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ΠΡΟΛΟΓΟ΢ 

 

΢ĲκθΝ αλξαέκΝ İζζβθδεσΝ εσıηκΝ βΝ ηκυıδεά,Ν κΝ ξκλσμ εαδΝ βΝ ΰυηθαıĲδεάΝ άĲαθΝ
φκλİέμΝ αΰπΰάμΝ εαδΝ παδįİέαμΝ - κΝ αλξαέκμΝ ǼζζβθαμΝ κλξİέĲαδΝ εαδΝ ΰυηθΪαİĲαδΝ
ıυıĲβηαĲδεΪ, απαλαέĲβĲαΝ ηİθΝ ıĲβΝ θİαλάΝ βζδεέαΝ αζζΪΝ ıυξθΪΝ ıİΝ σζβΝ ĲβΝ απάΝ ĲκυέΝ
ΤπάλξαθΝ ίΫίαδα İπαΰΰİζηαĲέİμΝ ηκυıδεκέ,Ν ξκλİυĲΫμΝ εαδΝ πλκπκθβĲΫμΝ σππμΝ ıάηİλα,Ν
ĲσĲİΝσηπμΝκδΝİλαıδĲΫξθİμΝάĲαθΝπκζτΝπİλδııσĲİλκδέΝǾΝκυıδυįβμΝįδαφκλΪΝİέθαδΝσĲδΝĲκΝ
ĲλέπĲυξκΝ αυĲσΝ Χηκυıδεά,Ν ξκλσμ,Ν ΪγζβıβΨ ĲκΝ γİπλκτηİ ĲυλαΝ įδαıεΫįαıβΝ άΝ ξσηπυΝ άΝ
έıπμΝ εαδΝ αΰΰαλİέαΝ σĲαθΝ ΰέθİĲαδΝ ıαθΝ ηΪγβηαΝıĲκΝ ıξκζİέκ, İθυΝ ĲσĲİΝ άĲαθΝ ηΫλκμΝ ĲβμΝ
απαλαέĲβĲβμΝ εαζζδΫλΰİδαμΝıĲβθΝκπκέαΝ πλκıΫίζİπİΝ κΝ πκζέĲβμέΝΣυλαΝ ĲαΝΜΜǼΝΫξκυθΝ
εαγδİλυıİδΝ ĲβθΝ αθĲέζβοβΝ σĲδΝ Ĳκ ĲλέπĲυξκΝ İέθαδΝ ıξİįσθΝ ıυθυθυηκΝ ηİ γΫαηαΝ απσΝ
İπαΰΰİζηαĲέİμΝπλκμΝπαγβĲδεκτμΝγİαĲΫμ,ΝİθυΝĲσĲİΝκΝεαγΫθαμΝηπκλκτıİΝθαΝπαλΪΰİδΝĲβΝ
įδεάΝĲκυΝįδαıεΫįαıβΝεαδΝθαΝĲβθΝηκδλαıĲİέΝηİΝĲκυμΝΰτλπΝĲκυΝαθΪΝπΪıαΝıĲδΰηάέ 

ǹυĲσΝ ıυθİξέıĲβεİΝ ıĲβθΝ παλαįκıδαεάΝ εκδθπθέαΝ - ıĲαΝ ξπλδΪΝ ηΫξλδΝ İεαĲσΝ
ξλσθδαΝ πλδθΝ κΝ εαγΫθαμΝ άιİλİΝ πκζζΫμΝ įİεΪįİμΝ άΝ İεαĲκθĲΪįİμΝ Ĳλαΰκτįδα,Ν πκζζκέΝ
ΫπαδααθΝεΪπκδκΝσλΰαθκ,ΝσζκδΝάιİλαθΝθαΝξκλİτκυθΝΧįİθΝİέξαθΝαθΪΰεβΝαπσΝΰυηθαıĲδεάΝ
αφκτΝ βΝ εαγβηİλδθάΝ įκυζİδΪ ĲκυμΝ πİλδİέξİΝ σζπθΝ ĲπθΝ İδįυθΝ ĲδμΝ εδθάıİδμΨέΝ ǼέξαθΝ ĲαΝ
θυξĲΫλδα,Ν ĲαΝ ΰζΫθĲδα,Ν ĲκυμΝ ΰΪηκυμ,Ν ĲαΝ παθβΰτλδαΝ αζζΪΝ εαδΝ ĲαΝ įδαζİέηηαĲαΝ ĲβμΝ
įκυζİδΪμΝıĲαΝξπλΪφδαΝΰδαΝθαΝİπδįκγκτθ ıİΝİθİλΰβĲδεάΝįδαıεΫįαıβΝεαδΝαΰπΰάέΝǼηİέμΝ
ıάηİλαΝ πλΫπİδΝ θα κλΰαθυıκυηİΝ ηδαθΝ ΫικįκΝ ΰδαΝ θαΝ πΪηİΝ ıİΝ ηδαΝ İεįάζπıβΝ σπκυ γαΝ
εαγσηαıĲİΝαεέθβĲκδΝΰδαΝθαΝηαμΝįδαıεİįΪακυθΝΪζζκδ,ΝıİΝΫθαΝθυξĲİλδθσΝεΫθĲλκ,ΝıİΝηδαΝ
ıυθαυζέαΝάΝıĲκΝΰάπİįκέ 

ΜİĲΪΝ απσ įİεαİĲέİμΝ ΫλİυθαμΝ ĲκυΝ αλξαέκυ,Ν ĲκυΝ ίυααθĲδθκτΝ εαδΝ δįδαέĲİλαΝ ĲκυΝ
παλαįκıδαεκτΝ ξκλκτ πδıĲİτπΝ σĲδΝ įİθΝ İέθαδΝ απαλαέĲβĲκΝ θαΝ ιΫλκυηİΝ πυμΝ ξσλİυαθΝ κδΝ
ǹλξαέκδΝǼζζβθİμέΝǹυĲσΝπκυΝΫξİδΝıβηαıέαΝİέθαδ θαΝεαĲαζΪίκυηİΝΰδαĲέ ξσλİυαθΝεαδΝθαΝ
İθıĲİλθδıĲκτηİΝĲβΝįδεάΝĲκυμΝπλκıΫΰΰδıβΝĲκυΝξκλκτ,ΝηİΝΪζζαΝζσΰδαΝθαΝξκλİτκυηİΝΰδαΝ
ĲκυμΝ έįδκυμΝ ζσΰκυμΝ πκυΝ ξσλİυαθΝ İεİέθκδέΝ ǹυĲσΝ įİθΝ İέθαδΝ εαγσζκυΝ İτεκζκΝ ηδαμΝ εαδΝ
ΫξκυηİΝįδαπκĲδıĲİέΝηİΝĲδμΝαλξΫμΝĲβμΝıτΰξλκθβμΝεκδθπθέαμέΝǹθΝηπκλκτıαηİΝθαΝįκτηİΝ
ĲκΝ ξκλσΝ ηİΝ ĲαΝ įδεΪΝ ĲκυμΝ ηΪĲδαΝ γαΝ ξκλİταηİΝ σππμΝ İεİέθκδέ ΣκΝ έįδκΝ εαδΝ ηİΝ ĲβΝ
ΰυηθαıĲδεάμΝ ĲδΝ εδΝ αθΝ įİθΝ ιΫλκυηİΝ ĲδΝ αıεάıİδμΝ ΫεαθαθΝ ıĲδμΝ παζαέıĲλİμνΝ ǹλεİέΝ θαΝ
πδıĲΫοκυηİΝσĲδΝβΝıπηαĲδεάΝΪıεβıβΝįέθİδΝ ĲΫλοβ,Ν įİιδσĲβĲα,Ν įτθαηβ,Νυΰİέα,ΝΪλαΝεαδΝ
κηκλφδΪέΝ ΢ΥΝ αυĲΫμΝ Ĳδμ αιέİμΝ πδıĲİτκυηİΝ εδΝ İηİέμ αζζΪΝ ĲδμΝ İπδįδυεκυηİΝ ηİΝ ĲλσπκΝ
ĲİξθβĲσ,ΝπέξέΝĲβθΝυΰİέαΝηİΝφΪληαεαέ 

 ΣβθΝπλκıΫΰΰδıβΝĲκυΝπαλαįκıδαεκτΝξκλκτ, ĲβμΝηκυıδεάμΝεαδΝĲβμΝφκλİıδΪμΝıαθΝ
ıυθΫξİδαΝĲπθΝαθĲέıĲκδξπθΝαλξαέπθΝεαγδΫλπıİΝĲκΝΥκλκγΫαĲλκΝΟǻσλαΝ΢ĲλΪĲκυΟΝηΫıαΝ
απσΝηδαΝπκλİέαΝθίΝİĲυθΝıαθΝφΪλκμΝεαδΝπλσĲυπκΝΰδαΝĲαΝξδζδΪįİμΝξκλİυĲδεΪΝζακΰλαφδεΪΝ
ıυΰελκĲάηαĲαΝ πκυΝ δįλτγβεαθΝ αλΰσĲİλαέΝ ΢ĲκΝ γΫηαΝ ĲβμΝ έįδαμΝ ĲβμΝ αλξαέαμΝ σλξβıβμ,Ν
ηİĲΪΝΰηΝξλσθδαΝίζΫπκυηİΝσĲδΝβΝαθĲέıĲκδξβΝκηΪįαΝĲκυΝΥκλκγİΪĲλκυΝįİθΝίλάεİΝηδηβĲΫμΝ
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- έıπμΝθαΝ İέθαδΝ θπλέμΝαεσηα,Ν έıπμΝ ĲκΝαθĲδεİέηİθκΝθαΝ İέθαδΝ įτıεκζκΝηδαΝεαδΝαπαδĲİέΝ
ıυθįυαıησΝπκζζυθΝΰθυıİπθΝεαδΝĲαζΫθĲπθέ 

΢αθΝ İεπλσıππκμΝ ĲκυΝ δıĲκλδεκτΝΥκλκγİΪĲλκυΝ ΟǻσλαΝ ΢ĲλΪĲκυΟΝ ξαδλİĲέαπΝ ηİΝ
δįδαέĲİλβΝ ξαλΪΝ ĲκΝ αθΪΝ ξİέλαμΝ ıτΰΰλαηηαΝ πκυΝ İπδηİζάγβεαθΝ įτκΝ παθİπδıĲβηδαεκέΝ
įδįΪεĲκλİμ,Ν ηΫζβΝ ĲβμΝΟηΪįαμΝǹλξαέαμΝΟλξβıβμέΝ ǼέθαδΝ αυĲκθσβĲκΝ σĲδΝ βΝ ΫεįκıβΝ γαΝ
ΫξİδΝĲβθΝπζάλβΝυπκıĲάλδιάΝηαμΝıĲβθΝπλυĲβΝπαλκυıέαıβΝεαδΝĲβθΝπλκίκζάΝĲβμέ 

ǾΝΟηΪįαμΝǹλξαέαμΝΟλξβıβμΝĲκυΝΥκλκγİΪĲλκυΝıĲαΝβηΝξλσθδαΝζİδĲκυλΰέαμΝĲβμΝ
ΫξİδΝıĲκΝİθİλΰβĲδεσΝĲβμΝπκζζΪΝίδίζέα,ΝηαγάηαĲα,ΝıİηδθΪλδα,ΝπαλαıĲΪıİδμΝεαδΝΪζζİμΝ
İεįβζυıİδμΝ ıĲβθΝ ǼζζΪįαΝ εαδΝ ıİΝ įδΪφκλİμΝ ΪζζİμΝ ξυλİμέΝ ΜİΝ Ĳβθ παλκτıαΝ ΫεįκıβΝ
πλκξπλΪİδΝ ΫθαΝ ίάηαΝ ηαελτĲİλαΝ ıυθįυΪακθĲαμΝ ĲβθΝ σλξβıβΝ ηİΝ ĲβθΝ Ϊγζβıβ,Ν
αθαįİδεθτκθĲΪμΝĲİμΝıαθΝφκλİέμΝπκζδĲδıηκτέ 

΢ĲκΝ ıτΰΰλαηηαΝ ıυηηİĲΫξκυθΝ ΫΰελδĲκδΝ παθİπδıĲβηδαεκέΝ įΪıεαζκδΝ
İπİιİλΰαασηİθκδΝ γΫηαĲαΝ δıĲκλέαμ,Ν φδζκıκφέαμ,Ν ξκλκτΝ εαδΝ ıπηαĲδεάμΝ αΰπΰάμέΝ ΟδΝ
İπδηİζάĲλδİμΝεαĲΪφİλαθΝθαΝıυΰεİθĲλυıκυθΝΫθαΝ İυλτΝφΪıηαΝπλκıİΰΰέıİπθΝυıĲİΝθαΝ
πλκıφΫλκυθΝ ıĲκυμΝ İλİυθβĲΫμΝ ΫθαΝ πκζτĲδηκΝ İλΰαζİέκΝ αθαφκλΪμΝ εαδΝ πİλαδĲΫλπΝ
įδİλİτθβıβμέΝǹθΪζκΰκΝıτΰΰλαηηαΝįİθΝυπΪλξİδΝıĲβΝįδİγθάΝίδίζδκΰλαφέαέ 

ΘİληΪΝ ıυΰξαλβĲάλδαΝ ıĲβθΝ ΆθθαΝ ΛΪακυΝ εαδΝ ĲβθΝ ΙπΪθθαΝ ΜΪıĲκλαΝ ΰδαĲέΝ
εαĲΪφİλαθΝ θαΝıυηπζΫικυθΝ ĲκΝ ξκλσΝηİΝ ĲβθΝ ΪγζβıβΝıİΝ γİπλβĲδεσΝ σıκΝεαδΝ πλαεĲδεσΝ
İπέπİįκ,Ν İεπκθυθĲαμΝ ΫθαθΝ ĲσηκΝ πκυΝ İπΪιδαΝ ίλέıεİĲαδΝ υπσΝ ĲβθΝ αδΰέįαΝ ĲκυΝ
ΥκλκγİΪĲλκυΝΟǻσλαΝ΢ĲλΪĲκυΟΝεαδΝĲκυΝǻδİγθκτμΝ΢υηίκυζέκυΝΥκλκτΝCID UNESCO. 
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΢ǾΜǼΙΧΜǹΝΣΧΝΝǼΠΙΜǼΛǾΣΡΙΧΝ 

ΣαΝεİέηİθαΝπκυΝπİλδζαηίΪθκθĲαδΝıĲκθΝπαλσθĲαΝĲσηκΝİπδζΫξγβεαθΝαπσΝĲδμΝ
İπδηİζάĲλδİμ ηİΝίΪıβΝĲβΝγİηαĲδεάΝĲκυμΝıυΰΰΫθİδαΝεαδΝıξΫıβΝηİΝĲκθΝĲέĲζκΝεαδΝĲκΝ
πİλδİξσηİθκΝĲκυΝίδίζέκυέΝǹπκĲİζκτθΝπλπĲσĲυπβΝΫλİυθαΝĲπθΝıυΰΰλαφΫπθΝεαδΝıĲδμΝ
υπκıβηİδυıİδμΝαεκζκυγİέĲαδΝεαĲΪΝπİλέπĲπıβΝβΝηΫγκįκμΝπκυΝπλκĲδηκτθΝκδΝέįδκδΝκδΝ

ıυΰΰλαφİέμΝıĲκθΝυπκηθβηαĲδıησΝĲπθΝπβΰυθΝεαδΝĲπθΝπαλαπκηπυθέ 
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Ancient Dance Research: In search of a methodology 
 

Nektarios Yioutsos 

 
Ἐῶ ζΫΰİδθ, ὅĲδ ĲİζİĲޣθ κރįİηέαθ ἀλξαέαθ ἔıĲδθ İބλİῖθ ἄθİυ ὀλξάıİπμ18

 

 
 

 

 

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 aὀἶΝtὄyΝtὁΝ“listeὀ”ΝaὀἶΝfeelΝtheiὄΝ
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.
19

 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 

 

                                                           

 
18

  Lucian, On Dance,  277. 

 
19

 The interest in ancient dance appeared for the first time during the 19th century, when 

Emmanuel M, published his thesis “EssaἑΝ sἡrΝ lΝ ΥorcἐesἠἑqἡeΝgrecqἡe”, under general title “δaΝ
danceΝ grecqἡeΝ anἠἑqἡe”έ 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 ΰλλγΝetἵέΝΟὀΝtheΝ
histὁὄyΝὁfΝ aὀἵieὀtΝ ἶaὀἵeΝ ὄeseaὄἵhΝ seeΝσaeὄebὁut’sΝ bὁὁkΝ“χἠἠracἠἑveΝPerformances”,Ν 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 βίίζ,ΝaὀἶΝtheΝexhibitiὁὀΝguiἶeΝ“Gifts of the Muses”,Ν
2004. Brief references to music and the art of dance in Arcadia in CHARALAMPOPOULOU 

DAMIANOU 1979, 155 ff.  

 
20

 It 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 ΧZΨ,Ν Xeὀὁphὁὀ’s Symposium,Ν Plutaὄἵh’sΝ Quaestiones convivale (IX, 15), 

δuἵiaὀ’s On Dance,ΝPὁllux’sΝOnomasticon ΧIV,ΝΰίηΨΝaὀἶΝχtheὀaeus’ΝDeipnosophistae.  
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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. 
21

 

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, “ἑἠΝ ἑsΝ
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. "
22

 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.
23

 Characteristically, I quote the words of the sculptor 

Rodin when he referred to the immense juxtaposition between the art of photography 

and painting: “IἠΝ ἑsΝ ἠἐeΝ arἠἑsἠΝ wἐoΝ ἑsΝ ἠrἡἠἐfἡlΝ andΝ ἑsΝ pἐoἠograpἐyΝ wἐἑcἐΝ lἑes,Ν forΝ ἑnΝ
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 

convenἠἑonalΝἠἐanΝἠἐeΝscἑenἠἑfἑcΝἑmage,ΝwἐereΝἠἑmeΝἑsΝabrἡpἠlyΝsἡspended”24
 

 

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.
25

 These cultural styles and ways of 
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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.
 26 

 

One way to avoid possible failings in interpreting ancient dance 

ὄepὄeseὀtatiὁὀsΝ ὁὄΝ ἶaὀἵiὀgΝ mὁtifsΝ isΝ tὁΝ avὁiἶΝ fὁllὁwiὀgΝ theΝ ὄeseaὄἵheὄ’sΝ iὀtuitiὁὀ,Ν
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 Nymphs, 

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.
27

  

 

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 
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as much as epigraphic evidence, archaeological or anthropological data, ancient 

sources, geographical information he can find etc.
29

 

 

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.
30

 

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 “SἠἡdἑesΝἑnΝgἑrlsΥΝἠransἑἠἑonsέΝχspecἠsΝofΝἠἐeΝarkἠeἑaΝandΝage 

represenἠaἠἑonΝἑnΝχἠἠἑcΝἑconograpἐy” 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.
32

 

 

Lonsdale, who concerned himself with various methodological issues in the 

‘λίs,ΝuὀἶeὄliὀesΝthatΝtheΝὄeseaὄἵheὄΥsΝgὁalΝisΝtὁΝἵaptuὄeΝtheΝὄepὄeseὀtatiὁὀalΝillusion of 
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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 

ἵὁὀfusiὁὀΝiὀΝiἵὁὀὁgὄaphyΝmightΝhaveΝbeeὀΝamὁὀgΝtheΝaὄtist’sΝpuὄsuitsέ33
 Furthermore, 

while referring to the importance anthropology in ancient dance research, the author 

aἶviἵesΝ sἵhὁlaὄsΝ tὁΝ beΝ ἵautiὁusΝ asΝ theΝ appaὄeὀtΝ “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."
34

 

 

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”ΝὁὄΝ “kalathiskos”,Ν
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.
35

 

 

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.
36

 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.
37

 

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 
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the structure and organization of all cultural events.
38

 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.
39

  

 

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".
40

 σaeὄebὁutΝ favὁὄsΝ theΝ sὁΝ ἵalleἶΝ “rational choice 

approach”Ν iὀΝsὁἵiὁlὁgyΝὁfΝ ὄeligiὁὀ, 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 

similaὄΝ“fixed action patterns”ΝiὀΝhumaὀΝsὁἵiety,ΝwhiἵhΝaὄeΝgὁveὄὀeἶΝbyΝtheΝpὄiὀἵiplesΝ
of reason.

41
 

 

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 

ὄeἵὁgὀizeἶΝasΝaΝ“framed event”ΝthatΝtὁὁkΝplaἵeΝiὀΝaΝlimiteἶΝpeὄiὁἶΝὁfΝtimeΝaὀἶΝἵeὄtaiὀΝ
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.
43

  

 

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 
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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.
 44

 

 

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.
45

 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”. 
46

 

 

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.
47

 It is, however, possible to 
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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 

ὄitualsέΝχἵἵὁὄἶiὀgΝ tὁΝδeviΝStὄaussΝ iὀΝΟTheΝSavageΝεiὀἶΟ,Ν“art lies half-way between 

scientific knowledge and mythical or magical thought”ΝaὀἶΝtheΝὄeseaὄἵheὄΝisΝiὀviteἶΝtὁΝ
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.
48
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