ Researchers hoping to reconstruct ancient 

instruments from artifacts and iconographic depictions run the risk of missing pertinent 

parts that were excluded, minimized or stylistically altered by the artist. Oftentimes, 

iconographic depictions show one side of an instrument. If a lyre, for example, is shown, 

only one side is presented. We do not know what is on the other side. 

The actions of figures shown in music activity often come into question, i.e., 

musicians walking, dancing, marching or standing while playing. Through the study of 

dubious one, two and three dimensional artifacts, iconography, and texts, there have been 

attempts to determine all the techniques of how an instrument was played.^ Assessments 

such as these can be dangerous. They can lead to misinterpretation or may place 

unnecessary limits upon the data. Because of the ambiguities of the data, researchers 

must alter their methodology as necessary and consider many diverse possibilities. 

~ E. Goodcnough identifies "round objects" in figurines and other artifacts as bread. Jewish Symbols in the 
Greco-Roman Period Volume 5. (1956). 62. P. Lapp initially called the round object or disc in artifacts and 
figurines 'a raised loaT The 1963 Excavation at Ta 'annek. He later identified the disc as a hand or frame 
dnun. (1966). 40. caption of fig. 21. and Lapp, P.. *'The 1966 Excavations at Tell Ta'annek." BASOR. 185 
February (1967), 36. 
 ̂ C. Movers deciphers playing techniques from figurines in the round with discs (1986; 118). The female 

figurines are depicted tolding dies at an oblique angle. It is unceitain whether the figures are performing or 
posing. Lawergren also tries to detennine which ancient IvTes were played with and without î ectnims 
0998b). Also see C. Mey ers's "Drums and Damsels; Women's Performance in Ancient Israel." Biblical 
Archaeologist 3 (1991), 18. 
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Analysis that places limits upon unknown musicians, hardly understood or unknown 

instruments, and unheard music, constricts efforts in comprehending the function and use 

of ancient music and musical instruments of the ancient periods. 

Each artifact and iconographic depiction of music activity presents unique questions 

and requires analysis from numerous perspectives. The methodology for my research 

incorporates this type of approach. In addition, the research builds upon the work of 

previous scholarship. The work also emphasizes the dangers of eisegesis. Complete 

objectivity is impossible, but there must be a conscious effort for the most objective 

possible analysis. 

The intent of the research is to glean as much information as possible from these 

valuable music sources, but to approach the data with accommodating methodologies. It 

is paramount to understand and interpret the information that artifacts and iconography 

have to contribute to the study of ancient music activity, but more importantly, analysis 

must let the data speak for themselves. 

In this chapter I will discuss methodology in assessing and analyzing of music 

artifacts and iconography. Artifacts will include a ceramic vessel from the site of Ashdod, 

plaques, and figurines in the round with discs from various archaeological sites. 

Iconographic depictions will come primarily from scenes displayed on seals. Each artifact 

and depiction presented in this discussion shows figures with musical instruments 

involved in some kind of music activity with musical instruments. Stylization is the 

subject of the first section. The following sections discuss approaches in assessing music 

activity depicted in seals, plaques, and figurines in the round. Lastly, there is a discussion 
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of methods in deciphering playing techniques and the reconstruction of musical 

instruments. I will demonstrate that through artifacts and iconography we can effectively 

research and explore music use and musical instruments with specific questions and 

tailored methodology. 

Assessing Information from Music Artifacts and Music Iconography 

Stylization in Music Iconography and Artifacts 

Great care is necessary in describing, analyzing, and discussing music artifacts and 

iconography, as each depiction conveys through artistic interpretation, composition, and 

style, subjective snapshots of music activity during the ancient periods. 

In addition to natural transformations,'* damage to the object and poor craftsmanship can 

make iconography and artifacts displaying music activity very difficult to analyze. These 

occurrences may partially obstruct, mar, or distort the subject matter, greatly increasing 

the difficulty of the assessment. Artistic stylization also contributes to the problem of 

interpretation.^ Stylization demands that analysis recognize the subjectivity of the artist. 

The artist creates images from real life events, but may incorporate personal perspective. 

 ̂ Natural factors affcct the preservation of tangible objccts of human behavior. For example, natural agents 
of transformation include climatic factors, which are usually the basic influence acting on the preservation 
of archaeologicai evidence. Temperature and huniidit>- are generally the critical climatic factors. Natural 
destructive processes such as oxidation and decay and catastrophic events such as earthquakes and volcanic 
eruptions also have profound effects on the remains of the past One of the most decisiv e f^ors in the 
transformation process is subsequent human activity. Reoccupation of an archaeological site b>- a later 
people may destroy all traces of previous occupation. See Sharer and Ashmore. The Fundamentals of 
Archaeology (1979), 80-81. 

 ̂To better illustrate the term stylization. 1 have employed definitions of the terms "style" and "st>-lizc". I 
will use CroLx's and Tansev's definition of st>-le; "A manner of treatment or execution or works of art that 
is characteristic of a civilization, a people, or an individual: also, a special and superior quaUty in a work of 
art Also note their definition of the term stylize; to conform to a conventional style; to represent or design 
according to a style or stylistic pattern rath^ than according to nature. See Croix and Tansev'. Art Through 
the Ages (1986). 983. 
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In other words, everything in the artifact may not be what it appears. For example, if a 

figurine holds a disc-shaped object in its hands, the analyst must consider questions such 

as: is the subject holding a bowl, a type of offering for a deity, (i.e. plate or cake), or is it 

a drum? In an iconographic depiction, does a line shown in the hand of a figure held near 

or in the mouth represent a flute, double-pipe, a smoking pipe, or a stick? Is a figure 

shown with an instrument actually a musician? In the case of an aerophone, what type of 

mouthpiece is indicated by the artist; single or double-reed, or end blown? Stylization 

plays a major role in music iconography and artifact. Thus, analysis must investigate 

whether musical instruments and music activity are always discemable, and how should 

they be identified. 

Stylization and The Ashdod Statui 

To illustrate the problem of stylization in the analysis of music instruments and music 

activity, I will present a debate concerning the interpretation of an apparent musical 

figure depicted in the infamous lO*** century BCE cult stand from Ashdod (fig.6). The 

clay stand, discovered by M. Dothan during the 1969 excavations, exhibits five figures in 

the round circling the lower half of the vessel, while participating in some type of musical 

activity.^ Dothan and others associate the actions of the figures with musical activity 

Trudc and Moshc Dothan commcnt and dcscribc the Ashdod vessel as "A cult stand, with five musicians 
around its base, from Ashdod. Their are four figures modeled in the round and stand in window-like 
openings, fixed by- the peg-like lower ports of their bodies. The upper parts of the figures, though 
schematic, arc more re^stic" See M.Dothan. Second and Third Season of Excavations; 1963, 1965. 
Soundings 1%T' (1977a). 9-10. "The Musicians of Ashdod" {1977b), 38 Biblical Archaeoloffst, and 
People of the Sea {1992), 176. 
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described in the Hebrew text (I Sam. 10.5-6) ^ The 13.5 inch (34.3 cm) high stand 

displays five figures: a figure with aerophone (possibly a double-pipe), a figure with a 

chordophone (lyre), another figure, larger than the others, that has been identified as an 

apparent singer or leader, ^ and finally, the figure of controversy (fig. 7). The figure in 

question is looking straight ahead with its arms across the center of the chest. The hands 

are broken off or absent from the figurine, or were not important details to the artist. Both 

arms are parallel to the ground, the elbows point outward. Its height is equivalent to the 

others, with the exception being the possible singer or leader. 

Two views dominate the analysis and interpretation of this figure. Prominent scholar 

and music-archaeologist Bathya Bayer states the figure is female, and the hands are 

parallel across the chest because [she] is clutching her breasts in a fashion similar to 

many goddesses or women portrayed in scenes common in the Ancient Near East ' 

(fig. 8). In contrast, musicologist, and fellow music-archaeologist Joachim Braun does not 

discuss the gender of the figure, but implies it is male. He argues the figure is playing a 

small set of cymbals, which explains why the arms are across the chest and parallel to the 

I Sam. 10;S-6: II Sam. 6:5. Both passages of the Hcbrc\%' text mention and describe music and music 
acti\-itv- in a cultic conte.\L In I Sam. I0;5-6 Samuel describes to Saul the band of musicians and prophets 
and their activity- he will encounter, n Sam. 6:5 describes a scene of jo>- as David and the people of Israel 
with musical instnmients dance and sing as the ark of God is returned. Common instnmients mentioned in 
the music ensembles from both passages are the harp *7=:. lyre ir3. and sn. 
 ̂ M. Dothan states that "The central figure, is notable for [his] size, construction, and the fact that [he] has 
legs. [His] protruding eyes and ears add to [his] general grotesquerie. The double pipe [he] is playing is 
broken at the end" See People of the Sea (1992). 176. B. Bayer states that the large figure "is a l2Vge man 
who is either piaving a wind instrument or 'hollering'" See Bayer "The Finds That Could Not Be". BAR 
(1982). 32. 
' B. Bayer interprets the following in the Ashdod figures: "Five figures appear at the base of the stand. In 
the bottom left photograph is the double pipe player then a lyre player and a womaa The Ktc player's 
instrument is intact and the woman's haiids have not surviv  ̂Her hands were pressed to her bre .̂ in the 
pose of many cultic figurines of the period" See "The Finds that Could Not Be". BAR (1982). 32. 
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ground . Both present interesting arguments. Scholars either side with one of the these 

camps or do not mention the figures in any detail when discussing the vessel. I find 

Braun's explanation convincing, but I would offer different support for the conclusion he 

reaches. 

We must consider the stylization of the stand when analyzing the figures. The size of 

the heads, eyes, and noses of the figures, the lack of detail in hands, fingers, and 

instruments indicate realism was not the concern of the artisan. Yet, even at a glance, 

those unfamiliar with the Philistine/Ashdod culture can extract a general understanding of 

the actions of most of the musicians, and to some extent, recognize the musical 

instruments (Dothan 1981; Gitin 1992). The artist conveys in a stylized manner the 

actions of the musicians and their instruments with simple shapes and forms that are 

recognizable to those with very little knowledge of the culture. If many of these elements 

are comprehended by those unfamiliar with the culture, the vessel would say much more 

to those who were members or had prior knowledge. 

Braun interprets the figure as a cvTnlxil player and does not accept the interpretation of a female figure 
holding her breasts. He sees the arm position as one for performing \%ith cymbals. Personal communicatioa 
J. Braun (1998). 
'' Braun further explains why he argues for the interpretation of a cymbal player in the Ashdod figure and 
not a deity when he states th  ̂"the cymbal player cannot be regarded as a deity holding [her| breasts (a 
common type in the Middle East), as has b  ̂supposed; neither placing nor size are appropriate, but most 
important a deity could not be of the same iconographical type as the busts") See J. Braun "Considerations 
on Archaeomusicology and the State of Art in Israel (Stone Age to Roman Age /990 " (1990). 4. 
' ~ To comprehend the transmitting of information with simple, stylized elements such as symbols, figures, 
and geometric shapes, consider modem day trafiic signs, lliere are subtle differences among them, but 
traffic signs possess universal similarities in countries all over the world. Some traffic signs give 
instructions in words or short phrases; GO. STOP. DO NOT ENTER. Others only employ a color to 
instruct; Red = Stop; Yellow = Yield. Caution. In some cases there are color and shape; a Red Octagon. 
Traffic signs also use a combination of basic shapes and symbols to convey their message; a sexless figure 
depicted walking between two parallel lines: a truck constructed from geometric shapes sitting on the 
decline of a triangle: vertical parallel wavy lines. Comprehension and interpretation of these signs arc 
contingent upon prior knowle^e. context where they are diqilayed. and who is reading them. 
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Despite the simplification, the Ashdod figures possess identifiable articles of clothing, 

facial features, and most of the actions of the musicians, as well as some of the musical 

instruments are recognizable. Even with stylization, all of this information is available in 

a general observation of the stand. 

Music iconography and artifact research that considers stylization and understands 

part or all of these stylized depictions in their context can begin to retrieve more in-depth 

data for analysis. Misinterpretation is inevitable in research that does not do this. For 

example, frame drums depicted in the hands of figurines have been interpreted as cakes, 

plates, or unknown objects offered to deities. In the case of the Ashdod stand, however, 

the action of the figure and the instrument used are understood with the employment of 

my methodological approach. 

The arm position of Ashdod figure is high and awkward for playing cymbals. Playing 

techniques on small cymbals with both hands may require movement of the arms. The 

motion and movement of the arms will vary. The technique demonstrated by the figure is 

very uncomfortable, but not impossible. A musician could play the instrument in this 

position, but it is very difficult to perform for any length of time, as it causes stress to the 

shoulders, forearms, fingers, and hands.'"* This position can also limit or diminish the 

Note the parallels between simple traffic signs and the Ashdod stand. Both the signs and vessel contain 
st>-li7:ed elements. Neither the traffic signs nor the figures of the Ashdod stand are presented in detail; the 
figures and symbols of each are uncomplicated. The creators of both the signs and stand combine a few 
lines, basic geometric shapes, and particular colors to transport information. 

The cymbals arc small. The a\'eragc size is SO-70 mm in circumfcrcncc. 
I tcstixl this performance tcchniquc with the instrument in this position. It is possible to perform in this 

position, but it produced stress and discomfort to the above-mentioned areas of the body-. It is possible that 
cymbal play ers in antiquity may have employed this technique for an effect (i.e.. dampening or muting the 
sound) Other performance techniques may Im'e im-olved more arm mo\'ement. striking the cymbals 



52 

sound production of the cymbals. Thus, dampening or muting the sound may have been 

the desired effect. If the figure has been depicted performing with cymbals it represents a 

possible, but unique technique. 

In an attempt to find a conclusive answer I further investigated the contrasting views 

of interpretation regarding the Ashdod figure. In order to address this controversy, I 

implemented the following methodology: 

1) Sketched the Artifact. 

2) Studied photographs of the Artifact. 

3) Compared the musicalfigures with other artifacts displayingfigures involved in 

music activity with instruments. 

4) Studied ancient texts discussing the instruments displayed on the vessel. 

1 made sketches from several angles, focusing primarily on the figures of the stand. 

The vessel, housed in the Israel Museum in Jerusalem, is encased in glass. Sketches and 

photographs allowed me to "touch" and "feel" the vessel, to better understand the 

construction and composition (figs. 9&10).'^ Close study of the figure in question in 

context with the other figures of the stand, studies of photographs, slides, sketches from 

several angles, and ancient texts (cf fh.7) has shed light on the debate. The construction 

of the figure demonstrates the snowman construction technique in which parts of it were 

added as the clay was drying these include a; nose, eyes, hat, ears, and interestingly, a 

together while one is flat and the other is at an angle, or in the case of these small cymbals. the>' may Im e 
been worn on the fingers and thumb. 

Bccause of sccurit>' concerns. I rendered my sketches while studving the stand through its case in the 
Israel Museum, i could not touch the stand, thus sketches and photographs aided in understanding 
construction, composition, texture, and style. I was able to "take apart" the vessel with my drawings. 
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beard. Neither scholar, in their analysis, ever mentions the figure having a beard. Close 

examination of the use of stylization reveals its presence. There is no detail in the beard, 

no hatches or lines indicating hair. Yet, the creator presents the shape of the beard. This 

type of beard is present in other depictions (fig. 11). The figure displays no moustache, 

and the beard runs under the jaw line. The lyre player wears a similar beard. The 

appearance of facial hair, and in this case, a beard, strongly suggests the figure is male, 

thus, these observations appear to confirm most of Braun's interpretations. 

Based on the position of the arms, other instruments depicted on the rest of the vessel, 

and the beard, I agree with Braun that the controversial Ashdod figure is a male cymbal 

player, however, we arrive at our conclusions by different means. The "playing" position 

of the cymbals should be interpreted with caution as it is cumbersome and difficult. 

Although this research concludes the figure is male, and is playing or holding a set of 

small cymbals, the research has demonstrated many possibilities must be considered 

when assessing music artifacts and iconography. Without doubt, the cultures of ancient 

Israel/Palestine, as did other ancient Near Eastern cultures, had unique characteristics, 

which we will continue to discover. 

Summary and Conclusions 

Archaeology has provided valuable sources for the study of ancient music use, but 

each object must be assessed with caution. Natural transformation, damage during 

excavation, or simple handling can disturb the depiction, and compound the problems in 

After completing the skctchcs Braun and I reviewed them. I explained to him that I had disco\'ercd a 
beard on the controversial figure. After reviewing my sketches Braun explained that this was first time he 
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analysis. Consideration of artistic stylization must play a major role in the analysis and 

assessment of music iconography and artifacts. Whenever possible it is important to 

make sketches and photographs of the artifact from several angles and perspectives for 

through examination. The controversy surrounding the Ashdod figure indicates some of 

the problems that can arise in interpretation, but sketches and photographs have aided in 

analysis and assessment. 

Some may argue that brief analysis and assessment of the characteristics of the 

Ashdod figure obviously depict the figure as a male cymbal player. Nevertheless, the 

debate between Braun and Bayer demonstrates that both saw something different. I 

would argue that quick, assuming observations often lead to inaccurate conclusions. 

Again, we are attempting to understand cultures that no longer exist. Figures such as 

these require as much investigation as possible to achieve the clearest interpretation. 

Close examination must be taken into account when addressing questions regarding 

music activity, artifact construction, and gender, and should be a factor in all 

methodology used to research music activity and musical instruments in iconography and 

artifacts. 

Assessing Musical Activity in Stamp and Cylinder Seals 

Defining Seals 

Depictions of ancient musical activity are displayed in seals, but these portrayals are 

equally difficult to assess. Depictions showing various musical activities are seen on the 

had observ ed this also. Personal communication with Biaun 1999. 
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surface of seals, thus these objects are important to my study. What is a seal? Coilon 

defines seals and explains how they were used in antiquity: 

A seal is an object made of hard material—generally stone but sometimes bone, 
ivory, faience, glass, metal, wood or even sun-dried or baked clay—which is 
carved with a design. This design is generally recessed so that when it is impressed 
on clay or wax it will leave an impression in relief. Very occasionally the seal is 
carved in relief so that the impression is recessed (1990:11). 

They may have been used for stamping textiles, leather, skin or even bread. 
Actual stone seals pierced with a hole so that they could be worn have also been 
found (1990:14). 

Stamp seals operate as the name implies. Cylinder seals were cylinders carved with a 

design and rolled along a surface to make an impression (Coilon 1990:15. cf 1982). 

Seals are small, thus the depictions on them are minute and often intricate. Stylization 

in the depiction can make instruments or activity almost unidentifiable (fig. 12) (cf Kelm 

1982). While considering stylization, the researcher must examine the identification of 

the instrument, figures, their association with each other, context, composition, and what, 

if any, activity is taking place. Seals provide much useful information regarding music 

use in the ancient world, but raise many questions. 

Seals Employed in this Research 

The seals employed in this discussion are from Tel Batash, Mount Nebo, Ashdod, Tel 

Keisan, and the Hetty Goldman Collection. Following are brief descriptions and 

discussions of the seals. 

Seals arc small, but \'ar\- in size. For example, there arc seals as as 0.9x1.1 cm. and others that arc 
larger: 4.2x1.65 cm. See D. Coilon Interpreting the Past: Near Eastern Seals 1990, Porada (1955). Wirgin 
(1958). Moore\- (1987), Buchanan (1988). and Shuval (1990) for other examples. 
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1. Tel Batash seal (fig. 12); Excavations at Tel Batash, also known as Tininah (Judg. 

14; 1,5), have discovered a limestone stamp seal displaying a seated figure and a lyre 

(chordophone 321.2 S-H) dating to ca. centuries BCE (Kelm 1982). The 

depiction is schematic. The imprint of the seal measures 13x20mm. 

2. ML Nebo seal (fig. 13): The site of Mt. Nebo (Num.32;3; Deut. 32:49; Isa. 15:2) 

has yielded a cylinder seal dating to ca. lO^'-S"' centuries BCE (Piccirillo 1993:1106-

1107; Sailer 1966). The seal displays two standing figures possibly with a double pipe 

(aerophone 422.32 S-H) and lyre (chordophone 321.22 S-H). There are other objects 

displayed in the scene such as an attkh and crescent. The imprint of the limestone seal 

measures 47x70mm. 

3. Ashdodseal (fig. 14): The site of Ashdod (I Sam 5:1,3; 6:17; Isa. 20:1) has 

produced a 10'*'-8th centuries BCE seal displaying music activity (Dothan 1977a, 1981). 

This 25x18 mm gray slate seal of unknown provenance shows a schematic scene of a 

seated figure with a U-form symmetrical lyre (chordophone 321.2 S-H). The seal is 

damaged as it is broken in half On one half, the lyre and figure are clearly visible; the 

subject on the other half is unknown. The stick figure of the Ashdod seal sits on an 

apparent four legged chair with a "high" back. The depiction has lines just under the lyre. 

' B. Lawcrgrcn classifies 1>TCS primarily bv- the shape of the base. In arti£«:t and iconographic depictions 
of hres the bases are usually flat or round Lawcrgren has determined that flat based lyres are of east 
origia and round based lym are western. See Lawergren (1998b). 43-49. Thus, the 1  ̂of the Ashdod 
seal is considered western, as the city is located in the western city of Israel/Palestine. This classification 
s>'stem is usefiil. and further development of this system will continue to assist research and analysis. See 
Lawergren. Distinctions among Caiiaanite. Philistine, and Israelite LvTes. and their Global Context." 
BASOR 309 (1998b). 41-67. For additional examples cf. Braun (19^). Porada (1956) and (1958) figs. 
1&3-9. 
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possibly indicating a stool for support. Scholars question the use of a stool for the support 

of a musical instrument during this period. 

4. Tel Keisan seal (fig. 15): Tel Keisan has provided a limestone stamp seal of a 

standing lyre player (chordophone 321.2 S-H) (Briend 1980). The imprint of the seal 

measures 12x12mm and dates to 9̂ -7*'' centuries BCE. 

5. Seal of Unknown Provenance housed in Private Collection (fig. 16): This seal will 

be identified in the study as PC/UP. The limestone stamp seal dates to ca. 9^-7*** B.C.E. It 

consists of a lyre player (chordophone 321.2 S-H) that is similar in style to the one from 

Tel Keisan. The imprint of the seal measures 16xl6mm. 

6 Seal of Unknown Provenance housed at Tel Aviv University (fig. 17); This seal will 

identified in this study as TA/UP. The seal is black stone and double-sided. The scene 

displays what appears to be two figures with aerophone (422.32 S-H) and chordophone 

(321.2 S-H). The figure with aerophone appears on one side, the one with chordophone is 

on the other. The imprint of the seal measures 8x8mm and dates to ca. centuries 

BCE 

7. Seal of Unknown Provenance Housed at Hebrew University (fig. 18); This seal 

There are three lines under the lyre in the Ashdod seal. It appears to be a support for the lyre, but this 
interpretation is questionable. Close study of the depiction rev eals that the lyre does not make contact with 
the "stool" or support. Its function is uncertain. I would argue thai the stool in the Ashdod scene does not 
function as a support for the lyre. The distance between them suggests that are not related in this way. 
Other scholars arrive at this conclusion, but their arguments are based upon the lack of stools or supports 
shown with IvTes in iconographic or artifact depictions. For further discussion see M. Dothan Ashdod II-III 
and Atiqot IX-X. Jerusalem, 1971:138. and Braun 1990:14. 
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will be identified in this study as H/UP. The material is bronze, and the seal measures 

1 lxl3mm. The scene displays a lyre (chordophone 322.2 S-H) and frame drum 

(membranophone 211.3 S-H), and dates to ca. 10'*'-8''' centuries. 

8. Hetty Goldman Collection (fig. 19-26): The Goldman collection contains Iron 

Age Seals owned by Hetty Goldman (Porada 1955). Several of the seals display music 

activity and instruments (figs 1-9). I will discuss the following figures fi-om Plate XVTI; 

3, 6, 7, 8, 9 of her collection. Number three is Cypro-Phoenecian; the material is red 

serpentine. The four-sided prism measures 17xl4mm. Six is also Cypro-Phoenecian. The 

material is black steatite, and measures 20xl4mm. Seven is of unknown provenance. It is 

made from bluish steatite and measures 23x17x11mm. Eight is Cypro-Phoenecian. The 

material is black serpentine and measures 20x14x11 mm. All of the seals share a similar 

artistic style in the depictions. The artist used geometric shapes and lines to create every 

object in the scene. The primary musical instrument in each is the lyre (chordophone 

321 2). I will employ the same methodology as used in the previous section to investigate 

instrument identification, music activity, and the difficulties the data pose. 

Discussion of Musical Activity in Stamp and Cylinder Seals 

Identification of instruments and music activity in seals can be problematic. If we 

compare the Mt Nebo cylinder seal (fig.7) to the TA/UP stamp seal (fig. 13) we can see 

that both are very similar. I was able to study photographs and drawings of both seals and 

found that the contexts depicted as well as the characteristics of the figures, the posture of 

the bodies, and the objects associated with them are share a resemblance. Interestingly, 
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the backgrounds of both seals have a crescent and Egyptian ankh, and the position of both 

is almost identical. Comprehending the use of the crescent and ankh, the identity of the 

alleged musical instruments, and activity in the scenes pose the challenge. 

The TA/UP stamp seal has human figures depicted in scenes on each side of the it. We 

will call the sides A and B. On side A the figure is standing. There are two parallel lines 

at an oblique angle at the head of the figure. Side B of the seal shows a standing figure, 

and it has a rectangular object with lines protruding from its chest. The items connected 

with the figures are most often identified as a double pipe and lyre, respectively. 

The Mt. Nebo cylinder seal displays similar figures. The first figure from the left has 

two parallel lines near the head of a standing figure. The second figure is also standing 

and has a rectangular object protruding from the chest. The figures are typically identified 

in the same manner as those on the TA/UP stamp seal; (aerophone) double pipe and 

(chordophone) lyre. 

Not everyone has the same observation. S. Sailer gives a different interpretation of the 

figure with the parallel lines. He states the figure has its arms raised toward the crescent 

in the attitude of prayer and adoration (Sailer 1966:190). Is this interpretation incorrect, 

and if so, why? 

The relationship of the parallel lines and the figure provide the answer. The lines in 

both figures are in front of the face, near the mouth area, and connected to the arms. 

Sailer accounts for the lines representing the arms in his interpretation, but does not 

The seals firom Mt. Ncbo and an unknown provcnancc housed at Tel Aviv University possibly confirm 
the use of the chordophone -aerophone duo in ancient cult. cf. Braun (1990), 17 and Ctorman (1980). 699-
702 for further discussion. 
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discuss their connection to the parallel lines. In each portrayal the parallel lines extend 

past the arms. Even considering stylization, the lines are too large to represent hands. The 

position of the arms in relation to the parallel lines is a basic position for playing a double 

pipe or aerophone. If the figures were exemplifying praise and adoration, the arms and 

lines representing hands would have been depicted much higher in relation to the body. 

The rectangular object protruding from the body of the second figure is a lyre. The arm of 

the figure bends at an angle in the same manner as it does when carrying or performing 

on a lyre and does so in both depictions. Compare these figures depicted with lyres in a 

seal from Tel Keisan and the from an PC/UP (fig. 15). All three display similar positions 

of the lyre in relation to the figure. 

The assessment of the instruments as an aerophone and chordophone is more 

convincing than Sailer's interpretation of arms raised in adoration. Nevertheless his 

observation of the background of the scene being linked to cultic activity is valuable in its 

owii right. There are certain items that will escape interpretation at this point, but both the 

TA/UP and Mt Nebo seals display two symbols that are associated with deities: the aaikh 

and crescent. The ankh is an "Egyptian hierglyphic (stylization of a sandal strap) for 

'life', identified with the Greek Tau cross and the Chrisitian crtcc ansatct̂  (Mercatante 

1978:10). The crescent is well known in Mesopotamian iconography: 

The recumbent crescent moon occurs as a motif in Mesopotamian art firom 
prehistoric times down to the Neo-Babylonian Period, and at least from the Old 
Babylonian Period is known from inscriptions to have been a symbol of the moon 
god Sin. Its Akkadian name was uskaru. In all periods a common variant placed 
the emblem on a post, sometimes with elaborate trimmings, when it appears as an 
independent motif or is held by gods, goddesses, or animal or hybrid figures. 
Probably considered to have a magically protective power 
(Black and Green 1992:54). 
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The ankh in the Mt. Nebo cylinder seal is depicted at the waist of the first figure with 

the aerophone, and is followed by a crescent that stands on a decorated post. The crescent 

is followed by some type of tree, and a second figure with the chordophone. Another 

waist high ankh separates the second figure fi-om the first as the motif begins again. 

The TA/UP stamp seal displays an ankh that is at the thigh of the chordophone player 

The crescent is to the right of the head of the figure; there is no post. The position of the 

ankh is the same area in the depiction of the double pipe (aerophone) player. The crescent 

is also in the same location as it is on the Mt Nebo seal. 

Consider the following. The ankh and the crescent are located in almost the same 

position in each depiction. The ankh is depicted with each figure, and in every portrayal 

the figures face the symbols. Both the ankh and crescent are prominent in the portrayals, 

and the crescent in the Mt Nebo cylinder seal is raised and sits on a decorated pole. The 

definitions of each demonstrate that they were part of the religious systems of the 

cultures. The ankh and crescent are without question associated with cultic activity, and 

play major roles in the iconographic depictions on these seals. In each instance they are in 

close proximity of the musicians. Considering these observations, I would argue that the 

seals display musicians, specifically, aerophone (double pipe) and chordophone (lyre) 

players, participating or performing in cultic activity that involve the crescent and ankh. 

It is difficult to explain precisely the role these objects play, but they are without doubt 

part of the religious culture. 
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The Goldman, H VP, and Ashdod Stamp Seal Depictions Displaying Musical 
Activity 

The Hetty Goldman collection contains Cypro-Phoenecian seals that display scenes of 

music activity similar to the portrayal depicted on the Ashdod seal and H/UP. The 

Goldman seals that are akin in style to the Ashdod and H/UP seals show distinct parallels, 

but there are notable differences. 

We find parallels in the composition of the scenes. In each portrayal the primary 

instrument is the lyre. The figure with the lyre is seated or standing on the right side of 

the seal impression. The figure holds the lyre so that it is almost parallel to its head and 

chest in each depiction. 

The differences are also in the composition. The human figures of the Goldman 

collection (figs. 19-26) displayed in music activity have distinct circular shapes 

representing the heads of the figures as do the figures of the H/UP seal (fig. 18). The 

composition of the Goldman and H/UP seals show a human figure across from or in front 

of the figure with the lyre. The H/UP seal shows a figure with frame drum across from 

the lyre player. In some instances the figure opposite the figure with the instruments is 

not human. It is a bird or griffm. At this point we are uncertain what was depicted across 

from the lyre player in the Ashdod seal because of the damage. Circles also represent 

other objects in the Goldman scenes such as the heads, joints, and feet for birds and 

griffins. The Ashdod and H/UP seal show a lyre with two lines indicating two strings, the 

lyres of the Goldman seals have lyres with three lines representing the same number of 

strings. 
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While there are distinct similarities and differences in the Goldman, Ashdod, and 

H/UP depictions, there are problems in analyzing them. For example, Braun states the 

Ashdod figure is nude. He perceives a difference in "a nude versus a dressed musician" in 

the comparison of the figures (Braun 1990:13). What reveals the figure is nude, and what 

does nudity in the figure reveal? The Ashdod scene presents a stick-like figure seated on 

high back chair with a lyre. If the figure is nude, we cannot identify the sex. The artist 

presents the arms, legs, and feet of the figure, but there are no genitalia or breasts 

indicated. There is no clear indication of a headdress or hair. Braun's observation of 

nudity in the Ashdod figure may be correct, but he does not explanation how he arrives at 

this conclusion. I cannot argue conclusively that the figure is nude or clothed. This 

observation is speculation. Assuming the figure is nude reveals nothing about music 

activity during this period. 

In contrast, the artist depicted the figures of the Goldman collection with clothes. They 

wear robes that are ankle or calf length. There are vertical lines that appear to decorate 

the garment, beginning at the waist or circling the hem. The artist does not appear to have 

depicted clothes on the Ashdod or H/UP figures, but it is difficult to be precise in our 

assessment. The legs of the figures in the both seals are visible. Analysis must again 

consider stylization. The simple stick figure seated with lyres in the Ashdod and H/UP 

seals display no conclusive physical characteristics indicating whether the figures are 

nude or wear clothing. The indication of clothing was possibly not a priority for the artist. 

The artist of the Goldman seals emphasizes clothing with the addition of a few simple 

lines to the figures, and we are able to comprehend this when examining the depiction. 
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Stylization often limits the assessment of characteristics such as nudity versus clothing in 

figures displayed in the manner as those on the Ashdod and H/UP seals Thus, we are 

uncertain about the assessment of nude versus clothed musicians at this point. 

Musical Activity Depicted in the Seals 

The actions of the figure in some of these seals are questionable. At first sight, one 

would presume the figure is "playing" the lyre, but closer examination warrants further 

investigation and discussion. For example, when viewing the Ashdod seal (fig. 14), most 

understand the figure depicted with the lyre is "playing" the instrument, but is this what 

the artist depicted? Note the following: 

1. The lyre is almost floating in the scene. There are no detailed hands depicted, but it 

appears as if the figure is holding the lyre in the air at its base with one of its hands. This 

is the only connection of the lyre with the figure. 

2 The figure does not appear to hold the lyre in a "playing position". It is held in the 

air by one hand away from the body. 

3. The hands do not touch the strings in a manner suggestive of playing the instrument. 

No limb touches the strings. 
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The above list questions the actions of the figure of the Ashdod seal, but the proximity 

of the instrument in relation to the figure suggests it is the player. Nevertheless, 

comparison of the instrument and figure relationship with depictions in the same artistic 

style shows something different. Note the upright position of the lyre in the Ashdod seal. 

This position is present today and present in ancient music iconography and figurines. 

Note the comparison with the position of the lyres in the H/UP and seals of the Goldman 

collection. The lyre in each of these depictions is presented in the upright position, but 

there is a contrast in the space between the lyre and the figure. In the seals of the 

Goldman collection the figures shown with arms or hands touching the strings in a 

"playing" manner, the lyre is closer to the body. When the arms or hands are not depicted 

touching the lyre, it is further away from the figurine. Even in what some scholars term as 

"crude" or "poor" renderings the artist usually connects at least one limb of the figure 

with the strings of the instrument demonstrating playing activity. In some scenes, the lyre 

hangs in mid-air, as there is little to no physical connection with the player. In the case of 

depictions displaying a questionable relationship of the instrument to the figure, one must 

consider the following; 

I. Is the figure possibly offering the lyre? 

While in Jerusalem I discusscd playing positions with a lyre player at a Ktc shop in Jenisalem; The 
House ofHarrari (fax and telephone; 972-2-6255-19; e-mail; biblhurp^j nci\ ision nci il. FOB 1577 
Jerusalem. Israel; location; 7 Maalot Nachalat Shiva St. Jenisalem. Israel).. The musician performed on 
several different IvTes. but played the instnunent in the same upright manner e.\hibited in ancient 
depictions. Also see lyres and figures in figs 3&4 in Chapter One. and cf Lawergren (1998b). 43-49. 

In the religious activity of Vodoun. musicians often consecrate offer, dedicate, the instrument to a 
particular deity. There are specific ceremonies for this activity, and it is possiMe some manner of 
presenting an instnunent to a deity may have taken place in the religion and cult of the Ancient Near East. 
In most forms of Vodoun. once the instrument is defeated to the deity, it is only played for during the time 
of worship for the deity. For details of these ceremonies see L. Wilken's The Dnitns of Vodou (1992). 25. 
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2. Is the lyre not being played and part of an identification marker for a family or 

individual? 

3 Is the figure posing with the object? 

4 Does the artist wish to invoke the importance of the instrument to the group or 

situation being represented? 

Analysis must consider these interpretations of the data. In many depictions of music 

activity, the actions of the figures are questionable. Figure plus instrument does not 

always mean the figure is portrayed playing the instrument. If there is little to no 

connection between the instrument and figure, the interpretation of "playing" must be 

questioned. At this point I cannot conclusively give identifying characteristics for each of 

the above mentioned considerations, but I do conclude that the figure is not always 

depicted playing the instrument. 

Summary and Conclusions Regarding Assessing and Analyzing Musical Activity in 
Stamp and Cylinder Seals 

There are notable contrasts and parallels in the several seal depictions we have 

discussed, but the iconographic scenes help to demonstrate that the lyre was without 

question a prominent instrument in Israelite/Palestinian culture, and nearly every culture 

of the Ancient Near East during this period. We also understand from the depictions that 

lyre players performed standing or while seated. The lyre appears to have been an 

important part of orchestras as well as a solo instrument (possibly with vocal 

accompaniment by the performers). Some of the seals presented a lyre in performance 

with a frame drum or double pipe. Again, the questions we present and the methodology 
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used to answer them are the keys. As we discussed the depiction of the lyre players in 

seals we find that we most often investigate what appears to be obvious. I have 

demonstrated that seals displaying music activity hold much information regarding music 

use and musical instruments. Continued research will reveal more data in these areas of 

music in antiquity. 

Assessing Plaques Depicted Holding Discs 

The Iron Age sites of Megiddo, Tel Tanaach, Gezer, Beth Shean, and Tel el Farah 

have provided plaques showing figures holding circular objects in various positions. 

Plaques are made from molds or built up from coils. The essential distinguishing element, 

however, is that the back of the plaque is flat. The term figurine is also used to describe 

these artifacts, but it most often describes figures in the round. The assessments and 

analysis of plaque figures with circular objects and their activity have provided 

information regarding ancient music use. Existing evaluations give useful data, but more 

investigation is needed. 

My research employs the word "disc" regarding the description of the circular objects 

the figures hold, as there is discrepancy regarding its identification. Because of its shape, 

some have interpreted the disc as a cake, round loaf, plate, or sun disc (May 1935; Van 

Buren 1978:90; Goodenough 1956:66), but most identify the disc as a frame drum or 

tambourine (Braun 1997: Bayer 1982; Meyers 1981). Many of these objects were not 

found in situ or the original archaeological context. Examples often come from unknown 

proveniences. Thus, we do not have the benefit of consistently including contextual data 
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in analyzing the use and meaning of these objects. My research comparatively and 

descriptively, explores and discusses several figurines with discs in their provided 

contexts. In addition, I will address and clarify deciphering, interpreting, and 

understanding the disc rendered in plaques. 

The plaques leaned against some type of support or laid flat (Pritchard 1943:32). 

General characteristics include, but are not limited to incised line markings indicating 

clothing, ornamentation representing jewelry, red and yellow washes, and piercings. The 

figures usually hold the disc across the chest, typically on the left side, across the 

shoulder and upper chest, or center of the chest. There are depictions in which the disc is 

held on the right side, but this is rare. A few examples show the figure in an uncommon 

position of holding the disc in front of the body just below the waist or chest (figs. 

58a&b). Figures are depicted partially or fiilly clothed, or nude. 

Plaques with Discs Discussed in this Research 

Following are description and discussion of plaques I will use in this study: 

1. Beth Shean Plaque with Disc (fig.27) (Mazar 1993:214-217): This artifact dates to 

ca. 11*** century BCE, and is made from reddish clay. The figure measures 7.5cm x 

7.5cm, and appears to wear a headdress. There is decoration on some type of garment at 

the waist of the figure. The disc has concentric circles depicted on the surface; the figure 

holds it on the left side, just over the chest and shoulder. 

2. Tel Tatiaach Plaque with Disc (fig.28) (Beit-Arieh 1993; Mazar 1996): The artifact 
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dates to ca. centuries BCE and measures 13.0cm x 8.0cm. The plaque is mold-

made. The figure appears to be nude except for bands around the waist and lower legs; it 

appears to be female. The figure may wear a headdress. The disc is held almost in the 

center of the chest, and has small holes on the surface. 

3 Meggido Plaque with Disc (fig. 29) (Loud 1969; Aharoni 1993); The figure is 

mold-made and dates to ca. 11''' century BCE. The figure holds a disc across the left side, 

just over the chest and shoulder. Damage and wear to the plaque make it difficult to 

determine decoration on the surface of the disc. The figure appears to be nude except 

bands around the ankles; it appears to be female, but the head is missing. 

4. Tel el-Farah Plaque with Disc (fig.30) (Petrie 1930): The terracotta artifact dates 

to ca. 9'''-8*'' centuries BCE. The head of the figure is missing. The torso is heavily 

decorated with geometric shapes and bands. There is also a pattern on the disc. The figure 

holds the disc on the left side, just over the chest and shoulder. 

5. Gezer Plaque with Disc (fig.31) (Dever 1993): The plaque is mold-made, bears traces 

of a light red wash, and dates to ca. 10''* century BCE. The figure appears to wear a 

headdress, and has bands on both wrists. The lower portion of the figure has been 

damage. The disc is held almost in the center of the chest, and has geometric shapes 

decorating its surface. 

Plaques vary in composition and design, however, the common element in each is the 

disc. Primary questions concerning the disc in this analysis are its identification and 

function. 
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Ornamentation provides clues to identifying the disc. Concentric circles and other 

designs often appear on the surface (fig.32). The markings on the disc are distinctive, but 

require further questions. Are the markings some type of design, and what, if anything, 

do they represent? The markings are variations of geometric shapes, but there are no clear 

indicators of meaning or recognizable signs or symbols. Current ethnomusicology 

research gives modem examples that may explain the function of the designs on the disc. 

Painting drum heads with designs is known in the Middle East, and has been practiced 

throughout history (fig. 33a&b) (Hart 1990; Blades 1984). Thus, if the decorated disc 

held by the figures, is a drum, the designs may represent decorations painted on the drum 

head. The markings on the surface of the disc would exemplify ornamented drum heads, 

and the figures may be posing with them. 

Drum heads are constructed from organic material such as animal skins and do not 

survive well in the archaeological record, so there are no extant drum heads available to 

support this theory Still, the combination of interdisciplinary studies such as 

ethnomusicology and archaeology give some validity to identifying the disc as a drum, 

and the decoration of the head in Iron Age Israel/Palestine. 

There are other interpretations of the disc displayed with the figures Goodenough 

discusses the discs in figurines as representations of baked goods (cf n.2). Breads and 

cakes of the Middle East and other countries of the world come in various shapes and 

sizes. The surfaces of these products may be decorated with nuts, fioiits, or vegetables, 

and may display intricate designs (e.g., geometric shapes, braided, plaited bread). The 

Hebrew Bible speaks of women making cakes for the "queen of heaven" (Hillers 1970; 
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Ackerman 1993; Schearing 1995) Analysis must also consider this information when 

assessing the identification of the disc in artifacts. 

Although identifying the disc as a frame drum is plausible, I feel it is necessary to 

investigate further the identification of the disc. Let us consider the activity of the figures. 

What action is the artist conveying? There have been differing opinions not only about 

the interpretation of the disc in plaques, but the actions of the figure as well. As stated, 

most interpret the figure as "playing" a frame drum or tambourine, but this assessment 

begs some questions. First, one must explore the hand position of the figure on the disc. 

The hand positions exhibited in the figures are very similar to positions used in 

playing the frame drum of the Middle East. Following are known hand positions for 

playing a frame drum; " 

1. The player holds the drum on the left; the hands are typically at six and nine o'clock. 

The fingers of the hand at six o'clock "drums" the head. The hand at three or nine 

o'clock presses the head to mute or alter the pitch, (fig.34). 

2. The player holds the drum on the right, the hands are at three and six o'clock (fig.35). 

The function of the hands is the same as in number 1. 

~ Cf. Jeremiah 7:18:44; 17. 18. 19 & 25. Each of these passages mentions "making offerings" or cocr: 
rzibcb cro rr;o»b . "making cakes for the queen of heaven." The te.xt does not give any description of the 
cakes. The Hebretv- Bible also mentions the Bread of the Presence, which consists of twelve loaves of 
unleavened bread that are diqslayed in the temple sanctuar>'. Because the sanctuar>- is ne.\t to the Holy of 
Holies, the bread is separated oiily by a curtain from the immediate presence of The loaves symbolize 
the covenant between God and His people Israel (Le\'.24:5-9). "The name bread of the Presence 
(sometimes mistranslated as 'showbread') is based on the Hebrew cs cff?. which is literally means 'the 
bread which is in the presence of...' (E.\odus 25:30)". See Flesher (1992). 781 in The Anchor Bible 
Dictionary. 

I collaborated with a Middle Eastern drummer b>' the name of Hesham in order to e.xplorc drumming 
techniques. Hesham demonstrated playing techniques using the above-mentioned hand positions. I also 
observed and techniques used by drunmiers at Pilestinian School of Music in East Jeru^em and drummers 
in ensembles in Cairo. Egypt. 
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3. One hand is on the center of the drtim, the other holds the rim. The player strikes the 

center of the dnmi head with the parts of the hand or fingers (fig.36). 

Note the hand positions of the plaque and mold made figurines; 

1. The figure holds the disc over the left side of the body; the hands are typically at six 

and nine o'clock (cf fig.27). 

2. One of the hands is on the center of the disc (cf. fig.28). 

The position of the hands on the disc in the plaques is evident and very similar to frame 

drum playing positions from the Middle East. 

The hand positions and ornamentation on the surface of the discs displayed in the 

plaques are enough evidence to conclude that they are decorated frame drum heads. 

Although I have determined the identification of the discs in these plaques, the activity of 

the figurine with the disc is still uncertain. The figures with discs in these plaque types 

appear to be "playing" the drum, but is this assessment conclusive for these types of 

depictions of figures with discs? 

I understand the assessment that the figures are presented playing frame drums, but 

one must consider the following. If each figure with a disc depicted in a similar position 

is interpreted as playing a drum, would there be more emphasis or indication on the part 

of the artist in demonstrating this activity? The various hand positions are common in 

each figurine and suggest a distinct playing position or playing technique, but the 

quandary lies in how the artist presents this action. There is no information presented that 

distinguishes the figure is in fact "playing" a drum. Yet, we must consider that this action 
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may have been difficult to present due to the material used and the artistic style of the 

period. 

Nevertheless, two additional areas will shed light on the activity depicted in these 

artifact types, the position of the disc in relation to the body and the comparison of other 

portrayals of figures with discs. I have established that discs depicted in the discussed 

plaques are drums, and that they are; 

1. often decorated with various designs 

2. presented against the body 

3. displaying the hands of the figure placed in known playing positions 

Comparison of plaques with other Iron Age iconographic depictions with discs reveals 

more important information regarding its identification and function. Egyptian cultures, 

for example, during this period display the discs with figures in a side view and low relief 

(fig. 37a, b, & c). It is significant that the artists of these depictions demonstrate and 

emphasize action in the figure and their relationship with the disc. The figures do not 

simply clutch or hold the disc. In the side view, we can see that they hold the disc away 

from the body with one hand, while the other appears to strike the disc, or is portrayed in 

the act of striking. In some depictions, the figures are shown walking or dancing with the 

disc. 

In all known plaques shown with discs the figure is depicted from a frontal view, 

while the reliefs display figures with discs fi'om the side. In the frontal views the disc is 

depicted against the body, on the chest, with at least one hand on the surface. In contrast, 

the side views present the figure holding the disc in the air, away from the body, often 
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with one hand striking it. The reliefs and plaques differ in their presentation, but the disc 

remains constant. It is true that the artists approached the subject matter of a figure plus 

disc with stylistic variation, but I would argue that this is the choice of the artist and the 

style of the period. The materials used to create and decorate the depictions vary in the 

colors used, the types of clay, or stone, but it appears that the artist possibly chose to 

work in the style of the culture of the time period. 

Plaques with discs may require two possible interpretations. The position of the drum 

in relation to the body of the figure makes this necessary. In the plaques, figure holds the 

drum on either side of the body, with the hands in known drum playing positions of the 

Middle East. This position of holding the drum against the chest may indicate a special 

playing technique to mute the sound of the drum, but it is not common in playing the 

instrument. In this position, the body of the player would absorb much of the sound of the 

drum. Depending upon the requirements of the music, this may be a desired eflFect. The 

artist may have been attempting to show the figure holding the drum in the same location 

in relation to the body, but not against it. As mentioned earlier, this would have been 

difficult to show in plaques with discs. Note the low relief depiction of the figure with 

disc. In this position the player holds the drum away from the body with one hand and 

strikes it with the other. Because the artist presents the figure in a side view, it is easier to 

demonstrate the act of striking the drum. In plaques the artist would have a very difficult 

time demonstrating this. Thus, we must conclude that the figures in the plaques have two 

possibilities or interpretation. One, the figures were depicted posing with the frame drum 

as one would pose for a picture. Two, the figurines were depicted performing with 
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various playing techniques on frame drums. Continued research may bring conclusive 

evidence for one of these interpretations, but for now we must consider both of them. 

Summary and Conclusions of Plaques with Discs 

To some it may appear obvious that the disc depicted with figurines in plaques is a 

drum, and that it is unnecessary to conduct any research regarding its identification. I 

argue, however, that it is essential that we conduct research in areas like this in order to 

make our observations as conclusive as possible. We have discussed, for example, how 

and why some scholars determined that the discs were special types of baked goods, and 

their theories appeared to have some validity. Nevertheless, we have also seen that 

further investigation of the same discs depicted in plaques with developed methodologies 

are decorated frame drum heads. I stated earlier that everything in a depiction may not be 

what it appears, thus, we must be careful not to overlook those characteristics and 

features that appear to be obvious. A closer look may reveal much more than a 

preconceived quick glance. 

Assessing Figurines in the Roitndwith Discs 

Three-dimensional figurines with discs also contribute data to the research of ancient 

music use. Analysis of these artifacts bear the same difficulties as plaques with discs. For 

this reason, research employs identical methodology in the assessment of these artifacts 

with discs as used in the previous section. 
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As seen in the previously discussed artifacts, identification of the disc is a matter of 

concern, and continues in assessing figurines in the round. Initial analysis of the figurines 

identifies the figure "playing" a frame drum or tambourine, but is this assessment 

accurate? Is the disc a drum, and is the figure "playing" an instrument? What is the figure 

doing? Close analysis of the entire figurine is necessary to address these questions. 

The sites of Shikmona, and Achzib, and the Harvard, Dayan and Cesnola Collections 

provide figurines in the round with discs that I have employed in this study. Following is 

description and discussion of them; 

Figurine with Disc from Tel Shikmona 

Tel Shikmona, an Iron Age site on the Israel coast south of Haifa, has produced an 8"* 

century BCE terra cotta figurine with disc (fig.38) (Elgavish 1993:1370; Meyers 

1994:212). The figurine was found in a stratum called Town C. Excavators discovered it 

with several other figurines of horsemen, and it is considered a votive offering (Elgavish 

1993:1375). The torso of the figurine begins to flare as it goes down, but has a section 

broken out of it. The figure holds the drum at an oblique angle. The left hand is on the 

rim of the drum; the right hand is inside on the drum head. The hair is braided and hangs 

well past the shoulders. Details in the face are clear (Bayer 1982:26; Braun 1999:250; 

Elgavish 1993:1374). 
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Figurines with Disc from Achzib 

The coastal site of Achzib has yielded figurines very similar to the one from 

Shikmona (fig.39a & b) (Mazar 1996:6."r. 1 .K:32). Most of the descriptions of the 

figurines are the same as discussed above. The hair in each, however, is straight and 

extends past the shoulders. There are traces of red paint on the conical shaped body. The 

disc is held a the same manner as the figure from Shikmona. E.Mazar showed me one of 

these figurines. It still contained some reddish color around the cone-shaped bottom. 

Construction was in two phases; the bottom or cone-shaped part was created on a wheel, 

while the top, which included stylized arms, the head, and disc, were attached later. The 

rear of the head contained a hole approximately 1.0cm wide on the right side. Mazar 

thought it was made while the figurine was drying to pull out material inside the head 

(personal communication, Mazar 1998). Braun suggested that the hole was made later 

and may have been made for hanging the object (personal communication, Braun 1998). 

Neither of these observations have been confirmed. 

Terrcotta Figurine with Disc from Harvard Semitic Museum Collection 

This Iron Age figurine is a female with disc (fig.40) (Meyers 1991b). The 8.5 inch tall 

figure holds the disc at an oblique angle. The left hand is under the rim of the disc; the 

right one is in the center. The hair of the figure is straight and extends past the shoulders. 

Facial characteristics are visible and appear to have been painted. The conical body is 

hollow and supports a hand made torso. 
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Terracotta Figurine with Disc from Amathus 

Iron Age excavations at the site of Amathus in Cyprus produced a female figurine 

with disc (fig. 41) (Meyers 1991; Karageorghis 1993a). The figurine stands 9.5 inches 

tall. The body is conical and has a hand made torso. The disc is held at an oblique angle. 

The left hand is on the rim of the disc; the right one is in the center. The hair is braided 

and extends past the shoulders. The facial features are clear. 

Terracotta Figurine with Disc from the Dayan Collection 

The Israel Museum in Jerusalem houses the Dayan Collection of figurines. One of the 

figurines from this collection is a figurine with disc (fig.42a) (Meyers 1991b). This figure 

is smaller than the others. It stands 6.5 inches. The left hand of the disc is under the rim 

of the disc; the right one is in the center. The hair is straight and extends past the 

shoulders. The conical body is wheel made, and the head was made in a mold. 

Terracotta Figurine with Disc from the Cesnola Collection 

The Cesnola Collection contains figurines from the Cypriot tradition (Webster 1878; 

Meyers 1991b; 1994). The figurine with the disc is similar to the one from the Dayan 

Collection in that they are both shorter than those fi'om Achzib and Shikmona (fig.42b). 

The conical body is wheel made and the head is made from a mold. The hair is not like 

the others. The only indication is a line across the forehead and around the temple and 

ears. The right hand is in the center of the disc, the left is on the rim. 
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The overall design of these figurine types is similar. The body is conical or 

cylindrical, typically wheel-made, while the other parts of the body were attached later 

using the snowman technique or made from a mold. Decoration is subtle. Red and black 

pigment usually decorate the base. Additional ornamentation is infrequent. Some 

figurines possess detail in the hair and facial features, but there are no distinguishing 

characteristics in the hands, which hold the disc. 

The artists bring focus to the disc. There are no decorations or ornamentation on the 

disc in these figurines, but the disc is held in front of the body, usually at an oblique 

angle. It makes no contact with the torso. One hand holds the disc around the outside, the 

other is on the inside or opposite side. In nearly every instance of figurines in the round 

with a disc, the center is concave. The symmetry of the indention indicate the depression 

was intentional. 

Most have described the figures in the round as "striking" the disc, but this claim 

warrants fimher investigation. Figurines from Achzib, Shikmona, Amathus, and the 

Havard and Dayan Collections provide excellent examples. In each of these depictions 

the right hand of the figure is on the inside of the disc. In the Achzib and Shikmona 

figurines the right palm crests the rim and the rest of the hand is on the inside the 

depression of the disc. The left hand holds the outside along the rim. Contrary to most 

interpretations, this action does not definitively show the figure is "striking" the disc. 

There are two possible suggestions regarding the activity of the figure; 
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1. If the disc is a drum, the figure is simply displaying a technique in performing. 

There are approaches to playing the drum by striking the inside of the head. In 

other words, the figure is playing a drum. 

2. If the disc is a drum, the figure is simply posing with the instrument as one would 

pose for a pictwe. The hands of the figure are not engaged in act of playing the 

drum; the figure is simply holding the drum. 

I concur with scholars in identifying the disc as a frame drum or tambourine in these 

figurines in the round (Braun 1997b; Meyers 1991b, 1994; Karageorphis 1993a). The 

shape and position of the disc in relation to the body strongly suggest the figure is a 

drum. The activity, however, is still uncertain. Once again, we consider the hand position. 

As demonstrated in the plaques with discs, the arrangement of the hands on the disc 

closely resemble playing techniques still active in the Middle East (cf n.23). This 

analysis is related to the findings discussed in the comparison of plaques with discs. As 

demonstrated in the plaques with discs, the artists in some cases have shown detail in the 

facial characteristics and hair of figurines in the round, but there is little to no detail 

depicted in the hands or the discs. 

The artists do not give indicators conclusively demonstrating the figures were 

performing, but we must consider that this may have been difficuh to do. The material 

and style of the period may have influenced the artist, but it is possible that the artist 

could have employed some manner to show the figure performing (e.g., a raised hand). 

As discussed in the analysis of the plaques with discs, we must consider two possible 

interpretations regarding the activity of figurines in the round with discs. One, these are 
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figurines shown posing with frame drums. Because most of the figurines in the round 

with discs from various cultures in the Ancient Near East during this period display 

similar poses, this may have been a popular choice with many female drununers during 

this period. Two, the figurines are depicted performing on frame drums. We have 

discussed the hand positions on the discs and their comparison with known playing 

positions, and these may demonstrated in the figurines in the round. Neither of these 

interpretations is conclusive, but they force the researcher to pay close attention to the 

action displayed in the figurines. 

Summary and Conclusions of Figurines in the Round with Discs 

Identifying an instrument, in any depiction, is an important factor in studying and 

understanding ancient music use, but the assessment of its identification and the 

demonstrated activity also must be a major factor in the analysis. Some may argue that 

identification of the disc and its activity does not require analysis of this magnitude, but 

as discussed in the study of plaques with discs, I have also demonstrated that casual 

observance of figurines in the round with discs and their activity can lead to 

misinterpretation and may miss details vital to the study. The discs held by the figurines 

could also be interpreted as a cake, plate, or offering to a deity. I have demonstrated, 

however, that combining the interdisciplinary studies of ethnomusicology and 

archaeology, we have determined that the discs are frame drums. The figures are depicted 

posing or performing with the instruments. 
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Assessment of Playing Techniques from Music Artifacts and Music Iconography 

Music iconography and arti&cts do reveal much data regarding ancient music use, but 

we must understand that there are limits in what these objects can communicate. Some 

scholars have attempted to determine conclusively all methods of how instruments were 

played from viewing artifacts and iconography, but what can research realistically extract 

from these sources? Both artifacts and iconography present examples of some 

performance techniques, but they do not reveal every possible approach to playing an 

instrument. The ultimate discovery would be the unearthing of a scroll or tablet 

explaining all finger and hand positions for performance, but to date, that has not 

happened. Research must be realistic in what information can be retrieved from these 

sources in understanding playing techniques of anciem instnmients. 

As discussed previously, analysis must consider the actions of a figure depicted in 

musical iconography and artifacts. If we interpret that a figure is portrayed in the act of 

playing an instrument, the depiction displays one approach to performing on that 

particular instrument, or similar instruments. When assessing performance techniques, 

one has to account for matters such as stylization, accuracy in the portrayal of the 

instrument (i.e., number of strings on chordophones; also because of only one side of an 

instrument is depicted usually, we consider the possibility that there are unseen 

mechanisms such as levers or pegs). One also has to examine the proportion of the 

instrument to the musician in the depiction. Each of these affect the assessment of 

playing techniques. 
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Ancient texts also give clues regarding playing techniques, but pose additional 

challenges. For example, the Hebrew Bible states that when David performed on his lyre 

to ease the torment of Saul, he performed ,"with his hand".^"* The description is 

ambiguous as it does not explain whether "with the hand" means with the fingers or with 

a plectrum. The phrase "with his hand" may have had a specific meaning during its 

period of use, but today it remains unclear. 

When investigating playing techniques on instruments in antiquity we must not limit 

our assessment of how they were played. C. Meyers attempts to define and describe the 

limits of the membranophone held by the figurines in the round. Note her discussion; 

Furthermore, in these terracottas the [woman's] hand is shown flat against the 
circular drum, indicating that [she] is striking the instruments with her palm or 
fingers. A tambourine is typically played by striking or hitting it with knuckles 
(Meyers 1991b: 18) 

Based upon an assessment of the figurines, Meyers initially limits the identification of the 

disc and how the instruments are played. She then identifies the disc as a circular drum 

because the figure "is striking the instrument with her palm or fingers." In contrast, 

Meyers argues the disc could not be a tambourine because it "is typically played by 

striking or hitting it with knuckles." It is true that the artist did not include much detail at 

all in the disc, thus, it is possible that it was common practice to exclude the metal disks 

I Samuel 16:16 when discussing David and his performance on his instrumem (the kinnor. . e.\platns 
.. .that he shall pia>- with his hand", tz. The tran^tioa of the term kinnor. is usually l>Te. although 

some Bibles translate it as harp. Most use lyre for the Hebrew word kinnor. and nebel for the haip. The 
harp and IvTe are differem in tlut the l>Te h  ̂a box or bowl resonator with tno parallel arms extending 
vertically from it. The strings attach to the resonator and wrap around a bar connected to the top arms. The 
harp is similar. The strings run vertically on the angle body of the harp, diminishing in height ̂ m top to 
bottom. Kinnor is ambiguous in the He^w text. It has been translate as harp or psaltry. neither term with 
conclusive evidence. In modem Hebrew kinnor means violin, but its exact meaning during the ancient 
period is still uncertain. Cf Montagu, J., Musical Instruments of the Bible {1997). 3-4. 
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or jingles set in the wooden frame of a tambourine. I argue, however, that jingles are not 

depicted in vivid detail on the disc does not rule out the possibility of the discs being 

tambourine in some cases. Stylization and artistic style may eliminate, distort, or alter 

details. 

Nevertheless, in her assessment, Meyers implies that the ambiguous playing positions 

displayed in the figurines conclusively identify the instrument and how it was played. Her 

analysis &ils to explain or mention that the tambourine and the frame drum can be played 

in the same manner. All of the techniques the ancients used in playing the frame drum or 

tambourine are not known, but today there are numerous positions and techniques far 

beyond the two Meyers mentions. At the very least, tambourines or frame drums can be 

played with the palm, fingers, and knuckles. Some players strike the instrument against 

various parts of the body such as the hip, thigh, or forearm. There is even a technique in 

which the player can "roll" the jingles of a tambourine as one would perform a "roll" on a 

modem snare drum. Although there are no iconographic or artifact depictions to date, this 

research does rule out the possibility of these drums being struck with sticks.^^ 

There are techniques that can be performed on aerophones that are not easily depicted 

in iconography or artifacts. For instance, there is the technique of circular breathing. A 

I discussed the possibility of frame dnuns possibly being played with sticks. Braun argued that because 
there are no depictions of this performance technique or textual description of this, it did not happen. Also 
note ethnomusicologist Nketia's discussion of playing techni<pies on membranophones; "The playing 
techniques that are applied to particular drums may also be ch^n with sonorities of the drum in mind 
Some drums are play  ̂with sticks—straight and round sticks with or without a knob at the end, or curved 
or slightly bent stids. Odier drums are played b>' hand, or stidc and hand combined. The use of the cupped 
hand, the palm, palm and fingers, or the be  ̂of the palm in differem positions on the (kum affect tone 
qualit\-. Nketia's The Music of Africa, (1994), 89.1 argue that the collection of depictions is minimal 
and those possibly indicating figures performing do not show every technique used on an instrument or like 
instnmients. In other words, we do not know all that the ancient kriew about performing on instruments 
during this period. 
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Stream of constant air blown properly through an aerophone maintains the sound, and 

eliminates unwanted breaking or stopping of the tones. This method of blowing into an 

aerophone, well-known in the Middle East,^ is employed to sustain tones or execute long 

phrases in a piece. Musicians also use circular breathing to provide endless melodies or 

improvised lines for dancers. The technique requires breathing air in as air is expelled 

through the instrument. As air is blown into the instrument, the player simultaneously 

fills the cheeks with air. As the lungs deplete, the player pushes the air in the cheeks 

through the instrument, while breathing through the nose. With proper execution, a 

musician can perform for hours without disturbing or breaking the sound. 

Depictions show figures and chordophones with and without plectrums (picks). From 

these objects, some scholars have attempted to determine which lyres are played with and 

without plectrums.^^ It is true that some depictions do show players with plectrums, but a 

few depictions do not demonstrate every approach to a particular chordophone. Today, 

one can see musicians play numerous types of chordophones, not only with plectnmis, 

but with techniques that use multiple picks on the thumb and forefinger, the fingernails, 

and external objects like slides. To illustrate, there are many techniques to playing the 

I studied an Egyptian male musician perform the technique of circular breathing while performing on a 
zuma (oboe-like instrument). He was part of a four piece ensemble, consisting of a nay, doff (tambourine), 
and vocalist. The musician on the zuma played continuously, possibly improvising, but he did not take a 
breath during the entire piece. 

Lawergren interprets ''thicl̂  and '̂ thin" lyres of the Anciem Near East He states that large andem lyres 
(which he calls "thick" lyres) would have had thick strings, while smaller lyres ("thin lyres") had thin 
strings (1998b), 43. He also states that "Thidc lyres had 10 to 13 strings while tto ones had 4 to 8. The 
former were plucked by the fingers, and the lat  ̂struck with a plectrum." 1 argue that this analysis places 
limits on assessing potential playing techniques of these instruments. Any of these 
instruments could have been pl̂  ed with or without plectrums. At this time, we carmot determine 

conclusively which instruments e.xclusively used plectnims. 
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guitar, but players does not approach the instrument in the same manner Guitarist Jimi 

Hendrix illustrated this point (fig.43). Hendrix played the guitar upside down and 

backwards. Some would consider this an incorrect approach to the instrument, but the 

guitars he performed on were designed for right-handed players. Thus, Hendrix was left-

handed and adapted the right-handed guitar to his requirements. There are bass guitarists 

who use plectrum/picks, but also play with their fingers. Bass players incorporate a 

technique in which the strings are literally slapped and pulled in order to create specific 

sounds. 

Summary and Conclusiom of Assessing Playing Techniques 

Every playing technique known to the musicians of the ancient world is not likely to 

have been depicted in music iconography and artifacts. Although the artist was not 

concerned with accurate and detailed portrayals, those viewing the works understood 

much more about music use and music activity than modem researchers do. 

Thankfully, archaeology has left us some accounts of music use, but it is limited. In 

the desire to know as much as possible as about the ancient world and music, it is 

tempting to conclude more than is actually known. In assessing playing techniques, it is 

imperative to view the data as snapshots of approaches to performing on that particular 

instrument or similar ones. Research suffers if analysis concludes it has discovered every 

approach to playing an instrument from a few depictions. There are some aspects of 

music use that iconography, artifacts, and texts cannot reveal, but research must continue 
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to search for as much data as possible. To investigate playing techniques in antiquity we 

need to create several reconstructions of known instruments from period. I will further 

discuss this approach in the following section. In addition we will also need to examine 

performance techniques of current musicians on similar instruments. We may not exhaust 

every approach, but the results will enhance our knowledge of how the ancients may have 

performed on certain instrimients. 

Assessing Instrument Construction from Iconography and Artifacts 

The music of the ancient world is gone. There are no ancient recordings, no complete 

orchestral scores, or compositions, but their absence does not extinguish the curiosity to 

know how ancient music sounded. In many cases, the desire to hear the sounds of music 

of the ancient world drives this area of research, and is often the underlying hope in the 

reconstruction of instruments (Kilmer 1980a; 1983; Ehichesne-Guillemin 1984; Haik-

Vantoura 1991). Re-creation of ancient sounds should not be the goal of instrument 

reconstruction, as the music of the ancient world is lost. Sounds from reconstructed 

instruments are conjecture. 

Although we cannot accurately recreate the music of antiquity some scholars have 

reconstructed instruments to do so (Gorali 1977; Kilmer 1980a; Lawergren 1998b), but 

there are other areas in the study of music use that require much research. I am confident 

that reconstructions can assist in exploring areas such as playing techniques and the use 

of space in musical performance. Following is discussion regarding the available sources 

for instrument reconstructions, suggestions in how to approach creating them, and how 

they can assist in research of music activity. 
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Sources for Instrument Reconstruction 

There are no blueprints or instructions for reconstructing instruments thus, artifacts, 

iconography, ancient texts, and ethnomusicology are the main sources. Each source 

presents its own challenges. In the case of texts, the description of instruments is often 

vague and limited.^^ Several instances in ancient texts give unique musical instrument 

names with no explanation or description. Archaeology has been unable to contribute 

significantly to their identification.^' Artifacts and iconographic depictions are the 

primary resources for reconstruction, when using these items we again encounter 

problems with stylization, the proportion of the instrument and figure, the depiction of 

the number of strings in chordophones, and the types of mouthpieces of aerophones 

(fig.44a, b, c). 

Suggestions in How to Approach Instruments Reconstruction 

Assessments of instrument construction fi-om iconography and artifacts have concerns 

resembling those demonstrated in the assessment of playing techniques fi-om the same 

sources Artifact and iconographic depictions do not present every technique in playing 

 ̂Let us take the temi m 'na 'an 'im for example. X/'na 'an 'nim was/were probably something shaken, 
possibly rattles, or a sistrum or sistra (plural). The word is only used once in the Hebrew text, n Sam. 6:5. 
It is a group of instruments consistiiig of lyre. harp, (kum, and cymbals. It is interesting to note that the 
RSV translates the term as "castanets," which is a percussion instniment of indefinite pitch consisting of 
two shell-shaped pieces of wood. The hollowed sides are clapped together. Because of its root, the term 
shalishim may possibly have indicated an instrument that had three of something (Le.. three sides or 
strings). It may have also been a sistrum or triangle. Most BiHes translate the term as "musical 
instruments." 1 Sam. 18:6. 
 ̂As discussed earlier, most instruments of antiquity do survive well in the archaeological record because 

of their material of constnictioa Archaeolog>- has produced partial instrumental remains, e.g.. parts of lyxe 
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an instrument or every physical attribute of the instrument. There are few complete relics 

from the past for comparison and study, and without complete depictions, analysis cannot 

know every detail or mechanism of the instrument. For this reason, it is imperative to 

make several variations of the same instrument . For example, in an iconographic 

depictions of "thick" lyres from Lawergren's chart (figs.3&4; also cf n.26), he explains 

that a particular lyre supposedly has four "thick" strings (1998b:43) (fig.45). Research 

must explore the possibility that the instrument not only had what Lawergren defines as 

"thick" strings, but may have had another set of strings parallel to the four. The artist may 

have depicted closely aligned strings as "thick" strings in the depictions, thus, there may 

be misrepresentation in the number of strings and their alignment. Individual strings 

would be difficult to depict in small iconographic depictions or artifacts such as seals. 

In an attempt to decipher these enigmas I contacted a company in Jerusalem called the 

House of Harrari that constructs lyres." The lyres from the House of Harrari are like in 

ftames. or bone flutes. Most are unpublished at this time, but these finds are minimal and provide little 
information for reconstruction. 

N. Benzoor explains that "The first clues were prmidcd by archaeological finds pertaining to music; 
musical instruments were depicted on oil lamps, frescoes, reliefs, coins, mosaics, etc. Together with recent 
research, these finds ha\'e served as iconogra^c data, although they did ikm always reveal the structure, 
dimensions, tuning or the materials used. Hence, many e.xperiments had to be made while reconstructing 
the ancient instruments; certain models were built in se\'e  ̂variations in an attempt to acfaie\-e maximum 
authenticit>-" See N. Benzoor (1991). 68-69.1 agree with Benzoor. but the end result he desires is 
questionable. How will we know when we reach "maximum authenticityT' Also cf. Gorali, M (1977), 1-S 
Music in Ancient Israel. 

The name of the instrument shop is The House of Harrari (cf &i, 20). A representative of the company 
and ]>Te player, e.Ypiained that the dimensions of tte kinnor are approximately 22 inches (56cm)high and 
12 inches (31cm) wide; they are made hand to "Tenqile quaU '̂ standards. She finther explained that 
the IvTes are built to be personal sacred instnmients, and can be personalized in dimensions and with 
special symbols. The artists have also studied iconographic and artifactual representations of the lyre. Artist 
that reconstructed lyres for the Ashdod museum also studied iconographic and attitaci depictions of figures 
with l>Tes for the Ashdod Museum in Ashdod Israel. The lyres are not actually functionaL but have been 
duplicated fiom iconographic depictions, specifically the lyre held by the figure in the Megiddo 
processional (fig.?). Those visiting the museum are ̂ e to get a sense of what it was like to hold this 
wooden lyre, the shape and design, and possibly bow musicians may have performed on the instrument 
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design, but can be personalized in any manner the buyer requests. I would argue that 

artists constructing lyres in antiquity took a similar approach. Lyres presented in ancient 

iconographic depictions are also similar in many cases, but still possess distinct 

characteristics. There are similarities in size, at times the number of strings, and basic 

construction, but the designs are usually individual (figs. 3&4; Lawergren 1998b; 

Norborg 1995). We, of course, must consider stylization by the artist that created the 

depiction, but it does not appear that these instnmients were mass produced. The most 

significant similarities are the flat and round bases of Eastern and Western lyres (figs 

3&4; Lawergren 1998b). Most other ornamentation is individualistic. Decoration, unique 

designs of the arms, and ornamentation appear to be indicators of artists constructing 

lyres specifically designed for individuals, or designs created by the artists. 

Reconstructions of lyres would also require testing strings constructed from various 

materials such as animal gut, wire, or string. These tests would also explore the widths of 

strings. Other pertinent data in the assessment of an instrument such as the lyre are the 

length of the strings for tuning, and the distance between strings. Again, interdisciplinary 

studies would play a role. In order to text theories regarding string width, length, and 

tuning, I would incorporate the expertise of those in the field of physics and engineering. 

Reconstruction of chordophones such as lyres also would provide the opportunity to 

explore playing techniques, as well as experimentation with music intervals, scales, and 

tunings. 

Also, music artifacts and iconographic depictions are in clay, on stone, or on metal. It 

is an extreme challenge to decipher the materials used to construct the instruments, (e.g.. 
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wood, metal, or other materials.) We must reconstruct several versions of the instrument 

using different materials. In lyres for example, I would make reconstructions using 

various types of wood, and when possible incorporate the use of other sources such as 

metal. Metal may have been used for parts of the arms or tuning bar (Kilmer 1998). 

In the case of aerophones, there can be difRculty in assessing the mouthpiece. If the 

figure in the depiction is portrayed playing the instrument, the construction of 

mouthpieces is uncertain. In many instances a large part of the mouthpiece may be 

depicted in the mouth of the performer. Analysis must consider various types, shapes, and 

designs of the mouthpieces in reconstructions (fig.45). I would attempt various types of 

mouthpiece construction in cases in which the mouthpiece is not visible. 

There is also the possibility of an instrument functioning in at least two capacities. 

Take for example a tambourine. This instrument is a combination membranophone and 

idiophone. The jingles (idiophone) qualify the combination. The instrument can be struck 

or shaken. As seen in the figurines in the round, the drimi shows very little detail, but the 

lack of detail is not evidence that jingles were not present on the disc. There are, 

however, membranophones call rattle drums. In these types the drum is shaken. The 

percussion is by impact of pendant, enclosed pellets, or similar objects. The Sachs-

Hombostel system lists this instrument type as 212 on their chart (1961; 18). 

As stated previously, instrument reconstruction will aid in our understanding of 

ancient music use, but it must be understood that most ancient sounds created from 

reconstruction are educated guesses. In any event, this work should and must be done. 

Because of the nature of this research, analysis will not know when it has arrived at "the 
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answer" in reconstructing instruments. With this approach, however, analysis will 

certainly avoid the pit&ll of limiting the possibilities of instruments of the ancient world. 

Conclusions and Summary 

This chapter has discussed and addressed several of the difficulties in the assessing 

and analyzing music iconography and artifacts. As mentioned, it is imperative in analysis 

and assessment to remember that the artist was not interested in realism or exact 

duplication, and artistic stylization plays a major role. As seen in the case of the Ashdod 

stand, the depictions often reflect recognizable human characteristics and musical 

instruments, but none are exact or true to life. Enormous heads with large eyes and noses 

are the primary attributes of the artistic style of the characters of the Ashdod vessel. 

There is little detail, yet the figures, the instruments, and their activity are discemable. 

Stylization creates most of the problems in the analysis of the vessel. It also ignited the 

debate regarding the identification and action of one of the musical figures. Examination 

of the debating scholars' observations and assessments, presenting additional probing 

questions, and close study has revealed evidence strongly suggesting the controversial 

figure is a male cymbal player. Because of debates such as these, assessing and analyzing 

musical activity in artifacts must be sensitive to stylization and employ more in-depth 

analysis before determining a conclusion. 

Stamp and cylinder seals displaying music activity present similar problems for the 

identification of figures and musical instruments. The size of the artifact and the 

depiction displayed on it contribute to the difficulty of assessment. On seals, the 

depictions are very small, and may lack detail. Thus, they can be very hard to 
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comprehend. Analysis of seals requires close scrutiny of each figure and musical 

instrument, their relationships, as well as comparison with like compositions. 

Plaques and figurines in the round present figures with a disc. This research has shown 

that identification of the disc, and interpretation of the activity taking place in the artifact 

is possible through comparison of artifacts and iconography and ethnomusicology. There 

are debates regarding the identification of the disc. This study has demonstrated that 

analysis and comparison with low relief iconographic depictions, and ethnomusic 

examples with discs help to identify the instrument and the activity taking place. 

From the many depictions and artifacts displaying music activity or figures with 

instruments, there have been attempts to interpret playing techniques conclusively. The 

researcher must understand that any depiction showing music activity or a figure 

"playing" an instrument is showing one approach to performing on that particular 

instrument, or like instruments. Depictions give only a partial view of the instrument and 

one manner of playing it. Iconography and artifacts have limits in what they can explain 

and reveal concerning approaches to performance. 

To better understand ancient music use, there have been reconstructions of ancient 

instruments. It is true that artifacts and iconography are the most valuable sources, but 

research is again faced with the problem of making assessments from incomplete data. 

Often these data give one dimension or a side view of an instrument. Development of a 

reconstruction from these depictions can miss essential elements. The most appropriate 

method to reconstruction is to make several variations of the same instrument in attempt 

to compensate for possible missing information. Because the depictions do not reveal 
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every perspective, analysis must speculate regarding unseen parts or mechanisms. Present 

day instriiments and ethnomusicology can assist in this area, but much is unknown about 

the construction of ancient instnunents. Reconstructions should not be taken or 

understood as exact duplications of instruments known in antiquity, but as aids for 

researching areas such as performance techniques and music and space. 

Proper methodology is crucial to the study of ancient music use and music activity. 

Quick assumptions based simply on the shape of an object, hand position, or 

preconceived ideas, will further skew analysis of the data. I have shown that close 

examination, drawings when possible, probing questions, comparison of artifacts, and 

interdisciplinary studies will add to the present knowledge of music use in the ancient 

world. Because the sound of music in antiquity is lost to us, some inquires will remain 

unanswered, while others will produce more questions. The desire to hear the music of 

antiquity, recreate the instruments and the sounds of music is tempting, but research must 

permit the artifacts to speak for themselves. 
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CHAPTER THREE: GENDER AND MUSIC IN ANCIENT ISRAEL/PALESTINE 
AND SURROUNDING CULTURES OF THE ANCIENT NEAR EAST 

Introduction 

The identification of male and female figures displayed in artifacts and iconography 

are obvious in some depictions, and debatable in others. While ambiguous gender 

identification in artifacts and depictions begs explanation and produces questions, it must 

be an integral part of analysis when the inquiries concerning musical practice include: I) 

Were there instruments played primarily by women or men? 2) Did males and females 

participate together in musical activities? 3) Can we consistently identify gender in 

ancient music artifacts, iconography, and texts? The goal of this study is to research and 

discuss various aspects of gender in musical activity in an effort to comprehend life 

during the Iron Age period. This enigmatic area of music cannot be overlooked. 

Scholars often assign male and female labels to figures depicted in musical activity 

even when they are uncertain or have inconclusive evidence regarding gender. 

Furthermore, data concerning gender and music are extracted from ancient texts, 

iconography, and artifacts, with little discussion of methodology in identifying gender. 

Although frequently difficult and problematic, gender identification is a key aspect in the 

research and understanding of musical activity in the ancient world. 

This chapter investigates the identification of gender in musical depictions, and its role 

in musical activity in Iron Age Israel/Palestine and surrounding cultures of the Ancient 

Near East. I will demonstrate that the study of gender and music reveals new and 

essential aspects regarding the attitudes and positions of men and women participating in 

musical activity in cultures during this period. My research has revealed that there were 
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instruments played primarily by women, and I will also show that men and women 

performed separately and together in musical activity. 

Methodology 

There is some opposition to researching gender in the archaeological record, which I 

have considered. For example, Binford (1968.403) considers gender a "soft" variable on 

theoretical grounds in relation to archaeology, irrelevant to explanatory understanding. 

He argues that it is self-defeating to take the "soft" variables, i.e., gender, as the object of 

archaeological analysis because it is too difficult to reconstruct with any reliability on the 

basis of archaeological data. Binford further argues that we take a "participant 

perspective"—an insider's view—which is literally unattainable for archaeology (cf 

Wylie 1995:36). 

If this is the case, why explore anything other than architecture and settlement 

patterns? Binford is correct in that gender is difficult to investigate in the archaeological 

record, but I see this as one of the challenges of archaeology. In order to combat this 

challenge we must develop methodology that probes these difficult areas with the same 

vigor we approach other data in the archaeological record. 

The data for this study come from iconography, artifacts, and ancient texts displaying 

and describing musical activity from cultures of the Ancient Near East. Initially, I will 

discuss some of the difficulties the data presents in analysis and assessment. The 

methodology will also include the interdisciplinary studies of archaeology, ancient texts, 

ethnomusicology and anthropology. These areas of study produce questions and 
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observations that are important to this research. Ethnomusicology and anthropology 

address questions regarding gender specific roles in cultures that exist today. My reading 

in these disciplines prompted me to question earlier assumptions regarding gender roles 

in musical activity (Merriam 1971; 123-144; Myers 1987:238-245 & 1992.3-15; Jordan 

1987;ix-xiv; 1989 17-42; Gilchrist 1991;495-501; KoskofT 1985; 1-23) . 

By investigating why certain social structures and parameters are present in a society 

functioning now, we can construct questions for methodology in investigating gender and 

musical activity in the past. I will discuss ancient texts throughout the study. There is a 

more focused discussion of passages from the Hebrew Bible in the ancient 

Israel/Palestine section. The cultures included in this study are Egyptian, Mesopotamian, 

Cypro-Phoenecian, and Israel/Palestine. 

Defining Gender 

In order to discuss gender identification in ancient music activity we must establish a 

clear meaning of the term gender. Interestingly, most dictionaries define gender simply 

as; sex.' Sex is expressed as; either of two divisions of organisms distinguished 

respectively as male or female. According to these terms, gender and sex are essentially 

identical. Both meanings explain that organisms differ in that they are male or female, but 

these definitions are too limiting for this research. What establishes organisms as male or 

female? Is it only biological or physical characteristics? It is possible that transvestites, 

' I re\iewed common sources on the definition and discussion of gender. Sources such as Webster's 
£>ictionaiv' do not provide any informatioa other than physical characteiistics. I researched the meaning of 
gender employed in anthropological and archaeological aspects, and found the definitions presented by 
Gerda Lemer and HUO (Woman's Health Page from the Internet) most appropriate. 
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hermaphrodites, and homosexuals existed during this period in antiquity.^ Thus, I will 

consider them in my research, analysis, and definition of gender (Meyers I991a;30). 

Gerda Lemer gives a definition of gender which addresses these concerns; 

Gender is the cultural definition of behavior defined as appropriate to the sexes in a 
given society at a given time. Gender is a set of cultural roles. It is a costume, a mask, 
a straitjacket in which men and women dance their unequal dance. Unfortunately, the 
term is used both in academic discourse and in the media as interchangeable with 'sex.' 
In fact, its widespread public use probably is due to it sounding a bit more 'refined' 
than the plain word 'sex' with its 'nasty' connotations. Such usage is unfortunate, 
because it hides and mystifies the difference between the biological given—sex —and 
the culturally created—gender (Lemer 1986:238). 

Compare a similar definition; 

The term "gender" is used to describe those characteristics of women and men that 
are socially constructed, in contrast to those that are biologically determined. 
People are bom female or male, but leam to be girls and boys who grow into 
women and men. They are taught what the appropriate behaviour and attitudes, 
roles and activities are for them, and how they should relate to other people. These 
learned attributes are what make up gender identity and determine gender roles 
(From the Internet; The Dependent of Women's Health Home Page. WHO 
Gender Policy 1998). 

Each definition expresses that gender is not simply biological characteristics or 

differences, but a set of cultural roles and learned behavior. The definition of gender thus 

includes not only biological sexual distinctions, but also the idea that males and females 

are taught to exhibit conduct suitable to the culture in which they live. Defining gender in 

this manner makes the term inclusive of what some societies consider probable 

anomalies, such as transvestites, hermaphrodites, and homosexuals. Investigation of 

' Leviticus 18:22 of the Hebrew Bible states; "You shall not lie with a male as with a woman; it is an 
abominatioa." This passage suggests that homosexual activity took place at some point if the author 
mentions it. 
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gender in the cultures of Israel/Palestine and of the Near East, cultures that we know very 

little about, must be approached with an open mind and many questions. 

Views of Gender in the Middle East 

In the Islamic Middle East, men have traditionally been viewed as dominant in nearly 

every aspect of society. This androcentric bias is entrenched in cultural conventions. 

Doubleday explains how some conceptions concerning women have developed: 

Despite its message of equality, the Holy Quran was open to misogynistic 
interpretation. One verse states; 'Men are in charge of women, because Allah hath 
made one of them to excel the other' (Sura IV, verse 34). The Quran also states 
that women are unclean when menstruating (Sura II 'the Cow'), and thus unfit to 
perform ritual prayers (al-Bukhari 6.22) (Doubleday 1999; 101). 

The early caliphs and legists inherited a male bias from the Byzantine and 
Persian empires than came under Muslim control. During the Abbasid period 
(eighth to thirteenth centuries) Islamic law was fixed and codified, reaffirming 
'patriarchal family and female subordination' that were key components of the 
socioreligious visions of Judaism, Christianity and Zorastrianism already in place 

(Ahmen 1992;4). 
In a consistent trend towards 'closure and diminution' of women's power and 

freedom—to use Ahmed's phrase—men established ascendancy. They could take 
up to four wives, and had preferential rights with regard to divorce and patrilineal 
descent. Through concepts relating to honour, male heads of families exerted 
control over female sexuality and all aspects of women's behaviour, including 
musical performance (Doubleday 1999; 111 emphasis mine). 

This understanding of the Islamic world, combined with the androcentric view of the 

Hebrew Bible, and misconceptions about Middle East culture today, skews our 

understanding of gender and music in cultures of the Ancient Near East. Projecting the 

views of today omo the ancient data can cause us to read the present in the past (Rosaldo 

1989;41, Meyers 1991b;31; 1992). In other words, with this approach there is a 

possibility that we may never really investigate what actually took place during antiquity. 
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Previous Scholarship in Gender and Music in Archaeology of ancient Israel/Palestine and 
the Near East 

As stated, scholarship occasionally mentions gender when discussing or describing 

music artifacts and iconography, but seldom goes much further than a surface description 

or generic identification to explain their classification. 

Ewen, for example, (1931) gives an interesting description of music activity in Iron 

Age Israel/Palestine during the United Monarchy. He was an early scholar in researching 

the music of Israel/Palestine, and his primary source was the biblical text. Ewen could not 

have possibly known with any reliability what actually took place during this period in 

antiquity regarding music activity, but note his description of music of the Temple; 

There were hundreds of trained men and women singers arranged in two choirs, 
who had their special assigned places upon the steps of the temple court. Below 
and above the orchestra, and before the entire group of musicians stood the cantor, 
leading the musical forces like a modem orchestra conductor (Ewen 1931; 18 
emphasis mine). 

Ewen's recounting is vivid. Although it is purely conjecture, his description almost brings 

the music to life. He romanticizes the performance of music in the Temple during this 

period. 

At the same time, what Ewen conveys in his description is profound for his period of 

scholarship. His view is not indicative of how most scholars understood, interpreted, and 

viewed life in the ancient world at that time. ' He states there were "hundreds of trained 

men and women" involved in two choirs. "Hundreds" of choir members simultaneously 
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involved in temple worship is dubious, but it interesting that Ewen perceived both men 

and women participating together in performances. His statement is unclear regarding 

whether women and men participated together in the two choirs, but he does recognize 

both genders. He also states that both were trained. This description regarding instruction 

and training suggests that the choirs during this period were not haphazard, joined by 

anyone who felt a spontaneous urge to sing. Rather, both men and women studied the 

craft. Ewen could not give empirical evidence for this observation, but his discussion 

regarding the training and performing of women and men in the choirs is imperative to 

the research of gender and music. He presents the types of observations we must address 

and investigate in studying gender in music activity. 

Sendrey (1969) similarly discusses gender in music activity in ancient Israel/Palestine, 

although he does not study artifacts and iconography. His conclusions are derived from 

textual interpretation and midrash, but his approach and his interpretations regarding men 

and women interacting in music activity are iimovative and thought-provoking. Note his 

discussion of possible editing of the Hebrew Bible discussing women and their 

involvement in musical practice: 

The reasons why the role of women in the musical practice of Ancient Israel is 
rather clouded in our original sources may be discovered only in roundabout ways. 
One of these is that, as time passed, the biblical text underwent repeated and rather 
incisive editorial changes. In their purificatory zeal, the priestly chroniclers tried 
particularly to eliminate anything that might have allud^ to or recalled the 
primitive pagan, pre-Yahwisitic rites of the Hebrews. In pristine times women 
participated frequently in them (Sendrey 1969:516). 

 ̂ Most scholars understood that women piaj ed the lyre, timbral [frame dmm]. and sang in the culture of 
ancient Israel/Palestine, but they did not discuss men and women performing together. Also see Polin 
(1954)andP. Gradenwitz (1996) for similar discussion. 
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While his understanding of pre-Israelite religions is skewed, Sendrey nonetheless 

presents a concern that we must consider when using ancient texts as a part of 

methodology. Did the authors write the texts describing what actually took place during 

the period or paint a portrait of a desired culture, editing what they felt was not 

appropriate? I will address this issue as well as other questions concerning chronology 

and the dating of texts in our discussion. Ancient texts are paramount sources for 

researching music activity, yet we must work with them with these concerns in mind. 

Sendrey and Ewen are two of several examples of early scholarship that present 

observations that are speculative and lack evidence. Both scholars define and describe 

music activity from texts, midrash, and personal interpretation. Their observations may 

have some plausibility, but the presentations of the views are tenuous and unsupported. 

The interpretations of these early scholars are nevertheless a part of the catalyst for this 

research into gender and music. 

Polin (1954), Sendrey (1969), Gorali (1977), and Gradenwitz (1996) provide 

overviews of music use in the Ancient Near East, but do not discuss music and gender. It 

is interesting to note that Markoe (1985), Karageorghis (1993), and Astrom (1991), well-

known scholars in Cypro-Phoenecian and Mediterranean archaeology give more attention 

to gender in artifacts and iconographic depictions than most, but this area still needs more 

study. These scholars recognize that there are questions regarding gender identification in 

artifacts and drawings. Their discussions are schematic and provide no substantial 

evidence, but they nevertheless do discuss gender identification in artifacts and 

iconographic depictions. Meyers (199Ia&b; 1994), Redmond (1997), and Doubleday 
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(1999) have brought some attention to this area with their studies and discussions of 

females and frame drums. The advent of the study of gender identification in archaeo-

musicology will open another door to exploring and understanding music use in 

antiquity. 

Problems in Researching Gender in the Data 

Gender has not been a major part of archaeological research. A. Wylie presents an 

interesting argument regarding the lack of study of gender in archaeology. She states that; 

"Women and gender are inaccessible in archaeological contexts; archaeology is 
too limited methodologically to sustain such research. Unlike other social sciences 
where the tangible presence of women poses a direct challenge to androcentric 
theorizing, in archaeology the very identification of women subjects and women's 
activities is inherently problematic; they must be reconstructed from highly 
enigmatic data. On this account, archarology could not be expected to pursue 
questions about gender until a body of theory is developed in other fields that do 
have direct access to women and gender capable of maldng them visible in the 
archaeological record" (Wylie 1995:31). 

1 concur with Wylie in that we must develop a body of theory from other fields through 

interdisciplinary studies. Gender, specifically gender in music in the Ancient Near East, 

has been neglected. Gender is either assumed or almost invisible in archaeological data 

displaying music activity.^ Some early scholars, specifically in ancient Israel/Palestine, 

have been conscious of gender in music activity, although their identifications are general 

and unfounded. 

 ̂ In the previous chapter, for example. I discussed with Bram that he and B. Bayer did not discuss gender 
e.xtcnsively in the contro\'ersial figure of the Asbdod stand. Actually, most scholars do not discuss gender 
identification in music arti&cts and iconogiapl̂ . Although his discussion is brief, Karageorphis (1993a; 
1993b) is one of the few scholars who discusses gender identification and its proMems in aitiiiKts and 
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Authors of ancient texts often use the terms "men", "women", "boys", and "girls" 

when discussing and describing celebratory and victory festivals involving music 

described in ancient texts. These words give us an indication of some of the physical 

characteristics of the participants, but we are still uncertain of age, type of dress, or other 

features that may aid in identifying gender. Details and descriptions of the instruments 

and musicians are not always presented in texts. ̂  Ambivalent artifacts, iconographic 

depictions, and textual descriptions describing and displaying music activity in some 

cases could have involved or included females, males, or both. In many instances the data 

presents dubious representations. The question then is how to interpret or understand 

nebulous descriptions and portrayals such as these regarding gender, and what type of 

methodology to use. 

Archaeology faces the challenge of recognizing and understanding gender in cultures 

that existed thousands of years ago with little information regarding its distinguishing 

characteristics. Clothing, headdresses, jewelry, and symbols adorning figures, for 

example, may indicate status in society or positions in music guilds or ensembles 

(Meyers 1978; Albenda 1976, 1983; Edwards 1992). There may be similarities in the 

attire, jewelry, headdresses or hairstyles worn by men and women of the period displayed 

in depictions which could make identification difficult. Subtle differences in these items 

iconography showing musical activity. Also see Markoe (1985). Most scholars make unfounded gender 
identifications without discussion or e>idence. 

 ̂ Take for example n Samuel 6:5. This section of the Hebiew text describes the Ark of God as it is returned 
to Jenisalem. The passage states that "Davidandalithehouseof Israel were dancing before the 
LORD... with lyres, haips, tambourines, and castanets and cymbals." There is no indication of gender in the 
performers of these instruments: o'er. An example from 1 Kings 1:40 also presents a similar 
situation : o'''A!u asm r-in* opn bo "And all of the people went up 
following him. playing on pipes". Again, no gender is disaissed 
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may hold clues to gender difFerentiation, but conclusive information regarding these 

items is unknown. Still, these possibilities must be considered in the analysis. Most 

sources discussing clothing primarily address worn by women, but they provide useful 

data concerning women's clothing in domestic capacities (Albenda 1983), captivity in 

war depictions (Bamett 1976), and royalty (Albenda 1976). The attire worn by musicians 

still requires more research. 

To date, ancient texts have not revealed data that explicitly explain or identify the 

gender of characters portrayed in the depictions or figurines displaying music activity. 

We must also consider possibilities such as the figures depicted in music activity may 

have been gods or goddesses (Cornelius 1994:329; 1997:57; Gimbuta 1989:10-15; Keel 

1998:91-92; Dever 1990:140-148) or popular performers of a particular society. 

Chronology is a major difficulty when employing ancient texts. Debates continue 

regarding the dating of passages of texts.^ Whether they are considered historically 

accurate or not, texts reflect a view of the period of which they speak. Texts are useful in 

gleaning a perspective about what may have taken place at a particular time, but it is 

important to remember that texts are not objective. They present what the writers wanted 

to convey. Also, most texts have been edited, and the changes are not always obvious. 

Investigation of Gender and Music in Artifacts and Iconogr^hy 

We have discussed problems with data employed in this study, and now begin our 

investigation. The goal of this area of study is to research and discuss gender 

 ̂For discussion of J. P. D. and E sources of the Hebrew BiNe see Julius Wellhauscn (1983) and Richard 
Friedman's (1987). 
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identification in music activity through artifacts and iconography. We will also 

investigate possible gender specificity in the performance of certain instruments, and 

explore gender participation and performance in music activity. The primary instruments 

employed in this study are lyres (chordophone), drums (membranophone), flutes and 

double-pipes (aerophone). I will present the questions mentioned above to the data; Can 

we consistently identify gender in ancient music activity displayed in artifacts and 

iconographic depictions? Were there instruments played primarily by women or men? 

Did males and females participate together in musical activities? The data come from the 

cultures of Cypro-Phoneican and the Mediterranean, Philistine, Egypt, Mesopotamia, and 

ancient Israel/Palestine. I will discuss the depictions and artifacts according to geographic 

origin, instruments displayed, and chronology whenever possible. 

Gender and Music in Egyptian Artifacts and Iconography 

We begin our investigation with a study of gender and music in Egyptian culture. The 

periods of focus are the New Kingdom of Egypt 1570-1070 BCE (18'''-20^ Dynasties; 

primarily the later part of the period; 1200-1070) and The Third Intermediate Period 

1069-525 BCE (21^-25'^ Dynasties) (Clayton 1994;9-13; K. Kitchen l992;329-330). 

These periods are parallel the Iron Age in ancient Israel/Palestine, and provide the most 

data displaying music activity in Egypt. The New Kingdom overlaps the Late Bronze 

Age, but there are no significant differences in musical activity or instruments. Gender 

identification in musical activity is not as difficult in Egyptian artifacts and iconography 

as it is in objects from other cultures. Distinguishing physical characteristics are present 
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in most iconographic depictions and artifacts. I will present and discuss three 

iconographic depictions and two figurines fi'om the above mentioned periods in order to 

investigate gender and music use in Egyptian culture. I will discuss the pictorial 

representations under the heading of iconography and the figurines under artifacts. This 

will be the format for each culture discussed. Depiction one is an oboe player fi-om 

Medina; two is a depiction of two oboe players and dancers fi-om the tomb of Nebamun; 

three is of musicians fi'om Theban Tomb 113 of Kynebu; the two artifacts are figurines of 

harpist and cymbal player. It is important to note that there are numerous iconographic 

depictions displaying music activity, but figurines are few. Excavations may produce 

more, as of now iconographic depictions outnumber artifacts. 

Iconography from Egypt 

1. Musician with Aerophone from Deir el-Medina. 

An iconographic depiction fi'om the Ramesside Dynasty (13'*'-12''* centuries) shows a 

female figure playing an oboe (fig.46). The figure, depicted on the Turin scroll (Turin 

Egyptian Museum in Turin, Italy), appears to be nude and partly enveloped in foliage. 

The exact location of where this artifact was found is uncertain. It is unclear if the context 

is cultic or secular. There are tattoos of Bes, the musical dwarf god who was the protector 

of women on the intimate occasions of conception and delivery, on the upper thighs of 

the performer.^ The artist has presented the right hand in awkward manner for playing, 

Representatioiis of the Egyptian god Bes is found in many Near Eastern depictions. The dual nature of the 
god is reflected its various images. He is usually portrayed as a dwarf with a huge bearded head, protruding 
tongue, flat nose, shaggy eyebrows and hair, la  ̂prcyecting ears, long thick arms, and bowed legs. 
Around his body- he wears an animal skin whose tail hangs down. usuaUy touching the ground behind him 
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but its position on the instrument is correct. It appears the figure is performing solo. 

There is no information (textual or archaeological) indicating that aerophones were 

played primarily by males or females. 

2. Figures with Oboes and Dancers from the Tomb of Nebamun 

A depiction fi-om the Tomb of Nebamun (Manniche 1991 ;46, 49) shows a group of six 

female figures; one with an oboe/double pipe, two clapping, and two dancers (fig.47). 

Four of the six figures are seated, while two are dancing. Physical characteristics of the 

two dancers indicate that all of the participants in this musical activity are female. It is 

unknown whether the context is secular or cultic. 

The attire of the four seated figures is similar. Notable differences are in the neckline 

of the garments. The two figures on the right do not have as much ornamentation as the 

others, but this may be a result of wear or damage to the depiction. Each figure wears a 

hat. They are also similar in shape and design. The two figures on the right and the 

dancers wear headbands with tassels hanging in fi'ont. The oboe player and the figure 

seated to the left do not wear the headbands. All of the figures are barefoot. The dancers 

are nude with the exception of bracelets and probable belly chains. 

Hairstyles of the figures are similar, but possess variations. It is not clear whether they 

are wigs, but the hair of the two figures to the left is curly, but hangs straight down. The 

Bes wears a tiara of feathers. The god is fiequenty poitiayed on steles, vases, and anuilets. often in 
ithyphallic form. His image was hung over headrests as a chann to keep away evil spiiits. His female 
c o u n t e r p a r t  w a s  t h e  g o d d e s s  B e s e t .  S e e  W h o ' s  W h o  i n  E g y p t i a n  M y t h o l o g y .  A .  S .  M e r c a t a n t e  ( 1 9 7 8 ) ,  I I -
23, and Manniche (1991), 109. 
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dancers wear a similar but shorter hairstyle. The others also have curly hair, but the style 

is more free flowing. 

Jewelry decorates the body of all the figures in the depiction. Arm and wrist bracelets 

and earrings of various designs are demonstrated. Makeup emphasized by the artist 

darkens and lengthens the width of the eyes of the figures (cf Manniche 1991:46, fig. 

25). 

3. Figures with Instruments from Theban Tomb 113 of Kynebu 

Six figures presented in an iconographic depiction from the tomb of Kynebu 

demonstrate a music ensemble or orchestra (frg.48). There are six figures; two figures 

possibly dancing, a female lyre player, a female double pipe or oboe, a male harpist, and 

possibly a male vocalist. The group is mixed with males and females participating in 

musical activity. The first four figures are female, which is demonstrated by displayed 

physical characteristics; the final two are male. Manniche provides additional information 

that is not prevalent in the depiction. She states that 'Two girls, not playing instnmients, 

make alluring gestures with their hands. To their right a dark-skinned Nubian girl plays a 

splendid lyre" (1991:52). The figures are thus a combination of males and females and 

light and dark skinned peoples. The dark-skinned Nubians were a neighboring peoples of 

Egypt during this period. The cultiires interacted and sustained intricate relationships with 

each other. ̂  

 ̂ D. O'Connor explains that "The two earliest known African dviiizations are those of Egypt and Nubia. 
Ov er a very long span of time, the two civilizations interacted in many ways, sometimes collaborating, for 
example, in trading relationships, but often competing with each other for tenitory or other advantages. 
Despite these interrelationships, Egyptian civilizations and Nubian civilization differed from each other in 
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Clothing is minimal and simple. The females wear a type transparent robe that is 

accessorized with foliage. The neckline of the robes has a design that is present on each. 

The males wear sidrts, and it appears they do not wear shirts. There is a design around 

their necks, however, which may be some kind of necklace. 

The female figures of the ensemble wear similar hairstyles; short, and neck or 

shoulder length. It is interesting to note that the lyre and harp players wear headbands. 

The headbands displays some type of decoration which may be small tassels. The male 

figures appear to be bald. 

Other than the possible necklace depicted on one of the males, jewelry is not presented 

on any of the figures. Hair covers the ears of the females, thus we do not know if they are 

wearing earrings. 

Men and women are also shown practicing the art of chironomy (fig.49a&b). The 

practice of chironomy appeared in depictions of the Old Kingdom. Manniche explains 

that "The figured identified as the chironomist was "usually a singer shown making 

specific gestures towards other members of the ensemble" (Manniche 1991; 15).' These 

apparent musical conductors were male and female, which again demonstrates that both 

played major roles in music use in Egyptian culture during this period (cf. Manniche 

1991; 14, 19). 

many important vrays. each showing a strong vitality- of its own." See Ancient Nubia: Egypt's Rival in 
AJrica. David O'Connor (1993), viii. The University Museum. University of Pennsylvania, Philadftphia.) 
 ̂By comparing these gestures with the positions of the players' hands Hickmann determined that the 

chironomist indicated well-defined intervals to the perfonner. See Hickmann (1949a), 34, (1980). Whether 
the chironomist acted as a kind of musical director within the ensenMe or was a device of the Egyptian 
artist to represent visually the music being performed remains an open question. See Manniche (1991). IS. 
We must also keep in mind the chironomist may have sung or hummed pitches as well gave hand signs. 
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Several iconographic depictions on a papyrus scroll from the New Kingdom shows 

women with instruments involved in erotic encounters with men (figs. S0&51) (cf. Jones 

1977). The instruments involved in each instance are the lyre and lute. It interesting to 

note that although the lyre, lute, and oboe are depicted or discussed in instances that 

include music and sex, they are not conclusive to this area of the culture. All three 

instruments are presented in depictions displaying secular and cultic activity in the Old 

and New Kingdom. 

Artifacts from Egypt 

/. Figurine of Bes 

A ceramic figurine dated to the New Kingdom shows the god Bes (fig.52). The figure 

is dancing. His arms are outstretched; in his left hand is a frame drum (S-H 211.3). Small 

round dots decorate the body. There is a rectangular shape around the chest and neck with 

circles, dots and crosses. The face appears as most figures of Bes: bearded, flat head. This 

figure is important in that it displays a male, actually a god, with a frame drum. In most 

discussions and depictions of music in the Ancient Near East, frame drummers are 

usually women. This figurine of Bes provides an example of a male with an instrument 

typically associated with women. It is important to note that the figure is depicted as a 

solo instrumentalist. It is possible that performers played and sang solo with frame 

drums. 
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2. Figurine of Harpist 

The Ramesside Period has produced a wooden female figure playing a harp (fig.S3). 

The nude body of the figure is decorated. There is a distinct design around the neck; other 

characters such as eyes and dots are on the chest area Circles around the ankles suggest 

ankle bracelets. The figure appears to have worn a wig. The angular harp has six strings 

(S-H 322.12). The harpist appears as a solo instrument. The figure also provides an 

example of another instrument played by women. 

3. Figurine of Cymbal Player 

Hickmann presents a bronze cymbal player standing on a box (fig. 54). The piece dates 

to ca. 1200 BCE. The source for study is a drawing. The player appears to be nude, and 

judging fi^om the physical characteristics, is probably male. The arms are bent at an 

awkward angle, parallel to the ground, and are attached to cymbals. The cymbals appear 

to be clasped together (cf. Hickmann 1980; SS fig. 14a). This figurine provides an 

example of a male cymbal player. As seen in the frame drum and harp figurines, the 

cymbal player is presented as a solo instrument. It is uncertain of musicians performed 

alone with cymbals, but it is possible. 

Gender in Music in Egyptian Texts 

Egyptian texts, like most ancient texts, do not give sufficient information regarding 

gender and music use in the culture. Texts discuss music use in the culture, but typically 
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lack necessary details or descriptions to draw conclusions. Following are examples from 

texts that discuss men and women associated or involved with music activity. 

A fifth century BCE passage from Herodotus describes an encounter with men and 

women and instrimients; 

When the people are on their way to Bubastis they go by river, men and women 
together, a great number of each in every boat. Some of the women make a noise 
with krotala [clappers], others play auloi [double oboe] all the way, while the rest 
of the women, and the men, sing and clap their hands. As they journey down to 
Bubastis, whenever they come near any other town, they bring their boat near the 
bank; then some of the women do as I have said, some shout mockery of the 
women of the town, others dance, and others stand up and expose their sex. This 
they do whenever they come beside any river-side town. But when they have 
reached Bubastis they make a festival with great sacrifices, and more wine is 
drunk at this feast than in the whole year besides (Herodotus 11.60 trans. A.D. 
Godley. Loeb edition 1946). 

There are instances in which women, music, and specific musical instruments are 

portrayed in negative light in Egyptian texts. When discussing the lives of scribes, for 

example, Manniche explains that a scribal school text of 19'*' Dynasty date (ca. 1200 

BCE) states advice for the student; 

Among other things the student is advised never to touch wine, for it leads 
drunkenness and the company of women of dubious reputation, who would even 
teach him to sing to the oboe and chant to the lyre (A quotation from a scribal 
school text of 1  ̂Dynasty date ca. 1200 BCE. Manniche 1990:108 emphasis 
mine). 

Artists have depicted oboes and lyres in various contexts (i.e., cultic, secular, and 

sexual). In this text, the writer presents them in an apparent sexual context with the 

negative connotations directed at women of dubious reputation. In any case, the oboe and 

lyre appear to have been used in all aspects of Egyptian culture during this period. There 

are numerous Egyptian texts, but these are the only ones that give clues regarding gender. 
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Most of the Egyptian texts we have at this point discuss hymns, lyrics, and other aspects 

of music. They do not indicate instnmients were gender specific, or provide data for our 

questions. 

Summary Conclusions Regarding Gender and Music in Egypt 

Figures often display physical characteristics such as breasts or genitalia, which help 

to reveal gender identification. We have discussed three pictorial representations of music 

activity; solo instrument (i.e., female with oboe); gender specific ensemble (i.e., group of 

all males or females performing together); and mixed gender ensemble (i.e., males and 

females performing together). The musical contexts of the depictions could be cultic or 

secular. 

Figurines present the same findings as those we discussed in Egyptian iconographic 

depictions. Each of the figurines display males and females with instruments. Again, 

there are instrumentalists depicted alone (i.e., female harpist and Bes with frame drum). 

Male and female figurines depicted with various instruments help to demonstrate that 

instruments are apparently not gender specific. Even the god Bes is presented with a 

frame drum, which scholars view as an instrument played primarily by females in the 

Ancient Near East (Meyers 1991; Braun 1999). 

Females ofren performed on oboes or lutes, but this does not mean that these instruments 

were exclusive to females or forbidden for males. It is also probable that men and women 

were leaders in music ensembles. 
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After reviewing these depictions and others presented in Hickmann (1980) and 

Manniche (1991), I would argue that women and men performing together in musical 

activity was not problematic in Egyptian culture. The data has demonstrated that there 

were gender specific music ensembles, as well as mixed groups during this period. The 

data I have presented suggests that men and women performed together, separately, and 

as soloists in various musical contexts. 

Gender in Music in Mesopotamian Artifacts and Iconography 

Mesopotamia, "the land between the two rivers," the Tigris and Euphrates, has 

produced several music artifacts and depictions. Works from this area vary in design, but 

have early origins. For example, the infamous lyre from Ur dates to ca. 2100 BCE 

(Postgate 1995:23-26; Kilmer 1998). The period of focus for this study is the Iron Age 

(1200-586 BCE). Two of the artifacts employed in this section may date earlier than 1200 

BCE (possibly ca. 2000 BCE), but they present females with frame drums that are 

parallel to the style of plaques found in Iron Age Israel/Palestine.Presently, there are no 

plaques displaying females with discs that date to the Iron Age period from 

Mesopotamia. The other artifacts and depictions discussed in this section date to the Iron 

Age. 

Gender identification of figures depicted in Mesopotamian music iconography and 

artifacts is similar to those presented in Egypt, but does pose more of a challenge. There 

Although these are earlier than the period of focus (Iron Age 1200-586 BCE). their constniction and 
subject matter is important to this stu .̂ The>- paiaUel the Inm Age plaque figures with discs from sites in 
Israel/Palestine. Both show nude or paitially nude female posing or performing with discs. The position of 
the instnunent in the center of the torso ma>' be unique to Mesopotamia. 



116 

are physical characteristics that determine sex, but there are many instances in which it is 

difficult to determine males from females. The data for music activity from this culture 

derives primarily from iconography. I will present both iconographic and artifact 

depictions, although artifact examples are limited. 

Iconography from Mesopotamia 

1. Depiction of Four Musicians from Nineveh 

A bas-relief dating to ca. 680 BCE displays four musicians; frame drum, two lyres, 

and cymbals (fig.SS) (Sendrey 1969:48). It is interesting to note that the musicians face 

each other and are paired chordophone and aerophone. The facial hair indicates the 

figures are male. It appears there was uniformity in certain musical ensembles during this 

period. Each of them wears robes, but they differ slightly in design. The lyre and cymbal 

player on the right wear a decorated belt or sash, while those worn by the drummer and 

lyre player on the left have little to no ornamentation. Each has the same hem. 

2. Depiction of Four Musicians from Sinjirli 

The palace of King Bar-rakib (Bamett 1957; Roaf 1990:76-78) has produced an eighth 

century BCE bas-relief of four musicians; two frame drummers, lyre, and harp (fig. 56). 

Facial hair on the figures indicates they are male. The hairstyles of each is the same, but 

the artist has indicated different hair textures. All of the musicians' robes are the same; 

decorated sashes and tassels ornament the waist. Black and Green explain that there were 

at least two types of priests that were also musicians. First, there were the (gala) or kalu. 
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These priests/musicians specialized in performance of the balag and other cult songs. 

Second, there were the {naku) or nar. These were priest/musicians specializing in solo 

performance of praise songs. They possibly accompanied themselves on stringed 

instruments. Generally, they were singers. (Black and Green 1992; 149). The musicians 

appear to be in a processional. Chordophones (lyres and harps) and membranophones 

are grouped together. 

3. Depiction from Nineveh ofMusicians and Vocalists(?) 

This depiction displaying twenty-six figures in a procession dates to around the 

seventh century BCE (fig.57) (Sendrey 1969:45). There are seven harpists; two double 

pipes; dulcimer ; drummer; clappers and possible singers. The figures appear to be male 

and female. The first five players, three harpists, a dulcimer and double pipe player, have 

beards, which indicate they are male. None of the figures following the initial five have 

facial hair. Four additional harpists, a double pipe player, and drummer conclude the line 

of musicians. Following the last harpist is a group of fifteen figures; six adults and nine 

children (or young adults). Most of the adults and all of the children are clapping, and 

may sing as well. One figure has a hand to the throat, possibly performing a vocal 

technique known in the Middle East." 

Gender identification is uncertain in the group of fifteen without musical instruments 

and for the last six musicians. The lack of facial hair in the six musicians requires that we 

" In the Kuv-undchick depiction. Sendrey interprets a participant with a hand to the throat as performing a 
vocal technique. He states that '̂ We see six singing [women], one of them applying pressure to her throat 
and cheeks, a procedure used in the orient to produce a shrill tone.'' See Seridrey (1969a), 45. Also see A. 
Shiloah for further discussion in A/u57c in the World of Islam (1995). 132-133. 
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take a closer look. They perform on harps identical to the males ahead of them. I have not 

discovered any references explaining or suggesting that the lack of facial hair has any 

significance in musical or military performance. The beardless harpists are depicted as 

the same height as the bearded. The harpists can be interpreted in two ways. I) They are 

all male. 2) The harpists are male and female. As stated, there are no distinguishing 

physical characteristics. 

None of the figures in the group of fifteen without musical instruments exhibit 

defining physical characteristics. Although the artist has depicted them as slightly shorter 

than the musicians, any of the adults could be identified as male or female. One possible 

exception could be the figure with her hand to the throat (Sendery 1969a; 45). 

Ethnographic comparisons suggest that this technique is performed primarily by women. 

The height of the children, however, demonstrates their youth. 

Clothing is similar in all of the figures: robes with a belt or sash. With the exception of 

the children and three of the adults in the final group, everyone wears a headband. There 

is no indication of jewelry. 

Artifacts from Mesopotamia 

I. Figurines with Drum from Mesopotamia (possibly found at Diqdiqqeh) 

This Mesopotamian terra-cotta figurine is earlier than our period of discussion, as date 

to around 2000 BCE, but display musical activity and figures germane to this study 

(fig.58a) (Bamett 1957; Redmond 1997:18). It is similar to the plaque figurines from Iron 

Age Israel/Palestine. Physical characteristics indicate that the figure is female. It holds a 
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frame drum in the center of the torso, just below the breasts. It also appears that the pubic 

region has been exaggerated by the artist. The hair is worn straight down just past the 

ears; it is curled under at the end, and small bangs extend from under a headband. A two 

or three tiered necklace with an ornament in the center adorns the neck of the drummer 

2. Figurine with Drum from Mesopotamia. Unknown Provenance 

A similar terra-cotta figurine from Mesopotamia shows a figure holding a frame drum 

in the center of the chest (frg.SSb) (cf Redmon 1997:74). The hand position is similar to 

the previously discussed figurine, but the dnmi is held lower on the body. The figure is 

slimmer than the other, and there is no emphasis of the pubic region. A mark resembling 

an upside "V" is in the middle of the torso just below the drum. The significance of this 

marking is unknown. The hair of the figure extends to the shoulder, and has appears to 

have a tight curl at the bottom. There is a headdress. 

Gender in Music in Mesopotamian Texts 

When examining Mesopotamian texts we do not find information that gives 

conclusive evidence regarding gender identification in music activity displayed in 

iconography and artifacts. Bottero explains that ancient texts reveal that homosexuals 

were involved in many aspects of Mesopotamian life during this period which included 

music: 

La plupart de ces individus, dont le genre de vie constiuait un veritable "etat".. ils 
s'y deguisaient et masquaient, portaient des armes et differents emblemes, en 
particulier le pHaqqu "fuseau", jouaient de la musique, chantaient et dansaient, 
voire interpretaient pett-etre des manieres de pices ou de pantomimes (Bottero 
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1975:463) 

As discussed earlier, defining gender is a concern in this research. Petschow explains 

that homosexuals participated in music and dance in Mesopotamian culture. We are 

uncertain if homosexual behavior was considered taboo, nevertheless, these individuals 

took part in activities of the culture. It is important to note that this sexual behavior 

appears to have been accepted in Mesopotamian society. Petshcow is not able to explain 

clearly if homosexuals were male or female, or provide any distinguishing characteristics 

Although texts show express that many types of people participated in Mesopotamian 

music activity, the role of sex and gender in music are still unclear. Mesopotamian texts 

discuss hymns, musical instruments, and music composition. There is also mention of a 

King Sugli who possessed great talent in musical performance and composition 

(Castellino 1972). At this time, however, there are no published Mesopotamian texts that 

supply clear indicators in recognizing gender displayed in iconography or artifacts. 

Summary'Conclusions Regarding Gender and Mesopotamia 

We have described and discussed music iconography, artifacts, and texts from 

Mesopotamia. There are several musical instruments in Mesopotamian culture that are 

still unknown to us, but we do have knowledge of most. Of the instruments observed 

during this period, none appear to be gender specific. While most of the depictions 

presented show males performing, but I would not conclude that there was gender 

specificity in any of the musical instruments. 
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The data have demonstrated that both men and women participated in the music 

activities of Mesopotamia. They performed not only in separate groups, but together. 

Mesopotamian texts indicate that homosexuals participated in musical activity. 

As demonstrated in Egyptian culture, during the Iron Age period, it does not appear 

that males and females performing together as well as separately was exceptional in 

Mesopotamian culture. 

Gender and Music in Cypro-Phoenecian and Philistine Iconography and Artifacts 

Cypro-Phoenecia includes the island of Cyprus, Phoenecia, the coastal sites of Achzib, 

Shikmona, and Philistia. The period of focus is the Iron Age (1200-586 BCE). There are 

subdivisions in Cypro-Phoenecian studies. Those pertaining to this research include the 

CjTJro-Geometric Age (ca. 1050-750 BCE) and the Cypro-Archaic Period (ca. 750-475 

BCE). Although some of the artifacts are from unknown provenances and are not dated 

precisely, none are later than the sixth century BCE. 

Cypro-Phoenecian and other sites of the Mediterranean (from Egypt to Greece) have 

produced artifacts and depictions displaying music activity. Unfortunately, most of the 

objects come from unknown provenances. These artifacts and iconographic sources 

nevertheless provide valuable insight to the music activity of these cultures. 

Flutes and drums were popular instruments in antiquity and continue to be among 

many cultures today (fig. 59).'^ The lyre was also a favored instrument of Cypro-

Phoenecian and Mediterranean cultures during the Iron Age and later. The combination 
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of these three instruments (aerophone- chordophone- membranophone) was a common 

component of the instrumentation displayed in several musical depictions presented in 

these cultures. Various combinations of the aerophone- chordophone-membranophone 

appeared in several Cypro-Phoenecian iconographic depictions. For example, several 

depictions present the following combinations; chordophone and membranophone; 

aerophone and membranophone; aerophone and chordophone. The combinations of the 

motif were not rigid. 

The order of instrumentation of the motif also varies in Cypro-Phoenecian and 

Mediterranean depictions. Musical iconographic depictions often show of a three piece 

ensemble in a processional or line, with an aerophone, chordophone, or membranophone 

as the lead, middle, or last instrument. This ensemble is part of an instrumental motif that 

appears on several Cypro-Phoenecian and Mediterranean bowls. 

Bowls and platters from these cultures contain friezes or have one large frieze circling 

it (fig. 16). Each fneze displays activities such as dancing, presentation of offerings to 

deities, or erotica (Karageorghis 1993b). In most cases, the musicians are presented 

together. 

This ensemble of membranophone, chordophone, and aerophone is a familiar 

instrumental motif of Iron Age Cyro-Phonecian, Philistine, and Mediterranean culture 

While in Egypt and Israel I witnessed several musicians performing on the nay and zummara 
(aerophones), finune dnim, and dqff (chofdophones). The instiuments. most of which appeared to be 
handmade, were played solo or in ensembles, and usually in entenainment comexts. 

As mentioned previously the choidophone-aerophone-membranophone was popular throughout the 
Ancient Near East. Karageoiphis gives a suggestion of the effect of the tiio on Cyprus; *'It may be 
suggested that the use of the inslnimem (flute/douMe-pipe) in Cypnis, and the occunence of tte motif in 
Cypriote iconography may have resulted from contacts with the Near East" See V. Karageorghis (1993a). 
38. 
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yet, the question of gender identification in this group remains a question. To investigate 

gender in music in these depictions, I will discuss music activity displayed in three Iron 

Age bowls from Cypro-Phoenecian and Mediterranean culture. The bowls come from a 

collection gathered and discussed primarily by Glenn Markoe (1985) Other scholars have 

written about the bowls, but Markoe provides the most data for my research. I will 

numerate the bowls in the same fashion they are cataloged by Markoe. Cy4, (ca. 9'*' to 8"* 

century BCE), provenance; Idalion on the island of Cyprus; G8, (ca. 7*** to 8'*' century), 

provenance; uncertain; U6, (ca. 7^ to 8"' century BCE), provenance; uncertain. I will also 

present artifact depictions in the same manner. Figurines with membranophones will 

include the following; figure from the Temple of Hera; two figures with 

membranophones from unknown provenances, figures with aerophone will include; one 

from the Nicosia Collection; one from an unknown provenance. 

I will demonstrate that Cypro-Phoenecian and Mediterranean iconographic depictions 

do not provide conclusive evidence that musical groups were gender specific. Distinctive 

clothing, hairstyles, or possibly headdresses were incorporated in particular ceremonies 

or activities, but none have clearly presented gender identifying features. The figures in 

several portrayals could be male or female. Although it is possible that the musical 

figures in groups could be a single gender, I suggest that we do not exclude the 

possibility that the groups are of mixed gender. 

Markoe presents detailed discussion and descripdons of bowls and platters 6om Cypriote. 
Phoenician.and Mediterranean contexts. Several of artifacts are firom unloHmti pro\'enances. and some are 
badly damaged. He also compares the bowls in stnicture. composition, and artistic depiction. See Markoe 
(1985). 
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Presently, we do not have text from Cypro-Phoenecian and Mediterranean cultures 

during this period that reveal any information regarding gender identification. Therefore, 

I will not discuss textual data from these cultures in this study. I will present research 

questions and methodology to each depiction and artifact as we go along. 

Iconogrcqyhy in Cypro-Phoenecian Bowls 

1. Cy3: Idalion Bawl 

A shallow bowl of certain provenance, possibly discovered during an illicit excavation 

in 1849 at Ambelliri, the western acropolis of Idallion. Gjerstad suggests that the bowl 

was discovered around an altar in the northeast end of the temenos (1963:4). The bowl, 

currently housed in the Metropolitan Museum in New York, displays a frieze circling the 

bowl (fig.60&61). It appears the piece dates to ca. 8*'' century BCE. The frieze contains 

an iconographic scene of a processional toward an enthroned goddess (cf. Markoe 

1985:56; Bamett 1957:78) (fig.60&61). The bowl shows eleven figures which include the 

following: an apparent enthroned deity; six dancers; three musicians with instruments 

from the aerophone-chordophone-membranophone motif described above; a figure 

presenting two objects (possible offerings) while standing in front of a table before the 

deity. The dancers hold hands. The last dancer in the line is next to the frame drummer, 

but they face opposite directions. The first dancer of the line reaches forward with 

unknown objects in its hands. The figure is in front of a table with vessels on it. 
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It has been suggested that clothing, hairstyle, or jewelry could be indicators of gender 

when the physical characteristics of figures are not displayed.'^ I will investigate and 

discuss what information each of these features may contribute to gender identification in 

music activity. 

Each of the figures in the Cy3 bowl wears essentially the same wardrobe, but there are 

subtle differences. The second, fourth, and sixth dancers and the lyre player wear robes 

that differ at the bottom from the others. The robes of the first, third, fifth dancers and 

frame drummer have the same wavy stripe design. The figure standing near the table with 

apparent offerings, the seated deity, and the double pipe player wear specific attire. The 

figure near the table also displays a robe similar to the first dancer, but appears to have a 

belt hanging from the waist. The dress of the deity shows straight versus wavy lines in 

the design of the robe which is a contrast to all of the others. The double-pipe player 

wears a type of vesture over the robe. It is interesting that although the robes of the 

figures differ, the hats and hairstyles are the same. The seated deity is the only figure that 

wears a completely different hat and robe. 

The difference in clothing indicates that there was a specific manner of dress or 

uniform for dancers, musicians, and others participating in the depicted activity. The 

artisan has distinguished slight differences in the clothing clearly and distinctly. Each of 

the musicians wears attire that differs from the other, but the variance in clothing does not 

indicate anything conclusive regarding gender identification. Our lack of knowledge of 

I discussed gender identification in music aiti&cts and iconography with Cypriote archaeologist Dr. 
Louise Steele from the British School of Archaeology in Jerusalem. We discussed the possibilities of 
clothing, jewelry-, and hairstyles being indicators of gender. Steele and 1 investigated and reviewed these 
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the culture prevents us from making conclusive statements regarding clothing as a factor 

of identifying gender. 

Clothing did not reveal any information regarding gender, but what about hairstyles? 

Are the hairstyles of the figures indicators of gender identification? Each figure in the 

Idalion bowl not only wears a hat, but has hair extending past the shoulders. All appear to 

have the same hairstyle and length. If the depiction by the artisan is correct and not over 

stylized, this uniformity suggests that the figures may have worn wigs, or it was a 

requirement of the participants to wear their hair in this manner. Iconography and artifact 

depictions from several cultures indicate that long hairstyles could be worn by both men 

and women during this period in antiquity. Hairstyle in these figures does not 

conclusively indicate gender. 

Jewelry is not clearly depicted in the figures on the Idalion bowl. Two circular objects 

at the end of the hair strands and top of the robes are worn by the dancers and suggest the 

possibility of jewelry. It is not clear what the objects are. I interpret the objects as 

ornaments of the robe or a type of bow to connect the hair. They are not female breasts as 

Markoe concludes (1985; 171). The objects are too close together and too high on the 

garment. Markoe identifies all of the musicians as female, and no scholar defines them as 

all male. 

items in sev eral depictions and aitiiacts. but were unable to find anvihing conclusi\-e regarding gender 
identification. 

The Hebrew Bible gives examples of Nazirites. I'n. "Men and women who enthroned a consecrated state 
upon their own or a parent's vow (Num 6; 1-21; I Sam. 1:1-11: Jdgs. 13; 1-7) There were three main 
conditions for entering and remaining in this hot>' state: refrain 6om the finnt of the vine and other 
toxicants, not allow a razor to touch one's hair." This example of the Nazarites demonstrates that both men 
and women with long hair participated in cultic activities. In this case, unless there were distinctive 
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The wrists and one of the anides of all the figures have bands around them. It is very 

difficult to determine if these are bracelets, cuffs that are part of an undergarment of the 

ensemble, or rattles. I do not interpret the bands as rattles or bracelets, but possibly as 

bands indicating undergarments worn by all the participants (Edwards 1992:232-238). 

Because of the detail provided by the artisan in the robes and hats of the figures, there 

should be more of an indication of shells or bells on the bands if they were rattles. There 

is no indication that jewelry, specifically bracelets, is gender specific. Jewelry is not clear 

indicator of gender in this group. 

Markoe interprets all of the participants as female, but gives no explanation other than 

his interpretation of the ornamentation on the robes as breasts. He and other scholars do 

not state whether their interpretations are based on the ornamentation, hairstyle, possible 

jewelry, or textual interpretation (Cesnola 1878; Gjerstad 1963). 

2. G3: Bowlfrom Unknown Provenance 

The second bowl housed in the National Archaeological Museum in Athens, is from 

an unknown provenance (fig.62). It has been suggested that it originated in Olympia 

(Markoe 1985:204). It is a bronze bowl similar to the one from Idalion. Both present 

friezes circling the bowl with several scenes. The G3 bowl presents a few more varied 

scenes than the Cy3 from Idalion, but both present music activity. There is an Egyptian 

influence in the figures and symbols of the G3 bowl. 

hairst>-ies for men and women, and we can determine them, it would be difBcult to tell them apait See 
J.G.Gammie (1985), 689. 
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The G3 bowl displays four different scenes in the frieze. A nude female figure 

clutching her breasts and a nude bearded male flank each scene on both sides. Three of 

the scenes depict the following: (a) an apparent enthroned deity holding a lotus in one 

hand and a bowl in the other. A figure, possibly a priest, stands in front of him holding an 

ankh and possibly a fly wisk; (b) two figures slaying a griffin; (c) a scene very similar to 

the previous. It displays a seated female suckling a baby before a table, while an 

attendant, or possible priestess raises a cup in one hand while holding an ankh in the 

other. 

The fourth scene contains the chordophone-aerophone-membranophone motif As 

mentioned previously, the instruments of this ensemble stand in varying positions 

depending on the depiction. Here, the lyre (S-H 321.22 chordophone) is first, followed by 

a frame drum (S-H 211.3 membranophone), and finally a double pipe (S-H 42 

aerophone). Again, the question lies in the identification of gender in the musicians. 

The clothing of the figures is the same. Each wears a robe that is ankle length, but has 

a no collar. The only ornamentation shown on or with the robe is a sash or belt around the 

waist. It appears the figures wear nothing on their feet. 

The hairstyles are difficult to decipher. It is hard to determine whether the figures are 

wearing distinct hairstyles or hats. The lyre player wears a style similar to the apparent 

enthroned deity in scene (a). They both have the same shape. There are markings on the 

surface that may indicate the texture of hair, wig, hat, or headdress. The frame drummer 

displays unique style in the headdress. The shape of the hair or hat is unlike any other 

figure. However, this may not be intentional by the artist. There are markings possible for 
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texture also. The shape of the headdress worn by the double-pipe player is also different. 

It is somewhat similar to the apparent deity and the lyre player, but has its own form. It 

also has markings showing texture. If we conclude that the figures are wearing hairstyles 

or hats, there is nothing about them that identifies gender. Other than bracelets on the 

arms and wrists of the nude males and females, the figures wear no jewelry. 

We find ourselves with the same dilemma demonstrated in the Cy3 Idalion bowl. 

There are no specific characteristic that determine gender. The musicians wear identical 

clothing, and their dress is similar to most of the other figures in the fiieze. Hairstyles in 

the figures are ambiguous. It is not known whether they are wearing natural hairstyles, 

wigs, hats, or headdresses. There is no jewelry depicted on those figures involved in 

music activity. 

With these ambiguities, Markoe identifies all of the musicians as female with no 

explanation (1985:204). This assessment is problematic. Markoe sees the apparent 

enthroned deity as male (1985:204), but the hairstyle and dress of the deity and the lyre 

player are similar. He calls the deity figure male and the lyre player female, but how does 

he arrive at this conclusion? If the cultures of the Ancient Near East during this period 

were predominantly androcentric, would a female musician dressed that closely to a 

deity, specifically a male deity? It does not appear that this would have taken place unless 

the cultures were not so rigidly androcentric as previously thought. I will explore this 

possibility later. 

It is unknown if the individual scenes of the fiieze relate to each other or should be 

viewed as separate. If the scenes are to be viewed together we have an example of males 
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and females participating together in cultic activity. If one of the seated deities is male 

and all of the musicians are female, they are depicted performing together. 

3. G8: Bowlfrom Unknown Provetutnce 

We again have a bowl from questionable provenance. It has been suggested that the 

bowl, now housed in the Louvre in Paris, originated in Sparta, but this is uncertain 

(Markoe 1985:207; Gjerstad 1963 pi. II) (fig.63). The bowl is also bronze, but badly 

corroded. There is a band circling the border. A rosette enclosed in a band decorates the 

center. Outside of the rosette are six bulls surrounded by another band. The subject matter 

is similar to Cy3 Idalion bowl. There are seven dancers. The last dancer is behind a lyre 

player. The figures are difficult to decipher due to the corrosion. 

The instrimientation of the G8 bowl is a contrast to that of the two bowls previously 

discussed. The depiction displays four musicians involved in a processional; three lyres 

(321.22) and a frame drum (211.3). The position of the players is interesting. A lyre 

heads the ensemble, followed by the frame drummer, and then two more lyres. 

Each player has different clothing. They all wear robes, but the design of each varies. 

One of the lyre player and the frame drummer have stripes in their robes; the others have 

no ornamentation. 

The hats and hairstyles appear to be the same. Actually, the hairstyles of the musicians 

and dancers are the same. The styles also bear some resemblance to the figures on the 

Idalion bowl. There are lines on the hat of the first lyre player, but they may be attributed 

to shading. 
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The figures do not appear to wear any jewelry, although we must consider the 

corrosion damage to the bowl may obstruct some of the details. Indications of jewelry 

may have been lost due to this. 

The instruments are also interesting. The first and last lyre are similar in design, but 

the third is different. Two small areas of negative space indicate a type of special design 

on the third lyre. There is no decoration shown on the frame drum. 

Markoe identifies all of the figures as female, but given the bowl's damaged 

condition and the ambiguity of its details, I do not understand how Markoe can reach that 

conclusion. As demonstrated in the previous two bowls, there is no information in the 

clothing, hair styles, or hats of the musicians to indicate gender. 

Gender atui Music in Cypro-Phoenecian and Mediterranean Artifacts 

An assortment of figurines playing flutes and frame drums come from Iron Age 

Cypro-Phoenecian and Mediterranean contexts. The figurines have cylindrical or conical 

bodies and concave bases. Conical bodies are typically hollow, while cylindrical ones are 

solid with a concave base. The arms usually bend forward in front of the body to hold the 

instrument. The origin of these figurine types is uncertain, but Bisi (1979:39) contends 

that they originated in the Near East and were introduced to Cyprus some time in the 

seventh century BCE. 

I will address these artifacts with the same questions and methodology employed 

above. To reiterate, the types of questions I will present are as follows; Were there 

instruments played primarily by women or men? Did males and females participate 
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together in musical activities? Can we consistently identify gender in music artifacts? 

These questions develop additional dimensions with the investigation of the artifacts. In 

previous discussion we investigated artifact depictions showing several figures involved 

in music activity, but most of the artifact types display only one figurine. There are 

several Cypro-Phoenecian figurines with instruments. Those discussed here represent the 

most prevalent styles. Each of the figurines discussed in this section can be found in The 

Coroplastic Art of Ancient Cyprus V (Karageorghis 1993; 30-33; 61-15, Plates XLV, 

XLVn,) 

We will examine and discuss figurines with membranophones (discs/drums), 

aerophones (double-pipes), and chordophones (lyres) from known and unknown 

provenances in Cypro-Phoenecian culture. Each varies in style and composition, but 

provide clues regarding gender and music. We begin with membranophones. 

Figurines with Membranophones 

I. Figurine from Temple of Hera 

Our first figurine with a membranophone comes from the Temple of Hera at Samos, 

and dates to around 660 BCE (fig.64). The exact location where the artifact was 

discovered is unknown. It stands 18.2 cm. The moulded face of the figurine displays 

Egyptinanizing characteristics. Egyptian characteristics appear to be the style of the 

period. Hair on the figure has grooves resembling an Egyptian wig. Full lips, ridged 

eyelids, and rounded cheeks and chin are the result of the mould. The body is bell-

shaped, wheelmade and hollow. Both arms are bent and hold a disc/membranophone at 
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an oblique angle against the chest. The left hand is broken off; the right is in the center of 

the disc. There is no detail in the hand or the disc. 

Can we determine the gender of the figure? Karageorghis identifies the figurine as 

female. His interpretation derives from a contrast to bearded disc/membranophone 

players that are identified as male. For Karageorghis, the lack of facial hair and the facial 

characteristics of the figures are enough evidence for him to conclude that the Hera 

figure, and others that are similar, as female. Karageorghis' interpretation is similar to the 

argument I presented regarding the controversial figure of the Ashdod stand earlier. Close 

examination of the face of the figure revealed a beard. The figurine from Hera has no 

facial hair, and one could argue that the roundness and softness of the face suggests it is a 

female, but this is not certain. 

2. Figurine from Unknown Provenance 

This figurine dates to around the seventh century BCE (fig.65). The body is 

wheelmade, cylindrical, and hollow. The base splays toward the bottom. The face is also 

moulded, but flattened; the head is also flat in the back. The neck is thick. Ridged lips 

and eyelids come from the mould. Both arms are bent to hold a small frame drum at the 

bottom against the chest with the lefr hand, and the right is in the middle of the drum 

head. There are traces of red and black paint on the arms, drum and body. 

Proportion and shape differ when comparing figurine two and the one from Hera. The 

head of figurine two is larger in than the body, the facial features, eyelids and lips, are 

ridged. The expression of the figure, however, is difficult to define. Curvature of the lips 
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give an impression of a frown. The figurine appears to wear a headdress or wig. The 

drum is held at a slightly oblique angle; it is almost vertical. 

Determining the sex of this figurine is difficult. The figurine wears a headdress and 

displays facial characteristics similar to other female frame drununers. Although the lack 

of high quality craftsmanship creates problems, the figurine appears to be female. 

3. Figurine from Uttknown Provenance 

Figurine three is similar to the previous one, but it has some unique qualities (fig. 66). 

The facial characteristics are the same; the figurine wears a headdress or wig like the 

others. One of the most notable differences is in the body. The cylindrical torso is 

slimmer than figurine two. The splay at the base of figurine three is more exaggerated. 

The membranophone held by figurine three is smaller than the others. Its shape is round, 

but irregular. The right hand of the figurine is depicted near the center of the drum, and 

the left holds it at the bottom, but the drum is almost flat against the chest of the figurine. 

There is no detail in the drum or the hands of the figure. 

There are no other distinguishing physical features regarding gender in this figurine. 

Figurines one and two are essentially the same. All the figurines, including number three 

have been identified as female. 
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Figurines with Chordophones 

1. Figurine from Unknown Provenance 

Figurine one holds a chordophone (fig.67). The cylindrical body is solid with 

splaying toward the base. The back of the head and body are flat. The hair has traces of 

red paint. A molded face had ridged eyelids and lips. Locks of hair fall on either side of 

the face. The arms are bent in front of the body and hold a lyre in the left hand; the right 

is near the strings. 

A physical characteristic helps with identifying gender in this figurine. The figure is 

depicted with breasts (Karageorghis 1993:67-68). This physical characteristic combined 

with the hairstyle worn by the figure suggests that the figurine is female. 

2. Figurine from Unknown Provenance 

Figurine two has a hollow, wheelmade, cylindrical body (fig.68). There is splaying 

toward the base. The body has been smoothed with a tool. The upper part is solid and 

flattened. A ridged mouth and eyes decorate the face. There are curly bangs above the 

forehead. The arms are bent in front of the body to hold a lyre in a fashion similar to 

figurine two. 

We do not have the benefit of identifying physical characteristics in this figurine, but 

it is much like figurine one. There are no features that suggest it is not female. 
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3. Figurine from Unknown Provenance 

The body of figurine three is solid (fig.69). Feet are depicted at the bottom of base. 

Toes are indicated by grooves. The face has ridged eyelids and broad eyebrows. The 

figurine shows more details than the others in the hair, ornamentation such as earrings, 

and a necklace with pendant. A lyre is held in the left hand with the right at the strings. 

The hair shows traces of black paint; red paim decorates necklace and chain and border 

of the garment. 

Again, the artist has depicted breasts in this figurine. As demonstrated in figurine one, 

the combination of the breast, hair, and ornamentation suggests that the figurine is 

female. 

Figurines with Aerophones 

1. Figurine with double pipe 

The 1997 Nicosia Collection contains a terracotta solo flute player (fig.70). It stands 

7.5 cm high, and although the base has been broken, the figure probably stood alone. The 

instrument held by the figure is a double-pipe. The figure holds at the mouth as if 

playing. The conical headdress is a noticeable contrast to the characteristics of the 

previous player. This figure displays no physical characteristics to indicate gender, yet 

Christou defines it is male (Christou 1997:56). 

The Nicosia collection has other flute players fi-om periods much later than that which 

this research addresses. Each figurine has the same difficulties in gender identification. 

Scholars describe the shape, construction, instruments, but never address gender 
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identification. In the solo depictions of flute players from Cyprus, there are no distinctive 

indicators of gender. For this reason, we must consider every aspect when investigating 

gender identification. 

2. Figitrine with Aerophone and (Dancing?) Figures 

In Cypriote culture, there are groups of so-called ring dancers that perform a sacred 

dance called kitklios choros (Flourentzos 1991:42; Chnstou and Flourentzos 1997:58). 

The figures are in a circle, and in the center is a flute player (fig.71).'' The figures 

apparently dance in a circle, while the flute player plays. The question lies in the gender 

identification in the six figures and the flute player. The figures and the central figure are 

all connected to the base of the terracotta. The entire composition is highly stylized. 

There are no distinctive markings to indicate sex, however, Flourentzos states that the 

figures are probably females (1991:42). Again, there is gender identification with no 

explanation. Flourentzos gives a later example of a ring dance consisting of all males 

with a central figure of a double flute player (1991:42; PI. Ill, 21). He dates this artifact to 

the Early Cypro-Classical I period (475-400 BCE). In each case, there is no data to 

conclusively determine gender. 

Figurines in the Rourui with Discs 

I discussed these figurines from Achzib, Shikmona, the Harvard Semitic Museum, 

Cesnola, and Dayan Collections as a group in Chapter Two. See figures (38-42). 

'' Flourentzos presents additional examples. See his (1997) work to \iew the following plates: nos. C332 
(Pl.IL I: C333 (Pl.111,3), and C.336 (PLUL 1); cacfa dates to the Cypro-Archaic II penod 600-475 BCE. 
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Music and Gender in Philistine Artifacts 

In Chapter two I discussed the Ashdod stand from Philistine culture and the 

controversial music figure. Two of the five figures are interpreted as double pipe players. 

Both vary in size, but the larger figure has been described as a holler or singer.'® I have 

discussed the figures of the Philistine Ashdod stand in detail in the previous chapter and 

will present the only other published Philistine music artifact in this section. 

Figure with Chordophone 

The site of Ashdod has produced a eighth century BCE terra-cotta figure with a lyre 

(fig. 72).'^ A lyre sits in the left arm; the number of strings are unclear. The right hand and 

the bottom of the figure are broken. A black band encircles the bottom of the figurine. 

Added clay make up the nose and mouth. The eyes are painted with large circles. 

Interestingly, there is a painted band that extends from the bottom of both eyes and under 

the chin. This line under the chin is similar and possibly akin to the beard worn by the 

lyre player in the Ashdod stand. This, however, is not certain. There are no physical 

defining characteristics regarding gender in the figurine, although Dothan interpreted it as 

male (1992:140). 

cf. fij. 8 in Chapter Two 
cf. footnotes 6. 7. and 8 in Chapter Two. 
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Summary Conclusions Regarding Identifying Gender in Musical Activity in Cypro-
Phoenecian, Mediterranean Artifacts and Iconographic Depictions 

Our goal has been to identify gender in music activity in artifacts and iconographic 

depictions. We have investigated and considered clothing, hair styles, and jewelry in 

order to distinguish the gender of the musicians depicted in the three bowls. None of 

these are absolute indicators, but we should consider the following interpretations. 

The players in the depictions wear specific clothing for the designated activity. There 

are only minor variations in the attire, from player to player. In the Cy3 Idalion bowl two 

of the three musicians, the lyre player and drummer, wear robes that mirror those worn 

by the dancers. The similarity in the dress of figures depicted on the Cy3 Idalion bowl 

suggests that dress was is not a casual affair. Examination of the trio of musicians reveals 

the double pipe player wears clothing similar in style, but different from the other 

musicians. Because of the unique wardrobe and the position in the group, the player 

could be identified as the conductor or leader of the ensemble. The G6 bowl shows three 

musicians wearing the same clothing. There is no ornamentation, and no other vestures. 

The attire worn by the G6 figures is identical. The four musicians of the G8 bowl wear 

robes, with slight variations in each. Essentially, there is uniformity in each instrumental 

group with minute deviations depicted in each. 

We need additional data regarding clothing in the Ancient Near East which may give 

us conclusive evidence regarding gender identification in Cypro-Phoenecian, 

Mediterranean and Philistine iconography and artifacts. The similarities in clothing worn 
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by men and women in Cypro-Phoenecian culture require that we consider the possibility 

that men and women performed together in cultic, as well as secular music activities. The 

discussed depictions of the Cy3 Idalion and G6 bowls display musicians wearing robes 

with slight variations. The hairstyles and most other features of the players are the same 

and, there is no evidence, textual or archaeological, stating that men and women were not 

to perform together in any type of music activity. Thus, we should consider that the 

musicians shown in the depictions are mixed groups of males and females. 

I view the likeness in the dress of these musical groups as similar to the uniformity 

employed in military and marching bands of today. Military units and marching bands 

display sameness in their uniforms, but there are variations in the attire depending upon 

rank or status. The goal of the individuals involved in these groups is to look alike as 

much as possible. In military units and marching bands there are officers and musicians 

of different status, but their attire differs in some manner. Color, style of uniform, stripes, 

medals, and insignia, reveal rank in these groups. It is quite possible that something 

similar is depicted in the three iconographic scenes. Faces are usually clean shaven, and 

hair that extends beyond the neck or shoulders is tucked under a hat in the uniformed 

groups of military units and marching bands. In nuny cases, bodily evidence for gender 

is ambiguous unless distinguishing physical features are noticed. 

For the most part it appears that the figurines I have discussed and presented 

primarily display females involved in music activity. As we have seen in iconographic 

depictions and other artifacts, gender identification can be problematic. Based on the 

information we have discussed, however, I would argue that Cypro-Phoenecian and 
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Mediterranean artifacts demonstrate that females often performed on membranophones 

and chordophones. Identifying artifacts displaying women performing on aerophones has 

proven to be dif[icult, but it would be hard to argue that they did not play these 

instruments as well. Artifacts from Cypro-Phoenecian, Mediterranean and Philistine 

culture do not provide conclusive evidence that musical groups or instruments were 

gender specific. Several of the figures in the artifacts could be identified as male or 

female. I suggest that we understand that both male and females performed on 

aerophones, membranophones, and chordophones in Cypro-Phoenecian culture. Although 

one instrument may have been played by females more than another, instruments were 

not played exclusively by either men or women. 

Gender in Music in ancient Israel/Palestine Artifacts and Iconography 

In order to research gender and music in Iron Age Israel/Palestine it is necessary to 

study artifacts and depictions from the end of the Late Bronze Age (13'*'-12*'' centuries) 

into the Iron Age. The end of the Late Bronze Age brought the collapse of dynasties, the 

so-called Dark Age in Greece, and the termination of east-west international trade (Mazar 

1990:287). The reason for the demise of this period is still uncertain. Nevertheless, the 

lyre and double-pipe, instruments conunon in the Late Bronze Age, continue into the Iron 

Age. Artifacts and depictions displaying music activity are few in the Iron Age, thus 

inclusion of data from the Late Bronze Age provides useful information to explore 

gender and music. This data also serves well for research in other areas of music activity. 
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The earliest figure I will discuss is an engraved ivory panel from Tel el Far'ah South. 

This piece dates to ca. 1300 BCE. Others that skirt the Late Bronze-Iron Age transition 

are a Megiddo ivory panel which dates to 1180 BCE, and a standing lyre player from 

Beth Shean. The remaining depictions include a seated lyre player from Kuntillet 'Ajrud 

(S"* century BCE) and a figurine with disc from the Harvard Semitic Museum Collection. 

Iconography 

1. Tel el-Far 'ah South: Engraved Ivory Panel 

This site has produced an engraved ivory panel (fig.73) (Petrie 1930). The panel is one 

of four on a box. It is about six inches (fifteen cm) long, and dates to around 1300 BCE. 

There is some damage to the panel, but the scene is visible. Although the piece is slightly 

earlier than most included in this research the activity and instruments parallel several 

pieces from the Ancient Near East. The scene displays a banquet scene of a high official 

(Bayer 1982:30). The activity is also reminiscent of a processional. Five figures 

participate; an attendant stands behind the seated official; the official, who has been 

identified as a wonum (Bayer 1982:30), holds a bowl and lotus flower; in front of the 

seated official is another figure presenting a vase and lotus flower. Bayer also concludes 

this figure is a woman; following the figure with the vase and flower is a dancer. Judging 

from what is presented in the depiction the figure appears to be a naked woman. Behind 

the dancer is double-pipe player. The gender of the musician is uncertain, but Bayer 

identifies the figure as male (1982:30). It appears the double-pipe player is the solo 

instrument in the procession, but the area following the musician is broken. 



143 

Clothing in three of the figures is similar. The seated official, the figure standing 

before the official, and the musician wear similar robes. The patterns in the collars and 

the robes of each are identical. The bottom of the robe of the musician appears to deviate 

somewhat, as it has tassels or fringes along the hem. The robe of the official appears 

fuller and flowing, but this may be a result of the artist's depiction. The attendant behind 

the official wears attire that is completely different from the others. The ensemble worn 

by the figure has Egyptian influence. Clothing, in this case, does not give a clear 

indication of gender. Yet, Bayer still identifies the musician, who wears the same 

ensemble as the official and figure with the vase, as male. 

Jewelry can be seen in two of the figures on the panel. The figure standing before the 

official wears bracelets on both wrists, while the left ear of the musician is adorned with 

an earring. Neither the bracelets nor the earring contribute to gender identification. 

Headdresses or wigs do not provide clues regarding gender in this depiction. The 

heads of three of the figures are missing due to the damage to the panel. It is not clear 

whether the official wears a wig or headdress, but it is apparent that the attendant behind 

the official wears a helmet or headdress. 

2. Megiddo: Engraved Ivory Panel 

Another panel, dating to around 1180 BCE, presents a processional. The processional 

is possibly the result of a victorious battle (fig. 74) (Loud 1969). There is much activity in 

the scene, but our focus lies in the lyre player. The musician is second in line, just behind 

a figure presenting something to the seated figure. The artist shows the lyre player from 
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the ieft side and appears to strum the nine strings with the left hand.^° Bayer and others 

identify the player as male. The lyre is the only instnmient depicted in the processional. 

The dress of the lyre player is identical to the figure that stands in front of him. A 

stripe on the sleeve aligns with a stripe that flows down the robes worn by both. The 

hems of the garments are also the same in form, but the musician's garment lacks the 

geometric pattern. Identification of the gender of the musician by clothing remains 

ambiguous. 

Contrasting differences are apparent in the hats. The figure in front of the throne wears 

a hat with stripes. The design of the stripes is the same as those found in the footstool of 

the throne. The headdress or hat of the musician is difficult to decipher. The top of the 

headpiece is similar to those worn by the attendants behind the seated figure and the 

figure seated on the throne. The lower part of the piece is problematic. It is difficuh to 

determine whether the lines extending across are part of the headpiece or the hair of the 

musician. I have not located any parallels. None of the figures wear jewelry. 

J. KimtiUet 'Ajrud: Seated Lyre Player 

A painted drawing on a large storage jar displays a seated figure playing a lyre 

(fig.75). The eighth century jar comes fi"om the site of Kuntillet 'Ajrud. Kuntillet 'Ajrud 

is an eighth century caravanserai located in the southern Negev (Meshel 1979; Lemaire 

As discussed, deciphering playing positions and techniques are ptoMematic. Bayer ejqilains the 
difficulty- and possible interpretation of the Megiddo lyre player: "L>Tes are sounded with the right hand 
fingered with the left, like stringed instniments everywhere. In this procession the player had to be placed 
with his left side in view. Thus, we see thebackof to instrument Afront \iewof such an instrument 
would show the strings continuing over the face of the soundbox so as to activate resonance. Replicas have 
been built of the Megiddo instniment but the strings do not pass over the soundbox. See Bayer (1982). 30. 
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1987; Dever 1983; 1990:140-48; Beck 1982). The site is also noted for its small Israelite 

shrine. There are several figures on the pithoi; two alleged representations of the 

Egyptian ithyphallic dwarf-god Bes (Dever 1990:144); to the right of the figures is a 

seated female lyre-player. Some scholars have identified the seated player as the goddess 

Asherah because of the Khirbet El Qom inscription on the jar (Betlyon 1984:53-57; 

Maier 1986; Day 1992:483-485; Dever 1983; Hadley 1987:50-62; Pettey 1990), however, 

I will not address that debate here. 

Artifacts 

I. Beth Shean: Standing Lute Player 

A bronze figurine, around six and one-half inches high (15 .6 cm), shows a musician 

with a long necked lute (fig.76).^' The site of Beth-Shean produced this artifact which 

dates to the twelfth century BCE. The figure wears a ornamented headdress. Hair extends 

just past the shoulder; it is straight down with no curl. Both wrists have bracelets, and 

there appears to be some type of decoration in the neck and upper chest area. The figurine 

is female. 

*' Bayer and Braun argue that because there have only been tno representations of lutes from the land of 
Israel. lute-t\pe instruments were not in favor among the indigenous population. Braun states that 
"Betw een the decline of the Canaanite culture, and arrival of the Hellenistic-Roman period the lute 
disappeared from Israel/Palestine, or. more precisely, no artif  ̂which could prove its e.\istence has been 
found." See Braun (1997a), 164. cf Sachs (1940). 123.1 argue that we need additional data to make a 
conclusive decision. Texts do not shed mudi light on this subfect. In the Hebrew text the word 'rzi tdnnor. 
usually understood as harp, ma>' also translate as lute. Note Brcnm-Driver-Briggs: ~a musical instrument, 
either a ponaUe haip, or a lute, guitar (with bulging resonance-body at lower end)." See BDB (1979), 614. 
#5035. Some biblical translations employ the word lute in their translations. Note Ps. 150:3: "Upraise him 
with lute and harp" (NRSV). 
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Music depictions from Israel/Palestine are limited, and there are few representations 

of lutes. Bayer explains that the lyre and "similar instruments are docimiented in large 

numbers from Egypt and from Mesopotamia; but even there they can be traced to a 

foreign origin—in Northern Syria or Eastern Asia Minor" (Bayer 1982:27; cf. Braun 

1997). Her statement has some validity due to the lack of representations of lutes in 

iconography and artifacts. I hesitate to make this observation conclusive due to the lack 

of musical data. Bayer and Braun base their hypotheses on a few pieces of information 

from various sites and depictions from Israel/Palestine. I concur that representations 

displaying lutes are lacking, but representations of instruments in general during this 

period are limited. The reason for the lack of lute representations in depictions is still 

unknown. 

2. Plaques with Discs 

These figurines were discussed in the previous chapter (See figs. 27-30). Physical 

characteristics displayed in most of the figures demonstrate that they are female. I have 

not found any male figures depicted in plaque and mold made figurines with discs. 

3. Figurine with Disc from Harvard Semitic Museum 

This figurine was also discussed in the previous chapter. (See fig.40). 
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Gender and Music in the Hebrew Bible 

As stated, ancient texts are one of our most valuable resources in understanding life in 

the ancient world, but must be used in combination with artifacts. The Hebrew Bible is 

the primary textual source for Israel/Palestine. This useful source, however, shows us a 

world of male dominance in the culture of ancient Israel/Palestine. Men are presented as 

warriors, chiefs, priests, kings, heroes, and master musicians. While it is true that the text 

does present stories portraying women as leaders and heroes, the number is minute when 

compared with those that speak of the acts of men. Women are often described as 

workers, child barrers, or not mentioned at all. To illustrate, the Hebrew Bible mentions 

1,426 names. 1315 of those are men, while only 111 names of women appear (Meyers 

1992:2).^ This male centered view of the biblical text can influence our analysis of 

gender in all aspects of culture in ancient Israel/Palestine. 

This androcentric view of the Hebrew text combined with preconceived notions 

regarding gender which skews our analysis of the data. There are cultures in the Middle 

East in which groups of women wear clothing that covers most of their bodies. They do 

not speak to men in public, and may appear subservient to most. The actions displayed in 

this modem culture may be misinterpreted, and imputed upon the women that lived 

~ Meyers discusses the androcentricity of the Hebrew text. She expiains that none of the books of the 
biblic  ̂text even those that are anoininous, are considered to have been authored by females. It is 
imperative that we keep this in mind as when investigating gender and music ("Everyday Life: Women in 
the Period of the Hebrew Bible" in The Women's Bible Commentary (1992). 4. and Discovering Eve 
(1991a). 12. 



148 

during the biblical period. Again, there is much about the ancient Israel/Palestine culture 

we do not know. 

Exegetical interpretations of the biblical text can also lead us to employ contemporary 

views of life in antiquity improperly when comprehending how we think life should have 

been during that time. The Hebrew Bible is a valuable source, but we must remember that 

it is a perspective of life in antiquity, snapshots or aspects of the culture. The challenge is 

to interpret, decipher, and extract necessary data in order to understand music use in the 

culture (Jacobsen 1998; 1-8). We will not understand every aspect completely, but blanks 

should not be filled with unfounded interpretations and pre-conceived notions. 

I will discuss several instances of music activity mentioned in the Hebrew Bible that 

involve gender identification. Again, the inquiries of the data are; I) Were instnmients 

played primarily by women or men? 2) Did men and women participate together in 

musical activities? 3) Can we consistently identify gender in ancient music artifacts, 

iconography, and texts? 

After discussing gender, instruments, and the use of music in each passage I will make 

comparisons, employ applicable data from the interdisciplinary studies of archaeology 

and ethnomusicology, and present conclusions. 

Passages from the Hebrew Bible 

-Gen. 4:2i. 

And the name of his brother was Jubal. He was the father of all skillful on the 
(Jdnnor) lyre and (ugav) pipe. 
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This is the first mention of gender and music in the Hebrew text. It is a secular context, 

and involves a male by the name of Jubal. Jubal bears the title of the ancestor of "all who 

play the kinnor lyre and ugav pipe. The passage does not mention other 

instruments such as the tof sti (drum) or music use in general. No women are mentioned 

in the origin of these instruments (Dods 1910; 16). 

-Ex. 15:20 : 

And Miriam the prophetess (nK*2:), sister of Aaron, took the drum (Jof) in her hand, 
and all of the women went out after her with drums and dancing. 

This is the first appearance of women and music activity. Miriam, who is identified as a 

prophetess (nebi nira:) and the sister of Aaron, went out with a tof, sir. (drum) and all of 

the women went out after her. The women had tofim c*et. (fi-ame drums). They sang 

praises to YHWH in celebration of their victory over the Pharaoh and Egyptians (cf 

Jdgs. 11 ;30-40; I Sam. 18;6). Jubal, a man, is proclaimed as the ancestor of musical 

instrument in Genesis, but men are not mentioned having any involvement with music in 

this passage. The context is religious (Propp 1999:547-549). 

-Judg. 5:1. 

And Deborah and Barak, son of Abinoam, sang on that day saying: 

This passage presents a male and female duet of Deborah and Barak after their victory 

over Sisera (Albright 1922; Boling 1975:105). This is the second victory in the Hebrew 
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text that involves women making music after a victory (cf. Ex. 15;20). In the first 

example, Miriam sings sharim and plays tqfim. In the second, there are no 

instruments other than the human voice mentioned, but Deborah and Barak blend male 

and female voices (Moore 1901; 138-139; Boling 1975:101-106). 

-Judg. 11:30-40 Jephtah's Vow. (Verse 34); 

Then Jephtah came to his home in Mizpah, and behold his daughter came out to 
meet him with drums {tqfim) and dancing. She was his only child. He had no 
other son or daughter. 

The text gives another example of females with drums dancing and playing to 

celebrate a victory in battle. Jephthah made a vow to YHWH. In return for victory in 

battle over the Ammonites, he vowed to sacrifice "whoever comes out of the doors of my 

house to meet me, when I return." (Judg. 11;30-32). Jephthah was successful in his battle 

with the Ammonites. When he returned home fi-om Mizpah his only daughter came out to 

meet him. She greeted him with tofim and (machlot) dancing in celebration of his 

victory. He offered up his daughter to fulfil his vow to YHWH. 

Jephthah's daughter renders a solo performance with drums and dance to celebrate a 

man, her father, returning fi'om a victorious battle. Note the description of her 

performance. She comes out alone, but plays more than one drum while dancing. The 

description may demonstrate her adroit musical ability or the requirements for dances 

pertaining to the celebration of victories. This passage is also very similar to the 

performance of women with drums described in I Sam. 18;6-7 (cf I Sam.21; 11; I 
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Sam.29:5; Ps.68:26; Ps. 150:4); "all of the women came out of the towns of Israel, singing 

and dancing, to meet King SauL, with tambourines." 

Boling's translation in The Anchor Bible Commentary eliminates a key word that 

alters the translation of the passage (1975:206). Note his translation of verse 34: "At the 

moment Jepthah arrived home at Mizpah his daughter came out to meet him with music 

anddancin^^ (Boling 1975:206). The Hebrew text renders nVrncai CEra. Boling 

translates tqfim as music, which is incorrect. There is no discussion of drums in this 

context although he mentions other passages that describe women performing with drums 

and dancing. He states that "The story involves a calculated inversion of the traditional 

role of singing women on the evening after victory (Exod. 15:20-21) or welcoming the 

heroes home (I Sam. 18:6-7). Cf 5:28-30 and the entire Song of Deborah and Baraq in its 

narrative setting" (Boiling 1975:208). Nevertheless, Boling does not include any 

discussion of women and drums in this passage. 

-I Sam. 10:5: 

After that you will come to Gibeath-elohim at the place where the Philistine garrison 
is. And it will come to pass that as you come in the city, you will meet a band of 
prophets coming down from the bamah with harp, drum, flute, and lyre in front of 
them. They will be prophesying in a frenzy. 

The passage displays interaction between prophets, cultic activity, and music. The text 

describes a band of prophets coming down from a bamah with a group of musicians 

playing in front of them. The musical instruments mentioned include: harp {nebel) *72:, 

drum itqf) eti, flute (halif) and lyre (kinrwr) ti2. As the musicians play the prophets 
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are Q*S2XC " in a prophetic frenzy." H. Smith compares the described prophetic activity 

to modem dervishes; 'It must be evident that we have here a company of dervishes 

engaged in their religious exercises. The enthusiastic nature of these exercises is evident 

from the later narrative and from the parallel account, 19; 18-24" (Smith 1904;68. Cf 

Metzger I991;368, n.l9;18-24; McCarter 1980; 182). The text does not give enough 

information to draw a clear parallel with dervishes. The prophetic frenzy actions in the 

texts are unclear. Yet, McCarter also makes a similar comparison of the actions described 

in the text with dervishes. Note his comments; 

These prophets, like Samuel, are recipients of divine inspiration, but in them it 
expresses itself in the form of ecstatic practices of an orgiastic type, which set them 
apart from other individuals. Examples of such supernormal group behavior abound 
in the annals of the religions of the world—the case of the various orders of dervishes 
in Islam is the only the most obvious—an on the basis of these parallels one can fill 
out the scant biblical evidence to give a fairly complete description of an Israelite 
prophetic troop of the type Saul encounters. Expressions of possession by the spirit of 
God must have included singing and dancing to the accompaniment of such musical 
instruments as those listed here in v 5, and the rites may have involved 
self-flagellation or mutilation as well (cf I Kings 18;28). In addition we should think 
of more sedate displays of ecstasy, such as trances and ecstatic fits (cf. 19;22-24), 
among these several activities, which taken together are collectively called 
'prophesying' {mitnabe 'im). 

When describing the I Sam. 19; 18-24 account, Metzger continues the dervish 

comparison and references I Sam. 10;5-6, 10-12. He states that "the nature of this frenzy 

as ecstatic dancing or whirling must be kept in mind" (Metzger 1991;368). 

Neither Smith, McCarter nor Metzger provide data regarding how they arrive at their 

conclusions and parallels. The text is unclear in details concerning the prophetic activity, 

and more information regarding dervishes should be discussed. The prophetic actions of 

the passages could be interpreted in a number of ways. The prophets may have been 
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vocal (i.e., yelling, screaming, chanting), danced ecstatically in an improvised manner 

(not whirling), or shook uncontrollably. The I Sam. 19:18-24 account does describe 

prophetic activity similar to that in I Sam. 10:5. The biblical author of I Sam. 19; 18-24, 

however, does not mention music, which played a major role in the activity described in I 

Sam. 10:5-6. Also, Saul "stripped ofFhis clothes" scfe" in I Sam. 19:24, and this action is 

not mentioned in the other passages. It is possible that a prophetic frenzy did not require 

music, but if the two accounts are similar, music could have been a part of both. The text 

does not give details regarding sexual identification in the group of prophets or 

musicians. 

-I Sam. 16:16, 18, 23 : 

V.J 6 Let our lord now command your servants before you to seek a man skillful 
in playing the lyre and when the evil spirit from God is upon you, he will play and 
you will feel better. 

V. 18 And one of his servants answered saying, 'Behold, I have seen a son of Jesse 
the Bethlehemite who is skillful in playing, a man of valor and strength, a man of 
battle, intelligent speech, and a man of good presence, and God is with him. 

V.23 And when the evil spirit from God came upon Saul, David took the lyre and 
played with his hand, and Saul felt good. The evil spirit from God departed from 
him. 

In these passages the writer speaks of an evil spirit from YHWH tormenting Saul, and 

his servants send out a request for someone who is skilled in playing the lyre, 

(McCarter 1980:279-281). They believe that skillfril playing of the lyre will make Saul 

feel better. The search conducted by the servants of Saul for a lyre player indicates that 
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they want a man crx to perform this service (Smith 1904:148; McCarter 1980:280) It is 

also important to note that the lyre player is to perform solo in order to ease the 

tormenting spirit (figs.?). It possible that a the performer could have sung while 

accompanying himself but the text states that the music of the lyre would subdue the 

spirit. The context is cultic (cf n Kgs. 3:15). 

I Sam. 18: 6-7: 

And it came to pass as they returned when David killed the Philistine, the women 
came out from all of the towns of Israel singing and dancing to meet King Saul with 
drums, gladness, and musical instruments. 

This passage also gives another victory in battle celebration (cf I Sam.21:11; I Sam.29:5; 

Ps.68:26; Ps. 150:4). Both Saul and David have been victorious, and upon their return, 

women come out of the towns of Israel singing and dancing with tofim (drums) (Smith 

1904; McCarter 1980). In this instance the women perform which is often 

translated as "additional musical instruments." Brown-Driver-Briggs also suggests "three 

stringed musical instrument," possibly a sistrum or triangle (1979:1026, #7991). 

II Sam. 6:5. 

Jerusalem is made the capitol of the United Kingdom. As the people came up from 

Baal-judah with the ark, the text states that: 

David and all the house of Israel danced before God with all their might, with songs, 
lyres, harps, drums, musical instruments, and cymbals. 
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There is some debate regarding the translation of Q"0"i"a 'SJJ . Note McCarter's 

discussion; 

MT has bkly 'z wbsyrym, 'with every sort of cypress wood.' This seems to be an 
obvious error, but its originality is vigorously maintained by Soggin (1964), who 
would render it, 'and with all clappers of juniper' or (reading kly for /H with LXX, 
Vulg.) 'with instruments of juniper' (McCarter 1984; 164). 

I concur with McCarter that this is an error in the text, but appropriate translation is 

unclear. In the translation for this study I have employed "with all their might, with 

songs" (cf Metzger 1991). 

There is no specification regarding gender and instruments in this passage. The music 

activity is inclusive as indicated by the term "all of Israel" or 'rxisr n'2 The 

instruments are the same as others mentioned in other passages. The terms and 

are both defined as percussion instruments, the latter usually translated as 

cymbals, and the former possibly a rattle. 

-I Kgs. 1:40. 

All the people went up after him, playing on flutes rejoicing with great joy, and 
the earth broke open at their sound. 

Zadok anointed Solomon with a horn of oil to signify his ascent to the throne, and the 

people celebrated (I Kgs. l;39). The author does not distinguish gender in those who were 

playing on pipes or flutes, c'^'nc (Montgomery 1951). 

-/ Chron. 9:33-34. This passage is unclear in two areas; 
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Now these are the singers, the heads of ancestral houses of the Levites, living in 
the chambers of the temple free from other service, for they were on duty day and 
night. These were heads of ancestral houses of the Levites, according to their 
generations; these leaders lived in Jerusalem. 

First, who are the singers, amdcn? Are they all male, female, or both? The text is not 

clear in this. This passage is similar to II Sam. 6:5 and I Kgs. 1:40 in the use of "all the 

house of Israel" or "all of the people." The verses suggest that everyone, male and 

female, participated in the described music activities. 

E. Curtis states that v.33 is incorrect in its placement. He sees the verse as: 

A subscription out of place, since the singers are not mentioned in the immediately 
foregoing verses. It either was written in reference to w. 14-16, which relate principally 
of singers, or it closed a list of singers who dwelt in the Temple chambers and were freed 
from other service (d'tioe rod^2), which has been omitted from the text.—For day and 
night they were in their M/ork] the reason why they were freed from other service (Curtis 
1910:178). 

Second, are the singers of the temple literally performing all day and all night? The 

text suggests that this is a full time job for the singers, as they are "living in the chambers 

of the temple free from other service." J. Myers offers the following interpretation: 

Like vs. 30, vs. 33 may be the comment of a Levitical chorister who wanted to point 
out that the musicians too belonged to the favored group as a matter of fact were free 
from menial responsibilities. One should expect some definite references such as 
those given in xv 16-22. Perhaps it was enough that at least two of the heads of 
musical guilds—Asaph and Jeduthun—were mentioned above (vss. 15, 16). 
The singers were not to be outdone by the gatekeepers, for they too ministered day 
and night (cf. Ps. cxxxiv; Isa xxx 29) (Myers 1965:73). 

Ps. 84:4 mentions those living in the house of God singing praises, but this passage may 

be metaphorical (Tate 1990:358). No other passages offer conclusive evidence that music 

was performed constantly in the temple. 
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-/ Chron. 25:1,5-6: David organizes the musicians in conjunction to the twenty-four 

divisions of priests in chapter 24. They are arranged under three names Asaph, Hemaa, 

and Jeduthun, which are the selected leaders for the groups. David explains that the 

participants of the groups should prophesy with lyres, harps, and cymbals. Verses 5-8 

reveals important information regarding gender: 

All these were the sons of Heman the king's seer, according to the promise of God 
to exalt him; for God had given Heman fourteen sons and three daughters. They 
were all under the direction of their father for the music in the house of the LORD 
with cymbals, harps, and lyres for the house of God. Asaph, Jeduthun, and Heman 
were under the order of the king. They and their kindred, who were trained in 
singing to the LORD, all of whom were stalled, numbered two hundred eighty-
eight. Arui they cast lots for their duties, small and great, teacher and pupil alike 
{emphasis mine). 

The text states that in addition to Heman's fourteen sons, he had three daughters. All 

participated performing the music of the cultic activity. There is no indication that the 

women were given or participated in areas or had duties that differed from their male 

counterparts. As mentioned previously, Ewen alluded to both men and women being 

trained and skilled in their music abilities. The Hebrew text gives us an example of this. 

E. Curtis discusses an interesting parallel between prophets and singers listed in w. 1-

8: 

The Chronicler gives to the service of song the same dignity as to the service of 
exhortation, i.e., he ranks the singers with the prophets of Israel, thus placing them 
above the ordinary serving Levites. Elsewhere he calls them seers, a term to him 
synonymous with prophets and in 2 Ch. 20:14-ff., he makes a singer actually figure 
in a prophetic capacity. A close connection, however, always existed between the 
musical function and the prophetic office (cf. I S. 10:5) (Curtis 1910: 276). 

Curtis does not discuss the women mentioned in the list of musicians and singers, but 

includes all them in his discussion of their similarities to prophets. Whether Curtis's 
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inclusion of the women is intentional or not, the passages suggest that women were 

participants in all aspects. 

-Psalm 68:24-25: This psalm of celebration describes processions of musicians and 

singers making their way into the sanctuary (Mowinckel 1961). Tc^m/frame drummers 

are specifically named: 

Your solemn processions are seen, O God, the processions of my God, my King, 
into the sanctuary—the singers in front, the musicians last, between them girls 
playing frame drums. 

The psalmist distinguishes gender in the musicians by stating specifically that n'ssin 

rr'Zihs, young women^ played mEET- between singers, cio and musicians, o-r:. Both the 

words singers and musicians are masculine, and indicate that at least of the members of 

the two groups were male. This would appear to be the case because of the psalmist's 

distinction of females playing drums, but this is not conclusive. We must consider that 

although the group of drummers is female, the other groups may have consisted of mixed 

genders. The terms for singers and musicians in Psalm 68 are masculine, but could still 

include females (Briggs 1907:103; Dahood 1968:147). 

Summary of Music Activity in the Hebrew Text with Archaeological Data 

The Hebrew Bible is androcentric and gives the impression that there was little 

interaction between men and women in musical activity. An overall reading of the 

^ Browrt-Driver-Briggs (1979) also defines the term mEEVi 00*51? as; ripe sexually, maid or newly married; 
p761b #S9S9. It is possiMe that the 'Voung women" may have been virgins. This nia>' have been a 
qualification for this particular group. 
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Hebrew text presents the idea that musical instruments and musical events were gender 

specific (i.e., women dancing with drums to celebrate victorious battles, or males 

performing on lyres in the case of David). Close study of the Hebrew text, in conjunction 

with the archaeological data, however, reveals that this is not the case. 

Let us return to the inquiries we are investigating; 1) Were instruments played 

primarily by women or men? 2) Did men and women participate together in musical 

activities? 3) Can we consistently identify gender in ancient music artifacts, iconography, 

and texts? 

In response to our first question, pictorial representations, and artifacts suggest that 

drums, specifically frame drums were played primarily by women in most cultures of the 

Ancient Near East. The archaeological data also demonstrates that females often played 

frame drums. Each Iron Age plaque and figurine depicted with frame drums we have 

discussed are women. Artifacts have also shown males and females with chordophones, 

membranophones, and aerophones. Males and females appear to have performed equally 

on instruments other than membranophones during this period. 

Examples from archaeology and the Hebrew texts address our second inquiry 

regarding males and females participating together in musical activity. Note information 

from the Hebrew Bible. There are passages describing musical activity which most 

scholars interpret that the musicians were all male, but this is not the case. All passages in 

the Hebrew text discussing women in musical activity specifically mention frame drums 

or tofim. Archaeological data solidifies that women were the primary performers on 

frame drums. With this data, I want to briefly review I Sam. 10;S. In this passage. 
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performing musicians descend from the bamah in front of prophets who are in a 

prophetic frenzy. The instnmients mentioned are the lyre, harp, flute, and frame drum. 

Because women were the primary performers on frame drums, I perceive this musical 

ensemble as a mixed group of men and women participating in cultic activity. Also note I 

Chron. 25:5-9. The fourteen sons and three daughters of Heman, one of the chief 

musicians of the Jerusalem Temple, participated together in cultic musical activity. They 

were all equally skilled in their musical abilities. This passage will prove to be important 

as the study of musical activity continues. 

Several other passages in the Hebrew text give us some detail concerning the 

occasions, instruments used, and the location of performances in which men and women 

sang and performed together (e.g., Jdgs. 5:1; Jdgs. 11:30; Ps. 68:24-25; I Chr. 25:1, 5-6). 

Some passages discussing and describing musicians are ambiguous. Terms such as "all" 

or "all of Israel performed" do not designate gender specificity in musicians, and as such 

they do not exclude males or females (I Kgs. 1:40; cf n Sam. 6:5; I Chr. 9:33-34). 

I have discovered that more data are necessary in order to consistently identify gender 

in music artifacts, iconography, and texts. Each of these sources, however, has 

demonstrated that females often played frame drums during this period. At this point, 

there are no other instruments that were exclusive to men or women. 
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Conclusions Regarding Gender and Music in the ancient Israei Palestine and 
Surrounding Cultures in the Near East 

We have discussed iconography, artifacts, and ancient texts from several ancient Near 

East cultures. Nevertheless, a full understanding of gender in music activity of ancient 

Israel/Palestine and surrounding Near Eastern cultures continues to elude us. 

We have data that present examples of musical activity, but many depictions give no 

distinct characteristics regarding their gender. I have discussed the problems of 

stylization and its ability to include information that we may not be able to fully 

understand. I would also suggest that it is possible that colors (which we can no longer 

see clearly), styles of dress, jewelry, or hairstyles may have been indicators of gender, but 

this information is lost to us. Thankfully, we do have some visual and written records of 

musical activity. With these, we can work toward quality research. Most would agree that 

the investigation of gender is a very complex task, but research cannot continue to skirt 

this issue in musical activity. 

Men and women in ancient Israel/Palestine and Near Eastern cultures interacted in 

many areas of music. Each culture I have discussed has demonstrated that there were 

musical groups that were exclusively male or female, but each has also shown males and 

females performing together. The musical contexts are not always known when 

investigating musical activity in iconography and artifacts, but it is clear that males and 

females participated together. In Egypt we saw women leading processionals; in 
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Mesopotamia, a depiction shows a possible combination of men and women performing 

together on harps in a processional; in Cyprus, we may have evidence of males and 

females participating in ceremonial worship of female deities; in Israel/Palestine the 

Hebrew text presents the daughters of a Levite priest participating in cultic music activity 

with their brothers and other men. 

Continued research will reveal more useful information regarding music activity in 

antiquity, but we must be careful of approaching the data with preconceived ideas from 

present cultures or attitudes developed toward life in the ancient world. If our claim is to 

investigate the past, we must do just that and not impute certain stigmas upon groups we 

hardly know. 
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CHAPTER FOUR; MUSIC AND SPACE 

Introduction 

We have explored musical instruments and music activity in artifacts and pictorial 

representations, examined approaches to reconstructing instruments, and worked to 

identify gender in music activity. Texts, artifacts, and iconographic depictions 

demonstrate that music was a vital part of life in the Ancient Near East. This chapter will 

consider where musical activity physically took place. 

In antiquity there were areas or spaces created for specific activities, which are often 

referred to as activity areas (Kent 1987). Binford (1968; 1977), Kent, and others have 

defined, discovered, and explained activity areas in their work. For example, tools, 

debitage, and debris from skinning and de-boning animals left behind by humans created 

patterns in the archaeological record, and archaeologists are able to explain and 

understand details regarding what took place in those areas where the artifacts are found 

(Binford 1968:274-275). This research of activity areas has shed light on the types of 

tools used in antiquity, their construction, the number of people were involved in hunting, 

the types of animals killed, and meat preparation, as well as the use of space for these 

activities (Binford 1968:274-275; Mazar 1990:54-55). 

It interesting to note that the depictions we have of music activity in the Ancient Near 

East seldom show large groups of musicians, and it is difficult to determine whether the 

depicted music activity took place inside or outside. In Canaanite and Israelite depictions 

there is only one musician. Egyptian, Mesopotamian, and Cypro-Phoenecian depictions 

show instances in which musicians perform together. The Hebrew Bible, however. 
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describes instances of numerous musicians performing together in ancient Israel and 

Judah (Ex. 15:20; I Sam. 18:6-7; I Chron. 25:1-8). 

Defining Space 

Approaching this definition can lead us in several directions. Empirical approaches 

such as cartography developed around the seventeenth century, placed emphasis on 

measurement and observation. Central place theorists such as Christaller (1966) and 

Losch (1954) continued the Kantian tradition with an attempt to define the discovery of 

spatial laws ' (A. Smith 1996:55). 

There are strengths in the empirical neo-Kantian substantive approaches: the 

empiricists' approach focuses on "the engaging of specific places and with its methods of 

recording"; the neo-Kantian substantivists search for social content in organization of 

space (A. Smith 1996:57). Yet, both traditions "have mistaken space for a thing in itself 

rather than as something which emerges from social production" (A. Smith 1996:57; 

Gorman 1998). 

A. Smith considers both the empirical approach and neo-substantivists in 

understanding space, and provides the most adequate definition for this research: 

The view of relative space proposes that it be understood as a relationship 
between objects which exist only because objects exist and relate to each other. 
The nature of space cannot be defined in terms of itself, but must rather be 
defined in its links with human practices (A. Smith 1996:57). 

' German philosopher Inunanuei Kant viewed space as "a priori—universal, necessan-. and independent of 
experience. Space is a necessary presentation a priori undoing all outer institutions...space is essentially 
one. Space is conceived as an in t̂e given quaUtj'.'" See Kant (1982). 18. 
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The link with human practice is the key for this research. Musicians with instruments 

performing in a specific area have a defined performing space. At the same time, each 

musician has space that is created by the individual, the instrument, and the space 

required to perform comfortably on that particular instrimient. This space, which I call 

minimum playing space, is defined as space created by a combination of the following; 

individual plus instrument plus required playing space. I will define and discuss these 

measurements further momentarily. 

Minimum playing space may also include measurements consisting of more than one 

musician. When individual musicians perform together in a specific indoor or outdoor 

area, I calculate their musical spaces within that specified area. I then place the collective 

space created by the group in the specified area where the performance takes place. The 

relationship between the musicians, their instruments, and the surrounding area contribute 

to the development, use, and the understanding of music activity in a particular area. 

Each of these affects the perimeters and utilization of the space employed in the musical 

activity, and is essential to the creation of space. 

There are similar applications for the use of space and music in religious structures. 

Choirs and musicians may perform in specified areas such as choir stands, but these same 

groups can perform seated on the floors of a churches facing the audience or standing in 

the rear of buildings. As a musical director, I have creatively employed space during 

performances in a church sanctuary by placing musicians and choir members in strategic 
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locations for desired effects, timbre, and orientation to religious symbols.^ The area 

occupied by the musicians in both sporting and religious events is the use of space within 

the space of the structure, and this area can be manipulated. 

We are aware that many cultures incorporate music with ceremonies such as 

childbirth, circumcisions, weddings, funerals, or other events. In each of these examples 

the music is often performed in the area in which the activity takes place. 

For this study, I will examine and focus upon the Iron Age site of Arad which contains 

the remains of a known Iron Age Israelite temple. There are some controversies 

surrounding the excavation of Arad, yet scholars are certain that cultic activity took place 

at this site. M. Aharoni explains why Arad most likely contains an Israelite temple; 

At the foot of the altar two small, incised flat bowls were found. On one of them the 
Hebrew letter p (qof) was incised and on the other a ritual symbol similar to those 

~ In se\'eral church services I created musical space in several areas of the sanctuary. For e.xample. I placed 
hand bells on the east, west, and south sides of the sanctuan- in conjunction with ctoir members. The 
musical space occupied b>- the musicians and choir memben changed as they moved to other designated 
areas. 

In most communities there are specific activities that take place in designated areas. For e.xample. sports 
and religious acti\ities usually take place in locations that are created and designed especially for each 
t>pes of event. When designing spons and religious edifices, architects understand the acti\ity that will 
take place in the structure. Therefore, they create the fkalities necessai>' for the participants and the 
audience in order to serve the purposes a  ̂needs of ever>-one. The same pertains to music activity. 
Svinphonies. choirs, jazz and rock bands often perform on outdoor stages in parks, indoor or outdcMr 
coliseums, or concert halls. Architects who design these structures must create them with the same features 
in mind The>- must consider the number of musicians with instruments, singers, the effects of acoustics, as 
w ell as the location and size of the audience. It is possible that dancers, actors, or some form of theatrics 
could be involved at some point, and these, too. must be considered. While it is true that music can be 
performed almost an>-where, there are generally designated aieas for performance. 

Let us return to structures designed for sports and religious activities. The primary events in these 
buildings are the selected sport or religious activities. Music plaj-s a major role in religious or sporting 
activities, but is not usually the main focus. Musical groups that perform in conjunction with spons or 
religious activities have d^gnated spaces for performance. Sporting events that take place in indoor or 
outdoor structures typically have areas that are created for a band The designers can increase or diminish 
the space as necessary to accommodate the musical group (i.e.. variance in the number of players or the 
size of instruments). Designers can also move and manipulate that same space to other locations within the 
stnicture. For example, a thirty piece band at a qnrting event could occupy designated spaces on the field 
or. if necessary, constructed spaces in the stands. 
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found on Herodian stone vessels from Second Temple period Jemsalem. A. Rainey 
has suggested that the second symbols are the initials of the Hebrew words for "holy, 
of the priests." In its size and constructioa, the Arad altar resembles the altar in the 
sanctuary in the desert described in Deuteronomy 27:5. It may have been built 
according to the plan of the original altar in the Temple in Jerusalem (2 Chr. 6; 12). 
It is significant that the temple was built on the site of a ritual site from stratum XII. 
Its plan and contents leave no room for doubt that it was a Yahwistic-Israelite temple, 
established in the tenth century BCE and destroyed in the religious reforms initiated 
by King Josiah (M. Aharoni 1993:83). 

The objective of the research is to develop a methodology for investigating how 

musicians may have used space in the performance of cultic music. 

The investigation of music activity and the use of space invites many questions. This 

study primarily probes the following when exploring the possibility of music activity at 

Arad; If musicians performed during cultic activities at these sites, where might they have 

performed, and how many performers could have occupied the designated cultic areas? 

My investigation also considers another dimension of these inquiries. If musicians 

performed in conjunction with cultic activities at Arad, a site that contained an Israelite 

temple, did they play inside or outside of the edifice? I will also consider the location of 

the musical space in relation to where the main cultic activity may have taken place, the 

size of the structure, and the location of deity representations whenever possible. 

A thorough investigation of sound and acoustics is not feasible at this time as 

information regarding roof and wall construction at Iron Age Arad is not available. This 

subject, however, will be considered as much as possible. 

Texts, artifacts, and iconographic depictions from ancient Israel and surrounding Near 

East cultures explain that there were ceremonies, celebratory festivals, and cultic 

activities involving music. Thus, this type of research is warranted. Investigating music 
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and space is a complex task, but this area of archaeology must be explored. At this time, 

no one has considered the number or placement of musicians in this or other cultic areas. 

This research is speculative, but promises to initiate work in an unexplored area in 

ancient Israel. 

Previous Research 

To date, there has been no published research on the subject of music and space in the 

Ancient Near East, specifically, in ancient Israel/Palestine. This research is the first 

attempt. As stated, there have been studies of the use of space conducted in other cultures 

and areas of archaeology, but none in the area of ancient music. I have reviewed sources 

which provide some data from which I build the methodology for this research (Kent 

1987; Yellen 1978; Binford 1968; Kroll 1991). 

Methodology 

The archaeological record is one of our primary sources for studying the use of space. 

The materials and debris left as a result of human activity reveal data about activities that 

took place in a designated area These remains create patterns in the archaeological 

record (Kent 1987; Binford 1968). Kent understands that space involves patterns created 

by humans. She states that "Humans are creatures of patterns—our cultural material is 

patterned, our behavior is patterned, our culture is patterned, and the interrelationship 

among cultural material, behavior, and culture is patterned" (Kent I987;36; cf Yellen 

1978:85). 
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Patterns resulting from human behavior are excellent clues to researching activity 

areas, but what patterns are present in the archaeological record that reveal music 

activity? The answer is none. Nothing remains in the archaeological record to reveals 

music activity. In Chapter One Braun states that "Sound is time art. A picture that is 

made but does not remain. It is present and past at the same time." There are no sound 

recordings, no choir or bandstands, and the archaeological record provides few 

instrumental remains. Yet, texts and artifact demonstrate that music was performed 

during cultic activities. We even have knowledge about many of the types of instruments 

used in musical activities. 

To conduct this research, we must first establish a definition of space. Once an 

understanding of space is established, we can determine the approach we must take 

toward researching music and space. Building on the definition of this term, I will create 

a definition of musical space. This term incorporates measurements of individuals, 

musical instruments, and playing space. Once these measurements are established, I will 

place them within the cultic areas of Arad. The results will reveal the number of 

musicians who could have performed in the cultic areas of the site. I will discuss relevant 

descriptions of music activity from the Hebrew Bible throughout the study. Following are 

details and descriptions of terms used in the methodology. 

Measurements to Determine Space for Irtdividual and Instrument 

All musicians require a degree of "personal" space when performing on an instrument. 

I have termed this as minimum playing space. Our first step is to investigate and 
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determine the minimum space for a person to perform with an instr\iment. It must be 

understood that minimum playing space is an estimate. Body size of performers, the 

types of instruments, and performance techniques can affect the dimensions of minimum 

playing space. We discussed problems associated with reconstructing performance 

techniques on ancient instruments earlier in Chapter Two. The measurements created in 

this study are based on persons and instrument size which are described below. The 

measurements combine instrument plus performer plus the minimum space necessary to 

perform on the instrument. These formulas give us an estimation of the minimum space 

that would have been required by individuals to perform with specific instruments. 

Performers may have incorporated movement or dances in their performances. Each 

formula allows for some movement of the musician with the instrument. 

The instruments used in this study are the lyre, double pipe, small cymbals, and frame 

drums. As discussed in Chapter Two, these were the most popular instruments of the Iron 

Age period in the Ancient Near East, and the most likely to be used in ceremonies 

performed at Arad. 

Initially, I will introduce the measurements of the instruments, persons, and minimum 

playing space. I will then apply them to the cultic activity areas at Arad. Following are 

the measurements determining the playing space for the lyre, double-pipe, frame drum, 

and cymbals. 
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Measurements of Instruments and Persons; Description of Instruments and the Space 
Required for Performance 

Individual plus Lyre 

Lyres were one of the most popular instruments employed in Iron Age Israel/Palestine 

and surrounding cultures of the Near East. Ancient depictions demonstrate that they 

varied in size, shape and design (see figs. 3&4; cf Braun 1994, 1997; Lawergren 1998). 

There have been some attempts at reconstructing lyres, and the dimensions used are most 

often derived from depictions.^ 

As discussed previously, stylization, proportion of instrimient to person, the number of 

strings depicted, and the material used to construct the instrument make it difficult to 

accurately understand the construction of instruments in ancient portrayals. I conducted 

research regarding lyre construction with the House of Harrari in Jerusalem (cf 48-49 

Chapter Two; cf fh.3). In an attempt to decipher the enigmas in constructing lyres, I 

discussed approaches to establishing measurements with a representative from the 

company.'* 

Lyres in antiquity varied in size and design. To develop the measurements for this 

study, I will use measurements similar to those employed by The House of Harrari for the 

average size of a lyre in the Iron Age. After much discussion, the representative of House 

of Harrari and I agreed that the average lyre size would have been in the range of 56cm x 

 ̂ See Kilmer's (1977) sound recording of a Hurrian cult song on the album entitled Sounds from Slence. 
Also see depictions presented and discussed in Kilmer (1980a), Montague (1997). and Lawergren (1998b). 

 ̂ See fh. 20 in Chapter 2. The artists who reconstructed the lyres for the Ashdod Museum studied 
iconographic and artifact dqiictions of figures with lyres for the Ashdod Museum in Ashdod. Israel The 
IvTes are not functional, but have been duplicated fix>m iconographic depictions, specifically the lyre held 

the figure in the Megiddo processional (fig.30. Chapter 3). Those visiting the museum are aMe to get a 
sense of what it was like to hold this wooden lyre, the shape and design, and possibly how musicians may 
have performed on the instrument. 
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3 Icm. This measurement comes from a study of drawings and depictions. Again, we 

must keep in mind that the measurements explaining the size of the lyre can be changed 

as necessary. The median lyre size during the Iron Age lyre was 56cm (22 in.) x 31cm 

(12 in.) 

The height and width of lyres during this period varied, but the variance would not 

have been much more than our average of 56cm x 31cm. The number of strings are not a 

factor, as the measurement is concerned with frame of the lyre. 

Human body size is also a concern. Presently, there is not much data regarding the 

averages of the height and weight of people who lived in Iron Age Israel or other Near 

Eastern cultures of this period. Patricia Smith has conducted research on humans and 

their size in the Prehistoric Near East (Neolithic 8500-4300 and earlier. P. Smith 1995). 

She also gives helpful information on the stature of people of the later periods: 

The skeletal record reflects these changing adaptations very precisely, both in terms of 
microevolutionary change and in terms of changes in disease patterns. Stature was 
at its maximum in early Homo sapiens sapiens from Skhul and Qa£zeh, averaging 180 
cm in males; from the Kebaran to recent periods, it has averaged 168 cm in males, 
with only slight fluctuations. In females, stature was some 10-14 cm shorter than in 
males (P. Smith 1997:55. italics mine). 

The measurements necessary for this research are height and arm length. I will employ 

the following measurements: 

1. The average median height: 1.68m (5'6") This measurement is from head to 

toe. 

2. The average median arm length: 64cm (25"). I calculated this measurement as the 

average arm length of a person 1.68m. The measurement is from the shoulder to 

the tip of the middle finger (J. Boaz 1970:2-3). 



173 

Since the instrumentalist may have moved or danced during the performance, space for 

this must be included in the estimate of minimum playing space (Eaton 1975; Garfinkel 

1998). It is possible to perform on lyres held vertically, but most depictions demonstrate 

that the lyre is typically held at an angle when played. Minimum playing space is 

diminished when holding or performing with the lyre vertically or parallel to the body. 

To allow for minimum playing space I held a reconstructed lyre from the House of 

Harrari in a vertical and angular playing positions to simulate performance. In order to 

perform comfortably with the lyre, the musician needs a circumference of approximately 

one meter. One meter allows for movement with the instrument; both elbows can extend 

to ninety degrees; the player can comfortably step in any direction without violating the 

one meter circumference boundary. This measurement is taken from the chest of the 

performer. 

Individual plus Double Pipe 

We are limited in the details of the construction of the pipes, but depictions reveal that 

they are almost exact in length. The pipes maybe parallel and connected like the 

ztimmara or apart like the shape of a "V." How the musician holds the instrument is the 

key in defining the minimum playing space. Zummaras can be purchased in local shops 

in Jerusalem. I have played instrument, and the minimum playing space comes when the 

performer plays the instrument horizontally, parallel to the ground (i.e., 90 degree angle). 

In this position, more playing space is required. If the instrument is held at a more 

vertical angle from the body (i.e., 10-45 degree angle), less playing space is needed. 
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I will use the average length of the zummara (double pipe common in the Middle 

East; fig. 15 Chapter Two). The average length of these double pipes is 45-50 cm. As 

mentioned previously, the performance technique of the musician is imperative to 

determining minimum playing space. I have determined that a circumference of 75 cm is 

necessary for a double pipe player. The measurement begins at the point the instrument 

makes contact with the mouth of the performer and ends at the bottom of the pipe. 

Individual plus Cymbals 

Cymbals, too, vary in diameter (cf. fh. 12 Chapter 2). The cymbal player on the Ashdod 

stand discussed in the previous chapter demonstrates an awkward, yet possible playing 

position for cymbals (cf fii. 13 Chapter 2), and ironically, it is the playing position that 

effects the measurement for minimum playing space. The arms of the Ashdod cymbal 

player are held close to the body, but we are uncertain if they remained that way when 

performing. I will determine the minimum performance space by incorporating the length 

of the arm as the circumference. Using the measurement of the arm, I allow space for the 

performer to comfortably raise the arms above the head or extend them straight away 

fi-om the body in any direction while playing. The minimum playing space for a cymbal 

player is a circumference of 64 cm (median arm length). 
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Individual plus Drum 

Frame drums were included in most music ensembles of this period, and they were 

also played as solo instruments. As demonstrated in the cymbal and double pipe, 

minimum playing space depends on the playing position(s) of the musician. Drums vary 

in size, but 28cm (11 in) appears to be the average. To establish minimum performance 

space I will incorporate average arm length plus the width of the drum. If the arm length 

from shoulder to fingertip is 64cm (25 in.) plus the width of the drum (28cm), the total 

circumference for minimum playing space for a frame drummer is 92cm. I round this to 

one meter. 

Summary of Measurements 

The measurements I have determined are as follows: 

1. Minimum playing/performing space for a lyre player is a circumference of 1 

meter 

2 Minimum playing/performing space for a double pipe player is a circumference 

of 75 cm 

3. Minimum playing/performing space for a cymbal player is a circumference of 64 

cm 

4. Minimum playing/performance space for a frame drummer is a circumference of one 

meter 
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5 The average height for the performer I will employ is 1.68m (5'6"). This 

measurement is from head to toe. The average arm length is 2Scm. This measurement 

is from the top of the shoulder to the fingertip. 

Again, the test group of musicians consists of four instruments: lyre, double-pipe (flute), 

cymbals, and frame drum. The total require spatial area of instruments, musicians, and 

minimum playing space measurements equals 3.39 x 1.0m. 

In most of the depictions we have discussed, the musicians are standing while 

performing or posing with instruments. Thus, I interpret musicians in the minimum 

playing space as standing. Although the organization of musicians in the minimum 

playing space is not rigid, the measurement of the space of the group is. In this research, 

it is important that the musicians remain in close proximity of each other. Depictions of 

groups of musicians show them close together. This may have been for artistic effect, but 

because the effects of acoustics in antiquity are not clear, it is important that the 

musicians be kept together when investigating music activity and space. Placing the 

musicians too far away from each other raises questions regarding sound travel and 

acoustics we cannot yet address (Wood 1978; Meyer 1989). I will apply the 

measurements to the determined musical activity areas of Arad. 

Music and the Temple at Arad 

The site of Arad lies south of the Negev in Judah (Kempinski 1992:186-187). This site 

is in two divisions: the Bronze Age and Iron Age. The Bronze Age site is the lower city 

of the tell which flourished during the fourth-third millennium. R. Amiran and Y. 
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Aharoni initiated the excavation of this site in 1962. In the same year, Aharoni directed 

the excavation of the Iron Age site that lasted for five seasons. Aharoni published only 

the preliminary reports of the excavation of the fortress and the temple before his death. 

The excavation team, R. Amiran (1972; 1987), Z. Herzog (1987), Y.Aharoni (1968; 

1971), AF. Rainey (1987), and S. Moshkovitz (1987) have published additional reports 

of the site (Manor 1992:336). 

Arad appears four times in the Hebrew Bible, and is usually associated with a 

Canaanite king who defeated the Israelites in their attempt to penetrate the Negev into the 

Judean hills (Num. 21:1; 33:40). 

The sanctuary found in the northwest quadrant of the fortress is the area of focus for 

this study. Aharoni traces its beginnings to a bamah and altar erected on the site in 

stratum XII (Aharoni 1993:83).' This sanctuary consists of three successive rooms: hekal, 

the hall or broadroom; the sanctuary with a small niche facing west; and debir, the Holy 

of Holies (figs.77&78). 

Architecturally, the Arad and Solomonic temples possess similarities as well as 

differences (Aharoni 1993:83; Shanks 1995:50-55). Both contained a hekal and debir. 

The hekal of the Solomonic temple, however, was a longroom, while the one at Arad was 

a broadroom. Some suggest that these temple plans served specific functions in their 

design: the broadroom allowed a closer relationship to the "Holy of Holies" {debir) to 

anyone entering the courtyard; the longroom would have kept crowds at a distance from 

 ̂ E.xegetes and scholars have defined the bamah in various ways; A primitiv'e open-air installation on a 
natural hilltop equipped with some combination of asherah (sacred pole), massebot (standing stones) 
possibly altars); an artificially raised platform upon which religious rites take place; a sacrificial altar, a 
mortuary installation. See Nakhai (1994). 19. 



178 

the symbolic divine presence, giving the temple an aura of royalty (Herzog 1984). The 

Arad sanctuary is oriented east-west in the same manner as the Solomonic Temple in 

Jerusalem (Aharoni I993;83). 

The debir, which measures 1.5x1.5m, contains two massebot (standing stones). If 

there wzis any musical performance inside the sanctuary at Arad it had to have taken 

place in the hekal or broadroom. There were no other spaces available. The musicians 

would not have performed in casement walls. They would have been isolated, and it 

would have been difRcult for anyone to hear them. The hekal of stratum IX measures 

approximately 9 .25cm x 9 .0cm; the stratum X hekal measures 12 .25cm x 8 .25cm. If we 

employ the measurements of musicians and documented instrumentation of lyre, double 

pipe, cymbal, and frame drum, how many musicians could have participated in this area? 

How would they have performed in this area? Where would they have performed? 

There were altars in both strata. The altar in stratum X was rebuilt using as its 

foundation the altar remains from stratum XI. The new altar measured 5x5 cubits and 3 

cubits high.^ Unworked field stones with a clay and mud core make up the construction. 

The top was a slab of flint surrounded by a plaster channel to drain fluids (Manor 

1992:333). The altar in stratimi DC remained the same. A stone-lined pit was dug next to 

the ahar (Manor 1992:334). 

The exact description of activities that took place in the hekalim and on the altars of 

both strata are unknown. We must consider, however, that there were sacrifices of some 

Cubit: the standard Ancient Near Eastern linear measure. Theoredcalh' it compassed the distance from the 
elbow to the tip of the middle finger, about 17.S to 20 inches. See Achtemeier. P.. Harper's Bible 
Dictionary (19S5X 196. 
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kind. For this reason, I have incorporated an area of 2.5m around the altars in both strata. 

This area is called cttltic space. The measurement allows for activity that may have taken 

place in this area, and also considers the participation of two to four persons (non-

musicians). We are uncertain of how many non-musicians participated in the activity, but 

we must allow a designated spatial measurement for their activity. 

Another consideration is the possible roofing of the hekal. If the hekal was completely 

or partially covered, the material used and the portion of area that was covered is 

unknown. This will not be a major factor in this study, but should be mentioned. 

In this section of the research I consider that music was performed simultaneously 

with other cultic activities that took place in the hekal. I will also discuss music 

performance in this area without other cultic activities. 

Following is a recap of the measurements I will employ to research these questions: 

-Stratum IX: hekal = 9.25m x 9.0m 

-Stratum X: hekal = 12.25m x 8.25m 

-double pxpdzummara. 45 cm/17.75 inches 

-lyre: 56 cm (22") 

-drum: 28 cm (11") 

-cymbals: 64 cm (25") 

The total measurement when combining the minimum playing space of the musicians is 

3 39 X 1 .Om. With these measurements, I have created three areas of playing space to 

explore the use of space in the hekal of both strata. Each measures 3 .39m x 1.0m. These 

spaces will be incorporated in areas of the hekal in conjunction with the altar and debir in 
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Strata X and IX. It is important to remember that although the group measurements are 

concrete for this study, the space created by the group is plastic. For example, the 

musicians may have performed in a semi-circle, circle, or staggered line. 

Stratum X 

Stratum X dates to the eighth century BCE. Modification of the fortress walls was 

significant in this stratum. Construction of a solid west wall and filling the casement 

rooms of the previous walls, gave the fortress additional security and an altered 

appearance. On the west side, excavators located a water system and an altered 

appearance. On the west side, excavators located a water system which passed through a 

channel under the west wall to cisterns located beneath the temple (Aharoni 1968, 1971; 

Herzog et. al 1987). 

A north side chamber addition diminished the size of the hekal from Stratimi XI to 

12.25m x 8.25m. The altar, which measures 2.5m x 2.5m square, was rebuilt using as its 

foundation the altar remains from stratum XI. Part of the old altar became the step for the 

new one (Manor 1992:333). 

Following is discussion of the three areas of playing spaces A, B, and C in Stratum X. 

I. Playing Space A 

This space is along the south wall of the hekal (fig.77). In this area, the musicians 

would 
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have faced north toward the altar or west toward the debir. The space would have 

extended along the southwest or northeast portions of the south wall. The musicians 

would have stood three to five meters away from the east entrance, and would not have 

blocked the south entrance of the hekal. 

2. Playing Space B 

This space is located in approximately the same area as playing space 

A (fig.77) The musicians would have angled west toward the debir or faced north toward 

the altar. 

3. Playing Space C 

This space is along the east wall of the hekal (fig.77). Musicians in this area would 

have faced west to perform in relation to the altar or debir. Interestingly, there is a one 

meter wall running east-west that creates part of the east entrance. This wall also helps to 

define the possible playing space when viewed in relation to the cultic space around the 

altar. 

Stratum IX 

According to Aharoni and his excavation team, activity in this stratum took place 

during the eighth century. There were only minor changes in the plan of the fortress fi^om 

stratum X. A new compartment was added in the east, and the entrance was moved to the 
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southeast comer. A stone pit was also dug next to the altar (Aharoni 1968, 1971, Herzog, 

et. al 1987). 

The measurement of the stratum IX hekal is 9.25m x 9.0m. One of the most 

significant difference between the hekal of stratum DC and stratum X is the location of the 

altar. In stratum DC the hekal is designed so that the altar is almost in the center of the 

space. Stratum X had a wall around the altar which changed the layout of the space. 

Following is discussion of the three areas of playing spaces A, B, and C in Stratum 

IX. 

1. Playing Space A 

This space is located in the SW quadrant of the hekal (fig. 78). The musicians in this 

area would have stood along the south and west walls. The performers may have faced 

northwest toward the altar, or west toward the debir. The musicians would not have 

blocked the entrance to the debir. 

2. Playing Space B 

This space is located along the west wall of the hekal (fig. 78) The musicians would 

have faced north toward the altar, or west toward the debir. The playing space would 

have been more near the center of the wall, away from the south entrance of the hekal. 
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3. Playing Space C 

This space is along the west wall of the hekal (fig. 78). The musicians would have 

faced east or southeast toward the altar. Playing space in the east of the hekal in Stratum 

IX was limited due to the west wall and the entrance to the debir. The performers could 

not have faced west as they would have played into the wall. 

Discussion Regarding Music and the Use of Space in Strata X and IX of the Sanctuary at 
Arad 

Now that we have explored the use of musical space in strata X and EX, we will 

discuss what the data reveals. 

In both strata, I have established specific areas as music space in relation to possible 

cultic activity of the hekal and debir. In each instance, the musicians would have stood in 

an area that has been designed for performance. This minimum playing space allows for 

some movement, dance, and projection of music toward the altar or debir. 

We do not know the details of cultic activity during the period. Thus, it may have been 

choreographed with the actions around the altar. For instance, cultic activity at the altar 

(i.e., sacrifices, burnt oflferings) and the music may have affected each other. The space 

of the musicians could have moved to other locations within the hekal on cues from 

priests or participants at the altar. The music also may have been composed, performed, 

or improvised according to the activity. In both strata, the groups of musicians may have 

moved along the perimeter of the suggested 2.5m cultic space around the altar. 
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Also, within the minimum playing or performing space, it is important to consider that 

the musicians may have also sung. There are several instrument and voice combination 

that could have been formed from the instruments employed for this study. For example; 

1. lyre, double-pipe, drum, vocals 

2. lyre, double-pipe, cymbals, vocals 

3. lyre, drum, cymbals, vocals 

4. vocals only 

It is possible that all of the musicians sang. Those conducting the activity at the altar may 

have also participated in singing (fig. 57). 

Other intangibles that may affect the use of music space include acoustics and the 

timbre of instruments. These are areas in which our knowledge is limited. It is possible, 

however, that musicians playing the melody or improvising may have stood out in front 

(footnote). This action would have altered the shape of the minimum playing space. 

Music and the Use of Space in Strata X and IX without Cultic Activity 

We must also explore the possibility that music may have been performed in the 

hekal without cultic activity. I Chron. 9:33 describes music in the temple "day and night" 

(Chapter Three). This passage indicates that music was performed constantly in the 

Temple, but there are no other activities discussed. The musicians and singers may have 

performed for the deity, listeners, or another form of cultic activity. With no other cultic 

activity taking place, the space of the hekal was open. There would have been no 2.5m 

cultic space around the altar. In this case, ca. 24-32 musicians could have performed at 
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once This (large) group could have aligned themselves north-south, while facing west 

toward the debir. As we have seen in several Near Eastern depictions, there has been 

some order in groups of musicians. This would have probably been the case in a large 

group of musicians in the hekalim of strata X and XI. If the instrumentation was the lyre, 

frame drum, double-pipe, and cymbals, the musicians may have been arranged according 

to similar instruments (Chapter 3 Mesopotamian figs. 10-12). Acoustics and the desire for 

specific musical effects would have dictated the arrangement. 

Musical Activity Outside the Sanctuary at Arad 

We have explored music activity performed in both hekalim with and without cultic 

activity. There are several possibilities for where musicians might have performed within 

these areas, but we must consider where musicians may have performed outside of the 

sanctuary. 

Depictions provide some clues. There are several Ancient Near Eastern portrayals 

displaying musicians involved in processionals (figs. 48, 57, 60, 62, 73, 71). Again, it is 

uncertain whether the processionals in the depictions took place inside or outside, but 

each contains at least one musicians. In processionals mixing musicians and non-

musicians, the musicians are presented together, or in close proximity of one another. 

Some drawings also reveal that processionals are moving toward or facing an enthroned 

figure, possibly a deity or royalty. The figures may have approached the seated figure in 

celebration of a victory in battle. Others depictions do not present a deity or royalty, or 

give any indication of the reason for the processional. 
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The Hebrew Bible provides some description of processionals. For example, I Sam. 

10; 5 describes a group of musicians and prophets descending from a bamah (Nakhai 

1996). The passage does not describe the exact positions of the participants, but does 

present the group as a cohesive unit of prophets and musicians moving together. Because 

some suggest that a bamah was an outdoor platform, this processional took place outside. 

Another example is found in I Sam. 18;6-7 (cf Chapter Three). Women with 

instruments, music and dancing, greet Saul and David after their victories. Although the 

text does not give details regarding the music activity, there is some indication of order. 

Women are described performing on musical instruments, singing and dancing together. 

Each of the participants must have had knowledge of the songs and dance steps in order 

to perform together. The Hebrew Bible provides other instances of groups involved in 

similar activity (Ex 15;20; I Chr. 13:8). These were discussed in Chapter Three. 

Weather may have also been a factor in outside musical performance. P. Goldberg 

explains that: 

The land of Israel is characterized by short, cool, rainy winters and long, hot summers. 
Most precipitation falls between mid-November and mid-March, and varies from up 
to ca. 1000 mm in the Galilee and Golan Heights in the North, to less than 50 mm in 
the Southern Negev. Temperatures show local variations, with the coolest mean 
annual temperatures in the mountains of the Galilee and Golan in the North and 
Judean Mountains in the central, and the central Negev plateau in the Negev; the 
warmer temperatures are in the Jordan Valley and Arava while are parts of the 
Syrian-Afncan Rift (Goldberg 1995:40). 

Arad is located in the arid region of the southern Negev. The average rainfall in this 

area is 150mm (Danin 1995:28). It appears that the present climate is similar to that of 

the Iron Age. In this case, precipitation could have been a factor that affected outside 
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activity during certain times of the year. Even during the rainy season, musicians could 

have performed outdoors under covering. 

An element that could have caused problems for particular instruments is wind. Some 

aerophones can be difficult to play when the wind blows toward the performer. 

Aerophone mouthpieces that are covered by the mouth or lips do not pose much difRculty 

when played into the wind. End-blown mouthpieces, however, can be almost impossible 

to play. The player must be skillful to play into the wind with this type of mouthpiece, or 

must turn in the opposite direction. The wind would have affected the instrumentation of 

groups. Aerophones with end-blown mouth pieces may have been excluded due to the 

wind or the musicians may have changed direction while performing. 

I attempted to play aerophones with various mouthpieces while standing on tells in 

Israel as the wind blew (Tell Jezreel, Tell Megiddo). I stood in places where there were 

no walls to block the wind. The wind gusts were approximately 15-25 mph. In order to 

play continuously, I had to move and change direction constantly. It was difficult to keep 

the tone constant, and the sound of instruments was diminished. Inside the hekal of Arad 

there was no wind to interfere with performing. 

To date, there have been no depictions of musicians reading written music. Thus, I 

conclude that music was memorized. Because reading music was not a factor, musicians 

could have performed at night. Light would have been necessary for moving, walking, 

and possibly for musical signals (cf chironomy. Chapter Two). 
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Summary and Conclusions 

Without question, music activity took place at the site of Arad, most likely inside the 

hekalim of stratum X and IX. The musicians would have performed in conjunction with 

cultic activity around the ahar. In both strata, depending upon their position in the hekal, 

the performers faced north, west, or east. There is no area in the hekalim of in either strata 

that would have allowed the musicians to stand facing south. We are unaware of the 

details of the actions of the musicians, but the available playing space permits movement 

by the individuals. The space created by the group could have moved in almost any 

direction within the cultic space perimeter. 

If cultic activity did not take place when the musicians performed, the number of 

musicians involved in performing could have increased. Their arrangements may have 

varied, but the orientation toward the altar, or most likely toward the debir, would have 

been the same. 

There is also the possibility that there was no musical performance at anytime inside 

the hekalim in either stratum. Nevertheless, music may have been performed outside, in 

close proximity to the edifice. In both strata, the musicians may have performed along the 

east wall. In stratum EX, however, the musicians could have played along the wall east-

west wall that is connected to the east wall. 

The data does not permit us to draw firm conclusions. I would, however, suggest the 

following. If music took place inside the hekal in conjunction with cultic activity, the 

group of musicians was smaller in number than the group used in this study (lyre, drum, 

cymbals, flute). For example, instead of four musicians performing, there would have 
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been one or two. It is interesting to note that the Hebrew text gives large numbers of 

musicians performing in relation to cultic activity and the Jerusalem Temple (cf I 

Chr.23 :3). These numbers are not applicable to the small site of Arad, but we must take 

note of the number of musicians in the depictions of processionals. They suggest that the 

number of musicians involved in celebrations and cultic activity in ancient Israel 

peripheral sites may have been small. Although they are earlier than our period of focus, 

the two Late Bronze Age Canaanite depictions of processionals, show one musician in 

the line of participants. The Mesopotamian drawing from from Nineveh (fig.57) of a 

processional with twenty-six people shows the largest number of musicians. All others 

from ancient Near Eastern cultures display smaller groups of musicians. For this reason, 

we can consider that if music was performed inside the hekal with cultic activity, the 

number of musicians would have been smaller than the four piece ensemble. 

The number of musicians performing outside of the edifice could have been larger 

than four. The designated space outside is not as limited as space inside the hekal and 

could accommodate more musicians. It is unknown whether the inhabitants of Arad 

during the Iron Age were the only people that used the sanctuary. I would consider that 

participants may also have came from other sites. 

Suggestions in Future Research of Music and the Use of Space 

Research must continue in the area of music and space. We have data regarding 

edifices or open cultic areas in earlier and later periods, and textual descriptions of music 

use. These data, combined with interdisciplinary studies of ethnomusicology and 
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anthropology will reveal more information regarding the use of music and space. 

Reconstructions will also play a major part in future research. With reconstructed 

instruments, we can literally test hypotheses in music and space by placing persons with 

instruments in designated areas and designed arrangements at actual sites. 

There is still much to research regarding music and space and the other areas of 

musical activity we have discussed. Methodology will continue to develop as we go forth 

in these areas of study. It is imperative that we continue to probe enigmatic topics in our 

quest to understand life in the ancient world. I am confident that with the continued use 

and development of methodology derived from interdisciplinary studies, the mysteries of 

the ancient world will keep unfolding. 
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APPENDIX; A ILLUSTRATIONS 

1. Figure 1: Key to the Masoretic Biblical Notation from Haik-Vantoura's 1991. 

2. Figure 2: A Brief Explanation of the Deciphering Key from Haik-Vantoura 1991. 

3 Figure 3: The Prosodic and Psalmodic System Examples from Haik-Vantoura 1991. 

4 Figure 4: Examples of Flat Base Lyres from Lawergren 1998. 

5. Figure 5: Examples of Round Base Lyres from Lawergren 1998. 

6. Figure 6; The Ashdod Stand. Dothan 1977; Braun 1999. 

7 Figure 7: Photos of Four of the Figures from the Ashdod Stand. Braun 1999. 

8. Figure 8; Photo of Females with Various Hand and Arm Positions. Pritchard 1943a. 

9 Figure 9; Personal Sketches 

10. Figure 10: Personal Sketches 

11. Figure 11: A male lyre player from the tomb of Beni Hasan. Bayer 1982; Manniche 
1987 

12. Figure 12 Tel Batash stamp seal and imprint. Braun 1990-91. 

13. Figure 13 Mt. Nebo cylinder seal and imprint. Braun 1990-91. 

14. Figure 14 Ashdod stamp seal. Braun 1990-91. 

15. Figure 15 Tel Keisan stamp seal. Braun 1990-91. 

16. Figure 16 Stamp Seal from Unknown Provenance (PC/UP). Braun 1990-91 

17. Figure 17 Stamp Seal from Unknown Provenance (TA/UP). Braun 1990-91 

18. Figure 18 Stamp Seal from Unknown Provenance (H/UP). Braun 1990-91. 

19. Figures 19-26: Stamp Seals from the Hetty Goldman Collection. Poroda 1955. 

20. Figure 27: Plaque figurine from Beth Shean. Braun 1999. 
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21. Figure 28; Plaque figurine from Tel Tanaach with close up of disc. Braun 1999. 

22. Figure 29 Plaque figurine from Megiddo. Braun 1999. 

23. Figure 30 Plaque figurine from Tel el-Far'ah. Braun 1999. 

24. Figure 31 Drawing of plaque figurine from Gezer. Redmond 1997. 

25. Figure 32 Decorated frame drum from Egyptian New Kingdom Period. Manniche 
1987 

26. Figure 33a: Examples of painted drum heads from the American Southwest. Blades 
1984. 

27. Figure 33b: Examples of a painted drum head from Japan. Blades 1984. 

28 Figure 34: Six and nine o'clock hand position on drum. 

29. Figure 35: Three and six o'clock hand position on drum. 

30. Figure 36: Hand position in the center of the drum. (Figurines with Disc from 
Achzib. Meyers 1991b.) 

31. Figure 37a,b,c: Examples of side views of figures playing frame drums from Egypt 
and Mesopotamia. Sendrey 1969a ; Manniche 1987. 

32. Figure 38 Figurine with Disc from Shikmona. Bayer 1982. 

33. Figure 39 Figurine with disc from Achzib. Meyers 1991b. 

34. Figure 40 Figurine from the Harvard Semitic Collection. Meyers 1991b 

35. Figure 41 Figurine with disc from Amathus. Meyers 1991b. 

36. Figure 42a: Figurine with disc from the Dayan Collection Meyers 1991b. 

37 Figure 42b: Figurine with disc from the Cesnola Collection Meyers 1991b. 

38. Figure 43: Photo of Jimi Hendrix. 

39. Figure 44a,b,c: Various types of Mouthpieces. 

40. Figure 45: Examples of Egyptian "thick" and "thin" lyres. Lawergren 1998. 
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41. Figure 46; Female musician with oboe from Deir el-Medina. Manniche 1987. 

42. Figure 47: Females clapping, playing with aerophone and dancing. Marmiche 1987. 

43. Figure 48; Male and female figures with instruments from Theban Tomb 113 of 
Kynebu. Manniche 1987. 

44 Figure 49a&b; Males and females practicing chironomy. Marmiche 1987. 

45 Figure 50&51: Female with lute involved in an erotic encounter with a male. 
Manniche 1987. 

46. Figure 52; Female with lute involved in an erotic encounter with a male or god. 
Manniche 1987. 

47. Figure 53; The god Bes with a frame drum. Manniche 1987. 

48. Figure 54; A wooden female figurine with an angular harp. Manniche 1987. 

49. Figure 55; A standing cymbal player. Hickmann 1949a. 

50. Figure 56; Depiction of Four Musicians from Kuyundchik. Sendrey 1969a. 

51. Figure 57: Depiction of Four Musicians from Sinjirli. Sendrey 1969a. 

52. Figure 58a&b: Figurines with Drums. A is possibly from Diqdiqqeh; B is from an 
unknown provenance. Depiction of Twenty-six figures participating in musical 
activity from Kuyundchik. Sendrey 1969a. 

53. Figure 59; The nay and zummara. Female with frame drum from Mesopotamia 
(possibly found at Diqdiqqeh). Van Buren 1978. 

54. Figure 60&61; Cy3 Idalion Bowl from Cyprus; Close up of trio of musicians. Female 
with frame drum from Mesopotamia. Unknown Provenance. Van Buren 1978. 

55. Figure 62; G3 bowl from unknown provenance. 

56. Figure 63; G8 bowl from unknown provenance. 

57. Figure 64; Figurine from Temple of Hera 

58. Figure 65; Figurine from unknown provenance. 

59 Figure 66; Figurine from unknown provenance. 
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60. Figure 67: Figurine from unknown provenance. 

61 Figure 68: Figurine from unknown provenance. 

62. Figure 69: Figurine from unknown provenance. 

63 Figure 70: Figurine with double pipe from the Nicosia Collection. 

64. Figure 71: Figurine with aerophone and (dancing?) figures from the Nicosia 
Collection. 

65. Figure 72: Ashdod figurine with chordophone 

66. Figure 73: Tel el-Far'ah South: Engraved Ivory Panel with Iconographic Depiction. 
Braun 1999. 

67. Figure 74: Engraved Ivory panel from Megiddo with lyre player in processional. 
Braun 1999. 

68. Figure 75 Kuntillet 'Ajrud Seated Lyre Player. Braun 1999. 

69. Figure 76 Lute player from Beth Shean. Bayer 1982; Braun 1999 

70. Figure 77 Arad Stratum X with Playing Spaces 

71. Figure 78 Arad Stratum IX with Playing Spaces 



KEY TO THE MASORETIC BIBLICAL NOTATION 
(still found in current editions) 17 

I. THE PROSODIC SYSTEM 

SIGNS BELOW THE WORDS: 
They are FIXED pitches 
in a tonal scale. 18 19 

s y T 7 ~ ;::; J" --- -~ --
C D E F G A B 

[Tonic] 

< -
C 

Their ~ound continues until a new sign appears below the letters, and is 
interrupted only by a new sign above the letters. 

SIGNS ABOVE THE WORDS: 
They are ornaments subordinated 
to the fixed degrees and represent 
one, two or three notes.20 

" / -
(• j • (•l (• ) - (• ) (•l w (• l 

(8)C (8)0 (8)A 

N // 

• 1: 
(•l •w (•l (•l -_ (•l (• )·-

(8)8 A (8)A G (8) (8)0 C 

q,_ 21 ,P 

(• ! -- (•l -•- (•)·-- t•i--· (• )·-- ~) 

(B)A C (8)A 8 A (8)0 8 0 (8)C D E (8)E D C 

There is one last sign rarely given in the text and which has a "mixed" 
meaning ( cf. p. 278). 

fig. I 
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A Brief Explanation of the Deciphering Key 

KEY TO THE MASORETIC BIBLICAL NOTATION 
( continued) 

II. THE PSALMODTC SYSTEM 

SIGNS BELOW THE WORDS: 
They are FIXED pitches 
in a tonal scale. 22 

V 

-0# 

18 

T / 

- -
E F# 

[Tonic) 

"- ('\ J < - - --
G A B C 

Their characteristics are the same as the corresponding signs in the 
prosodic system. ( V and / always maintain the same intervallic 
relationsliip with the tonic I as portrayed above; if the tonic note were 
taken as D the degrees below and above it would be C# and E, 
respectively.) 

SIGNS ABOVE THE WORDS: 

Signs already used: 

Special signs: • 23 

(•l -

(B)A 

fig. 2 

/ 

These signs are also found in the 
prosodic system. Their meaning 
is unchanged. 

< _J ~22 - -(• ) - (• ) (• ) ---
(B) EB (B) F' or F• (Bµ A A#24 
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fig. 3 

PROSODIC SYSTEM: Exodus 20:2-7 (excerpt of the Decalogue) 

PSALMODIC SYSTEM: Psalm 137 ("By the rivers of Babylon . .. ") 
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fig. 4 Lyres with flat bases 
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fig. 5 Lyres with round bases. 
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a. membranophone b. aerophone 

c. chordophone d controversial figure 

fig.7 
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fig.8 
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fig.9 
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FIG 11 Iconographic depiction of a KTC player from the tomb of Beni Hasan. 
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fig.12 Stamp seal and imprint from Tel Batash. 
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fig.13 Cylinder seal and imprint from Mt. Nebo. 

fig. 14 Stamp seal from Ashdod. 
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fig.15 Stamp seal from Tel Keisa11 

fig. 16 Stamp seal from unknown provenance (PC/UP) 
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fig.17 Stamp seal from unknown provenance (T NUP) 

fig. 18 Stamp seal from unknown provenance (H/UP) 
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fig.24 

fig.26 

fig.25 

Stamp seals from the Hetty Goldman Collection 
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fig.29 Tel el-Farah fig. 30 Megiddo 

fig.27 Beth Shean fig.28 Tel Taanach 
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^g-32 Oeoofated frame dnnn from Egyptian New Kingdom Penod 
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fig.330.. Decorated drum heads from the Southwest 

b. Decorated drum head from Japin. 
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fig. 34 
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fig.35 
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fig. 3 7 a. b, c. Examples of side views of figures playing frame drums from Mesopotamia and Egypt. 
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fig.38 figurine with disc from Tel Shikmona 
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fig.39 figurines with discs from Achzib 
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fig.40 figurine with disc from Harvard Semitic Museum Collection 
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fig.41 figurine with disc from Amathus 
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a. . 

fig.42 figurines with discs from Dayan Collection 

b. 
figurine with disc from the Cesnola Collection 



fig.43 Guitarist Jimi Hendrix. Notice that because he was left-handed, Hendrix performs on the guitar with 

it "upside down and backwards." 
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A homsmade beating 
reed made of tlainlest steel or ottter 
non-oorrosive springy nwtai <sliown 
in two possible orientations). The 
player places his or her whole mouth 
over the section of the tube that 
holds the reed, and blows. 

a o 
An idioglottal reed, 

with an end-on view showing the 
sloped walls of the reed as formed 
by the cut. 

rig.44 Various types of aerophone moullipicccs. 

Steps In making a dannet-
type single reed mouthpwoe 
1. Make the angle cut at the lube end, 
and sand il smooth. 
2. Give a slight back-curvature to the 
last 3/4' or so of the cut surface. 
3. Strap the reed in place. 
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A; Rppie flute. 8: Code, with its sloping flattened surface for the wind channel. 
C: The ootl( in place in front of the edge cut 
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45 

Examples of reconstructed lyres from Egyptian culture. These are "thick'' and "thin" lyres that 
Lawergren has discussed. 
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fig.46 Musician \»ith Oboe from Deir el-Medina. 



fig 47 Figures wilh Oboes and Danccrs from Ihc Tomb of Ncbamun. 
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ng.49 Males and females practicing chironomy 
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fig 50 Fcnwie with lute involved in erotic encounter 

fig 51 Female with lyre involved in erotic encounter 
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fig.52 The god Bes with frame drum. 
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fig.53 Wooden figurine of female with angular harp. 
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fig. 54 Slancting "YmbaJ Player. 



fig.55 Depiction of Four Musicians from Ku>nndchik 
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fig.56 Depiction ofFour Musicians from Sinjirli 



fig. 57 Depiction from Kuyundchik of Musicians and Vocalists(?) 
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fig.58 a., . Figurines with Drum from Mesopotamia (possibly found at Diqdiqqeh) 

b . Figurine with Drum from Mesopotamia. Unknown Provenance 
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fig 59 TtfC nay and zummara. 
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fig.61 Cy3 : ldalion Bowl 
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fig. 62 Bowl from UnJatown Ptxnenance 



fig.63 G8: Bowl &0I11 Unknown Prewnancc 
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fig.64 Figurine from Temple of Hera 
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fig.65 
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fig.66 
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fig.69 Figurine from Unknown Provenance 
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fig. 70 Figurine with double pipe 
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fig. 71 Figurine with Aerophone and (Dancing?) Figures 
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fig. 72 Ashdod Figure with Chordophone 



fig.73 Tel el-Far'ah South: Engraved Ivory Panel with Iconographic Depiction 
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fig. 75 KunoUet .Ajnid Seated Utc Pta>cr 
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fig.76 Beth Shean Standing Lute Player 
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1 1 
cultic space 

Arad: Stratum X 1. hekal 2. debir 

Cultic Pla>ing Spaces A. B. and C 
fig. 77 
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Arad: Stratum IX. 1. hekal 2. debir 
Cultic Playing Spaces A, B, and C 
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