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Music in the sacred spaces 
of the Thracians

Alexandra Fol, Valeria Fol

In the book Th e Th racian Dionysus. Book Th ree: Naming and Faith by Prof. Dr. Sc. 
Alexander Fol (2002) many pages are dedicated to music, singing and intoning 
(epodai) of sacred texts in the rituals. Th ese pages, as well as Professor Alexander 
Fol’s numerous conversations with his daughter, composer Dr. Alexandra Fol, 
inspired her to hold with her colleague Trevor Grahl an acoustic experiment in 
the heroon of Seuthes III (Fol, Grahl 2009). We dedicate this article to Profes-
sor Alexander Fol, who encouraged archaeoacoustic studies of Th racian sacred 
buildings and rock-cut sanctuaries.

Archaeoacoustics and acoustic archeology constitute relatively new strands in 
the research of immovable archaeological sites, especially those with sacral func-
tions (Debertolis, Bisconti 2013). Until recently, the acoustic characteristics of 
archaeological sites, even those that were preserved in a relatively complete state, 
were not included in the archaeological descriptions. In all cultures music and 
melodeclamatics form an essential element of the rituals (Sultan 2017), which 
is why the att ention of scientists in recent years has been aimed at clarifying the 
functionality of spaces in terms of sound (Loose 2002).

Particular att ention is paid to sacred sites, as the writt en tradition expressly 
emphasizes the importance of utt ering and intoning sacred texts. Th rough acous-
tic research, one can clarify the meaning of diff erent sounds, echoes, resonances, 
music, melodeclamation of sacred texts, as well as the silence of a person’s psy-
chological state when s/he is in a mystical state when s/he expects a divine ap-
pearance, when praying, or when receipving an oracle (a prediction). Modern 
science even seeks the impact of music on a neurological level on believers and 
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performers in the topoi of faith, thus uniting the eff orts of archaeoacoustics and 
neurology in research (Coimbra 2016; Campbell 2013).

Sound eff ects, consciously sought through architecture or the use of natural 
assets, form the sound characteristics of each site and suggest why some of them 
have a more mystical impact on believers than others, as the sound has direct ef-
fects on the human psyche. Th rough experiments and computer models, besides 
Christian medieval temples, the interdisciplinary teams that have been formed 
give special att ention to prehistoric monument and monuments of the Antiquity. 
Megaliths, incl. Stonehenge, tholoi in Crete, sanctuary complexes in the open sky 
and others are being researched. (Till 2009; Watson, Keating 1999).

In Bulgaria, where a large number of sub-mound sacral constructions and 
rock-cut sanctuaries have been preserved, following the acoustics experiment 
conducted in the heroon of Seuthes III (Fol, Grahl 2009), acoustic research of 
sacred archaeological sites begun within the scope of the panacademic project 
“Th e Th racians – Genesis and Ethnic Development, Cultural Identities, Civiliza-
tion Interactions and the Heritage of Antiquity”, whose fi rst stage is funded with 
a dedicated donation by Mr. Peter Mandjoukov (Fol A. et al., 2017; Фол Ал и др. 
2017). Th e team’s att ention was directed towards the sacred constructions in the 
Kazanlak valley, the Mezek Tomb, Tomb No 13 and the Sveshtari tomb in the 
Sboryanovo Archaeological Reserve, as well as the rock-cut sanctuary “Gluhite 
kamuni” (Th e Deaf Stones) in the Eastern Rhodopes.

Th e choice of the archaeological sites for the beginning of acoustic studies of 
Th racian sacred sites, and for the conducting the experiments with a male voice, 
were dictated by the writt en sources pertaining to the music of the Th racians. Ac-
cording to the writt en tradition, the most famous mythological musician is Or-
pheus, who trained his followers in an expressely constructed hall and welcomed 
his god, the sun, having climbed to the top of the mountain and subordinated the 
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underground gods to his (Orpheus’) will (Aesch., fr. 83 = PS.-Eratosth., Catast., 
241; Conon FrGrHist 26 F1.45; 2Eurip. Alc. 357–3603).

 1 Aesch., fr. 83 = PS.-Eratosth., Catast., 24
  Orpheus did not honour Dionysus, but believed the sun to be the greatest of the gods, whom 

also he called Apollo; and rising up in the night, he ascended before dawn to the mountain 
called Pangaeum, that he might see the sun fi rst, at which Dionysus being enraged sent upon 
him the Bassaridae, as the poet Aeschylus says, who tore him in pieces, and scatt ered his 
limbs abroad; but the Muses collected them, and buried them at the place called Leibethra.

  htt p://www.perseus.tuft s.edu/hopper/text?doc=Perseus%3Atext%3A1999.04.0104%3Aa
lphabetic+lett er%3DO%3Aentry+group%3D8%3Aentry%3Dorpheus-bio-1

 2 Conon FrGrHist 26 F1.45
  τελευτᾶι δὲ διασπασαμένων αὐτὸν τῶν Θραικίων καὶ Μακεδόνων γυναικῶν, ὅτι 

οὐ μετεδίδου αὐταῖς τῶν ὀργίων, τάχα μὲν καὶ κατ’ ἄλλας προφάσεις· φασὶ δ’ οὖν 
αὐτὸν δυστυχήσαντα περὶ γυναῖκα πᾶν ἐχθῆραι τὸ γένος. ἐφοίτα μὲν οὖν τακταῖς 
ἡμέραις ὡπλισμένων πλῆθος Θραικῶν καὶ Μακεδόνων ἐν Λιβήθροις, εἰς οἴκημα 
συνερχόμενον μέγα τε καὶ πρὸς τελετὰς εὖ πεποιημένον· ὁπότε δ’ ὀργιάζειν εἰσί-
ασι, πρὸ τῶν πυλῶν ἀπετίθεσαν τὰ ὅπλα· ὃ αἱ γυναῖκες ἐπιτηρήσασαι καὶ τὰ ὅπλα 
ἁρπασάμεναι ὑπ’ ὀργῆς τῆς διὰ τὴν ἀτιμίαν τούς τε προσπίπτοντας κατειργάσαντο 
καὶ τὸν Ὀρφέα κατὰ μέλη ἔρριψαν εἰς τὴν θάλασσαν σποράδην.

  But he died when Th racian and Macedonian women tore him to pieces, because he would 
not give them a share in his rites—and perhaps also for other reasons. For they say that 
aft er the misfortunes he suff ered with his wife he hated the entire female sex. So, on fi xed 
days, a crowd of armed Th racians and Macedonians would come to Libethra, gathering in 
a large dwelling that was well suited for initiations. Whenever they went in to perform the 
orgiastic rites, they left  their weapons in front of the gates. Th e women watched for this and 
aft er seizing the weapons because of their anger at the dishonour done to them, killed the 
men who att acked them and tore Orpheus apart, scatt ering his limbs into the sea.

  https://livingpoets.dur.ac.uk/w/Conon_Die_Fragmente_der_Griechischen_Histor-
iker_26_F1,_45

 3 Eurip. Alc. 357–360
  εἰ δ᾽ Ὀρφέως μοι γλῶσσα καὶ μέλος παρῆν,

ὥστ᾽ ἢ κόρην Δήμητρος ἢ κείνης πόσιν
ὕμνοισι κηλήσαντά σ᾽ ἐξ Ἅιδου λαβεῖν,
360κατῆλθον ἄν, καί μ᾽ οὔθ᾽ ὁ Πλούτωνος κύων
οὔθ᾽ οὑπὶ κώπῃ ψυχοπομπὸς ἂν Χάρων
ἔσχον, πρὶν ἐς φῶς σὸν καταστῆσαι βίον.
ἀλλ᾽ οὖν ἐκεῖσε προσδόκα μ᾽, ὅταν θάνω,
καὶ δῶμ᾽ ἑτοίμαζ᾽, ὡς συνοικήσουσά μοι.
365ἐν ταῖσιν αὐταῖς γάρ μ᾽ ἐπισκήψω κέδροις
σοὶ τούσδε θεῖναι πλευρά τ᾽ ἐκτεῖναι πέλας
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Because of this evidence, the onset of acoustic research began with a male 
voice both in the enclosed space and in the open space of a rock-cut sanctuary. 
Th e search for particular resonant tones and tone system in a given ratio is im-
portant, because a text by Strabo reads (Strab., X 3, 17 Meineke):

From the song, the rhythm, and the instruments, all Th racian music is sup-
posed to be Asiatic. Th is is evident also fr om the places where the Muses are 
held in honour. For Pieria, Olympus, Pimpla, and Leibethrum were anciently 
places, and mountains, belonging to the Th racians, but at present they are in 
the possession of the Macedonians. Th e Th racians, who were sett led in Bœo-
tia, dedicated Helicon to the Muses, and consecrated the cave of the Nymphs, 
Leibethriades. Th e cultivators of ancient music are said to have been Th ra-
cians, as Orpheus, Musaus, Th amyris; hence also Eumolpus had his name. 
Th ose who regard the whole of Asia as far as India as consecrated to Bacchus, 
refer to that country as the origin of a great portion of the present music. One 
author speaks of ‘striking forcibly the Asiatic cithara;’ another calls the pipes 
Berecynthian and Phry- gian. Some of the instruments also have barbarous 
names, as Nablas, Sambyce, Barbitus, Magadis, and many others.4

πλευροῖσι τοῖς σοῖς: μηδὲ γὰρ θανών ποτε
σοῦ χωρὶς εἴην τῆς μόνης πιστῆς ἐμοί.

  If I had the voice and music of Orpheus so that I could charm Demeter‘s daughter or her 
husband with song and fetch you from Hades, [360] I would have gone down to the Un-
derworld, and neither Pluto‘s hound nor Charon the ferryman of souls standing at the oar 
would have kept me from bringing you back to the light alive. But now wait for me to arrive 
there when I die and prepare a home where you may dwell with me. [365] For I shall com-
mand my children here to bury me in the same coffi  n with you and to lay out my body next 
to yours. Never, even in death, may I be parted from you, the woman who alone has been 
faithful to me!

  Euripides. Euripides, with an English translation by David Kovacs. Cambridge. Harvard 
University Press. htt p://www.perseus.tuft s.edu/hopper/text?doc=Perseus%3Atext%3A1
999.01.0087%3Acard%3D328

 4 Strab., X 3, 17 ἀπὸ δὲ τοῦ μέλους καὶ τοῦ ῥυθμοῦ καὶ τῶν ὀργάνων καὶ ἡ μου-
σικὴ πᾶσα Θρᾳκίακαὶ Ἀσιᾶτις νενόμισται. δῆλον δ᾽ ἔκ τε τῶν τόπων ἐν οἷς αἱ 
Μοῦσαι τετίμηνται: Πιερία γὰρ καὶ Ὄλυμπος καὶ Πίμπλα καὶ Λείβηθρον τὸ 
παλαιὸν ἦν Θρᾴκια χωρίακαὶ ὄρη, νῦν δὲ ἔχουσι Μακεδόνες: τόν τε Ἑλικῶνα 
καθιέρωσαν ταῖς ΜούσαιςΘρᾷκες οἱ τὴν Βοιωτίαν ἐποικήσαντες, οἵπερ καὶ 
τὸ τῶν Λειβηθριάδων νυμφῶνἄντρον καθιέρωσαν. οἵ τ᾽ ἐπιμεληθέντες τῆς 
ἀρχαίας μουσικῆς Θρᾷκες λέγονται, Ὀρφεύς τε καὶ Μουσαῖος καὶ Θάμυρις, 
καὶ τῷ Εὐμόλπῳ δὲ τοὔνομα ἐνθένδε, καὶ οἱτῷ Διονύσῳ τὴν Ἀσίαν ὅλην καθι-
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Th racian singing with a refrain, Th racian paeanismos, is particular and distinct:

Since the “paeanismos” of the Th racians is called “titanismos” by the Greeks, 
in imitation of the cry utt ered in paeans, the Titans too were called Pelagoni-
ans. (Strab. VII fr. 40 Meineke).5

Th is text serves as support for our decision to use a low male voice in the ex-
periment.

According to the writt en tradition, Orpheus plays the lyre and the Th racian 
string instruments are described as royal. Th ey also sounded during rulers’ feasts, 
as Nicomedes has explicitly stated in his work “On Orpheus” (FGrHist IIIC 
772F3). Also known are the musical instruments used in the mass mystical ritual 
of the Th racians. Strabon (Strab. X 3, 16 Meineke6), reports that

ερώσαντες μέχρι τῆς Ἰνδικῆς ἐκεῖθεν καὶ τὴνπολλὴν μουσικὴν μεταφέρουσι: 
καὶ ὁ μέν τίς φησιν ‘κιθάραν Ἀσιᾶτιν ῥάσσων,’ ὁ δὲτοὺς αὐλοὺς Βερεκυντίους 
καλεῖ καὶ Φρυγίους: καὶ τῶν ὀργάνων ἔνια βαρβάρωςὠνόμασται νάβλας καὶ 
σαμβύκη καὶ βάρβιτος καὶ μαγάδις καὶ ἄλλα πλείω.

  htt p://www.perseus.tuft s.edu/hopper/text?doc=Perseus%3Atext%3A1999.01.0239%3A
book%3D10%3Achapter%3D3%3Asection%3D17

 5 Strab. VII fr. 40
  ἐπεὶ δὲ ὁ παιανισμὸς τῶν Θρᾳκῶν τιτανισμὸς ὑπὸ τῶν Ἑλλήνων λέγεται 

κατὰμίμησιν τῆς ἐν παιᾶσι φωνῆς, καὶ οἱ Τιτᾶνες ἐκλήθησαν Πηλαγόνες.
 6 Strab. X 3, 16 Meineke
  [16] τούτοις δ᾽ ἔοικε καὶ τὰ παρὰ τοῖς Θρᾳξὶ τά τε Κοτύττια καὶ τὰ 

Βενδίδεια, παρ᾽οἷς καὶ τὰ Ὀρφικὰ τὴν καταρχὴν ἔσχε. τῆς μὲν οὖν Κότυος 
τῆς ἐν τοῖς ἨδωνοῖςΑἰσχύλος μέμνηται καὶ τῶν περὶ αὐτὴν ὀργάνων. 
εἰπὼν γάρ“ σεμνὰ Κότυς ἐν τοῖςἨδωνοῖς
ὄρεια δ᾽ ὄργαν᾽ ἔχοντες,
“ τοὺς περὶ τὸν Διόνυσον εὐθέως ἐπιφέρει“ ὁ μὲν ἐν χερσὶν
βόμβυκας ἔχων, τόρνου κάματον,
δακτυλόδικτον πίμπλησι μέλος,
μανίας ἐπαγωγὸν ὁμοκλάν:
ὁ δὲ χαλκοδέτοις κοτύλαις [p. 662] ὀτοβεῖ.
“ καὶ πάλιν“ ψαλμὸς δ᾽ ἀλαλάζει:
ταυρόφθογγοι δ᾽ ὑπομυκῶνται
ποθὲν ἐξ ἀφανοῦς φοβεροὶ μῖμοι,
τυπάνου δ᾽ εἰκὼν ὥσθ᾽ ὑπογαίου
βροντῆς φέρεται βαρυταρβής.
“ ταῦτα γὰρ ἔοικε τοῖς Φρυγίοις: καὶ οὐκ ἀπεικός γε, ὥσπερ αὐτοὶ οἱ 
ΦρύγεςΘρᾳκῶν ἄποικοί εἰσιν, οὕτω καὶ τὰ ἱερὰ ἐκεῖθεν μετενηνέχθαι. 
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Th e rites called Cotytia, and Bendideia, celebrated among the Th racians, 
resemble these. Th e Orphic ceremonies had their origin among these 
people. Æschylus mentions the goddess Cotys, and the instruments used 
in her worship among the Edoni. For aft er saying, “O divine Cotys, god-
dess of the Edoni, With the instruments of the mountain worship;” im-
mediately introduces the followers of Dionysus,” “‘one holding the bom-
byces, the admirable work of the turner, with the fi ngers makes the loud 
notes resound, exciting frenzy; another makes the brass-bound cotylæ to 
re-echo.’” And in another passage; “‘Th e song of victory is poured forth; 
invisible mimes low and bellow from time to time like bulls, inspiring 
fear, and the echo of the drum rolls along like the noise of subterranean 
thunder;’ “ for these are like the Phrygian ceremonies, nor is it at all im-
probable that, as the Phrygians themselves are a colony of Th racians, so 
they brought from Th race their sacred ceremonies, and by joining togeth-
er Dionysus and the Edonian Lycurgus they intimate a similarity in the 
mode of the worship of both.

For the study of acoustics in the large rock-cut sanctuaries, which are pre-
served in many places in Ancient Th race, the instruments mentioned and the low 
sounds of the “terrible mimes imitating the bull” are important.

Th ese and other ancient Greek texts serve as the starting point for searching 
for the forgott en sound of Th racian music because music is the main language of 
the rituals through which the cultural memory preserves the notions of the world, 
the gods, man, society, the relationship person – society – nature, and even the 
notions of the healing practices of the Th racians by means of epodai. Plato, (Plat. 
Charm, 156d-157c Burnet), in his explanation of the indivisibility of the body 
and soul, reports that the Zalmoxis healers fi rst cure the body, then the soul fi -
nally, the sick organ.

Th e healing of the soul is through epodai, i. e. by singing / intoning good words 
/ charms. Th anks to the intoned good words, the soul achieves the state of ra-
tionality and fi nds itself in a balance between mind, feelings, will and morality. 
Despite the explicit reports of Strabo and Eschil on Th racian music, the Th ra-
cian mode has been testifi ed to once in the conventional form of thrakisti (in the 
Th racian way / manner) in Th eocritus (Th eokr., 14. 46 Gow). Th e only way to 

καὶ τὸν Διόνυσον δὲκαὶ τὸν Ἠδωνὸν Λυκοῦργον συνάγοντες εἰς ἓν τὴν 
ὁμοιοτροπίαν τῶν ἱερῶναἰνίττονται.
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get closer to this mode, and why not to restore it, is by studying acoustics and re-
verbs in the sub-mound sacral constructions.

Science has always been interested in sound because the cosmos vibrates and 
vibrations are sounds. On March 1, 2009, Professor René Doyon of the Univer-
sity of Montreal delivered a lecture on Cosmic Rhythms within the framework 
of the large Musimars International Music Festival, held in Montreal. Professor 
René Doyon is an astronomer. He shares with the composers that only for cul-
tural prejudice we represent the cosmos as an image.

Every element in the cosmos vibrates and these oscillations can be represent-
ed as light (seeing) or sound (music). Th ere is no reason for the universe to not 
be represented as music, because in the cosmos everything is vibration, includ-
ing light. Th e lecturer explains that astronomers measure the distance from the 
planets to the sun and the diff erences from the farthest point of the orbit to the 
sun and from the nearest point of orbit to the sun.

Th e results of these fractional measurements correspond to the Pythagorean 
range. Th e telescope data is turned into a sonogram and music begins to sound. 
Th e Voyager probe has also made and sent recordings of vibrations of planets that 
are presented as music and can even be heard on the internet.

Th e musical-mathematical philosophical teaching, seeking the harmonious ar-
rangement of the world, called music of the spheres, is associated with Pythagoras, 
Pythagoreanism and Platonism. In fact, with the power of thought alone, the an-
cient philosophers achieve what aft er a millennium, is proven by modern technol-
ogy. Perhaps by observing the rites, they have reached a conclusion which, aft er 
millennia, scientists have come to know – music is a universal way of communi-
cation between people and one of the main languages of the rites in all cultures. 
Since the most ancient times, the connection of music with the heavenly bodies, 
and specifi cally with the sun, is visible in rites, images and sacred texts. In South-
east Europe the sun has been celebrated ever since the Neolithic era.

Apart from the sources about musica humana, the writt en testimonies speak 
about the musica instrumentalis of the Th racians. An eloquent testimony belongs 
again to Strabo (Strab. X 3, 16 Meineke – see footnote 6 above). In Euripides’ 
description of Rhesus in the eponymous drama there is an interesting detail. Th e 
king’s shield is gold-plated, the many small bells that hang on the horse’s harness 
and on the straps of the shield “terrify” with their ringing. Rhesus emanates ton-
al suggestions with the bells, as their sound is heard fi rst, and, as Euripides says, 
Rhesus approaches as a god. It is the bells that ring “proudly” in a way called 
kÒmpoj – a dark-sounding, resonating, dancing sound. Rhesus sends his voice, 
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i. e. he sounds through the bells of his shield and through the chains of the mares’ 
decoration as he crosses the coast of Aegean Th race. Th e fi nal verse of this passage 
from Euripides’ description in his tragedy “Rhesus” defi nes the hero as a god, like 
“Ares himself ” (Eurip. Rhes. 301–308; 382–3857).

Th e belief in immortality equates the king-anthropodemon with the 
god.Тhe voice of the god, therefore, sounds with the “voice” of the metal, 
specifi ed in this case as gold and copper; i. e., as a perfect metal to which 
bronze also belongs when its color is golden or argentic. Th e “voice” of 
the metal is categorically delimited by the sounds of the two main groups 
of Th racian instruments. One group comprises the stringed instruments 
– the Orphic instruments, which the Th racian kings use even during a 
feast. Th e other group comprises the mysterious Dionysian instruments, 
such as the tympani, the aulos, the cymbals. Horse-trappings, decorated 
with silver and gold bells, were discovered at the funeral of a top-ranking 
aristocrat-warrior in the “Dalakova mound” near the village of Topol-
chane, Sliven (Dimitrova 2012: 77, 79). Th e arrangement of the bells 
would give us information about the sound of the aristocrat-warrior-rid-
er in parade armament with a richly ornated horse-trappings.

 7 Eurip. Rhes. 301–308; 382–385:
  καὶ πάντ᾽ ἀκούσας ὧν ἐφιέμην μαθεῖν, 

ἔστην: ὁρῶ δὲ Ῥῆσον ὥστε δαίμονα 
ἑστῶτ᾽ ἐν ἵπποις Θρῃκίοις τ᾽ ὀχήμασι. 
χρυσῆ δὲ πλάστιγξ αὐχένα ζυγηφόρον 
πώλων ἔκλῃε χιόνος ἐξαυγεστέρων. 
πέλτη δ᾽ ἐπ᾽ ὤμων χρυσοκολλήτοις τύποις 
ἔλαμπε: Γοργὼν δ᾽ ὡς ἐπ᾽ αἰγίδος θεᾶς 
χαλκῆ μετώποις ἱππικοῖσι πρόσδετος 
πολλοῖσι σὺν κώδωσιν ἐκτύπει φόβον.

  …
  καλόν, ὦ Θρῄκη, 

σκύμνον ἔθρεψας πολίαρχον ἰδεῖν. 
ἴδε χρυσόδετον σώματος ἀλκήν, 
κλύε καὶ κόμπους κωδωνοκρότους 
παρὰ πορπάκων κελαδοῦντας. 
θεός, ὦ Τροία, θεός, αὐτὸς Ἄρης 
ὁ Στρυμόνιος πῶλος ἀοιδοῦ 
Μούσης ἥκων καταπνεῖ σε.
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Th e same bells would touch and would sound diff erently depending on their 
arrangement on the horse-trappings, and on the density and the place of contact 
between the bells. Th e sound would naturally also vary depending on the horse’s 
pace. Th e Th racians have certainly used sound signals emanating from the horse-
trappings of high-ranking riders to orient themselves. Th e sound frequency, and 
in particular the sound density, determined by the size and number of bells, 
would be distinguishable from the frequency of the sound emitt ed by the weap-
ons in batt le. Soldiers would recognize their leader by the sound, especially in a 
situation where they would not be able to seek him out visually.

Following the writt en tradition, the team working on the subject “Acoustics” 
within the framework of the pan-academic project “Th racians”, conducted ex-
periments with a male voice in some of the sacred sub-mound constructions in 
the Kazanlak valley, in the Tomb of Mezek, in the tomb No 13 and the Sveshtari 
Tomb in the Sboryanovo Archaeological Reserve. Th e team also verifi ed whether 
the natural features of the “Gluhite kamani” (“Th e Deaf Stones”) Sanctuary in the 
Eastern Rhodopes were used for sound eff ects. It was established that through the 
architecture the characteristic acoustics were consciously sought and achieved in 
the sub-mound sacral constructions “Golyama Arsenalka”, “Grifoni”, in the he-
roon of Seuthes III – “Golyama Kosmatka” mound, in the Kazanluk tomb (origi-
nal) and in the Mezek Tomb.

It turns out that dome sub-mound constructions (except the two in the Shush-
manets mound and Helvetia mound) react resonantly and the sound “opens” on 
certain tones and overtones in intervals that are currently analyzed by the special-
ists (Fol A. et al. 2017, Фол А и др. 2017). Th e emerging sound characteristics of 
the individual sites would help clarify the music that sounded in the chambers 
when the latt er were in use.

Th e relationship between theory and practice is noticeable in architecturе, a 
domain that lays between art and science. Th e performance of music in a certain 
space aff ects not only the particular performance, but, in the medium and long 
term, the overall musical composition and performance practice of an era.

Th ose who know Christian liturgical music can remember how the rescue 
and publication of the Gregorian chant by the monks in Solesmes (France), the 
rediscovery of Gabrielli’s double choirs and the restoration of medieval and Re-
naissance church organs and other instruments help musicologists to restore the 
sound, style and performing practices of an era.

Architecture and acoustics defi ne complete musical styles. For example, in the 
recent past, the famous Greek composer and architect Yannis Xenakis applies the 
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theories of chance and the same mathematical formulas in his works and in his 
building designs. Also, the exclusion of certain golden mean proportions from 
the construction of some modern concert halls and temples, as well as the use of 
concrete, necessitate the implementation of sound amplifi ers, microphones and 
electronic instruments, which over time become a determining factor in numer-
ous musical styles.

It is important to emphasize that there is no musically facilitating acoustics in 
the chamber of the copy of the Kazanlak Tomb, although all dimensions are re-
peated. Th is suggests that the stucco on which the frescoes are painted plays an 
important role in the reverberations (continuous refl ection of sound waves) in 
the space. Th e experiments with voice showed the lack of musically facilitating 
acoustics in the temple in the “Shushmanets” mound, in which the key stone-
sun disk was connected with a column with the center of the fl oor. No singing 
had taken place if the constructions built in the “Helvetia” mound and in the 
“Sveshtari” tomb. Th e last two are not dome-shaped, and the chambers have al-
so been plastered with stucco. Th e project explores all the stucco found so far in 
sacral constructions. Th e results will show whether besides architectural solu-
tions, the plastering approach played a role in shaping the sound characteristics 
of the premises.

Th e best acoustics for music-making were documented in the dome 
chamber of the sacred construction in the “Grifoni” Mound. Th e key 
stone of the dome is shaped like a solar disk. When the door is open, 
everything spoken, intoned and sung in the room is heard outside the 
front door by those standing there. Unfortunately, because of the fence 
and the buildings in front of the entrance, the distance of the sound trav-
el was not established.

Th e other site with such features is the one in the “Golyama Arse-
nalka” mound. During the experiment, it was established that when 
the door was open, the sound of the intoning, including the enunciated 
syllables, reached 40 meters in front of the entrance of the sub-mound 
construction. Th e dome room acts as a volume amplifi er. Archaeoastro-
nomical studies indicate that the sacred building functioned as a place 
for measuring time. During the winter solstice, the beam of light entering 
through the door reaches the stone bed situated opposite the entrance.

During the summer solstice, the light beam reaches the concave, circular, sun-
shaped altar with rays in the center of the fl oor. Th e altar is just below the key-
stone that has the shape of a sun. It has long been suggested that in the “Golyama 
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Arsenalka” mound was built as a temple dedicated to measuring time according 
to the solar calendar. Aft er the acoustic experiment, one can form the hypothe-
sis that on certain days (most probably during the winter and summer solstices) 
a ritual was performed in the dome room, during which the sacred words that 
were made available to the crowd gathered in front of the entrance. Th e rituals of 
meeting the birth of the new sun and celebrating the days when it is in its zenith 
where music constitutes a basic element, are found in all Mediterranean cultures, 
but such a perfect building with acoustic qualities for the honouring of the Sun-
God, is as of now found only in Th e Kazanlak valley.

Th e sound characteristics of the dome chambers with a keystone – sun disk 
in the Mezek and Kazanlak tombs, and in the heroon of Seuthes III show that 
the impact of singing and intoning is very strong on the body and is meant for 
the limited group of people in the chamber. Th is eff ect is also characteristic of 
the monolithic sarcophagus of the heroon of Seuthes III. Hypothetically, sing-
ing and intoning can be said to constitute an essential element of the immortali-
zation ritual.

Th e sound characteristics of the sub-mound constructions suggest that those 
with domed halls with keystone-sun disk possess acoustic characteristics and ex-
ert a more mystical impact on believers, as the sound has direct eff ects on the hu-
man psyche. Th e construction of such halls requires special knowledge that the 
ancient builders possessed.

Th e processing of the results of the acoustic studies as of now, as well as the 
compilation of comparative tables showing absolute values and intervals would 
reveal the most resonant frequencies in the diff erent buildings. Correspondenc-
es in the relations between the frequencies with the most pronounced proper-
ties, such as the greatest resonance, the longest echoes, the farthest sound travel, 
would tell us which intervals formed the basis of Th racian musical melodic and 
harmonic thinking.

So far, a description of the Th racian mode in musical terms has not been 
found, but the writt en sources cited above, as well as the connection of the myth-
ological singers Orpheus and Th amyris with the Th racians, suggest unambigu-
ously that at least one Th racian mode exists.

Th e intertwined connections and relationships between the sciences and the 
arts in the Antiquity that survive in the science of acoustics, in the liturgical music 
of Christians and Jews, and in the theatre (stage) arts to this day give us very se-
rious reasons to believe that we will be able to restore the Th racian mode by ana-
lyzing the repeated intervals, their register and sound qualities. (Fol, Grahl 2009, 
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Fol, A. et al., 2017, Фол А. и др. 2017) Currently, we expect the fi eld team to 
complete the data processing and provide us with the necessary tables of raw data.

Aft er the experiments with a male voice, other experiments are planned and 
will be conducted with reconstructed instruments of the Antiquity. Th ese experi-
ments will provide new data and a basis for comparison. We should not expect 
easy-to-decipher results, nor results that would suggest a one-sided interpretation. 
Despite numerous writt en sources and hypotheses to date (Sultan 2017), the re-
cords of music in Ancient Greece, for example, remain incomplete.

Considering that the studied sacred buildings from the end of the 5th century  
the beginning of the 3rd century BC, are located in a territory dominated by the 
Odryssians, we can say that their aristocratic establishment, which commissioned 
these underground halls, had special requirements to suit the rituals.

Knowledge of the power of music and its impact on people, of the organizing 
and constructing a space with special acoustic qualities, of course, is not available 
to all but to a select few who pass it on from generation to generation. “Gluhite 
kamani” (Th e Deaf Stones) Sanctuary, for example presents an obvious proof that 
the Odryssians’ knowledge of sound is exceptional, considering that they have 
reclaimed a space in this particular sanctuary, which possesses the qualities of a 
recording studio.Th e aristocratic society of the Th racians apparently impressed 
with this knowledge its neighbors, the Hellenes, considering the Hellenes my-
thologized the priests who ruled sound in the image of Orpheus.
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Pazardjik district, 4th century BC, 4 в. пр. Хр., Фол В. 2008. Орфей тракиецът, 
София, с. 49.

05 Clay drums from a burial in tumulus No. 32 in the Oreshaka locality, Th racian 
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08 Dome-solar disc in the temple in the “Golyama Arsenalka” mound, end of the 5th 
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09 Altar-solar disc in the middle of the dome chamber in the temple in the “Golyama 
Arsenalka” mound, end of the 5th c. BC. Photo Valeria Fol

10 Dome-solar disc in the temple in the “Grofi ni” mound, end of the 5th – beginning 
of the 4th c. BC. Photo Valeria Fol

11 Dome-solar disc in the heroon of Seuthes III, 4th c. BC. Photo Valeria Fol
12 Female musicians depicted in the dome chamber of the Kazanlak tomb, end of the 

4th c. BC. Photo Valeria Fol
13 Dome-solar disc of the Kazanlak tomb, end of the 4th c. BC. Photo Valeria Fol
14 Dome-solar disc with column, temple in the “Shushmanets” mound, end of the 

5th – 4th c. BC. Photo Valeria Fol
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15 Solar images on one of the wings of the door in the “Shushmanets” mound, end 
of the 5th – 4th c. BC. Photo Valeria Fol

16 Rock niches, “Gluhite kamani” (Deaf stones) sanctuary. Photo Chavdar Stoichev
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