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ITPOAOI'OX

210V 0pyoio EAMANVIKO KOOUO 1 HOVLGIKY, O YOPOG KOl 1 YUUVOGTIKY MTOV
eopelc aymyng wor mowdeiog - o opyaiog EXAnvoc opyeiton kot yvuvéaleton
GLGTNUATIKA, ATOPOITNTO HEV OTN veopn NAKia aAld cvyvd ce O6An ) (on Tov.
Ympyov PéPara emayyeAuatie HOVGIKOL, YOPEVTEC KOl TPOTOVNTEG OTMG ONUEPU,
TOTE OPMC O EPACITEXVES NTAV TOAD TepiocdTepol. H ovoiddng dapopd givar 41t to
TpinTvX0 AVTd (HLOVGIKT, YOPOS, AOANGN) T0 Bepovue TOPA doKEAOT 1| YOUTL 1|
{owg kot ayyapeio dtav yivetar cav padnuo 6to oyoieio, evd ot MTOV PEPOS TNG
amopoitnng KoAAEpyelag oy onoia mpocéPrene o moAitne. Topa ta MME é&yovv
kabepooel v avtiAnyn ot 10 Tpintuyo eivor oxeddv cuvdvopo pe Béapa amd
enayyehpatiec mpog mabntikovg Beatéc, evod TOTE 0 KOOEVOG UITOPOVCE VO TAPAYEL TN
O1KT| TOV J1GKEDOOT) KOL VAL TV LOPOCTEL LE TOVS YUP® TOV OVA TAGO GTLYUN.

Avtd cvveyiommke oV TOPAOOGLOKY KOwmvio - ota yopid PEXPL €KATO
wpévio v o Kabévog MEepe TOAAEC OeKAdEC N €KOTOVTAdES Tpayovdln, TOAAOL
énonlav Kamowo dpyavo, 6Aot nEepav vo xopevovv (Sgv giyav ovaykn amd YOUVOGTIKN
a@oV 1M Kabnuepwvn S0vAELd TOVg TEPlelye OAwV TV €OV TS Kivioel). Elyav ta
voytéplo, TO YAEVTWO, TOLG YAUOLG, TO TOvVNyvplo oAAG Kot To StoAeippoto g
OOVAELAG GTO YOPAPLL Yo Vo EMO0B0VV GE gvepynTiKn dlackédaon kot aymyn. Eueic
ONUEPO TTPEMEL VAL OPYOVAOGOVLE Uiy 6000 Yo vo TTAUE o€ pol ekdNAmon 6mov o
kaBopaote axivntol yuo va pog dtaokeddalovv aAlol, oe Eva vuxtepvd KEVTIPO, GE L
cuvavAia 1 6to YNIEdO.

Metd and dekaetieg Epevvag tov apyaiov, Tov Pulavivod kot Waitepa TOV
TaPad0cLaKoD YOPOoL MGTEV® OTL dgv glvan amapaitnTo vo EEpovpe TMOG YOPELAV Ol
Apyoaiot EAAnvec. Avtd mov éyet onpoacio eivor va Kotahdfovpe yrati xdpevav kot vo
EVOTEPVIGTOVUE T O1KN) TOVG TPOGEYYIGT TOL XOPOoU, UE GAAN AOYLL VO YOPEDOLLE Yo
TOoVG 1010V¢ AOYOVG oL YOpevay ekelvol. Avtd dev glval KaBOAoL €OKOAO HlOG Kol
€YOVE JOMOTIOTEL LE TIG aPYES TNG CLYYPOVIG KOWMVING. AV UTOPOVGAUE VO OOVUE
T0 Yopd e To. OKA TOLg pate Bo yopedoue Omwg ekeivol. To 100 ko pe
YOUVOGTIKN: TL KL oV 0gv EEPOVUE TL AGKNOELS €KOvoV OTIG molaioTpes; Apkel va
motéyoupe OTL | COUATIKY] Aoknon divel épym, de&otnta, duvaun, vyeia, dpo Kot
opoppld. X' avtéc TS afieg motevovpe Ki Ui OAAG TIG emMOIOKOLUE pE TPOTO
TEXVNTO, T.). TNV VYELQ LE PAPLLOKAL.

Tnv mpocéyyion Tov mTapadosiaKoL Yopov, TNG LOVGIKNG Kol TNG POPECLAG ooV
cLVEKELD TOV avTioTol OV apyainv kabiépmae 10 Xopobéatpo "Adpa Xtpdtov" péca
amo pa mopeia 60 ETOV GV PAPOG KoL TPOTLTTO Y10l TO YIAAGES YOPEVLTIKA AOOYPUPUKCH
GLYKPOTHHOTA TOL WpvOnKav apydtepa. Xto Oéua ¢ 101G TG opyoiag OpYNoNG,
peta 15 ypdvia BAémovpe 6TL N avticToryn opdada Tov Xopohedtpov dev Pprke punTég



- lowg va givor vopic akdpa, iomg 1o aviikeipevo va eivar SHGKOAO pol Kot aontel
GLUVOLUGO TTOALDY YVMOGEMY KOl TOAEVTMV.

Yav eKTPOCOTOC TOL 16Topkoh Xopobedtpov "Adpa Ztpdtov" yopetilm pe
wwitepn xopd to avd yeipag cOyypoppo mov empeAndnkoy 000 TavemoTNUIOKOT
ddaktopec, puEAN e Oudoag Apyaiag Opynong. Eivar avtovonto 6t 1 ékdoon Ba
€xel TV TANPN VIOGTNPEN LOG GTNV TPMTH TOPOVGINCT Kot TV TPOPOAN TNG.

H Opadog Apyaiog Opynong tov XopobBedtpov ota 25 ypdvio Asttovpyiog g
€xel 610 evepyNTIKO TG MOAAG PBifAia, pobnuota, cepvapio, TopocTacelS Kot GAAEG
exdnAooelg otv EALGOa kou oe didpopeg dAres ydpec. Me v mopovca €kd00m
mpoywpder éva Pruno  pokplvtepa cuvovalovtag TV Opynomn He TV GOAnom,
AVOOEIKVVOVTAG TEG GV POPELG TOMTIGHOV.

210  oUYYPOUUO  GUUUETEXOLV  €YKPUTOL  TOVETICTNUIOKOT  dACKAAOL
eneEepyalopevol Bépota otopiag, @UAOGOQiag, yopod Kol COUOTIKNG oywyns. Ot
EMUEAMNTPIEG KATAPEPAV VO GLYKEVIPAGOLV £va VPV PAGUO TPOGEYYICEDY DGTE vV
TPOCPEPOVY  GTOVG EPELVNTEG VOl TOAVTILO EPYOAEID OVAPOPAS KOl TEPOUTEP®
depevvnons. Avarloyo coyypoppa dev vapyel ot debvn Piploypapio.

Oepud ovyyapnmpla oty Avva Adlov koar v lodvva Mdaoctopa yoti
KATApePOV Vo GLUTAEEOVY TO YOpO He TNV AOANOT o BepNTIKO OGO KOl TPOKTIKO
eninedo, exmovovtog €vav TOpo wov emdéla PplokeTon VWO TNV ouyidd  TOL
Xopobedtpov "Adpa tpdtov" kot Tov Atebvoug Zvufoviiov Xopov CID UNESCO.
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XHMEIQMA TQN ENIMEAHTPIQN

Ta xeipevo mov teptlappdvoviar 6tov mopdvto TOUO EMAEXONKAV oo TIG
EMPUEMTPIEG pE Pdiom TN BeRaTIKN TOVG GLYYEVELD KO GYECT LLE TOV TITAO KOl TO
ePLEYOUEVO TOV PIAIoV. ATOTELODY TPOTOHTLTN £PEVVO TOV GLYYPOUPEMY KO OTIC
VOO ILEWDGELS akoAoVOElTOL KoTtd TepinTmon 1 wéB0d0¢ Tov TPOTILOVVY Ot {5101 Ot
GLYYPOPEIG GTOV VTOUVIULOTICUO TMV TNYOV KOl TOV TOPOTOUTMV.
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Ancient Dance Research: I n search of a methodology

Nektarios Yioutsos
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When we see dance representations from antiquity we should not feel them as
still images, which show a brief moment of past life. On the contrary, we should bear
in mind the elements of dance, rhythm and harmony and try to “listen” and feel their
existence. Unfortunately time did not preserve the music that accompanied the dancing
groups of antiquity, not even their rhythm (except for poetry). However, many
representations of dance rituals survive till today in ancient sculpture, painting and
other decorative crafts.

The scholar who is interested in undertaking research on ancient dance faces
a real challenge. It is not only the long distance between the researcher and his subject,
which often seems like an unbridgeable gap, but he will also come against a unique
lack of data.' The material, at best, is limited to fragmentary references in ancient
texts or still images of dance representations on pottery, statuettes and works of
monumental sculpture. Sometimes, the data is so little that it is seems almost
impossible to carry out any safe conclusion. 20

8 Lucian, On Dance, 277.

" The interest in ancient dance appeared for the first time during the 19th century, when
Emmanuel M, published his thesis “Essai sur [ 'orchestique grecque”, under general title “La
dance grecque antique”. Since then, there has been a growing interest in the scientific
community in this particular issue, WEEGE 1926, SECHAN 1930, SACHS 1937, LAWLER, 1962,
1964, PRUDHOMEAU 1965, WEBSTER 1970, DELAVAUD ROUX 1991, LONSDALE 1993 etc. On the
history of ancient dance research see Naerebout’s book “Attractive Performances”, where the
author discusses various methodological issues. The book includes also a thorough presentation
of the history of ancient dance research from the Renaissance till today, and an extensive
categorized bibliographical list, NAEREBOUT 1997, 6 — 102, 114 ff. On the history of ancient
dance research see also LAMBROPOULOU 1986, GARTZIOU TATTI 1994, RAFTIS/ LAZOU n.d.,
CONSTANTINIDOU 1998, 15 - 30 (for Spartan dances), the Archaeology and Arts magazine, vol.
90 - 93, 2004, LAZOU/ RAFRIS/ BOROWSKA 2004, and the exhibition guide “Gifts of the Muses”,
2004. Brief references to music and the art of dance in Arcadia in CHARALAMPOPOULOU
DAMIANOU 1979, 155 ff.

2 Tt is a relief for the scientific community, however, that from the total amount of ancient Greek
and Roman literature some texts on ancient dance survive, such as the philosophical analysis by
Plato in his Laws (Z), Xenophon’s Symposium, Plutarch’s Quaestiones convivale (IX, 15),
Lucian’s On Dance, Pollux’s Onomasticon (IV, 105) and Athenaeus’ Deipnosophistae.
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When studying the bibliography on ancient dance one can observe a
reluctance by the scientific community to proceed to an interpretation of the surviving
material, even though many representations have survived, as well as descriptions in
ancient texts, fragments of musical instruments and dancing areas in places of
worship. Dance research has often dealt with dance in antiquity, but researchers are
still unwilling to proceed to a deeper and more thorough analysis of the representations
involved, its evolution and role in ancient society, going beyond typology, simple
iconographical analysis and the search for the ancient production workshops.
Sometimes, they even avoid answering, whether these depictions are representations
of actual dance rituals or just figments of the artistic imagination. *'

One of the main concerns of the researcher of dance in antiquity is the way in
which he will approach his subject as well as the selection of the appropriate
methodology, in order to draw reliable conclusions. According to Kouroupi, “it is
extremely difficult to determine the form and flow of a movement, because based on
ancient representations and sources only speculations can be made. However, it is
possible to determine the content and motives of these dances. "2 Even more
dangerous is to treat dance as a still image, as a simple iconographic motif or a spawn
of the artistic imagination. Dance is movement and movement requires rhythm, flow
and harmony. Furthermore, dance is a human phenomenon that is connected to
society, expressing through the art of movement, customs and traditions, religious
beliefs, fears and social needs.” Characteristically, I quote the words of the sculptor
Rodin when he referred to the immense juxtaposition between the art of photography
and painting: “It is the artist who is truthful and is photography which lies, for in
reality time does not stop, and if the artist succeeds in producing movement which
takes several moments for accomplishment, his work is certainly much less
conventional than the scientific image, where time is abruptly suspended’**

We should not forget, however, that artistic representations are full of
conventions and that they do not always represent reality, due to limitations deriving
from the nature of the materials used and the manner in which movement is displayed
in sculpture, relief, metalwork, painting etc. Lawler believes that all dance
representations are a quick glance of the artist in the movement of the dancer and she
concludes that what the artist made was depicted deliberately unrealistic and is mostly
related to ideal beauty, design, balance and style rather than an accurate representation
of what the artist actually saw in reality.” These cultural styles and ways of

2! FEUBEL 1935, PASQUIER 1977, EDWARDS 1985, TZOUVARA SOULI 1999.

*> KOUROUPI 1999, 47.

* BARTHES 1977, 49, HANNA 1979, 314, RAFTIS 1992, 145.

* Rodin in PERKINS 1990, 79.

» Lawler in PERKINS 1990, 72 — 73. See also LOWY 1907, 10 — 11, WEBSTER 1970, XII,

SOURVINOU INwWOOD 1988, 31, Arnheim in PERKINS 1990, 81, GARFINKEL 1998, 209,
GARFINKEL 2003, 15, 18, VESTERINEN 2007, 21: “relative accuracy”.
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representing nature, the human body and movement in Art, should be identified and
isolated, so as not to affect the researcher and possibly lead him to any false
impressions. 2°

One way to avoid possible failings in interpreting ancient dance
representations or dancing motifs is to avoid following the researcher’s intuition,
which can easily lead to erroneous conclusions. If one is interested in understanding
dance iconography of past centuries, he should try to approach as closely as possible
the aesthetic perception and perspective of every period. Cultural trends are not
infinite. Instead, they have a beginning, an evolution and an inevitable end.
Consequently, we should not confuse older dance representations and when we do so
for comparison reasons, we ought to be particularly careful.

For instance, in many sanctuaries and especially in caves in Attica as well as
other parts in Greece, many votive reliefs of the 4th century BC depicting the circular
dance of the Nymphs have been discovered. At the same period there has been a boom
in the worship of these deities found inside sacred grottos and votive offerings. These
represent a continuous religious dancing tradition which lasted for many centuries and
despite the different stylistic and thematic additions it has preserved its basic
characteristics unspoiled. The same subject has also been reproduced much later,
though, by the so called neoattic workshops of the Roman period, which produced
various plaques reserved for the decoration of private villas and other public buildings.
These artifacts were not religious offerings dedicated to Pan and the Nympbhs,
representing a second boom in their worship, but rather copies of older works of Art,
interested solely in form and beauty, mixing sometimes together different artistic
styles and religious traditions according to the aesthetic preferences of the buyers.”’

Lawler is one of the first researchers, who in the midst 20th century published
numerous articles and monographs on ancient dance using an integrated analyzing
method. She believed that ancient Greek dance representations should be studied in
their ethnological context and argued that every ancient dance scene should be
considered synchronically based on the social, political and cultural factors of the
period it belongs.28 In order to achieve this, the researcher should include in his study

% Barthes (1977, 2 — 51) wonders whether images contain messages and tries to understand the
ways, in which these messages are converted into images. By referring to examples from the
field of advertising he explains that the elements of an image ("linguistic message — denoted
image — connoted image") create a comprehensive whole and he concludes, that in order to be
able to “read” the message behind the image one should have general knowledge of the culture,
to which it belongs ("cultural knowledge"). According to Barthes any drawing or piece of art is
not an actual photographic representation, but an image that contains codified messages. See also
DEAGON 1998, CAIN 2001, 32 — 33, footnote 31.

2" EDWARDS 1985, STEPHANIDOU TIBERIOU 1979

% See the term “thick description” introduced by Geertz (1973), while referring to the
interpretation of anthropological data within their cultural context. See also NAEREBOUT 1997,

309.
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as much as epigraphic evidence, archaeological or anthropological data, ancient
sources, geographical information he can find ete.”

A combination of science and knowledge, even from research fields that may
look at first unrelated, can sometimes aid the researcher comprehend and even
interpret dance representations that have survived from antiquity. As opposed to the
simple classification and iconographical analysis, the inclusion of possible social,
anthropological or any other data in the investigation of ancient dance practice can
lead to a more integrated and thorough presentation of the ancient dance material.*
Dance representations are not randomly depicted iconographic motifs, but instead
conventional representations of actual ancient rites performed by real people in a
religious (temples, shrines, sacred caves) or even no religious context (private houses,
courts, town squares, plains etc.). Ethnological observations of similar dancing rituals
from different societies, historical and mythological data, ancient inscriptions and
testimonies, human kinetics, psychological mechanisms, even behavioral and
cognitive research techniques, all these are nothing but different viewpoints of the
same subject. These combined to the ancient iconographic evidence could add more to
our knowledge of ancient dance rituals, no matter how distant they are from our
society.31 Unfortunately, researchers cannot reconstitute or revive even the simplest
ancient dance motifs, but it could help them answer to various important issues, such
as what where the conditions that led people in antiquity to participate in these events,
what was the purpose of these ritual actions and after all how it affected their lives,
their social status etc.

While searching for the appropriate scientific methodology, Sourvinou
Inwood in her monograph “Studies in girls' transitions. Aspects of the arkteia and age
representation in Attic iconography” goes much further and proposes a method for the
study of the ancient dance material, in which the iconographic analysis should be
separated from the subsequent semantic investigation of those iconographic motifs. In
other words, when researchers describe their material, they should try to be as accurate
as possible in their descriptions, avoiding proceeding at the same time to any
presumptions deriving from their personal experiences and beliefs. When doing so the
researcher avoids drawing conclusions that could be affected by former observations
and vice versa.’>

Lonsdale, who concerned himself with various methodological issues in the
‘90s, underlines that the researcher's goal is to capture the representational illusion of

2 LAWLER 1962, 6 ff., GARFINKEL 2003, 23.

% On the contribution of various scientific disciplines in dance research and ancient dance
research in particular KURATH 1960, 240 — 42.

3! PERKINS 1990, 91. Likewise, in order to interpret and execute a piece of music of an older
period, the artist should carry out some research on the surviving material, historical data, sheets

of music, manuscripts etc.

32 SOURVINOU INWOOD 1988, 18 — 20.
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every dance scene. He recognizes, however, that sometimes ancient dance
representations are not always completely accurate, and concludes, that that any
confusion in iconography might have been among the artist’s pursuits.” Furthermore,
while referring to the importance anthropology in ancient dance research, the author
advices scholars to be cautious as the apparent “similarities between cultural
phenomena in two societies (could be) attributed to chance or to the fact that may be
due to the fact that human nature outlines are similar."*

The above methodological framework for the study of ancient dance material
has been adopted by Calame in his book Choruses of Young Women in Ancient
Greece, Their Morphology, Religious role and Social function, where the art of
dancing in antiquity is studied thoroughly, and particularly the female choruses in
worship of Artemis, Apollo, Aphrodite, Hera and Athena. Calame deals with various
issues, such as the element of circularity, the age of the participants, the gestures and
costumes of the dance members and the role of the leader of the dance and his relation
to the chorus. He is also interested in his investigation on the position of women in
ancient society and tries to determine the purpose that lies behind these social events.
Similarly, Delavaud Roux in her work Les danses pasifiques en Grece antique
presents many ancient female choruses, such as the “crane-dance” or “kalathiskos”,
where she organizes them in categories according to their form and purpose, such as
transitional dance rites (e.g. in marriage, in death), war dances, dances in tragedy and
comedy, correlating them simultaneously to the ancient sources.

In the past few years Professor Naerebout has made an all-out effort to record
the difficulties and obstacles, which the researcher, who studies the orchestral art of
antiquity, faces, suggesting, among other things, a theoretical framework, who himself
describes as eclectic.’® He also recognizes the importance of comparative
anthropology and dance anthropology, which he considers to be valuable tools in
understanding the art not only of ancient dance but also dance in general.3 !
Furthermore, in search of an appropriate theoretical framework he recognizes the
existence of an internal structure in every culture, which is not immediately visible and
perceptible, ("true phenomena"), but is associated with the visible data, ("derivative
epiphenomena"). These so-called "epiphenomena" are the underlying rules that govern

» LONSDALE 1993, 10 — 12. See also GARFINKEL 2003, 18.

* LONSDALE 1993, 18. See LEVI STRAUSS 1977, 161. On dance anthropology there is an
extensive amount of bibliography. Indicatively see KURATH 1960, BOAS 1972, HANNA 1976,
BLACKING 1977, BLACKING/ KEALIINOHOMOKU 1977, ROYCE 1977, LANGE 1977, KAEPPLER
1978, HANNA 1979, SPENCER 1985, ADHEAD 1986, HANNA 1987. See also the brief introductions

in dance anthropology in BUBOLTZ 2002, 174 — 211, GARFINKEL 2003, 15, PAPAPAVLOU 2004,
11-16.

35 DELAVAUD ROUX, 1994, CALAME 1997.
3% NAEREBOUT 1997, 293 ff.

7 NAEREBOUT 1997, 298.0n the term “anthropology of dance”, HANNA 1979, 316.
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the structure and organization of all cultural events.”® Dance is recognized as a non-
verbal mode of communication, through which messages are transferred. Carrier of
these messages is the human body. That is the gestures, the steps and the clothing of
the performing dancers.”

What is more, dance is understood as a social phenomenon, which can be
approached by many different angles and as a ritual practice, which can be described
as "an enactment of meaning".*" Naerebout favors the so called “rational choice
approach” in sociology of religion, which states that humans behave reasonably and
that reason is the foundation of human communication. Dance is a communication
mode that should be governed by the same principles. He rejects ethology as a method
in ancient dance interpretation, a theory that studies behavioral patterns in the animal
kingdom under natural conditions and at the same time proposes the existence of
similar “ﬁ;{cled action patterns” in human society, which are governed by the principles
of reason.

In his attempt to arrange a model for the ancient dance researcher Naerebout
proposes four stages: The first stage requires a definition of each dance ritual to be
made based on the representations and references that have survived from antiquity.42
On a second level dance is treated as a performing art and the interest is focused on the
interaction of the dancing performance to the audience and the relationship of the later
to the performer. The messages conveyed in these ritual actions, were understood
mainly by those who participated in these social activities. Moreover, dancing is
recognized as a “framed event” that took place in a limited period of time and certain
social context, characterized by periodicity and social participation. Various either
religious or not festivals were held in ancient Greece, all of which were happenings
that appeared on either a regular basis or from time to time and were connected to
specific dance rituals. These events where ordinarily staged by the community
celebrating some unique aspect of that community and its traditions. "’

Finally, another determining factor that should be taken into consideration by
the researcher is the motive that leads the community to participate in such a ritual

38 NAEREBOUT 1997, 302 ff., 309.

¥ KURATH 1960, 242 (Symbolics). See also HANNA 1979, 319 ff., Kuper in HANNA 1979, 319.
On dance as a non-verbal mode of communication HANNA 1987, 26. On symbolic human
language, MONOD 1971, 169 ff. See also SCHOTT BILLMANN 1998, 19, BuBOLTZ 2002, 184,
GARFINKEL 2003, 58 — 59.

40 NAEREBOUT 1997, 216 ff., 329, 335. On the difficulties in ancient dance research, NAEREBOUT
2004, 8 — 14. On dance representations as carriers of messages to society BUBOLTZ 2002, 185 ff.,
GARFINKEL 2003, 13, 15,91 -92.

! NAEREBOUT 1997, 307 — 8: “People attribute sense to what they do”.
*> NAEREBOUT 1997, 149 — 274.

43 BURKERT 1985, NAEREBOUT 1997, 342 — 43.
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performance ("mobilization"). Dancing or any other ritual act is a social phenomenon,
which within its social context (religious or not), covers the needs of different social
groups, providing them with the proper motives that surely encourage participation.
These social demands could derive by either the need for communication, personal
prestige, financial transaction, change in status, or could be described as an
opportunity to socialize within the community with a view to marriage etc. 4

Another aspect of dance that should be underlined is that of communication.
While referring to the communicational aspect of dance Naerebout makes the
following remarks: first of all in a dance performance there is someone who is trying
to send a message and there is also one who receives it. In addition, he believes that
this type of communication is deliberate even if it is subconscious. Finally, he stresses
that the communication channel formed by such a ritual act ought to be effective,
otherwise there would be no reason for its existence and would be replaced by
something different. As a result, the transmission of the desired message though a
dance ritual requires the appropriate means of communication, and in order to decode
the transmitted message, the researcher has to try to interpret it.* The necessary data
may be hidden in the ritual space, the dancing movements, the clothing, the sex or the
age of the participants etc. In other words the researcher of ancient dance should try to
“verbalize the non verbal”. *°

Watching the course of dance research, we can see an international tendency
to combine different sciences and methods in studying subjects that contain the
element of socializing. Dance researchers constantly try to provoke ways in
accomplishing that so as to achieve more accurate results. Combining knowledge and
methods even from scientific fields, which may seem rather irrelevant, could at times
end a useful tool in interpreting ancient dance representations as well as in
understanding the ancient society and its customs deeper. That cannot be
accomplished only through the typological classification and iconographic analysis of
the surviving dance scenes. Instead, scholars should broaden their minds and consider
the possible psychological, sociological, anthropological or any other aspects of these
rituals, in order to maintain a more complete and spherical examination of the ancient
dance material.

There are times when Naerebout feels that ancient dance research can often
lead to a dead end. Nevertheless, he encourages the student to try again, going if
necessary beyond their classical studies: in social science, communication theories and
even semiotics. It should be emphasized that any attempt to rebuild or even revive any
ancient dance ritual is extremely dangerous and difficult.*” It is, however, possible to

“ NAEREBOUT 1997, 344 — 75.

* NAEREBOUT 1997, 377 — 81. See also OUZMAN 2005: “A great deal of the power and meaning
of archaeological material culture is located within the realm of the symbol.”

6 NAEREBOUT 1997, 384, 393, 395.

4T NAEREBOUT n.d., 149 — 150. See also NAEREBOUT 1997, 338.
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identify the internal rules that govern these ancient dance representations and at the
same time detect the inner force that drove people in antiquity to participate in these
rituals. According to Levi Strauss in "The Savage Mind", “art lies half-way between
scientific knowledge and mythical or magical thought” and the researcher is invited to
follow this path which admittedly is extremely rough, so as to be able to reach some
conclusions on dance art and is course over the centuries.*®
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