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ABSTRACT
Beyond Choreia: Dance in Ancient Greek Literature and Culture
by
Sarah Elizabeth Olsen
Doctor of Philosophy in Classics
University of California, Berkeley
Professor Leslie Kurke, Chair

The chorus of Euripides’ Bacchae heralds the arrival of the god Dionysus by promising that
“right away, the whole world will dance in a chorus” (avtika yd ndca yopevoet, 114). Their
exuberant claim reflects the enthusiasm for dance generally expressed in early Greek sources.
Indeed, it has been well established that dance — specifically choreia (communal song-dance) —
played a significant role in archaic and classical Greek social life and was thus accorded a high
level of value and esteem in art and literature. My dissertation argues that this esteemed status
does not extend to the performance of solo and individualized dance, and demonstrates that
Greek literary discourse betrays a deep ambivalence towards dance (orchésis) when isolated
from the multimedia art of choreia.

This project thus approaches Greek dance, which has hitherto been studied almost exclusively in
the context of the chorus, from a fresh angle. I establish that singular dancing often signifies
disruption, violation, and vulnerability within the social and political order. At the same time, I
show that the representation of individualized dance constitutes a distinctive mechanism adopted
by poets, playwrights, historians and philosophers to foreground and explore the complex
relationship between verbal and somatic expression. As a result, the representation of
individualized dance in Greek literature offers insight into the place of dance in Greek thought,
while also enabling us to identify the particular biases and agendas at work in the literary
description of dance performance.

My dissertation develops a distinctive methodology for analyzing the relationship between dance
and literature. I begin from a basic conviction, grounded in the scholarship of dance studies, that
verbal descriptions and literary representations of dance are not neutral reflections of embodied
practices, but rather ideological and interpretive forms that work to frame and define our
perception of dance. I argue that choreia, as a synthesis of vocal, instrumental, and kinetic
expression, becomes an efficient image for poets, philosophers, and historians seeking to harness
dance to the power of language. My work thus demonstrates that orchésis, as individual kinetic
expression and kinesthetic experience, not only signifies social and political disruption, but is
also imagined as an expressive mode that may resist or re-figure the forces of language and
verbal description.



My first chapter argues that individual dancers provide a critically engaged alternative to the
prevailing model of communal, choral performance, which tends to be logocentric. This chapter
lays out a dominant paradigm of choral dance as constructed in early Greek literature, offers a
typology of solo and individualized dance forms, and previews the insights to be gained through
the consideration of dance “beyond choreia.” Chapter Two addresses the descriptions of both
choral and individualized dance in Odyssey 8, demonstrating that singular and virtuosic dance is
particularly emblematic of Phaeacian culture and that its description operates as a means by
which Odysseus and Alcinous competitively negotiate their relative positions of status and
authority within the poem. Chapters Three and Four examine individual male and female
dancers respectively in epic, lyric, and drama, identifying a complex network of political and
artistic concerns that coalesce around literary representations of each type of performer. I argue
that solo male dancers tend to be depicted as disruptive and anti-social political actors (e.g.,
Pericles in Ion of Chios fr. 109 Leurini, Philocleon in Arist. Wasps 1474ff), while individual and
outstanding female dancers are marked by their sexual appeal and consequent vulnerability (e.g.,
the maiden chorégoi of Alcman 1 PMG, Cassandra in Eur. Troades 308ff). These chapters also
focus on the performance contexts of specific songs and their ability to frame and define closely
related instances of dance. My fifth and final chapter explores how Herodotus, Plato, and
Xenophon deploy the various models of individual dance discussed in the preceding chapters in
the service of their own historical and philosophical projects. While my primary focus
throughout is on literary description, I also discuss the visual and material evidence for solo
dance, particularly in cases where it contrasts with the textual tradition.

The project as a whole makes two major contributions to the study of Greek literature, culture,
and performance. First, it brings together the surviving representations of solo and
individualized dance and considers them as evidence for the cultural discourse surrounding both
orchesis and choreia. Second, it develops a theoretical framework for articulating the complex
relationship between literary descriptions and historical performance, bringing the scholarly
insights of dance studies to bear upon the ancient world.
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Introduction

In a recent volume on the importance of the solo form in the development of 20™ century
European and American dance, Claudia Gitelman observes that “soloists ignited the modern
dance movement and they have been a source of its constant renewal, inhabiting space between
the new and the not-yet-known” (2012: 1). Karl Toepfer, in the same volume, supports
Gitelman’s claim by tracing how European female choreographers in the early 20" century used
solo performance to construct distinctive personalities and “critique mythic images of
femininity” (2012: 73-74).!

But while many modern dance pioneers framed their own work as firmly within the
“Greek tradition,” the dance world of the 20" century was obviously quite different from the
performance culture of archaic and classical Greece.® This is especially evident in the treatment
of dance as a mode of individual expression. Whereas modern English has a clear category for
this type of performance, archaic and classical Greek has no word or phrase that specifically and
exclusively denotes “solo dance.”

There is, of course, an important set of terms for group dance in ancient Greece: choreia,
or choral song-and-dance, marked also by the noun choros and the verb choreuein. These words
reference a sophisticated and complex conceptual framework for group musical and kinetic
performance. Other words or phrases can signify some combination of music and dance (molpé,
mousiké), while broader terms for movement (baino, steicho, paizo) can also be marked as dance
by specific contextual clues.* Orchésis (verb orcheomai) is the word used most frequently in
Greek for dance alone, although it has no inherent implications for the number of performers —
we find it used to describe the dancing of groups as well as individuals.” We might expect, then,
a close analogue to the English phrase “solo dance,” wherein orchésis or orcheomai is combined
with a word meaning “alone” or “individually” (e.g., monos). But in fact, this type of
construction occurs only once in extant archaic and classical literature. In Odyssey 8, the
Phaeacian princes Halius and Laodamas “dance singly” (povva& dpyfioac@on, 8.371),° a
remarkable performance that will be addressed in Chapter 2.

Ancient Greek, then, has a whole set of words for the idea of “performing within a
chorus,” yet we find no consistent term or phrase for dancing alone. While this is significant, it
does not mean that Greek culture had no concept of dance beyond the chorus. To the contrary,
solo dance regularly occurred at the symposium, performed by both symposiasts themselves and

! Toepfer further demonstrates that it would be a mistake to understand modern dance solos only in simplistic
contrast to the established institution of ballet, as he also discusses the individual style of Anna Pavlova (2012: 83-
88).

* On the complexities of the relationship between ancient performance practices and modern dance, see Macintosh,
ed. 2010 and Preston 2011.

? Once pantomime emerges as a distinct solo dance form in the imperial period, the term mavtoppog is used to refer
to that specific kind of artist (see Lucian, On the Dance 67), although orchésis is also used freely in the description
of pantomime performance.

* For a detailed survey of vocabulary associated with dance in ancient Greek sources, see Naerebout 1997: 274-289.
> E.g., the archetypal choral performance of the Muses described in the opening lines of Hesiod’s Theogony includes
orchésis (0pyedvtar, Theogony 4), but Herodotus uses the same verb to describe the performance of Hippocleides,
who clearly dances alone at Cleisthenes’ banquet (0pyncato, Histories 6.129).

® Translations, where not otherwise indicated, are my own.



hired entertainers.” Individualized dance and movement may also have been involved in certain
other kinds of festive celebration — as, for example, in the Attic practice of jumping or dancing
on wineskins in honor of Dionysus.® Singular kinetic performance seems to have been
particularly at home at the intersection of dance, athletics, and military training.” Finally,
choreia itself sometimes involved the performance of dancing soloists or took forms that allowed
for a wider range of individualized expression.'” Solo and individualized dancing was thus an
undeniable part of archaic and classical Greek social life.

Archaic and classical Greek literary sources, however, are far more attentive to choral
dance than they are to individualized forms."" In the ancient Greek cultural imagination, the idea
of dance is closely bound up in the idea of choreia — the choral performance of music and dance
taken as a whole. Dancing apart from the chorus is, in extant Greek literature, a comparatively
rare occurrence. [ mention the literary tradition specifically, because, as the examples
mentioned above suggest (e.g., sympotic dance, askoliasmos, cheironomia), the historical

"On dancing at archaic and classical symposia, see Fehr 1990, Pellizer 1990, Arnott 1996: 271, Schéfer 1997, and
Catoni 2010: 3-109. Robb 1994: 26-28 posits a private symposium as the event commemorated by the Dipylon
graffito (oinochoe inscribed with the phrase “he who now, of all the dancers, sports most gracefully,” /G 12 919, IG
1 Suppl. 492a; on this object, see M. Langdon 1975, Annibaldis and Vox 1976, Marcovich 1969: 217-218, and
Powell 1988: 65-86), and thus suggests that 8" century sympotic participants engaged in dance competition. It
seems quite clear that symposiasts often engaged in dance and revelry as part of the komos (for further discussion of
which see Chapter 1.1), and given the clear role of both wine and music in the symposium, its participants surely
danced within the andron as well.

% On this practice, called askoliasmos, see Latte 1957. For ancient references, see Plato, Symposium 190d and
scholia, Aristophanes, Wealth 1129 and scholia, Eubulus fr. 8, Pollux 9.121, and Vergil, Georgics 2.382-384.
Games in general could also be included within a broad survey of individualized but structured movement in ancient
Greece. For example, we might consider the case of the game called ephedrismos, which involved throwing balls or
pebbles at a stone in order to overturn it. When a player failed to do so, he or she had to run to touch the stone while
blindfolded and carrying the winner on his or her back. The game is described by Pollux (9.119) and attested by
earlier visual evidence (vase painting: Attic red figure lekanis, in the style of the Meidias painter, c. 425-400 BCE,
National Archaeological Museum (Athens 17533); figurines: two late 4™ or early 31 century BCE figurines, one in
the National Archaeological Museum (Athens 17311), the other in the Metropolitan Museum of Art (New York
7.286.4). All three visual representations feature young girls as the players, although Pollux employs masculine
nouns and pronouns (6 8’ £pedpiopdg, Aibov katactnodpevol Toppwhev avtod otoydlovral ceaipaig fj Aiboig: 6 &’
0K AvaTpEYaG TOV AVaTPEYOVTO PEPEL, TOVG 0PBaALOVG Eretinppévog v’ adTod, Emg Gv dmhoavdg EABY Ent Tov
AiBov, 6¢ koeitat diopog, 9.119) — this would not exclude female players, but does suggest the game was not an
exclusively female pastime. All the same, we might see games like ephedrismos as related to the spontaneous and
playful actions, including song-and-dance, typically performed by young women in Greek literature (see, e.g.,
Odyssey 6.99-109, discussed further in Chapter 2.2b and Chapter 4.2-3). Within this realm, we might also consider
work-songs (especially those performed by women) and the kinds of motion that typically accompany them (e.g.,
moving in time with stirring or grinding) — on the work-song as a way of ritualizing ordinary action, see Karanika
2007.

? E.g., the practice of cheironomia, or “hand-dancing,” seems to have occupied a complicated position between
dance, play, and athletic training (Plutarch, Moralia 997b-c and Athenaeus, Deipnosophistae 14.30). Consider also
the pyrriché, which could be performed solo as well as choral (Lonsdale 1993: 140-141; see Chapter 1.1 for further
discussion of this particular form).

12 See Chapter 1.2.

' On terminology: I use the word “literature” inclusively to describe our textual, or perhaps better verbal, sources:
prose and poetry of varying genres. I generally avoid the term “textual” because, given my attention to archaic oral
poetry (particularly epic, but also lyric, elegy, etc.), it has the potential to become seriously misleading (I do not
mean to suggest the audiences relevant to my analysis thought of Homeric poetry as a “text” in anything like the
modern sense). While I use both “song” and “poetry” to refer to epic and lyric, I do want to stress the original
performance quality of these genres, and I am careful to use “song” and “singing” when that element is particularly
important.
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practice of performance must have been more varied, dynamic, and complicated than the
depictions emphasized in our extant sources. The testimony of archaic and classical epic, lyric,
history, and philosophy, however, is choro-centric. The surviving discussions and descriptions
of individualized dance are valuable in part because they are unusual. But I want to further
suggest that these passages offer ways of thinking about dance, kinetic expression, and
corporeality that differ from the models contained in the more prominent and thus widely studied
depictions of choreia.

A close study of the literary representation of non-choral dance in archaic and classical
Greece thus has much to offer.'> My project, however, is not a history of dance, choral or
otherwise, in ancient Greece — the brief survey above is the limit of my attention to the evidence
for historical instances of solo dance performance as such. Rather, this is a study of the
representation of dance in literature, with a particular view to how systems and hierarchies of
performance become associated with political, social, and aesthetic values. Yet the relationship
between dance, language, and literature itself is hardly straightforward or uncomplicated. I will
first, therefore, reflect on dance description and its implications on a theoretical level; a more
thorough discussion of dance and verbal expression as conceptualized in archaic and classical
Greece will follow in Chapter 1.

Dance and Language

Dancer and choreographer Steve Paxton suggests that dance, particularly in
improvisatory modes, continually endeavors to escape the bonds and frameworks of language.
He remarks that “improvisation is a word for something which can’t keep a name; if it does stick
around long enough to acquire a name, it has begun to move towards fixity.” While Paxton
ultimately sees this process of improvising, labeling, and beginning again as a productive one, he
begins his discussion with a suspicious attitude towards language and its application to dance.
Specifically, he claims:

I would bet no dancer ever reviewed, however positively, has felt their dance
captured in print. Yet language, used to describe other arts, forms a very
important part of what we think about a work of art. It can certainly influence our
point of view and may even suggest what can be thought about — that is, limit our
perception or experience to the form encompassed by language. It does seem to
me that if we spend much time communicating with others via language about a
painting, music, or dance, we accustom our minds to the language version of the

"2 Solo dance in ancient Greece has not, to my knowledge, been studied in any extensive or systematic way (with the
following exceptions: a brief but illuminating survey of acrobats and choral leaders in Greek poetry by Mullen 1982:
12-21, with whose observations I generally concur, discussions of specific instances of individualized performance
of mousiké in drama, and imperial pantomime, on which see the Conclusion). Naerebout 1997 suggests that
“number of participants” might be a valid category for analyzing dance (172), yet he also asserts that “obviously, the
exact number of people involved is of no consequence; the dance itself can be performed as a solo, together with a
partner, or in a group, and the audience can be any size. The essential communality of dance is not contradicted by
the fact that dance can be solo dance, performed without any audience at all: such a solo dance derives from
communal dance (or, if performed in rehearsal, is intended to become communal).” (162). I disagree, and intend to
demonstrate here that the number of participants and nature of the audience are, in fact, highly significant factors in
the conceptualization of dance in ancient Greece. A full survey of the evidence for the historical practice of solo,
non-choral dance forms (like the ones mentioned above), would be a different, but also desirable, project.
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experience. (2001: 422, emphasis in original)

Paxton further observes that in our evaluation of non-verbal art forms “language is not only
prominent, but it can be coercive. We may opt to disregard experiences which don’t work in
language” (2001: 423).

The interference of language is an unavoidable problem for dance history scholars, for
whom verbal descriptions and evaluations of dance, supplemented to varying degrees by images,
films, and archival material, constitute crucial primary sources. There are, however, more
optimistic ways to view the relationship between such sources and the act of dancing itself. In an
essay on Paul Sanasardo and Donya Feuer’s Laughter After All, Mark Franko interweaves his
critical scholarly commentary with a verbal description of the dance, positioning himself as the
viewer (1996). Gay Morris describes Franko’s project thus: “drawing on the post-Marxian
theory of Georg Lukacs, Franko suggests that only when experience is mediated, that is, attached
to ‘the net of social relations,’ is it given life. Immediate (unmediated) experience is reified or
abstract because it is disconnected from interpretation” (1996: 5). For Franko, the work of
describing, theorizing, and interpreting does not flatten or limit dance, but rather enriches and
expands upon it. Recent work on dance and choreia in archaic and classical Greek literature
operates from a comparable vantage point, stressing the mutually illuminating nature of dance
and song when combined in choral performance and demonstrating that early Greek thought
itself seems to conceive of reflection and imagination, at least partially verbalized, as integral to
the enjoyment of dance."

In a similar vein, Susan Foster’s analysis of late 20" century American dance explicitly
employs “reading” and “writing” as metaphors for describing dance. Foster aims to chart a
course of dance study that “does not, on the one hand, reductively explain [dance], or, on the
other, despair of ever re-creating its transient meaning” (1986: xxi). She sees the notion of dance
as fundamentally and vitally “beyond words” — a perspective in which “dance remains an
ephemeral event whose immediate appeal can never be captured in words”— as old-fashioned and
characteristic of a worldview particular to the early 20™ century West (1986: xvi). She rejects
the idea that dance might be “too fragile and fleeting for words” and instead explores the ways in
which the terms, images, and metaphors of language (e.g., syntax and vocabulary) can enrich our
understanding of dance.

Finally, Susan Manning sees the ephemerality of performance as a positive force in dance
scholarship, observing,

the simple fact is that the dance scholar never has the luxury of starting from a
New Critical text, from a text that appears complete and self-sufficient. The dance
scholar has no choice except to pursue the elusive and uncertain text of
performance. An event bound in space and time, a performance can be read only
through its traces-on the page, in memory, on film, in the archive. Each of these
traces marks, indeed distorts, the event of performance, and so the scholar pursues
what remains elusive as if moving through an endless series of distorting
reflections. But this pursuit leaves its own sort of illumination, and that

" See Weiss, who in her analysis of mousiké in late Euripides demonstrates how choral song can deploy a process of
“aesthetic suggestion” to affect an audience’s experience of a performance (2014: 12-13 and passim). Peponi 2004a
likewise reveals how the language of song structures and guides the audience’s perception of dance in Alcman 1. 1
discuss these specific approaches at greater length in Chapter 1.4.
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illumination is what the scholar records, in effect penning a journal of the process
of inquiry” (2006: 12).

Accordingly, she suggests that dance studies, while “always ... marginal within the New Critical
academy,” may “become more central within the post-structural academy” (2006: 12).
Manning’s convictions are evident in the new introduction to the revised edition of her
monograph, wherein she reflects on how contemporary culture and events shaped her inquiry
into the dances of Mary Wigman, noting that “it is more than coincidental that I wrote this story
of how Wigman’s choreography negotiated the sociopolitical transitions of her time during a
later period of significant transition, the years surrounding 1989 (2006: xiv).

These approaches are not without their critics. Marcia Siegel, for example, strongly
objects to “the idea of ‘reading dancing’ as Foster defines it” (1988: 30). She suggests that such
analysis “gives no account of the actual process of looking at dance, which is fundamentally
intuitive, visceral, and preverbal. Only later do we bring words, categories, systems to
rationalize what we’ve experienced” (1988: 30). If we take Siegel’s claims too far, however,
dance ceases to be a potential object of academic study — sealed off from historical and cultural
studies as a foreign field, too fundamentally visceral, ephemeral, and pre-verbal to be analyzed
by our existing scholarly tools. If we are to study dance through written sources (I will return to
visual ones later), Paxton and Manning in particular offer productive and complementary
approaches.

On the one hand, Paxton acknowledges the coercive and limiting force of language,
reserving for dance an intrinsically non-verbal mode of expression and experience (2001: 422-
423). At the same time, he encourages an “appreciation of the feeling of being lost,” and
observes that “getting lost” [sc. in the act of improvising] is possibly the first step toward finding
new systems. Finding parts of new systems can be one of the rewards for getting lost. With a
few new systems, we discover where we are oriented again, and can begin to use the cross
pollination of one system with another to construct new ways to move on” (2001: 425). That is,
Paxton does not despair of the attempt to describe dance in words, but rather suggests that the
inherent difficulties of doing so — and the process of temporarily succeeding, then “improvising”
other forms and systems — are actually rewarding and illuminating in their own right. Manning
likewise views the instability of performance and the tensions between dance and language as
fertile ground, contending that the “pursuit” of dance history, even as it remains “elusive” and
viewed only through “an endless series of distorting reflections,” creates “its own sort of
illumination” (2006: 12). Manning and Paxton share an emphasis on the process of inquiry,
rather than a finite set of results. They see the description of dance as its own complex creative
and intellectual project, rather than a straightforward “translation” of dance into words.

In the course of my analysis here, I will not gloss over the verbal nature of my primary
sources. Rather, I aim to investigate the ways in which Greek poets, philosophers, and historians
are already invested in particular systems governing the relationship between dance and language
as they work to describe movement, posture, and kinesthetic experience. Drawing on the
theoretical scholarship outlined above, I want to suggest that the various attempts made by Greek
texts to capture dance with words do not offer a clear window into historical practices of dance,
but that instead, such descriptions are creative acts of cultural and social negotiation in their own
right. My goal here is to illuminate the social, political, philosophical, and creative issues that
get caught up in the description of dance in archaic and classical Greek literature.

Modern scholars, moreover, are not the only ones whose minds are at risk of becoming
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too accustomed to the “language version” of ancient performance (Paxton 2001: 422). Ancient
audiences might too have filtered their visual and kinesthetic experiences of dancing through the
verbal descriptions of movement that either accompanied the dance itself (in the case of choral
performance), or that they had heard or read earlier (in, e.g., epic poetry or historical narrative).
That is, descriptions of dance can spotlight certain elements of a performance, construct
hierarchies of beauty, excitement, or interest, and encourage specific forms of aesthetic response.
Language thus mediates between embodied expression and perception, telling us how to think
and feel about our own acts of performance and spectatorship. My work thus additionally aims
to consider how the social, political, and aesthetic values encoded in archaic and classical Greek
descriptions of dance may have affected their ancient audiences.

The ways in which verbal discourse relates to embodied experience has long been of
interest to scholars of anthropology, sociology, ritual, and performance. While Pierre Bourdieu
is not the only scholar to have analyzed the motions and stances of the individual body in
relation to larger social and cultural forces, his observations will here serve as exemplary of a
specific approach to these issues.'* Bourdieu uses the term Aexis to describe how cultural
meanings and values become situated in the motions and positions of the body, remarking that
“bodily hexis is political mythology realized, a durable manner of standing, speaking, and
thereby of feeling and thinking” (1977: 93-94, emphasis in original).

Leslie Kurke notes that scholars of antiquity do not have the same access to embodied
practices as anthropologists of contemporary cultures. With Bourdieu, she finds that games are
particular useful in allowing us “to see ideology as it is forged through everyday practice” (1999:
247)." She additionally remarks, however, that in the study of the ancient world and its sources,
we must always view such quotidian practices “at one remove, refracted and mediated through
literary and visual representations” (1999: 248). This is, of course, the same problem we face in
investigating ancient dance. But again, literary and visual representations are not completely
without value. Using the testimony of dramatic fragments, anonymous verse, and late prose,
Kurke demonstrates that the sympotic game of kottabos, wherein the player attempts to toss wine
lees from his own cup toward a designated target, encodes the somatic values of archaic Greek
society (1999: 278-283). For example, Kurke highlights a fragment of the comic playwright
Antiphanes (fr. 57 K-A., 5-13), which reveals how “each game of kottabos was a lesson in
proper social hierarchy, in which the physical relations of up and down, striking and struck,
encode the domination of West over East, Greek over barbarian, and master over slave” (1999:
281).

But while Kurke reminds us that “games do their cultural work as practice, prior to
verbalization and theory” (1999: 248), I would add that the literary sources we rely upon for
evidence could have had a related force within their original contexts. The values embodied by
the game of kottabos, for example, may well have been viscerally felt by the player and his
fellow symposiasts prior to their articulation in words. But a symposiast might also recall having
heard a verbal description of kottabos, like that found in the fragment of Antiphanes, that makes
explicit the game’s ideological force. That recollection might then serve to intensify the player’s
embodied experience of cultural conditioning, as he can now layer the verbal articulation of the
social system atop his visceral experience of it. As Paxton observes, language can be “coercive,”

" For related understandings of the cultural construction of motion and embodied experience, see Goffmann 1959,
Bloch 1974 (as discussed below), and Mauss 1979.

" For Bourdieu’s framework as useful in articulating the embodied social practices of ancient Greek culture
(specifically that of classical Athens), see also Griffith 2001: 119 and n. 7.



telling us precisely what to make of our embodied and non-verbal experiences (2001: 423).

To bring this discussion of embodiment and discourse back to dance specifically, I want
to highlight the work of Maurice Bloch, who conducts an anthropological investigation into the
role of song and dance as ritual practices. He specifically observes that “in a song...no argument
or reasoning can be communicated, no adaptation to the reality of the situation is possible. You
cannot argue with a song” (1974: 27, emphasis in original). He extends this argument to dance
as well, arguing that “bodily movements are a kind of language and that symbolic signals are
communicated through a variety of movements from one person to another” (1974: 37). He thus
suggests that, like song,

messages carried by the language of the body also become ossified, predictable,
and repeated from one action to the next, rather than recombined as in everyday
situations when they can convey a great variety of messages. As with speech, the
formalization of body movement implies ever-growing control of choice of
sequences of movement, and when this has occurred completely we have dance
(1974: 38).

For Bloch, choreographed dance represents complete control over the human body. Whereas
ordinary life affords individuals opportunities to select meaningful gestures and postures with
which to express and communicate emotions, attitudes, and social positions, dance tells the
dancer to move this way, hold her arms that way, and thus, forces its participants to cede control
over the messages communicated by their bodies and join in a spectacle with pre-existing and
predictable significance.

Bloch’s conceptualization is strong, even totalizing. He defines dance as the end-point of
a social process in which human movement becomes increasingly fixed and controlled.

Catherine Bell provides a useful corrective to Bloch’s fairly rigid understanding of how
choreography and dance operate specifically within ritual and religious contexts, arguing that
ritualized practices, including song and dance, “will not work as social control if [they are]
perceived as not amenable to some degree of individual appropriation. If practices negate all
forms of individual choice, or all forms of resistance, they would take a form other than
ritualization (1992: 221-22). Bell’s model has proved itself particularly useful in the study of
ancient Greek choreia, a dynamic multimedia art that offers a good example of the ways in
which song and dance exercise a subtle and flexible kind of social control, rather than the rigid
coercion imagined by Bloch.'® Likewise, we might see Paxton’s understanding of improvisation
as a means by which dance attempts to escape from Bloch’s process of ossification through
repetition. Insofar as Bloch’s analysis of dance is hampered by a forced analogy between
(verbal) song and (non-verbal) movement, Paxton’s suspicion towards language, and its ability to
limit our experience and perception of dance, seems again to be justified.

Carrie Noland offers another approach to movement as resistant to ideological cultural
discourse, whether explicitly verbalized or not. Noland positions her project as an investigation
into the role of motility in the expression of human agency, and she understands gesture as a vital
site for both the “embodiment” and “testing” of “cultural conditioning” (2009: 2). The former
point (gesture embodies cultural conditioning) points back to Bourdieu; Noland’s own
theoretical intervention lies in the articulation and exploration of the latter possibility: gesture

'® On the utility of Bell’s model for the study of ancient Greek ritual practices, especially choreia, see Kurke 2005,
Kowalzig 2007b: 32-43, and Mackil 2013: 152-156.
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and movement as ways of challenging or undoing the work of cultural constructions upon the
body. In developing her argument, she draws explicitly upon Deirdre Sklar’s analysis of
interoceptive awareness.

Sklar, critiquing Bourdieu, argues that “the hold of the habitus is not absolute, and we do
sometimes transcend its automatic and efficient grip” (2008: 91). She offers examples from both
everyday life and dance, suggesting that:

Pressing the brakes for the tenth time in the middle of a traffic jam, we may
question the reason we own cars, calculating the cost and effort of maintaining
them, envisioning the natural resources mined to make and run them, seeing the
socioeconomic system that requires getting places quickly, and bringing to mind
the millions of people in nonindustrial circumstances who don’t require them.
Performing a pli¢ in the studio, perhaps dancers, too, have lucid moments of
seeing themselves, as if from a distance, lined up among the others, holding onto
a wooden pole in order to “gracefully” drop and rise over and over again, all
agreeing to the perceptual, ideological, and aesthetic conventions of a
sociocultural system that values “ballet.” Perhaps the lucid moments occur in the
opposite direction, consciousness diving inward and immersing in the minute
sensations of toes gripping, quads clenching, spine extending, wrist softening,
breath suspending. In the first kind of lucidity, one calls on visual imagination to
project across distances to “see” the larger system, one’s own body bobbing up
and down at the barre to keep the system going; in the second, one calls on
proprioception, turning awareness inward to “feel” one’s body as a continuum of
kinetic sensations. In either case, the hold of the habitus is broken, inviting
opening beyond routine.” (Sklar 2008: 91)

Sklar elegantly captures the dynamic process of acquiescence and resistance involved in both
ordinary action and choreographed movement. Moreover, her identification of two distinct
modes of departure from routine, habitus, and hexis can help to expand the scope of Noland’s
work, a point that I will return to shortly.

First, however, I want to note that Noland is primarily interested in Sklar’s first claim, as
she explores the ways in which turning inward, toward the kinesthetic sensations of one’s own
body, enables us to “‘unbraid’ movement practices from ideological ends and open up the
possibility of no longer perpetuating ‘social structures at the level of the body’” (Noland 2009:
210, partially quoting Sklar 2008: 91). She then further observes that “such a critical sensitivity
to our acts, however, demands isolation, a willed disconnection from the purposive, instrumental,
or communicative contexts into which we, as a cultural beings, are almost always being thrust”
(2009: 210). Thus, while interoceptive awareness offers a potentially rich source of agency for
subjects as they experience and engage corporeally with the world, the discursive construction of
the body in culture and society remains a powerful force.

Noland’s observations resonate with literary descriptions of ancient Greek dance, which
tend to stress the social dimension of performance. In Greek thought, very act of dancing,
particularly within a chorus but also, for example, within a symposium, accomplishes the process
Noland describes as “thrusting” the “cultural being” into a “purposive, instrumental, or
communicative context” (2009: 210). As I have cautioned before, we have no direct access to
the embodied experiences of ancient Greek performers and spectators. Greek literary



representations of dance, however, demonstrate an active engagement with the possibility of
corporeal agency and its likely ramifications, and I will demonstrate that this engagement is
particularly active in the description of individual dancers, as opposed to the choral group. Yet
given the nature of the ancient Greek literary evidence, which includes more attention to
descriptions of dance than to descriptions of the kinesthetic experiences of dancers, it is
necessary to expand a bit upon Noland’s theoretical framework.

The individual kinesthetic subject is the heart of Noland’s analysis. She opens by
remarking that “subjects...make motor decisions that challenge cultural meanings in profound
ways” (2009: 3, emphasis in original), and she remains primarily focused throughout on the ways
in which a single body feels itself move in relation and resistance to the forces of somatic
cultural conditioning. She concludes by re-asserting the “mindful agency of a body listening to
itself” (2009: 213), positing that it is precisely such a “motor body” that “possesses a variety of
agency that can help renovate the paradigms of construction and resistance, interpellation and
identity, with which we normally conduct theoretical work™ (2009: 214).

I believe, however, that Noland’s analysis can account for both the experience of
embodied agency (as she most explicitly argues) and the perceived expression of such agency.
This is evident in the anecdote with which she begins her book. There, she remarks that:

It was while watching a graffiti writer that I first began to perceive how agency
might work. As I observed the writer, his gestures revealed themselves to be
simultaneously a repetitive routine and an improvisational dance; a script was
obviously at the root of the performance and a script was its ultimate, durable
product, but in between, I could plainly see, a body was afforded a chance to feel
itself moving through space. (Noland 2009: 1)

Noland’s autobiographical anecdote reflects her explicit interest in the kinesthetic experience of
the individual subject, and the ramifications of allowing “a body...to feel itself moving through
space” (2009: 1). But it also reveals how observing the movement of another allows the
spectator, as well as the performer, to reflect upon the cultural construction of the body and its
value as a source of individual agency. Pushing further, we might ask whether the process of
watching the graffiti writer led Noland Aerself into an experience of kinesthetic, embodied
agency.

In the excerpt of Sklar’s essay on kinesthesia cited above, we find two possible modes of
resistance to the cultural construction of embodied action and experience. Noland, as I have
noted, focuses on the process of turning inward and explores the ways in which the kinesthesia
of the individual subject offers a meaningful form of embodied agency. Yet Sklar also posits a
more externally-oriented point of departure from hexis and habitus, as she imagines a ballet
dancer in a “lucid [moment] of seeing [herself], as if from a distance, lined up among the others,
holding onto a wooden pole” (2008: 91). This dancer is able to envision, and perhaps resist, the
work of cultural construction upon her own body in part through the imaginative viewing of the
group in motion (and given the prominence of mirrors in ballet studios, perhaps actual viewing
as well). Her experience is roughly parallel to that of Noland observing the graffiti writer. They
both become aware of the possibility of embodied agency through the process of watching other
bodies in action.

Noland and Sklar are not immediately concerned with the question of dance description,
but their insights are nonetheless relevant. If the individual kinesthetic subject can resist,



through gesture, the acculturating force of iexis and non-verbal somatic conditioning, I want to
suggest that the subject can also resist the more concentrated acculturating force of conditioned
movement reinforced by language. That is, while I will here attempt to uncover the social and
political ideologies latent in our textual descriptions of dance, I do not mean to suggest that
ancient performers, audience members, or readers inevitably acquiesced to the values,
hierarchies, and systems promoted in those descriptions.

The theoretical approaches I have outlined here enrich one another. Different texts can
and do relate to historical experiences of embodiment in varying ways. In a general sense, ways
of speaking, singing, and writing about dance and movement reflect authors’ and audiences’
daily experiences of corporeality and kinetic expression. As Ann Cooper Albright contends,
“there is a connection between how we think about the world and how we move through it”
(2011: 17)."7 Albright further identifies a connection “between individual responsiveness and
communal resonance” (2011: 17). The “communal resonance” of specific postures and
movement vocabulary need not be a strongly coercive as Bloch’s model demands; it might carry
the softer ideological force of Bourdieu’s hexis or Bell’s ritualization, and it may leave room for
the kind of kinesthetic resistance described by Noland and Sklar. I suggest that we understand
the discursive construction of dance and movement in literary sources as a form of “communal
resonance,” one which can both reflect and work (consciously or not) to affect the embodied
experiences and kinetic expressions of its audience.'®

To further clarify the potential relationships between literary or textual description and
individual embodied experience, [ want to juxtapose Albright’s analysis of falling with the work
of Alex Purves, who examines the same somatic patterns in a very different context.'”” Purves
observes that “the movement of falling — of feeling one’s center of balance slip, one’s limbs give
way, and, eventually, of hitting the ground — is central to the experience of mortality in the //iad”
(2006: 179). She develops the further claim that “the significance of falling in the //iad resonates
beyond the act of dying [...] to encompass a complex interplay between different temporal
registers at work in the poem (2006: 180). She reveals how divine falls in Homer complicate the
categories of mortality and temporality that are central to the /liad and, presumably, its earliest
audiences. I would add that, while modern readers can certainly appreciate the imagery of
falling and descent traced by Purves, its significance must have been felt differently — more
viscerally — by audiences who actually engaged in hand-to-hand warfare and Olympian worship.

Albright locates her own study of falling in a very different historical moment, reflecting
that:

I’ve been thinking a lot about falling these days: falling buildings, falling planes,
falling economies, falling governments... but most of all, falling bodies. Over the
course of the first decade of the twenty-first century, we have witnessed a series
of spectacular and horrible falls that have had both global and local repercussions.
From the sudden and horrific collapse of the World Trade Center towers to the

'7Cf. also Sklar, who notes that that “movement knowledge is a kind of cultural knowledge” (2001 [1991]: 1), a
belief that informs her study of the annual festival of the Virgin of Guadalupe in Tortugas, New Mexico.
' In a way, this reverses the fruitful practice of “kinesthetic” or “embodied” ethnography, employed in various ways
by current dance scholars (see, e.g., Ness 1992: 10-15, Hammergren 1996, Frosch 1999, Sklar 2001, Kwan 2013: 6,
127-128), which suggests how we might use patterns of individual response to access the communal resonance of
particular motions and positions.
1 focus here on Purves’ work on falling and epic, but cf. also Purves 2013 on tactile language and sensory
perception in Herodotus.
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economic recession and its resulting slippages and in employment, from the
cyclical plunges in housing values to the periodic crashes of the stock market (not
to mention the latest ‘fiscal cliff’), we live in a state of almost constant anxiety
about things falling apart and our bodies reflect that. (2013: 36)

Having thus identified the cultural discourse surrounding falling and descent in early 21* century
America, Albright goes on to contend that the physical practice of dance — specifically, of
contact improvisation — might teach us how to fall, and thereby help us develop the resilience
(physical, emotional, even economic) to “survive” in this particular historical moment (2013:
26). While her primary evidence for early 21* century cultural discourse is not literary in a strict
sense, her analysis focuses on verbal metaphor and imagery (collapse, crash, “fiscal cliff”).

The anatomy of the human body and its relationship to gravity did not, of course, change
between the 8" century BCE and the 21 century CE. The basic act of falling is the same,
whether performed by a Homeric warrior or a modern dancer. Yet, as Purves and Albright
reveal, the same somatic motion has different implications for different authors and audiences.
For a contemporary American audience, falling is caught up in the metaphors widely used to
describe economic and political change, while in Homer, falling is an act intimately associated
with the constraints of mortality and time. These links are certainly not mutually exclusive.
They may even suggest some enduring conceptual connections between individual somatic
instability (slipping, falling, striking the ground) and a sense of powerlessness on a global scale.
The stock market and the Olympian gods might well represent equally inscrutable and yet totally
powerful forces.

But focusing solely on continuity elides the value of corporeal imagery as a marker of
culturally and historically specific discourses about embodiment and kinetic expression. My
attention to corporeal imagery and somatic metaphor in Greek literature draws upon a basic
conviction that such specific ideologies of movement leave their traces in literature. Hexis and
somatic acculturation can partially account for this correspondence, but those models tend to
focus attention on only one direction of influence: the ways in which non- or pre-verbal somatic
patterns and conditioning find their way into verbal expression. I want to place equal emphasis
on the reverse: the ways in which verbal expression, description, and modeling can influence
subsequent experiences of corporeality. Paxton’s concern for the “coercive” and “limiting” force
of language over the experience and perception of dance is valid, yet it runs the risk of denying
the ability of dance, and movement more generally, to encode cultural and social values — and
thus act coercively — all on its own. Dance and its description are thus reciprocally illuminating
and often engage, on a social and cultural level, in a kind of feedback loop, whereby the
experience of one affects the other, but also vice versa. In ancient Greece, where dancing and
spectatorship were both frequent and widespread, literary descriptions of how performers and
viewers experience both choreia and more individualized dance forms cannot have functioned
merely as abstract poetic devices. Rather, authors and audiences must have drawn upon their
lived experience in creating and understanding these depictions. Likewise, prior apprehension of
literary representations of dance, with their implicit models and hierarchies, could have
influenced how spectators and performers alike experienced actual performance.

This general sense of engagement between historical practice and literary representation
is particularly important for my analysis, in Chapter 1, of choreia as a dominant paradigm for
organizing and depicting dance in early Greek literature. It also guides my reading, in Chapter 2,
of performance modes and competitive negotiation in Odyssey 8.
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But I will also suggest that individual authors sometimes used language in strategic
attempts to contextualize, direct, and organize kinetic experience and expression. More than
simply reflecting lived experience or even preserving subtle processes of somatic cultural
conditioning, these authors consistently and programmatically deploy somatic imagery and
metaphor in order to affect the embodied experiences of their audiences in specific ways. For
example, Chapter 3 includes an analysis of dance and motion in sympotic song, which places a
marked emphasis on choral imagery. I will argue that the paucity of literary depictions of
dancing, especially by elite men, at the symposium proper (as opposed to in the k6mos, and even
that is hardly abundant) is no mere accident of preservation. Rather, it marks a deep
ambivalence about, and at times outright hostility to, solo male dance performance and
constitutes a serious attempt to control its disruptive political and artistic ramifications.
Likewise, Chapter 4 will demonstrate that poets deploy representations of singular female
dancers as means of discursive control over the expressive and sexual agency of women. In
these cases, the critique of Zexis and somatic acculturation developed by Sklar and Noland offers
a productive “way out” of the strong ideological positions enforced by our surviving texts.

Studying ancient dance through textual sources demands caution — neither the literary nor
the visual evidence allow us to reconstruct Greek performance precisely. But these sources can
offer us a different kind of insight. They can reveal common cultural attitudes towards dance, its
value, and its role in society. They can also mark the positions on those questions taken by
specific authors or social groups, and the contestation of differing perspectives between or within
texts. All of this equally true for the representation of choral and solo dance, but my focus here
will be on the latter — not only because it has been relatively neglected, but also because it
occasionally illuminates the issues at stake in the representation and performance of dance in
ancient Greece in different ways than its choral counterpart. Where and how I draw the line
between “choral” and “solo” dance will be further clarified in Chapter 1, but I will make a few
additional comments here on my choice of focus and its implications for my source material.

Sources and Scope

I have, by now, made it clear that my primary attention will be to the literary discourse
surrounding dance and movement in archaic and classical Greece. In Chapter 1, I will
demonstrate how an important strand of such literary discourse constructs choreia as a
fundamentally logocentric mode of expression, wherein sung language guides both the
performers’ kinetic expression and the audience’s perception of it. I will further contend that
literary depictions of solo and individualized dance are often specifically engaged with this
particular paradigm of dance, and that they depart from the chorus not only in presenting dancers
who perform alone, but also in exploring the possibility of dance not guided by verbal song. It
is, of course, certainly possible for a chorus to dance without singing, in literature, art, and
historical practice.”” My aim here, however, is to examine the specific confluence of non-verbal
and solo/individualized dance in Greek literature. In doing so, I will reveal that the
representation of individualized orchésis often constitutes a distinctive mechanism adopted by
poets, playwrights, historians and philosophers to foreground and explore the complex
relationship between verbal and somatic expression.

My interest in the relationship between dance and language thus leads to a primary focus
on literary representation. The testimony of art will not, however, be neglected, for both archaic

%% See examples in Chapter 1.1, as well as Griffith forthcoming.
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and classical Greek vase painting and sculpture feature many images of dance and
performance.”’ While these representations are also predominately choral, I do not mean to
suggest that their interests, ideologies, and creative programs always correspond with the
discursive patterns evident in literary models of dance. Throughout, I will offer selective
discussions of Greek art and iconography, with both exemplary objects and summaries of
relevant scholarship. These discussions will highlight places where the visual imagery of dance
engages with and contributes to the specific issues I trace at greater length in literature, but they
will also call attention to objects and iconographic patterns that seem to deal with dance in
different ways.

I also operate on the basic premise that non-dramatic poetry is the most immediately
useful source for establishing the dominant cultural models for the performance of solo and
individualized dance. Hexameter poetry has long been understood as containing important
paradigms for performance in general, and while descriptions of solo dance are less common
than descriptions of choreia, the same principle applies.”* Sympotic song and choral lyric were
both performed in close connection with individualized forms of dance, and their references to it
thus respond to, engage with, and frame the direct experience of dance. The same may be said
for Athenian drama, of course, but I believe that these representations and references are further
complicated by their ongoing engagement with and use of non-dramatic lyric models.”> For that
reason, I generally begin by surveying the depiction of various types of solo dancers in epic,
hymn, sympotic song, and choral lyric, developing from these sources a preliminary sense of the
different ways in which these figures are used as literary tropes and how they engage with and
contribute to the broader cultural discourse on dance and performance. I then consider how the
same themes and concerns surface within drama, paying close attention to how theatrical context
may condition and affect the representation and performance of individualized dance. I likewise
analyze the description of solo dance in prose works of history and philosophy in light of the
patterns revealed by poetry and song. I proceed in this order for two reasons: first, because the
prose texts I consider generally postdate the poetic ones, and second, because I will argue for an
important distinction between the acts of singing and writing, with the latter constituting a way
of reflecting upon dance that foregrounds the distance between verbal representation and
embodied expression in crucial ways.

As I mentioned above, “solo dance in ancient Greece” may, for some, most immediately
call to mind imperial pantomime, a genre and time period I have largely omitted from this study.
While pantomime seems to have had some relationship to the modes of solo performance
prevalent in the archaic and classical periods, that relationship is distant and somewhat opaque.*
My goal here is to illuminate the cultural discourse surrounding solo and individualized dancing
in archaic and classical Greece. This may be relevant to the study of pantomime insofar as the
imperial authors who discuss pantomime (e.g., Lucian and Libanius) are thoroughly engaged

1 On dance in Greek art, see, e.g., Lissarrague 1992, Naerebout 1997, Kleine 2005, Smith 2010, and Marconi 2010
and 2013: 426-427, 432. Catoni 2010 explores the possibility of both continuity and difference between the
iconography of the symposium on Greek vases and the construction of it in contemporary sympotic song, explaining
that: “cercheremo soprattutto di capire se sia possibile stringere in un rapporto concreto le immagini che decorano i
vasi e la poesia simposiale; 1'ipotesi € che esse non solo accompagnassero e ispirassero discorsi, canti, giochi,
riflessioni, approci amorosi e corteggiamenti , ma aprissero ai simposiasti la possibilita di riflettere e parlare secondo
linee diverse da quelle della poesia” (2010: xvii).
*2 See, e.g., Lonsdale 1995b, Peponi 2007, Richardson 2011, and Kurke 2012 and 2013a.
>* See Swift 2010 and Weiss 2014.
** See Lada-Richards 2007: 18-22.
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with earlier sources and models, and my discussion may offer some points of comparison and
contrast with the discourse on pantomime in the imperial period. But while I will offer
occasional examples from later sources to corroborate or nuance my discussion of the archaic
and classical evidence, I will address pantomime dance as such only in the conclusion.

Finally, “dance” itself is a term that often requires definition. One option is to conceive
it, at least initially, quite broadly. For example, in a talk quoted by Gay Morris, Norman Bryson
suggests:

Opening the viewfinder to maximum and moving the definition of dance from
“ballet” to “socially structured human movement” may be vertiginous as an
opening move, but it has heuristic advantages in showing how local and limited
our sense of dance tends to be. Furthermore, the maximally capacious definition
is typically found to lose its amorphous character the moment it is actually put
into practice, and the potentially infinite space of analysis it opens up (the study
of any human movement?) fills with remarkably finite objects (Bryson 1992, in
Morris 1996: 2).

Analyses of processional movement in the ancient world, which seems in some cases to fall
under the umbrella of “dance” and/or choreia, could be said to operate within such a capacious
definition.”> Given the lack of a discrete term for “solo dance” in ancient Greek, and the
tendency in Greek to use a fairly wide range of movement vocabulary in describing dance in
general, my readings will begin by casting a wide net. But as Bryson observes, this initial
broadness will ultimately lead to a set of finite objects (passages, texts, individuals) to be studied.
While I will strive to be attentive to even subtle or oblique references to dance, I will also
endeavor to make the presence of dance imagery and/or vocabulary clear in each instance.

As I mention above, my first chapter will argue that literary representations of individual
dancers often provide a critically engaged alternative to the prevailing model of communal,
choral performance, which tends to be logocentric. This chapter lays out a dominant paradigm
of choral dance as constructed in early Greek literature, offers a typology of solo and
individualized dance forms, and previews the insights to be gained through the consideration of
dance “beyond choreia.” Chapter 2 will address the descriptions of both choral and
individualized dance in Odyssey 8, demonstrating that singular and virtuosic dance is particularly
emblematic of Phaeacian culture and that its description operates as a means by which Odysseus
and Alcinous competitively negotiate their relative positions of status and authority within the
poem. I will further suggest that the representation of dance as an expressive mode on Scheria
can be linked with the experimental and exploratory narrative poetics of the Odyssey as a whole.
Chapters 3 and 4 examine male and female dancers respectively in epic, lyric, and drama,
identifying a complex network of political and artistic concerns that coalesce around literary
representations of each type of performer. I will specifically argue that solo male dancers tend to
be depicted as disruptive and anti-social political actors, while individual and outstanding female
dancers are marked by their sexual appeal and consequent vulnerability. These chapters will also
focus on the performance contexts of specific songs and their ability to frame and define closely
related instances of dance. My fifth and final chapter will explain how Herodotus, Plato, and
Xenophon deploy the various models of individual dance discussed in the preceding chapters in
the service of their own historical and philosophical projects. I will conclude by reflecting

* See, e.g., Dougherty 1994.
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critically on the very possibility of moving “beyond choreia” in imagining, performing, viewing,
and describing dance within the constraints of archaic and classical Greek thought, and briefly
offering Lucian’s 2™ century CE treatise on dance as an example of the persistence of those
models even into the imperial period.
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-1-
Defining Dance in Ancient Greece: A Choral Paradigm

In order to look “beyond choreia,” 1 should first be clear about what choreia itself
actually means. In a frequently cited passage of the Laws, Plato calls it “song and dance as a
whole” (yopeia ye punv dpynoig te Kai @O 10 cUVOAOV éotiv, Laws 654b). Drawing on Plato’s
claim, some scholars highlight the centrality of musical and kinetic fusion in conceptions of
choreia dating back to the archaic period.' Others have emphasized the importance of
performance context for Greek song in general and chorality in particular, suggesting that
choreia must be understood as part of a complex system of civic and ritual display.® It also
seems that the multiplicity of choral performers was a crucial condition for the specific aesthetic
impact and social force of choreia.’

I could offer a strict definition of choreia: an institutionalized dance form choreographed
for an age- and gender-specific group that sings and dances in unison to the
accompaniment of a single musician.” But such a “strict” definition does not accurately convey
the range and role of the term in early Greek discourse, nor does it accommodate the evidence
for diverse and varied forms of actual choral practice.” Plurality of performers does seem to be
an immutable condition: an individual dancing utterly alone is, by definition, not a choreut.’

' Ladianou 2005, Peponi 2009. The abstract noun choreia itself is first attested in Pratinas 708.16 PMG — if we
accept a late 6™ or early 5" century date for that composition (as favored by, e.g., Seaford 1977-8, West 1992: 343,
Ierano 1997: 281-226, Napolitano 2000, Barker 2002: 56, Cipolla 2003, Power 2010: 397-398, Prauscello 2012: 73-
74, Griffith 2013: 273-274, LeVen 2014: 85). Others, however, prefer a late 5t century date for 708 PMG (e.g.,
Pickard-Cambridge 1962: 17-20, Lloyd-Jones 1966, Zimmermann 1986 and 1989: 29-30, Hamilton 1990, Wallace
2003: 85, Csapo 2004: 214, and Franklin 2013: 216 and n. 16), in which case we might first find the term choreia in
Attic drama (e.g., Euripides Phoenissae 1265 and Aristophanes, Ranae 267 and 1303). Regardless, I use the term
here to refer to the idea of choral performance in all periods, which is clearly an operative concept even in cases
where the term choreia itself is not used.

2 E.g., Nagy 1990, Calame 1997, Naerebout 1997, Stehle 1997, Kowalzig 2007b, Kurke 2007.

? Kurke 2012 and 2013a, Kowalzig 2013a.

* For my purposes here, I define “choreography” as movement that has been planned and set prior to the
performance. I recognize that more expansive and complicated definitions of this term are also possible — for its
evolution over time (and utility as a way of indexing culturally and historically specific attitudes towards dance,
much like the term choreia), see Foster 2008, esp. 15-72.

>T am likewise hesitant to devote much time to classifying archaic choreia according to specific generic categories.
While such an approach is clearly useful and appropriate in many cases (see, e.g., Rutherford 2001 on Pindar’s
paians, Rotstein 2012 on the relationship between musical competition and the conceptualization of genre, and the
essays in Kowalzig and Wilson 2013a on dithyramb), it can also be more confusing than illuminating (see, e.g.,
attempts to define and deploy the elusive term hyporchema, as discussed by Peponi 2009 n. 51, with further
bibliography). Specifically, I have not found that generic categories of choreia have much significance for
understanding solo and individualized performance, which is the phenomenon central to my investigation here.

% Two representative exceptions are the opening speech of Aesychlus’ Agamemnon, wherein the watchman says that
he “will dance a prelude” (a01t0g T° Ey@ye epoipov yopevoopat, 31), and the aforementioned song of Pratinas,
which exhorts “let the aulos dance after” (0 8’ avAOg / Votepov yopevétm, 708.5-7 PMG). The latter should be
contextualized within a poem that valorizes choreia and makes clear that, even if this particular aulos is singular, the
image is one of fantastic choral participation (for bibliography on this poem, see n. 1 above) In the former case, I
would suggest that the watchman’s claim essentially condenses the plural performance of the chorus into the
singular body of the speaker — he figures his own action as preparatory to the dramatic choreia to come, and his
word choice highlights the inevitability of that transition from singular action to communal dance (a variation,
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There is some flexibility, however, regarding every other element of the “strict” definition
offered above. Choreia, in early Greek literary representations, thus possesses a kind of
centripetal force, functioning as a paradigm of performance capable of drawing fairly diverse
modes of expression into its own orbit.

In this chapter, I will argue that the inclusion of solo and paired dance within a larger
choral framework is part of this generally expansive conceptualization of choral performance.
Choreia is not inherently opposed to solo dance, for the chorus itself offers varied opportunities
for individual kinetic expression. I will then complicate this harmonious and expansive view of
choreia by identifying subtle points of tension in certain depictions of solo and paired dance
within a choral context. That is, the performance of individualized choreography can become a
threat to the ideal cohesion of the chorus. Creating space for solo performance within choreia
only partially ameliorates this problem. I will turn next to a set of particularly problematic
models of individual dance performance, observing that solo performers tend to be distinguished
from the chorus not only by their performance of unique choreography, but also by their lack of
participation in choral song. I will connect this phenomenon with an overarching logocentricity
identifiable in many idealized representations of choral performance, which I attribute to the
predominately literary quality of our sources.” I thus want to suggest that performers of solo
dance threaten the chorus both through the individualized quality of their expression (in contrast
to choral cohesion), and through their tendency to perform without words (in contrast to the
conventional sonic force of choreia). Harmony and synthesis, therefore, can only partially
account for the diversity of choral representations in Greek literature. The expansiveness of
choreia is also an effective rhetorical strategy for suppressing the potentialities of dance as a
fully expressive form in its own right.

1. Choreia: An Expansive and Inclusive Paradigm

As I mentioned above, a “strict” definition of choreia might insist upon the presence of
rehearsed and planned choreography, given the prominent role of the chorus as an element of
organized and structured ritual observance in the ancient Greek world. Such choreography,
however, is not necessarily an absolute requirement for choreia, a feature that has a number of
interesting implications. I will first illustrate the complex relationship between choreia,
choreography, and spontaneity here via the consideration of two passages from archaic epic. [
will then turn to a consideration of the archaic and classical komos as the most important form of
spontaneous group dance — a mode of expression that is certainly beyond a strict definition of
choreia, yet is nonetheless persistently coded as a kind of chorus. Finally, I will briefly consider
the various roles played by music in the representation of choral performance. I will demonstrate
that a wide range of communal dance forms, some more organized than others, can be described
as choral, and that this attests to a basically expansive sense of choreia in archaic and classical
Greek thought.

The Shield of Achilles in the /liad features several descriptions of mousiké, each of which

perhaps, of the “creative chorégos” model discussed in section 2a below). For further discussion of choral and
individual dance in drama, see Chapters 3 and 4.
7 See Introduction. Visual representations of dance, particularly those found in vase painting, do not always
correspond with the dominant literary ideology, and I will discuss selected examples of this phenomenon
throughout.
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may be read as some sort of paradigmatic performance.® I will return to these descriptions at
various points, but I focus now on a moment of exuberant urban festivity, specifically linked
with the celebration of “weddings and festivals” (yauot t° €cav eihanivon ¢, lliad 18.491):

&v T Hév pa yapotr T’ Ecav gilomivar te,

VOpQog 6 €K BoAdmV daid®V VO AUUTOUEVA®V
Nyiveov dva dotv, TOADS & Duévalog dpdpet:
KODPOL &~ OpynoTtipeg £diveov, év & dpa Toioty
aOAOL EOpLLYYEG TE PONV EYOV: Ol OE YVVATKES
totauevar Bavpalov Emi TpoBvpoicty EKGoT.

And in the [first city] there were weddings and festivals,

and brides were led from their chambers with the accompaniment of blazing torches
through the town, and much bridal-song arose.

And young men, dancers, were whirling, and among them

auloi and lyres sounded. And the women

standing, each on her threshold, marveled. (I/iad 18.491-496)

Nowhere does the poet explicitly encourage us to view this celebration as a form of choreia. It
seems to feature a mixture of choreographed — or at least planned — movement (as the brides are
led in procession through the city, fyiveov ava éotv, 18.493) and more spontaneous forms of
expression (“the young men whirled,” kodpot 8™ dpynotiipeg £diveov, 494). The verb used to
describe the movement of the young men here matches the description of the two acrobatic
dancers — depicted as distinct from the chorus — in the final dance scene of the Shield (“and two
tumblers...whirled in their midst,” doud 6& kKvPioTiipe ... £divevov katd pécocovg, 18.604-605).
That final scene offers an explicit meditation on the aesthetics and appeal of choreia.” The
earlier instances of performance on the Shield might better be described as sub-choral: featuring
both music and dance in various combinations, employing multiple performers, but often
spontaneous and not explicitly marked by words like choros, choreuein, or choreia."’

Yet something curious happens in a parallel passage. The pseudo-Hesiodic “Shield of
Heracles” overlaps significantly with the Shield of Achilles in the /liad, even if it possesses its
own aesthetic and narrative interests.'' I follow Richard Martin in seeing these two instances of
shield description as examples of a “traditional, separable subgenre” within epic poetry (2005:
172), and I am thus more interested in exploring their respective constructions of performance
than in establishing the primacy (aesthetic or temporal) of one over the other. On the Shield of
Heracles, we find a scene of urban mousiké similar to that featured on the Shield of Achilles:

[...] Tapd & edmupyog TOMG AVOPDV*
ypooeLon 8¢ v eiyov YrepOuplotc dpapuion
Entd TOAOL: TO1 O™ AvOpeg &v AyAaing Te Yopoig T

¥ Following Taplin 1980 in reading the Shield as a representation of human life beyond the battlefield, I take each of
the performance scenes as an idealized version of its particular type: urban festivity and bridal procession, harvest
celebration, and quasi-mythic choreia (on the last scene, see also Kurke 2012 and 2013a).
? Kurke 2012: 183-184.
' In addition to the urban scene discussed here, the Shield features a description of song and dance in the
countryside at 18.569-572, which I discuss in greater detail below.
' On this poem generally, see Martin 2005.

18



TEPYLV EYOV: TOL PEV YOp EVGCMTPOL €M ATVNG

fyovt’ avopi yovaika, ToADG 6 VUEVOLOG OPDPEL:

ThHAe & an’ aiBopévev daidwv célag eilbpale 275
YEPGIV EVL SUOGV: Tol O™ dyAain tebBaivion

npoch’ Eklov: THow 8¢ yopoli mailovteg Emovto.

1Ol P&V VIO AyvpdV cupiyywv tecay avdnv

€€ AmaA®V oTOUATOV, TEPL O€ GOV AYVVTO NY®.

ald’ VIO PopuiyywV dvayov xopov iepdevTa.

&vley & avd’ £tépwde véor kdpalov O’ avAOD,

ol ye pév av moiloviec \m’ dpyNOUD Kol Go1dT

ol Y& p&v av yeAOmVTEC D’ odANTHPL EKOGTOG

poch’ Eklov: ooV 0& TOA Bodion TE Yopol te

dyhaiar T glyov. 285

And there was a well-walled city of men,

and seven golden gates, well-joined upon the lintels,

held it, and the men, in choruses and festivities

took their delight, for they, on a well-wheeled wagon,

were leading a woman to her husband, and a great bridal-song arose.

And from a distance the light from blazing torches whirled about

in the hands of maidservants. And the women blossoming in the festivities,
went ahead, and playfully-dancing choruses followed them.

And the men raised their voices to the accompaniment of clear auloi,

from their tender mouths, and the echo shivered around them.

And the women led the attractive chorus to the sound of lyres.

And from the other side young men reveled to the sound of the aulos,
some frolicking in dance and song,

others laughing, each to the sound of the aulos, went forth

and merriment and choruses

and festivities held the whole city. ([Hesiod], “Shield of Heracles” 270-285)

Note the proliferation of choreia in the pseudo-Hesiodic passage: in the space of fifteen lines, the
noun choros occurs four times (272, 277, 280, 284). The hallmarks of choreia present in this
passage include the synthesis of song and dance and the participation of many — even the
leadership of the choruses is conceived as plural (the women lead the choruses, 277 and 280).
While the poet of the /liad seems to reserve the term “chorus” for a particular sub-category of
musical and kinetic expression, the poet of the “Shield of Heracles” has a more capacious model.
I do not mean, of course, that the poet actually describes every performance element in this
passage as part of a chorus. Rather, the mixed musical and kinetic festivity of the city is here
drawn into the orbit of choreia, even when much of it clearly lacks the organization and cohesion
typically associated with choral performance.

Moreover, while only the final dance on the Shield of Achilles is clearly marked as
choreia, the other two instances of musical festivity possess certain choral yearnings. The ps-
Hesiodic poet, in his “Shield of Heracles,” thus draws out a chorality already latent in the I/iad’s
comparable depiction of urban festivity. For example, consider the final lines of that description
in the /liad: “and the women / standing each upon her threshold, marveled” (ol 8¢ yvvaikeg /
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totduevar Bavpalov Emi mpoBvpoicty ekdotn, 18.507-508). These women possess the
characteristic somatic position of choreuts (ictduevar), and their experience of thauma
corresponds with typical archaic descriptions of the aesthetic effect of choral performance.'
They are, therefore, quite appropriately positioned on the threshold, for the poet neither fully
transforms them into choral dancers, nor explicitly marks the spectacle that they are watching as
a chorus. Yet in these final lines, there is an undeniable pull towards choreia.

Likewise, the harvest celebration subsequently depicted upon the Shield is not explicitly
described as choreia:

napBevikai 6¢ Kol g0t AtaAd PpoviovTeg
TAEKTOIG €V TOAGPOLIGL PEPOV HEAMSED KOPTOV.
100V & v H€cootot Taig OpuLyyL Aryeln
ipepoev k1Bap1le, Alvov & VIO KaAOV GEdE
AEMTOAEN QOVT® TOl 0&€ PIOGOVTES AUAPTH
HOATH T 1yU® T€ TOGL CKOUpOVTEG EMOVTO.

Young girls and young men, in all their light-hearted innocence,

carried the kind, sweet fruit away in their woven baskets,

and in their midst a youth with a signing lyre played charmingly

upon it for them, and sang the beautiful song for Linos

in a light voice, and they followed him and with singing and whistling

and light dance-steps of their feet kept time to the music. (//liad 18.567-572, trans.
Lattimore)

This dance must be somewhat spontaneous, which sets it apart from choreia as a choreographed
and institutional form. But it otherwise looks much like a chorus: the kithara player leads off the
performance with his song (569-571), and the description of the dance focuses primarily on the
motion and rhythm of the performers’ feet (571-572)."% Collective motion follows (§movto, 572)
the lead of the song. Even if this performance does not receive the label of choreia, it
exemplifies several hallmark elements of the form.

I offer one final example of the expansiveness of choreia on Achilles’ Shield. The realm
of the divine is frequently, from the archaic period onward, imagined as a world of pleasurable
and inclusive choreia.'* Yet there is one god excluded from kinetic festivity by virtue of his
physical disability: Hephaestus. I would suggest that the remarkable emphasis on Hephaestus as
a maker of choreia in the Iliad, evident in the complex allusions to crafting and creation in the
final lines describing the Shield of Achilles, is meant to remedy this intractable problem."
Through the process of crafting, even the limping god finds his place within the world of cosmic
choreia.

The representation of mousiké in the Iliad and the Shield of Heracles demonstrates that
even spontaneous, properly “sub-choral” performance can be aligned with the aesthetics and
values of choreia. The poet of the Iliad, moreover, further extends the reach of chorality by

'2 On histémi, see Peponi 2004a: 314-15, Calame 1997: 88-89, 94, Nagy 1990: 361-62; on thauma, see Power 2011
and Kurke 2012 and 2013a.

'3 On the importance of the feet in descriptions of choreia, see Power 2011 and Kurke 2012 and 2013a.

" Cf., e.g., lliad 601-604; [Hesiod], Shield of Heracles 201-206; Homeric Hymn to Apollo 186-206.

' Consider also Hephaestus’ more general ability to craft automata, as noted by Power 2011: 63-64.
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deploying its imagery in the representation of divine crafting. These passages thus attest to the
centripetal pull of choreia — its fundamental appeal as a way of capturing the synthesis of song
and dance in performance. I do not mean to deny that the word “chorus” can be used in very
specific and marked ways. But I do want to suggest that the idea of choreia, whether flagged by
the term itself or suggested by certain crucial elements, is also used in a more flexible and
expansive fashion.

I will turn now to a specific and important form of spontaneous group dance: the komos,
or festive celebration in the streets of the polis that follows, or perhaps in a sense continues, the
symposium. Komastic celebration is complicated category of kinetic expression, for it would
seem to occupy a liminal space between individualized performance and choral dance. The
spontaneity of the komos properly contrasts with the choreographed nature of choral procession,
and it is essentially an extension of the symposium, rather than an instance of the organized and
staged civic ritual of choral performance.'® At the same time, it is a plural form of expression,
generally involving both music and dance, that functions in a basic way to affirm and assert
group identity: qualities that certainly correspond with a broad conception of choreia."”

Scholars disagree, however, on the extent and even existence of a conceptual connection
between the komos and the chorus in early Greek thought. Malcolm Heath argues that, while the
two forms are often connected in archaic and early classical sources as forms of festivity, “the
association does not amount to identification” (1988: 185).'® Gregory Nagy, on the other hand,
draws upon the language of lyric monody to point to a persistent association of the komos with
Dionysos and suggest that, given this religious valence, the komos “can be considered a
subcategory of the khoros™ (2007: 212). I concur with Nagy that there is a valid way of
understanding komastic activity, in Greek literature, as part of a flexible and expansive network
of choral practices.

I do not, however, challenge Heath’s basic claim that there are places where a clear
distinction is drawn between a chorus and a kGmos."” Rather, I would stress again the possibility
of meaningful difference between historical practice and literary representation. As I posited

'On the choreography of processions, see Dougherty 1994 and Connor 2000.
"7 Naerebout remarks “I would say that in general the kGmos is as ‘song-dance,” but that not every kGmos need be
danced” (1997: 184 n. 398). I concur with Naerebout that we should think about the komos in general as a musically
and kinetically expressive event, even if the precise elements involved in any given komos — literary, artistic, or
historical — varied significantly. On the sense of community and group identity fostered by the komos, see Murray,
who suggests that in the fifth century the “komos, the ritual drunken riot at the end of the symposion, [was]
performed in public with the intention of demonstrating the lawlessness of drinking group” (1990b: 150). On the
destructive potential of the komos, see also Gilhuly 2009: 138 n. 81. At the same time, Neer notes that “in elite
milieux, the k6mos was by no means a disreputable orgy. Rather, it was a key element of the sympotic revel, and
thus a definitive, normalizing social ritual” (2002: 150). These observations are not contradictory — whatever
chaotic, destructive, and lawless elements the komos may have involved, it still remained an expression of the shared
experiences and values of the sympotic group as they traveled out into the polis. As Gentili puts it, the komos was
an event in which “members of a single confraternity bound together by a particular set of social and political
interests” participated (1988: 108). On the latter point, see also Cole 1992: 11-23 (particularly his suggestion that:
“it is unlikely...that an exclusively ‘recreational’ komos ever existed: organizers and participants would always have
been involved in some sort of effort to influence the course of events or opinion in specific ways outside the private
sphere in which the movement originated,” 1992: 31).
' This distinction is important for Heath’s larger argument, which maintains that epinician song was performed
solo, not by a chorus. As I explain at greater length below, I follow Morgan 1993 in understanding the preference
for the term komos (rather than choros and related words) in epinician as a rhetorical strategy, rather than a clear
marker of historical performance practices.
"” See Heath 1988: 185-186.
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above, the komos may well have taken a wide variety of forms, some more similar to choreia
than others.’ On a basic level, the kdmos is a mode of performance that crosses the line between
the andron and the polis. It is hardly a stretch to think it can overwhelm other distinctions as
well. But however actual Greek symposiasts may have experienced the act of komastic
celebration, there is an important strand of literary discourse that frames the komos as a kind of
chorus.

The classical and post-classical reception of Anacreon offers a particularly striking
example of the ways in which the komos can become aligned with choreia. Whether or not
Anacreon ever composed choral poetry, his extant songs are clearly of the sympotic sort.”' Yet
Lucian, in the 2™ century CE, depicts Anacreon as a chorus leader alongside other poets more
typically associated with choreia (True Histories, 2.15.3-6). Likewise, the Anacreontea, a
corpus of later poems written in deliberate imitation of and creative engagement with
Anacreon,” displays a remarkable amount of choral language and imagery. Katerina Ladianou
considers both Lucian and the Anacreontea, along with the visual testimony of the Anacreontic
vases, and identifies in them a literary and iconographic tradition focused on the “choral
persona” of Anacreon (2005: 48, 51-57). Ladianou thus demonstrates how the reception of
Anacreon, clearly an important monodic composer, consistently connects him with choreia.”

Moreover, Ladianou explains how this identification occurs primarily via the conflation
of komos and chorus: Anacreon, as a musical leader of komastic celebration, is frequently
figured as a choregos, or choral leader (Ladianou 2005: 50-51). Rather than focusing on the
world of the symposium, in which we have evidence for only individualized dance forms, the
visual and literary reception of Anacreon emphasizes his role in the komos, which is then
assimilated to choreia. Ladianou’s treatment of late archaic vase painting suggests that this
choralizing process may have begun in a fairly early period, although it becomes most obvious in
the post-classical testimony.

A literary tradition that tends to assimilate the k6mos to choreia can also help account for
Bacchylides’ and Pindar’s famous and enigmatic references to their own choral art as a komos.
Kathryn Morgan explains the use of the term in epinician poetry by noting that “[the references
to multiple voices in epinician] express a [...] complicated dynamic wherein the poet's voice is
imposed upon a chorus of multiple voices that in turn draws the k6mos into its orbit” (1993: 2).
Morgan reveals how epinician choreia functions as an inclusive framework for a variety of
performancz?1 elements and modes — again, a way of organizing the komos under a broad umbrella
of choreia.

2% Heath notes the various activities called k6moi in Greek literature, suggesting that the basic unifying concept is
one of “mobile celebration” (1988: 182). I think this description is basically correct, but would point out that it
already complicates an understanding of choreia and komos as mutually exclusive activities, for choral dance is,
almost by definition, an act of “mobile celebration.”
*! Campbell summarizes Anacreon’s corpus thus: “most of his poems were short pieces in lyric metres, especially
the slight and graceful anacreontics and glyconics linked with pherecrateans, but the Suda mentions also his elegiacs
and iambics; a dozen elegiac pieces, not all authentic, are preserved under his name in the Palatine Anthology, and
his iambics are represented by the poem on Artemon (388). He may also have written Partheneia” (1982: 314).
*2 On this corpus, see Rosenmeyer 1992.
> On a similar note, Nagy demonstrates how Archilochus, as a solo composer, also acquires a “choral personality”
(1990: 363-364 ). While Archilochean choral leadership is not linked with the komos, it further attests to the appeal
of choreia as an image of creative authority. I return to this issue at greater length in Chapter 3.
** On the chorality of epinician and for a different account of its characteristic use of kémos over choros (i.e., that
composers of secular praise-song might have refrained from applying the term chorus, with its sacred and ritual
implications, to their own medium), see also Bremer 1990: 50-57.
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In the classical period, comedy was sometimes said to have developed out of the komos.”
While this relationship, like the murky origins of tragedy, was undoubtedly quite complex, it is a
conceptualization that serves to associate the komos with dramatic chorality. Komastic
celebration is thus persistently aligned with the communal kinetic art of choreia, rather than the
more individual acts of dance and movement occurring within the symposium proper. The
impulse to align the komos with choreia — evident in a variety of sources — testifies to the allure
of the chorus as an image of group cohesion and communal expression.

Up until this point, I have traced an expansive understanding of choreia that likely
corresponds with the embodied experiences of historical performers and audiences. The
diversity of activities cast as choral within Greek literature probably reflects the diversity and
flexibility of actual practice. I suggest, however, that the rhetoric surrounding the chorality of
the komos — in the reception of Anacreon, in the self-presentation of epinician, and in the
imagined genealogy of comedy — may constitute a more strategic representational strategy: one
which attempts to define and affect embodied experience.

As Ladianou’s analysis suggests, vase painting can certainly promote models of dance
and expression consistent with the apparent messages of literature. But, while I will not attempt
to survey the vast and varied representation of sympotic dance in Greek art, I want to show that
certain aspects of komos iconography reveal how visual representation may differ from literary
discourse.”® For example, we find a wide range of postures and gestures represented within the
corpus of archaic komast vases.”” A Middle Corinthian phiale (Fig. 1) features a series of
dancers bending, arching, and twisting their bodies into highly individualized poses.® They
encircle, however, another image of a female chorus — the posture and orientation of the dancers’
bodies in the latter case are completely uniform, emblematic of an organized choral dance.”® The
idiosyncratic and individualized dancing of komasts is thus placed in direct visual contrast with
the coordinated dance of a chorus. At the same time, the two modes of dance harmoniously co-
exist, as they share the visual field of the phiale. The komast image is significantly larger, but
the female chorus occupies the central position. Rather than enforcing a clear hierarchy of dance
forms, this phiale presents an inclusive image of variation within the realm of “group dance.”

Similarly, Francois Lissarrague demonstrates how archaic and classical vase painting
generally captures the ambiguities and conceptual flexibility of the symposium. He begins by

** See Aristotle Poetics 1448a-b. The actual relationship between kémos and comedy is beyond the scope of this
project. On this topic, see Adrados 1975: 37-39, Ghiron-Bistagne 1976:2 07-297, Piitz 2003: 156-191, and Bierl
2010, especially Chapter 2.
2% On this subject, cf. Seeberg 1971, Ghiron-Bistagne 1976: 207-297, Lissarrague 1990a and 1990b, Schifer 1997,
Smith 2010.
*7 On these, see most recently Green 2007, Isler-Kerényi 2007, and Smith 2007 and 2010. A major question
pertaining to these vases has been their relationship with the emergence of drama. Isler-Kerényi 2007 argues that
these scenes primarily allude to ritual performance, and while a relationship with drama cannot be excluded, there’s
not enough evidence to make that clear. Greene is more inclined to see some relationship to the emergence of
drama, insofar as these vases provide “evidence for public performance in the seventh and earlier sixth centuries”
(2007: 205). Smith 2007 and 2010 (the latter being the most complete survey of archaic black figure komast vases
since Greifenhagen 1929) stresses the regional diversity of these vases and discourages taking one totalizing
approach to their interpretation.
2 Some komast vases, however, feature fairly uniform and coordinated movement — see the images in Smith 2010
for the full range of possibilities.
*% Smith 2007 discusses a similar image (East Greek, possibly Chian, black figure plate from Naukratis, c. 550-540
BCE, British Museum, London, 1965.09-30.704), which juxtaposes a sedate, male chorus, holding hands, with more
typical representation of komast dancers. The hand-holding posture of the male chorus in this case is unusual (as
noted by Smith 2007: 66).
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noting the perhaps unexpected presence of kraters in images of the komos, rather than
exclusively at the banquet itself (1990b). Specifically, he highlights “a series of images
composed around a krater thus placed in the centre of the decorated space: the komasts, even as
they dance, are coming to draw wine from the krater and distribute it among themselves”
(1990b: 200).*° He explains that:

In general, through considering the place that the krater occupies when it is set on
the ground in the centre of the dancers, one may observe that the komos is a group
on the move, yet fixed spatially around the krater. It is also a collectivity in
which each individual circulates on his own, beside others, but without any sort of
co-ordination with them; he is both alone and in a group, in a space both mobile
and fixed, the focal point of which is often established by the krater (1990b: 201).

Iconography, in the examples consider by Lissarrague, thus captures and displays the ambiguous
status of the komos as a venue for dance: spontaneous, but contained by certain norms and
expectations; communal, yet individualized; inclusive of music, but lacking the specifically
structured organization of song, instrumental music, and dance that often marks choreia.

A late 6™ century cup by Oltos (Fig. 2), analyzed by Richard Neer, offers another
comparable image of dance within the k6mos. Around the sides of this cup, we find six dancing
figures: three bearded men (Molmis, Thallinos, and Xanthos) and three nude, dancing youths
(Nikon, Khilon, and Solon). As Neer notes, the last two (Khilon and Solon) are among the
famous Seven Sages. depicted here as young men enjoying a komos (2002: 150). Neer argues
that:

it is significant that Oltos depicts Khilon and Solon as komasts and not as
reclining banqueters. For one thing, the komos is the moment at which the
drinking-group leaves the privacy of the andron to dance in the streets: it is a
public display. The cup’s intertwining of public and private is thus embedded in
the dance itself. By the same token, the komos is the ideal culminating of every
drinking party, following on the actual consumption of wine. In the course of an
actual symposium, therefore, the images on the London kylix would be
prospective, insofar as they would remind the beholder of what was in store for
him at the end of the evening. Such images depict drinking parties that have
come off well, and they encourage the guests to get up and enjoy themselves in
like fashion. If all goes well, the cup suggests, the symposiast will find himself
behaving like Solon, Khilon, and the others. In this sense, the figures on the cup
are exemplars: they provide models of sympotic behavior. (2002: 153)

I quote Neer at length to demonstrate how his understanding of the exemplary function of vase-
painting corresponds with my own interpretation of sympotic song: both media aim to affect
their audiences’ own embodied and expressive experiences, providing them with models and
frameworks for their subsequent behavior and perception.”’ But note that, for Neer’s analysis, it
is important that the komos retain its liminal and mediating quality: it is an expressive form that
enacts an engagement between, or “intertwining” of, public and private. It is thus an appropriate

%% Examples cited in Lissarrague 1990b: 200 n. 24, with some figures and plates included.
*! See Introduction.
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image for “symposium-ware,” which, in Neer’s conceptualization, is “characterized by
ambiguity and uncertainty” and thus offers an excellent venue for “ideological negotiation”
(2002: 153).

In this light, I would also observe that the figures on the Oltos cup can be organized into
a few distinct, but overlapping, categories: bearded men (Molmis, Thallinus, and Xanthos),
youths (Nikon, Khilon, and Solon), sages (Khilon, Solon), and komasts (all the figures).
Communal identity is an important theme on the cup, but it is refracted through several different
groups. Likewise, dancing in the komos is a basically communal activity, but as this cup also
suggests, it accommodates the performance of individualized somatic positions and creative
actions. This is again a form of ambiguity and flexibility that suits Neer’s overarching
understanding of the iconography of late archaic and early classical vase-painting in its sympotic
context.

The literary discourse I have analyzed above engages with the komos in a different way,
for it focuses less on the basically flexible and ambiguous nature of komastic behavior as actual
practice and instead, by emphasizing its essentially communal nature, constructs it as part of a
larger choral system.”*> Given the presence of a different conception of the komos in some
examples of the iconographic tradition, I would posit that the literary tradition aligning the
celebration of the komos with the performance of choreia is a distinct and ideologically charged
discourse, which deploys the imagery of the chorus to reinforce the communal and cohesive
aspects of komastic celebration over and above its opportunities for individual expression or
violence.”

Returning to the realm of literary representation, I want to further note that the three
typical performance components of choral performance (song, dance, and instrumental music)
can fit together in a variety of different ways, a fact which again affirms an expansive conception
of choreia. Claude Calame, for example, proposes two distinct models of archaic choral
performance: the “Apollonian,” wherein the leader plays an instrument while the chorus sings
and dances, and the “citharodic,” wherein the musician provides both instrumentation and song,
while the chorus dances.”* Whether or not ancient Greek performers and spectators themselves
would have made a strict distinction between these two modes, they do account for many of the
performances we find described in early Greek literature as choral.

Dionysiac dance is perhaps the best example of the broad and flexible conceptualization
of choreia in archaic and classical Greece. Literary descriptions of maenads, satyrs, and
Dionysus himself tend to foreground spontaneity, individual action, and even chaos, yet Bacchic
groups are also consistently described as choruses.” In vase-painting, Dionysus, satyrs and

*% Again, I do not mean to suggest that art and literature offer universally different visions of dance and the komos.
In addition to the work of Ladianou discussed above, note that Lissarrague also observes how “the collective
character of the symposion is often explicit on very large vases” (1990a: 27), and in an analysis of a specific pot
depicting an active komast, suggests that “in seeing him pass, it is as if the viewer is invited to follow him and enter
into the dance” (1990a: 26). Vase painting, then, can also stress the communal nature of sympotic and komastic
celebration, consistent with the literary representations I consider briefly here and at greater length in Chapter 3.
The objects and related scholarly analyses I highlight here, however, are meant to demonstrate how iconographical
interests can diverge from literary ones, choosing to emphasize other aspects of the komos specifically and perhaps
engaging differently with dance more generally.
33 On the latter conceptualization (komos as violent and destructive event), see n. 7 above and the bibliography cited
therein. I will return to this larger claim in Chapter 3.
41997: 49-53, 71. On variations in choral configurations, see also Danielewicz 1990 and Kurke 2012: 184 n. 1.
%% For the argument that the Homeric Hymn to Dionysus [7] includes choral dance as part of the god’s timai, see
Csapo 2003: 90-91 (who stresses that Homeric Hymn offers a brief version of the myth, and later sources make a
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maenads tend to appear engaged in a form of dance that allows individual performers to vary
dramatically in their postures and gestures (see Fig. 3). Again, the relationship between these
images and lived experience of performance is complicated, and my focus here remains on the
somatic imaginary, rather than historical choreography.’® To that end, I highlight here (Fig. 3) a
vase that shows female figures bending, twisting, dancing, and playing instruments in highly
individualized and varied ways. Yet, Francoise Frontisi-Ducroux argues that vases such as this
ultimately emphasize a communal experience of worship, balancing the movement of the
individual with a sense of participation in a collective performance.’’ Conceptually, choreia
does not demand fully choreographed and totally synchronized movement, and it actually admits
a high level of variation within the broad framework of communal dancing. *®

Within the inclusive framework I have outlined here, the term choros may also be applied
to groups that perform without singing, but there is always some element of music involved.”
On one level, this type of performance can be understand as simply another variation along the
broad spectrum of choral mousike. At the same time, I will argue below that there is a strong
tradition, in Greek literature, of emphasizing verbal song as the primary organizational and
explanatory element of choreia. Depictions of individual dancers, who generally do not sing and
often explicitly reject the authority of the voice and language, can therefore offer alternative
discourses about dance, performance, and expression. A close analysis of non-verbal music and
its relationship to dance, while beyond the scope of this project, would probably be illuminating

more explicit connection between the pirates, dolphins, Dionysus, and dance), Calame 2011: 355-356, and Herrero
de Jauregui 2013: 240-241. The Bacchae, discussed further in Chapter 4.4, is another important example. See also
the self-presentation of satyr choruses in drama (e.g., Pratinas 708 PMG, Euripides’ Cyclops, on which see Chapter
3.4a, and Lammle 2007) and Pausanias’ description of the Thyiades, a female maenadic troupe, as engaged in
choreia (10.4.3). On that final example, see Budelmann and Power 2015.
%% On this point, see Henrichs 1984 and Osborne 2010.
371 leave aside, here, the question of whether the vase in Fig. 3 should be counted among the corpus of so-called
“Lenaia vases” (on which see Peirce 1998 and Bundrick 2005: 229 n. 85), as I would argue that Frontisi-Ducroux’s
observations are relevant for the representation of Dionysiac dance in general. Note also that her analysis of these
images emphasizes the role of music (not necessarily verbal) in creating cohesion among differently-moving dancers
(“Et lorsqu'il s'agit de danse, on constate également une opposition entre l'individuel et le collectif: dans une danse
dionysiaque chacun danse pour soi, au milieu du groupe, et la musique, d'ailleurs, est collective: le — ou la — fliitiste
joue pour tous.” 1986: 172). She also draws a parallel between the simultaneous sense of chaos and cohesion
present in the male komos with that evident in the representation of female maenadic performance (1986: 172).
* We find this flexibility in visual representations of organized and orderly choral performance as well. The
Theseus frieze of the Frangois vase, for example, carefully balances the individuality of the performers with the
formal cohesion of the dancing group (see Olsen 2015). At the same time, we might reasonably wonder about the
fairly common visual depiction of Dionysus or Dionysiac figures (maenads, satyrs) as solo or individualized dancers
(see, e.g., fig. 4). A useful analogy here is the depiction of Dionysus in archaic black figure vase painting as a
“solitary banqueter” — the only figure reclined on a kliné on a vase (see Diez-Platas 2013: 514-516). Diez-Platas
suggests that one way to understand such an image is as a “kind of abbreviation or metonymy,” wherein the solitary
figure still implies communal festivity (2013: 515). I would suggest that this is often true for dance scenes, as well.
At the same time, Diez-Platas also suggests that such solitary reclined figures (Dionysos as well as mortal figures)
may represent an attempt to “embody an individual expression” and to stress “personal pleasure” rather than
communal consciousness (2013: 515, in agreement with Fehr 2003). This dynamic may also be at work in the
depiction of individual Dionysiac dancers — and if so, it offers a compelling contrast with the literary testimony,
wherein community is generally emphasized over individual expression and certainly pleasure.
*% Rouget suggests that Corybantes performed dance to the accompaniment of instrumental music alone (1985: 75).
Most forms of the pyrriché, which I discuss further below, also seem to have involved only dance and instrumental
music (on weapon dances generally, see especially Lonsdale 1993: 140-148, Stehle 1997: 121-122, and Ceccarelli
1998).
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in similar ways.* But for now, I mention such non-singing choruses primarily to illustrate the
wide variation in the types of performance that could be described as choral in Greek literature.

2. A Choral Continuum: Solo and Paired Dance within Choreia

Archaic and classical Greek literature offers a variety of representations of solo and
paired dancers, who are all are essentially linked with the chorus. Individual dancers, therefore,
can also be drawn into the orbit of choreia. Here, I will propose two distinct models for solo
kinetic display within a choral context. I will then demonstrate how our major representations of
dancing pairs basically conform to the same models. These representations reinforce the
preeminence and centrality of choreia, for they encourage us to see solo and individualized
dance not as a generic form in its own right, but as a component of a larger choral system. There
are important exceptions to the models I propose here, and those exceptions will be the focus of
the chapters to come. Here, I will outline the primary ways of representing solos and duets in
connection with the chorus.

a. The Creative Chorégos

The Homeric Hymn to Apollo (3) has long been understood as a source for paradigmatic
representations of choral performance.”’ As a whole, the hymn emphatically promotes choreia
and valorizes its practice on both social and aesthetic grounds. It portrays Apollo himself as the
archetypal choregos, generating and leading choral festivity wherever he goes.** He displays his
generative powers soon after his birth on Delos, as:

[...] éBiPaockev éni xBovog ebpLOEING

Doifog drkepoekdOUNG, EKatnPorog: ol &’ dpa mhool
Baupeov abdvatar ypvod & dpa AfjAog draca
fvne’, og 6te te piov 0bpeog AvOesty VANG.

Phoebus, the long-haired far-shooter, walked upon

the earth with its wide ways, and all the

goddesses were amazed. And all of Delos blossomed

with gold, like the peak of a mountain [blossoms] with flowers. (Homeric Hymn to
Apollo 133-139)*"

Apollo causes the island to “blossom” merely by moving upon it: he has not yet taken up his
kithara. The word éBifackev is suggestive, however, for baino is used elsewhere to describe
Apollo’s dancing, as he plays his instrument and “steps high and fine” (xaAd kai Dyt Bpdc,

0 The role of music “beyond the voice,” including its relationship to dance, is addressed by Griffith forthcoming.
4 Herington 1985: 6, Lonsdale 1995a, Peponi 2009.
“20n Apollo as chorégos, in this hymn and elsewhere, see Mullen 1982: 9-16, 196-200, Lonsdale 1993: 48-75, 111-
121, Calame 1997: 19-53 and 90, and Nagy 2009.
1 omit lines 136-138 (PePpidet, kabopdoa Adg Antodg te yevéOiny, / ynbootvy, dtt v 0edg iketo oikio 0éc0at /
vioov Nreipov 1€, iknoe 8¢ kNpodOL pdiiov), which are contested, although their presence would not significantly
alter my argument. For various critical approaches to these lines, see the discussion and further bibliography in Clay
1989: 45 n. 88.
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Homeric Hymn to Apollo 201 and 516).** While éBipackev here is probably best translated as
“walked,” it foreshadows the god’s future role as leader of song and dance. Delos “blossoms
with gold” in response to this latent potential for choral leadership, just as gods and mortals will
soon perform choreia in response to Apollo’s appearance.®

The subsequent description of Olympian choreia offers an extended example of Apollo’s
generative performance patterns, which are described throughout early Greek poetry:*®

&vbev 6¢& mpog 'Orvumov amod xBovoc, dote vonua,
giot A0 Tpog d@dpa Bedv ped’ Opyvpy dAAOV.
avtiko & aBavatolot pélet kiBapig Kai oon:
Modoot pév 0 dpo macot apefopevot Omi Ko
vuvedoiv pa Bedv ddp” duppota nd avlpdTmOV
TANpocvvag, 66° Eyovieg v’ dbavdrtoict Beoiot
Loovo’™ appadéeg Kol dpnyovot, ovde dvvavtal
evpépeval Bavatold T drog Kol ynpoog dAkap-
avtap dumhdrapor Xaprreg kol dvppoveg ‘Qpat
Appovin 8 "HPn te Adg Buydp T Appodit
Opxedvt’ AAMA®V EML Kapd yEipag Exovoat
Tfiol LEV OVT  aioypr) HeTaUEATETOL OVT EAdyELD,
BALO péda peydAn te ideilv koi gidog dym,
Aptepig ioyéapa OLOTPOPog ATOAAWVL.

&v & ol thov Apng Kai 06Komoc Apyelpdving
nailovs - avtap 6 Doifoc "Andiiwv €ykiBapilet
KaAd kol Dyt Ppac: aiyAn 6€ pv dueipoeivet
poppapvyot te Toddv Kol EVKAMGTOL0 YLITOVOC.
010’ émurépmovion Bupodv péyav elcopOOVTES
ANTO T€ YPLGOTAOKOLOG KOl UntieTo Zevg

via ilov mailovto pet’ dBavitoist Oeoiot.

Thence, fleet as thought, he leaves the earth for Olympos

and goes to the palace of Zeus and the company of the other gods.
Forthwith the immortals take interest in his song and lyre,
and all the Muses, answering with beautiful voices,

hymn the divine gifts of the gods and the hardships

brought upon men by the immortal gods.

Men live an unresourceful and thoughtless life, unable

to find a cure for death and a charm to repel old age.

And the fair-tressed Graces and the kindly Seasons

and Harmonia and Hebe and Aphrodite, the daughter of Zeus,
dance, each holding the other’s wrist.

Among them sings one, neither ugly nor slight of stature

but truly of great size and marvelous aspect,

* This position is also found in the iconography of Apollo, for examples of which see LIMC s.v. Apollon.
*Clay 1989: 33-46 reads Apollo’s effects upon Delos in general as consistent with the effects of his epiphanies
elsewhere in the hymn.
* Cf. Iliad 601-604; [Hesiod], Shield of Heracles 201-206; Homeric Hymn to Apollo 135-139 and 514-519.
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arrow-pouring Artemis, Apollon’s twin sister.

And with them play Ares and keen-eyed Argeiphontes;

Phoibos Apollon, his step high and stately,

plays the lyre, enveloped in the brilliance

from his glittering feet and well-woven garment.

And Leto of the golden tresses and Zeus the counselor

rejoice in their great souls as they look upon

their dear son playing among the immortals. (Homeric Hymn to Apollo 186-206, trans.
Athanassakis)

Apollo’s own mousiké here remains individualized: he alone plays the kithara and “steps high
and fine” (koA kol Dyt Biac, 202). Yet he is also integrated within the divine chorus,
positioned “among the immortal gods” (uet” dBavdaroiot Beoiot, 206). In a sense, he also
embraces the chorus, as the poet begins and ends his description of divine choreia with the
kithara-playing god. Moreover, the “gleaming of his feet” (pappapvyai te moddv, 203) as he
moves among the gods points to a choral aesthetic, rather than solo virtuosity or dynamism.*’
Apollo, then, is the perfect choregos: a singular leader in complete harmony with the mousiké of
the group.

In the Pythian portion of the hymn, Apollo is endowed with a similar ability to generate
choreia among mortals. Having transported a group of Cretan sailors to Delphi to be his priests,
Apollo leads them in musical procession to the site. The poet describes how:

npxe & dpa oev Evot Adg vidg ATOAA®Y
Qopuyy’ &v yelpeootv Eymv Epatov KiBapilwv
KaAd kol Dyt P1pac: ol 8¢ priccovieg Emovto
Kpfiteg mpog [Tubo xai inromov’ dedov,

oiot e Kpntdv mounoveg oioi 1e Modoa

&v ot fecoty €0nke Bed pedlynpov dodnv

And the lord Apollo, the son of Zeus, led them,

having in his hands a lovely lyre, playing it,

his steps high and fine; and the Cretans followed [him]

toward Pythos, stamping their feet, and they sang a paian,

such as were the paian-songs of the Cretans, and the Muse,

the goddess, in their breasts placed sweet song. (Homeric Hymn to Apollo 514-
519)

This display is not explicitly marked as choreia, but I think that the description of the songs as
paians (a choral genre) and the communal quality of the men’s action identifies this as a choral
procession.*® Note that again, Apollo’s movement and sound is distinguished from that of the
group: he “steps high and fine” (kaAd koi Oyt Bég, 517), while the mortal men “stamp their
feet” (pocovieg, 517) and perform characteristically Cretan-like paians (ool e Kpntéyv
nounoveg, 518). But his creative expression clearly generates the subsequent performance

*"On the choral implications of this phrase, see Power 2011: 69-70 and Kurke 2013: 30-32.
*In a discussion of this passage, Nagy contends that it displays Apollo as “the ultimate model for the choral leader
of the paean” (2009: 38).
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(Apollo “led,” Rpye, 514; the Cretans “follow,” £novto, 516). Apollo does not dance alone on
his way to Delphi — he inaugurates the archetypal performance of his followers.*’

Apollo’s solo performances, therefore, are creative: they generate choreia and group
festivity, such that the god never dances alone for long. If, as I will argue in the chapters to
come, solo dance is often imagined as a disruptive, unruly, or destructive form of expression,
then Apollo’s characteristic and individualized movement (kala kai hupsi bibas) offers a
reassuring alternative to anti-choral solo dance. The god provides a model of individualized
movement that creates, rather than dismantles, choreia.

This model of solo performance as generating choreia can also help contextualize the
varied forms of armed dance attested in our sources. Scholars have remarked that the pyrriché
could be either a solo or a choral dance, but I think we can be even more precise. °” The majority
of the aetiological myths associated with pyrrhic dance describe the movement of an individual.
Euripides, for example, alludes to an aetiology of the dance (dewvag ...moppiyag, Andromache
1135) that links it with the triumphant “Trojan leap” (10 Tpwwov mnonua, Andromache 1139) of
Neoptolemos.”' The actual performance of armed dance in the archaic and classical world,
however, seems to have occurred primarily in choral form.”* For example, in classical Athens,
pyrrhic choruses of boys, youths, and men competed at the Panathenaea.”®> The evidence for
choral performance of armed dance is also fairly secure, as it is confirmed by material sources
like inscribed victory monuments.”* Non-aetiological descriptions and depictions of solo armed
dance, by contrast, tend to be framed as either training exercises (more akin to athletics than
dance), or as sympotic entertainment.”> The latter in particular must be understood within their
specific literary and iconographic contexts, and I will return to them in one of my discussions of
dance as sympotic entertainment.”® I suggest, therefore, that the pyrriché is generally figured as
solo in origin but choral in performance. As a result, the original individual expression is
separated from present reality by time and space, and the dance is validated by its transformation

* Compared to its Delian counterpart, this passage has received little attention as a model of choral performance. I
believe, however, that it exemplifies the flexible and dynamic social force of choreia quite well, as the Cretan men’s
performance enables them to both follow Apollo and still maintain their specifically Cretan identity and modes of
expression.
0 E.g., Lonsdale 1993: 140-141. On armed dance generally, see, inter alia, Lonsdale 1993: 140-148, Stehle 1997:
121-122, Ceccarelli 1998.
>10n the Euripides passage, see Borthwick 1967, Lonsdale 1993: 140, and Ceccarelli 1998: 27, 195-196, 202-203.
The aetiology of the dance is alternately linked with the birth of Athena (Lonsdale 1993: 148-149, Pinney 1988), the
motion of Achilles around the pyre of Patrocles ([Aristotle] F519) or the performances of other mythic figures, like
the Curetes and Dioscouroi (Lucian, On the Dance 9, Lonsdale 1993: 148). Only the latter set of cases are plural in
form.
32 See Ceccarrelli 1998: 27-158 for a survey of the evidence for armed dance at various times and in various places.
On choral performance of the pyrriché in classical Athens, see Lysias 21.1-4 and Ceccarelli 1998: 27-90, with
further bibliography.
>*Lonsdale 1993: 142-143.
** Lonsdale 1993: 143.
3 On the former distinction, see Introduction.
°® Chapter 5.3a. My argument attends to the literary evidence, but cf., e.g., Bérard 1989: 91-93 and Topper 2012:
105-135 on the complicated relationship between images of women’s activities and performances and the historical
reality. Bérard notes of one vase depicting a female pyrrhicist: “a picture of a young woman preparing to dance
plays on the formal ambiguity between adept and goddess. In this case, the dancer also imitates the city goddess,
who first established this choreography to which philosophers ascribed educational value. Thanks to the accessories
and the dance itself, the young woman becomes, in fact is, Athena, whose epithet Pallas refers directly to the dance”
(92). Contra Bérard, see Osborne 1991: 261.

30



into a standard choral form. The idiosyncratic soloist again becomes the choreographer or source
of choral dance.”’

Assorted other representations of solo dance in Greek sources can be linked with this
model. Depictions of Theseus, in both art and literature, establish the Athenian hero as a
chorégos and choreographer similar to Apollo.”® Apollo’s sister Artemis provides a comparable
female image of choral leadership.”® By figuring individual kinetic creativity as ultimately
generatge of choreia, these representations closely connect the individual dancer with the
chorus.

b. A Solo Addition

A second mode of individualized dance performance is exemplified by the Homeric
Hymn to Pan (19), which describes the coordination of idiosyncratic or solo motion with a larger
choral spectacle. ® While the hymn purports to celebrate the life and habits of Pan, it also
devotes much attention to the characteristic activities of his companions: the nymphs. Pan is
linked with the nymphs from the third line of the hymn, when the poet remarks that he “wanders
with the chorus-dancing nymphs” (pottd yopon0ect vopeaig, 3). A relative clause offers further
information on the kinetic (oteipovot, 4) and vocal (dvaxexAdpeval, 5) expression of the
nymphs. The opening lines of the hymn set a clear agenda: throughout, descriptions of Pan will
be balanced with descriptions of the nymphs, who are clearly and evocatively connected with
choreia.

The hymn begins with the narration of Pan’s characteristic daytime activities. The god is
depicted as moving actively through the world, but his kinetic expression is not yet marked as
dance. His motion has a frenetic, even chaotic quality, as he darts one way and then another
(portd & &vBa xoi &vla, 8; dAlote... dArote, 9-10). The language of the hymn also emphasizes
how he traverses the landscape and moves through and among the thickets and mountains,
repeatedly employing the prefix dia (Siovyvei, 10; S1édpopev, 12; dmrace, 13).°% In the evening
(8omepog, 14), Pan turns to mousike and “plays a sweet song on his reed-pipes” (dovdkwv Vo
podoav a8vpwv / viidvpov, 15-16). The nymphs are now dancing with him (19) and “and on

°7 It is perhaps important that, in its Athenian choral form, the pyrrhiché seems to have been performed without
vocal accompaniment. Again, this attests to the diversity of actual choral practices and the ability, of Greek thought
and language, to deploy the idea of choreia in a fairly expansive way.
¥ Cf., e.g., the Theseus frieze of the Francois vase, especially as analyzed by Hedreen 2011 and Olsen 2015, and
Bacchylides 17. 1 discuss the image of Theseus as a choral leader again in Chapter 3.1.
% Cf. the Homeric Hymn to Artemis (27) and Odyssey 6.99-109.
5 My survey here is intended to be illustrative, not comprehensive. Iwill return to some of these examples in
subsequent chapters (e.g., Theseus and male choral leadership in Chapter 3.1 and Artemis and female choral
leadership in Chapter 4.2). There is also an analogy to be drawn here with the conceptualization of the classical
Athenian dramatic chorégos. In this period and context, a chorégos is not a dancer himself, but rather a wealthy
citizen who financed the performance of a chorus at an Athenian festival (on the choregia, see P. Wilson 2000). At
the same time, P. Wilson argues the individual Athenian chorégos “put great energies into representing himself as a
‘performer’ intimately associated with — indeed, scarcely to be distinguished from — his k%oros, even though in fact
he may frequently have been little more than a ‘financier’ who had nothing to do with the practical training and
equipping of his khoros” (2000: 108). For P. Wilson’s full analysis of the classical Athenian chorégos and the
negotiation between individual and collective identities via the institution of the choregia see 2000: 109-262).
%! This analysis probably moves us into the late archaic/early classical period, for while the Hymn to Pan cannot be
securely dated, most scholars accept Janko’s dating to the hymn to sometime between the late 6th and mid Sth
centuries (1982: 85).
62 On Pan’s movement here, see also O. Thomas 2011.
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either side of the choruses, and at times moving in their midst, / the god [= Pan] moves nimbly
on his feet” (daipwv o° &vBa kai EvBa yopdv, T0TE 8™ €¢ pécov Eprwv, / TuKVA ToGiv SEneL [... ],
22-23).

Like Apollo, Pan dances and plays an instrument simultaneously, performing with a
chorus but employing individualized forms of expression. But Apollo is consistently marked as
a leader, the archetypal chorégos of both divine and human choreia.”> Pan, however, does not
seem to function as a choral leader. The poet simply says that “at that time [that is, in the
evening], [the nymphs] are with him” (cOv d¢ cwv t0te, 19) at a “dark-watered spring” (€mi
Kpnvn peravodpw). His presence does not have a causal or instigating force upon the choreia of
the nymphs.

The dance of the Nymphs is described in some detail: Nopgat dpeotiddeg Aryvpoimot /
QOITMoaL THKA TOGGLV £l Kp1vn pedavudpw / pédmovtat (“the mountain Nymphs, clear-voiced,
moving back and forth, nimbly, on their feet, sing-and-dance at the black-watered spring,” 19-
21). The language of this description points back to Pan’s movement in the earlier portion of the
hymn: the Nymphs “move back and forth” (portd®oar, 20) like Pan did (pottd, 8), and Pan
“moves through” them as he moved through the landscape (61énet, 23; cf. dia compounds at 10-
13). Pan’s dancing, like that of the Nymphs, is marked by the close and nimble motion of the
feet ([Nymphs] moka nocciv, 20; [Pan] mokva nociv, 23). There is a strong sense of kinetic
correspondence and reciprocity in this hymn, but Pan’s motion does not generate the
choreography of the Nymphs.®* When he does dance with them, he first moves on either side of
the dancers, and only then moves into their midst (daipmv 6” &vBa kai EvBa yopdv, Tote 6 €
péoov Eprv, / mukva mooiv d1énel, 22-23). His movement, moreover, is described by a verb
(£pno) not typically associated with dance.®® Pan is thus depicted as spatially and
choreographically distinct from the chorus. His performance adds to, but does not inherently
comprise, choreia. The model exemplified by Pan thus makes space within and around the
chorus for individual dancers who do not function as leaders.

c. Paired Dance

I turn now to the consideration of danced duets, which, as I have already suggested, can
also be organized according to the two models of solo performance outlined immediately above.
In Alcman’s first partheneion (1 PMG), for example, two female figures appear as coordinated
choral leaders, each outstanding in her own right.®® The preeminence of Hagesichora and Agido,
like that of Apollo and Artemis, is closely connected with the associated choral spectacle. In
Alcman’s second partheneion, Astymeloisa takes on a similar leadership role — given the

%3 Likewise, Apollo’s interaction with his typical female choreuts, the Muses, is described as amoibé, or exchange
(lliad 1.604, Homeric Hymn to Apollo 189). We do not find any comparable description here of creative interaction
between Pan and the nymphs.

%40. Thomas 2011: 158 notes the various correspondences between lines 20-26 and the earlier portion of the hymn.
Germany 2005 analyzes the hymn’s use of repetition more generally.

6% pindar uses the same verb to describe how “in the past the song of dithyrambs came forth / stretched like a
measuring line” (Ipiv pév €pme oyowotéveld v dowda / ffvpdappov, fr. 70b 1-2, trans. Race). In that song,
however, the speaker celebrates the performance of circular dithyramb, contrasting that present form with the songs
“of old” (mpiv). The use of the verb erpo may well be a further form of disparagement, or at least dismissal, of the
older, alternative forms. On this song, see D’ Angour 2013 and Lavecchia 2013.

5 T will return to the representation of outstanding and/or singular female dancers in Chapter 4.
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fragmentary state of the poem, it is quite possible that it, too, actually featured a leading pair.®”’

The female soloists of the partheneia are, to be sure, not quite creative chorégoi — the generative
authority here lies with the poet and choreographer.”® But their individualized motion is still
figured in positive relation to the chorus.

There are also a set of passages in archaic hexameter poetry that feature a dancing pair.
These dancers, all characterized as acrobatic or playful, should be understood as a variation upon
the “additional soloist” model exemplified by Pan. In essence, they offer an appealing addition
to the choral spectacle, but are not presented as truly creative or generative of choreia.

I have already mentioned the various models of mousiké offered by the Shield of Achilles
in the /liad. 1 turn now to the final description of choral dance (18.590-606), wherein, in
addition to the chorus of youths and maidens, we find that “two tumblers among them, leading
off the song-and-dance, whirled through their midst” (dow® 6 kvPioTnTiipe Kot AOTOVS / LOATTG
g€apyovteg £divevov kata péscovg, 18.604-605). There is, indeed, a hint of choral leadership
here, as the two figures are cast as exarchontes of the performance.”” At the same time, their
choreography is distinguished from that of the youths and maidens. The poet's description of the
group dance calls attention to the rapid movement of the dancers' “knowing feet” (6pé&aokov
gmotapévolotl modeaat, 18.599), then focuses on the shapes created by the dance as a whole
(both circular: 18.600-601, and linear: €ni otiyag,18.602). The two kubisteteres, by contrast,
weave through the crowd with a whirling motion (€divevov, 18.605). The form of performance
leadership implied by their role as é£dpyovteg is thus not specifically choreographic: like Pan in
his hymn, the two tumblers exhibit a quality of movement distinct from that of the choral group.

The fourth book of the Odyssey also includes a brief description of non-choral dance.
When Telemachus first arrives in Sparta, he finds Menelaus and Helen celebrating the marriages
of their children. In the course of these festivities, a “divine singer performed among them,
playing the lyre. And two tumblers among them, leading off the song-and-dance, whirled in their
midst” (netd 8¢ oprv uédmeto Bloc 0100¢ / Popuilmv: do1d d¢ kuProtnTipe KT’ 0O TOVGS /
HoAmiic Eapyovtec £8ivevoy katd péocoug, Odyssey 4.17-19).7° Lines 18-19, of course,
correspond with Iliad 18.604-605."!

A final pair of non-choral dancers is found on Mt. Olympus. In the Homeric Hymn to
Apollo, the poet offers an elaborate description of divine musical and kinetic festivity occasioned
by Apollo's arrival upon Olympus (188-206). We first hear of the kitharis kai aoidé of Apollo
(188), then the responsive song of the Muses (189-190). Various female divinities join in the
dance, with a culminating description of Artemis' outstanding presence (194-199). At this point,
the poet mentions that “among them, Ares and sharp-eyed Hermes play” (¢v 8 ad tfiotv Apng
kol éboxomog Apyeipoving / mailovs’, 200-201). He then returns to Apollo's performance and its
positive effects upon Zeus and Leto (201-206).

Initially, these different forms of vocal and kinetic expression seem to be organized
temporally: Apollo plays, the Muses respond, and then the other deities join in. Apollo's musical

%7 On this poem, see Peponi 2007.

% On Alcman as both poet and choreographer of the first partheneion, see Peponi 2004: 313-316.

% For exarché and related verbal forms as a term for choral leadership, see Archilochus fr. 120W, [Hesiod] Shield of
Heracles 205-206, Homeric Hymn to Artemis (27) 14-18, Homeric Hymn to Apollo 197-199, 514, and Pindar,
Nemean 2.25.

"My translation of éuéAneto as “perform” sidesteps the exact nature of the singer's performance. I suggest that we
understand this figure as a dancing kithara player, the role typified by Apollo (cf. Homeric Hymn to Apollo 201-202,
516-517, as discussed above).

"'T comment further on the relationship between these two passages below.
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impact ripples through Olympus, drawing other gods and goddesses into the dance. Yet Ares'
and Hermes' movement must be understood as simultaneous: like the kubistétéres on Achilles’
shield, they move among the others (dv 8 av tfictv, 200). The temporal sequencing is restored
by the poet's return to Apollo and subsequent attention to the audience (Zeus and Leto). The
depiction of the dancing pair thus disrupts the smooth progression from choral leader (Apollo) to
chorus (Muses, goddesses) to audience.’

Moreover, Ares and Hermes interrupt at a natural point of reference to Apollo. The poet
concludes his description of Artemis by calling her the “twin sister of Apollo” (opdtpo@poc
Anorlovi, 199). While this language works to direct the listener's attention back to the subject
of the hymn, Apollo does not actually come into focus until two lines later, after Hermes and
Ares “play.” The kinetic contribution of these two deities is both disruptive and distinct. They
are not part of the feminine choral festivity, nor do they offer musical and kinetic leadership, like
Apollo. I thus interpret the dance of the two male deities as a form of playful, perhaps even
acrobatic, solo performance.”

I do not mean to suggest that the categories of “creative” and “additional” soloist or pair
reflect how Greek poets, performers, and audiences actually thought about their own expression
and experience. Rather, these are descriptive labels intended simply to help organize the kinds
of representations we find in literary sources. Both the models that I have proposed here, in their
divine and mortal instantiations, create a relationship between the individual dancer or
individualized pair and the chorus. When poets deploy these kinds of images, they encourage
their audiences to view solo dance as a precursor or adjunct to a larger group spectacle, rather
than a creative form in its own right. Choreia is thus conceived as capable of including
individual kinetic expression within its own overarching performance paradigm.

We might think about these diverse modes of kinetic expression as existing within a
broadly-conceived “choral continuum.” That continuum is sometimes a temporal one, wherein
the movement of an individual dancer develops into an expansive chorus over time. But it can
also be conceived spatially, placing the chorus at the center of a larger spectacle, with other
forms of expression organized around it. The notion of continuity along a spectrum accounts for
other kinds of expansiveness as well. As I demonstrated above, choruses can have varying
degrees of choreographic organization and different configurations of vocal and instrumental
accompaniment. Representations of such broadly-conceived choreia do not always fit a strict
definition of the term, but they do feature two abiding characteristics: multiple dancers and the
accompaniment of music (vocal and/or instrumental). These are the qualities, then, that are most
pervasively linked with chorality.

" For a more general discussion of the spatial and choreographic structure of the Delian and Olympian performances
in the Homeric Hymn to Apollo, cf. Peponi 2004b.
7 As suggested by Lonsdale 1993: 53, 67. Lonsdale also connects the role of Ares and Hermes here with Homer's
kubistetéeres and interprets their performance “as interludes or as capricious challenges to the symmetry and order
implied by the ring dance [of Artemis, Aphrodite, and the other female deities]” (1993: 53). Cf. also Hall 2010, who
describes Ares and Hermes “larking around” and contends that the “only real dancers [in this scene] are female”
(155). A. Miller interprets the image in slightly different way, suggesting that the image of “even” Ares and Hermes
dancing attests to the power of Apollo’s lyre (1986: 68 n. 173, cf. also Regenbogen 1956: 52). At this point, I stress
only the clear difference between the motion of Ares and Hermes and the larger choral spectacle. But, as I will
explain in greater detail below, I agree with Lonsdale and Hall that this playful pair is clearly marked as secondary
to the dance of the chorus.
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3. Trouble in the Chorus: Another Look at Solos and Duets

I have not yet, however, addressed some key differences between the two models of
individualized performance described above. While the relationship between the creative
chorégos and the chorus is generally figured in positive and enriching terms,”* “additional”
soloists and pairs are not always so easily accommodated within a choral framework. While
there are certainly important ways in which these performers enhance and complement the
overarching choral spectacle,” I will focus now on places where they seem to be in tension with
the performance of the chorus proper.

Let us return to the depiction of paired dancers in archaic hexameter poetry. As I noted
above, both the /liad and the Odyssey figure kubistétéres as leaders (exarchontes, Iliad 18.605,
Odyssey 4.19) of a larger choral spectacle. While Ares and Hermes seem to play a similar role in
relation to the divine choreia of the Homeric Hymn to Apollo (200-201), there is no sense of
leadership or authority in the poet’s depiction of their motion. I suggest that the //iad and
Odyssey likewise fail to grant true choral leadership to their acrobatic pairs, casting them instead
as essentially subordinated to the chorus.

I will begin with the more extensive description in the //iad. While the verb é5dpym
clearly signifies leadership, the progression of the poet's description marginalizes and de-
emphasizes the role of the kubisteteres. The poet describes the space of the performance
(18.590-592), the dance of the youths and maidens (18.593-602), and, finally, the reaction of the
audience (18.603-604). It is only after this that we learn about the presence of these two
additional dancers (18.604-605). Of course, all of the actions described in the passage must be
understood as happening simultaneously: the young people dance, the audience delights, and the
tumblers whirl about. The organization of the poet's description thus creates a subtle hierarchy:
he attends first and foremost to the beauty and appeal of choral motion, then reinforces that
depiction via the reaction of the audience, and finally — almost as an afterthought — mentions the
two additional tumblers.

Furthermore, the poet does not attach any evaluative or descriptive markers to the
performance of the kubisteteres. His description of the choral dance, by contrast, features a rich
nexus of terms emphasizing beauty and aesthetic pleasure. For example, the poet tells us that the
young women are “worthy of many cows in marriage” (dApecifotat, 18.593) and wear
“beautiful diadems” (kalog otepdvag, 18.597) upon their heads. His subsequent description of
the audience's delight (tepndpevor, 18.504) at the “desirable chorus™ (ipepoevta yopov, 18.503)
further emphasizes the special beauty and pleasure of this particular spectacle.”® The kubistétéres,
however, simply “spin” (¢6ivevov, 18.605) — we have no adjectives or adverbs to qualify their
movement, nor an internal audience to model an appropriate aesthetic response.’’

™ To be sure, the image of the soloist can enrich a choral spectacle even when there is also tension between the
singularity of the soloist and the communal action of the chorus (cf. Peponi 2007: 359-362). I am interested,
however, in better understanding the sources of that tension in the first place, and considering places where the
relationship between the individual and the chorus remains unresolved or problematic.

7 For example, Pan, in his Hymn, clearly performs in a way distinct from the coordinated chorus of nymphs. Rather
than functioning as a leader, however, Pan might be understood as a kind of ideal, embedded spectator, for the poet
describes how he “delights his wits in clear-pitched song-dances” (AMyvpfiotv dyailopevog epéva poimais, 24), even
as he himself moves among the chorus.

"*For further discussion of these lines, see Kurke 2012: 178, 183-184.

"7 We might also note the seemingly pejorative sense of kvpiotdo elsewhere in the Iliad, as Patrocles mocks
Kebriones for his “easy tumbling” (og peio kvpiotd, 16.745). On male dancers in the /liad generally, see Muellner
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The comparable description of paired dance in the Odyssey offers few evaluative markers
and no strong contrast with simultaneous choral performance,”® but it does suggest something
about the place of kubistéteres in early Greek conceptions of dance and festivity. In his analysis
of the Odyssey, Pierre Vidal-Naquet initially locates Sparta firmly within the “human world” of
“land and sacrifice,” but then goes on to connect it with the “world of myth,” and, specifically,
Scheria (Vidal-Naquet 1986: 25). The final choros on Achilles' shield is, in a different way, also
associated with divinity and legend: while the other dance scenes on the shield of Achilles seem
fairly mundane (wedding procession, harvest festivity), the final choros is endowed with a
special artistry and appeal via reference to the legendary craftsmanship of Daedalus and the
mythic figure Ariadne. While wedding processions and harvest celebrations were, presumably,
forms of song and dance commonly practiced in archaic Greece, we have no evidence that young
men and women actually danced together in the manner described in the Iliad.” Of course, my
argument here does not rely upon the complete absence of such dance in early Greece™ — I
simply observe that the faint sense of “otherworldliness” in the depiction of the final dance on
the shield of Achilles' corresponds remarkably well with the depiction of paired dance in the
Odyssey. Acrobatic duets belong to the lands of myth and legend.®' Ordinary human kinetic
expression, in these poems, is properly limited to the communal art of choreia.

This claim is corroborated by the Homeric Hymn to Apollo, for the Olympian festivity in
the Hymn does not stand alone. It is immediately preceded by the paradigmatic performance of
the Delian maidens, an ideal human model of choreia paired with the divine one.** In this mortal
realm, however, we find only female choral performers (156-164) and a male kitharist (165-174):
there is no space for acrobatic paired performance here. This distinction further segregates
individualized acrobatic dance from the human realm of kinetic expression, and from the ideal
model of choreia. Even if pairs of tumblers did perform for real audiences in archaic and
classical Greece, the poetic paradigms I have considered here endeavor to marginalize their
particular kind of dance and subordinate it to an overarching choral structure.®

Moreover, my argument here is in full agreement with a survey of the same passages
conducted by William Mullen, who asserts that this “kind of mute medium [sc: the performance
of acrobatic solo dance by kubistétéres] was clearly subordinated, in the great age of choral lyric,
to choreia itself, the medium to which language was essential” (1982: 16). Gregory Nagy makes
a similar point about the relevant Homeric passages (Odyssey 8.256-265, Odyssey 4.17-19, and
lliad 18.603-606), suggesting that “the application of exarkhon ‘leader’ could be legitimately
reassigned to a lead dancer so long as the singer/lyre player continued to be the real leader, in
that his singing or lyre playing controlled the enactment performed center stage, as it were, by
the dancers “(1990: 352, emphasis in original). Mullen and Nagy both identify another crucial
difference between the choral dancers in these passages and their affiliated kubistéetéres: while

1990: 77-90 and Hall 2010: 156-163, as well as my longer discussion in Chapter 3.2. For now, I focus narrowly on
the role of the kubistéteres relative to the choral group.

78 Although we could, perhaps, imagine group dance as part of the generalized festivity referenced in the lines
immediately prior (Odyssey 4.15-17), similar to the description of the (pretend) celebrations at Odyssey 23.144-151.
7 Hall 2010: 163

% As Lonsdale 1995: 283 n. 7 suggests, this apparent absence could be accidental.

81 See also Mullen 1982: 13, who describes the Phaeacian performances in the Odyssey as “a kind of choreia one
glimpses only in magical high civilizations on inaccessible islands.”

82 Miller 1986: 68-69, Clay 1989: 54-56, Lonsdale 1993: 51-75 and 1995b, Peponi 2004b and 2009.

%31 have omitted one very relevant pair: Halius and Laodamas, the dancing Phaeacian princes, in Odyssey 8. That
episode is treated at length in Chapter 2, and I will recall some of the claims I have made here then.
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choreia is intimately linked with song, the paired dancers do not sing, nor does their movement
seem to closely follow upon the song of others.

The force of this distinction is made even more clear in the Homeric Hymn to Pan,
wherein, as [ have already noted, the solo dancing figure (Pan) is cast as choreographically and
spatially marginal to the chorus. While Pan’s dancing is not marked as especially pleasing or
beautiful, his distinctive mousiké — the performance of panpipes — is clearly superlative. The
poet describes how Pan plays sweet music on his instrument, a sound that surpasses even lovely
birdsong (dovakwv Hmo podoav aBVP®V / VdVUOV: 0K GV TOV YE TapadpaLol &v peréesoty /
Opvic, T’ Eapog morvavOEog £v metdrotot / Optivov Emmpoyéovs’ dyéetl peiiynpov downy, 15-
18). His sonic preeminence, however, is almost immediately usurped by the nymphs, for the
poet not only describes their choreia and Pan’s place within it (19-26), but goes on to describe
the actual content of the nymphs’ choral song. In fact, a large portion of the hymn (28-47) is
then given over to the song of the nymphs, which narrates the birth of Pan. The Nymphs’
choreia thus produces Pan, recounting his origins and bringing them to life in performance. This
narrative turn completes the inversion of the creative chorégos model exemplified by Apollo.
Whereas Apollo’s individualized mousike generates choreia, Pan’s solo expression is
subordinated to the chorus, for it is through their communal mousikeé that he “comes into
being.”®

Solo and paired forms of dance can certainly be included within an expansive and
basically harmonious view of choreia. But some crucial passages depicting such individualized
movement in a choral context also betray a basic anxiety about the value of individualized dance.
If communal motion is a crucial element of choreia, an “unruly” individual breaking off to dance
on his or her own is clearly a kind of threat to the integrity and cohesion of the chorus. This
problem may be largely ameliorated by the conceptualization of individual dancers as creators of
or complements to choreia. The passages I consider immediately above choose instead to cast
solo and paired dance as secondary or subordinate to choral performance. In those passages,
there is an additional and important distinction between the actions of the choral group and the
performance of individuals: the latter does not include song.

I suggested above that, within the largely flexible framework of choral performance in
archaic and classical Greek thought, the presence of multiple performers and a sonic element
(usually verbal song) seem to be the most pervasive and defining elements of choreia. 1 now
elaborate upon that second element, demonstrating how there is a strong discursive pattern in
early Greek literature that casts choreia as basically a logocentric form. I will subsequently
return to the issue of individualized dance, which is often distinguished from choreia not only in
terms of number, but also by its independence from song.

4. Song, Dance, and the Chorus

As I have already mentioned, Plato defines choreia as “song and dance as an integrated
whole” (yopeia ye punv dpynoig te Koi @O 10 cUVOAOV éotiy, Laws 654b). There is, to be sure, a
kind of idealized fusion in many literary representations of choreia, which feature vocal song,
instrumentation, and dance combined into a cohesive performance mode that surpasses any of its

% Pan’s relationship to the nymphs here also suggests a more sinister image — male intrusion upon female choruses
for the express purpose of rape or seduction (cf. Rosenmeyer 2004 and Bathrellou 2012). While such male figures,
with the exception of Pan, are not usually depicted as dancing themselves, they do disrupt choreia. In Chapter 4,
consider the representations of the girls who are thus singled out and separated from the chorus.
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individual constituent parts. The Olympian dance in the Homeric Hymn to Apollo exudes such
musical-kinetic harmony, as the poet switches seamlessly from descriptions of sound (kiBapig
Kol ao1on, 188; duePouevar omi koAfi / dpvedotv, 189-200) to dance (dpyedvt’, 206) to classic
combinations thereof (uetapédnetar, 207; £yxiBapilet / Kard kol Dyt Bidg, 211-212).

At the same time, the relationship between the different acoustic dimensions of mousiké
(singing and instrumental music, the latter including wind, stringed, and percussive instruments)
was continuously contested in archaic and classical Greece. Scholars have identified important
connections between different musical modes and specific political and social values. The
establishment of the “correct” hierarchy of performance forms, in ancient Greece, is not a purely
aesthetic issue — such systems were intended to reflect and reinforce certain images of society.®

Dance is no exception to this system. Pratinas 708 PMG, a song often discussed in the
context of various musical hierarchies and conflicts, exhorts: “the Pierian muse made song the
queen, let the aulos dance after, for it is indeed the servant” (tav dowav katéotace [Tiepig
Bacidewov: 0 8 adAdg / Hotepov yopevétm, Kol yap £60° dmnpétag, 6-7).°° For Pratinas’ chorus,
verbal and vocal expression (“song,” tav dowdav) is clearly preeminent. Instrumental music,
represented here by the aulos, is explicitly subordinated to song. But dance is also firmly located
in a secondary position, for it is represented as the activity which the instrument must perform as
the servant of song (Votepov yopevétm, 7). Moreover, the song also includes a command to
“listen, listen, to my Dorian choreia” (<&ov’ éikove Tav €uav Aopov yopeiav, PMG 708.16).
By casting choreia as an expressive form that can be simply heard, Pratinas effectively
marginalizes its kinetic dimension. I would suggest that Pratinas’ song is not an exceptional
case. Rather, several important archaic and classical Greek representations of choreia display a
similar logocentricity, whereby the expressive force of the voice is emphasized over that of the
body.™

The relationship between sound and motion, in choreia, has been persuasively analyzed
by Anastasia-Erasmia Peponi. In her reading of the performance of the Delian maidens in the
Homeric Hymn to Apollo, she observes that “in the complex act and art of choreia, comprising
both vocal and kinetic activity, bodily movement is essentially conceived as the physical
projection of the voice itself” (Peponi 2009: 57-58). 1 would make the even stronger claim that
bodily movement, or dance, is frequently cast as secondary to or dependent upon vocal and/or
instrumental music.

The opening lines of Hesiod’s Theogony offer an important example of this discursive
pattern:

87

Movcdwv ‘EAkoviddwv dpyoued’ deidey,
a0’ ‘Elkdvog &xovoy 8pog péya te {aedv ¢

% See Introduction.
% E.g., LeVen 2010 and Griffith 2013: 273-274. On the controversy over the date of this composition, see n. 1
above.
¥7 Ladianou cites this passage as an example of sonic-kinetic fusion in choreia, suggesting that the meaning of akoué
is here expanded “to reflect the reception of a complex activity perceived in a complex way that is activating both
hearing and vision equally” (2007: 48). As I explain here, I think the use of the verb akoud quite explicitly
privileges one form of perception over the other —Pratinas’ song as a whole expresses musical hierarchy in quite
forceful terms, and I think this line is a continuation of, not a departure from, that pattern.
% I defend this claim here, but see also Mullen and Nagy, as cited above.
% Peponi’s full discussion, with illustrative examples from Aristophanes and Plato, may be found at 2009: 57-60.
See also Ladianou 2005: 48-49.
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Kol e mepl KpNvNV 10€1déa 166G~ amaroicty
opyedvton kai Popov épiobevéoc Kpovimvoc.
Kai te Aogoodipevarl té€peva xpoa [lepunccoio
1| "Inmov kpvng i} Oiperod Labéoro

aKpotdt® EAKOVL Yopovg EVETOMGAVTO
KOAOVG, HEPOEVTAG: EMEPPDCAVTO OE TOCGIV.
&vlev amopvopeval, KeKOALUUEVOL NEPL TOAAT,
Evviylon otelyov mepikairéa dooay igloal,
vuvedoat Ala Tt aiyioyov kKol tdétviay “Hpnv
Apyeinv, ypvoéotot tediroig Eppepfaviav,

Let us begin to sing from the Heliconian Muses,

who possess the great and holy mountain of Helicon

and dance on their soft feet around the violet-dark fountain

and the altar of Cronus’ mighty son.

And after they have washed their tender skin in Permessus

or Hippocrene or holy Olmeius, they perform in beautiful, lovely
choruses on highest Helicon, shrouded in thick mist,

by night they proceed, sending forth their surpassingly beautiful voice,
singing of aegis-holding Zeus, and queenly Hera of Argos,

who walks in golden sandals, [...] (Theogony 1-12, trans. Most, modified)

Hesiod here describes the activities of the Muses, an obvious paradigm of choral performance at
its divine best. This idealized image of choreia, moreover, features a subtle subordination of the
kinetic to the verbal. The first mention of performance here occurs at line 4, when the poet
remarks that the Muses “dance” (dpyedvrar) about the spring on Mt. Helicon and the altar of
Zeus. The term orchésis does not explicitly reference the vocal dimension. Moreover, this
description is placed between two other non-performative elements of the Muses’ character: they
dwell on Helicon (EAk@®vocg &yovotv dpog, 2) and they wash (Aogoodpevat, 5) in mountain
springs. This initial orchésis is thus part of the poet’s preliminary description of the Muses’
location and lifestyle. Dance alone is not particularly spotlighted or praised.

Shortly thereafter, however, Hesiod says that the Muses “perform in beautiful, lovely /
choruses on highest Helicon” (dxpotdto EAk®dvVL xopovg Evemomaoovto / Kahovg, iepdevtag:
Eneppdoavto d¢ moooiv, 7-8). Dance here receives special attention, as the poet describes how
the Muses move nimbly or actively with their feet (éneppdcavto d¢ moooiv, 8). This motion
recalls their earlier orchésis, which was also described with a particular focus on the motion of
their “delicate feet” (m6cc’ anaAoicwv, 3). But this kinetic element has now found its home
within the multimedia art of choreia, and it is the totality of the performance that is described as
“beautiful” and “lovely” (yopolg¢ évemomcavto / kaAovg, ipepoevtag, 7-8).

Hesiod further suggests that the beauty of choreia resides primarily in the voice when he
goes on to say that “by night [the Muses] proceed, sending forth their surpassingly beautiful
voice” (évviylon otelyov mepikairéa docav ieloat, 10). Given the overarching choral imagery of
this passage, it seems sensible to understand the word otelyov here as indicating a kind of dance
— certainly, organized movement coordinated with song. At the same time, steicho does not
foreground dance in the same way that verbs like orcheomai or descriptions of the feet do. It is
specifically the vocal expression of the Muses (dcoav, 10) that receives an appreciative adjective
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— it is not only beautiful, like the chorus as a whole (yopoV¢ ... kaAovg, 7-8), but “surpassingly
beautiful” (repwcorréa, 10). Moreover, at this point, the Muses are performing by night
(évviyian, 10) and they are “shrouded in thick mist” (kexaAvppévor népt moArf], 9). The poet
thereby downplays the visual element of the performance, suggested that the dance itself would
not even be perceptible to someone present at the scene. The descriptive focus of the passage
thus moves from dance (0pyedvtar, 4) to choral synthesis (yopovg, 7) to vocalization (dccav,
10). These shifts are accompanied by increasingly positive evaluation — from the Muses’
implicitly pretty “soft feet” (m6cc’ amaloiow, 3), to their “beautiful and lovely” choruses
(xopovg évemomooavto / Kahovg, ipepdevtag, 7-8), to their “surpassingly beautiful” vocal song
(mepucarréa, 10). Hesiod’s idealized representation of the Muses’ choral performance thus
promotes the role of the voice in choreia over and above that of the body.

The poet’s stake in this system is fairly transparent: Hesiod begins with emphatic
reference to his own verbal medium (“let us begin to sing,” dpymdped’ deidewv, 1) and goes on to
explain that the Muses “taught him beautiful song” (kaAnv £ida&av dowdnv, 22). He enacts
verbal control over choreia by describing the Muses’ song-dance in his own song. He further
naturalizes that move by depicting the voice as the central and dominant component of choral
performance: the element whose addition transforms mere orchésis into beautiful choreia.

Given the position of the Muses as archetypal choral performers, this hierarchy of forms should
be understood as a programmatic, rather than an idiosyncratic, one.

Art, too, is capable of articulating a specific relationship between language and
movement. An archaic Corinthian aryballos (Fig. 5) depicts an aulos-player and seven-member
chorus. The figure closest to the aulos-player is executing a high jump, with his legs tucked up
beneath him. The pot is inscribed with the words: ToAVTEPTOG TLPFLOG TPOYOPEVOUEVOS OVTO OE
Fot oAma (“Polyterpos. Pyrrhias leading the chorus; and to him, himself, an olpos,” transcribed
and translated Roebuck and Roebuck, 1955: 160).90 The context of this object, while an
intriguing question, is not my major concern here.”’ Note that, while the image clearly
showcases and celebrates an individual dancer, it also links him with the chorus: he is a leader of
choral action (npoyopevopevoc, “leading the chorus). Moreover, the decoration of this object
endows the language of the inscription with two significant powers. First, the inscription
functions to link the various performers on the aryballos, as the words weave their way around
the figures. Even more importantly, the inscription acts as a motor for the dance in the hands of
the viewer. The aryballos is quite small: while “flattened” images (like Fig. 3) enable us to more
easily view the entirety of the image for analytic purposes, they obscure the essential character of
the three-dimensional object, which does not actually allow a viewer to take in the entirety of the
inscription at once.”> Rather, he is forced to turn the pot around, putting the dancers into motion
along with the object itself. Language, in the form of the inscription, thus energizes and drives
the dance.” Certainly, visual representations of dance in ancient Greece do not universally

% Boegehold 1965 proposes a significant emendation of the inscription, suggesting that, edited, it should read:

IoAvtepmog. [upriag Tpoyopevopevos. adtd depol <p>oAma (“Polyterpos. Pyrrhias leading the chorus. Here a

dance for Devo [=Demeter, in Boegehold’s analysis]”). For my purposes here, the designation of the leaping figure

as a choral leader (mpoyopevopevog) and the presentation of the figures as engaged in a dance are the most relevant

details.

1 On these questions, see Roebuck and Roebuck 1955, Boegehold 1965: 261, and Lonsdale 1993: 2.

%2 See Fig. 6 for a photograph of the pot that better displays its three-dimensional shape.

% I am indebted to Francois Lissarrague for bringing this aryballos to my attention. On the relationship between

writing and iconography in Greek vase painting more generally, see Lissarrague 1985. Cf. also Day’s analysis of
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foreground the power of verbal expression over the motion of the body. But the use of language
and image on this aryballos suggests that art was meaningfully engaged with some of the same
hierarchies and systems of performance articulated and promoted by a range of literary sources.
Returning, then, to literature, the opening lines of Pindar’s Pythian 1 offer another
striking example of the ways in which a song can articulate hierarchies of musical performance:

YPLGEA POPULYE, ATOAL®VOG Kol I0TAOKAU®Y

oLvoKov Motodv ktéavov: Tag dkovetl pev Baoig, dyiaiog dpyd,
neiBovtar 6 dowdol chpacty,

aynoyopwv ondtay mpoolpinv dpforas tevyng EeAlopéva.

Golden lyre, joint possession of Apollo and

the violet-haired Muses, to whom the dance-step listens, the beginning of festivity,

and singers are obedient to your cues,

whenever you cause your quivering strings to strike up preludes to lead the
chorus. (Pindar, Pythian 1, 1-4).

In Pindar’s conceptualization, dance is subordinate to instrumental music, following upon
the cues of the lyre (tdg drovetl pev Baoig, 2). These opening lines might also seem to
marginalize the verbal realm, as the “singers” (the verbal) must also follow the music (neifovton
0’ aowol capaoctyv, 3). But it is important, I believe, that it is not abstract song (aoideé) but
singers (aoidoi) who obey the lyre here. As Boris Maslov has demonstrated, the term aoidos,
here and elsewhere in archaic poetry, is best understood as “member of the chorus.””* These
singers are obedient to the lyre in the moment of performance, but the words of the song are, like
the notes of the lyre, the creative products of the poet, which pre-exist their realization by the
chorus. The lyre, then, is symbolic of the composer and his song. It represents broadly the sonic
element of performance, which is conceived as guiding and directing the movement (basis).

Moreover, while we can identify significant variations in the value assigned to song and
instrumentation in different sources and at different times, dance is persistently placed in a
subordinate role relative to sonic expression.”” Pythian 1 is an important example of this
phenomenon, figuring dance as an activity obedient to the lyre, which is itself “quivering” with
motion (éAeMlopéva, 4). The potential for dance is thus already latent in the lyre, but its musical
expression is amplified through the voices and bodies of the choreuts. In Pratinas, Hesiod, and
Pindar, dance is not endowed with the same generative capacity as vocal and instrumental music.
Rather, it achieves its greatest beauty only when joined with song in the performance of choreia.

Even when musical hierarchies are not explicitly at stake, the composers of choral lyric
often deploy language to shape the perception of dance. Naomi Weiss, for example, analyzes the
use of “aesthetic suggestion” in the choral odes of Euripides’ later plays and contends that, in
these songs, “a complex interaction between described and performed mousiké encourages the

Mantiklos’ epigram (CEG 326) for the ways in which inscribed writing might operate on the body of a crafted object
(2010: 33-46 ).
** Maslov 2009: 10-16.
% Consider, for example, the way in which choral amoibé (exchange, response) can be occur between groups
performing vocally or between singers and an instrumentalist: cf. the examples compiled and analyzed by Peponi
(2007: 357): Iliad 1.604, Homeric Hymn to Apollo 189 and Odyssey 24.60. Kinetic amoibé is found in the
performance of Halius and Laodamas in Odyssey 8, but as I will argue in Chapter 2, this is an exceptional case.

41



audience to see and hear a performance in a particular way” (2014: 2).°° Similarly, Peponi’s
discussion of deixis and metaphor in Alcman 1 highlights the ways in which choral song can
structure the audience's experience of choral dance. Peponi demonstrates how the language of
song guides the audience's visual perception of dance, contending that the chorus of Alcman’s
first Partheneion “invite[s] [the audience] into a world that can be seen, understood, and enjoyed
only through their own singing words” (Peponi 2004a: 313)." In choreia, the movement of the
body can thus be contextualized by the explanatory and interpretive power of language.

While Weiss and Peponi reveal how such verbal suggestion enriches the audience’s
perception of the performance as a whole, I suggest that it also interferes, on a very basic level,
with their immediate visual and auditory experience. Alcman, Euripides, and other poets use
language to mediate between the audience and the dance. The spectator’s understanding of the
motion unfolding before him is prompted and conditioned by the poet’s aesthetic and interpretive
suggestions. The song enables, even enforces, what Weiss describes as “[seeing] and [hearing] a
performance in a particular way” (2014: 2).

It is likely, of course, that this relationship also worked in reverse: the motion of the
chorus may, at times, have affected how the audience reacted to the coordinated vocal or
instrumental music.”® Likewise, as I have mentioned, idealized depictions of choreia can
emphasize harmonious synesthesia as well as vocal-sonic-kinetic hierarchy. I do not mean to
deny the historical reality of dance as a social and expressive force,” nor to suggest that
movement is never a focal point of choral descriptions. To the contrary, the Shield of Achilles in
the /liad offers us an image of highly idealized choreia that foregrounds the appearance and
motion of the dancers’ bodies.

I have discussed this passage before, but I cite it in full here:

&V 0¢& yopOV MOIKIAAE TEPIKAVTOG GLUPTYVIELS,

6 Tcehov 016V ot évi Kvaod edpein

Aaidarog ioknoev KOAMTAOKAU® ApLadv).

&vBa pev nibeot kai mapOEvol aapesiforon
OpxedvT’ AAMA®V €M KOPTD XEIPAG EYOVTEC.

TOV O™ o P&V Aemtag 600vag Exov, ol 6 ITdvag
glot’ gbvviTovg, Nka otidBovtag élaim:

Kol P’ ol pev kadog ote@dvag Exov, ol 08 poyaipog
glyoV xpLoeiag €€ ApyVpEmY TEAUOVOV.

010’ 0t¢ pév BpéEaokov EMOTAUEVOLTL TOOEGTL
pelo PaA’, g &t TIg TPOYOV APUEVOV &V TAAAUNCLY
£0OpEVOG Kepapeng Telpnoetal, ol ke Bénow:
dAhote 8" av BpéEaciov &mi otiyag GAARAOIGL.
TOALOG O iuepdevta yopov meptictad’ OpuAog
TEPTOUEVOL, O01® O& KLPloTNTipE KT ADTOVG

% On the theoretical framework of this approach, see Weiss 2014: 12-13. For one example of how such aesthetic
suggestion operates in a play with a particularly interesting tension between absence and presence — and real and
imagined mousiké — see Weiss 2014: 86-87 on Troades.
°"Note also Peponi’s claim, on Alcman 1, that “through the chorus’s guidance and educated vision, the most
familiar entities are seen to be the most magnificent wonders” (Peponi 2004: 313).
% For an example of this mode of analysis and its potential insight, see Mullen 1982 on Pindar.
% Cf. e.g., Naerebout, who emphasizes the communicative force of dance (at public events) in Greek society (1997:
375-4006).
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LOATRG €EQpyovTeg £divevOV KATA LEGGOVG.

And the renowned smith of the strong arms made elaborate on it

a dancing floor, like that which once in the wide spaces of Knosos
Daidalos built for Ariadne of the lovely tresses.

And there were young men on it and young girls, sought for their beauty
with gifts of oxen, dancing, and holding hands at the wrist.

The maidens wore long light robes, and the men wore tunics

of finespun work and shining softly, touched with olive oil.

And the girls wore fair diadems on their heads, while the young men
carried golden knives that hung from sword-belts of silver.

At times they would run very lightly on their knowing feet,

as when a potter crouching makes trial of his wheel, holding

it close in his hands, to see if it will run smooth. At another

time they would form rows and run, rows crossing each other.

And around the lovely chorus of dancers stood a great multitude

happily watching, while among the dancers two tumblers

led the measures of song and dance revolving around them. (//iad 18.590-606,
trans. Lattimore, modified)

This passage certainly displays the evocative power of descriptive and comparative
language, especially as it generates a complex network of connections between crafting and
choreia.'™ We might compare this description with the patterns of aesthetic suggestion in choral
lyric identified by Weiss and Peponi and discussed briefly above. Just as choral songs use
language to structure their audiences’ perception of (actual) dance, this //iad passage embeds a
vivid description of choreographic shape and motion within a nexus of figurative and evocative
language.

At the same time, dance remains the focal point of this description. It features vivid and
detailed attention to both somatic positions (&vBa pév niBeot mopBEvor drpesiforat / dpyedvt’
A AoV Enl kKoprd xeipag Exovtec, “And there were young men on it and young girls, sought
for their beauty / with gifts of oxen, dancing, and holding hands at the wrist” 593-594) and
choreographic shape and structure (OpéEackov €ni otiyog aAAAOLoL, “they ran in rows towards
one another,” 603). Aside from the characterization of the young men and women as a chorus
(xopov, 590, 604), which implies some form of music, there is no mention of sound or song at
all. The Homeric poet’s descriptive interests, in this passage, stand in stark contrast to the
logocentric vision of choreia I have identified elsewhere in early Greek sources.

There is, however, a very relevant textual question pertaining to this passage. Lines 604-
606 are generally printed as follows by modern editors:

TOALOG O ipepdevta xopov meptictad’ Opudog
TEPTOUEVOL: O0L® O& KLPLoTNTipE KT AdTOVG
LOATRG €EQpyovTeg £0ivevoV KATA LEGGOVG.

And around the lovely chorus of dancers stood a great multitude
happily watching, while among the dancers two tumblers

100 of Frontisi-Ducroux 2002 and Kurke 2012: 183-184.
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led the measures of song and dance revolving among them (//iad 18. 604-606,
trans. Lattimore, modified).

But Athenaeus, in his Deipnosophistae (180c-181f), proposes another version, claiming that
Aristarchus transposed lines from this passage to Odyssey 4.17-19.'°" He suggests that the /liad
passage should instead read:

TOALOG O ipepdevta xopov meptictad’ Opudog
TEPTOUEVOL LETA OE oV EUEATTETO BETOG AO10G
eopuilov: do1d ¢ KuPLoTTHpE KAT’ ADTOVG
HOATRG £EApYOVTOC £5ivEVOV KATA LEGGOVG,

And around the lovely chorus of dancers stood a great multitude
happily watching, and among them a divine singer performed
playing the lyre, and two acrobats, with [the singer] among them
leading off the song and dance, whirled among them.

Athenaeus thus transfers the lyre-playing theios aoidos from the Odyssey to the lliad, but he also
transforms the nominative plural participle exarchontes into the genitive singular exarchontos, on
the grounds that the singer, not the acrobatic dancers, ought to be the leader of the performance
(oV yap é&dpyovteg ol KuPiomnTiipes, AAL £EGpyovTog ToD MO0D ThvTmg dpyodVTO. TO Yap
g€apyev Thc eopuLyyog 1d10v, “because it was not the tumblers who led, but they danced while
the singer, of course, led. For leading is an action peculiar to the lyre,” Deipnosophistae 180e,
trans. Olson). Athenaeus goes on to cite a series of archaic images of the lyre as leading the
chorus.

Norman Postlethwaite analyzes Athenaeus’ proposal at length, acknowledging that his
version is preserved in none of the existing manuscripts, papyri, or quotations (1998: 95).'%
Nonetheless, Postlethwaite suggests that Athenaeus’ suggestion merits serious consideration,
linking the possible presence of a lyre-playing singer on Achilles’ Shield with the depiction of
Theseus and the dancing youths on the early 6™ century Frangois Vase.'” After surveying the
links between lyre-playing, Crete, and dance in early Greek art and literature, he concludes with
the possibility that:

[...] Athenaeus’ instincts were correct, that the Oglog 6.0130g is more firmly
embedded within the //iad as a literary whole than his counterpart within the
Odyssey. 1 do not thereby attempt to assign priority to the /liad passage; but, if
we were to wonder when the controversial figure first appeared on Hephaistos’
shield accompanying the Cretan dance, I would venture a date not far removed
from 570 BC, when the lyre-playing Theseus appeared on another monumental
work of art leading the dance of the NiBgot kai mapOévor (Postlethwaite 1998:

%" Which reads, as cited above: petét 84 o@v éuéhmeto Oeiog Go1dd¢ / poppilov: do1d 8¢ KuPiotnTiipe Kot® AdTOvG /

poAmi|g E&Gpyovteg €divevov katd péocovg, Odyssey 4.17-19).

121t is also difficult to defend on grammatical grounds, for as Leaf points out, this type of genitive absolute with an

unexpressed subject is unusual, though not impossible, for Homer (1902: 315). For further bibliography on the

modern scholarly debate surrounding these lines, see Postlethwaite 1998: 94-98.

131 address the depiction of Theseus as a dancer, both on the Frangois Vase and in later literature, in Chapter 3.1.
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104).

I believe there is another reason to believe that a singer may have entered into some
versions of the //iad at a comparatively early stage. In this case, Athenaeus again seems to have
been an astute reader of earlier Greek literature, for as I mentioned above, he questions the
“leading” role of the kubisteteres in the choral scene on Achilles’ Shield by citing a strong
tradition linking choral leadership with the lyre and its performers. Unlike Athenaeus, however,
I do not want to suggest that the //iad passage as preserved by the majority of our sources is
impossible or even improbable. As I have explained, we can certainly understand it as an ideal
model of choreia featuring a somewhat unusual, but not completely unparalleled,'® focus on
dance and motion.

Yet, as | have argued above, there is also a strong tradition that places music, and often
specifically verbal song, at the very heart of choreia. Within this tradition, the idea of dancers or
acrobats as true “leaders” of the chorus is indeed, as Athenaeus observes, problematic. A version
of the archetypal choral scene in /iad 18 that figures a theios aoidos, rather than two
kubistétéres, as the exarchon of choreia certainly remedies that problem. The version of these
lines proposed by Athenaeus thus transforms this dance-oriented spectacle into another example
of firmly logocentric choreia, wherein both choral dancers and an additional acrobatic pair
follow the lead of a lyre-playing singer. Without the further testimony of an independent textual
tradition, my proposal must be speculative. It remains possible that the theios aoidos of the lliad
originates with Athenaeus. But like Postlethwaite, I suggest that there are compelling reasons for
this version to have entered the tradition, and been performed in some contexts by some
rhapsodes at an earlier stage.

Moreover, while the final dance scene on Achilles’ Shield may offer an unusually dance-
centric vision of choreia, it is highly traditional in another important respect. The description of
motion in this passage is fully communal. It attends, as I have already observed, to the somatic
links among the many dancers’ bodies (GAA AV €l Kaprd yeipag Exovieg, 594) and
overarching choreographic shape (Bpé&ackov €mi otiyag aAinroiot, 603), and it describes
individual beauty and adornment only in collective terms (e.g., dApesifoiat, 593, applied to all
the maidens; kai p” o p&v koAdg ote@dvog £xov, ol 8¢ payaipag / eixov ypvosiag & dpyvpémv
tehapdvov, 597-598, describing all the young men). Aside from the two kubistétéres — who are,
as [ have already argued, actually marginalized in some striking ways — the description of this
dance does not showcase individual kinetic or corporeal expression.

While it might seem unnecessary, by this point, to say that choreia was a communal form
of dance, I want to again underscore the importance of this element. Choruses, as I discuss
above, appear in Greek literature in a fairly wide variety of forms, displaying different musical
structures and levels of organization. But choreuein is, in a very basic sense, the action of
dancing within a group. The choral paradigm I have presented here, while flexible in many
respects, persistently emphasizes the communal quality of dance.

In the Oeconomicus, Xenophon highlights this crucial aspect of choreia through the
speech of Ischomachus. I do not deny, of course, that Xenophon has his own interests and

1% The Phaeacian choral dance at Odyssey 8.250-265, for example, has some striking similarities — both passages

focus on the kinetic element rather than musical accompaniment. The Odyssey, however, does ultimately include a
very important singer: Demodocus. In essence, I suggest that the //iad s dance-focused description of choreia here
should certainly be contrasted with more singer- and logo-centric models (examples of which are discussed at length
above), but that there is surely room in the Greek cultural and literary imagination for both versions to co-exist.
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theoretical conceptions pertaining to the representation of dance.'” In this instance, however, he

articulates an understanding of the chorus that is already implied by the persistently collective
quality of much earlier choral archetypes. In this passage, Ischomachus reports having told his
wife:

gotL &’ 0VdEv obTeC, M YOvol, 0¥t edypnoToV 0VTE KAAOV AvOpOTOIC OC TAELC.
Kol yOp xopog €€ avOpmT®mV cuyKeipevos €oTv: GAL" dtav pev Toidoy 6 Tt dv
o £kactog, Tapaxf TS paivetar kai Oedobon drepnés, Stav 8 TeTaypiveg
no1dot koi PO&yymvToL, o oi avtoi ovtol kai dEobéatot Sokodoty eivar kai
a&idkovotot.

My dear, there is nothing so convenient or so good for human beings as order.
Thus, a chorus is a combination of human beings; but when the members of it act
randomly, it becomes mere confusion, and there is no pleasure in watching it; but
when they act and give voice in an orderly fashion, then those same people at
once seem most worth seeing and most worth hearing (Oeconomicus 8.3, trans.
Marchant, modified)

Ischomachus here deploys the chorus as an image of human cooperation and cohesion. He
specifically claims that, “when the members of it act randomly” (8tav pév moidotv & Tt dv oYM
€k0ot0c), the chorus not only becomes disorganized (tapayn t15) but also ceases to be a source
of pleasure to its audience (BdcBon dtepnéc). Ideal and paradigmatic choruses are frequently
described as pleasing, often with a form of the term terpsis.'”® Ischomachus suggests that, when
choreuts act as individuals (6 Tt &v TOyn €kactog) rather than in accordance with an overarching
collective plan, the chorus loses its definitive allure. Xenophon thus captures the importance of
communal action and identity in ancient Greek conceptions of the chorus.

In the Introduction, I posited a meaningful and sustained engagement between literary
discourse and embodied experience. While I maintain that we cannot determine with any degree
of certainty how Greek performers and audiences actually felt and sensed, as opposed to spoke
about, the corporeal experience of dance, I believe that song and text can offer us some important
hints. On a very basic level, the expansive and flexible representation of choreia in early Greek
sources probably reflects the wide variety of historical practices surrounding dance and music.
The persistent depiction of dance, in Greek literature, as a properly communal activity must also
reflect lived experience, but it has an additional ideological charge. Ischomachus’ claim that the
pleasure (ferpsis) of watching choreia relies upon unity and cohesion does not merely reflect the
prominence of choral performance in archaic and classical Greek culture, it validates the primacy
of the chorus and informs the listener or reader that he ought not to find pleasure in more
individualized or less synchronized forms of kinetic expression.

Finally, the logocentric tradition I have identified here, which figures the voice as the
leading and controlling element of choreia, essentially relies upon the ability of literary
representation to affect its audiences’ experiences, both in the moment of performance (as in the
case of “aesthetic suggestion”) and beyond (as in the case of paradigmatic choral performances
in non-choral songs and texts). That is, I posit that a listener accustomed to the “language

105
106

I address Xenophon'’s treatment of dance more fully in Chapter 5

E.g., in the lliad passage discussed immediate above: tepndpevot, 18.605. On terpsis as a response, in archaic
literature, to the aural experience of mousiké in general (not just choreia), see Peponi 2012: 8-9, 98.
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version” of choreia exemplified by the opening lines of Hesiod’s Theogony might, for example,
sense his or her body as being viscerally and fundamentally subordinated to song and music in
his or her own subsequent performance of choreia, rather than imagining that his somatic
positions and gestures can function as expressive forces in their own right. Such effects need not
be complete or universal in order to be meaningful. However the models of dance and
expression offered by Greek literature actually impacted their audiences, we can identify an
important set of ways in which they endeavor to do so.

5. Conclusion

As the version of the Iliad 18 passage sans singer demonstrates, logocentricity is not an
inherent element of every archaic and classical Greek representation of choreia. But there is a
powerful discourse, which can be detected in a variety of sources, that promotes song as the
dominant medium for guiding both the chorus itself and the audience’s perception of it.
Likewise, we certainly find representations of solo dance existing in harmony with more
communal forms, accommodated within an expansive and inclusive understanding of choral
spectacle. But dancing alone and dancing without words are both activities that hover at the
margins of choreia, always in danger of slipping beyond even its most encompassing framework.
It is no coincidence, then, that solo dancers often appear as emphatically non-verbal performers.

Representations of dance “beyond choreia” in archaic and classical Greek literature are
thus somewhat sparse. The tendency to accommodate a wide variety of performance forms
within the paradigm of the chorus reinforces, above all, the centrality of choral performance in
early Greek culture. As a major mode of celebration, artistic expression, and religious
observation, choreia must have been omnipresent in the lives of early Greeks. It further provides
poets with a ready source of images and metaphors, a way of connecting immediately and
viscerally with the experiences of their audiences. As I have suggested before, literary
representation reflects embodied practice. The importance of the chorus for poets composing in
all genres is both obvious and, in a sense, completely unremarkable.

Susan Foster, discussing primarily modern, Western dance forms, argues that
“choreography” is a term and concept that indexes culturally and historically specific ideas about
movement, identity, and agency. She specifically considers how “choreography, whether as
notation or as composition, functions to privilege certain kinds of dancing while rejecting or
repressing others” (2011: 6). I would suggest that the concept of choreia in ancient Greek
thought functions much like Foster’s “choreography.” That is, it serves to define dance as part of
a tripartite, hierarchal performance system, wherein verbal and instrumental music typically take
the leading role. Individual dance, especially in non-verbal forms, is comparatively repressed —
not because it did not occur in early Greek life (there is ample testimony to the contrary), but
because its disruptive, insistent corporeality does not fit the ideal of dance as marked by the term
choreia.

For that reason, I aim here to look closely at those rare but valuable passages — the
representations of solo and individualized dance in archaic and classical Greek literature that do
not fit comfortably within even the expansive choral paradigm I have outlined here. In many
cases, such representations reveal how the positive promotion of the chorus works to constrain
and affect the embodied experiences of audiences by constructing certain somatic positions and
corporeal sensations as more pleasurable than others. In my analysis of these passages, I will
further defend and nuance my basic claim that the representation of non-choral dance is
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frequently a way of exploring expression and creative engagement “beyond words.” The
images of individual dancers I address in the remainder of this project are thus to be understood
in the context of, and often in explicit contrast to, the specifically logocentric and collective
model of dance generated by many idealized depictions of choreia.
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-2 -
The Fantastic Phaeacians: Dance in Odyssey 8

In the eighth book of the Odyssey, the Phaeacian king Alcinous commands two of his
own sons to “dance alone” (povvag opynoacOat, 8.371). This is the only attested use of mounax
or monos with the verb orcheomai in archaic Greek, and it seems to describe an unusual form of
kinetic expression. Halius and Laodamas perform as a pair — so their dance is, properly
speaking, a duet. But while there are some continuities between this dance and the paired
performances of kubisteteres found elsewhere in early Greek hexameter, there are also some
crucial differences.’ In particular, the description of the Phaeacian duet, as I discuss at greater
length below, is highly attentive to individual motion and choreography. The term mounax,
accordingly, must mean “alone,” “individually,” or “singly.”

A parallel construction in Odyssey 11 is illuminating. There, the ghost of Agamemnon
contrasts his own fate with those who died “while fighting in single combat” (povvag
Ktewopéveov, 11.417). This phrase does not imply that the warrior fights completely “alone,” for
he is obviously engaging with an opponent. Rather, mounax here means something like “singly”
or “individually:” it denotes a form of combat where a man goes forth on his own, to fight one-
on-one with another man. The motions executed by the two fighters are thus unavoidably
coordinated and engaged with one another, but they each attack and react as single actors,
fighting “individually” rather than within a larger combat formation.

This understanding of the term mounax also fits with the danced action in Odyssey 8.
There, Halius and Laodamas perform together, but their dance foregrounds their individuality
and singularity. In Homer’s description of their performance, each dancer displays unique
choreography: their movement is coordinated, but not synchronized. Compared with the
emphatically communal choral performance that immediately precedes it (8.260-265), Halius’
and Laodamas’ dance provides a striking example of the pitfalls and possibilities of
individualized dance in early Greek thought.

It is no coincidence that this remarkable display of “solo” virtuosity occurs in the
fantastic and exceptional space of Scheria.”> As many scholars have observed, the land of the
Phaeacians is poised between the fantasy worlds of Odysseus’ travels and the real world of
Ithaca. As such, it contains both truly super-human elements and remarkably ordinary and
familiar ones.” Dance on Scheria is no exception to this overall pattern: Phaeacian performance
is, in some respects, quite similar to the ideal models of human choreia found elsewhere in
archaic and classical Greek literature. At the same time, there are some truly unique and unusual
aspects to the role of dance in this episode and within this particular space.

I will begin this chapter by comparing the formal features and effects of the two
performances that are described as occurring on Scheria. I will demonstrate first how these
dances correspond with the choro-centric dance paradigm outlined in Chapter 1, then highlight a

' On these performances, see Chapter 1.2¢c. Note that Mullen 1982: 12-21, Nagy 1990: 352, and Bierl 2012: 129
connect Halius and Laodamas with these other instances of acrobatic paired performance.

* I will use the terms “solo” and “individualized” interchangeably to describe the movement of Halius and
Laodamas, for while the dance is, clearly, a duet, it does feature a remarkable emphasis on the performance of each
dancer as an individual.

3 For this characterization of Scheria, see Vidal-Naquet 1986, Segal 1994: 12-84, Dougherty 2001: 81-160, Purves
2010b: 335-341.
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few crucial points of tension and difference. Next, [ will consider how the choreography of these
two distinct dances corresponds with the overarching imagery of motion and space deployed
during Odysseus' time among the Phaeacians (Odyssey 6-8, 13), demonstrating that the poem
generally reinforces a choro-centric hierarchy of performance modes. I will further suggest,
however, that the performance of Halius and Laodamas has a special connection with the
narrative poetics of the Odyssey, which accounts for the poet’s unusual and striking exploration
of such non-choral kinetic expression. Finally, I will turn to Plato’s reception of the Phaeacian
episode, which reinforces a conception of individualized dance as competitive and unruly, and
brings into sharper relief some of the unique elements of Homer’s description.

1. Two Phaeacian Dances

The Phaeacian festivities in Odyssey 8 feature two distinct forms of dance performance.
Alcinous initially calls for “all the best dancers of the Phaeacians” (®oaumkmv fntdpuoves docot
dprotot, 8.250), leaving the precise number of performers unspecified. Once the dancing space
has been prepared (8.259-263), the “youthful boys” (kobpot tpmOfPat, 8.262-3) with “sparkling
feet” (Lappopvyds ... ToddV, 8.265) perform their “divine dance” (yopov Belov, 8.265). The bard
Demodocus then sings a tale of Ares and Aphrodite, accompanying himself on the lyre. 1
suggest that we should read Demodocus' performance as the musical component of the young
men's choreia.” Finally, the audience enjoys Halius and Laodamas' acrobatic pas de deux:

Alkivoog 8’ Alov kai Aaodapavta kKEAEVSE
povvag opynoacat, énel ceioty ob Tig Epilev.

01 8’ émel ovV cpaipav KoANY petd yepoiv ELovto,
nopeuPENV, TV 6etv [16AvPog moince daippwv,
TV £€1€pOC PITTACKE TOTL VEPEN GKIOEVTAL
1dvmbeig omiow: 6 & amod xBovog VyodG’ depbeig
pMidiog pedédeoke, mépog mociv ovdag ikésho.
avTap Emel O oeaipn av’ iBvv mepncavTo,
opyeictnv o1 &ncrta woti yBovi movivPoteipn
Tap@e’ auelPopéve kodpot &’ EmeAnkeov dALOL
£0Ta0TEG KOT® AydVa, TOADG O° VO KOUTOC OPMPEL.

Then Alkinoos asked Halius and Laodamas to dance

* This reading is somewhat contested, but those who accept it include Lawler 1964: 48-49, Mullen 182: 13,
Danielewicz 1990: 56-57 (with further bibliography), David 2006: 173-174 (we need not necessarily adopt David's
more general ideas about the chorality of Homer), and Kurke 2012: 184 n.1. I would specifically point out (with
Danielewicz 1990: 56) that Demodocus is located in the midst of the dancers before the dance begins (8.262),
suggesting a fundamental integration of the three modes of performance (song, instrumental music, and dance).
Power 2010: 210 n.58 notes, however, how unusual it is to find an apparently mute chorus, a feature I am inclined to
attribute to the fantastic and irregular qualities of Phaeacian culture in general. Among those who separate the
performance of the dancers from that of Demodocus, see especially D’ Alfonso 1994: 42-44. Her observation that
the poet focuses purely on aural, rather than visual, pleasure in the reception of Demodocus’ performance is
contextualized well, I think, by Power, whose claim that “the choral background is overshadowed by the
foregrounded citharode” (2010: 210 n.59) highlights the poet’s interest in performance hierarchies (that may or may
not be sure signs as to how we should understand the logistics of the actual performance described). My argument
in the pages to follow further explores how the evaluative responses of Odysseus and the Phaeacians are not neutral
reflections of the events at hand, but strategic ways of organizing and framing different forms of performance.
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all by themselves, since there was none to challenge them. These two,
after they had taken up in their hands the ball, a beautiful

thing, red, which Polybos the skilled craftsman had made them,

one of them, bending far back, would throw it up to the shadowy
clouds, and the other, going high off the ground, would easily

catch it again, before his feet came back to the ground. Then

after they had played their game with the ball thrown upward,

these two performed a dance on the generous earth, with rapid
interchange of position, and the rest of the young men standing

about the field stamped out the time, and a great sound rose up. (Odyssey 8.370-
380, trans. Lattimore)

As I have already noted, Halius and Laodamas “dance individually” (povvag
opynoacbar), in contrast with the preceding choral performance. Moreover, the young men of
the first performance are not named individually or assigned solo choreography. Our knowledge
of them is limited to their common characteristics: age, gender, and perhaps social status. In this
second dance, however, Laodamas and Halius are specifically named, singled out by Alcinous
for their virtuosity, “because no one competes with them” (énei oo ob Tic épilev, 8.371).
The poet describes the unique choreography and acrobatics of each dancer in turn, focusing on
the motion of individual bodies rather than the appearance of the dance as a whole.

The type of movement featured in the two performances also differs. The description of
the first dance moves primarily along the horizontal plane, beginning with the preparation of the
dancing floor (“and they smoothed the dancing floor and made wide the fine gathering place,”
Aeinvav 0€ yopov, kKadlov o” edpuvav dydva, 8.260). The poet locates Demodocus in the midst of
the dancers (ki’ ég péoov, 8.262), then focuses again on the floor and the dancers' feet (8.264-5).
Halius and Laodamus, on the other hand, move actively through the vertical plane: “leaping high
off the ground” (6 & amd xBovoc VY6G™ depbeig, 8.375) and tossing a ball “to the shadowy
clouds” (moti vépea okidevta, 8.374). While the young men seem to remain upright (ictavro,
8.263) and dance primarily with their feet (mémAnyov 8¢ yopov O€iov moactv, 8.264), Halius carves
backward in space, employing his whole body in the dance (idvwbeic onicw, 8.375).

Finally, while the first dance features many participants, the poet focalizes its impact
through the experience of Odysseus alone, describing how he “gazed at the twinkling of their
feet, and he marveled in his heart” (pappoapovyag 6neito Toddv, Bavpale 6& Boud, 8.265). At the
end of Halius and Laodamas' dance, however, the poet describes the young men responding
kinetically to the soloists' performance: “the other young men, standing around the gathering
place, beat time” (koBpot &’ émeAjkeov Ao EoTedTES KT Gyddva, 8.379-380).° The impact of

> The imperfect &pilev here is curious. I take it not as emphasizing past action (e.g., “no one used to compete with
them,” vel sim.) but rather the progressive or continuous quality of the action (no one on Scheria habitually
competes with the king’s sons). Monro highlights the use of the imperfect in such a progressive sense in Homeric
Greek, particularly with verbs of motion (and movement — specifically dance — is clearly implicit in this particular
use of €plev) (1891: 64). On a different note, I use the term “virtuosity” here to signify Halius and Laodamas'
technical excellence. As my discussion above suggests (and as I will explore in a different context below), the
description of Halius’ and Laodamas' dance focuses on the superlative abilities of individual bodies in a way that the
choral dance does not. For a recent study of virtuosity as a concept in modern performance studies, cf. Howard
2008.

% Admittedly, the verb émeMijkeov, occurring only here, is somewhat obscure. Scholars generally agree, however,
that it refers to some kind of sonic/rhythmic contribution to the dance, either clapping hands or stamping feet in
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each performance is thus illustrated via a different internal audience — first Odysseus alone, then
the previously-dancing youths. The qualities of the two responses likewise differ: Odysseus'
experience is personal and internal (watching, marveling), while the young men communicate
their appreciation externally through sound and motion. These are all, I suggest, highly
significant differences.

a. Phaeacian Performance within a Choral Paradigm

The first dance — the performance of the Phaeacian youths — is one of several important
representations of the chorus in archaic poetry.” As such, it has frequently been understood as a
paradigm of choreia,® and indeed, this dance exemplifies several of the key characteristics
associated with choreia in early Greek thought. While I have discussed the conceptualization of
choral performance more fully in Ch. 1, I return to these issues briefly here in order to highlight
their relationship with this extended description of Phaeacian dance.

Choral dance is generally accompanied by song, which is often performed by the dancers
themselves, but occasionally, as in the case of the young Phaeacian men, by others.” This
combination of vocal and kinetic activity is often, conceptually, essential, for choral dance can
be constructed as the embodied or physical extension of choral song.'® In choreia, the
movement of the body is often thought to be made legible by the explanatory and interpretive
power of the voice — its meaning depends upon the accompanying song.!" The seemingly mute
performance of the Phaeacian youths is, in a sense, an extreme version of this abiding element of
choreia. Their dance is a purely kinetic display organized around the musical expression of the
bard.

Choral dance also features multiple performers moving in unison. The synchronicity of
multiple dancers is vital, for as Leslie Kurke contends, such “inspired dance” functions to,
among other things, accomplish a shift from “multiplicity to unity.”'* The shared movement of
many is also a powerful and dynamic social force, creating cohesion and structuring communal

time. See Stanford, 2003 [1947]: 341-2, who also suggests the Um0 in line 380 could signify accompaniment, and
Peponi 2012: 84.

7 Others include Iliad 18.590-605 and the Homeric Hymn to Apollo 188-206.

¥ E.g., Power 2011: 68-70 and Kurke 2012 and 2013a.

? See, e.g., Naerebout: “I would maintain that as a general rule, choral performance, provided we can agree what
performances were indeed choral, implies a performance which includes both song and dance (1997: 184). On the
organization of the Phaeacian youths’ choreia, see Danielewicz 1990 and Kurke 2012: 171, 184 n. 1. Calame 1997
suggests two models for archaic choruses: one wherein the leader plays an instrument while the chorus sings and
dances (“Apollonian”), and one wherein the leader plays an instrument and sings, while the chorus dances
(“citharodic”) (49-53, 71).

' As Peponi, in a reading of the Homeric Hymn to Apollo, claims: “in the complex act and art of choreia,
comprising both vocal and kinetic activity, bodily movement is essentially conceived as the physical projection of
the voice itself” (Peponi 2009: 57-8). Cf. also Peponi’s analysis of deixis and metaphor in Alcman 1, which
suggests the ways in which choral song structures the audience's experience of choral dance. Specifically, she
demonstrates how the language of song guides the audience's visual perception of dance, contending that the chorus
of Alcman’s first Partheneion “invite[s] [the audience] into a world that can be seen, understood, and enjoyed only
through their own singing words” (Peponi 2004a: 313). Again, all the material on choreia cited briefly here is
treated at greater length in the previous chapter.

'!'See Chapter 1.4.

" Kurke 2012: 183. See also Kurke 2013a.
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identity through the ritual practice of choreia."” The effect is enhanced by the frequent
organization of choruses, in Greek society, by age, class, and gender. Individual performers are
thus linked by external characteristics as well as by their shared movement within the chorus:
choreography replicates and consolidates existing social categories.'*

The young men of Odyssey 8 are, as | have already noted, united by age and gender.
Likewise, the poet’s description of their performance focuses purely upon the group: no
individual is singled out for attention or derision. The emphasis on horizontal movement in the
description of this dance further reinforces this sense of community cohesion by creating a visual
metaphor for the links between members of the performing group.'” While dancing in the
supernatural land of Scheria, these young men nonetheless exemplify the social force of choreia
as conceptualized in cases of real archaic Greek practice.'®

Finally, choral performance is a thauma, or “wonder.”’” Richard Neer, in his study of
archaic sculpture, contends that thauma in archaic thought arises from a sense of “doubleness.”
In Neer's conceptualization, a wonder “forms a hinge or joint linking the poles of 'this' and 'that™
(2010: 67)."® Kurke suggests that this understanding of thauma can be applied to dance
performance as well, for “like statuary, the chorus is also significantly double or twofold, as, for
the brief period of the dance, the dancers seem both human and divine, both living, breathing and
mechanical—perfectly synchronized and put together of articulated parts that all work in unison”
(2013a: 159). Kurke uses the young men of Odyssey 8 as an example of this phenomenon,
calling attention particularly to the “gleaming” of the young mens' feet (pappapvyag, 8.265) and
the “divine” quality (0€iov, 8.265) of their dance, which represent “a remarkable fusion of
elements—human and divine, natural and artificial” (2013a: 154). It is this doubleness or fusion
that gives rise to thauma."

" See esp. Kowalzig 2007b for a study of choral ritual as way of articulating specific versions of communal history
and identity. The multiplicity of choral performers is an implied condition for this role, a feature made more explicit
in Kowalzig 2013a, which discusses how Plato, in the Laws, imagines choreia and rhythmos as working together to
achieve both the “integration of the individual and collective” and create “political stability and [prevent] social
change” (172).

' Cf,, e.g., Calame 1997 and Stehle 1997. Kurke 2007 shows how choral lyric can articulate group values and
identity in flexible and dynamic ways — while my emphasis here is on the unifying social force of the chorus as
compared with the effects of virtuoso solo dance, I do not mean to deny the subtlety and complexity of choral
performance as a way of structuring community emphasized in recent scholarship (see also Kurke 2005, Kowalzig
2007b).

"> On choreia as a connecting force in archaic poetry and Plato, see especially Kurke 2013a.

'® By this, I mean the ideology evident in choral songs that we know to have actually been performed in ancient
Greece — see specifically the analyses of Kurke 2005 and 2007 and Kowalzig 2007b.

"7 See Kurke: “all the potent effects of choreia derive from a single source: the heightened aesthetic value or
superlative beauty it conferred on bodies, whose impact on the audience the Greeks conceived as a heady fusion of
eros (desire) and thauma (wonder)” (2012: 172). While eros and desire do not feature prominently in this episode, I
discuss below how the poet structures spectator response in order to explore the sources of wonder (thauma) and
awe (sebas).

'8 Neer's argument draws on Prier's (1989) analysis of the phrase thauma idesthai (“a wonder to behold™) in archaic
Greek. He specifically notes that an object that is a thauma idesthai “exists in grammatical middle even as it
occupies a phenomenological middle between grasping sight and radiant light” (2010: 67). This grounding in
language makes his theoretical framework all the more relevant to literary and textual sources.

' See also Power 2011, who calls attention to a similar set of aesthetic issues (monumentality, statuary, and thauma)
in the depiction of archaic choruses. One important effect of this nexus of imagery, for Power, is to confer a sense
of permanence upon the performing chorus — especially in the case of “standing choruses,” it encourages “the
fantasy that their members are eternal objects come to daedalic life in song and dance” (2010b: 98-99). This
phenomenology of the chorus nicely complements Kowalzig’s observations about the way in which Plato
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Anastasia-Erasmia Peponi, in her analysis of Alcman’s first Partheneion, discusses how
choral performance invites the process of theorein, or “intensive” and “contemplative”
viewing.* 1 believe that Peponi's conceptualization of choral spectatorship can help explain how
viewers might interact with the “doubleness” of the chorus as identified by Kurke. Specifically,
the language of choral song guides the audience's visual perception: Peponi observes that, in
Alcman 1, “through the chorus’s guidance and educated vision, the most familiar entities are
seen to be the most magnificent wonders” (2004: 313). Again, choreia relies upon the primacy
of verbal expression, as the sung portion of the performance cues the interpretive viewing that
enables the audience to comprehend the thauma of dancing bodies.

In Kurke's reading, the dance of the Phaeacian youths evokes other images or
associations (divinity, sculpture) even as the performers themselves remain physically and
visually present (2013: 31-32). The majority of their dance is, as I have suggested, likely
contextualized by the verbal expression of Demodocus, strumming his lyre and singing of Ares
and Aphrodite. The prelude described at lines 250-265 is made subject to a different bard: the
performer of the Odyssey itself. While this is also true, of course, for the description of Halius’
and Laodamas’ dance, I suggest that we pay careful attention to some important differences.

In the description of the young men’s dance, the communicative range and flexibility of poetry is
on full display. For example, the wonderful polyvalence of the term choros in Greek enables the
poet to give a single adjective a wide-ranging significance. While I interpret the phrase némiAnyov
0¢ yopov Belov mootv (8.264) as primarily meaning that the young men “beat out a divine dance
(choros) with their feet,”*' it does not exclude a secondary meaning: that they “stamped the holy
dancing-space (choros) with their feet.” Both the dance and the space share in the aura of
divinity.

The poet’s first reference to the dancers’ bodies employs, surprisingly, a verb of stillness:
“the young men stood around [Demodocus]” (duei 8¢ kodpot / tpwbfBat iotavto, 8.262-263).
Yet their stance here already embodies choreia, for the verb histémi, in early Greek usage, is
persistently associated with the organization of choral performance.”> Again, this is a kind of
double signification made possible by language. The poet describes standing bodies, but uses a
term that previews their imminent motion. In the imagination of the listening audience, the
young men are standing still, yet they are also already choreuts— an impossible condition for
“real” bodies that is nonetheless a hallmark of ideal Greek conceptions of choreia. As Timothy
Power has observed, “in this pregnant stillness the young men (kodpot) temporarily appear as
fixed statues before their feet again propel them into motion” (2010b: 69). He locates this
passage within a nexus of choral imagery that emphasizes the “thingliness” (2010b: 98) of the
chorus and its simultaneous monumentality and mobility. This association, for the audience of
Odyssey, is forged, not by a precise and physically plausible description of bodies, but by the
complexity of the term histémi, the implicit allusion to other paradigms of choreia,” and the
pacing of the narration.

In fact, the poet’s description of Phaeacian choral dance features remarkably little

specifically deploys rhythm as a mechanism of choral continuity and social stability (2013a). Both conceptions of
the chorus rely on multiplicity and resist the differentiation of individual choreuts (whether in a single performance
or across time).

2% Peponi 2004a: 309.

> With Stanford 2003 [1947]: 338 and Kurke 2012: 180.

** Calame 1997: 88-89, 94, Nagy 1990: 361-62, Peponi 2004a: 314-315, Power 2010b: 69 n. 48, Alonge 2012.

> Most comparable passages are, of course, later, but cf. Iliad 18. 590-608, especially as discussed by Kurke 2012:
178, 183-184.
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attention to choreography and direct corporeal description. Instead, it conjures up an image of
the dance through the skillful use of marked terminology and figurative language. As I will
demonstrate in the next section, these descriptive strategies stand in contrast to the poet’s
subsequent narration of Halius’ and Laodamas’ dance. They serve in part to over-determine the
subordination of the young men’s dance to the realm of verbal expression: they are subject both
to Demodocus (within the storyworld of the poem) and ultimately to the narrating poet as well.**
The Phaeacian youths are paradigmatic dancers who exemplify the ideal multiplicity, wonder,
and social cohesion of the chorus. They are also a particularly powerful example of the ways in
which the description of performance can work to reinforce the subordinate relationship of dance
to song.

The subsequent paired performance of Halius and Laodamas may also be connected with
a broadly-conceived choral paradigm. As I have already remarked, some scholars interpret this
performance as an example of acrobatic paired performance embedded within a larger choral
spectacle. In this reading, Phaeacian mounax orchesis exists in harmony with, rather than
opposition to, choreia. The movement of the virtuoso Phaeacian princes enriches and
supplements a Phaeacian kinetic extravaganza that basically promotes the beauty and wonder of
the chorus.”

We might even interpret this paired dance as choreia in miniature, for the performance of
Halius and Laodamas exhibits some quintessentially choral characteristics. The final portion of
their dance is described as a “rapid interchange of position” (tap@é’ dpefopévem, 8.379). The
verb used here, ameibo, has a close association with choral performance. While it is otherwise
used to describe sonic interchange, Peponi’s reading of this passage, which is part of a larger
analysis of the role of amoibé in conceptualizations of musical and emotional reciprocity in the
chorus (2007: 357-361), suggests that the appearance of amoibé here demonstrates how “dance
[...] is also considered a symbolic code subject to exchange, in a way similar to speech
exchange” (2007: 358). In addition, the poet describes how Laodamas “having leapt off the
ground, easily catches [the ball]” (4o xBovoc Vydc’ depbeig / pnidimg pebérecke, 8.375-376).
Réidios, the adverb applied to Laodamas’ simultaneous leap-and-catch, evokes the ease and
lightness that often, in choral descriptions, characterizes the movement of the choreuts’ feet.*
Halius’ and Laodamas’ kinetic amoibé and easy movement thus aligns them with the realm of
the chorus.

Odysseus’ embedded response to this performance affirms such a harmonious and
complementary understanding of the relationship between choral and individualized dance. As I
mentioned above, the description of Halius’ and Laodamas’ dance concludes with the
enthusiastic appreciation of the other Phaeacian youths:

opyelodnv on Enerta moti yBovi movAvPoteipn
TopQE’ auelPopréve: kodpol d’ émeAnkeov GAAOL

£0TEDTEC KAT AyDVA, TOADG O’ VIO KOUTOG OPMPEL.

These two [Halius and Laodamas] performed a dance on the generous earth, with

** The term “storyworld,” in narratology, refers to the internal environment of a narrative — the “world” of characters
and plot. On narratology as a lens for the study of Homeric poetry, see De Jong 2001.

% For an analysis along these lines, see Bierl 2012.

**E.g., the choreuts on Achilles” Shield “run quite easily on their knowing feet” (OpéEackov émoTapévoiot Todeaot
/ pela pé’, lliad 18.599-600).
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rapid interchange of position, and the rest of the young men standing
about the field stamped out the time, and a great sound rose up. (Odyssey 8.378-
380, trans. Lattimore)

In a sense, Halius and Laodamas inspire the kouroi, the previously-performing young men, to
return to the dance. The young men, to be sure, remain spatially marginal, positioned around the
edges of the dancing space (£¢otedteg Kat™ dydva, 8.380). They certainly do not seem to move
in unison with Halius and Laodamas, even in this concluding moment. At the same time, their
contribution is both sonic and rhythmic (énelijkeov, 8.379).>” No longer static spectators, the
young men have become participants — if also simultaneously embedded observers — in the
performance as a whole.”® Anton Bierl thus characterizes them as analogous to Alcman’s female
choregoi: “they are the chorus leaders, the stars, while the group of young dancers stands around
them to admire them” (2012: 128).

The choreographic structure of the performance reinforces the centrality and primacy of
the chorus. As I have suggested, the young men's kinetic-sonic response to Halius’ and
Laodamas' performance facilitates their own return to the dance. The shift from the aorist
(meypnoavto, 8.375) to the imperfect (bpyeicOnv, 8.378) suggests, I believe, that Halius’ and
Laodamas' initial ball-playing dance should be understood as a discrete performance, while their
subsequent movement (®pyeicOnv) occurs in conjunction with the young men's clapping (or
stamping). The young men are, for a time, both participants and spectators, integrating the
virtuoso pair into their own form of expression. Halius’ and Laodamas' dance is thus no longer
an independent event, but part of the overarching choral choreography. The soloists emerge
from, and ultimately return to, the chorus.

This structure also enables Odysseus to frame his appreciation of the performance quite
broadly. Following the description of the earlier choral performance, the poet describes how
Odysseus “wonders in his heart” when “he watches the glimmerings of the [young men's] feet”
(avtap Odvooeds / popprapuyds Ongito Toddv, Bavpale 6 Buud, 8.265-266). But after Halius
and Laodamas perform, we have no immediate poetic turn to Odysseus. It is only after the
young men express their appreciation for the soloists that Odysseus remarks to Alcinous: “you
boasted that your people were the best dancers, and so it is: [ am struck by awe beholding them”
(uév aneilncog Pntappovag sivar dpictovg, /M8 &p’ étoipa téTukto: céfag 1’ Exet
gicopdéwvra, 8.382-384).

Odysseus' two responses are quite similar. In both instances, the poet focuses on his
hero's visual perception of the dance (Oneiro, eicopdéwvta). This perception seems to
consistently provoke a sense of amazement. While thauma and sebas are not completely
synonymous, the terms are close enough to suggest that the reaction described here is
fundamentally the same.”

*7 Admittedly, the verb émelfkeov, occurring only here, is somewhat obscure. Scholars generally agree, however,
that it refers to some kind of sonic/rhythmic contribution to the dance, either clapping hands or stamping feet in
time. See Stanford 2003 [1947]: 341-2, who also suggests the V0 in line 380 could signify accompaniment, and
Peponi 2012: 84.

*¥ For another example of the ways in which a chorus can be figured as the internal spectators of a soloist’s
performance, and thus poised between audience and action, see Peponi’s 2007 analysis of Alcman’s second
partheneion.

** There can be important distinctions in these terms and each one is worthy of careful study in its own right
(Rudhardt 2000 aligns sebas specifically with divinity and religious value; Hunzinger 1994 argues that thauma has
different connotations in Homer and Hesiod, but notes its relationship to both visuality (7) and multiplicity (13) and
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Moreover, Odysseus' remark to Alcinous emphasizes the entirety of the group, not the
recently-showcased virtuoso soloists. He tells the Phaeacian king that his bétarmones are indeed
the best (8.382), repeating the term used previously by Alcinous to initiate the young men’s
performance (GAL™ dye, ooV fntappoves docot dpiotot, “but come, all who are the best
bétarmones of the Phaeacians,” 8.250). The term bétarmones itself also implicitly references the
choral performance, for while the word is rare, its etymology is relatively clear: it derives from
baino (step, walk) and ararisko (fit, join), a pair of concepts well-suited to the coordinated
quality of choral dance.’® To be sure, the term does not specifically exclude Halius and
Laodamas, whose motion is also clearly coordinated. But Odysseus’ invocation of the specific
word used by Alcinous to inaugurate the entirety of the performance does have an important
evaluative force. He frames his appreciation broadly, citing the superlative quality of all the
Phaeacian dancers and, implicitly, the awe-inspiring (sebas) nature of the performance as a
whole.

Odysseus’ response thus affirms an understanding of Odyssey 8.250-380 as a holistic
spectacle. The choral prelude of the Phaeacian youths, the performance of Demodocus’ song,
and the virtuoso finale of Halius and Laodamas are distinct elements of a single dance, which
spotlights various forms of kinetic and sonic expression at different times. Phaeacian dancers
and the singing bard work together to produce a wholly pleasing and harmonious performance.
When Odysseus turns to Alcinous and says “your dancers are indeed the best” (quév dneiincog
Bntépuovag eivar dpictovg, 8.382), he invokes an expansive choral paradigm that includes both
solo song and individualized dance.

b. Phaeacian Dance beyond Choreia

Alcinous, however, goes to some trouble to single out his own dancing sons. As |
mentioned above, he calls upon Halius and Laodamas to “dance individually” because they are
the best of the best, men with whom “no one competes” (Aikivoog 6’ Alov kol Aaoddapovo
kéAevoe / povvas opynoactat, Enei opiov ob Tig Epilev, 8.370-371). Odysseus’ appreciative
emphasis on the totality of the spectacle is not, I suggest, a neutral reflection of the events at
hand. Rather, his words constitute a strategic effort to frame the performance in a very specific
way: one which resists Alcinous’ emphasis upon the individualized performance of his two
virtuoso sons. I will offer some possible reasons for Odysseus’ response below. First, I want to
highlight how Halius’ and Laodamas’ dance differs from the typical paradigm of choreia. In
doing so, I deliberately complicate the harmonious reading I have offered immediately above,
and call attention to an underlying tension in the depiction of the paired dancers in contrast to the
preceding choral performance.

In the preceding section and, at greater length, in Chapter 1, I outlined some crucial
characteristics of choreia in archaic and classical Greek thought: the unified motion of multiple
dancers; the consolidation of social categories through the act of shared performance; the

relates it closely with the experience of aesthetic contemplation). But there is undoubtedly some common ground
covered by the two terms: note, for example, the presence of both thauma and sebas in the Homeric Hymn to
Demeter, lines 8-11: [the flower] ov ¢doe d6hov kaAlvkdmdt kovpt / [aila Awdg BovAfiot yoplopévn Torvdékty /
Bavpactov yavowvto, oéfag tote miolv idécbat / dBavdtolg te Oeoig 116€ Bvntoig avBpomolg — we even find sebas
idesthai in place of the more usual thauma idesthai (cf. Prier 1989). I think we can thus understand sebas in
Odpyssey 8.384 as marking an experience of amazement/awe/wonder comparable to the thauma at 8.266.

%% Barker 1989: 27 n. 26. See also Power 2011: 68 n. 45, who connects this term with the conceptual relationship
between choreia and skilled crafting.
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synthesis of sound and movement, often with a particular emphasis on the primacy of song; an
abiding “doubleness” that generates an experience of thauma. Homer’s description of Halius’
and Laodamas’ dance stands in contrast to all of these basic qualities of choreia.

Most simply, it focuses on the movements and gestures of two discrete dancers. This is,
obviously, a way of encountering dance that diverges from the emphasis, in choreia, on the
unified beauty of many bodies in motion. Likewise, Halius and Laodamas are outstanding and
special individuals: rather than uniting a community in corporeal expression, their dance displays
their own unique status. On the one hand, the young men's enthusiasm for Alcinous' sons
performance (8.379-380) does help define and consolidate Phaeacian community. But note that
it is a return to communal sound and movement (éneArjkeov) that ultimately accomplishes that
effect. The aesthetic and social value of choral multiplicity is not to be found in the mounax
orchesis of Halius and Laodamas.

Halius' and Laodamas' dance is also not a thauma, nor does it invite the interpretive or
comparative process of theorein. The paratactic quality of their choreography excludes the kind
of simultaneity and doubleness typically associated with choreia. The poet describes the
movement of the one dancer, then the other (£tepog...0 8¢, 8.374-375). The focus of the dance
begins with the “shadowy clouds” (vépea okidevta, 8.374) and concludes with the “fertile earth”
(xBovi movivPoteipn, 8.378). The transitions from one body or space to another are clearly
marked, leaving no room for a sense of likeness or simultaneous representation.

The poet's description of Halius' and Laodamas' dance also contains no analogies,
similes, or otherwise figurative language. Even the ball that the men use for their performance is
not compared to another art object, but is instead described literally: “the fine purple ball, the one
which skillful Polybos [actually] made for them.” We might contrast this with a description
found in the 18" book of the Iliad, wherein the dancing space on the shield of Achilles is likened
to one made by Daedalus: &v 82 opOv moikIAAe TePKAVTOG AUEYVHELS, / T() Tkehov 01dv ToT™ évi
Kvoo® eopein / Aaidorog fioknoev kKaAlmlokapu® Apiddvn (lliad 18.590-592). In fact, the
choral performance at the end of the poet's description of the shield of Achilles is full of
doubling and likeness, particularly focused on the comparison of one craftsman and his work to
another.”' In this context, the simplicity and lack of deeper signification in the description of
Halius and Laodamas' ball is especially striking. The poet's description, therefore, avoids
ascribing the qualities associated with thauma elsewhere in archaic poetry to the solo
performance of Alcinous' sons.

But the description of Halius” and Laodamas’ dance surpasses the parallel description of
choreia in its attention to somatic position and action. As I remarked above, the poet’s
description of the young men’s dance features little attention to the actual bodies of the
performers: their bodies are upright (8.263) and their feet stamp the earth (8.265). Beyond that,
the poet gives us very little ability to envision the choreography of the dance. Halius’ and
Laodamas’ performance, by contrast, could almost be re-constructed from the poet’s narration.
If, as I argued above, the description of the young men’s dance foregrounds the subordination of
the kinetic to the verbal by emphasizing the allusive and polyvalent powers of language, the
description of this second dance displays a different poetic strategy. The dance is still, to be
sure, constructed and conjured by language: the audience, ancient or modern, does not encounter
it directly or visually. Yet the poet here strives for a kind of descriptive transparency, putting
aside figurative language and the doubleness of thauma in order to draw a vivid and more fully
embodied picture of the dance for the listener.

31 Cf. Frontisi-Ducroux 2002 and Kurke 2012: 183-184.
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The dance of Halius and Laodamas thus differs from ideal paradigms of choral
performance in some crucial ways: it emphasizes singularity instead of multiplicity, it functions
as a display of individual status rather than group cohesion, and it is described in a way that
employs straight choreographic narration rather than figurative imagery and the verbal evocation
of thauma.>® As I outline above, there is certainly a way of understanding this dance in harmony
with its larger choral context. Odysseus’ response, I suggest, is intended partially to encourage
this interpretation. But Alcinous’ emphasis on this particular element of the performance — the
paired dance of his superlative sons — opens up another way of viewing the show. As I have
highlighted here, Halius and Laodamas offer a performance that is, in some important ways,
beyond the choral paradigm. In order to understand why this dance functions in such strikingly
unique ways — and why Homer, via Odysseus, also provides us with a more traditional way of
viewing it — it is helpful to consider the entire performance within its larger narrative context.

2. Dance, Song, and Narrative in the Odyssey

As I mention above, the dynamic virtuosity of Halius and Laodamas has been linked with
a set of other hexameter references to acrobatic pairs performing in conjunction with a chorus.”
Such kubisteteres, however, are generally granted only a line or two of attention within a longer
description of ideal or paradigmatic choreia. In Odyssey 8, the poet draws out the model of
“chorus plus two” to offer an extended, and unparalleled, account of individualized and virtuosic
dance. In the section to come, I account for this choice on several levels. I consider the function
of these dances and their differing choreographies and descriptive modes, both within the poem
and on a more conceptual level. I contend that the description of these two dances, within its
narrative context, largely promotes the value of choreia over and above more individualzed
dance forms. That hierarchy has an important and meaningful connection to the plot of Odyssey
6-8. At the same time, I suggest that the poet makes a significant choice in narrating Halius’ and
Laodamas’ dance in the ways discussed above. I argue that the narrative poetics of the Odyssey
allow for the possibility of other — non-epic, even non-verbal — modes of expression,’* a poetic
perspective that is uniquely suited to the exploration of dance.

a. Choreography and Competition
These two Phaeacian dances play an important role within the plot of Odyssey 8, which

offers one way of accounting for their formal differences. Near the beginning of the book,
Alcinous notices that Odysseus weeps when Demodocus sings of Trojan exploits (8.94-95).

*2 On the other hand, the description of the young men’s performance at 8.250-265 foregrounds dance in a very
striking way (it is, in this respect, much more like the description of choreia in Iliad 18 than the logocentric vision of
the Muses’ choreia in the opening lines of the Theogony. On these performances, see Chapter 1.4). See Peponi
2013c for a set of important connections between the Phaeacian choral dance and its paired counterpart. But the
description of the Phaeacian youths’ performance is also, as I have argued here, linked with other idealized images
of the chorus, most of which are much less dance-centric. Likewise, if we read their dance as continuing in
accompaniment to Demodocus’ song, their movement then becomes coordinated with, in a sense even subordinated
to, song. All the same, we could certainly say that there are ways in which this dance — like Halius’ and Laodamas’
performance — vacillates between a fairly traditional model of choreia and something distinctly different.

* Iliad 18.604-605, Odyssey 4.16-19, and Homeric Hymn to Apollo 2001-201, on which cf. Mullen 1982: 12-21,
Nagy 1990: 352, and Lonsdale 1993: 53. These passages are discussed at further in Chapter 1.2c.

** In making this claim, I build upon the work of Purves 2010a, discussed in greater detail below.
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Troubled by his guest's distress, he invites his people to go out from the palace and turn their
attention to athletic pursuits (8.100-110), so that Odysseus, “returning home, can tell his friends
how far we [the Phaeacians] surpass other men in boxing, wrestling, leaping, and with their feet”
(8viomn oiot pikoioty / ofkade vootioag, 6660V meptytyvoued dAlwv / THE Te Tadaosvvn e
Kol GApoacty o€ modeooty, 8.101-103). Implicitly, Alcinous inaugurates the games because he
notices that the song is causing pain to his guest and seeks distraction in a new activity.
Explicitly, he frames them as a display of Phaeacian skill. The competition arguably fails on
both counts.”

After the poet describes the prowess of the Phaeacian men in superlative terms (8.121-
130), Laodamas invites Odysseus to participate (8.145-151). Odysseus demurs, citing weariness
and sorrow (8.153-157), but then decides to join in the discus throw after being taunted by
Euryalus (8.181-193). The poet describes Odysseus' throw thus:

oV pa mepioTpéyog ke oTiPapii 4md yepdc,
BouPnoev 0¢ AiBog: katd & Emtnéav moTi yain
Dainkeg dolynpetpol, vavcikAvtot Gvopeg,
AGOG VIO Pt O O VIEPTTATO CHUATO TAVTOV
plnea BEmV amod yepoc...

He spun, and let this fly from his ponderous hand. The stone

hummed in the air, and the Phaiakians, men of long oars

and famed for seafaring, shrank down against the ground, ducking
under the flight of the stone which, speeding from his hand lightly,
overflew the marks of all others... (Odyssey 8.189-193, trans. Lattimore)

Athene then appears in the guise of a Phaeacian man to further congratulate Odysseus and
expound upon his victory (8.195-198).>° While Alcinous initially framed these contests as a
stage for Phaeacian athletic prowess and excellence, Odysseus has surpassed “the marks of all”
(oNuata Tavtov) with a single throw.”” Moreover, his victory is not a product of willing
participation in the Phaeacian games, but rather a continuation of his sharp rebuke to Euryalus.
Like his earlier tears, Odysseus' discus throw and accompanying boasts (8.202-233) disrupt the
happy festivities and contrast with the good cheer of the Phaeacians.™

Alcinous again responds with a quick diversion, calling upon his people to conclude the
games and turn instead to dancing. He amends his earlier claims, now saying:

0V Yap TUyUbyol eV APOIOVEG 0VOE TOAUIGTOL,
AL TOGL Kpoumva®dg B€opev Kol viuciv dpiotot,

3 On the role of these games in the Odyssey, cf., among others, Segal 1962, Visa 1994, Broeniman 1996, Rabel
2002. For my purposes here, it matters only that Alcinous both seems interested in allaying Odysseus' distress and
expresses an explicit desire to display Phaeacian athletic and orchestic prowess.

%% As Martin 1984 argues, “his 'sign' that has 'surpassed all others,' then, is iconic for Odysseus' status as surpassing
speaker, athlete, and king” (1984: 47). Athena's comments help to further explain the meaning of this séma (45-47).
*’ For another way in which the discus throw signifies Odysseus' particular forms of corporeal ability and
expression, see Purves 2011: 545-548, who discusses the role of the language of racing and running, as deployed
elsewhere in Homeric epic, here.

*¥ For more detailed discussion of language, competition, and insult in this episode, cf. esp. Martin 1984 and Rosen
1990.
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aiel &' Muiv daig te @iln kiBapic te yopol te
elpatd T €EnpoPa Aoetpd te Beppd kol evvai.

For we are not perfect in our boxing, nor yet as wrestlers,

but we do run lightly on our feet, and are excellent seamen,

and always the feast is dear to us, and the lyre and the dances

and changes of clothing and our hot baths and beds. (Odyssey 8.246-249, trans.
Lattimore)

The performances discussed above now follow, demonstrations of the Phaeacians' love for
kiBapig te yopoi 1 (“lyre-playing and dances”). On one hand, Alcinous deftly re-directs his
people's attention and forestalls any further conflict between Odysseus and Euryalus. The poet
narrates how nine men, leaders in the city, come forward to “make flat the soft dance floor and
lovely gathering place (Aeinvav 6& yopov, kadov 8™ edpuvav dydva, 8.261). This transformation
of space helps “wipe away” the fraught and combative athletic games, marking a transition to a
new and happier pursuit.

But at the same time, there is a competitive edge to Alcinous' proposal. He says: “but
come, all the best dancers of the Phaeacians, dance, so that the stranger, upon returning home,
can tell his friends how far we surpass other men in sailing and footraces and dance and song”
(6L &ye, Damkov Pnrdppoveg docot dptotol, / Taicate, Hgy’ O Egivog &viomn oiot pikoioty, /
oikade vootTioag, 6660V TePtytvopued’ dAL®Y / VOUTIAMN Kol TOGGL Kol 0pynoTul Kod Gotdi),
8.250-254). While Odysseus has boasted that he is “the best by far” at nearly all athletic and
combative activities (8ué nut moAd Tpogepéctepov givar, 8.221), Alcinous reminds him that the
Phaeacians still excel at a particular set of pursuits. Moreover, the Phaeacian king's language
here closely recalls his earlier boast, when he inaugurated the athletic games by saying that his
people should compete, so that Odysseus “returning home, can tell his friends how far we
surpass other men in boxing, wrestling, leaping, and with our feet” (évionn oiot gidowstv / oikade
vooTHoag, 0660V TEPylyvopued’ dAlmv / THE 1€ TOAALOGUVT] TE Kol GALOGTY 1O TOJEGTLY,
8.101-103).* Alcinous thus amends his boast, but does not yield in his desire to give Odysseus a
display of Phaeacian skill and excellence to “write home about.”

Alcinous then claims an even greater status for Halius and Laodamas, remarking that “no
one competes with them” (cpiowv ob tig Epilev, 8.371). This declaration works on two levels.
First, Alcinous singles out his two best dancers, suggesting that not even the other Phaeacians,

3% Note also that while Alcinous initially makes the more mild claim, also discussed above, that “dance is dear”
(oiAn ... yopoi, 8.248) to the Phaeacians, he now says that they “surpass others in dance” (mepryryvoped’ dAlmv...
opynotoi, 8. 253-254). Now, I argue that the competitive strain within these performances is located specifically in
Alcinous' framing of and the choreographic qualities attributed to Halius and Laodamas' dance. In this context, the
two different words used for dance in the lines above might be significant: if Alcinous had said that the Phaeacians
surpass others in the chorus, the implied emphasis would be on the group performance of young men (the ones who
dance a yopov O€iov, 8.265). By using the word orchestus in speaking competitively of the Phaeacians' superlative
skill, however, Alcinous may in fact be directing attention to Halius and Laodamas' dance specifically, as their
movement is characterized by the related verb orcheomai (0pyncacOai, 8.371). But the young men are also
described as “masters of the dance” (danpoveg dpynOuoio,, 8.264), so perhaps the significance here should not be
overstated. Dale 1969 [1960] contends that orchestus, in Homer, always refers to dance that is “a show-piece for its
own sake, a performance of professional skill” (158). I am not convinced, however, that “professional” is a useful
category for the Phaeacian performers (especially the king’s own sons).
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excellent dancers in their own right, can compete against these men.** But note that Odysseus
has previously claimed that he will compete with any one of the Phaeacians, “except for
Laodamas” (mAnv vy’ avtod Aaoddapovtoc, 8.207), explaining that he is loathe to compete with
the son of his host. In one sense, then, “no one” (oV t1c) refers specifically to Odysseus: he
cannot compete with these men both because he is not a Phaeacian dancer (and so lacks the
requisite skill) and because he has already sworn not to challenge Laodamas specifically.*!
Alcinous' staging of Halius and Laodamas' dance thus represents an attempt to conclude the
competitive sequence of Odyssey 8 with a virtuoso Phaeacian performance that Odysseus cannot
hope to answer.

The choreography and kinetic qualities of Halius and Laodamas' dance also challenge
Odysseus' athletic supremacy. In order to demonstrate this, I return briefly to the poet's
description of Odysseus' discus throw. Buchan argues that Odysseus' use of the discus
symbolizes, on several levels, his dangerous and disruptive relationship to Phaeacian society. He
notes that Odysseus' victory threatens the Phaeacians' claim to excellence as both hosts and
athletes (2004: 40-42) and aligns the discus itself with Poseidon's later transformation of the
Phaeacians' ship to stone (13.160-164; Buchan 2004: 82-83). He also compares the imagery of
the discus throw with Nausicaa's ball game (6.112-117) and the dance of Halius and Laodamas,
noting:

The Phaeacians are perfect dancers who never drop the ball. Yet Odysseus'
arrival on Phaeacia coincides with a Phaeacian game of catch in which a ball is
dropped. But it is dropped in a particular manner. Nausicaa's throw misses its
target, and the ball disappears into the sea, out of her reach. The ball escapes
from the limits of Phaeacian society and points toward a realm beyond their
boundaries, out of reach of Nausicaa. This not only contrasts with the perfection
of the later throws during the Phaeacian dance; it also parallels Odysseus' discus
throw. In the games with the Phaeacian men, he too, makes a throw that travels
beyond the frame of reference of the Phaeacian competitors. That throw opened
up the possibility of loss for the Phaeacians, as does the missed throw of
Nausicaa. The loss of the ball makes Nausicaa aware of a limit on Phacacia, and
this awareness coincides with the appearance of Odysseus. (2004: 196)

But if Odysseus' discus throw symbolizes his disruption of the Phaeacians' idyllic existence, the
choreography of Halius and Laodamas' dance exhibits mastery of both object and space, crafting
a kinetic “answer” to Odysseus' prior mastery of the Phaeacian tool (discus) and boundaries
(markers).*> The competitive role of the dance thus helps to account for the poet’s attention to

* Robb 1994: 31-32 reads this entire scene as one of inter-Phaeacian dance competition. I believe, however, that
Alcinous’ competitive language is better understood as directed towards Odysseus (Halius and Laodamas are
certainly not presented as competing with each other, and the young men’s dance is a formally distinct kind of
expression).

*1 Of course, ob T1¢ is also a name that Odysseus claims for himself during his encounter with Polyphemus (cf.
Odyssey 9, lines 366, 369, 408, 455, and 460). This revelation might lead us to look back on Alcinous’ claim in a
different light, for in fact, oV tig (= Odysseus) does challenge Halius and Laodamas — and all the other Phaeacians —
via the evaluative comments I discuss in great detail below. For two different readings connecting the imagery of
Odysseus' discus throw with his escape from Polyphemus, cf. Buchan 2004: 82-86 and Purves 2011: 543-545.

*2 On a related note, I also read the preparation of the dancing floor (8.261), arranged by Alcinous, as a symbolic
attempt to assert control over Phaeacian space and re-draw the boundaries of the competition.
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the bodies and choreography of Halius and Laodamas, for through their movement, Alcinous’
sons “tell” Odysseus that his actions have not succeeded in permanently disrupting and
displacing the kinetic virtuosity of the Phaeacians.

When Odysseus cast his discus, for example, the Phaeacians were forced to crouch low to
the ground (8.190-191). Richard Martin observes how this action “literally lowers the status of
the Phaeacians as it reveals Odysseus' own” (1984: 46). Halius and Laodamas reverse the image,
leaping high off the ground (ém6 xBovoc Vyodc™ depbeig, 8.375) while Odysseus watches. Buchan
interprets the imagery of the discus even more forcefully, asserting that “Odysseus' discus throw
is a symbolic decapitation” (2004: 83). This understanding of the throw as a threat to the bodily
integrity of the Phaeacian men further contrasts with Halius’ and Laodamas' skillful use of their
bodies in the dance.* While Odysseus’ discus throw forced the Phaeacians to move and crouch
collectively, the description of Halius’ and Laodamas’ dance foregrounds the individuality of the
soloists' choreography.

Likewise, Buchan aligns Odysseus' arrival with the permanent loss of Nausicaa's ball in
the sea (2004: 196). In symbolic “answer,” Halius and Laodamas send their ball flying “towards
the shadowy clouds” (moti vépea okidevta, 8.374), then recover it again with an easy leap (0 o’
amd yOovoc Vydo” depBeic / pidiong pedéreoke, 8.375-376).** The lightness of Odysseus' toss
(pippa Bémv, 8.193) finds a counterpart in the ease of Laodamas' leap (pniding pebéieoke,
8.376). The kinetic symbolism of Halius’ and Laodamas' solo performance thus forms a
competitive response to Odysseus' discus throw. The individual dancing bodies of Halius and
Laodamas assert Phaeacian mastery of space and object: leaping through the air previously sliced
by Odysseus' discus and catching a ball like the one lost just before his arrival.

This leaping and catching largely “speaks” in context: the corporeal symbolism of the
dance becomes legible within the already-existing symbolic system established by Odysseus'
discus throw and articulated verbally by Athena's commentary.*’ At the same time, Phaeacian
solo dance is truly remarkable for its ability to challenge, through the imagery of movement
alone, Odysseus' and Athena's verbal claims. By reserving this role for Halius and Laodamas
rather than the preceding choral performance, the poet ascribes a particular expressive quality to
individualized dance. Without the help of either an accompanying song or highly figurative
language on the part of the narrating poet, Halius and Laodamas communicate a clear, if muted,
message: Phaeacian bodies, spaces, and objects are not under Odysseus’ control.

The Phaeacians themselves express deep appreciation for these solo acrobatics. In
addition to Alcinous' introduction, which frames Halius and Laodamas as the “best of the best”
(8.371), I have already noted that the young men themselves respond enthusiastically to the
performance (8.378-380), a reaction that affirms Alcinous' claim that Halius and Laodamas are
dancers of special, superlative status. Now, Halius and Laodamas are Phaeacian princes, sons of

*3 The nature of the Homeric body has been much debated (cf., e.g., Snell 1953a: 1-22, Renehan 1979, and Holmes
2010: 6-9, 41-83). My argument here, however, is concerned with specific bodies and actions, rather than absolute
and abstract conceptions of soma and psuché — a mode of inquiry more aligned with the recent and ongoing work of
Purves (2006, 2010b, and 2011)).

* I do not mean to suggest that, within the storyworld of the poem, we are to understand Halius’ and Laodamas’ use
of the ball as a conscious or intentional healing of their sister’s loss (of which they are probably completely
unaware). Rather, this is a correspondence crafted by the narrating poet and intelligible to the audience, which
works to explore the possibilities of dance as a form of active response and engagement with other kinds of action
(whether that function is fully intentional here or not). The ways in which the dance responds to the kinetic
symbolism of Odysseus’ athletic pursuits should, of course, be understood as even more pointed and significant.

* Martin 1984: 46.
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the king Alcinous. As such, their virtuosity has a political valence. The poet certainly portrays
them as superlative dancers, but their social status suggests that, even if they were not so
technically proficient, they would still be the sort of men with whom “no one competes.”*® The
young men’s response thus signals their agreement to Alcinous’ authority, both aesthetic and
political. But that response also re-affirms the structural distinctions between the two forms of
dance at hand. For while the young men offer a kinetic and sonic contribution to the dance, the
quality of Halius’ and Laodamas’ performance remains unique. The young men's engagement
here is marked by the choreographic language of their earlier performance — they are described
as standing upright (éotedteg, 8.380) and making a rhythmic sound, perhaps even with their feet
(énelkeov, 8.379). The competitive valence of the performance thus remains firmly located in
the choreography and spatial dynamics of Halius and Laodamas' dance.

Odysseus, I suggest, ultimately refuses to engage with the competitive challenge implicit
in Alcinous' staging of the performance. As I mentioned above, there is a subtle strategy to
Odysseus’ comment to Alcinous that “you boasted that your people were the best dancers, and so
it is: I am struck by awe beholding them” (uév dneilncog Pntdppovoag stvon dpictovg, / 1 &p’
étoipa tétukto: oéfag 1 €yxel eicopowvta, 8.382-384). Odysseus, here, stresses the superlative
quality of all the dancers, choreuts and soloists alike. While he does not denigrate Halius and
Laodamas, he also does not affirm Alcinous’ emphasis on their paired performance. Odysseus
thus makes no specific reference to the apparently superlative skill of Halius and Laodamas,
despite Alcinous' efforts to single them out and call attention to their abilities (8.370-371). He
thereby refuses to acknowledge the competitive valence of the solo performance and simply
expresses broad appreciation for the kinetic skill of the Phaeacians in general. The structure of
the performance, as narrated by the poet, enables this verbal sleight-of-hand: the young men
return to the stage, and Odysseus directs his evaluative comments towards the entirety of the
show.

The formal differences and distinct models of audience response associated with the two
dances thus serve an important function within the storyworld of the Odyssey. The solo
virtuosity of Halius and Laodamas works as a competitive answer to Odysseus' discus throw, yet
Odysseus' stated reaction to the entirety of the performance reflects a refusal to engage with
Alcinous' competition. On a more conceptual level, the overarching structure of the various
coordinated performances and the expansiveness of Odysseus’ praise allow for an understanding
of the spectacle that draws the virtuosic pair back into the orbit of the chorus. Halius’ and
Laodamas’ dance expresses Phaeacian corporeal independence and integrity in a remarkable
way, but that function is at least partially eclipsed by the presentation of the performance as a
whole and the primary focalization of aesthetic response through Odysseus.

b. Space and Motion on Scheria

The Odyssey’s attention to dance, somatic expression, and the meaning of movement
extends beyond the performances contained in Book 8. I contend that Odysseus' refusal to
explicitly acknowledge the superlative qualities of Halius' and Laodamas' dance is located within
a broader poetic program that works to suppress Phaeacian kinetic and corporeal expression. To

illustrate this, I turn to another occurrence of sebas as a form of aesthetic response to a Phaeacian
body.

% Cf. the preeminence of the choral leaders Hagischora and Agido in Alcman’s first partheneion, which, scholars
suggest, is likewise linked with political status (Calame 1997, Nagy 1990: 345-370, Kurke 2012: 179).

64



When Odysseus first encounters and addresses the Phaeacian princess Nausicaa, he likens
her to Artemis (6.151-2) and remarks that it must “warm the hearts” of her parents and brothers
(naAa Tov oerot Bupdg / aigv Ebepocvvnoty iatvetat, 6.155-6) to “see such a child entering the
chorus” (Aevccdvimv To16vde BALog yopov gicotyvedoav, 6.157). He then uses a simile to clarify
his use of thalos (child, but also young shoot or branch), as he tells Nausicaa:

0V Yap mtw tolodtov 1dov Bpotov deOaAoicty,

oVT’ dvop’ oVt yuvaika: céPag 1 Exel eilcopdmvTa.
ANA® 61 mote Tolov ATOAA®VOG TTopd POUD
@oivikog véov Epvog dvepyopevov Evonoa:

MAOov Yap kai keioe, TOAG 8¢ pot Eometo Aadg,

TV 036V, 1| 31 péAdlev guol kakd knde’ Eoecdout-

O¢ 0 abteg kal kelvo 1dmV étednmea Buud

oMy, énel 00 T Tolov Avnlvbev €k 6pv yaing,

¢ o€, yovai, dyopal te TEONTA T€, Oeid1o &’ aivdg
yoOvev dyachot yaAemov 0¢ pe mévBog IKAaveL.

I have never with these eyes seen anything like you,

neither man or woman. Wonder takes me as I look on you.
Yet in Delos once I saw such a thing, by Apollo's altar.

I saw the stalk of a young palm shooting up. I had gone there
once, and with a following of a great many people,

on that journey that was to mean hard suffering for me.

And as, when I looked upon that tree, my heart admired it
long, since such a tree had never yet sprung from the earth, so
now, lady, I admire you and wonder, and am terribly

afraid to clasp you by the knees. The hard sorrow is on me. (Odyssey 6.160-169,
trans. Lattimore)

Odysseus' experience of awe is explicitly linked with choral dance: he imagines Nausicaa
“entering the chorus” (yopov gicotyvedoav, 6.157) just before he tells her that “sebas takes hold
of me when I look upon you” (céBag p &xet eicopdéwvra, 6.161). This response echoes the
poet's description of Nausicaa and her maidens just before she encounters Odysseus:

avTap Emel oitov TapPOev dpmai T Kol oo,
opaipn tai 6’ ép’ Emonlov, amd kprdepva Parodoat,
1ot 8¢ Nawoikdo Aevk®AEVOS IPYETO HOATTG.
oin & Aptepug elot kot’ odpea ioyarpa,

1 katd Tnidyetov mepyunketov 1 Epvpaviov,
TEPTOUEVT KATPOLGL Kol MKENG’ ELdpotot:

] 8¢ 0° dpoa Nopeat, kodpot Awog aiyidyoto,
aypovopot mailovot: yéynbe 8¢ 1€ ppéva Antm:
TacAmv 8’ VIEP 1 Ye Kapn Exel NOE HETOTA,
Ped T dpryvartn méletal, kKodai O Te mhoot:

O Y AUEUTOLOIGL peTENpPENE TAPOEVOG AOUNG.
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But when she and her maids had taken their pleasure in eating,
they all threw off their veils for a game of ball, and among them
it was Nausikaa of the white arms who led in the dancing;

and as Artemis, who showers arrows, moves on the mountains
either along Taygetos or on high-towering

Eurymanthos, delighting in boars and deer in their running,

and along with her the nymphs, daughters of Zeus of the aegis,
range in the wilds and play, and the heart of Leto is gladdened,
for the head and the brows of Artemis are above all the others,
and she is easily marked among them, though all are lovely,

so this one shone among her handmaidens, a virgin unwedded. (Odyssey 6.99-
109, trans. Lattimore)

Nausicaa's choral persona is marked by the poet even before Odysseus makes the comparison
himself. And while Odysseus only imagines the experience of watching Nausicaa take her place
in the chorus, the audience has enjoyed a vivid description of maidenly song and dance
immediately prior to Odysseus' arrival. The pleasure associated with this spectacle is focalized
through Leto, whose “heart is gladdened” as she watches her daughter (yéyn0e o€ te ppéva
Anto, 6.106).

The movement of Nausicaa and her maidens here also prefigures the choreography of
Halius’ and Laodamas' dance. In both descriptions, we find an emphasis on vertical motion and
height: Laodamas “leaps high off the ground” (6 6" dnd ¥Bovog Vyoc’ depbeic, 8.375), while
Artemis ranges over “high-towering” mountains (oVpea, 6.102; nepiunketov, 6.103) and, like
Nausicaa, stands “head and brows above” her companions (macdmv 6’ VEp 1 ye Kbpn Exel oL
pétona, 6.107). Both events combine the tossing of a ball (ceaipn tai 8’ dp’ Eralov, 6.100;
oQoipav KaAnVv petd yepoiv €Lovto, 8.372) with more ordinary forms of dance (poAnfic 6.101;
opyeiobnv 8.378) — again calling attention to the vertical plane.

Nausicaa, however, is not a virtuoso dancer. She is outstanding because of her beauty
(Navowda AevkmAevog, 6.101) and her status as an unwed, but eligible, maiden (tapBévog
adunc).”” The poet does not suggest that she possesses any special kinetic or choreographic skill.
Nausicaa and her handmaidens engage in a spontaneous form of choral dance:*® while the
Phaeacian princess, like Artemis in various related depictions,® acts as a kind of choregos or
exarchousa, she is not a soloist in the same sense as her brothers.”

When Odysseus actually appears, however, Nausicaa's choral leadership dissipates as her
companions and fellow dancers scatter in fear. The poet describes how, when the other girls saw
Odysseus, “they ran one way and another along the jutting beaches” (tpéocav 6’ dAlvdg GAAN
&m’ Nidvog Tpovyovsag, 6.138). Nausicaa, emboldened by Athena (6.139-40), “remained alone,”
(oln 6> Akkwvoov Buydtnp péve, 6.139), and “stood facing him, holding her ground” (otf} §’ &vta
oyouévn, 6.141). It is at this point that Odysseus addresses her and compares her to the Delian
palm. Yet Nausicaa is still not a solo dancer. For while she now remains alone (oin 6.139), she

*7On the particular beauty of girls on the cusp of marriage, cf. Calame 1997: 98-104, Stehle 1997: 73-93, Peponi
2004a: 354. Indeed, Athena's 'choreography' of this entire episode (6.24-41) depends on Nausicaa's special, just-
ready-to-be-wed status. Nausicaa is, of course, made additionally “outstanding” by her position as the daughter of
the king Alcinous.

* T address the relationship between choreia, choreography, and improvisation in Chapter 1.1.

* On Artemis as a choral leader, cf. Homeric Hymn to Artemis (27) 14-18 and Homeric Hymn to Apollo 197-199.
> On female choral leadership, with specific reference to Alcman's partheneia, see Chapter 4.2a
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stands perfectly still (uéve, 6.139; otij, oyouévn 6.141), in contrast to the rapid movement of her
fleeing companions (tpéocav, 6.138). The comparison to a palm shoot is apt: like a tree,
Nausicaa has become rooted to the ground, firmly planted opposite Odysseus.

Odysseus, however, still interprets Nausicaa as a dancer. In the passage quoted in full
above, he describes her as a “'young shoot' entering the chorus™ (6.157), then likens her to the
Delian palm (6.162-3). His sense of sebas at Nausicaa (6.161) is thereby located within the
familiar nexus of doubleness, interpretive viewing, and chorality. When he describes her as a
“young shoot entering the chorus” (8dlog yopov eicoryvedoav, 6.157), he imagines her as
engaged in choreia and, perhaps for that very reason, fundamentally “double” — a girl and a tree.
Odysseus then goes on to model the process of interpretive and comparative viewing by
comparing Nausicaa to a specific Delian palm (6.160-9). As I have already argued, Nausicaa's
preeminence in the dance should be understood as a very different kind of solo expression than
that of Halius and Laodamas. Nausicaa's relationship to choreia makes her “wondrous” to
Odysseus, a response that her virtuoso brothers do not, on their own, elicit.

Yet, paradoxically, choral performance is here aligned with a kind of stillness or rigidity.
While Nausicaa moves within the (imagined) chorus, her body itself is like a tree: stiff and
upright. This quality of movement prefigures the choreography of the Phaeacian youths, who are
twice described as standing upright ({otavro, 8.263, éotedtec, 8.380).”' It also contrasts with the
dynamic and acrobatic quality of Halius and Laodamas' dance (0 0" amd y8ovog \yoc’ depbeic,
8.375; 1dvmbeic omicw, 8.375). Odysseus' description of Nausicaa forces her into a rigid kind of
choral mold. While her prior participation in group dance (6.101) featured spontaneity and
exuberance, she is here reduced to stillness and silence, subject to Odysseus' interpretive force
and cast merely as a “moving tree.”

The stilling effect of Odysseus' arrival upon Nausicaa is echoed by the effect of his
departure upon the Phaeacians as a whole.”® Poseidon, enraged that the Phaeacians have
conveyed Odysseus home, turns their ship into stone as it returns from Ithaca: “and the
Earthshaker came close to [the ship], / and he turned it to stone and rooted it to the bottom, /
striking [it] with the flat of his hand” (tfic 8¢ oyedov HA0’ évosiydmv, / &g pv Adov E0nke Kkai
éppilmoev &vepbe / xepl katampnvel éAdoag 13.162-4). Before its transformation, the ship is
characterized by an abundance of movement-related terminology (movtondpoc, 13.161; pipea
Siwkopévn, 13.162; vijo Borv, 13.168).> When Poseidon turns it into stone, he ends its travels
forever. Poseidon also “roots” the ship to the bottom of the sea (éppilwoev) — like a plant or tree
rooted in the earth, incapable of horizontal movement.

When the Phaeacians on Scheria see their ship, in the distance, turned to stone, Alcinous
laments:

o momot, 1 péha & pe maraipata 0écEad’ ikdvet
natpog Epod, 0¢ Epacke [Moocedwv’ dydoactal
NUiv, odveka TOUTOl ATNUOVES EILEV ATAVTI®V.

o1 Tote DKoV AvopdV TEPIKOALEX Vijol
€K TOUTTG AviodGaV €V NEPOEDET TOVTI®

>! This characterization also corresponds well with the more general depiction of choral dancers as “moving
statues,” on which see Power 2011 and Kurke 2012 and 2013a.

> On extreme “stillness™ as the final fate of the Phaeacians (and a defining feature of Scheria more generally), see
Purves 2010b: 337-339.

>3 Cf. also the description of the ship en route to Ithaca (13.81-88)
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poucépevar, péya 8 Hu dpog TOAEL AUEUCOADYELY.

Ah now, the prophecy of old is come to completion,

that my father spoke, when he said Poseidon someday would be angry

with us, because we are convoy without hurt to all men,

He said that one day, as a well-made ship of Phaiakian

men came back from a convoy on the misty face of the water,

he would stun it, and pile a great mountain over our city, to hide it. (Odyssey
13.168-173, trans. Lattimore)

He then urges his people to perform sacrifices to Poseidon in hopes of preventing the second part
of the prophecy (13.180-3). The narrative of the Odyssey moves on, without definitively
resolving the fate of the Phaeacians.

By characterizing the Phaeacians' still and rooted ship as a thauma, the poet subtly
continues to marginalize the virtuosity of Halius and Laodamas. When Zeus gives Poseidon
permission to exact his punishment upon the Phaeacians, he tells him to “place a stone, like to
the swift ship, near the land, so that all men might marvel, and conceal their city with a great
mountain” (Ogivar ABov &yyH0t yaing / vii 0of] ikelov, tva Bowpdlmoty droveg / GvOpomnot, péya
0¢ opv dpog moret appikaidyal, 13.156-8). As I discussed at length above, Halius' and
Laodamas' dynamic and technically accomplished choreography does not receive the praise of
“awe” and “wonder” as an independent event. While the poet emphatically foregrounds the
“wondrous” qualities of the specifically choral component of the performance, the paired
performance generates sebas for Odysseus only insofar as the entire spectacle is awe-inspiring.
Yet here, the stone ship is described as having the same effect as (ideal) choral dance
(Oavpdalmow).>* This is the final insult to Alcinous' sons’ virtuosity: the divine intervention that
“freezes” their society forever possesses the heightened aesthetic effect never directly applied to
their own performance.

Nausicaa's stillness before Odysseus thus foreshadows the ultimate stillness and cessation
of Phaeacian seafaring. The image of being “rooted in the ground,” whether figured through
Nausicaa as palm tree or made literal by Poseidon's transformation of the Phaeacian ship, is
strongly opposed to the lofty and leaping choreography of Halius' and Laodamas' dance. If we
imagine that Poseidon completes his threat and buries the Phaeacian city beneath a mountain,
Scheria will have been utterly “flattened.” Initially, then, Halius' and Laodamas' solo virtuosity
resists the kinetic and corporeal impact of Odysseus' arrival upon Scheria: his “freezing” of
Nausicaa and “flattening” of his Phaeacian discus competitors. The consequences of Odysseus'
departure, however, work to complete the stilling and leveling of Phaeacian society — the final
suppression of Alcinous' sons' dynamic dancing.

¢. Beyond Words: Epic, Dance, and Expression

I have now traced how the Odyssey works to suppress and marginalize solo virtuosity,
both as compared with the conceptual paradigm of choreia and as a way of acting and moving

> For further discussion of the relationship between choral wonder and monumentality, see Power 2011. I find
especially convincing Power’s observation, on the transformation the Phaeacian ship, that “it is as if the gods were
wondrously revealing the coincident opposite of the ship’s lively quickness, its static monumentality” (69 n.47).
This momentary “doubleness” is a further link between the Phaeacian ship and a choral aesthetic.
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within the poem. Yet, as I have noted before, the Odyssey’s account of Halius and Laodamas
offers something unusual and unparalleled in early Greek literature: an extended description of
solo dance.” These ten lines are surely not included in the narrative only to be completely
suppressed and discarded. I contend that the dance of Halius and Laodamas has a close
relationship with the narrative poetics of the Odyssey, which I read as a poem that is especially
open to alternative means of expression, even those beyond the verbal medium.

My understanding of Odyssean poetics draws on the work of Alex Purves, who considers
how the narrative style of the Odyssey differs from that of the Iliad.”® For Purves, the
perspective of the Odyssey is intimately connected with the importance of the human narrator
within the poem, as the narrative is imagined as a path along which the narrator, and his
audience, travel (2010a: 66-68). Her analysis focuses on a narrative moment that exists beyond
the Odyssey itself: Odysseus’ “inland journey,” prophesied to him by Teiresias (11.121-131) and
later reported to Penelope (23.267-277). In this projected journey, Odysseus is to travel inland,
carrying an oar, until he reaches a place where people are so unfamiliar with the sea that they
mistake his oar for a winnowing fan. There, he is to offer sacrifice to Poseidon and finally
conclude his travels. Purves contends that “the prophecy concerning the oar meditates on the
idea of the end of epic. It also opens up a path for a movement into new modes of expression
(2010a: 89). For Purves, this “opening up” is specifically about looking forward to the
development of prose and the countercartographic perspective that, in her analysis, is particularly
characteristic of Herodotus (2010a: 66, 118-158).

I would suggest that the performance of Halius and Laodamas in Odyssey 8 is also a kind
of meditation or exploration — one which opens up the possibility of a decidedly non-epic form
of expression: mute and individualized dance.”” Through the description of that dance, the poet
imagines a way of expressing oneself purely through the motions of the body, an art form that is
not only beyond choreia, it is fundamentally beyond words. Even if this form is ultimately
marginalized and suppressed, it exists — like other magical elements’® — for the brief period of
Odysseus’ sojourn among the fantastic Phaeacians.

Let us return to the description of Halius’ and Laodamas’ dance:

01 8’ émel ovV caipav KoANV petd yepoiv ELovto,
nopeuPENV, TV 6etv [16AvPog moince daippwv,
TNV £€1€POC PITTACKE TOTL VEPEN GKIOEVTAL
1dvmbeig omiow: 6 &’ amo xBovog VyodG’ depbeig
pMidiog pedédeoke, mépog moctv ovdag ikésho.
avTap Emel O oeaipn av’ iBvv mepncavTo,

>3 Chronologically speaking, the next extant description of a solo dance truly distinct from a choral context (I
exclude, on these grounds, the self-referentiality of Alcman’s partheneia, which showcase outstanding individual
dancers within choreia) is Herodotus’ account of Hippocleides (Histories 6.129), which I discuss in Chapter 5.

>% Purves specifically contends that the Odyssey “calls into question epic’s synoptic viewpoint,” which is on full
display in the /liad (2010a: 66).

> This corresponds well with Purves’ suggestion that the narrative viewpoint of the Odyssey is linked with a
particular focus on the body of Odysseus, as “it is the movement of this body [Odysseus] through space that
animates and energizes the thread of the poem as a whole” (2010a: 67). The poet’s attention to Halius’ and
Laodamas’ dancing likewise reflects upon the motion of bodies through space and their ability to motivate narrative
and generate meaning. Note that the fate of the Phaeacians also has special significance for Purves, since, like
Odysseus’ oar in his inland journey, they are ultimately frozen and separated from the sea (2010a: 89-96).

> E.g., plants that blossom year-round without cultivation (Odyssey 7.114-121).
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opyeictnv o1 &ncrta woti xBovi movivPoteipn
Tap@e’ auelPopéve kodpot &’ EmeAnkeov dALOL
£0Ta0TEG KOT™ AydVa, TOADG O’ VO KOUTOC OPMPEL.

[...] These two,

after they had taken up in their hands the ball, a beautiful

thing, red, which Polybos the skilled craftsman had made them,
one of them, bending far back, would throw it up to the shadowy
clouds, and the other, going high off the ground, would easily
catch it again, before his feet came back to the ground. Then
after they had played their game with the ball thrown upward,
these two performed a dance on the generous earth, with rapid
interchange of position, and the rest of the young men standing
about the field stamped out the time, and a great sound rose up. (Odyssey 8.372-
380, trans. Lattimore)

I have already called attention to the ways in which the poet differentiates this description from
comparable representations of choreia: it is an individualized and non-verbal dance, narrated
without appeal to figurative language or the experience of thauma. In addition, by offering a
vivid and precise description of the choreography itself, the poet enables this dance to perform an
extraordinary function within the poem. Halius takes the ball and throws it towards the clouds,
echoing the motion of Nausicaa’s ball beyond the bounds of Scheria and towards a permanent
loss in the sea. Laodamas leaps into the air, reversing Odysseus’ prior suppression of Phaeacian
bodies, and recovers the ball, regaining control of that peculiarly Phaeacian object. While they
are thus responding to prior acts of symbolic motion, those earlier instances — the loss of
Nausicaa’s ball and the force of Odysseus’ discus toss — benefit from extensive narrative
contextualizing. The subsequent exchange between Odysseus and Nausicaa clarifies his
potential relationship to her and Scheria, while the discus throw is followed by an explication
from Athena in disguise. Halius’ and Laodamas’ dance stands alone. The choreography is
narrated but not further explained, left for audiences internal and external to decode and
consider. The expressive, nearly communicative force of this dance is unparalleled in early
Greek literary descriptions of performance.

The poet also marks Halius’ and Laodamas’ dance as a characteristically Phaeacian form
of artistic expression. In various ways, the poet suggests that Alcinous’ sons habitually engage
in this form of dance: the imperfect €pilev (8.171), which highlights how no one ever competes
with them; the ball made specifically for them and their dancing (8.372-372); the young men’s
immediate and cohesive enthusiasm (8.379-380). But the dance itself is further linked with the
peculiar qualities of Scheria. For example, Halius tosses the ball “up into the shadowy clouds”
(8.374), an extraordinary feat with significant implications. The realm of the gods is often
located, in early Greek thought, up in the clouds, on the peak of Mount Olympus.”® The
Phaeacians represent themselves as especially close to the gods, who, according to Alcinous,
always appear to them without disguise (aiei yap 10 Tdpog ye 6ol paivovtar Evapyeic / Nuiv,
7.202-202). Halius and Laodamas are able to send their ball off to the realm of the gods, then

> Within the Odyssey, cf. Telemachus’ remark that Athena and Zeus “dwell high in the clouds” (w1 mep v
vepéeoot Kabnuévo, 16.264) and Zeus’ ability to send thunder from Olympus, high in the clouds (atiko o
€Ppovinoev an’ aiyAnevrog Orvumov, / Hydbev Ek vepiwv, 20.104-105).
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recover it again easily, symbolizing the proximity of the Phaeacians to the divine. Similarly,
Laodamas hovers briefly in mid-air, having caught the ball before his feet return to the ground (6
8’ &md ¥Oovog Vyos’ depBeig / pniding nedéhecke, Thpog mociv ovdag ikéshat, 8.375-376). His
somatic position parallels the narrative role of Scheria within the Odyssey — poised between the
lands of pure fantasy and the real world of Ithaca, suspended in both time and space.®” The
choreographic style of this dance is thus marked as particularly Phaeacian, matched to the unique
qualities of Scheria and lifestyle of its inhabitants.

In addition, I have highlighted a pair of ways in which Homer depicts this paired dance in
continuity with choral aesthetics: it includes amoibé and is composed of light or easy motion.
But on closer examination, the description of both of these elements works to significantly re-
figure their usual role within choreia.

As I noted above, the final portion of Halius’ and Laodamas’ performance is described as
a “rapid interchange of position” (tap@é’ auePopévo, 8.379). Again, the verb ameibo has a
close association with choral performance, as discussed in the context of this passage by Peponi
(2007: 357-361). Yet, as Peponi has also observed, amoibé, in descriptions of choreia, otherwise
refers to vocalization and its engagement with either instruments or other voices.®’ She notes
that, in this Odyssey 8 passage, it is applied in an unusual way to purely kinetic expression.®*

There are, in fact, some crucial ways in which Halius’ and Laodamas’ kinetic exchange
differs from choral amoibée. The latter essentially reinforces the hierarchies inherent in choreia,
giving the voice a flexible (leading or responding) but indispensable role. It reproduces non-
musical speech patterns, wherein communication occurs through the use of language in
statement and response. The formulaic phrase dpeifopevor omi koAl specifies the medium of
exchange and emphasizes its aesthetic value: “responding with lovely voice.”® The exchanges of
the chorus, moreover, are not about the reciprocity between two discrete individuals — that
formulaic phrase is used either of a group responding to an individual (e.g., Apollo and the
Muses in the Iliad, 1.604 and the Homeric Hymn to Apollo, 189) or another group (Muses and
Nereids, Odyssey 24.60).

Halius and Laodamas perform in amoebean relationship to one another: one body
intuitively and easily responding to the motion and action of the other. They are set apart from
the other Phaeacian youths by their political status and kinetic virtuosity, characteristics that, as I
have already suggested, are closely intertwined. Whereas choral reciprocity works to cohere the
performing group and even the audience,’* Halius’ and Laodamas’ close connection further
reinforces their distance from the others. Likewise, the transformation of the formula
apePopevor omi KoAf] into the unparalleled and even puzzling tapeé’ dueifopéve has two
important effects. The plural participle becomes a finite dual: the former references the action of

80 For this characterization of Scheria, see Vidal-Naquet 1986, Segal 1994: 12-64, Purves 2010: 335-341.

% Peponi 2007: 357, citing Iliad 1.604 (0i (Muses) deidov apetBopevar om kokfj), Homeric Hymn to Apollo 189
(qpePopevar omt Koy, again describing the performances of the Muses relative to Apollo), and Odyssey 24.60
(GpePopevar omi Kodfj, Muses and Nereids).

62 And thus often puzzling to scholars, see Peponi 351 n. 29, with further bibliography. As I remark above, I
understand the sequencing of Halius’ and Laodamas’ dance thus: an acrobatic display with the ball, followed by a
performance of a slightly different quality (marked by rapid amoibé), all of which should be understand as “dance,”
for it is introduced by Alcinous’ command to “dance alone” (povvag dpynoacOat, 8.371). Peponi contrasts this
description of Halius and Laodamas with the depiction of the soloist Astymeloisa in Alcman’s second partheneion,
which suggests that solo dance is lacking in amoibée (2007: 257-258).

% See passages cited in n. 61 above.

%4 E.g., Peponi 2007 considers not only the relationship between Astymeloisa and her fellow choreuts, but also the
relationship of the performing group to the city.
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a group that still requires the addition of another verb (generally one of vocalization, e.g., dewdov,
lliad 6.104) to complete the meaning; the latter turns “exchange” into the main action of the
sentence and emphasizes that it is the action of two discrete individuals — no more, no less. I
have also suggested that the words omi xaAf) reinforce the focus, in choreia, on the expression of
the voice. By replacing that modifier with a kinetically-charged adverb (top@é’, “quickly”), the
Homeric poet makes a remarkable turn towards movement and dance.

As also discussed above, in this dance, Laodamas, “having leapt off the ground, easily
catches [the ball]” (dmd ¥Bovog Vyoc’ depbeic / pnidiog pebéreoke, 8.375-376). This description
employs an adverb (réidios) evocative of typical depictions of choreuts’ feet engaging in dance.®
But here, that quality is transferred to the entire body of the soloist, as he loses contact with the
earth and reaches through the air.

Halius’ and Laodamas’ dance is not, then, merely an alternative to choreia, differentiated
from it in form, style, and effect. The poet’s description endows this performance with an
expressive power, purely kinetic amoibé, and full-bodied ease: he thereby hints at the possibility
of the mute soloists replacing the coordinated chorus, as the dancers take on the attributes of the
singer and assert their own kind of embodied expression and amoibé.*® To be sure, the poet and
performer of the Odyssey still asserts a kind of verbal control over the description. Yet, as I have
suggested above, he chooses a narrative style that foregrounds the dance and creates an illusion,
at least, of direct access to the kinetic medium. This choice is motivated, I contend, by a broader
interest in alternative modes of expression and communication: the style of a poem that, in
Purves’ reading, is always looking to something beyond itself.

In this light, Odysseus’ lack of direct and pointed appreciation for the individualized
performance of Halius and Laodamas takes on a slightly different character. Within the poem,
the only response we find to this particular dance is a kinetic one: the young men stamp or clap
(koDpor &’ émenkeov dALOL / £€6TAOTES KAT  AydVA, TOADS 6’ VIO KOUTOG OpdpEt, 8.379-380).

Its appeal is never translated into words and described through the direct speech of a character.
Halius and Laodamas remain beyond words. Their dance offers a glimpse of what expressive
bodies might do if freed from the constraints of choreia. While the Odyssey generally upholds
the choral paradigm and stresses the strangeness — and eventual suppression — of Scheria, the
very existence of this dance, in this descriptive form, is a testament to the exploratory and
experimental quality of Odyssean narration.®’

% See n. 26 above.

% The third element of choreia — instrumental music — seems to fade into the background here. While my primary
interest is in the relationship between verbal and kinetic modes of expression, I address dance and instrumental
music briefly in Chapter 1.1.

%7 Another word for this quality might be “improvisatory.” For example, Dougherty 2015 traces the poem’s
presentation of Odysseus as an “improviser of self,” a figure whose identity is inherently unstable and a man who is
constantly experimenting, improvising, and re-inventing himself. This reading complements Purves’ understanding
of Odyssean narrative as driven, in a sense, by exploration, particularly in the form of the motion of Odysseus’ own
body (2010a: 67, as mentioned above). I suggest that dance and movement in the Phaeacian books might be read as
similarly driven by improvisation and experimentation: Alcinous tries to offer Odysseus the entertainment of the
bard Demodocus, but Odysseus weeps. Alcinous turns his people toward athletic competition, but Odysseus gets
drawn in to a heated conflict with Euryalus. The Phaeacian king finally tries out a different form of artistic
entertainment (song and dance), but now inserts a subtle competitive jab: the explicit promotion of his two virtuoso-
dancer sons. Those sons go on to improvise a dance that asserts Phaeacian corporeal integrity and somatic
expression, while Odysseus comes up with a verbal response that shifts the external audiences’ understanding of the
spectacle away from Alcinous’ competitive framing and towards a more holistic and harmonious image. The give-
and-take between Odysseus and Alcinous is its own kind of improvisatory amoibé. Dougherty’s sense of the
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3. The Ancient Reception of Phaeacian Dance: Plato’s Euthydemus

Before I conclude, I want to consider one illuminating example of the ancient reception
of Odyssey 8: Plato’s adaptation of Homeric performance paradigms in the Euthydemus. First,
Plato’s engagement attests to the place of the Phaeacian episode as a cultural touchstone for
varying modes of artistic expression.”® In addition, I would suggest that Plato senses the tension
between chorality and solo virtuosity in the Odyssey, and identifies its relationship to questions
of narrative and verbal communication. At the same time, he ultimately reinforces the standard
hierarchy of performance forms and again brings kinetic imagery fully into the service of verbal
expression

In the Euthydemus, Socrates describes a lively debate between two brothers, Euthydemus
and Dionysodorus, and a young man named Cleinias. Kurke notes the high level of verbal
aggression in this dialogue, and observes that the imagery of verbal competition applied to the
two brothers here evokes the virtuosic kinetic display of Halius and Laodamas in the Odyssey
(Kurke 2013b).” Building on that reading, my goal is to demonstrate how Socrates attempts to
strategically transform the virtuosic singularity of Euthydemus and Dionysodorus into a choral
display. I will then discuss how Plato reinforces the subordination of kinetic expression to
spoken and written communication via the use of corporeal imagery in the service of a
fundamentally verbal debate. By organizing the entire dialogue through Socrates’ narration,
Plato corrals and constrains dance in a potent way.

I will begin by tracing the imagery of dance in Euthydemus 276b-277e, as this is the
portion of the dialogue that most explicitly engages with Halius' and Laodamas' kinetic model.
At this point, Euthydemus has forced Cleinias to concede that “it is not the wise who learn, but
the foolish” (o1 auodeic &pa pavddvovsty, @ Kiewvia, GAL” ovy oi cogoi, (g o oigt, 276b).
Socrates then mentions that, “when Euthydemus said these things, all those followers of
Euthydemus and Dionysodorus at once made a great outcry and laughed, just like a chorus at the
sign of its director” (tTadt’ ovV gimdviog avTod, Homep V1O SSUGKAIOV ¥OPOG ATOCTUAVOVTOC,
dpo aveBopuPnody te Kai Eyéhacav ol ETOUEVOL EKETVOL HETA TOD ALOVVGOOMPOL TE Kol
EvBudnpov, 276b-c). The brothers' followers are described in similar terms shortly thereafter,
when Socrates recounts a more general pattern of response to a clever comment by Euthydemus:

"EvtadOa oM koi wévo péya £yéracav te kai €8opvfnoav ol €pactai Toiv Avopoiv,
ayac0évteg Thc copiog avToiv: 01 &’ dALOL UETS EKTEMANYIEVOL ECLOTDUEV.
Yvoug 6& Nuag 6 EvBudnpog Exkmeminyuévouc, tv’ &tt pdidov Bavpdloey avtov,
0VK Qviel TO pelpakiov, GAL’ NpoTa, Kol domep ol dyadoi Opynotal, SumAd
g€otpepe 10 EpmTNUATO TEPL TOD aVTOD, Koi Epn- [...]

Then indeed the devotees of the two men [sc. Euthydemus and Dionysodorus]

poem’s overarching interests thus also helps to explain why this episode displays a basically exploratory and
experimental attitude towards the possibilities of dance and performance. Of course, it remains relevant that, within
the storyworld of the Odyssey, this “experiment” is left on Scheria.

%% See Conclusion for another example of significant literary reception of this episode (Lucian, On the Dance 63). In
the material realm, Pausanias 3.18.11 tells us that an image of Phaeacian dance adorned the Throne of Apollo at
Amyklai, on which see Faustoferri 1996: 100-101, 211-264 and Marconi 2013: 427, 432.

% Hawtrey 1981: 63-70 and Schultz 2013: 112-115 both note the imagery of dance and physicality in this portion
the Euthydemus, but do not connect it with the Odyssey. For other analyses of sport and body in this dialogue, cf.
Benkendorff 1966: 32-46 and Hawhee 2004: 127.
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laughed a lot and made a great outcry, admiring their cleverness. But all the rest
of us were silent, having been struck dumb. And Euthydemus, recognizing that
we were stunned, in order that we might marvel at him all the more, did not let the
young man [sc. Cleinias] go, but asked, and just like good dancers, he made a
double spin about his questions on this same point, and he said: [...] (Euthydemus
276d)

As Kurke notes, Euthydemus and Dionysodorus are aligned with Halius and Laodamas
through their fraternal relationship and their characterization as ball-players (cf. 277b) and
virtuoso dancers (e.g., Euthydemus' “double turn,” dutAd E€otpepe) (2013b). I would like to
highlight two additional points of connection. Like Halius and Laodamas, Euthydemus and
Dionysodorus perform as a pair. But just as the Homeric poet showcases the individual
choreography and bodily movements of each dancer in turn, Socrates describes one Sophist, then
the other, switching back and forth as each one responds to and builds upon the speech of his
brother (cf. 276¢c-d, 277b). Moreover, like Alcinous' sons, Euthydemus and Dionysodorus
provoke an enthusiastic sonic response from their own associates (dveBopvpnodv te kol
gyéhacav, 276b; mavu péya gyélacday te kai E0opvpnoav, 276d), while Socrates and the others,
like Odysseus among the Phaeacians, remain silent and still (¢cwondpev, 276d).

The Homeric poet, however, stops short of describing Halius and Laodamas as choral
leaders. While Alcinous' sons do facilitate a brief return to group expression, their unique
choreography and superlative status sequesters them from the group and marks their performance
as a solo interlude, rather than an act of choreographic leadership. When Socrates characterizes
Euthydemus as a chorodidaskalos (domep VO 5100.6KAAOV ¥0POC ATOSURVAVTOG, 276b), he
points to an underlying tension in the archaic descriptions of solo dancers: to what extent can a
virtuoso figure, distinguished by technical ability (e.g., acrobatics), function as a choregos?

As I have discussed in greater detail in Chapter 1, Iliad 18 describes its two kubistétéres
as exarchontes (Iliad 18.605), yet deploys imagery and narrative structure to marginalize their
role within the performance.”’ In the Homeric Hymn to Apollo (188-206), Ares' and Hermes'
solo stylings are clearly distinguished from the proper kinetic and sonic leadership of Apollo.”!
In the acrobatic paired performances of archaic hexameter, individualized dance does not fit
comfortably within a choral model. Socrates draws upon this abiding discomfort to mark
Euthydemus and Dionysodorus as unruly and problematic dancers: virtuoso soloists attempting
to direct a “chorus” of followers.”?

Accordingly, Socrates goes on to re-position Euthydemus and Dionysodorus relative to
choreia: not as virtuosos, nor as choréegoi, but as ordinary participants. When he observes that
Cleinias is becoming distressed, he encourages the young man by saying:

70 Chapter 1.4.

"' Chapter 1.4. See also Chapter 3 on the male chorégos as contrasted with the anti-choral male soloist.

72 It is also interesting that Socrates attributes to Euthydemus a desire to inspire thauma in his audience (v’ €11
paArov Bovpalotpev avtov, 276¢). If, as I suggested above, thauma is properly reserved (in archaic thought) for
choral dance, this might be another way in which Euthydemus and Dionysodorus reach for choral status (and are,
potentially, denied it by Socrates: ur 6ovpole, 277d). Yet, as I observe below, Socrates seems more interested in
assigning a choral model to the two brothers than denying it. I would suggest that thauma and thaumazé simply
possess a rather wide range in Plato (and Xenophon, whose use of thauma for solo acrobatics at Symposium 7.2. will
be discussed at greater length in a subsequent chapter), and may be used for quite specific forms of wonder (cf.
Kurke 2012 and 2013) as well as more generalized expressions of astonishment or surprise. On a different note, cf.
Protagoras 315 for another example of the philosopher-as-choral-leader (as noted by Schultz 2013: 84).
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Q Khewia, pry Oavpale €1 ot paivoviot dndeic oi Adyor. icog yap ovk aichivn
olov olEiToV 10 EEve mepl 6€- molgiTov 8¢ TaToV dmep ol &v T TeleTH TdV
KopvuBavtov, dtav v Opovocty toidotv mepl Todtov Ov av pEAA®mot TeELETV. Kol
yOp €kel yopela tig €oTt Kol Tondid, €l dpa kol TeTédecal: Kol VOV TOOTO 0VOEV
8o 7 yopeveTOV MEPL G KOl olov OpyEicOov mailovie, O HeTd ToDTO TELODVIE.
VOV 0DV VOLLGOV T TP®TO TRV iEpdV AKOVEWY TV GOPIGTIKGY.

Cleinias, do not be surprised that these arguments seem strange to you; for
perhaps you do not discern what our two visitors are doing to you. They are acting
just like the celebrants of the Corybantic rites, when they perform the
enthronement of the person whom they are about to initiate. There, as you know,
if you have been through it, they have dancing and merrymaking: so here these
two are merely dancing about you and performing their sportive gambols with a
view to your subsequent initiation. You must now, accordingly, suppose you are
listening to the first part of the professorial mysteries. (Euthydemus 277d-e, trans.
Jowett)

Socrates re-interprets Euthydemus' and Dionysodorus' individualized and virtuosic
“performance” as a fundamentally choral one. He tells Cleinias that the brothers are Corybantic
celebrants (oi év 1] teAdeti) T@v KopuPavtwv) and, as such, two of many. As Corybantes,
Euthydemus and Dionysodorus are not marked off as leaders or soloists. In fact, it is Cleinias
who becomes the singular figure (the initiate) in Socrates' image of Corybantic dance.”

In order to further understand Socrates' “choralizing” move, it will helpful to speak
briefly about Corybantes and choreia in Plato more generally. In the seventh book of the Laws,
the Athenian stranger discusses the origins of dance and the value of motion at some length.
Specifically, he notes that both the nurses of small children and the practitioners of Corybantic
rites understand the importance of rocking and moving (texpaipesBat 6¢ ypn Koi And TOVIE, MG
€€ éumelplag avTo EIANQOCT Kol £YVOKAGY OV YPNCIUOV ol TE TPOPOL TMV GUIKP®V Kol ol Tepl Td
1®v KopuBdvrov iqpota tehodcat, Laws 790d). Human beings, in the Athenian's
conceptualization, are drawn to the soothing and curative effects of sound and motion.
Corybantes represent a natural impulse towards kinetic expression that, the Athenian goes on to
argue, may be productively harnessed and directed by gymnastiké and orchesis (Laws 791c-798e,
esp. 795d-¢).”* Existing outside of the formal performance system of Magnesia,”> Corybantic
dancers represent choreia in a raw and malleable state. Back in the Euthydemus, Socrates
reinforces the relationship between Corybantes and chorality by referring to the choreia and
paidia (yap €kel yopeia tig éott kai moudwd) of Corybantic initiation, invoking two of the Laws’
crucial terms.

> On Corybantic rites in classical Athens and their relationship to this passage, cf. Linforth 1946: 123-125 and R.
Edmonds 2006. This might provide another way of understanding Socrates' admonishment to Cleinias: pr foopole
(“don't wonder,” 277d). Rather than denying thauma to Euthydemus and Dionysodorus entirely, Socrates is telling
Cleinias specifically to avoid the spectator's experience of wonder, and instead imagine himself as a participant in
the performance.

74 Cf. Belfiore 2006: 206, Kowalzig 2013b: 196.

> Prauscello 2011, with further bibliography.

"®See, e.g., Lonsdale 1993: 21-43. Of course, the Laws being later than the Euthydemus, I am not arguing for a
specific intertextual relationship, but rather a fairly consistent Platonic conception (in this respect, at least) of

75



By transforming Euthydemus and Dionysodorus from solo virtuosos (in the mold of
Halius and Laodamas) to choral dancers (Corybantes), Socrates undermines their display of
Sophistic skill and argumentation. Instead of allowing the brothers to simply dazzle the still and
silent spectators with their rapid exchange and aggressive language, Socrates installs Cleinias as
a participant in the performance by recasting the interaction as a choreographed initiation rite.
Virtuosic solo dance is aligned with the rhetorical displays of the Sophists. Socrates introduces a
Corybantic choral model that suppresses the starring role of the brothers and allows for a more
expansive vision of participation in the philosophical “dance.”

This strategic verbal choreography is, however, only partially successful. Socrates
signals this himself by choosing the Corybantes as his choral model: while they are generally
aligned with choreia and standard performance hierarchies in Plato, they represent a raw kind of
choreut. As Plato’s depiction of Corybantes in the Laws (791¢c-798e) suggests, they are dancers
who could still benefit from further discipline and education.”’

Likewise, Dionysodorus and Euthydemus never completely shed their association with
solo dance. Later in the dialogue, Socrates asks Euthydemus whether “Dionysodorus knows
how to dance” (kai 6pyeictat énictarto 6 Atovucddmpog, 294e). Euthydemus affirms as much,
and Socrates presses him further, asking whether he knows how to practice sword-dancing or to
be whirled about on a wheel (00 d9nov, v §” &y®, kol & payaipog ye KuProTdy kai i Tpoyod
dwveloBa TnAkodTOC BV, 0UTM TOPpw coiag fikels, 294¢e). Euthydemus says that he can. The
latter activities have clear links with the solo performances of sympotic entertainers,”® while the
verbs kubistad and dineé evoke the individualized acrobatics of Homeric soloists.”” Socrates’
account endeavors to incorporate the brothers into a choral framework, but their style of motion,
as metaphor for their style of argumentation, is never completely brought into line. *

Yet even if Dionysodorus and Euthydemus resist transformation into choreuts, Plato does
accomplish a more general suppression of dance as an expressive form. That is, Socrates, in his
narration, uses the imagery of solo kinetic virtuosity to describe fundamentally verbal action.®'
The [actual] leaping and twisting of Halius and Laodamas becomes the “rough and tumble”
philosophical “wrestling” of the Sophistic pair. Euthydemus and Dionysodorus, in Socrates'
account, are not actually moving: they sit still and speak (Euthydemus 271a-b). The kinetic

choreia and Corybantes. We might also consider a related passage in the Jon (536¢), wherein Socrates asserts that
“Corybantic worshippers perceive keenly only that tune which belongs to the god by whom they are possessed, and
they have gestures and phrases at the ready for that tune, but they are not concerned with others” (oi kopvBavtidvteg
gkeivov pévov aicOdvovton Tod pérovg 6Eémc & dv 1 Tod Beod &€ dTov dv KoTéywvTal, Koi si¢ keivo To péhog Kai
CYNUATOV Kol ppdTev evmopodot, TV 6¢ dAlav ov ppovtifovowv). In addition to again associating Corybantes
with dance (oynudtwv), Plato here offers them as a model of correct performance hierarchy: bodies and motion
subordinated to music (melos). On this passage, see also Kurke 2013a: 151-152.

7 On a different but related note, Harte suggests that Corybantes, in Plato, are associated with arguments that “one
would not, or should not, endorse” (2005: 230). We should also consider Socrates’ later comic rendering of
Corybantic initiates within the Euthydemus itself (278b2-c5), as discussed by Kurke 2013b. By casting the brothers
as Corybantes, Socrates is already suggesting that they will fail to become true choreuts.

78 Cf. Xenophon, Symposium 7.2. As Leslie Kurke has pointed out to me, there is also a class-based insult implied
in Socrates’ linking the Sophistic brothers with the performances of hired entertainers.

7 Chapter 1.4.

% This is consistent with the way in which Socrates does not completely devalue Euthydemus' and Dionysodorus'
“virtuosic” argumentative style (as Kurke 2013b, with Mann 2006: 122-123, notes).

81 Kurke 2013b traces the use of corporeal imagery in this dialogue more fully. I would call attention particularly to
her discussion of “images of bodily abuse and mutilation” in Plato's characterization of Euthydemus' and
Dionysodorus' argumentative style: this is yet another way in which the dialogue explores the boundaries of words
and bodies, and flirts with the possibility of the former having a vividly tangible effect upon the latter.
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virtuosity attributed to them is thus located exclusively in their words. Their “double twist”
(oumAd €otpepe, 276d) and ball-playing “catch” (domep coaipav ékde€dpevog TOv Adyov, 277b)
are evacuated of significance as embodied practices and become mere metaphors for ways of
speaking and arguing.* The moving body is thus made subject to the voice — just, as I have
argued, occurs frequently in ideal archaic conceptions of choreia. When Halius and Laodamas
express freedom and defiance through the dynamic motion of their individual bodies, they
violate the ideal system of choreia, wherein vocalization explains and contextualizes dance. By
using corporeal imagery to characterize verbal communication, Plato restores the choral
hierarchy in an alternate form.

4. Conclusion

Plato's allusions to Odyssey 8 make explicit the latent anxieties about the disruptiveness
of dance that underlie earlier representations of communal, logocentric choreia. Already in
Odyssey 8, Halius and Laodamas represent the ability of technically superlative solo dancers to
use their bodies in competitive and expressive ways. Their dance succeeds — for a brief moment
— in putting aside the verbal realm, appropriating some crucial elements of choreia, and
foregrounding dance as an expressive medium in its own right.

But if, as I have argued, literary depictions of dance function in part to frame and affect
their audiences’ experiences of performance in their own lives, then Homer’s localization of
extraordinarily non-choral dance on Scheria is an important element of the narrative. Within the
Odyssey, narrative context works to largely suppress and seal off the unruly and disruptive
possibilities of this form of expression.

Elsewhere in early Greek literature, choreia is emphatically promoted as the primary
means of embodied, kinetic expression in Greek culture. Greek audiences are frequently
encouraged to understand the performance and reception of the chorus as controlled by the
verbal-auditory element and think about dance as an activity that is fundamentally communal.
This conceptualization, I have posited, must have affected the ways in which performers sensed
the work of their own bodies within the chorus, and perceived the action of others.* While the
Odyssey offers us an extensive and nuanced representation of expressive, yet non-verbal,
individualized dance, this mode of performance is enjoyed only by the fantastic Phaeacians — it is
not explicitly appreciated by Odysseus and it is ultimately sealed off from the mortal realm. But
on another level, Homer’s description of Halius’ and Laodamas’ dance offers — but does not
enforce — an alternative way of experiencing dance, attentive first and foremost to the meaning
generated by individual movement, rather than that implied by the synchronized action of many
dancers guided by the explanatory power of the voice. While, as I stress throughout, we cannot
access ancient Greek performers’ and audiences’ actual experiences of embodied expression and
perception, it seems plausible that some listeners may have taken Homer’s alternative model
with them into the enactment or viewing of choreia, and subsequently felt and looked at bodies
in motion in a slightly different way.

%2 This aligns well with Hawtrey’s reading of this passage, which interprets Socrates’ reference to Corybantic dance
as an analogy for the preliminary discussion of philosophical terminology: “as the dancing and so on are a necessary
prelude to the Corybantic rites, so the problems of language and expression must be worked out before more serious
questions can be attacked” (1981: 69).

%3 See Introduction and Chapter 1.4.
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-3-
Dancing Kings: Politics, Masculinity, and Performance in Greek Song

&V ouVOd® TV AAOYwV {D®V TONKOS OpYNCALEVOS KOl EDOOKIUNGAS PAGIAEDG
VI aOTAV EXEPOTOVION. AAGTNE 6& avtd eBovicaca g €0edoato &v Tvi Ty
Kp€ag Keipevov, dyayodoa avtov Eviadba Eleyev, g ebpodoa Oncavpov, avTn
nev ovK gxproato, Yépag ¢ avTd Thg Paciieiog TETHPNKE Kol TOPNVEL AVTD
Aoppdvewv. Tod 6¢ dpeAnTog EmeABoVTog Kol VIO THE Thyng GLAANPOEVTOC,
aiTiopévou te TV dAmTEKN (g Evedpevcacay avtd, Eketvn Epn- “o Tidnke, od 58
TOTHY VYNV €Y@V TOV AAdY®V (Dov Pactredels;”

At an assembly of the dumb beasts, the monkey did a dance. The performance
was a great success and the animals elected the monkey to be their king. But the
fox was jealous of the monkey, so when she saw some meat lying in a trap, she
led the monkey there and told him that she had found a treasure. The fox
explained that she had not taken it for herself because of the king's prerogative.
Instead, she had guarded this royal prize just for him. She then told the monkey to
go ahead and take it. The monkey recklessly put his hand in the trap and was
caught. When he accused the fox of tricking him, the fox replied, 'O you monkey!
How can you, having such an ass, rule over the dumb beasts?' (Perry Fabulae
Graecae 81 with modifications, trans. Gibbs, modiﬁed)l

The fable above mocks the use of dancing skill as a metric for the ability to rule, casting
the solo performer as an easily deceived and incompetent king. While we cannot securely assign
a date to this particular fable, it has been linked with a fragmentary poem of Archilochus, which
mentions a fable (aivov, 1), about a monkey (nifnioc, 3) deceived by a fox (fr. 185 West).” If
some version of this story did exist in the 7" century BCE, it would provide a clear and early
example of Greek discomfort with solo and virtuosic dance, especially when performed by men
and linked with the possession of political leadership and power.

Given that we can identify such discomfort in a variety of other sources, I am inclined to
think that this fable may well have circulated in some form from a fairly early period. It vividly
and comically captures a theme evident from Homer onward: put bluntly, dancers do not make

"I have restored the words opynoapevog kai to the first sentence of the main text. Perry relegates them to the app.
crit., linking them with the dancing monkeys of fable 83 and noting that they only occur in one of the manuscripts.
This variant is, however, preferred by other editors (Chambray 1927: 20, fable 38 and Hausrath 1940: 109, fable 83)
and translated by Gibbs. The existence of another fable about (many) dancing monkeys does not seem to me a
convincing reason to remove the element of dance from this fable, where it seems to serve a different function. It is
likely, of course, that these fables circulated in multiple versions even during the same historical time period. I have
made one other significant modification to Perry: with West (1989: 71, based on Buchholtz 1873: 178) I read moynv
rather than yuynv in the final sentence. On the possible implications of this change, see Chapter 5.1.
*Gibbs (2008: 15-16) and Steiner (2014: 8-10) connect this poem specifically with the fable cited above (Perry 81),
while other scholars link it with the Aesopic tradition more generally (Lenz 1945: 42-43, West 1978: 3).
Archilochus fr. 187 W, also referencing a monkey with “such an ass” (towadtnv moynv, on which see Buchholtz
1873 and West 1989: 71-72) and Pindar, Pythian 2.71-78, which also features a monkey and fox, might further
support a relatively early date for this fable.
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good leaders. In this chapter, I trace this trope through archaic and classical song, highlighting a
persistent association between individualized dance and political misrule.’

In a study of the ancient representation of male dancing and its reception, Edith Hall
suggests that:

Dance has been associated with decadent pleasure-seeking, unmanliness, and the
arousal of sexual desire from its very first appearance in western cultural history.
These associations resulted from an early symbolic opposition between dancing
and fighting, an opposition which paradoxically may have been partly a result of
the intimate relationship and parallelism between dancing and drill-training in
educational practice. The result, in any case, was that dancing for pleasure,
especially for men, was an activity under a moral question mark from the moment
that discourse on the dance begins. (Hall 2010: 168).

In Hall’s conceptualization, it seems that male dancing may be portrayed positively, or at least
neutrally, so long as it remains purposeful — performed, for example, in the service of military
training or ritual action. It is “dancing for pleasure, especially for men” (2010: 168) that acquires
a problematic status.

While I fully concur with Hall’s identification of a basic tension in many early Greek
literary depictions of dancing men, I would locate the primary source of those tensions, or
anxieties, elsewhere. Communal male performance, broadly understood, was clearly a
widespread and generally positive phenomenon in the archaic and classical Greek world. The
sight of men dancing in a chorus could clearly be conceived as pleasing to an audience,* and it
seems that men would also have performed more individualized dance forms within the larger
communal framework of the symposium, the kGmos, or the gymnasium.” I suggest, then, that it
is specifically men who dance truly alone — often, as Hall suggests, for their own exclusive
benefit or pleasure — who are frequently constructed in archaic and classical Greek literature in
negative terms.

On the face of it, this might seem a bit strange. Men distinguished themselves in a
variety of ways in early Greek culture and society, and displays of personal excellence in
athletics, music, and military victory were certainly celebrated.’ At the same time, Greek
literature devises various strategies for bringing outstanding individuals into a positive

’ See Chapter 5 for the discussion of similar themes in classical prose.
*E.g., in Iliad 18 the audience “delights” in the sight of a mixed-gender chorus (18.605), and Plato in the Laws
clearly promotes the effects of youthful male performance upon aged spectators (567d). The importance and
widespread practice of choral dance by men of varying ages and statuses in the early Greek world (see Stehle 1997:
119-169) would seem to undermine Hall’s claim that men whose dancing pleases their audience (2010: 168) are
consistently emasculated or rendered otherwise problematic. As I will explain shortly, however, I am in complete
agreement with Hall that there can be a real problem with men who dance primarily for their own pleasure (and/or in
the pursuit of individual gain).
> See again Stehle 1997: 119-169, as well as Lonsdale 1993: 137-168 and passim, Ceccarelli 1998, Chapter 1.1 (on
the komos) and Introduction (for bibliography on sympotic dance).
% Note, for example, that Greek athletic events were mostly individual (e.g., “it is not quite true that [the Greeks]
competed only as individuals; but what team sports there were — the ball games, [...], regattas, torch races — were
generally the preserve of ephebes, young men moving from childhood toward social maturity via a period of
military training,” Golden 1998: 25, emphasis in original). Likewise, musical competitions in the archaic and
classical periods featured both choral and solo forms, but the latter did not include dance (see Rotstein 2012, with
further bibliography).
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relationship with the larger community, and dance is no exception to this basic pattern.” Choral
dance is a powerful and almost uniformly positive practice in archaic and classical literature, one
which, as I have already suggested, allows for the presentation of preeminent individuals within
its largely inclusive framework. Male dancers become problematic when their motion becomes
truly “solo” and no longer engages with or contributes to a larger community.

Gender is a important factor here. As Eva Stehle has demonstrated, female choreuts
symbolize their community effectively in part because the identities of individual women were
so insignificant on a social level. A female chorus can thus efface the subjectivity of its
constituent members and coalesce as a cohesive, representative whole.® Following Stehle, I
suggest that male dancers, by contrast, may be more resistant to such corporate unification and
thus function less effectively as choral voices for the entirety of a community, as their individual
identities, familial connections, and social positions are more enduring and prominent.” When
poets depict men as individual dancers, they make explicit this underlying tension in the male
choral group. For a man to dance alone is, almost inevitably, a political act — one which asserts
the agency of the individual’s body and its desires in contrast with the communal action and
expression of the group. In this chapter, I will explore how a diverse range of literary texts
endeavor to frame, constrain, and control the unruly social and political ramifications of male
solo dance.

Finally, I have claimed that the representation of dance can often illuminate important
aspects of a particular poet’s literary program. In this chapter, I will thus also examine how
depictions of individual male dancers, whether in connection or contrast with larger choral
groups, reflect the creative interests of the texts in which they are embedded. I will begin by
reiterating the importance of the chorégos as a positive image of individual expression within the
chorus, building on the models established in Ch. 1 and offering Theseus as an archetype of the
male dancer as productive political leader. I will then proceed with an investigation into the
complex attitudes towards dance found in the //iad, then turn to patterns of representation
surrounding both choral and solo dance in the sympotic songs of Alcaeus and Ion of Chios.
Finally, I will reflect on two instances of individualized male dance on the dramatic stage:
Euripides’ Cyclops and Aristophanes’ Wasps.

" E.g., epinician poetry can be understood as working, in part, to re-integrate the outstanding individual athlete into
his community, as observed by Crotty 1982: 121 and more fully explored by Kurke 1991.
s E.g., Stehle reads Alcman’s extant partheneia as scripting “a process of deauthorization” (1997: 88) for their
female singers, with the result that “the chorus is staged in such a way that the chorus-members can fulfill their role
of offering reflection and model to the community while presenting themselves as proper parthenoi, that is, as
lacking authority and subjectivity” (1997: 93, analysis of these poems found at 73-93). I omit here further
explanation of the important role of female corporeality and sexuality in Stehle’s reading, but I return to those
questions in Chapter 4.1.
? Male choruses certainly did perform on behalf of their communities, as discussed fully by Stehle (1997: 119-169).
But she also observes a fundamental difference in the ways that female and male choreuts call attention to
themselves and their bodies, contrasting the self-effacing qualities of female self-reference with the “aggressive self-
confidence” (1997: 120) identifiable in male choral song. She further highlights how male performers “may add
female identity to their self-presentation in situations when the community is under stress or is presenting a united
front to outsiders” (1997: 149), a phenomenon which she attributes to the superior ability of female identity to “sum
up the community more comprehensively (that is, represent both men and women) and also [symbolize] ideal unity”
(1997: 150).
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1. A Dancing Democrat: Theseus as Chorégos and Choreographer

Given the prominent role of choral performance in archaic and classical society, it seems
certain that most men, including prominent citizens and political leaders, would have habitually
engaged in dance of some variety. As I mentioned above, this historical reality is well-
represented in both literary and artistic sources, which feature multiple positive depictions of
male choreuts.'” Moreover, we have seen that male singularity in dance may have a decidedly
positive valence when it takes the form of choral choreography and leadership — we might think
here of Apollo, who generates choreia and community in literary sources from Homer
onwards.'' Male dance within the chorus is generally valued, and accordingly, male leadership
of the chorus acquires an association with effective leadership in other spheres as well. This link
between outstanding dance and social and political authority becomes especially clear in the
literary and visual depiction of one important and exemplary male dancer: the legendary
Athenian king Theseus.

Theseus famously secures his place as an Athenian hero by defeating the minotaur and
freeing his people from their oppressive obligation to the Cretan king Minos. After his victory
on Crete, Plutarch tells us that:

€k 8¢ thig Kpntng dromAémv gig AfjAov katéoye: kai @ 0ed 60cag Kai dvadeig 10
appodicilov O mapd thHe Aprdovng Erafev, xopevoe petd v NBEwV yopeiav v
&t viv €mtedelv AnAlovg Aéyovot, pipmpo Tdv €v 1@ Aafopivim mepldodwv kai
AeEHGOMV, Ev TV pLOUD TOPaALAEELS KOl AveAIEELg EYOvTL YIyvOouEVIV. KaAeTTol
0¢ 10 yévog TodTo TG Yopeiog VO AnAiwv Yépavog, O¢ ioTopel Atkaiopyog.
gxopevoe o¢ mepl oV Kepatdva Bopdv, £k Kepdtwv GUVIPUOGUEVOV EDOVOLLOV
AmavVTOV.

On his voyage from Crete, Theseus put in at Delos, and having sacrificed to the
god and dedicated in his temple the image of Aphrodite which he had received
from Ariadne, he danced with his youths a dance which they say is still performed
by the Delians, being an imitation of the circling passages in the Labyrinth and
consisting of certain rthythmic involutions and evolutions. This kind of dance, as
Dicaearchus tells us, is called by the Delians The Crane, and Theseus danced it
round the altar called Keraton, which is constructed for horns (“kerata”) taken
entirely from the left side of the head. (Life of Theseus. 21.1-2, trans. Perrin)'?

This narrative firmly establishes Theseus both as a chorégos — an internal leader of this particular
choral song-and-dance, and as a choreographer — the creator of dance in a broader sense.
Plutarch emphasizes Theseus’ singularity, twice applying the verb choreuo (to dance in a chorus)
to Theseus as a singular actor (€x0pevoe). He is clearly performing together with the other
Athenian youths, but as the creative leader of the dance, he is singled out for special attention. It

"% See, e.g., Stehle 1997: 119-169, Ceccarelli 1998, P. Wilson 2003, and Kowalzig 2013b.

" Cf. Iliad 601-604; [Hesiod], Shield of Heracles 201-206; Homeric Hymn to Apollo 135-139, 186-206, and 514-
519. On these passages and Apollo’s role as chorégos more generally, see Mullen 1982: 9-16, 196-200, Lonsdale
1993: 48-75, 111-121, Calame 1997: 19-53 and 90, Nagy 2003, and Chapter 1.2b.

2 On this dance, see also Pollux 4.101 and Hesychius s.v. geranoulkos. Lawler 1946 assembles the various textual
references, both secure and speculative.
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is additionally significant that Theseus is linked with Apollo, both here (1® 0e® 6vcag) and
elsewhere.”” Like Apollo, Theseus is a “good” dancer — one whose outstanding performance
ultimately consolidates, rather than divides, the community.

Plutarch is, to be sure, a problematic source for late archaic and early classical culture
and discourse. But in this instance, he preserves an account of Theseus that was also in
circulation during a much earlier period.'"* The Frangois vase, which dates to the early 6™
century, clearly depicts Theseus as a leader of choral dance (Fig. 7). On the uppermost frieze of
side B of the vase, painted labels clearly identify the key actors: on the far right side of the frieze,
Theseus stands facing two female figures: Ariadne and her nurse (tpo@dg). Fourteen additional
figures, depicted one after another along the frieze, represent the fourteen Athenian youths with
whom Theseus travelled to Crete and defeated the minotaur. On the far left of the frieze, a ship
full of variously-positioned figures occupies a more ambiguous position relative to the main
action of the image.

Whether or not this image is directly related to the choral form later called the geranos, it
clearly positions Theseus as a choral leader. Theseus stands with his back to the fourteen
dancers, his body turned towards Ariadne. His stance recalls that of the other dancers — left foot
forward, body twisted. Yet he is also clearly distinguished by his long garment and lyre. This
instrument is a particularly important symbol of Theseus' role in the dance, marking his role as
both chorégos, the internal leader of the dance, and choreographer, the external creative author
of the choral production.

As chorégos, Theseus is both a participant in and leader of the chorus. On the Frangois
vase, his position at the head of the line of dancers marks him as a leader, while his stance and
physical orientation, like that of the other fourteen youths, marks him as a dancer. The
representation of choral leadership in the Homeric Hymn to Apollo, discussed more fully in
Chapter 1, helps to further illuminate Theseus’ position here." In the final episode of the hymn,
Apollo leads a group of Cretan sailors in a choral procession to Delphi, intending to install them
as priests of his newly-founded shrine (Homeric Hymn to Apollo 453-547). The poet describes
Apollo thus:

npxe & dpa oev &vaE Atdg vidg ATOAA®Y,
Qopuyy” &v yelpeootv Eymv Epatov Kibapilwv
KaAd kol Dyt Bac: [...]

And lord Apollo, son of Zeus, led them,
holding a lovely lyre in his hands, playing
well and stepping high (515-517).

1> On connections between Theseus and Apollo beyond this specific narrative, see Calame 1996: 126-127, 150-153,
308-324, and 364-3609.
' Plutarch also attributes at least some of his information to Dicaearchus, presumably the 4™-3" century geographer,
philosopher, and historian.
"> While various dates and occasions have been proposed and debated for the Homeric Hymn to Apollo (for a
summary and bibliography of the existing scholarship, see Richardson 2010: 13-15), I am inclined to follow those
who locate it sometime in the 6th century, with an undoubted debt to even more ancient traditions and concepts. It
is thus potentially more useful for illuminating the dynamics of dance on the Frangois vase than significantly later
sources like Plutarch.
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Like Theseus on the Frangois vase, Apollo is marked by a combination of lyre-playing and
performance leadership. His high steps (Dyt Bidc) do not suggest ordinary movement — he is
certainly dancing in some sense of the word. Yet he also holds an instrument in his hands, thus
providing both the choreography and the musical accompaniment required for the procession.
For the Athenian youths depicted on this frieze, Theseus plays a similar role. The orientation of
the dancers' bodies implies that they are following his physical lead, while his lyre presumably
offers the aural component of their performance.'

Moreover, Apollo is more than just an internal chorégos. He is also a choreographer — a
producer of choral performance who brings his own vision to life through the bodies of the
dancers.!” He leads the Cretans to Delphi for a specific purpose, and uses his choral leadership
to orient them towards the shrine and generate a model for future ritual procession. Theseus'
leadership and lyre indicate that he too is more than an internal chorégos of some previously
established choreography. His leadership extends to the creation of the dance itself, a process
that unfolds visually if we follow the frieze from right to left: Theseus strums the lyre and
initiates the dance, while the subsequent thirteen dancers display consistent and organized
choreography and corporeality. Phaidimos, as the final dancer, is only just becoming a choral
participant, for his body not yet like the others, but nearly there. The sailors, on the far left,
remain as spectators, still engaged in the disordered and varied motions of ordinary life. On the
Francois Vase, Theseus is thus depicted as an engaged and productive chorégos, differentiated
from the larger dancing group by his unique clothing and musical role, yet clearly marked as
their creative and strategic leader.

Theseus is similarly depicted in Bacchylides 17, an early 5™ century choral song that has
resisted straightforward generic categorization."” I concur with recent scholarship interpreting
this ambiguity as a crucial element of Bacchylides’ poetic strategy, rather than a side-effect of
modern ignorance.”” In particular, I want to build on a reading developed by Deborah Steiner,
which demonstrates how Bacchylides 17 presents Theseus as a choral leader of both the
dithyramb and the paean.”'

In Bacchylides 17, Theseus leaps from the ship en route to Crete in order to retrieve a
ring tossed overboard by Minos (74-85). Thereafter, we hear how “the sea-dwelling dolphins
quickly carried great Theseus to the home of his father, the horse-lord” (pépov 0& dedpiveg GAt-/
varéton péyav 0odg / Oncéa motpog inmi- / ov dopov, 97-100). Steiner contends that the image
of Theseus carried by dolphins evokes the general dithyrambic connotations of dolphin-riders in
contemporary vase-painting as well as the archetypal dolphin-ride of Arion, legendary inventor

' Pironti highlights Theseus’ role as chorégos in the process of explicating the name of the geranos (“crane-
dance”), claiming: “en outre, on peut relever une analogie entre le role du chorége qui conduit la danse au son de la
lyre et celui du chef des grues qui, au moyen de signaux sonores, conduit les évolutions de la troupe des oiseaux”
(2007: 201). She also notes Theseus' likeness to Apollo, although her main focus is on his relationship to Aphrodite.
' For a fuller discussion of Apollo’s relationship to dance, see Chapter 1.2b.
' I further explore the conceptualization of choral dance as a process of ritualization on the Frangois Vase in Olsen
2015. Here, I highlight only the relevant elements of Theseus’ representation. For further discussion of choral
performance on this frieze of the Frangois vase, see also von den Hoff 2013 and Hedreen 2011.
' See Pavlou 2012: 510 and nn. 1 and 2, with earlier bibliography.
20 E.g., Tsagalis 2007, Pavlou 2012, and Steiner 2012b. These scholars offer different interpretations of the
significance of poem’s generic ambiguity and its complex relationship to both Dionysus and Apollo, but these larger
debates are not immediately relevant to my discussion here.
*! As presented by Steiner in a talk entitled “Diving at Delos: Generic Syncretism, Musicology and Choral Politics
in Bacchylides 17,” given at UC-Berkeley on May 2™, 2012 (as Steiner 2012b in bibliography).
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of the dithyramb.** Theseus’ maritime travels thus foreshadow his upcoming role as the
chorégos of choral celebration following his defeat of the minotaur, an element of the story that
must have been available to Bacchylides, as it was attested by the imagery of the Frangois vase
roughly a century earlier.

Steiner further identifies a set of dithyrambic elements included in the description of the
Nereids’ dance beneath the sea, which Theseus views upon his arrival at the home of Poseidon
(17.101-108). She interprets these references as an instance of choral projection that links the
performing Cean chorus with the imagined chorus of the underwater Nereids. I want to suggest
that this scene also casts Theseus as a leader with privileged knowledge of divine choreia. When
he eventually returns to his Athenian companions and takes up a position of choral leadership, he
does so having experienced the awesome sight of the Nereids’ dance.”* The language and
imagery of Bacchylides 17 thus figures Theseus as a chorégos, even if it does not actually depict
the choral dance portion of his legendary Cretan journey.

But the celebratory dance of Theseus and the Athenian youths, eventually localized on
Delos and called the geranos, is consistently linked with Apollo, not Dionysus and his
dithyrambic dolphins.” Steiner, however, also suggests that Bacchylides 17 casts Theseus as a
leader of more typically Apolline choreia. She supports this claim with a reading of the action in
Bacchylides 17 as designed to call to mind the aetiology of the paian offered by the final episode
of the Homeric Hymn to Apollo (399-519).%° There, Apollo is linked with the dolphin, in which
form he ushers a group of Cretan sailors to Crisa and leads them in paianic procession to Delphi.
Steiner observes several parallels in imagery and language between Bacchylides 17 and the
Homeric Hymn to Apollo, and suggests that the song places Theseus in the position of Apollo as
a choral leader of the paian.

Regardless of the larger political and aesthetic ramifications of Bacchylides’ musical
imagery in this particular song, I find Steiner’s analysis of Theseus as a choral leader convincing.
I thus suggest that, in addition to Bacchylides’ undoubtedly complex engagement with Athenian

> On dolphin imagery and dithyramb, see Csapo 2003.
3 Steiner highlights specifically the “whirling ribbons™ of the Nereids” hair (3ivivto touvion, 107) and their usual
number (50), which gesture to the typical use of dined and others words for “whirling” and “spinning” in
descriptions of dithyrambic movement and the fifty members of the dithyrambic chorus (Steiner cites Borthwick
1968 on the former claim, and for both associations, see also Weiss 2014: 34-40 with further bibliography).
** Bacchylides says that Theseus “feared” (£8ei0€, 103) the Nereids. On the importance of Nereid choreia in the
song, see also Fearn 2013: 142-143.
> See above, with relevant bibliography. Note also that the dithyramb itself tends not to feature an internal
chorégos or leading dancer (the chorégos of a dithyramb, in classical Athens and beyond, refers to the man who
finances and organizes the performance, see e.g., Kowalzig and Wilson 2013b). Bacchylides’ figuration of Theseus
as a leader of dithyramb is thus all the more abstracted — more about positioning the Athenian king as a rightful
leader than as an actual dancer implicated in any one specific performance.
*% T discuss this passage as a choral paradigm in Chapter 1.2b, and briefly again immediately above. Pavlou 2012:
518-521 also traces a set of correspondences between the Homeric Hymn to Apollo and Bacchylides 17, but suggests
that “Bacchylides models his song on the Hymn.Hom.Ap. only to polemically refigure it” (2012: 526-527). She
argues that Bacchylides presents his song (which she takes to be a paean, 2012: 511), not as a counterpart to the
Homeric Hymn, but as a rival: one which replaces Cretan musical authority in the Homeric Hymn to Apollo with
Athenian hegemony (2012: 536-539). While Steiner likewise understands Bacchylides 17 as significantly invested
in the promotion of Athenian imperial authority, she interprets its use of the paean-aetiology from the Homeric
Hymn to Apollo as an attempt to draw Delphic lore and choral practices into the orbit of Athenian power on Delos.
The precise workings of these intertextual allusions and relationships are beyond the scope of my project here. The
connections drawn by Steiner and, less explicitly, by Pavlou, are important for this analysis only insofar as they
work to present Theseus as a choral leader as well as an effective and stabilizing political agent.

84



imperial ambition, the relationship between Ceos and Athens, and practice of choric theoria to
Delos, this presentation of Theseus has a simpler, less specific, but nonetheless important
political force.”” Theseus-chorégos offers a positive image of the male dancer as a political
leader, a compelling alternative to the more disruptive images of male dancing considered in the
following sections of this chapter. It is, moreover, no coincidence that this image of the
Athenian hero is expressed so vividly in a choral song. By aligning choral leadership with
political leadership, Bacchylides reinforces the power of choral mousiké as a social institution.
His presentation of Theseus here promotes choreia: while men dancing truly alone are anti-
social, destructive, and unsuited for political power, participation in and leadership of choral
dance is the mark of an effective and even archetypal leader. The male dancer’s relationship to
the chorus makes a fundamental difference. When Bacchylides sets a chorus of Cean men
singing and dancing to this narrative, he thus asserts a specific vision of the political, social, and
artistic value of choreia.

We can be even more specific, however, about the kind of political leadership signified
by Theseus in the late 6" and early 5™ centuries.. Scholars have long noted the emergence of
Theseus as an important figure in Athenian art and literature during this period, although the
significance of this phenomenon is still debated.® I want to call attention here to some elements
of the iconographic tradition surrounding Theseus, as analyzed by Richard Neer. This is an
instance where, I believe, visual and literary interests intersect and overlap in illuminating ways,
for both art, as discussed by Neer, and literature, as represented here by Bacchylides, employ
Theseus as a basically flexible and polyvalent image of political authority.

Neer contends that “the iconography of Theseus deploys a poetics of reconciliation,
providing models of behavior by which Athenian elites could negotiate a place for themselves in
the City of isonomia” (2002: 155). He cautions us that his analysis is not a comprehensive
iconographic survey, and likewise, my own reading of Theseus is not meant to be exclusive or
totalizing. Rather, I highlight how certain images of the Athenian hero exemplify, in Neer’s
terms, “a certain malleability, an adaEtability” (2002: 155). Neer traces the diverse and varied
iconography of Theseus in the late 6" and 5™ centuries, demonstrating that the hero could appear
in different roles even on the same object.”” He shows how Theseus, as a “democratic king," is
able to negotiate and mediate between multiple categories of identity and meaning. He claims
that “not only is it too simple to label [Theseus] a hero of democracy or, conversely, a hero of
reaction, but it misses a key point — which is that he could be both at the same time, and nowhere
more so than red-figure” (2002: 168).

While Neer is probably correct that this adaptable image of Theseus is especially
prominent in red-figure vase painting, it can also be identified within the literary tradition
exemplified by Bacchylides 17. Unlike more negative images of individual male dancers, whose
separation from the chorus, we will see, symbolizes their more generally anti-social qualities,
Bacchylides renders Theseus both a special and outstanding performer, and at the same time a
fully integrated member of his social group. He departs from the ship to be carried on a dolphin

%7 These questions are, as mentioned immediately above, addressed differently by Steiner 2012 and Pavlou 2012, but
for other approaches, see, e.g, Fearn 2007: 242-256 and Calame 2009.

** E.g., Brommer 1982, Neils 1987, Sourvinou-Inwood 1987, Walker 1995, Calame 1996, Mills 1997, Neer 2002:
154-168, Flashar, von den Hoff, and Kreuzer 2003, and Servadei 2005.

* Neer 2002: 154-168. He begins with a kylix painted by Onesimos that displays a striking example of “pictorial
tension,” offering four different images of Theseus around the exterior of a single cup (2002: 155-156).

%% This term is applied to Theseus by Walker 1995, but also invoked explicitly by Neer, who titles his analysis of
Theseus in art “The Democratic Monarch” (2002: 154).
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and, alone among the Athenian youths, experience the awesome sight of the Nereids’ divine
choreia.>' But he ultimately returns to take up his position of both strategic and choral
leadership. He is, as I have suggested before, a creative chorégos in the mold of Apollo — an
outstanding figure, but one who creates, rather than disrupts, choreia.

This reading helps account for Bacchylides’ presentation of Theseus as a leader of both
dithyrambic and paeanic choreia. By casting Theseus as a model chorégos of two distinct choral
forms as well as a viewer of divine choreia, the song preserves a flexible image of the Athenian
king as a suitable leader for a variety of groups — social, political, and performative. Bacchylides
17 is not a story about Theseus’ role in any one particular choral dance, although the visual
evidence strongly suggests that such a story would have been available for inclusion by the poet.
By instead infusing Theseus’ legendary dive with diverse elements of choral imagery,
Bacchylides contributes to an understanding of the democratic monarch as a basically flexible
figure in 5™ century cultural discourse, able to be adapted to a variety of contexts and ideological
programs. In the process, he also presents a model of individualized male dancing that aligns
with positive political leadership.

Yet such authoritative masculine chorality does not tell the full story of male dance in
archaic and classical Greek thought. In the remainder of this chapter, I will demonstrate that
dancing men are frequently depicted as disruptive and destructive in both political and artistic
terms. From a very early period, dancing does not possess an inherent value, but rather acquires
relatively positive connotations when embedded within the multimedia and socially cohesive art
of choreia. In epic, lyric, and drama, men who dance beyond the chorus are persistently
associated with anti-social behavior and political misrule.

2. Snatching Paris from the Chorus: Dance and Leadership in the Iliad
Following the death of Hector, Priam disparages his remaining sons by saying:

[...] 08 éléyyea mavta AéAeumTan,
yedotal T’ 0pynoTal T€, Yoportuminotv dpioTot,
apvdv NO’ EplpmV EMONUIOL APTOKTTPES.

And all these disgraces are left behind,
liars and dancers, best at beating out the rhythm on the dance floor,
men who snatch lambs and kids from their own kinsmen. (/liad 24.260-262)

While this comment has been taken to reflect a pervasive hostility to dance in the //iad, the
picture is really more complicated.’® Leonard Muellner, for example, observes a standing
contrast between dancing and fighting in epic and demonstrates that dance is often pejoratively
cast as an activity for ineffective warriors (Muellner 1990: 83-85). Yet he further suggests that
the apparent conflict between the figure of the warrior and the figure of the dancer can be
“neutralized” by “reducing one member of the contrastive pair to metaphoric status” (1990: 85-
86). He offers the male dancers on the Shield of Achilles as an example and emphasizes how

*! Theseus’ unique vision of Nereid choreia also pre-figures his choreography of the geranos/Delian dance, insofar
as the latter is a representation of his “solo” experiences in the labyrinth (see Plutarch Life of Theseus 21.1-2, as
cited above). Theseus is a capable chorégos who is able to translate his individual experiences into choral dance.
32 See, e.g., Hall 2010: 167-168.
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they are represented as warriors: they are (decoratively) armed, they move in stichas (used
elsewhere for battle ranks), and their dance “exalts” battle (1990: 86).

Slightly reframing Muellner’s formulation, I would say that war and dance operate in the
1lliad as mirrors of one another — distinct spheres that can nevertheless interpenetrate each other
on a metaphoric or symbolic level. The parallels between the two are made especially clear on
the Shield of Achilles, whereupon the sounds and motions of battle pervade the city at war as
vividly and thoroughly as song and dance permeate the city at peace.” Likewise, as Muellner
observes, martial imagery figures prominently in the representation of the final idealized chorus
upon the Shield. Those dancers are not actually warriors, but their coordinated and structured
dancing is positively compared with military action.

Achilles himself offers a revealing counterpart to these dancers. While his return to the
Trojan plain after receiving his divine armor begins with single combat (//iad 20.153-352),
Poseidon then rescues his opponent Aeneas from battle (/liad 20.320-340). When Achilles
realizes what has occurred, he says “but come now, calling to the war-loving Danaans, / I will
make trial of the other Trojans, going out against them” (&AL" &ye 1 Aavooict GIAOTTOAENLOLGL
KeAevoag / TdV dAlwv Tpodwv melpricopat avtiog EAO®vV, lliad 20.351-352). The poet then
describes how:

1, Ko &7 otiyag dAto, Kédeve 88 QT ExdoTE:
unkétt vov Tpowv £xag €otate diot Ayouoi,
AL &ry” avip Gvt’ avopog Tte, pepdtom 08 payechat.

He spoke, and leapt toward the ranks, and called to each man:
“no longer stand apart from the Trojans, god-like Achaians,
but let each man go out against a man, eager to fight him.” (Z/iad 20.353-355)

Achilles’ actions here recall the choral choreography upon his shield. The poet’s description of
Achilles “leaping toward the ranks” (2xi otiyac dAto, 353) recalls the movement of the dancers
in the final scene of the Shield (Opé&aockov éni otiyoag dAAnAooy, lliad 18.603). The military
imagery in the poet’s description of the dance colors his subsequent description of Achilles’
action — while it is completely ordinary for a commander to move along the battle lines, the use
of stichae as a choreographic term to describe the action on the Shield re-frames the movement
of the Achaeans here. Those troops are, moreover, described as standing (éotate, /liad 20.354),
admittedly a common verb and position but also one which typically previews choral action.*
The dancers upon Achilles’ shield are primarily performers, but they are similar to warriors in
certain crucial respects. Likewise, Achilles is truly a fighter and commander, but his actions are
subtly reminiscent of dance.’

Dance becomes a problem in the //iad when it transgresses its appropriate role vis-a-vis
battle. As Muellner notes, Priam castigates his surviving sons because they are primarily dancers
(xoportvminow dpiotot, 24.261) when they ought to be fighters (Muellner 1990: 86-87). The

3 Iliad 18.49-541. See Chapter 1.4 for further discussion of the role of song and dance on the Shield of Achilles.
** Chapter 2.1a with further bibliography, but see especially Power 2011: 69.

** For a later example of the same phenomenon, cf. Xenophon Oeconomicus 8.3-8, where the Ischomachus first
praises good order as represented by the chorus (8.3, see further discussion in Chapter 1.4), then applies the same
values to the order and organization of an army and a trireme. Dance, in the form of the chorus, provides a model
for military action — the implication is not that warriors are themselves always dancers.
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term kubistéter, or “tumbler,” is likewise used pejoratively in the //iad to refer to actual fighters,
while possessing no obviously negative charge in its application to performers on the Shield of
Achilles.”® Dance in the Iliad is a positive action when performed in a non-martial context or
deployed as a metaphor or model for battle.’’

The relationship between dance and war is partially shaped by the ways in which both
require a complex negotiation between individual and communal action. Choral dancing and
waging war are both social enterprises. While Homeric battle may be particularly
individualized, the single fighter is still acting on behalf of and in concert with his larger
community. Achilles’ leadership upon his return to battle exemplifies this, for he remains a
unique and singular champion while also displaying the ability to lead and organize his troops
(20.153-355).>® Hector provides an even more consistent model of the individual leader who
coordinates his actions with the needs of the larger community.” Likewise, I demonstrated in
Ch. 1 and discussed above how choral dance, for all its communality and social force, also
creates space for soloists, particularly in the role of the chorégos. The battlefield commander
might be understood as an analogue for the choral leader: a positive masculine role of leadership
and authority within a community. Finally, I have also suggested that singular male dancing, in
Greek thought, acquires a more negative charge when it occurs outside of a choral framework
and coincides with attempts at political leadership. The Iliad supports this model through its
characterization of Paris, who offers us an early example of the individual and isolated male
dancer as an anti-social and disruptive political actor.

In the third book of the Iliad, Aphrodite rescues Paris from battle and returns him to Troy
(3.380-382). Having disguised herself as a slave woman, the goddess then goes to Helen and
tells her:

Sedp’ 107 AMEEaVSPOC o€ KAET 01kOVSE Véeshar.
KEWOG O v’ év BaAdpm Kol dtvwtoict AEyeoaot,
KAALET Te oTiAPoV Kal elpoctv: 0VOE ke Ppaing
avopi poyecoduevov tov vy’ ABETY, AAAL YopOVvdE
gpyecd’, ne yopoio véov Anyovta kabiletv.

3% See Iliad 16.745, when Patrocles mocks Kebriones: & momot 1y péd’ éhagpdg avip, dg peia kvotd (“oh for
shame, the very light-footed man, how easily he tumbles!”), then extends the insult to the Trojans as a whole (§ pa
kai &v Tpmeoot kuPiotntipeg Eaoty, “truly, there are tumblers among the Trojans as well, 16.749). On the
kubistéteres of Achilles’ Shield, see Chapter 1.4. For other hints of a basic opposition between dancing and fighting
in the lliad, see 13.729-732 and 15.506-510). Moreover, this sense of war and dance as mutually exclusive on a
literal level persists in Greek thought: cf. Euripides’ Electra, when Electra longs for a husband who is possessed of
“a masculine manner” (tavdpeiov tpoémov, 949), rather than a “maidenly face” (tapbevomoc, 949), remarking that
the children of the former are distinguished in war (Apeog ékkpepdvvotat, 950), while the children of the latter are
fit only to be “an adornment in the chorus” (kdcpog &v yopoic poévov, 951).
37 On the former point (dance as positive within the correct context), cf. not only the examples from Achilles’
Shield, but also the paean performed by the Achaeans in supplication of Apollo at the end of Book 1 (o1 8¢
mavnuéptot LoAnf) Beov thdokovto / KaAov dgidovteg mamove Kobpot Ayoidv / péAmovieg Exdepyov: 6 08 ppéva
tépmet’ akovwv, lliad 1.473-475).
*¥ Achilles’ leadership here is in contrast with Redfield’s contention that, in general, “on the battlefield, Achilles
appears not as a leader of men but as an isolated destroyer — a kind of natural force, like fire or flood” (1994: 107). 1
follow Purves in understanding the possession and viewing of the Shield as transformative for Achilles, enabling
him to display a type of leadership and foresight he previously lacked (Purves 2010a: 54).
** On Hector as leader and individual, see Schein 1984: 168-196 and Redfield 1994.
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Come here. Alexandros calls you to come home.

He is in his chamber and on the bed with its circled pattern,

shining in his beauty and his clothing; you would not think

that he had come from fighting against a man, but that he was going

to the chorus, or having just left the chorus, was sitting down. (//iad 3.390-394)

This image reinforces the distinction between literal and metaphoric dancing that I, drawing on
Muellner, have already emphasized. Paris looks like a dancer when he ought to be a warrior. A
few books later, Hector will arrive to chide him for his failure to fulfill the latter role, as he
remains ensconced in his chamber (//iad 6.325-331). But I want to highlight another important
dimension of Paris’ representation here: he is not described as a dancer actively participating in
the chorus, but rather an individual who “is going to the chorus or, having just left the chorus, is
sitting down” (&ALG xopdvoe / Epyect’, e yopoio véov Ayovta kabilew, 393-394). The force of
this singularity and isolation becomes more clear when read within its larger narrative context.

At the beginning of Book 3, Paris is also figured as an individual, standing out among the
Trojans as a champion (Tpwoiv pév mpopdyilev AAEEavdpog Beoedng, Iliad 3.16). But when
Menelaus advances against him, Paris shrinks back among the Trojan ranks in fear (//iad 3.30-
37). Paris subsequently faces Menelaus in single combat, but Aphrodite snatches him away and
transports him safely back to Troy (tov & €é€npra&’ Appoditn / pela por™ &g te 0e0g, ExdAvye &
8p” MéEPL TOAAR, / kS & elc” &v Bahdum e0®dsi kndevt, liad 3.380-382). Paris thus twice fails
to fulfill his initial promise as a champion and leader. It is after these two aborted fights with
Menelaus that Aphrodite describes Paris to Helen as “not like a man who has just come from
fighting against a man, but like one who is going to a chorus, or who is sitting down, having just
left a chorus™ (3.393-394). As I suggested above, this description positions Paris as a singular
figure. While he is not actually figured as a solo dancer, he is also not a choreut in action,
moving in concert with others. Rather, he is simply a single dancer — alone and apart from the
space and community of performance. Moreover, his individuality is not the positive kind of
singularity associated with commanders and choral leaders, who possess the ability to oversee
and act on behalf of a larger community.

Paris’ inability to act as a true leader on the battlefield, which coincides with his
characterization as a chorus-less choreut, mirrors his lack of political vision on a larger stage.
Paris’ relationship with Helen represents a destructive inversion of the proper role of marriage as
a mechanism of political and social connection. Hector articulates this when he chides Paris for
his theft of Helen, suggesting that his individual act of self-interest has done great damage to
Trojans as a whole (Z/iad 3.50-51). In abducting Helen, Paris behaves as a singular figure
motivated by personal desire, rather than an outstanding leader fully engaged with the needs and
actions of a larger community.”® Aphrodite’s actions further confirm the link between Paris’
position as a dancer, his lack of political discretion, and his inability to fulfill the role of a true
leader. Muellner, for example, demonstrates that the poet’s diction surrounding Paris’ rescue
echoes the language associated with the snatching of young girls from the chorus.*' Paris,
therefore, is taken from the battlefield like a maiden from a chorus, an image that recalls his own
rape of Helen and its destructive aftermath. On a different level, Laura Slatkin observes that
Aphrodite’s ability to conceal and rescue her mortal favorites is not without consequence, for
while “Aphrodite’s beneficiaries do escape destruction and survive the /iad, their individual

0 On Paris as an anti-social figure, see Collins 1988: 29-36.
! Jliad 3.381-383; Muellner 1990: 80-82, drawing from Boedeker 1974.
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heroism, from an epic standpoint, has been permanently compromised.”* In liad 3, Paris is
represented both as a singular dancer, doubly expressed by Aphrodite’s description of him and
by his likeness to a maiden “snatched from the chorus,” and as a would-be warrior lacking in
political foresight, leadership, and authority. His dancer-like nature is thus linked with his
inability to act as an effective leader.

This negative attitude towards singular action unmoored from any sense of communal
interest is consistent with recent analyses of the poetics of the /liad. Alex Purves describes the
narrative perspective of the /liad as “eusynoptic.” Drawing upon Aristotle, she defines this
viewpoint as that of “an observer standing at a distance:” it is a way of seeing that allows a place
or a literary plot to “be easily comprehended as a unit” (2010a: 26).*> While human characters in
the /liad can have some experience of this perspective, it is especially characteristic of the divine
vantage point in the poem: the heights from which the gods enjoy a synoptic view of the Trojan
plain (Purves 2010a: 32-35.)** Jenny Strauss Clay also develops an illuminating interpretation of
space and vision in the /liad, paying particular attention to often-neglected battlefield scenes and
exploring how “the poet of the //iad ‘saw’ in his mind’s eye and made visible to his audience the
complex actions of characters within a spatial and temporal framework™ (2011: 96). In
suggesting that spatial organization might operate within the //iad as a mnemonic device, Clay
reveals how the ability to “envision Troy,” both for the poet and his audience, is crucial to
understanding the poetic and narrative style of the poem.

Clay and Purves both demonstrate the importance of “encompassing vision” within the
lliad. This perspective has special relevance for the poem’s representation of dance, for a
thorough and encompassing “overview” is also the characteristic perspective of the
choreographer, who is able to imagine and oversee the entirety of his kinetic creation.*> The
Homeric poet demonstrates as much in his description of choreia on the Shield of Achilles,
wherein he references the entirety of the chorus (at once both the dancers and their space, Iliad
18.590, cf. Frontisi-Ducroux 2002: 482) and draws a picture of the performance that is attentive,
above all, to choreographic shape and structure:

010’ 0t¢ pév BpéEaokov EMOTAUEVOLTL TOOEGTL
pelo PaA’, g &t TIg TPOYOV APUEVOV &V TAAAUNCLY
£0OUEVOC KePALEDS TTEPNOETAL, O KE BENOLV:
dAhote 8" av BpéEaciov &mi otiyag GAARAOIGL.

And sometimes they were running on their knowing feet,

very lightly, as when a potter, sitting at his wheel and holding it

in his hands, tries it out, to see if it will run.

At another time they would run rows towards one another. (/liad 18.599-602)*

*2 Slatkin 2011: 46 n. 30, discussing Aeneas as well as Paris.
* See Purves 2010a: 1-10, 24-64 for further bibliography on Homeric visual and narrative perspectives.
* Purves suggests that it is a “Homeric narrative paradox” that human narrators and audiences cannot fully capture
or experience this divine perspective (2010a: 35, cf. lliad 2.485-493). She further calls attention, however, to
specific “eusynoptic” moments and gestures in the Iliad (e.g., the teichoscopia at Iliad 3.121-244) and observes that
“the epic narrator is able to remember and present a ‘view’ of the Muses’ eusynoptic vision, but only by spooling it
through the thread of language” (2010a: 38, emphasis in original).
* For a relevant discussion of choreographic imagination and visualization as conceptualized in Alcman, see Peponi
2004: 313-316.
* On this passage, see also Chapter 1.4, with further bibliography.
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In this passage, the poet does not explore the motion of individual dancers, but instead describes
the shapes and patterns generated by the dance as a whole. The audience of the //iad is invited to
peer over Hephaestus’ shoulder as he adorns the Shield, enjoying the perspective of the creator
rather than that of the internal audience ({//iad 18.603).

Achilles, when he receives the object, likewise enjoys a synoptic overview of the dance,
rather than a selective and close-up vantage point. While a choreographer or chorodidaskalos
must certainly be able to attend to individual performers, his creative authority relies upon an
ability to take the entirety of his dance into view and to imagine and craft the spectacle as a
whole.”” When the poet recalls the dance on the Shield in his description of Achilles as “leaping
back into the ranks” (émi otiyag GAto, 353), he marks the transfer of that choreographic
perspective onto the battlefield. Achilles, still holding that image in his hands, directs the motion
of his troops just as the choreographer directs the motion of his choreuts. On the one hand,
Achilles encourages the Achaeans to act as individuals, moving forward into hand-to-hand
combat (GAL" &y’ avnp Gvt’ avopog itw, 20.355). This kind of action is aligned, in the Odyssey,
with more individualized dance forms. Agamemnon, in the underworld, recalls how some men
perished in single combat (povvag ktevopévmv kai évi kpatept] vopivn, Odyssey 11.417),
employing an adverb, mounax, that appears only one other time in Homeric poetry — to describe
the individualized and virtuosic dance of Halius and Laodamas (povvag opynooacat, Odyssey
8.371).* Like the Phaeacian princes, warriors in single combat move in distinct but closely
connected ways. But the various acts of individual combat that comprise a Homeric battle are
also united in Achilles’ field of vision. As a commander moving along the battle lines, he is able
to visualize and direct both the entirety of the Achaean force (dio1 Ayatoi, 20.354) and the
motions of individual men (&vip &vt’ avdpdg itw, 20.355).* Since the Iliad possesses a

T This sense of choreia as a holistic spectacle, rather than one which focuses attention upon individual dancers, is
fairly pervasive in archaic hexameter (cf., e.g., Theogony 1-25 and Odyssey 8.250-260). Outside of Hephaestus’
choreographic crafting here, we do not really have representations of the process of choreography as distinct from
choral leadership (although see again n. 46 above on Alcman). But when Apollo and Theseus (both archetypal
chorégoi) are described in Greek literature as creating choral spectacle, the emphasis is on the leadership of group
movement through space and the coordination of many bodies in action, comparable to the description of choral
choreography on the Shield of Achilles (cf. Homeric Hymn to Apollo 514-519 and Plutarch, Life of Theseus 21.1-2).
It is on this basis that I argue that early Greek conceptions of choreographic action stress the organization of group
movement in space, rather than (or at least more than) the invention of individual steps and gestural sequences (the
latter conception of choreography is emphasized in the final scenes of Aristophanes’ Wasps, but those scenes, I will
argue, are deliberately subverting standard models of dance — see section 4b below).
* See Chapter 2 for my discussion of individualized and choral dance in Odyssey 8.
* As Purves notes, Achilles, with his Shield and his divine heritage, is represented as uniquely capable of enjoying
this god-like perspective (Purves 2010a: 54). Both Priam and Hector, however, strive for similar perspectives within
human constraints. In the teichoscopia of Iliad 3, for example, Priam surveys the Trojan plain and converses with
Helen about the figures found there (/liad 3.161-260, see Purves 2010a: 5 and Clay 2011: 31-32). Hector’s
leadership is likewise displayed prominently in /liad 3. After Paris’ failed foray against Menelaus, the poet
describes how Hector, “going out into the midst of the Trojans kept back their ranks / holding his spear in the
middle. And they all took their seats” (kai p’ éc péocov iwv Tpdwv dvéepye parayyag / HEGGov doVPOG EADV: TOL &’
WdpOvOnoav dravieg, Iliad 3.77-78). Like the pair of tumblers later depicted on Achilles’ Shield, Hector moves
“into the midst” of the others (8¢ péooov, 3.77, cf. dod 8¢ KuProTipe ... Kotd péocove, 18.604-605).*° But
unlike those kubistétéres, Hector is a true leader, controlling the motion of his men (toi &’ 1dpvvOnoav dnavtec,
3.78) and setting out to negotiate with the enemy commander (3.81-95). The poet does not endow Hector with an
eusynoptic visual perspective — like the Myrmidons, he is frightened by Achilles’ Shield (/liad 22.134-137, Purves
2010a: 53). He does, however, display an all-encompassing military and political perspective. Hector here reminds
Paris of his responsibility for the present war, suggesting that his short-sighted and selfish actions have made him “a
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particular interest in visualizing the disparate actions of the battlefield in a coherent fashion,
dance, particularly in the form of choreia, becomes useful vehicle for articulating the complex
relationships between individual actors and moving communities.

Paris, by contrast, is isolated from the chorus (6AA& yopOvoe / Epyect’, € yopoio véov
Myovta kaBilewv, 393-394), just as he is out-of-step with the needs and actions of his larger
Trojan community. To be a singular male dancer is to be an anti-social figure, unwilling to
operate effectively within a group. Paris’ literal isolation from battle and figurative idiosyncrasy
in dance also mark him as generically inappropriate — outside the bounds of epic itself. His
actions do not display the encompassing viewpoint valued by the poem for its military and poetic
implications alike. In addition, as Slatkin argues, for a hero to be concealed and preserved by the
gods ultimately amounts to “the extinction of heroic subject matter, the negation of epic” (2011:
45). Aphrodite removes Paris from danger, but also from epic heroism. He becomes instead a
singular dancer, at home neither in epic itself nor fully integrated into another genre (e.g., choral
performance). He sits alone in his chamber, “standing out” from others in only a negative sense.

3. The Politics and Poetics of Individualized Dance in Sympotic Song

I turn now to the representation of male movement and dance in sympotic song,
represented here by Alcaeus and lon of Chios. While these two poets composed and performed
at different times and in different places, I will argue that their use of dance as a literary trope is
remarkably consistent. In addition, returning to the claims I developed in the Introduction, I
want to stress again the ways in which language and description can work to frame and affect the
perception of closely related instances of dance.’® There, I argued that there is an underlying
connection between the language used to discuss and describe dance and our corresponding
experience of it. I suggested that somatic and kinetic imagery and metaphor in archaic and
classical Greek literature can both reflect historical experiences of embodiment and corporeality,
and also attempt to frame, direct, and control them.

My discussion of sympotic song here is primarily concerned with the latter half of that
claim, for I will demonstrate that sympotic poets deploy language to define and control
individual embodied expression, a strategy that becomes more intelligible if we return again to
the performance context of these particular forms of song. Archaic and classical symposia were
brimming with various forms of corporeal experience and somatic expression. In addition to the
ubiquitous dancing girls and acrobats, it seems likely that symposiasts themselves danced
spontaneously both within and beyond the andron.”’ Sympotic games, like kottabos and
knucklebones, would also have engaged, challenged, and make a spectacle of symposiasts’
bodies.” The singers and audiences of these songs would have also participated, as performers

great calamity to his father, city, and whole country, / a delight to his enemies, but a source for misery for himself”
(matpi e 0@ péya Thpe TOANT 1€ TovTi TE OMMU®, / dvopevécty Pev yapua, Katmeeiny 6¢ col avt®, Iliad 3.50-51).
Hector himself, by contrast, takes the needs of all into his view and deploys political and military strategy for the
benefit of the Trojans as a whole. As Redfield observes, “as battlefield commander, Hector is both king and
warrior; he must be cautious and reckless at once, act well himself and direct the action of others” (1994: 124). In
Redfield’s reading, Hector’s inability to fully foresee the future (to take all things into his view) is a necessary
component of his tragedy (1994: 128-159, esp. 153).

*% See Introduction.

> See Chapter 1.1.

> On the iconography of sympotic play, see Lissarrague 1990a: 68-86. See also Kurke 1999: 276-295, whose
insights are discussed on a more theoretical level in the Introduction.
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and/or viewers, in those physical activities. Let us envision, then, an elite male symposiast
reclining on his k/iné and listening to a song that valorizes communal movement and aligns
individual somatic expression with tyranny and destruction. Let us imagine that this song is
followed by a performance of acrobatic or comic dance, solo in form and practiced by someone
other than a male aristocrat.”

How might such a symposiast feel the distance between his own body — reclining among
a group of companions arrayed in a orderly, circular-chorus-like pattern about the andron —and
the body of the individual performer?>* How might such a song affect his reaction to an
impromptu dance performed by another symposiast, perhaps under the influence of excessive
drink? When he leaves the andron with his companions to celebrate the komos, how might a
discursive emphasis on collective action affect his perception of this spontaneous, yet communal,
form of kinetic expression? None of these questions can be answered with any certainty; I make
no claims to know how archaic Greek symposiasts actually felt and thought. Rather, I contend
that the ways in which archaic poets represent movement and embodied experience reflect an
ideological effort to affect how their audiences might answer the questions posed above.
Sympotic song provided a “soundtrack for the symposium,” intended to frame its action and
influence its audience as much as a modern film soundtrack might.”

I turn now to several close readings of sympotic song, paying particular attention to the
construction of collective and individual kinetic expression. These readings focus on the
critique, in sympotic poetry, of the solo dancer as a political actor. While I do not deny that there
may have been completely unproblematic and uncomplicated instances of elite male dance in a
sympotic setting at some times and places in early Greece, I contend that a particular strand of
sympotic discourse works to marginalize and suppress this particular form of individualized
kinetic expression. That is, the valorization of collective action and motion in Alcaeus and Ion
carefully constrains the inherent corporeality of the symposium and subtly but strategically
discourages elite male symposiasts from showcasing individual kinetic virtuosity. One major
effect of this discursive pattern is to construct the dance performance of individuals as
incompatible with the possession of “good” or “effective” political power and authority, a theme
I have already identified within the //iad. The concurrent emphasis on the symposium and its
attendant komos as a kind of chorus further supports this ideological program, framing elite male
sympotic dance and play as cohesive chorality, rather than disruptive solo expression.”

a. The Trampling Tyrant: Corporeality and Dance in Alcaeus

According to Diogenes Laertius, Alcaeus describes Pittacus, the Mytilenean tyrant and
sage, as “splay-footed” (capdamoda, chpanov), “chapped-footed” (yeipomddnv), “haughty”

> T am being deliberately vague here in order to encompass the wide range of potential sympotic entertainment: this
might be an acrobatic dancing girl , an erotic display, or a buffoonish akletos (Fehr 1990) — any kind of kinetic
performance, so long as it is (for the moment) not danced by a symposiast himself.

>* On the archaeological evidence for the organization of the andran, see Bergquist 1990 and Cooper and Morris
1990. On the abiding links between circularity and chorality in archaic and classical Greece (often but not
exclusively associated with dithyramb), see Steiner 2011: 303-305, 308-309.

>> On the “discursive dimension of film music” and its role as a “fully dynamic and reciprocal element” of
cinematic production” (3), see Goldmark, Kramer, and Leppert 2007. Power 2007: 182 refers to the instrumental
dimension of sympotic music as a “soundtrack.”

*% On this conception of the kGmos, see Chapter 1.1.
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(yavpnka), “pot-belly” (pbokwva), “big-belly” (ydotpwva), “one who dines in the dark”
(Copodopmidav), and “well-swept” (dydovptov) (Vitae Philosophorum 1.81 = Alcaeus fr. 429 L-
P). With the exception of “pot-belly,” found in fr. 129 L-P, these epithets have been passed
down to us completely without context. For that reason, I do not wish to overstate their
significance in my reading of Alcaeus’ depiction of Pittacus.

At the same time, while the consistent attention to the body of the tyrant in these epithets
may simply reflect the interests of Diogenes Laertius, the specific focus on two elements of
Pittacus’ anatomy — his feet and his belly — replicates a pattern within the better-preserved
fragments of Alcaeus.”’ My analysis here examines Alcaeus’ attention to corporeality and
somatic expression, contrasting the destructive habits of Pittacus with more appropriate forms of
sympotic behavior. I contend that Alcaeus’ poetry aligns solo kinetic expression with the
destruction of the tyrant and encourages symposiasts to connect their own experiences of
embodied expression with the collective movement of the chorus. My readings here thus serve
as examples of my claim that sympotic song provides a “soundtrack for the symposium:”
constructing, framing, and constraining its audiences’ experience of dance.

Alcaeus fr. 129 L-P is generally understood as alluding to a conspiracy against the
Mytilenean tyrant Myrsilus, which failed as a result of Pittacus’ betrayal and forced Alcaeus and
his faction into exile.”® Near the middle of the poem, the speaker turns from a description of a
Lesbian temenos and invocation of the gods to a more specific prayer: “let the Erinys of those
men [sc: those killed in the conspiracy] pursue the son of Hyrrhas [= Pittacus]” (tov "Yppaov d&
no[10]a mederlbETm / Kvev E[pivvu]c, 13-14). Up until this point, the imagery of the poem is
marked by collectivity and multiplicity:> the physical setting of the “holy precinct, held in
common” (Tépuevog ... Edvov, 2-3), the invocation of multiple gods (d0avatwv paxdapwv, 4;
avtioov Ala ... AloAniay [K]udaripov BEov mévtov yevéBLay ... TOVOE KEPNALOV ... ZOVVVCGCOV
ounotav, 5-9), and the prayers, hardships, and exile of a collective “us” (dppetépalc] dpag...
TOV[0]e poxPwv dpyoréag e evyag, 10-12). Likewise, the speaker follows his reference to
Pittacus with a reminder of the oath shared by the conspirators:

[...] &cmoT’ dmdpvopev
TOpOVTEG d..[ v
unddpa und’ &va TV Etaipwv

AL’ ) Bdvovteg yav Eméppevol
Keloesh’ v’ Avopwv o1 TOT’ €mk, v
NIETA KAKKTAVOVTEG ODTOLG

dapov VIEE dyémv poechat.

[...] since once we swore, cutting [...], never (to abandon?) any of our comrades,
but either to die at the hands of men who at that time came against us and to lie

°7 As noted and discussed by Burnett 1983: 162 and Kurke 1994: 86-87.

> Hutchinson 2001: 192-204. On the political and performance context of Alcaeus’ poetry, cf. especially Rosler
1980 and Kurke 1994.

> Hutchinson: “in 129, the narrator speaks as one of a plurality present in the temenos, and advertises no separate
individuality” (2001: 193-194). Kurke 1994 (esp. 87-90) also attends to Alcaeus’ use of collective language in this
fragment.
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clothed in earth, or else to kill them and rescue the people from their woes. (ft.
129 L-P, lines 14-20, trans. Campbell)

If the posited pvecbe at the end of line 12 is correct ([speaker to the gods:] “and rescue us from
hard exile,” dpyaréog te pUyog p[vecbe), the repetition of the same word at the end of the third
and fifth stanzas establishes a clear continuity between the collective action asked of the gods

“rescue us”) and the collective action undertaken by Alcaeus’ faction (“to rescue the people
from their woes,” dapov VEE dycwv phecdat, 20).

When the speaker turns to Pittacus, however, he identifies him as a singular object of
wrath and resentment, contrasting the common oaths, prayers, and suffering of the group with
the individual action of the traitor. The opening lines of the poem reference the Lesbian people
as a whole (Aéofot, 1) and a group of three distinct deities (5-9). The final four stanzas focus
on the shared sufferings, pleas, and promises of the conspiratorial group. Pittacus (13) and
Myrsilus (28) are the only human figures referred to by name, and Pittacus is further marked off
as a distinct individual by a pejorative nickname (“potbelly,” 6 pOoywv, 21) and the extended
description of his actions (21-24).

Collective motion, in this poem, is planned and organized. The Lesbian people
“established” (ka[te]ocav, 3) the temenos and “set up” (£0nkav, 4) the altars of the gods.®” The
gods are called upon to act as a group in response to the prayers of the speaker (dkovcat’, 11;
p[vecbe, 12). The speaker depicts the actions of his group as sealed with an oath (drndpvopey,
14), the possible outcomes foreseen (17-20). The speaker also represents the imagined outcomes
of the conspiracy as a strong binary: they will either die at the hands of their enemies and lie
buried (17-18), or they will be victorious and rescue the demos (18-20). Implicitly, each
outcome affects the whole group. The poem’s either/or construction does not admit the
possibility of some men dying while others succeed (or any other number of possible outcomes).
The movement and action of groups, in fr. 129, is totally cohesive and fully organized.
Ironically, the conspirators’ oath does not imagine the actual outcome of the plot: Pittacus’
betrayal and the exile of the others. The renegade actions of one thus undermine collective
action, subverting the group’s ability to even foresee, let alone control, possible outcomes.

The motion ascribed to Pittacus is also striking. The speaker claims that Pittacus “having
recklessly trampled the oaths with his feet, consumes the city” (Bpaiding mocwy / €]upoig €n’
opxiotot damret / Tav mOAY, 22-24). The adverb Bpaidimg, Aeolic for padimg, generally refers to
ease and lightness, but can, in a more pejorative sense, denote thoughtlessness or recklessness.
Given the speaker’s hostile attitude towards Pittacus, this is how the word has generally been
understood here.®" Hutchinson cites several parallels for the imagery of trampled oaths.®® Yet
the language of the poem also suggests a seemingly incongruous image: the light and easy
movement of the dancer.

While each of three key words in this phrase (Bpaiding, néowv, EJupaig) is found in a
variety of different contexts and with varying connotations throughout Greek literature, they are

% And, as noted in Chapter 1.1, the verb histémi is particularly associated with the establishment of choruses
(Peponi 2004a: 314-15, Calame 1997 [1977]: 88-89, 94, Nagy 1990: 361-62). Of course, histémi can mean many
different things and occurs frequently in Greek, so I do not mean to overstate the significance of its appearance in
this particular context (where it clearly refers to architectural and spatial establishment).
'E.g., Campbell 1982: 299.
%2 Iliad 4.157, Hipponax fr. 115.15 West, Sophocles fr. 683.2-3 Radt (Hutchinson 2007: 203).
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all terms used at times for dance.”® The appearance of these three terms in immediate succession
here intensifies that association. But while this line could technically mean that “Pittacus steps
lightly with his feet,” a description befitting a dancer, Alcaeus ultimately negates any positive
understanding of Pittacus as a performer.

As I have already noted, Alcaeus stresses that Pittacus acts alone, in contrast to the
unified and socially cohesive motion of the elite faction or, in another realm, the chorus.
Moreover, the initial sense of lightness and ease in Pittacus’ movement (Bpaiding, 22) is
undermined by the subsequent weight and destruction of his actions, as it becomes clear that
embaind here must be taken more violently (“trampling the oaths,” €Jupaig €n’ dpxioiot, 23), to
match the tyrant’s “consumption” of the city (3émtet / tév mohv, 23-34).°" The poem thereby
links the feet with the belly, motion with consumption. As I mentioned above, this link confirms
a pattern within the epithets preserved by Diogenes Laertius, which are largely interested in the
tyrant’s clumsy and heavy modes of movement (capdnoda, chpanov, xeypomdonv) and often-
excessive consumption (pOokwva, yaotpwva, Lopodopridav). Moving (in dance and play) and
consuming (wine) are also, of course, two of the main activities of the symposium. Pittacus,
then, is a renegade symposiast: while the drinking and dancing of the symposium and komos
work to consolidate group identity (often as distinct from the polis as a whole), Pittacus’
movement and consumption tramples the group and overtakes the city.”’

Fr. 129 L-P is not the only song that attends to Pittacus’ sympotic habits. In fr. 70 L-P,
the speaker locates Pittacus at a symposium (cupmocio, 3) populated by “empty braggarts”
(v ed” dhepdtov, 4).°° This song again characterizes Pittacus as “devouring the city”
(Santéto mowv, 7).° In fr. 72 L-P, Alcaeus describes Pittacus’ father Hyrrhas as a similarly
destructive and disruptive figure (7-10).

The effects of Alcaeus’ construction of Pittacus as a badly behaved symposiast become
clearer when contrasted with his depictions of himself and his own companions. To that end, I
turn now to fr. 130 L-P, whose speaker is generally aligned with the exiled Alcaeus.®® This song
thus pairs well with fr. 129: while the latter pleads with the gods for a rescue from exile and
blames Pittacus for his treachery, the former describes the isolating experience of exile.*’

In fr. 130, the speaker presents himself as a singular figure: “I am driven away, living in
exile on the borderlands, and like Onomacles, I have settled there, alone, in the wolf-thickets,”

% For ease (Bpaiding/padioc/peia) as a quality of dance, cf. Iliad 18.599-600 (Opéackov émotapévolot modsoot /
pela pad’, along with, more pejoratively, Iliad 16.745: ¢ pelo koPiotd); for the focus on feet in early Greek
descriptions of dance, cf. Hesiod, Theogony 70, Odyssey 8.264-265, Homeric Hymn to Apollo 201-203, Bacchylides
17.108, Power 2010b: 69-70, and Kurke 2013a: 31-32; for embainé (in addition to the more common baind) as a
dance term, cf. Euripides, Electra 113 (upa €ufo katakAiaiovoa, on the choreographic valence here see Weiss
2014: 19), [Plato], Alcibiades I 108c (ging mpdTov Tig 1| TéXVN NS 1O K1Bupilety Kol 1O Edstv Kkoi 1o pPoivey OpO&C),
and Lucian, On the Dance 10 (npdg poOuov éupaivovteg). These words do, of course, have many other meanings
and implications, but I believe that their combination here is suggestive.
% Violent trampling might not be inherently opposed to dance, however: cf. the seemingly self-referential repetition
of the lines péha yap odv dhopéva / dvékabev Bapumeot] / katapépm moddg dxpdy (“for making a great leap, / from
above I bear down / the heavy-falling force of my foot,” Eumenides 372-374 and again thereafter) by the chorus of
Furies in Aeschylus’ Eumenides.
% For this understanding of the symposium and komas, see Murray 1982, 1983, and 1990, Stehle 1997: 232-227, and
Kurke 2000: 65-67.
%For further discussion of fr. 70, see Kurke 1994: 81-83.
%7 On the “devouring tyrant” more generally, including an analysis of Alcaeus fir. 70 and 129, see Fileni 1983.
% Kurke 1994: 75; Hutchinson 2001: 192-194, 205-214.
% Hutchinson 2001: 192-194 examines the close connection between these two fragments (including their proximity
on their original papyrus). Cf. also Edmunds 2012.
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dmednhapon / pevyov éoyations’, dg &’ Ovopaxiéng / EvOa [8°] olog éoiknoa Avkonpiog, 23-
25).7% The sense of common purpose and action that pervades fr. 129 has vanished, and the
speaker now places himself firmly beyond the sympotic space. But while Pittacus’ extra-
sympotic action is characterized by the destructive trampling of his feet, the exile of fr. 130
“keeps his feet out of trouble” (k[d]kwv &ktog &xwv modac, 31). This is clearly a metaphor for
avoiding conflict or danger in a more general sense, yet the corporeality of the image is striking,
especially when compared with Alcaeus’ attention elsewhere to the feet of the tyrant. The
speaker’s stillness is further emphasized by contrast to the motion of the women in the final lines
of the song (mdAievt’, 33). While not explicitly described as a chorus, these women are linked
with the values of choreia by the speaker’s reference to their beauty (“being judged for their
beauty,” kpvvopevar evav, 32) and their use of voice in a ritual context (“and all around the
divine echo of the women’s voices resounds in holy shouts,” mepi 8¢ Bpéuet / dyw Oeomecio
yovaikev / ipa[g d]horvyog éviavsiag, 33-35).”" Unlike these women, the speaker of fr. 130 is
alone (oiog, 25) and, implicitly, still.

While scholars have emphasized the negativity or irony of the speaker’s self-portrait in ft.
130, I detect a more positive self-presentation marked by the phrase “keeping my feet out of
trouble” (k[&]kmv Ektog &xomv moédag 31).”* Pittacus, the trampling tyrant, asserts his corporeality
forcefully and beyond the space of the symposium. Alcaeus’ speaker-in-exile, by contrast, keeps
his feet still and restrained. Moreover, Anne Carson identifies a contrast between the “urbane
and orderly” sounds of the assembly earlier in the poem (ipéppwv dyopag dkovoat /
kapv[lo]uévag, Alcaeus 130.18-19) and the “otherworldly echo of women™ near its end (Carson
1995: 125). The speaker thus longs for the sound, and perhaps implicitly motion, of men
engaged in communal and civic deliberation. He stresses that now, when alone (oiog, 25), he
“keeps his feet out of trouble” (k[d]kwv &ktog &xwv Tddac, 31), in contrast to the active motion
of Pittacus in fr. 129. As Carson demonstrates, this song encourages its listeners to
conceptualize sound as gender-specific (1995: 122-127). I suggest that it also attempts to shape
their sense of appropriate movement and expression. While the extant fragments of Alcaeus
make few references to the activities of symposiasts within the symposium, it was surely a lively
and active space. * Alcacus suggests, however, that male expression outside the symposium
should be orderly and restrained (iuéppwv ayopog dxkovoar / kapv[lo]uévag, 18-19; k[d]kwv
gktog Eymv mddog, 31). Pittacus, traitor and tyrant, is marked by his singular movement and
destruction.

7 These lines, specifically the word Avkoupiog, have been much debated (cf. Lloyd-Jones and Lefkowitz 1987,
West 1990: 1-8, Porro 1992, Stehle 1997: 231), but for my reading, only the speaker’s isolation and physical
position are strictly relevant.

"I Robert 1960: 285-315 identifies this sanctuary as Messon. On the significance of that identification for this poem,
see Nagy 2007: 213 and Caciagli 2010.

"E.g., Rosler 1980: 283-284, Burnett 1983: 180, Stehle 1997: 232-234 (although I agree with Stehle’s suggestion
(233) that the song allows for the possibility of multiple interpretations by different audiences, some more flattering
to the speaker than others).

3 Carson specifically suggests that the women’s cries recall the noise and play of maidens in the wild (1995: 124-
126, citing Nausicaa (Odyssey 6.122) and Artemis (Odyssey 6.105-106) as examples). I discuss this particular mode
of female performance further in Chapter 4.2. For now, I simply note that while Carson does not discuss dance
explicitly in her own argument (which focuses on relationships between gender and sound), her examples tend to
include it.

" This may be merely an accident of preservation (cf. references to drinking and companionship in frr. 58, 73 332,
and 335, and a likely mention of the game of kottabos in fr. 322), but it might also indicate a hesitance to fully
identify and describe the somatic actions of the symposium, particularly those performed by elite men.
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A work-song preserved by Plutarch also aligns Pittacus with peculiar and anti-elite
patterns of movement. In Plutarch’s Banquet of the Seven Sages, Thales reports that he once
heard a woman singing:

dAet, pola, dAet:
kai yop [Tittakog dAet
peydrog Mutihdvog faciledmv

Grind, mill, grind.
For even Pittacus used to grind,
When he was ruling great Mytilene.

(Plutarch, Septem Sapientium Convivium 157¢ = Carmina Popularia 43 PMG)

Diogenes Laertius also claims that Pittacus used “to grind grain for exercise” (To0t® yopvocio
v citov dheiv, Lives of the Philosophers 81).” Sara Forsdyke suggests that this song, and its
attendant tradition, is an example of early Greek popular culture, a humorous attempt to “debase’
a great figure by associating him with a “lowly occupation” (2012: 96).” This song, of course,
may well have origins and performance contexts quite unlike those of Alcaeus’ sympotic lyric.
Yet both employ the same basic approach to critiquing Pittacus: calling attention to the tyrant’s
use of his body in inappropriate ways. In the grinding song, the humor lies in the image of the
powerful tyrant engaging in an ordinary, even lowly, form of physical labor.”” In Alcaeus’
monody, Pittacus “tramples” upon the oaths sworn by his fellow symposiasts and thereby
damages both the elite male community and the city as a whole.

I have claimed that the depiction of corporeality and embodied expression in sympotic
song is an important clue to the value assigned to various forms of dance in archaic Greek
culture. The patterns of representation in Alcaeus’ poetry support this claim: by associating the
dynamic movement of the body outside of the symposium with the aspirations and destruction of
the tyrant, the songs of Alcaeus encourage their listeners to keep their own feet “out of trouble.”
Symposiasts are cautioned to remain in control of their limbs, even as they engage with the
dynamic and individualized movement of the symposium. Displays of solo and acrobatic dance,
whether performed by entertainers or symposiasts themselves, are thus contextualized within a
system that values collective action and denigrates expressive, individual corporeality. Likewise,
Alcaeus’ emphasis on the collective action of the group might be viewed as a strategic effort to
frame the komos: symposiasts should move out into the city as a chorus-like body, not as
individual dancers. To dance alone beyond the symposium is to risk becoming Pittacus,
“stepping easily upon the oaths and consuming the city” (Bpaiding ndéow / E]upaig €n’ dpkiotot
damtet / Tav molv, fr. 129.22-24).

b

> This is the same passage in which Diogenes Laertius reports Alcaeus’ string of epithets for Pittacus.

"® Forsdyke considers various depictions of Cleisthenes as a more extended example of this phenomenon (90-116),
with Pittacus introduced occasionally as a comparandum (96, 101). She reads Alcaeus’ attention to Pittacus’
corporeality (and especially patterns of consumption) as “elite appropriation” of more popular forms of discourse
(10).

7 Campbell 2003: 449 and Forsdyke 2012: 101 both suggest that alei might have an additional, crudely sexual
meaning (Forsdyke translates “screw”). This only further compounds the song’s emphasis on transgressive
corporeality.
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b. lon of Chios and the Politics of Dance

In a song partially preserved by Athenaeus, the 5™ century poet Ion of Chios vividly
evokes choreia in the imaginative construction of the symposium:

6 8¢ NUETEP® YOpd 0ivoc Pikog Tov

Bupcoopog, Léya, Tpecfevmv Atdvocog,

onoiv “Tov 6 Xiog év 1oic éheyeioc:”
adtn yop TpdEacIg TOvVTOdandY Aoyiwy,

al te [TaveAAvov dyopai Baiion te AvaKTwv,
g€ o0 Potpvodecs’ oivig Vo yhoviov

ntopOov dvacyouévn Barepd EnTuéato TYEL
aifépog: dpBaludv & €EEBopov Tukivol

TOidES, PVNEVTEG OTav TEST) BALOG €™ GAAW,
TPV O CLOTACV: TALGAUEVOL O BOTG

véktap apélyovtol tovov OAPov avlpomolcty
Euvov 10D YalpEV PAPLLOKOV OVTOPVEC.

100 Badion eila TEKva PIAOPPOGUVAL TE YOPOl TE
IOV dyaddv <

> Bacihedg oivog Ede1ée eUGoLY.

1@ oL Tatep AOVVGE, PIAOGTEPAVOLIGLY APECKDV
avopacty, e06VU®V GLUTOGIOY TPLTAVL,

xoipe: 06100V 8™ aidva KaAMV Emmpave Epymv
nivew kol moilev Kol Té dikoa @POoVvelv.

But to our chorus wine is dear, the wine which the thyrsus-bearer, greatly honored
Dionysus, (provided?), says Ion of Chios in his elegiacs: for it has been the theme
of chroniclers from all lands where there have been gatherings of all Greeks and
feasts of princes, ever since the vine with her clusters extended her stem from
under the earth and stretched out for the sky with her luxuriant arm; and from her
eyes there jumped a crowd of children, noisy when they fall on top of each other,
but silent till then. When they stop their shouting, they are milked of their nectar,
a blessed toil for mankind, a self-grown remedy, common to all men, for the
bringing of joy. Its dear children are feasts and jollities and choruses. King wine
shows up the nature of good men. And so, father Dionysus, you who give
pleasure to garlanded banqueters and preside over cheerful feasts, my greetings to
you! Helper in noble works, grant me a lifetime of drinking, playing, and
thinking just thoughts. (Ion of Chios fr. 26 West = Ath. 447d, trans. Campbell,
modified)

" It is unclear if the very first line here is to be attributed to Ion (the line pnoiv “Tov 6 Xiog v toig &leyeiong is
obviously Athenaeus). The word yop@ is an emendation (preferred by some, in addition to West see, e.g., Campbell
1992: 360, but not printed by others, see, e.g., Gentili-Prato 1988: 64) for the ms ypéve. While I treat it here as part
of the original poem, the aura of chorality exists without it (and, in fact, might provide support for the emendation).
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Of course, the imagery of this poem is clearly sympotic, featuring the praise of wine (1-
12), an address to Dionysus (13-17), a reference to symposia (15), and desire for characteristic
sympotic activities (17). Timothy Power, focusing on a different poem, offers a compelling
account of lon as a poet of the symposium (2007: 183-185).

At the same time, this poem features a cascade of choral language. Our fragment may
begin by describing the poet’s notional group as a chorus (fpetépw o6& xopd, 1), thereby
organizing the subsequent sympotic allusions within a broadly-conceived system of chorality.”
The speaker goes on to invoke two distinct groups: (united) Greeks (I[TaveAAnveov, 4) and rulers
(&vaxtwv, 4), continuing his emphasis on collectivity and group identities. The extended
description of the vine is particularly powerful: while the vine shoot is singular (5-7), her
“offspring” are emphatically plural (mvkwvol / maidec, 7-8). Like a chorus, these
anthropomorphized grapes find their vocal expression by moving together (6tav méomn dAAog €’
A, / Tpiv 8¢ crwndotv 8-9). They are in turn transformed into wine and further knit together
as something “common to all men” (&vOpmmoicty / Euvédv, 10-11), which enables them to become
the parents of communal, including choral, festivity (Tod BaAion @ila T€kva erAo@pocHVaL TE
xopot 1€, 12). The poet thus integrates his sympotic imagery within a tight nexus of choreia and
community.

In another poem celebrating and showcasing sympotic conviviality, lon’s speaker exhorts
his audience thus: “let us drink, let us play, let song go out through the night, / let someone
dance, and you, willingly lead off the fellowship” (nivouev, nailouev, it did voktog doon, /
opyeicbm T1g, kv &” Apye Prroppocsvvng, 7-8). Somewhat unusually, these lines do
accommodate and reference sympotic dance and play (naiwpev, opyeicOm t1c). In the latter
case, however, the switch to the third-person imperative (dpyeicOm tic, “let someone dance,” 8)
is striking. Perhaps the force of tis here is “let someone else dance” — a servant or hired
entertainer.*® If so, the song segregates the performance of individualized dance from the other
sympotic activities more explicitly urged upon the symposiasts themselves through the use of
inclusive hortatory subjunctives (wivopev, maiCopev, 7). The poet then goes on to more
explicitly position the symposiasts as a choral group when he commands one man to “lead off
the fellowship,” echoing the common use of the verb (ex)arché in describing choral leadership.®!
Finally, poet personifies song (aoidé) in a striking way. The subjects of all the other verbs here
are human beings, presumably symposiasts (we, someone, you). Song, however, is encouraged,
like one of the poet’s sympotic companions, to “go out through the night” (ft® 610 voktog
@own). The poet thus depicts song as endowed with personal agency and capable of extending
beyond the symposium, characteristics not attributed to the other sympotic elements in the poem.

Ion’s construction of the symposium as a choral endeavor would complement an
understanding of the komos as a fundamentally communal undertaking, rather than an
opportunity for individualized dancing or action. His songs, like those of Alcaeus, encourage
their audiences to view and perform dance in a particular way. I will now further clarify the

7 While Power is probably right to understand much of the choral language in this poem as explicitly referencing
Ion’s dithyrambic output (2007: 182 n. 12), I would note that it also has the effect of implicitly privileging choreia,
even within the confines of the symposium.
80 Cf. LSJ s.v. 1ig I1.3 for someone who the speaker wishes to avoid naming (for any number of reasons) and I1.6 as
used pejoratively or with contempt.
¥1 For exarchd and related verbal forms as a term for choral leadership, see Archilochus fr. 120W, [Hesiod] Shield of
Heracles 205-206, Homeric Hymn to Artemis (27) 14-18, Homeric Hymn to Apollo 197-199, 514, and Pindar,
Nemean 2.25.
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political charge of Ion’s kinetic imagery by considering his alleged depiction of Pericles as an
individual and debased dancer.
According to Plutarch’s Life of Pericles:

0 8¢ mom g "Tov pobwvikiy enot THv OpAiay Kol DIOTVEOV £ival Tod
[Mepuchéong kai taig peyohovyiong adtod moAAV depoyiay avopepeiyBot Kai
TeEPLPPOVNOY TOV dAL®V: Emarvel ¢ 10 Kipmvog éupelés Kol vypov kol
LELOVCMUEVOV &V TOIG GLUTEPLPOPOIC.

The poet Ion, however, says that Pericles had a presumptuous [“mothonic”’] and
somewhat arrogant manner of address, and that into his haughtiness there entered
a good deal of disdain and contempt for others; he praises, on the other hand, the
tact, complaisance, and elegant address which Cimon showed in his social
intercourse. (Plutarch, Life of Pericles 5.3, trans. Perrin)

Timothy Power has identified Ion’s interest in the politics of performance, and he shows how
this passage echoes a pervasive distinction, in Ion’s songs, between elite, conservative musicality
and demotic modes of entertainment.® The latter is represented here by the term mothonikos.
The word mothon, as Power demonstrates, has a double significance — it characterizes Pericles as
both a low-class Spartan and as a dancer, for the term refers not only to helots, but also to a
dance form described by Pollux as “vulgar and associated with sailors.”® It also seems to have
been an individualized form, with no claim at all to the elevated category of choreia.*

Cimon appears here as possessed of good taste, good temper, and well-versed in society
(Life of Pericles 5.3). Power has already noted the musical connotations of these attributes as
expressed in Greek.*” This description also recalls the choral imagery of some of Ion’s other
songs, as it stresses Cimon’s sense of harmony (€pupeAec) and good relationships with his
associates (v taig copmeppopaic). Finally, there may also be a hint of appropriate choral
motion in the characterization of Cimon, as the adjective hugros is also employed by
Bacchylides to describe the easy motion of the Nereids’ feet in the dance (Oypoiow ... mootv,
Bacchylides 17.108).% Pericles, by contrast, sets himself apart and feels “contempt for others”
(meprppdvnoty tdv dAdwv). Whereas lon elsewhere emphasizes the chorus-like coherence,
musicality, and motion of the sympotic group, he here encourages his listeners to imagine
Pericles as “out of step” with the community — dancing the mothon all on his own.

This imagery recalls Alcaeus’ depiction of Pittacus as a renegade symposiast who
“tramples the demos.” Ion disassociates Pericles from the elite symposium and its performance
practices, marking him instead as a debased and idiosyncratic performer. He thereby undermines

*2 Power 2007: 184-185.

B LST s.v. né0wv, Pollux 4.101 (poptikdv Spynua kai vavtikév), Power 2007: 185. Tt is also important, for Power’s
analysis of musical politics and instrumental hierarchies, that this dance is accompanied by the aulos (Athenaeus
618c).

¥ Cf. Aristophanes, Knights 697 (menvdapioo pddova).

% «We hear Ion again praising Cimon’s character in terms that recall his sympotic musicality, his ‘harmonious
temper (emmeles) ... and cultivated (memousomenon) performance in good society (sumperiphorais)’” (Power
2007: 184). I follow Power in assuming that Plutarch has preserved at least some of Ion’s original vocabulary and
style, although we regrettably lack the song itself.

% See my discussion of this song in section 1 above. Pollux also lists hugros among the adjectives applied to dance,
along with more common (among our extant texts) terms like kouphos and elaphros (Onomasticon 96).
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Pericles’ political position and authority.®” He also reminds his own sympotic audience to
emulate Cimon’s harmonious musicality, rather than Pericles’ buffoonish manner. Like Alcaeus,
Ion of Chios identifies certain forms of movement and expression as inappropriate for male
leaders, deploying dance as a marker of status and potential for political leadership.

In my analysis here, I have generally focused on the impact of these songs within their
likely sites of composition: the symposia of archaic Mytilene and classical Athens. Yet my
observations apply to their rich afterlife in sympotic re-performance as well.*® Anywhere that a
group of men gathered to drink, sing songs, and shore up their own social and political
affiliations, the rhetoric of embodiment as political marker contained within these songs would
have resonated. My argument here is less about specific historical contexts, and more about a
broader discourse surrounding ways of moving, acting, and possessing power in archaic and
classical Greece.

But I do want to stress one additional, rather obvious, similarity between these two poets:
they both composed songs for performance at elite symposia. As singers,®” they emphasize
choral harmony and express disdain for dance alone. As I have explained at greater length
above, they valorize choreia as a fundamentally verbal art, avoiding reference to the dynamic
motion of the symposium as a self-promoting discursive strategy. I hope to have shown here
how that strategy may have worked, in its immediate context, to frame and affect the embodied
experience and expression of its audience. On a more conceptual level, I suggest that it also
contributes to a distinct political model of dance performance: one which constructs the
individual male dancer as unsuitable for the possession of leadership or authority.

4. Male Soloists on Stage

I have argued that men who dance alone are opposed to collective interests and action
and are figured, in both epic and sympotic lyric, as fundamentally anti-social, selfish, or
destructive. Their impulses threaten the cohesion of both larger communities and specific sub-
groups, whose sense of shared purpose is symbolized by the organized and unified motion of the
chorus. I will now demonstrate that this characterization persists on the Athenian dramatic stage,
where individualized male dancing continues to signify disruption and disorder. In this section, I
will first offer a reading of Polyphemus’ final performance in Euripides’ Cyclops, which affirms
a wholly negative image of the actively dancing male symposiast. I will then turn to the final
scene of Aristophanes’ Wasps, which offers a sophisticated reflection on hierarchies of dance
and their implicit value. As Aristophanes quite vividly explores the relationship between dance
and description in the process of staging male solo dance, the relevant passages of Wasps provide
a fitting conclusion to the chapter.

%7 As noted by Power (2007: 184-185). My reading here meant to emphasize the kinetic dimension of the insult and
connect this passage with larger patterns of representation vis-a-vis sympotic corporeality, politics, and
performance.

% On re-performance and transmission of sympotic song, with a particular focus on the example of Alcaeus, see
Nagy 2004.

% And “songwriters,” although that term seems a bit unnatural for an early Greek context. My point here is that
Alcaeus and Ion composed and performed within a fundamentally verbal medium.
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a. Another Trampling Tyrant: Polyphemus as Renegade Komast in Euripides’ Cyclops

Euripides’ satyr-play version of Odysseus’ blinding of the Cyclops has a distinctly
sympotic flavor. After getting drunk on Odysseus’ wine, Polyphemus bursts out of his cave and
sings in Anacreontic rhythm:

TAmomoi: TAEWMG PEV 0lvov,

yavopon <6&> dautog 1o,

OKAPOG OAKAG OG YEMGOEIS

TOoTi GEAULO YOOTPOG BKPOG.

VIayeL W 6 OPTOG EDPP®V

&mi k@pov NPpog HdPoiLC

émi Koxhomog adehpovc.

eépe pot, Eglve, 0ép’, AokOV EvOog Lot.

Ooh la la! I’'m loaded up with wine, my heart skips with the cheer of the feast.
My hull is full right up to the top deck of my belly. This cheerful cargo brings me
out to revel, in the springtime, to [the houses of] my brother Cyclopes. Come
now, my friend, come now, give me the wineskin (Cyclops 503-510, trans.
Kovacs).

Polyphemus explicitly frames his own performance as a kamos (k®pov, 508). °° But while his
singing formally comprises the second stanza of a three-stanza (repeated monostrophic) ode sung
alternatively by actor and chorus, the chorus itself views Polyphemus’ actions as entirely distinct
from its own.”' Prior to his entrance, the satyrs sing of their own komastic undertaking,
describing Polyphemus as an “inept singer” (ckai0g anwidoc, 490) and threatening “let us with
our revels impart some culture to this lout” (pépe viv kdpo1g Tadevcopey / OV dnaidevtov,
492-493, trans. Kovacs, modified). Thus, while Polyphemus sees himself as an exuberant
komast seeking the companionship of his fellow Cyclopes, the chorus frames him as an isolated
figure who lacks the “education” to sing and move properly within the komos.”* As Rossi notes,

% On the various sympotic elements within this portion of the play, see Rossi 1971, Seaford, 1984, and O’Sullivan
and Collard 2013: 192-208.

I 0’Sullivan and Collard note “the sequence of three identical strophes is very rare in drama, and even more
striking is that the central strophe is the one sung by the monster,” suggesting that “the metre of Polyphemus’ song
is the same probably because it maintained the symposiastic/erotic tone” (2013: 192). At first glance, then, the
exchange here looks like a cohesive revel, but subsequent developments reveal that Polyphemus is seriously “out of
step” with the chorus.

%2 Seaford understands the force of these lines thus: “Pol. is to be dissuaded from going out on a kdpoc (451). The
chorus will educate him instead with k@pog-songs at home” (1984: 196). Kovacs’ translation implies a similar
understanding (“revelling songs” for kdpoig at line 492), but with O’Sullivan and Collard, I see no reason to reject
the broader meaning of “revels.” I thus differ from Seaford and take these lines as emphasizing a contrast between
Polyphemus’ own komastic aspirations (which are doomed to failure, as he is both an inept performer and a
fundamentally anti-social figure, cf. Rossi 1971) and the satyr chorus’ own superior ability to employ the komos-
mode in its “education” of the Cyclops, rather than a contrast between an “actual” k6mos abroad and “komos-songs”
at home.
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the humor of the scene lies partially in the absurdity of imagining the anti-social Polyphemus
participating in the hyper-social celebration of the kGmos.”

Moreover, while this initial presentation of Cyclops-as-komast focuses primarily on song,
the kinetic dimension of Polyphemus’ performance subsequently becomes more prominent.
Encouraged by Odysseus, Silenus, and the satyrs, the Cyclops continues to drink and eventually,
declaring Silenus to be his “Ganymede,” carries him back into his cave (519-589). He re-
emerges only after he has been blinded by Odysseus (663). Euripides then stages the escape of
Odysseus and his men, departing markedly from the Homeric version of the story. Whereas the
Odyssey features Odysseus and his companions making their eventual escape hidden beneath the
bodies of Polyphemus’ flocks (Odyssey 9.435-446), Euripides uses the directions of the satyr
chorus to comically choreograph the escape.

In the final scene of the play, the satyrs pretend to “help” Polyphemus find his would-be
victims. They first tell him that the men are “to his right” (év de&uit cov, 682) and “under the
cliff” (mpog avtijt Tt / métpat, 682), leading the monster to collide with the rocks (“I broke my
head when I hit it,” t0 kpaviov / maicag Katéaya, 683-684, trans. Kovacs). The chorus then
directs Polyphemus elsewhere (“no, I mean there,” o0 TavTn Aéyw, 685) and tells him to “turn
around this way, toward the left” (mepidyov keioe, mpdg tapiotepd, 686). Polyphemus laments
that he is being mocked (oipot yeldpor, 687), but the chorus reassures him that Odysseus is
“right in front of him” (dAA& TpdGOev 00T 611 God, 688). The action then proceeds to
revelation of Odysseus’ name. Over the course of these lines, however, Polyphemus’ movement
is clearly choreographed by the chorus, as he stumbles and reaches in response to their
directions. His attempts at komastic celebration thus culminate in this comic display of solo
“dancing,” which enables Odysseus and his men to escape. Polyphemus is neither an integrated
member of a chorus nor a capable chorégos. His renegade and idiosyncratic performance
reflects his general lack of connection to community and human society.

Satyrs themselves are certainly ambiguous and liminal figures, appropriately “ambivalent
creatures for an ambivalent genre.”®* Yet the satyrs of Cyclops remain a cohesive choral group,
capable even of acting collectively to choreograph the movement of a clumsy “soloist.”
Euripides establishes the limits of choreia, placing Polyphemus — an archetype of anti-social
behavior from Homer onward — firmly beyond its bounds. The play thus reinforces a conception
of the individual male dancer (or “dancer”) as a destructive actor. In Euripides’ Cyclops,
however, satyr choreia remains firmly intact, offering a crucial counterpoint to the inept and
individualized performance of the Cyclops. I will now demonstrate that Aristophanes, in Wasps,
pushes the dangers of singular male performance further by staging a more direct conflict
between solo and choral dancing.

% See Rossi 1971, who comments on the significance of Polyphemus’ “failed” k6mos for the play as a whole. He
specifically suggests that the audience would have been amused by the Cyclop’s attempted participation in the social
and civic ritual of the komos (“va notato, tra parentesi, che gli spettatori si saranno divertiti un mondo a vedere il
Ciclope cosi perfettamente integrato in un uso che essi dovevano sentire non solo civile, ma anche particolarmente
loro,” 1971: 29). He concludes that “la comicita sta nel presentare al Ciclope una cosa cosi importante della vita
quotidiana che ancora non conosce, il vino, e nell'insegnargli il modo di farne uso con una faticosamente grottesca
nodeia, ma nell'insegnarglielo solo a meta: le regole per il simposio gli vengono trasmesse in comico travisamento,
col colmo di farlo sdraiare in terra” (1979: 31).
% 0’Sullivan and Collard 2013: 8-22. See also Griffith on the playful and experimental qualities of the genre (e.g.,
satyr choruses are “good to argue and experiment with,” 2013: 276) and Ladmmle 2013 on satyr play as comedic
reflection upon its tragic counterparts.
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b. Crabs and Kings: Solo Dance in Aristophanes’ Wasps

Aristophanes offers the audience an early hint that Philocleon, one of the play’s central
characters, might pose a problem for choreia. Philocleon is enamored with jury service, an
enthusiasm that vexes his son, Bdelycleon, and leads him to try a whole series of “remedies” for
his father’s proclivity. The slave Xanthias, in an early speech that sets up the action of the play,
explains that “he [Bdelycleon] tried Corybantic rites; but the old man rushed off, drum and all,
burst into the New Court and joined the jury” (ékopoBavtil’, 60 6" avTd® TVuTdve / a&og £dikalev
€6 10 Kovov éunecmv, Wasps 119-120, trans. Sommerstein). [ have previously argued that
Corybantes, for Plato, represent choreia in a raw and malleable stage: potential choreuts in need
of further refinement.”” While Plato’s work post-dates Aristophanes, this particular
conceptualization may be somewhat traditional. Ecstatic rites offer a kind of flexible choral
experience, which might allow for more chaos, individual expression, and spatial range than a
stricter version of institutional choreia.”® By attempting to transform his father into a Corybant,
Bdelycleon is nudging him in the direction of choral participation. But Philocleon cannot even
manage to participate properly in Corybantic rites, for he “runs off with the drum” (60 8" avt®
Toundve / agoc, 119-120) and returns to the court. Of course, there is no reason, at this point, to
understand Philocleon as specifically resistant to choreia in any form. But given the later
developments in the play that I will now discuss, I suggest that this rejection of Corybantic
performance foreshadows Philocleon’s ultimately antagonistic relationship with the chorus.

Philocleon eventually forsakes jury service in favor of exploring the pleasures of the elite
symposium. Near the end of the play, Xanthias bemoans his master’s newfound interests:

1| TOV Atdovucov dmopd y' MUl Tpdypota
daiHV T1g E0KEKVKANKEVY £ TNV oiKiav.

0 YOp yE€pwV @G Emie d10 TOALOD YpSHVOL
HKOVGE T QOAOD, TEPLYOPNG TGO TPAYUATL
OpPYOVUEVOG TG VUKTOG 0VOEV TODETOL

Thpyoi Ekelv’ oic @éomic fywvileto:

Kol TOVG TPAY®O0VG PNOLY Amodei&ety KpOVOLG
TOVG VOV S10pyNoapevog OAiyov DoTtepov.

By Dionysos, these are impossible goings-on that

some god has wheeled into our house. The old man, having drunk

after a long lay-off and hear the sound of the aulos, is so exhilarated

by the whole thing that all night he hasn’t stopped dancing these old-

fashioned dances which Thespis used to perform in the contests; and

he says that very soon he’s going to have a dancing competition against

the modern tragic performers, and show them up as old Cronuses. (Wasps 1474-
1482, trans. Sommerstein, modified)

While Philocleon’s alleged activities here may be normal within a sympotic context, he threatens
to bring his drunken and individualized dancing back to a public stage, engaging contemporary

% Chapter 2.3.
% On Corybantes and maenads as choruses, see Chapter 1.1.
105



tragedians in a contest. Moreover, when he subsequently emerges on stage and continues his
performance, he does so not as part of a collective komos, but as a individual dancing alone:

Drriokrémv: KATOpa xoAdcBw Tade. Kai dn yap
GYAHOTOG APy —

EavOiac: parlov 8¢ v’ iowg poviog apyn.
®@: mhevpav Ayioavtog VO POUNG:

010V HVKTHP pukdiTat Kol

oQOVOVAOG GyET.

: 0™ EAAEPopov.

®@: ttocel PpOviyog BC TIg AAEKTOP —

: Tayo PaAiAnoet.

@: oK€Log 00pavIOV ¥ EKAAKTIC®V.
TPOKTOG YOOKEL.

E: Katd covtov dpa.

@: vDv yap &v apBpoig Toig fueTépPolg
OTPEPETOAL YOAUPO KOTUANOMV.

OVK £V;

E: pda At o0 0T, GAAG pLovikd TpdyLotaL.

[

[

Philocleon: Let these doors be unbarred!

Behold the opening of the figure —

Xanthias: More like the onset of madness, if you ask me.
Ph: - of bending the torso with a swing!

How the nostril snorts,

how the vertebrae crack!

Xa: Go and drink hellebore!

Ph: Phrynichus cowers like a cock —

Xa: They’ll be stoning you soon.

Ph: - and kicks out a leg sky-high.

The arse doth split —

Xa: Look out for yourself!

Ph: - for now in my limbs

the supple socket-joints rotate.

Wasn’t that good?

Xa: No, by Zeus, it wasn’t, it was a madman’s behaviour. (Wasps 1484-1496,
trans. Sommerstein)

While Philocleon characterizes his own dance as drawing upon the choreography developed by
Phrynichus, the latter engaged his creative energies in choral, tragic composition.”” Philocleon
seems interested only in dance for its own sake — he is not choreographing for subsequent
performance by others within a dramatic context. Here again, somatic self-referentiality should
probably not be taken at face-value. Philocleon may be describing virtuosic dance steps (a high
kick, 1491; flexible turning of the limbs, 1494-1495), but Xanthias’ reactions, alternately
shocked and annoyed, suggest that his master may just be stumbling around the stage as he

e Phrynichus and dance, see Plutarch, Moralia 732f, Eustathius on lliad 13.637, and Sommerstein 1983: 245.
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speaks. But regardless of the precise degree of kinetic-verbal correspondence and the original
distribution of the lines preserved, one of the basic jokes here is surely that Philocleon is no
Thespis or Phrynichus.”® Despite his claims, his own dancing is neither an extension of
venerable choral tradition nor an instance of creative musical innovation — he is a drunken old
man dancing with glee at escaping, yet again, the clutches of his son.

Philocleon’s dance-mania turns aggressively competitive in the lines that immediately
follow, when he exclaims:

0€pe VOV AVEIT® KAVTOY®OVIOTAG KOAD.
el TIg Tpay®dog enov OpyeichHatl KOADG,
guol dtopynoduevog EvBad” sicitwo.
enoiv 116 1 0voElc;

Come now, let me make a proclamation and call

for opposition. If any tragic performer claims to be a good dancer, let
him come on here and dance it out with me.

Does anyone say he will, or is there nobody? (Wasps 1497-1500, trans.
Sommerstein).

Three dancers, apparently costumed as crabs and described as the sons of the dramatist and naval
commander Carcinus, subsequently appear on stage, and their dancing, along with that of
Philocleon, finishes off the performance. I will discuss the final moments of the play in greater
detail shortly, but first, it is illuminating to consider the role of competition and generic interplay
in the Wasps more generally.

Matthew Wright argues that, while Aristophanes engages with tragedy throughout his
corpus in a variety of ways, “the Wasps in particular can be read as embodying a contest between
comedy and tragedy” (2013: 206, emphasis in original). Philocleon’s statement, quoted
immediately above, invokes this thoroughgoing theme, as he literally challenges “tragedy”
(represented by its creators and/or practitioners) to a dance-off with “comedy” (represented by
his own performance).”” This meta-theatrical play is undoubtedly an important aspect of the
final scene of Wasps.'® At the same time, I want to suggest that Philocleon’s challenge operates
on another level as well. For while Wright illustrates the ways in which this final scene stages a

% Here, I differ from Slater, who claims that, in this final scene, “Philocleon must be weaned from pure
spectatorship and made into a performer, but into a democratic performer, that is, into a rejuvenated choral
performer. He returns to the stage in the finale as the reincarnation of Thespis and Phrynichus” (2002: 108). Slater
is not alone in interpreting Philocleon’s dance as representative of tragic choreia (see also, e.g., Wright 2013), but I
think we should be wary about taking Philocleon’s self-presentation at face value. The final scenes of Wasps
certainly evoke tragedy in a variety of ways, but the solo quality of Philocleon’s performance is also significant. His
transformation from spectator to performer is, as Slater emphasizes, important, but it is also somewhat incomplete.
Philocleon never becomes a “rejuvenated choral performer:” in the final lines of the play, which I discuss at greater
length below, he is still doing his own supposedly-Phrynichean dance, performing both alone and without song. In
several important respects, then, he remains emphatically non-choral, in contrast to Slater’s claim that “the fact that
Philocleon is dancing at all clearly identifies him as a chorister” (2002: 110).

% As Wright notes, tragéidos at line 1498 could mean either “tragic performer” or “tragedian” (2013: 223).

1% Cf. also, e.g., Slater, who differs from Wright in reading this final scene as staging “a fusion of tragic with comic
performance” (2002: 108). I am more inclined to follow Wright in seeing direct, and in some respects unresolved,
conflict as an important element of the scene.
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contest between comic and tragic elements (2013: 221-225), I will demonstrate here that it also
stages a conflict between solo and choral dance.

Scholars have offered widely varying interpretations of and proposals for the staging,
choreography, and casting of Wasps 1500-1537. I posit that some of the confusion generated by
these lines arises from their deliberate thematization of a meaningful distinction between
language and movement. Again, we have no way of knowing how closely the action described
in the surviving lines of the play corresponded with the original choreography of the
performance. Moreover, Aristophanes now eschews self-referentiality and self-description and
instead casts the chorus as the narrator of the individual dancers’ actions. This creative strategy
effects a split between the work of singing and the work of dancing, offering us a clear verbal
description of the dance that may or may not have matched the action seen by the original
spectators, and, I will argue, could never have fully captured the dance anyway.

Once all three sons of Carcinus have entered, the chorus performs its final song:

QEPE VOV NUETG aOTOig OALyoV EuyympomuEV GTAVTES,
v’ €9” ovylag MudV tpdcbev Peppikilmov Eavtong.

&y’ @ peyaddvopo tékva,
0V OoAoociov Ogob,
nodte mopd yopodov

Kai 6Tv’ aAOg dTpuyéTov,
Kapidmv adehpot:

TOYLOV TOJ0 KUKAOGOPETTE,
Kol 10 Ppuviyelov
EKAOKTIOATO TIC, OT™G
1d0vteC v okéAog OLmoY
oi Bgarad.

oT1poPet, mapdaParve KOKA® Kol YAGTPIoGOV GEAVTOV,
pinte okéAog ovphviov: BEuPikeg EyyevécOwv.
KOOTOG YOp O TOVIOUES®V Bvas AT P TPOGEPTEL
Nobeic €ni toicw £avTod TGl TOTG TPLOPYOLS.

AL EEayet’, €1 TL ATt dpyovuevol, Bvpale
NUAG TayD: ToDTo Yap 0VOEIC T TAPOG OESPAKEY,
OpyovpEVOV OGTIC ATHALAEEY XOPOV TPLYMOGDV.

Come now, let us all move together a little to help them,
so that they can spin themselves around in front of us without being interfered
with.

Come, renowned children

of the Lord of the Seas,

leap along the sands,

and the shore of the unharvested deep,
ye brothers of shrimps;

whirl a swift foot round in a circle,
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and let one of you kick out

the Phrynichus kick,

so that seeing the leg go up

the audience will cry “Oooooh!”

Twirl about, go round in a circle, and slap yourself in the belly;

throw a leg sky-high; let pirouettes come into it.

For your father crawls hither, the Lord and Master of the Seas himself,
delighted with his children, his three jiggin’ chickens.

And now, if you like, lead us quickly out,

dancing, for no one has ever done this before,

to send a comic chorus dancing off. (Wasps 1516-1537, trans. Sommerstein).

While I maintain that is impossible to recover the actual choreography here, I interpret this scene
as involving predominantly individualized dance. Philocleon has quite clearly called for other
dancers to compete with him (Wasps 1497-1500). He specifically says: €uoi d10pynoopevoc
&vBao’ eicito (“let him [= anyone who claims to be a good dancer] come on here and dance it
out with me,” Wasps 1499). While we do not have many parallels for the verb diorcheomai
beyond its two appearances in this scene (1481 and 1499), the scholia on these lines define it as
“to compete in dance.”'”' I propose understanding the prefix dia here as signifying variance in
motion, comparable to verbs like diaphoneo (“to be in discord”) and diaphoreo (“to
disperse™).'”* Moreover, the three sons of Carcinus appear on stage individually, as indicated by
Xanthias’ comments. And in the remaining lines of the play, Philocleon gives no indication that
the dance contest has not proceeded as he intended. I believe, therefore, it is unlikely that we are
to imagine these four figures have been transformed, in the final moments of the play, into a
coordinated pas de quatre — a four-person chorus performing in unison. Rather, I suggest that
we trust in Aristophanes’ framing of the scene as one of individualized and even chaotic dance
competition, even as we remain cautious about interpreting the chorus’ description of the dance
as intended to correspond closely and directly with the choreography.

For even if the chorus’ narration hews as closely as possible to the actual dance
performed, there is an unavoidable distance between language and embodied action. Steve
Paxton, quoted more fully in the Introduction, expresses this distance with the observation that
“[language] can certainly influence our point of view [sc. of dance, as well as other non-verbal
art forms] and may even suggest what can be thought about — that is, limit our perception or

1%1's, Aristophanes Vespae 1481b: Stopynodpevoc] dopyfoacat to dpxodpevoy épsicat; X Aristophanes Vespae

1499: d10pymodpevoc] avti tod VI eig dpynotv dywvicouevog.

12 See LST s.v. 8164, D 11, as well as LST s.v. Stapovém and s.v. Swupopéw. Note also Oppian, Haleutica 5.440:
Sropyedvtat &’ évi movt, which the LSJ cites as an example of diorcheomai signifying motion through (“they dance
across or along the sea”). But taking diorcheomai as signifying motion apart/in distinct ways would make better
sense with the preposition evi here: “they dance in different directions in the sea.” This also works in the larger
context of the passage, which describes how dolphins aid humans in fishing, and how the particular fish, in this
example, are driven close to land by dolphins and cannot get away from the fishermen: toict 8’ dgpukta Ké€ievba,
Stopyedvrat 8’ évi TOVTI®, / Kol mupl kol deeioy Ehavvopevol Baciiedowy, Haleutica 5.440-441, which I propose
translating as: “and there is no way of escape for them, but they dance about [or: ‘dance here and there’] in the sea /
driven by both fire and the king dolphins”). As a very late source, Oppian may not offer conclusive evidence for the
meaning of words in Aristophanes, but I only want to suggest that this line does not really pose a problem for the
interpretation of diorcheomai as meaning “to dance in different ways and directions” (as one might in the process of
an individual dance competition).
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experience to the forum encompassed by language” (2001: 422, emphasis in original). I have
posited that this influence works in particularly complex ways when the language describing
dance occurs, as song, in close coordination with the movement itself, rather than, as Paxton
primarily considers, in a subsequently printed review. The concept of “aesthetic suggestion,”
developed in recent scholarship to explain the effects of choral self-referentiality and projection,
offers a compelling framework for understanding the interaction between language and live
performance.'” T contend that in this scene, however, the choral song’s relationship to the
simultaneous dance of other performers is more fraught and complicated than when the chorus is
both singing and dancing its own action.

In its final song, the chorus begins with a hortatory self-address: “let us move together a
bit, for their sake” (avtoic OAlyov Euyywpnowpev, 1516). Taking, with Sommerstein, the word
autois as a dative of advantage, this line implies that the chorus’ action is taken for the benefit of
the central performers: Philocleon and the sons of Carcinus. Yet while the chorus does appear to
Beppucilworv Eavtovg,1517), it is debatable how much artistic space the subsequent description
really yields to the dance. The chorus claims that their motion aside will leave the dancers “at
peace” (€’ Movyiag, 1517) to “whirl themselves around” (Bepfikimotv €avtovg, 1517), but the
claim is at least partially disingenuous: the chorus will continue to narrate and comment upon the
action of the dancers, never actually leaving them alone.

In fact, the chorus’ subsequent references to the dance come in the form of commands:
nmodre, 1520; kukhooofeite, 1523; ékhakticdtm Tic, 1525; otpdfet, mapaParve, pinte, 1529-
1530). They do not leave the dancers alone, either physically or verbally. They continue to
interject their own instructions and guidelines for the performance, asserting their presence on
the stage. Moreover, they project the sons of Carcinus into a marine setting, telling them to “leap
along the sands” (mnddte mapa yapabov, 1520). The gap between the reality of the theatrical
setting and the watery home of the crabs conjured up by the words of the chorus might serve to
stimulate the audience’s imagination, but given the comic setting, it might also be played for
laughs.

Likewise, the chorus occasionally gives fairly specific commands to the dancers. They
enjoin, for example: “and let one of you kick out / the Phrynichus kick, / so that seeing the leg go
up / the audience will cry “Oooooh!” (kai 10 @puviyelov / EKAOKTICAT® TIC, OGS / 106VTES BV®
okéhog &- / Lwov ol Beatai, 1524-1527). They not only attempt to inform the audience of the
appropriate response to the projected dance (amazement, &- / oo ot Ogartai, 1526-1527), but
they also direct a single dancer to perform a specific move. By repeating a choreographic
gesture previously claimed by Philocleon (®: ttnocet @poviyog g T1g GAEKTOP — E: TAYO
BaiAnoeig. O: okélog ovpaviov v ékhaktilwv, 1490-1491), the chorus reinforces and
encourages the competitive aspect of the performance. Yet, as I suggested before, we cannot
know whether Philocleon — as he claims — actually executes a precise and proficient kick
reminiscent, in its actual motion and shape, of Phrynichean choreography. It is also possible
that, as Xanthias seems to suggest, he is speaking and moving like a man gone mad, and needs to
be careful lest he get hurt (“they’ll be stoning you soon,” téya faiAinocet, 1491; “watch
yourself!” Z: katd coavtov dpa, 1493). Likewise, it might be that the chorus’ commands here are
strikingly different from the moves performed by the dancers, who thereby render the chorus an
ineffective crowd of would-be chorodidaskaloi, attempting to corral the frenzied dancers into
some semblance of organized and focused movement.

1% See especially Weiss 2014, with further discussion at Chapter 1.4.
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This interpretation is reinforced by the selective quality of the choral song. If the dancers
are, as I suggest, all performing different gestures, postures, and moves, a single song cannot
narrate the progression of each person’s choreography at the same time. The chorus highlights
certain kinds of movement: leaps (mmddrte, 1520), spins (toyvv m6oa kukhocofeite, 1523), and
kicks (éxAaxticdtw). They thus direct the audience’s attention and distill a continuous sequence
of action into a discrete set of choreographic elements. They model one view of the
performance, and by expressing that viewpoint in their song, they fix it as the authoritative
version of events. But it remains possible that the danced action was entirely different. And
even if it corresponded in some respects, it is inevitable that some viewers, watching from a
different angle or entranced by different body parts or gestural moments, could have offered an
entirely different verbal “translation” of the dance.

The inevitability of difference between verbal description and danced action is even more
vividly displayed towards the end of the choral song. Here, the chorus sings: “Twirl about, go
round in a circle, and slap yourself in the belly; throw a leg sky-high; let pirouettes come into it”
(otpdPet, mapdPoave KOKAD Kol YAGTPIoOV GEALTOHV, PimTe OKELOG 0Vpaviov: BEUPikeg
gyyevésBmv, 1529-1530). Their narration precedes rapidly through a series of motions and
gestures. Even if one of the dancers is actually meant to be performing these actions in
coordination with the chorus’ song, he would have had to move incredibly quickly, and probably
quite clumsily, in order to keep time with the verbal description. Moreover, the frequent use of
present tense imperatives throughout (mnddte, otpdPet, mapaPorve, pinte) implies repeated or
continuous motion — making it all the more implausible that the dancers’ action could correspond
neatly with the words uttered by the chorus. It thus seems likely that this fast-paced verbal
sequence is meant as a final dramatic display of uncoordinated song and dance, with the four
dancers engaging in their own kinetic activities as the chorus commands and directs, potentially
to no effect whatsoever. My sense of the relationship between dance and language here must,
like any analysis of ancient performance filtered through the testimony of surviving song, remain
speculative. But I hope to have highlighted some reasons to believe that the final scene of the
Wasps would have staged a deliberate conflict between choral song, sidelined and here lacking
its usual kinetic element, and the actions of non-singing solo dancers.

In the final lines of the play, the chorus calls attention to its own marginalization. It
offers a final command to the dancers, saying:

AL EEayet’, €1 TL ATt dpyovuevol, Bvpale
NUAG TayD: ToDTo Yap 0VOEIC T TAPOG OESPAKEY,
OpyovpEVOV OGTIC ATHALAEEY XOPOV TPLYMOGDV.

And now, if you like, lead us quickly out,
dancing, for no one has ever done this before,
to send a comic chorus dancing off (Wasps 1535-1537, trans. Sommerstein)

They encourage Philocleon and the three sons of Carcinus to continue in their dancing as they
exit, at which point the chorus will follow. This type of processional exit is fairly typical in Old
Comedy — for example, in the ending of Wealth, the actors involved in the final scene depart,
followed by a concluding song from the chorus (Wealth 1208-1209).'"" Why then, does the
chorus appear to depict the action here as unusual and innovative, claiming, as these lines are

1% See also Acharnians 1233-134, Lysistrata 1320-1321, and Sommerstein 2001: 217.
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generally understood: “for no one has ever done this before, / to send a comic chorus dancing
off” (Tod10 Yip 00deic T mapOC dEdpaKev, OpxOdHEVOV 6TIC ATAAOEEY YopOV TPUY®S®V)?'

I suggest that the chorus of Wasps is contrasting its own complete marginalization with
the more typically balanced interplay between choruses and individual performers.'*® The
chorus specifically claims that no one has ever anpiia&ev yopov tpuywddv.'’” The word
amAraev, from apallasso, most simply means to “get rid of, remove,” and can take an object in
either the genitive or the accusative.'” I propose, therefore, that one valid interpretation of these
lines is that “no one has ever gotten rid of the dancing comic chorus.” At both the beginning and
the end of their song, the chorus gestures pointedly to their own spatial position on the sidelines
of the performance (@£pe vov NUETG adToig OAlyov Euyywpnomuey dravtes, / v’ € fiovyiag
NueV tpdcdev PepPicilwotv Eavtovg, 1516-1517; AL éEdyet’, €l TL ATt dpyovuevol, B0pale
/ Tov, 1535-1536). In these final lines, they call attention to the strangeness of this position.

In Chapter 1, I discussed various ways in which solo dance can be harmoniously
incorporated within a choral spectacle. Solo performance on the dramatic stage often functions
in this way. For example, in the conclusion of Acharnians, Dicaeopolis calls upon the chorus to
join with him in making an exit (8160 vov adovtec & THveALo. KaAAivikog, Acharnians
1231)."”” Here, however, Philocleon does not speak again after issuing his final challenge. The
dancing characters do not invite the chorus to join them or even address the chorus at all. The
chorus is left demanding that the actors help them to leave their position on the margins of the
dance floor and lead them off the stage (GAL" é&ayet’, €l 1L ATt dpyovuevotl, B0pale / UGS
TV, 1535-1536). It is as if the dancers, in their enthusiasm, have forgotten the chorus entirely,
spinning and leaping all on their own. Their individualized and completely non-verbal
expression has driven off the chorus and transformed them into static narrators of the action,
standing aside as others dance.

1951 offer Sommerstein’s translation here. Both he (1983: 248) and MacDowell (1971: 332) take the claim of
innovation at face value, noting that we have only two comic endings pre-dating Wasps (Acharnians and Knights,
since the version of Clouds we possess underwent later revision). But Acharnians does seem to conclude with the
chorus following Dicaeopolis — explicitly singing, if not dancing (AucandmoAic: EnecOE vov adoveg @ THVEALN
KaAAiviKog. Xopog: aAA’ Eydpecbo onv xaptv thvelha KoAAivikog adovteg o€ kal tov dokdv, Acharnians 1231-
1234). The difference hardly seems significant enough to justify a serious claim of innovation here. Other
interpretations include those of Slater (the innovation lies in the fact that Philocleon joins in, 2002: 110-111) and
Wright (“the real point of this claim is that no comedian had previously ended his play with a tragic style of
dancing,” 2013: 224). My own analysis is not meant to exclude additional layers of meaning and metatheatrical
allusion in these lines, see also Telo 2016.
1% On the relative abundance of individualized dancing in comedy, see Lawler 1964: 63-102. At the same time,
would emphasize that choreia remains central to comedy — as the conflict between solo and choral expression here
in Wasps demonstrates. On comic choreia, see Bierl 2013b, especially his claim that: “the choral thiasos is mirrored
in the actual dramatic yop6g which by reenactment the singers do reactualize. The chorus of citizens dancing for
Dionysos represents a link to the spectators who thus become participants. Through reciprocal, oscillating
fluctuations between inside and outside, cult and myth, the theater production becomes a comprehensive multimedia
performance in the sign of Dionysos” (2013b: 367).
17 The subtleties of the term tpuy®3@®v, and relevant textual variations in this line, are addressed by Wright 2013:
224,
8 1S s.v. amodrdoom. We find it in exactly this sense in Aristophanes at Ecclesiazusae 1046: tiv ypaiv
amoAraEacd pov “freeing me of the old woman.”
19 Cf. also Cario’s performances of solo dance in Wealth, which take the form of repeated attempts at choral
leadership (Wealth 253-321). The watchman who promises to “dance a prelude” at the beginning of Aeschylus’
Agamemnon (a0t6¢ T £ymye ppoipiov yopevoopatl, 31) may be operating in the same mode — his gesture towards
dance foreshadows the coming performance of the chorus (note the choral verb: yopgvcopat).
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But while the chorus seems to have some anxiety about their marginal role, indicated by
their claim that this is an unprecedented occurrence and their desire to return to the action and be
led off stage, Aristophanes leaves open the fundamental issue of verbal vs. kinetic preeminence.
On the one hand, the scene suggests that exuberant soloists are indeed capable of driving off the
chorus and taking their own position at center stage. By staging this possibility, Aristophanes
makes explicit the anxieties and fears implicit in earlier literary attempts to construct choreia as
an encompassing and flexible framework that prevents solo disruptions and asserts verbal control
over dance. By enabling solo dance to literally, not just conceptually, disrupt choreia,
Aristophanes validates a long tradition of marginalizing, suppressing, or subordinating individual
dance in the service of promoting chorality. In this reading, the chorus becomes a mere narrator,
describing and interpreting the central action.

This scene also, however, displays the confluence of performance, politics, and poetry
that I have traced throughout this chapter. Within this nexus of associations, there is nothing
“mere” or “marginal” about the ability to narrate and describe. The chorus, through their
description, is able to offer their own “language version” of the dance, imposing an external
framework upon the individual action of Philocleon and Carcinus’ sons. Moreover, the choral
song refers to Carcinus as a “king of the deep” (tod Balacciolo, 1519; 6 movtopédwv Gvas,
1531). His sons implicitly share in his royal aura. But as I hope to have established by this
point, dancing kings, princes, and leaders are not positive figures in the Greek cultural
imagination. A chorégos, like Theseus or Apollo, can be a good leader, but Philocleon and his
fellow dancers, in this scene, are emphatically not trying to lead the chorus. The chorus thus
deploys their song to depict the dancing sons of Carcinus as thoroughly comical figures — a
strategy that is, to be sure, completely unsurprising in a comedy. At the same time, the mocking
force of this characterization becomes much more clear in the context of earlier depictions of
individual dancers as disruptors of choral and political harmony.''’

The chorus’ final statement thus emphasizes the comic nature of the concluding dance
extravaganza of Wasps. 1 concur with those scholars who see, in this scene, an un-reformed
Philocleon, as manic for dance at the end of the play as he was for jury service at the start of the
play."" The world has been turned upside-down for the duration of the drama, which culminates
in the sidelining of the chorus and the placement of solo, non-singing dancers at center stage.
Not coincidentally, three of those dancers are figured as crab-princes, competing willingly with
Philocleon in a contest with no apparent purpose or prize. This spectacle affirms a logocentric
choral paradigm by inversion: if these dancers are ridiculous and funny — unusual even in a
comic context — then the singing-and-dancing chorus, here driven off by the more individualized
and mute dancers, is all the more emphatically the standard and appropriate sphere for kinetic
expression. Men who dance alone can destroy cities, or they can provide entertainment on the
comic stage. Either way, their performances fall outside the norm of appropriate male dancing.
The “correct” order of performance is restored only in the last, un-narrated moments of Wasps,

"% On Aristophanes’ artistic and political opposition to Carcinus and his sons, see Sommerstein 1983: 246.
"'E.g., Vaio contends that Philocleon’s “final burst of manic energy motivates and inspires the last scene” —
whereas he could previously be contained by Bdelycleon, his newfound enthusiasm for dance enables him to
“[bring] the play from the fictional world of the drama to the actual world of the Theater of Dionysos” (1971: 351).
I think this reading accounts well for the metatheatrical elements of the concluding scenes and enables us to see a
meaningful development in the play (from a focus on the fictional world to an emphatic presentation of the actual
theatrical setting) that does not require change or enlightenment on Philocleon’s part.
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as the chorus presumably returns to its usual singing-and-dancing role and processes out of the
theater altogether.''?

Conclusion

I began this chapter with an Aesopic fable illustrating the alignment of solo dance
performance with political failure. I hope to have shown how the basic anxieties evident in that
fable resonate with the depictions of individual somatic action, specifically dance, elsewhere in
archaic and classical song. Of course, Homer, Alcaeus, lon, Bacchylides, Euripides, and
Aristophanes conceive the relationship between their own poetic expression and the
performances of both individuals and groups in different ways. But I maintain that, generally
speaking, performance, politics, and poetry coalesce in striking and important ways around
literary representations of men dancing alone. These depictions serve to establish a fairly
consistent picture of the man who dances outside of a choral context as a destructive and
dangerous force, opposed to his community and capable of doing real harm on the political stage.
The counterpart to the anti-social male soloist is represented well by the traditions of dance and
choral leadership surrounding Theseus in the late archaic and early classical periods, which are
deployed in particularly effective and chorus-promoting ways by Bacchylides. I have called
attention repeatedly to the poet’s stake in creating these representations to demonstrate how the
description of dance engages, not only with the historical realities of performance, but also with
the overarching artistic programs evident within a given song or corpus. In the next chapter, I
will consider how a different set of concerns emerges in the representation of individual female
dancers, reinforcing a basic conception of dance as a gendered activity.

"2 Whatever form the actual choreography of the exodos may have taken (on the staging of the scene, see above),

scholars are surely right in understanding the play to have concluded with the usual departure of the choral group
(see, e.g, Sommerstein 2001: 217 on Wealth and other plays).
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-4 -
Parthenos and Prostitute: Outstanding Female Dance in Greek Song
Athenaeus attributes the following anecdote to the Hellenistic historian Theopompus:

Ddapcaria 1] Ocooalridt OpynoTpidt daevng otépavov ypusodv Grduniog
gowke, Aapyaknvav avadnua. adtn 1 Papcario v Metamovtie Vo TV €v Th
Ayopd HAVIE®V, YEVOUEVNG @MVT|G €K THS dAPVNG THS YOAKNG, TV EoTnoav
Mertamovtivol katd v Aptotéa 10D [Ipokovnciov Emdnuiayv, 6t° Epnoev €&
YrepBopéwv mapayeyovéval, g Téyioto GO gig v dyopav Eupforodoa,
EULOVDV YEVOUEVOV TAV LAVTEDV dleoTAstn [V adT®V]. Kol TdV avOpdT®mV
votepov avalnTovvtwv TV aitiav e0pén 61d 1OV 10D 00D oTéEPavOV dvnpnuévn.'

Philomelus gave a golden crown of laurel, which had been an offering made by
Lampsacenes, to Pharsalia, a Thessalian dancing girl. This Pharsalia was torn
apart in the marketplace in Metapontum by seers who had gone mad, as soon as
she was seen entering the marketplace, as there was a voice coming out of the
bronze laurel that the people of Metapontum had set up in the time when Aristeas
of Proconnesus was sojourning among them, when, he said, he had returned from
the Hyperboreans. And when people later asked about the reason [for this], she
was found to have been killed on account of the garland of the god.

Theopompus FGrH 115 F248 = Athenaeus 605¢-d

I am not concerned here with the historical veracity of this story or even its precise origins.
Rather, I want to highlight how its representation of an individual female dancer is emblematic
of an older cultural and literary discourse. To begin with, Pharsalia is an orchéstris, or sympotic
dancing girl, apparently a favorite of the Phocian tyrant Philomelus. While such female
performers were undoubtedly a common presence in Greek society, we find few traces of them
in the literary record.

In her study of courtesans and prostitutes in Greek culture as represented by Athenaeus,
Laura McClure compares Theopompus’ story with several similar ones about the deaths of
notable hetairai. She specifically observes that dedications to or by prostitutes function to
“elevate individual women of low status to the level of the divine,” and that the consequent
deaths of those women then “stained sacred spaces and objects with the pollution of their blood”
(2003: 149). She concludes that the “hetaera ‘out of place’ ... transgresses religious norms,
inciting madness and violence” (2003: 149). The elements of spatial and religious transgression
emphasized by McClure are important for our understanding of this anecdote and enable us to
relate the violent conditions of Pharsalia’s death with her prior receipt of the tyrant’s gift.

But attending to Pharsalia’s specific identity as a dancing girl (0pynotpidt) can further
help to clarify the details of the story. We do not know why Philomelus gave Pharsalia the
crown, although the term orchéstris itself is certainly suggestive. As McClure explains, the
sympotic dancing girl was part of a complex and flexible network of female sympotic
entertainers attested from the archaic period onward (2003: 21). Although the orcheéstris is often
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understood as a porne, or lower-class prostitute associated with the brothel, McClure identifies a
number of hetairai who were allegedly known for their dancing (2003: 21), while a comic
fragment preserved by Athenaeus and attributed alternately to Metagenes and Aristogoras refers
to “dancing hetaerae” (dpynotpidag Etaipac, Metagenes fr. 4.1 PCG = Athenaeus 571b).
Moreover, while we should not assume that female sympotic entertainers were always, in
actuality, prostitutes, there is no doubt that the male authors of the majority of our existing
sources tend to imagine them as sexually-available commodities." When Theopompus identifies
Pharsalia as an orchéstris, he thus implies that Philomelus appreciated her dancing, her sexual
availability, or — most likely — both.

The violent physicality of Pharsalia’s death thus corresponds with the likely realities of
her life, wherein she was apparently valued primarily for the pleasures offered by the motions
and sexual potentialities of her body. In death, however, she is “torn apart” (dieomécn), an act
that not only ends her life but also disassembles the active and moving body integral to her
identity as an orchestris. How do we account for this striking and, in a sense, personal violence?
As McClure notes, the story fits within a larger pattern of anecdotes about the fates of prostitutes
who transgress specific religious and spatial boundaries. I concur with this broader reading, but I
want additionally to highlight a feature specific to Theopompus’ narrative about the death of
Pharsalia, who is the only orchéstris among McClure’s collected examples.

Theopompus tells us that Pharsalia “was found to have been killed on account of the
garland of the god” (evp€Bn o1 TOV TOoD Be0d GTEPaAVOV Avnpnuévn) — presumably the one given
to her by Philomelus. Within the narrative, however, her death is more immediately prompted
by a “voice coming out of the bronze laurel” (yevopévng pwviig €k TG daevng Thg YaAkTg) in the
marketplace at Metapontum, which is linked with the subsequent actions of the “mad seers”
(Eppovév yevopévoy Tdv pévieov), who tear her apart.> Within the story, Pharsalia is a silent
dancer adorned with a golden crown of laurel. Her destruction results from the disembodied
vocalizations of a bronzed laurel. Voice is the very quality that Pharsalia lacks, defined as she is
by her body’s appeal in life (0pynotpidt) and by its dismemberment in death (Sieomdodn). This
brief anecdote thus reveals a tension between Pharsalia’s own corporeality and her ultimate
subjugation to an external “voice.”” Her violent fate underscores her vulnerability as a
performing female body.

This tension is central to many descriptions of individual dancing women, orchéstrides
and otherwise, in archaic and Classical Greek literature.* I will argue here that it arises from an
underlying anxiety about female agency and sexuality. As I demonstrated in the preceding
chapter, men who dance solo, without a positive link to chorus or komos, are conceived as
politically and socially destructive. There is a gendered dimension to this conception insofar as
men are imagined to be capable of affecting political and social structures in meaningful ways —

" Goldman forthcoming critiques the assumption that all sympotic female performers were also prostitutes, but for
the same point, see also Dover 1968: 220, Starr 1978: 409, and Davidson 2006: 40.
* Theopompus here seems to reference a Metapontian dedication also discussed by Herodotus (Histories 4.15).
? A basic opposition between a female body and a male voice (particularly one that utters intelligible speech, e.g.,
logos) is particularly evident in many representations and analyses of the Pythia, Apollo’s priestess at Delphi. While
Maurizio demonstrates that the actual female priestess probably had more authority over her words and their
organization than scholars have generally admitted, she acknowledges that male rhetoric about female expression —
while likely an unreliable source for historical women’s lives (on this point see also Cohen 1989) — tends to
emphasize this particular binary and its implicit hierarchy (Maurizio 1995, see also Padel 1983).
* In this chapter, I focus on these themes in poetry and song, with particular attention to performance context. In
Chapter 5, I address the depiction of individual dancing women in historical and philosophical prose.
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their ability to lead a chorus reflects upon their ability to lead a faction, city, or army. Women,
for the most part, do not occupy such positions of leadership, and their relationship to choral and
individualized dance thus negotiates a fundamentally different set of social roles and concerns.

Specifically, while dancing is described in Greek literature as conferring beauty on
participants of both sexes, this trope has a significant social force for women.” Scholars have
stressed, for example, how a preeminent dancer within a maiden chorus is typically being
presented as eligible for marriage. Her outstanding and occasionally individualized dancing
spotlights her sexual appeal and facilitates her transition from unwed girl to wife.® The
orchestris is likewise defined by her sexual availability and appeal. Solo female dancers in
Greek literature are most frequently parthenoi or prostitutes, categories that share in sexual
potential and allure while remaining sharply differentiated in status and means of access. To be
sure, married women also danced in ancient Greece, and they were occasionally singled out as
solo performers.” But I will demonstrate here that literary depictions of individual married or
otherwise sexually experienced female dancers engage with the same basic concerns about the
sexual appeal of dance and its ramifications for the status of an individual woman.

Moreover, the tensions and anxieties clustered around representations of individual
female dancers in archaic and Classical Greek literature correspond with and reinforce broader
social concerns surrounding the subjectivity and authority of women, particularly when they act
as performers. I will begin this chapter, therefore, with a theoretical reflection on language,
agency, and dance, particularly as those issues pertain to the representation of individual female
dancers in early Greek song. I will proceed to a discussion of the archetypal maiden chorégos
and the ways in which this role both constructs and controls the vulnerable sexual body of the
singular female dancer through the framing power of language and song. This discussion will
culminate with readings of Alcman’s partheneia. The following section will turn to the more
elusive orcheéstris, considering both the potential engagement with sympotic female dance in
Anacreon 417 PMG and the more explicit staging of the dancing girl in Aristophanes’
Thesmophoriazusae. The final section will survey the varied representation of singular dancing
women in Greek drama.

I have sorted individual female dancers according to social and sexual categories: the
marriage-eligible maiden (parthenos-chorégos), the possible-prostitute (orchéstris), and the wife.
These categories reflect the very basic conception of dancing women, in Greek thought, as
highly sexualized figures. To dance solo, for a woman, is fundamentally an act of sexual
presentation — the distinction between maiden, prostitute, and wife is determined by the identity
of a woman’s real or potential partner and the terms upon which she engages with him.® When
male poets use verbal description to construct a woman as a particular kind of singular dancer,
they thus exert control over her sexuality and constrain her ability to use movement as a form of

> On the importance of eros in conceptions of choreia, see Kurke 2012 and 2013a.

® See Lonsdale 1993: 170, 204-105, Calame 1997: 98-104, Stehle 1997: 36, and Peponi 2007: 354.

7 On choruses of married women in general, see Calame 1997: 26 [=1977 I: 63], Delavaud-Roux 1994: 31-33, and

Stehle 1997: 107-113. On the literary and epigraphic evidence for both maiden and married leaders of Bacchic

choruses, see Henrichs 1984: 71. On broader level, we might also consider the significant visual evidence for

musical performance by women of high or “respectable” status, as surveyed by Bundrick 2005: 92-102.

¥ I say him, because the possibility of a non-male partner for a female performer is largely absent from the majority

of the sources considered here. In the conclusion, however, I will offer a brief and speculative reading of Sappho 16

in light of the themes and issues raised by the rest of this chapter. On female-female desire in these songs and some

similar ones, see Williamson 1995. Note also that all not representations of such female performers are explicitly

sexual — they are, however, generally sensual, and focused particularly on the beauty and allure of the female body.
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self-expression or definition. I do not, however, mean to suggest that this discursive force was
absolute or complete. To the contrary, a theoretical consideration of the relationship between
description and dance, specifically as it pertains to issues of gender and agency, will suggest the
opposite.

1. Agency and Authority: Understanding Male Descriptions of Female Dance

I have previously argued that literary description exerts a powerful force over dance,
whether that dance occurs simultaneously or subsequently.” The act of describing dance in
words creates what Steve Paxton calls a “language version” of the performance, which works to
“limit” the “perception or experience” of dance (2001: 422). That is, descriptions of dance
spotlight certain elements of a performance, construct hierarchies of beauty, excitement, or
interest, and encourage specific forms of aesthetic response. Language thus mediates between
embodied expression and perception, telling us how to think and feel about our own acts of
performance and spectatorship. While this phenomenon can certainly work to nuance and enrich
a performance, '’ it can also serve to delegitimize or suppress the expressive force of dance in its
own right. The very act of describing movement thereby harnesses dance to the power of
words.

The gendered power dynamic between male poets and female performers adds an
additional layer to this phenomenon. That is, poets use the power of verbal description to exert
control over the potential expressiveness of female bodies. This strategy repeats a well-studied
pattern of representation pertaining to the construction of female sexuality, corporeality, and
agency. For example, in her study of Alcman’s maiden songs, or partheneia, Eva Stehle
observes that “male composition of the words [of the songs] is a form of control over women’s
speech,” as the poet is able to route his own language through the voices of the singing maidens
(1997: 100). She also demonstrates, however, that the language and imagery of the partheneia
further endeavor to prevent the assertion of female control over female bodies, specifically by
“alienating the parthenoi from their bodies through self-depreciation” (1997: 78). In Stehle’s
reading, Alcman’s discursive suppression of women’s control over their own bodies is an
enactment of social control over female sexuality and reproduction. I concur with Stehle, and I
want to further investigate her implicit connection between the constructions of female
expressive and sexual agency.

In the course of her analysis, Stehle asks a question that cogently expresses the
“problem” of female corporeal agency: “how can parthenoi speak of other women [i.e.,
especially in positive and praising terms] without adopting a notion of their own value that might
lead to assertion of control over their own bodies?”” (1997: 78). Her answer to this question, as
mentioned above, is to trace how Alcman scripts the depreciation of the female body and its
desires in performance (1997: 78-93). This reflects Stehle’s particular interest in the ways in
which Greek literary sources construct female desire and sexual attachments. When she speaks
of a woman’s “control over her own body,” she means specifically a woman’s authority and
control (or lack thereof) over her sexuality, her body as an erotic object. Stehle’s observations,
however, are equally illuminating if we consider Alcman’s stake in the female body as an
expressive object: a singing and dancing body whose creative agency is being explicitly
subordinated to the artistic authority of the choral composer.

? Introduction, as well as Chapter 3.3.
1" See Weiss 2014 passim and Peponi 2004 and 2013c¢, both discussed in Chapter 1.4.
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I will return to the specific example of Alcman and his partheneia in the next section of
this chapter. For now, I want to consider the relationship between a Greek choral “poet” —
meaning a songwriter, composer, and choreographer rolled into one — and his performers.'' As
scholars have noted, the work of such an artist is to realize his own creative vision through the
voices and bodies of his performers.'> While the poet sometimes performed himself, he was still
not the only performer. The act of creating art for performance by others demands both the
assertion and the abnegation of authority: assertion, insofar as the poet must make clear to the
singers, dancers, and instrumental musicians precisely how he intends them to execute his vision,
and abnegation, in that he must ultimately step aside and allow others to bring his creative
product into being.

The words of the song are arguably the element of choreia most directly subject to the
poet’s control. Choreuts must learn these words precisely and perform them in the order
intended by the poet. Intonation, inflection, music, and dance are all somewhat more flexible:
the poet/composer/choreographer can certainly instruct his performers to pronounce, play, and
move in very specific ways, but bodies, voices, and even instruments are infinitely variable and
capable of making their own choices — ranging from a barely-noticeable flat note to a dramatic
change in position — in the course of the performance. On one level, then, self-referential
language in choral song, particularly that which has been described as “aesthetic suggestion,
endeavors to reclaim poetic control over sound and motion by using the more fixed and
manageable medium of language to frame and define the more unruly aspects of performance.
Moreover, while these strategies operate in direct and close connection with choreography in the
case of female choral performance staged by male composer-choreographers, a comparable
dynamic is at work in male sympotic song, which aims to direct, frame and define the embodied
action of women performing within the shared temporal and spatial confines of the symposium,
even if, in these instances, song is not directly linked with dance.

The ideological force of such framing and defining has particular relevance for the study
of how male poets represent individual female dancers, whose bodies are a major source of
anxiety. Stehle traces the anxieties surrounding female bodies as sexual entities in Greek song,
and she demonstrates specifically how Alcman uses language to manage and suppress the
potential erotic agency of the choral female performer. I want to suggest that is a parallel and
closely-connected anxiety surrounding the expressive agency of the female solo performer’s
body, and that here, too, the language of song is deployed in an effort to control and contain
female corporeality. In order to demonstrate this and to clarify the concept of “expressive
agency,” let us return briefly to some of the theoretical work presented previously.'*

As I explained in the Introduction, dance studies scholar Noland develops a model of
kinesthetic and gestural agency, observing that “gestures, the learned techniques of the body, are
the means by which cultural conditioning is simultaneously embodied and put to the test”
(Noland 2009: 2, emphasis in original). She suggests that movement, whether organized as
dance or not, offers a crucial site of resistance to the forces of social and cultural conditioning
codified in language. In my analysis, I will use the concepts of artistic and expressive agency in

9913

"1 use the male pronoun here because such artists were predominately male, although they clearly composed for
choruses of both men and women.
"2 The tension implicit in this process is central to Stehle’s analysis, but see also Peponi (2004: 315-316) on the
choreographic vision in Alcman 1 PMG.
"’ See Weiss 2014: 12-13.
' See Introduction.
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rough parallel to the idea of erotic agency, which generally describes a subject’s ability to control
her engagement in sexual activities. That is, subjects are comparably capable of choosing their
movements, gestures, and somatic positions in order to convey particular messages, roles, and
meanings, and dance constitutes a specialized and complicated sphere for the use of the body in
significant and meaningful ways. I draw upon Noland’s framework in proposing that female
dancers are, in theory, subjects endowed with embodied agency. It is possible that they felt their
own bodies in performance in ways that resisted the acculturating force of choreia and that, for
spectators, viewing dancers in motion could both reinforce and test the limits of embodiment as a
social force." I suggest that poets composing songs for performance in relation to dance use the
power of verbal description to exert control over such potentially expressive and kinesthetic
agency.

Archaic and classical Greek literary descriptions of individual female dancers also
intertwine female sexual and expressive agency. In both cases, discursive efforts to control
female bodies reflect, even as they also manage, a basic anxiety about the possibilities of those
bodies. On one level, male poets attempt to control female sexuality by defining and organizing
women, thereby suppressing women'’s abilities to assert individualized and idiosyncratic
identities. On another level, however, these patterns of representation work to frame and
contextualize female motion, informing audiences and performers alike that #his action signifies
courtesan, that gesture befits the maiden. As Noland’s work indicates, we should not assume
that these poetic strategies necessarily succeeded in completely suppressing the embodied
agency of women in ancient Greece. But as I proceed to a set of readings of singular female
dancers in archaic and Classical Greek literature, I will highlight the ways in which these
descriptions endeavor to control female expression and sexuality and reflect upon the effects of
those techniques within specific performance contexts.

2. Managing Maidens: The Individual Dancing Parthenos in Greek Literature

I begin with the most well-represented, and thus well-studied, model of individualized
female dance in Greek literature: the leader of the maiden chorus. Artemis provides a crucial
divine archetype for this role, sharing in her brother Apollo’s associations with mousiké and
choreia while also possessing her own distinct spheres of influence. Most importantly for our
purposes, she is a virgin goddess linked with influence over female rites of transition and
integration.'® She is depicted as a chorus leader several times in surviving Greek literature,
including an extensive description in the Homeric Hymn to Artemis (27)."" This hymn begins by
establishing Artemis’ identity as a parthenos (‘“chaste maiden,” Tap8évov aidoinv, 2), then
locates her in the wild, traveling “over the shadowy mountains and windy peaks” (kat” 6pn
oK10evto Kol dKplag nvepoéocag, 4) as she hunts. In the second part of the hymn, Artemis
travels to Delphi and “puts in order the beautiful chorus of Muses and Graces” (Movc®v kai

" In a separate project, I examine how a variety of early Greek sources deploy the concept of kinesthetic empathy to
construct choral spectatorship as an acculturating force, rather than one with the potential to spark individual
experiences of kinesthetic agency in the mode posited by Sklar and exemplified by Noland.

' On Artemis, see Frontisi-Ducroux 1981, Vernant 1991: 195-219, Parker 2011: 90-91, and Kowalzig 2013c: 197.
7 Cf. Odyssey 6.99-109 and Homeric Hymn to Apollo 194-199. Janko dates the Homeric Hymn to Artemis (27) to
585 BCE or thereafter, noting its similarities to the Pythian portion of the Homeric Hymn to Apollo (1982: 11-112,
200). Regardless of this particular poem’s actual date of composition, however, its presentation of Artemis and her
relationship to dance are clearly traditional.
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Xapitwv kadov yopov dptovéovoa, 15). The speaker then elaborates further upon Artemis’ role
in this scene of divine choreia:

Nyeiton yopievia mepi ypol kdGpov Exovsa,
g€apyovoa yopovg: i & apuppocinv én” igioan
vuvedoy ANte KaAMGOLPOV, (O TEKE TOIO0G
aBavdtov PovAf] Te Kai Epypacty E£oy” dpiotovc.

She leads, with her pleasing jewelry about her skin,

leading the choruses. And they all, uttering their ambrosial voice,

hymn Leto of the lovely ankles, how she bore children,

the best, outstanding among the immortals in both thought and deeds. (Homeric
Hymn to Artemis (27) 17-20)

The language of the hymn stresses Artemis’ position as chorégos (nyetran, 17; €é€dpyovca 18).
The description lingers over the adornment of her body, calling particular attention to its contact
with her skin (nepi ypot, 17). The final description of the content of the goddesses’ song
articulates Artemis’ place within the chorus: choral song recounts her origins (bpvedov Anto
KaAAiceupov, d¢ Téke Toidag, 19) and thereby re-constitutes her within itself,'® but also
preserves her outstanding (£€oyoc, 20) and superlative (dpictovg, 20) position.

In the quasi-mortal realm, the Phaeacian princess Nausicaa provides a comparable model
of maidenly choral leadership.'” Just before Odysseus appears, Homer describes the song,
dance, and play of Nausicaa and her companions upon Scheria:

avTap Emel oitov TapPOev dpmai e Kol oo,
opaipn tai 6’ ép’ Emonlov, amd kprdepva Parodoat,
1101 8¢ Nawoikdo AevK®AEVOS IPYETO HOATTG.
oin & Aptepg elot kot’ odpea ioyarpa,

1 katd Tndyetov mepiunketov 1 Epvpaviov,
TEPTOUEVT KATPOLGL Kol MKENG’ ELdpotot:

] 8¢ 0° dpoa Nopeat, kodpot Atog aiyidyoto,
aypovopot mailovot: yéynbe 8¢ 1€ ppéva Anto:
TacAmv 8’ VIEP 1| Ye Kapn Exel NOE HETOTA,
Ped T’ dpryvartn méletal, kKodai O Te mhool:
AN Y’ AUEUTOLOICL peTENpENE TaPOEVOG AOUNG.

But when she and her maids had taken their pleasure in eating,
they all threw off their veils for a game of ball, and among them
it was Nausikaa of the white arms who led in the dancing;

and as Artemis, who showers arrows, moves on the mountains
either along Taygetos or on high-towering

Eurymanthos, delighting in boars and deer in their running,

'8 Cf. the relationship between Pan and the nymphs’ choreia in the Homeric Hymn to Pan (19), discussed in Chapter
1.2b.
' For further discussion of Nausicaa as a dancer, see Chapter 2.2b. For this characterization of the Phaeacians more
generally, see Vidal-Naquet 1986, Segal 1994: 12-64, and Purves 2010: 335-341.
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and along with her the nymphs, daughters of Zeus of the aegis,

range in the wilds and play, and the heart of Leto is gladdened,

for the head and the brows of Artemis are above all the others,

and she is easily marked among them, though all are lovely,

so this one shone among her handmaidens, a virgin unwedded. (Odyssey 6.99-
109, trans. Lattimore)

Like Artemis, Nausicaa is an outstanding (peténpene, 109) leader of the dancing group (fjpyeto
poAmiic, 101). The poet also stresses her status as a parthenos (mopBévog adunc, 109).
Moreover, Artemis’ own pre-eminent position, with which Nausicaa is explicitly aligned, is
figured somatically as height: “she stands head and brows above all others” (macdwmv & vnep 1
ve kapn Exet 188 pétomna, 107).° Again, the maiden leader is represented as an outstanding, yet
fully integrated, member of the singing and dancing group.

The relationship between Artemis’ wild haunts, mentioned at length in both passages
cited here, and her role as the archetypal parthenos-chorégos is also significant. Patricia
Rosenmeyer, tracing the representation of girls at play in Greek literature, observes a connection
between “Nausicaa's ball game by the seaside and Artemis' hunt in the mountains,” explaining
that “both groups enjoy themselves at leisure in a place removed from house and community,
and without male presence” (2004: 169). Rosenmeyer stresses, however, the complex and
polyvalent nature of female play in such liminal, outdoor spaces. While Artemis herself
represents perpetual virginity, to dance and play in the chorus of Artemis is often figured as
preparatory for sexual maturity and marriage.”'

The latter association is made explicit by Aphrodite’s (fictitious) claim, in the Homeric
Hymn to Aphrodite, that Hermes “took™ (avnprate, 117; fipnae, 121) her from the “chorus of
Artemis” (ék yopod Aptépdog, 118), a performance in which “we many brides and maidens,
worth many cows in marriage, dance, and a boundless crowd encircles [them]” (moAlai d€
vopeot kol apBévotl aapesifotat / mailopev, apei 6 dpuiog dneipttog éotepdvmto, 119-120).
The notion that outstanding maidens are liable to be snatched from the chorus by their male
admirers is found elsewhere in Greek literature,** and basically reinforces the conception of the
maiden chorus as a prelude to sexual maturity and marriage, a theme that is emphasized here
through the application of the adjective alphesiboiai (“worth many cows [i.e., as a bride-price],”
119) to the parthenoi. The passage from the Homeric Hymn to Aphrodite is also notable because
it makes explicit the connection between girls’ play, marked by the verb paizo, and the
performance of dance specifically. We might also consider the Homeric Hymn to Demeter,
wherein Persephone “frolics with the daughters of Oceanus and gathers flowers... in a soft
meadow” (mailovoav Kovpnot cbv ‘Qkeavod PabukdArols / dvBed T aivopévny ... / Aeludv’ au
noiakov, 5-7). This image again links female play in outdoor spaces with the onset of sexual
maturity and the threat of rape and/or marriage. Given the lack of reference to music or

2 Cf. Homeric Hymn to Apollo 197-198.
*! Rosenmeyer 2004: 169-177. I return to Rosenmeyer’s reading of Anacreon 417 PMG below. On outdoor spaces
and female sexual awakening, see also, e.g., Henderson 1976: 159-179, Stehle 1997: 94, and Calame 1999: 156.
2 See, e.g., Lawler 1964: 42-43, Boedeker 1974: 48-49, Calame 1977, Lonsdale 1993: 175, Stehle 1997: 73-93,
Peponi 2004 and 2007, Kurke 2012: 178-179
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specifically coordinated movement in this passage, “playing” (raiovcav, 5) here cannot,
perhaps, be conclusively understood as dance, but it hardly excludes the possibility.*

These passages are certainly not an exhaustive survey of the representation of the maiden
chorégos. But they do map out a persistent set of corporeal and kinetic images. Maiden dancers
in general move playfully through outdoor spaces, like seashores and meadows. The leading
parthenos stands out from the group, yet she is also intimately linked with choreia, functioning
as a leader and guide to others. She is poised between the community of the chorus and the
singularity that accompanies her ultimate departure from the group for marriage, a position that
is precarious, even dangerous. She is outstanding, not only in social position or technique but
also in beauty and body — especially attractive or tall.

The corporeal and motor patterns associated with maiden dancers in literature are evident
in Greek art as well. We need not understand these images as depictions of historical
choreography in order to suggest that they contribute to a kind of somatic imaginary, wherein
certain types of dance and performance are associated with specific bodily positions and
gestures.”* Images of female choruses tend to showcase the upright alignment of the choreuts’
bodies and their common, if not completely identical, positions (figs. 8-11).>> The bodies of the
dancers tend to be mostly covered by loose garments. While their active engagement in the
dance might entice the viewer’s imagination towards a fuller consideration of their bodies, only
the face, hands, and feet are left uncovered. These are also the body parts most often highlighted
in literary descriptions praising the beauty of maiden dancers.*® The particular attention to the

* There may be another gesture towards dance in Hades’ intentional “choreography” of Persephone’s movement —
his placement of the enticing flower, in concert with Gaia, causes her to move and reach in a specific direction
(Homeric Hymn to Demeter 8-16).
** For another relevant analysis of the Athenian visual imaginary with respect to female dancers, see Neils 2007 on
the visual evidence for girls’ ritual performance (including but not limited to dance) in classical Athens. She
specifically discusses a 5t century red figure phiale (Boston, Museum of Fine Arts 1897.371, c. 440 BCE), which
depicts, she argues, four stages in the development of a young hetaira: first, the girl appears dancing, seemingly
before a female dancing-instructor; she later progresses to playing the aulos, making an offering, and seducing a
male customer (2007: 70-74). Neils compares this with the presumably standard sequence of trainings and
performances accomplished by aristocratic girls (referenced in Aristophanes, Lysistrata 641-647; Neils 2007: 57-66
discusses the visual evidence for such practices), as well as male coming-of-age rites (Neils 2007: 73). I would
additionally note that the aristocratic practices discussed by Neils — even if they are not fully-fledged choral dance —
are conceived as communal practices (processions, group festivities), whereas the courtesan-in-training performs all
of her activities solo.
** The images I have provided are generally understood as depicting choruses of young women in festive contexts
(see, e.g., Fig. 8: Lawler 1964: 102 and Furley and Bremer 2001: 22; Fig. 9: Marconi 2013: 432; Fig 10: Marconi
2010: 107, 128-133), although I would not push this so far as to suggest that they are all performing partheneia
specifically (on the elusiveness of this genre as an historical phenomenon, see Swift 2010: 173-188). My point here
is that we can productively compare these images with the literary testimony, and that we might also contrast the
stately and organized depiction of young women'’s choreia with both Dionysiac/ecstatic women’s dance (as noted by
Marconi 2010: 130, who describes the dancers on the surviving friezes from the Hall of Choral Dancers on
Samothrace, e.g., in Fig. 10, as “solemn and regular”) and the characteristic movements of prostitutes in Greek vase
painting. In addition, while I focus here on late archaic and classical vases roughly contemporary with my literary
sources, cf. also Langdon 2008: 158-210 on female choruses and the abduction of individual maidens from the
dance in Geometric art.
%% I noted the emphasis on the head and the face in the archetypal descriptions of maiden dancers (Artemis and
Nausicaa) discussed above. The importance of the feet in descriptions of choreuts in general has been discussed
more fully in Chapter 2.1a, but for positive attention to the feet of maiden dancers, cf., e.g., Alcman 2.70 PMG and
Pindar Paean 6.17-18. Levine 2005 explores the erotic appeal of the feet throughout Greek art and literature, but
fails to make the important connection between that the allure of the specific body part and its use in dance, which is
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face and feet of parthenoi in performance, whether described in literature or depicted in art,
constructs the maiden’s body as a vertical line, which corresponds with the types of the
movement generally ascribed to such performers.

But while there is a certain decorum and sense of corporeal control undergirding many
artistic and literary representations of girls’ choruses, the position of singular female choreut
remains vulnerable and precarious. The sexual allure of female dancers in general, coupled with
the sense of sexual awakening or “ripeness” associated with the position of outstanding dancer,
renders such figures inherently unstable — no longer children at play in the wild, not yet wives
“safely” ensconced within households. In the remainder of this section, I will consider how
archaic and classical poets represent female dancers in relation to the archetypal parthenos-
chorégos, beginning with Alcman’s partheneia and proceeding through a pair of examples from
Athenian tragedy.

a. The Female Soloists of Alcman’s Partheneia

Alcman’s two partially-surviving partheneia are the most extensive representatives of
their genre, and they also spotlights the dance performances of individual girls in crucial ways.*’
In this sub-section, I will first identify, in the depiction of Hagesichora in the first partheneion, a
deliberate ambiguity concerning the status and fate of the outstanding maiden dancer. I will
argue that behind this song lurks a basic anxiety surrounding the identity of the parthenos-
chorégos, whose virginal status is inherently precarious and liable to corruption. I will then
suggest that the second partheneion more cautiously manages and controls the status of
Astymeloisa, depicting her dance as a mechanism that prevents her from veering off the
prescribed path from maidenhood to marriage. I will argue that both strategies ultimately
reinforce the authority of the male chorodidaskalos over the embodied experience and perception
of his dancers, and restrict female kinetic and corporeal expression to a prescribed set of roles.

While I begin with Alcman’s first partheneion (Alcman fr. 1 PMG), I stress that [ will not
be offering an entirely new interpretation of this complex and enigmatic text. My overarching
understanding of it is indebted primarily to Stehle (1997: 30-39, 74-88) and Peponi (2004).
Instead, I pick up on a few elements of Alcman’s distinctive imagery and descriptive strategies,
arguing that we can identify in the song’s representation of its two outstanding dancers a now-
familiar ambiguity regarding the role and ultimate fate of the individual dancing girl.

Following a lengthy and unfortunately fragmentary mythic section, the language of the
partheneion turns to a self-referential description of choral actors and action. The speaking
voice proceeds:

[...] éyov &’ deldow
Ayd®HS 10 pDG Opd

F’> &t 8Mov, dvrep apy
Ayd® poptopeTon

itself typically conceived as an inherently appealing activity. On hands, or at least hand-holding, in maidenly
choreia, see Peponi 2007: 361.
*7 pPindar and Bacchylides also composed partheneia, and portions of one of Pindar’s maiden songs survives (fr.
94b). The extant lines of that song, however, do not feature the same attention to a singular dancer as Alcman’s
songs, so I will not offer an extensive reading of them here. On fr. 94b, see especially Stehle 1997: 93-100 and
Kurke 2007.
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eaivnv: [...]

[...] And I sing

the radiance of Agido. I see her
like the sun, which

Agido summons to bear witness
for us. [...] (39-43)

This formulation foregrounds the authority of verbal song over the expression and perception of
the body. As Peponi observes, the chorus’ claim “dematerializes” Agido, transforming her into
pure light (2004: 299). The disembodiment of Agido has a complex and powerful aesthetic
effect (Peponi 2004: 299-303), but I suggest that it also displays the power of language to
manipulate and transform the bodies of performers. For while Agido herself remains corporeally
present, the audience is encouraged to see her body through the filter of imagination, diffusing
her into radiance and light.

While I will not repeat Peponi’s close analysis of the song’s language and imagery here, |
note that she traces a comparable process of transformation and comparison in the chorus’
subsequent description of Hagesichora, observing that “Hagesichora is, in fact, a construction, a
spectrum of constant visual metamorphoses” (2004: 302). In Peponi’s reading, these images and
similes engage with the audiences’ powers of imagination, stimulating a process of comparison
and “imaginative visualization” (2004: 301). But as I have suggested before, while such
aesthetic suggestion certainly enriches an audience’s experience of the dance, it also exercises a
controlling force: steering the viewer’s imagination in certain directions, prompting specific
comparisons, and preventing both viewers and performers from understanding the motion of the
body (that is, dance) as a sign or source of meaning independent of language.

In essence, Alcman’s descriptive strategies interfere with the cognitive action described
by Sklar, wherein the individual ballerina might envision her own motion at the barre and
consequently reflect upon the social conditioning and cultural norms being inscribed upon her
body.”® When Alcman gives his chorus words for describing and constructing both their own
performance and the actions of their leaders, he anticipates the process of “visual imagination”
proposed by Sklar and turns it to his own ends, preventing the “hold of habitus” from being
broken by reinforcing it through language (Sklar 2008: 91).° By choreographing motion and
scripting words, the chorodidaskalos exerts a powerful form of authority over the expression and
experience of his choreuts. This does not mean that an individual Spartan choreut cannot have
experienced the kind of kinesthetic resistance described by Sklar and further theorized by
Noland, but rather that in order to do so, she would have had to distance herself not only from
the motions being performed by her body, but also from the words about those motions coming
out of her mouth.

28 “Performing a plié in the studio, perhaps dancers, too, have lucid moments of seeing themselves, as if from a
distance, lined up among the others, holding onto a wooden pole in order to ‘gracefully’ drop and rise over and over
again, all agreeing to the perceptual, ideological, and aesthetic conventions of a sociocultural system that values
‘ballet’” (Sklar 2008: 91, cited and discussed at greater length in the Introduction). I do not mean to suggest that
such discursive strategies must have been entirely successful — as I have posited before and will discuss again below,
Noland’s understanding of embodied and kinesthetic agency allows us to imagine how female performers may have
resisted the discursive control and cultural conditioning of language.
* E.g., by composing words that reinforce the specific social position of parthenoi, a position which would have
also been displayed by their ritual performance of dance (e.g., Calame 1997 [1977], Stehle 1997: 30-39, 74-88).
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Returning to the progression of the song itself, the collective voice of the chorus now
turns away from Agido, remarking:

[...] ue &’ obT’ émauviv

oVTe poOUNchaL viv & KAEVVA YOPayOg
000’ Au®G ML, dOoKET Yap fuev adta
gxmpenng [...]

[...] But the illustrious chorégos
does not permit me to either praise
or blame her, for she herself appears
outstanding [...] (43-46)°

Stehle reads this passage as an example of the chorus’ self-effacing rhetoric, noting that the
“chorus-leader’s beauty silences [the chorus]” and that “the parthenoi direct the audience away
from listening to them” (1997: 37).>' I add to this the observation that the chorus’ claim also
implicitly disempowers Hagesichora, whose beauty and authority has not actually prevented the
chorus from “singing the radiance of Agido” (&’ deidw Ayddg t0 edG, 39-40) — a description
clearly meant as praise.”® In Stehle’s words, “the parthenoi present themselves as trained to be
compliant, to have no sense of authorization and power” (1997: 86). To flip the formulation, the
poet (as “trainer,” or chorodidaskalos) presents himself as the real authority behind the
performance, the creative visionary with whom the parthenoi-performers comply.

I highlight these particular lines to signal my agreement with Peponi’s and Stehle’s
approaches to them, and thus to the song as a whole. I also use these lines to demonstrate where
I am pushing Peponi’s and Stehle’s conclusions even further: first, by stressing Alcman’s use of
language to frame and define bodies in motion, and second, by observing how that assertion of
verbal authority over corporeal expression mirrors the assertion of male creative authority over
actual female performance. The song thus sets up two parallel hierarchies: voice over body and
male composition over female enactment. This constitutes a suppression of female expressive
agency. Stehle, however, has already fully considered the ramifications of this suppression and
deauthorization for the chorus as a whole (1997: 30-39, 74-88). My goal here is to illuminate
how the poet’s language and imagery constructs the individual dancer — specifically,
Hagesichora.

The song’s major description of Hagesichora as a singular figure follows immediately
upon the lines I have discussed above. After dispensing with Agido, the chorus explains:

[...] dokel yap fjuev adta

EKTPEMNG TOG DTEP OiTIg

3% Scholars debate the referents of the epithet and pronoun in this passage. For a summary of interpretations up to
1977, see Calame 1977 II: 176. Puelma (1977: 23) interprets Agido as the chorus leader (& kievva yopayog, 44),
but most scholars since, myself included, follow Calame in understanding Hagesichora as the choregos (& khevva
xopayog, 44), with the pronoun “her” (v, 44) referring to Agido (e.g., Stehle 1997: 37, Peponi 2004: 299-300,
Tsantsanoglou 2012: 42-45). As Peponi notes, the issue would probably have been clarified in performance through
choreography and gesture (2004: 299 n. 5, with Clark 1996: 157).
*! For Stehle’s larger argument about the self-effacement and deauthorization of the performers in the partheneia,
see Stehle 1997: 74-88, discussed above as well.
3 Tsantsanoglou notes as much (2012: 43) and further observes that “the poetic employment of the prohibition [...],
after all, has been devised by Alcman” (2012: 45).
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&v Potoig otdoelev inmov

TayOv debAoPOpoV Kavayamoda
TV VOTETPOIV OVEIpOV

7 oy 0pfiic; 6 pév kéng
‘Evetikog: & 6¢ yaito

TOG EUOC AVEWLAG

Aynoryopog EmavOel

XPLoog [d]¢ akmpatog:

16 T dpyvplov Tpdc®MIOV,
dpadav i Tol AEyw;

Aynoyopa pev avta:

a o0& devtépa med’” Aydm 10 Feldog
inmoc Ipnvan Kola&aiog dpapntat.

[...] For that one [Hagesikhora] appears radiantly to be
outstanding, as when someone

sets among grazing herds a horse,

well-built, a prize-winner, with thundering hooves,
something from out of those winged dreams.

Don’t you see? One is a racehorse

from Paphlagonia. But the mane

of the other one, my kinswoman

Hagesikhora, blossoms on her head

like imperishable gold.

And the silver look of her face —

what can [ tell you openly?

She is Hagesikhora.

But whoever is second to Agido in beauty,

let her be a Scythian horse running against a Lydian one (45-59, trans. Nagy,
modified)

Peponi argues that the phrase “as if someone set up a horse among the grazing beasts” (dmep
aitig v fotoic otdoelev inmov, 47) constitutes an oblique reference of the chorodidaskalos’
creative vision and the process of choral production: the subject of staseien is Alcman, who “sets
up” the dancer like a horse among the herds (Peponi 2004: 313-316). I find this analysis
completely convincing. In addition, I think there is more to be gleaned from the poet’s claim to
“set up,” or choreograph, this particular horse “among the grazing beasts” (év fotoig, 47). In this
way, Hagesichora is depicted as an outstanding figure among a group of undifferentiated others,
like a chorégos among her choreuts.” This element of the image is hardly surprising, given the
context. But grazing animals are also located outside — specifically, on the margins of
settlements and societies.”® By likening Hagesichora to a horse among the herds, the poet places
her in the traditional outdoor haunt of playful, dancing virgins.

33 See Calame 1977 11: 68, Lonsdale 1993: 200-201, Hutchinson 2001: 87, and G. Ferrari 2008: 75.

** 1 do not, therefore, follow Tsantagalou in understanding the primary force of bota (év otoic, 47) to be derogatory
(“the disdainful term bota,” 2012: 47). Rather, I stress how the image works to position Hagesichora and the chorus
within a meaningful landscape.
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Such spaces, however, have certain sinister overtones. While it is unlikely that a 7
century Spartan poet-choreographer would have known the Homeric poems and the Homeric
Hymns in exactly the form we read them today, those texts do suggest that the “maiden in the
meadow” (or at the seaside) was a kind of type-scene, an image active in the Greek cultural
imagination from a fairly early period.”> Nausicaa (Odyssey 6.99-109) and Persephone (Homeric
Hymn to Demeter 1-20) represent the precarious position of the girl at play in the wild, whose
preeminent position among her companions reflects her social status and readiness for marriage,
yet also singles her out as a likely candidate for rape. When Alcman sets Hagesichora up in a
field, “among the grazing beasts,” the listener may well wonder what fate awaits this particular
dancing girl.

The series of adjectives attached to the horse further thematize ambiguity and
polyvalence. As I have suggested, the initial phrase “a horse among the grazing beasts” (év
Botoic ... inmov, 47) evokes the image of the frolicking horse as a dancing maiden, an
outstanding and beautiful figure in a natural landscape. The next pair of adjectives, however,
shift the image significantly. Hagesichora is not a frolicking filly, but a sturdy racehorse (wayov
aeOho@dpov, 48) — an animal with real utility.”® Finally, the horse is described as possessed of
“thundering hoofs” (kavaydmoda, 48), an adjective that returns us to the realm of musical
performance while simultaneously evoking the clashing and clanging of war.”’ Is Hagesichora
like a maiden filly, a prize-winning racehorse, or a warhorse? On one level, she is all of these
things at once, as the primary significance of these adjectives is their evocation of rapid and light
movement (Peponi 2004: 314). On another level, she is whatever the composer-choreographer
wants, as he sets and frames her movement in accordance with his own creative vision. The
multiplicity of the horse to which Hagesichora is compared reflects the basic uncertainty of the
maiden’s status — on the boundaries of womanhood, she might yet become prostitute, priestess,
or wife.”®

Finally, I want to reflect further on Alcman’s characterization of Hagesichora as being
like a horse of “winged dreams” (otdoeiev inmov...1®V VroneTpdiny dveipwv, 47-49). Peponi
proposes, and I agree, that the image of the “horse of dreams” references Alcman’s own creative
authority — as the chorodidaskalos of the partheneion, he is also its original spectator, the one
who “dreamt it up and visualized it” (2004: 316). But why do these dreams have wings?*’ On
one level, the motions of flying and fluttering correspond with the general characterization of the

** For a recent survey of this trope, see Reitzammer 2016: 85-88. See also section 3a below for further discussion of
the “maiden in the meadow,” with relevant bibliography.
*® On the meaning of these adjectives, see also Peponi 2004: 314.
*7 For kanaché as musical sound, see Pindar, Pythian 10.39 and Sophocles, Antigone 130. For its association with
the clamor of war, see Iliad 16.105 and [Hesiod] Shield of Heracles 164.
% These three categories are an allusion to Gilhuly, who argues that the prostitute, the priestess/ritual agent, and the
wife constituted a complex feminine matrix within Classical Athenian thought on gender and sexuality (2009, esp.
1-28). While Gilhuly’s own analysis involves a set of a case studies in Classical Athenian sources, she remarks that
“although I have focused on only a small collection of texts in this book, I hope that readers will recognize the
interplay of the categories of prostitute, wife, and ritual agent elsewhere as well” (2009: 180). I do not mean to
suggest, here, that these three categories would have existed in the minds of Alcman and his audience in precisely
the same forms as Gilhuly finds them in later Athenian texts. But I do believe that they effectively map out the roles
available to women in ancient Greek society more generally, and that they are thus a useful shorthand for
referencing the possibilities that yet remain for the unmarried maiden.
%% T understand vroneTp1dimv as meaning “winged,” a metathesis for Vmontepdimv (Page 1951: 87, supported by
Calame 1977 II: 67). The alternative interpretation is “rock-sheltered” (West 1965: 195), although Hutchinson
rejects both possibilities and concludes that the line is corrupt (2001: 88).
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horse, and implicitly Hagesichora, as active and quick (Peponi 2004: 314). On another level,
fluttering dreams are also fleeting dreams — other passages in Greek poetry emphasize the swift,
winged, or insubstantial quality of dream-visions.** The mobility of dreams is perhaps also
loosely linked with their potential for deception, for dreams, like dance, are highly unstable
bearers of meaning, open to interpretation and transformation.*' By likening Hagesichora to a
horse set up, choreographically, amid grazing beasts, Alcman establishes her firmly in her role as
parthenos-chorégos. The subsequent progression of the chorus’ description, however, goes on to
subtly and slightly destabilize its leader’s position, suggesting that she might instead be or
become a more vulnerable, sexualized, or deceptive dancer.

Alcman’s song thus plays upon the instability and precariousness of his leading dancer’s
position as a preeminent performer. Within the song, she is a girl, then a horse. She is gold and
silver. She becomes whatever the poet wants, as he encourages his audience to imagine and
envision her as this or that. In reality, she is a parthenos, a position likewise emptied of agency
and subjectivity. The chorodidaskalos “sets her up” (ctdoceiev, 47) as the chorégos of his
production, a real-world ritual action that is echoed, within the song, by the representation —
literally, “setting up” (otdoeiev, 47) — of the girl as a horse among herds. The metaphorical
choreography of the horse matches the literal choreography of the girl, reinforcing the
chorodidaskalos’ authority over her body and its significance. The enigmatic phrase “a horse ...
of winged dreams” (inmov ... t@v vVmomeTpOimV Ovelpwv, 47-49) reinforces the fleeting nature of
her position — her time as lead dancer, like her virginal status, is finite. Her successful transition
to marriage notionally relies upon her successful performance of ritual choral leadership, which
is facilitated by the words and gestures set for her by the poet-choreographer. At the end of this
extended metaphor, Hagesichora waits to move beyond the meadow — the dangerous site of
maidenly transition — into her ultimate position as a wife.

Alcman’s second partheneion, while even more fragmentary than the first, engages in an
arguably more explicit consideration of the transitional position of the maiden chorégos. As
Peponi has demonstrated, the remains of the song suggest a remarkable synthesis of
choreography, descriptive imagery, and social reality (2007). The spatial and choreographic
references within the partheneion imply that Astymeloisa performs a solo dance, apart from the
rest of the chorus.*> The singing choral voice expresses a consequent longing for its leader and
desire for reciprocation, specifically wishing: “if only she [Astymeloisa] came closer and took
my tender hand” (&c]ooy [io]ic’ dmaidc ynpog Adpot, 80, see Peponi 2007: 357-362). Peponi
identifies the choreographic and marital connotations of this gesture (2007: 359-362). The
language and choreography of the partheneion thus appear to dramatize the social position of its
chorégos — suspended between the chorus (maidenhood) and the city (marriage).*

* Cf. Iliad 2.17, Odyssey 11.207 and 11.222, and Euripides, Iphigenia in Tauris 571 and Phoenissae 1545.
1 See especially Odyssey 19.560-569, but also [Aeschylus], Prometheus Bound 448-450 and Aesop, Fable 385
Perry.
*2 This partheneion may, like the first, have featured a second leading dancer as well, as suggested by Page 1959:
18. Peponi 2007: 356 n. 57 wonders if the mentions of a pais at lines 82 and 84, which Page takes as referencing a
second dancer, might not also refer to Astymeloisa, although her analysis entertains and accommodates either
possibility (one or two soloists). Given the state of the poem, I think Peponi is right to leave the question open.
* I here place somewhat more stress on social context than Peponi (although she begins by identifying the likely
ritual context of the song, 2007: 354, and attends throughout to the evocation of the city/asty/stratos/démos), and 1
omit summary of her important arguments on the emotional and aesthetic significance of the song’s imagery (see,
e.g., her concluding observation: “before her bridal engagement, Astymeloisa, the meléma of the Spartan démos,
half real and half imaginary, may embody for awhile the city’s aesthetic engagement,” 2007: 362).
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Stehle offers a largely complementary reading of the second partheneion as a example of
community poetry (1997: 88-93) But she specifically remarks that “it is...true that Astymeloisa
(or the young woman who played her role) has presence and actions independent of the chorus’s
description of her. However, while the chorus is singing, at least, its words intervene between
the audience and Astymeloisa, guiding what the audience sees — a ravishingly beautiful
Astymeloisa, an interplay of looks — and so defining Astymeloisa” (Stehle 1997: 93). Stehle’s
reading anticipates the point I have been developing here, which is that the language of song
works to structure and define the expression and perception of dance and its performers. I am,
therefore, in basic agreement with her interpretation of how the language of Alcman’s partheneia
functions as a way of asserting male authority over female bodies. Yet I also believe that
Peponi’s reading productively complicates the implied spatiality of Stehle’s conceptualization.
For while the chorus and its song intervenes between the singular dancer and the audience’s
perception of her, the choreographic language and imagery of that song encourage the audience
to imagine the relationship between soloist, chorus, and audience quite differently.

Acknowledging the speculative nature of the reading given the state of the poem, Peponi
wonders whether “the explicit reference to the holding of the hand [at line 80 of Alcman’s
second partheneion], signaling the desired return of the choréegos to the female choral ensemble,
functions as an implicit female counter-act to the anticipation of the same gesture by a male,
marking in a different ritual context the final stage of the young woman’s transition from the
female chorus to the male oikos” (2007: 361-362). Astymeloisa’s imagined hand thus extends in
two potential directions — back towards her fellow choreuts, and out towards her future husband,
who is potentially contained within the civic audience. The song thus encourages us, and its
original audience, to envision the soloist as poised between the chorus and the city of spectators,
even as the choral song is, in fact, interfering with the direct engagement between Astymeloisa
and the audience (Stehle 1997: 93).

Moreover, while the song dramatizes the “rupture” between Astymeloisa and the chorus
(Peponi 2007: 355), it also offers a potent image of her connection to it — that of the dancing
maidens joined hand-in-hand.** The same gesture also previews her future connection to her
husband.* Although Astymeloisa’s position as parthenos-chorégos suspends her precariously
between maidenhood and marriage, the imagined hand-holding gesture sutures her to both the
maiden chorus and her future oikos. Her transition is thereby managed and facilitated, as she is
figuratively “handed off” from one role to the next. Whereas the imagery of Alcman’s first
partheneion flirts with the possibility that Hagesichora’s dancing might make her into something
other than a wife, the choreographic language of the second partheneion carefully steers
Astymeloisa along the straight-and-narrow path from parthenos to wife.*

Alcman’s language and imagery again works to frame and affect embodied experience
and the perception thereof. We cannot know how Spartan maidens experienced the clasp of a
hand in the dance — perhaps that visceral experience of corporeal intimacy offered an opportunity

* See Peponi 2007: 359-361 for the connotations of this gesture as a marker of choral collectivity and reciprocity.
* For hand-holding as a nuptial gesture, see Lonsdale 1993: 213-217, Oakley and Sinos 1993: 32, 45, and 137 n. 71
with further bibliography, and Peponi 2007: 361, as well as the Homeric Hymn to Aphrodite 117-121.
* In addition, given that we lack significant portions of these partheneia, I do not mean to preclude the possibility
that both songs engaged in both strategies — e.g., that Alcman elsewhere might have significantly destabilized
Astymeloisa’s position and implied that she could become a “object of concern to the city [as a whole]” in a very
different sense.
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for a kinesthetic experience of female bonds both beyond men and beyond words.*” Alcman’s
descriptive language, however, strategically short-circuits such potential kinesthetic agency by
scripting the maidens’ own reflective process. This does not mean that choreia, as the synthesis
of song and dance, ever completely occluded individual experience and agency, but rather that its
multimedia nature renders it especially effective at taking over and controlling multiple
expressive dimensions of its participants’ bodies. Likewise, audience members remained free to
direct their gazes and interpret their experiences as they wished, but the existence of descriptive
and referential song overlaying the performance of dance strongly encouraged certain modes of
viewing and comprehending.*® Whether the poet plays upon the vulnerable and unstable position
of the outstanding female dancer or carefully choreographs her position to facilitate her
movement from one role to the next, he employs the power of song to frame and define bodies in
motion.

b. Maiden Dancers on the Athenian Stage

Athenian drama features multiple references to, and likely a few actual performances of,
individual female dance.*” Of course, women themselves did not appear on stage in these roles,
but were rather represented by male actors.”® These descriptions are nevertheless valuable for
their consistent construction of the individual female dancer, whether chorégos or true soloist. In
drama, the parthenos remains the normative model for the individual female performer, and I
will here consider two examples of tragic female characters described with reference to the
singular parthenos-dancer. I will return to additional dramatic passages in the sections to
follow.

That Euripides’ Helen figures Helen herself as a chorégos is not a new scholarly
observation, but recent work has offered new insight into the significance of this

*"Noland captures the ways in which a gesture can be simultaneously an expression of cultural conditioning and a
source of personal agency when she remarks: “the body we observe in the act of writing may indeed be
communicating a message or completing a task, but it is simultaneously measuring space, monitoring pressure and
friction, accommodating shifts of weight. These kinesthetic experiences that exceed communicative or instrumental
projects affect the gestures that are made and the meanings they convey” (2009: 2). Likewise, the clasp of the
maidens’ hand in the dance may be codified choreography, an action serving to both support the coordination of the
dance and express the coherence of the group. But the individual dancer would have additionally been able to wrap
her fingers a bit tighter or direct her attention to the warm contact of skin with skin — thereby bringing individual
intimacy or meaning to the experience of performing with the group.
* Peponi 2013c¢ identifies what she terms a “meta-mimetic” mode of description in Alcman (fr. 2.64-70 PMG) and
Pindar (fr. 107a), wherein the song offers multiple alternatives for the interpretation of the dance and thereby
challenges the singularity of the viewers’ perception, urging them towards a more complex act of contemplation (p.
18-19 in preliminary version). I cite this analysis to demonstrate that the use of language to frame movement is not
a simplistic or reductive strategy on the poet’s part, and that the multimedia quality of choreia must surely have
provided viewers with a rich experience of spectatorship open to multiple interpretations. But I also point out that
even such a meta-mimetic mode offers the listener a set of discrete possibilities, unavoidably suppressing the infinite
number of other possibilities that are not explicitly verbalized.
* Delavaud-Roux lists possible instances of female solo dance in the three major Athenian playwrights (2004: 159,
163, 168-169).
*% Some scholars suggest that mute female characters in Old Comedy were played by female prostitutes, a
suggestion that others have vigorously rejected (for discussion and further bibliography, see Zweig 1992). If
prostitutes did perform in this way, then their silence is surely significant — actual women would then have appeared
on stage only as moving bodies, never as expressive voices, a state of affairs that neatly maps the split between
embodied and vocal expression that I have been tracing throughout this project onto gender (as well as class)
categories.
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characterization.”' Given the abundance and quality of this work, I will not here conduct
additional close readings of the relevant passages. Rather, I want to call attention to a few
specific features of Helen’s representation, and consider their relevance for our understanding of
singular maiden dancers in the ancient Greek cultural imagination more generally.

To be sure, while Helen clearly sings solo, it is difficult to determine the extent to which
her engagement with the chorus would have also included dance. But assuming that her
performance involved at least some meaningful movement and gesture, it is perhaps permissible
to consider her as an individual female dancer, if only in a broad and largely conceptual sense.
Laura Swift and Naomi Weiss note the parthenaic quality of Helen’s imagined choral leadership
in the play’s parodos.”® Helen, then, begins the play as a parthenos-chorégos, the outstanding
leader of maiden choreia. Yet Helen is, of course, already a married woman. Her status as this
particular type of singular female leader is thus problematic from the very beginning. As the
play progresses, Helen is figured in relation to diverse modes of choral song and dance, further
complicating her actual status.>

The play’s initial presentation of Helen as parthenos-chorégos affirms the importance of
this model for individualized female performance. It is appropriate to the plot insofar as Helen’s
choral action helps to figure her reunion with Menelaus and return to Sparta as a reenactment of
her original marriage. But the very need for reenactment underscores Helen’s fundamentally
double nature, which is central to Euripides’ representation of her in this play. She is thus an
ideal model for the instability of outstanding female performance. At first glance, she looks like
a parthenos-chorégos, the positive and appropriate image of solo female dancing. Upon further
examination and exposition, she is so much more — a married woman, a mourning mother, a
leader of choral ritual in a more generalized and mythic sense.”* Helen exceeds the role of
parthenaic choral leader.

At the same time, Helen’s performance identity remains emphatically choral. Euripides’
play thus contains a famously unruly and mobile woman within a specific narrative and
performative framework. By highlighting Helen’s choral connections at every turn, Euripides
sutures her to specific groups and communities, preventing her from engaging in truly disruptive
or dangerous movement. Helene Foley has described the conclusion of Euripides’ Helen as
accomplishing a “recommodification” of Helen-as-wife (Foley 2002: 331), remarking that:

Helen [...] becomes both bride and prize abducted from Egypt by her once more
heroic husband. [She] voluntarily becomes the full and genuinely virtuous
possession of her spouse; indeed, [she] would have preferred from the start the
domestic obscurity and the traditional wifely role that [she] finally [obtains].
(Foley 2002: 330).”

3! Padel 1974: 237-240 considers the significance of the connections between Helen and choral dance in the play’s
fourth stasimon (1451-1511). More recently, see Swift 2010: 218-238, Murnaghan 2013, and Weiss 2014: 88-133.
Rehm 1993: 121-127 does not discuss Helen specifically in her role as a musical performer, but his analysis of her
thoroughgoing likeness to Persephone in this play establishes the important parthenos model from a different angle.
>2 Swift 2010: 218-238 and Weiss 2014: 91-102.
> Weiss 2014: 102-133.
>* For readings that highlight these varied roles, see the bibliography in n. 51 above.
> Foley here compares Helen and Alcestis, I have modified the quote simply to highlight her reading of Helen (as I
am not addressing Euripides’ Alcestis).
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The persistent representation of Helen on stage as chorégos, rather than disconnected soloist,
contributes to the process identified by Foley. Euripides presents his audience with a tame
Helen, whose doubleness and movement are evoked but ultimately contained, in part, by her
participation in specific modes of choreia. Helen, in this play and elsewhere, is thus an
important model for the instability and latent mobility of the maiden performer, as well as an
example of the ways in which such a figure can be limited and “commodified” by the social
implications of her role as chorus leader.

The verbal description and probable staging of lo in [Aeschylus’] Prometheus Bound
(561-608) offers a different twist on the parthenos-chorégos model.”® Several scholars have
suggested that [o’s monody (Prometheus Bound 561-587, 593-608) may have been accompanied
by solo dance.”” While we can never know with absolute certainty how the play was originally
staged, the language and meter of the passage imply frenzied motion and gesture, if not fully
choreographed dancing. Io here is in dialogue with Prometheus, and she seems to enter
immediately after the play’s third choral ode. Thus, while Io’s maiden status is made clear (tdg
Bovkepw mapBévov, 588; kOpNG, 589; td dvomrave Tapbéve, 608), she does not explicitly
engage the chorus as a chorégos.

Rather, Io represents a tragic perversion of the parthenos-chorégos. As she subsequently
explains to Prometheus, she was initially tormented by dreams informing her of Zeus’ desire:

aiel yap Oyelg Evvoyol ToAevEVOL

£¢ TapBevdvag TOVG ELOVG TOPNYOPOLV
Aeiotot uodoig: ‘o péy’ eddoupov kopn,

11 mapBevevel dopdv, EE6vV ot Yo

TUYETV peyioTov; Zevg yap uépov Péret

p0Og 60D Té€BuATTON Kot cuvaipesBor Kompy
0éler: o0 &, @ mai, un 'moraktiong Aéxog

10 Znvoc, AL’ EEeABe Tpog Aépvng Pabiv
Aeydva, Toipvag Bouotdoelg e TPoOg TTPOG,
¢ v 10 Alov dupa Aoenon tédov.’

In my maiden chamber I was persistently visited by nocturnal visions which
coaxed me in smooth words: “Most greatly blessed maiden, why do you remain a
virgin so long, when you could have the greatest of unions? Zeus has been struck
by a dart of desire coming from you, and wishes to partake of Cypris with you.
Do not, my child, spurn the bed of Zeus, but go out to the deep meadow of Lerna,
among the flocks and cow-byres of your father, so that Zeus’ eye may be
assuaged of its desire.” (Prometheus Bound 645-654, trans. Sommerstein)

*Along with most recent scholars (e.g., West 1990b: 67-72 and Sommerstein 2010: 229-232), I follow Griffith 1977
in not attributing this play to Aeschlyus. See Podlecki 2005: 195-200 for a recent defense of Aeschylean authorship,
with further bibliography on both sides of the question. But for the purposes of my argument here, neither the
author nor the date of the play are strictly relevant.
> Taplin 1977: 265-266, Griffith 1983: 190, Delavaud-Roux 1994: 159, and Sommerstein 2008: 198-199.
*¥ Contrast Helen’s engagement with the chorus in the parodos of Euripides’ Helen (discussed immediately above,
with bibliography) as well as Iphigenia’s relationship to the chorus in the parodos of Euripides’ Iphigenia in Tauris,
as noted by Weiss 2014: 22 and n. 18.
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As I have already discussed, the “maiden in the meadow” (or other outdoor setting) is a model of
sexual maturity and appeal, a figure closely connected with (and often acting as) the outstanding
leader of choral dance. Such girls are typically imagined as entering their wild haunts under the
pretense of girlish play or domestic obligation. Their innocence and unaffected charm is part of
their allure. Here, however, lo is explicitly ordered into the meadow (GAA™ EEeABe mpdg Aépvng
Babvv / Aeipudva, 652-653) to satisfy the desires of Zeus (g dv 10 Alov dppa Aweron ndé6ov,
655). The standard narrative of maiden-rape, whether from chorus or meadow, maintains a
fiction of spontaneity and chance — the individual girl at dance and play just happens to become
so pretty and appealing that she catches the eye of a man, whether mortal or divine. The image
of Artemis as the archetypal parthenos-chorégos shores up the fiction, as it suggests that the
outstanding maiden dancer can somehow “choose” to remain a virgin. That choice, however, is
actually a divine privilege.” For Io, to acquiesce to the dream and enter the meadow to
explicitly and unavoidably surrender her virginity. [Aeschylus’] description of Io’s dream thus
exposes the inevitability of the individual maiden’s sexual initiation.

If Io had entered the “deep meadow of Lerna” (Aépvng Babiv / Aewudva, 652-653),
played and perhaps danced, then been taken by Zeus, she would have thus conformed to a
standard narrative of maiden rape, possibly even one that included the common element of solo
or outstanding dance. But this is not what happens. Instead, lo informs her father of her dreams.
He consults a series of oracles, ultimately and unwillingly barring his daughter from his house.
Io explains that:

€00V¢ O popen Kol epEveg 14GTPOPOL
MooV, KEPUSTIC &, MG OpdT’, OELVGTOUD
VOO xp1o0eic’ UpOVET GKIPTHHOTL
nocov tpd¢ edmotdv e Kepyveiag péog
Aépvng te kprvnv [... ]

Immediately my body and mind were twisted. I grew horns, as you now see, |
was pricked by the sharp sting of a gadfly, and with maddened leaps I rushed off
to the stream of Cerchnea, good to drink from, and the spring of Lerna
(Prometheus Bound 673-677, trans. Sommerstein).

Io’s transformation includes an unceasing goad to motion: “touched by the gadfly” she moves
with “mad leaping.” As a result of Hera’s anger, her movement because erratic and far-ranging,
rather than choreographed and limited to the space of the chorus.” Io’s wanderings continue to
bring her to the wild and liminal haunts of the maiden (“the sandy seashore,” Tav Tapaiiov

% And, as Persephone’s abduction in the Homeric Hymn to Demeter demonstrates, a divine privilege peculiar to
Artemis (and, with slightly different conditions, a few others — e.g., Hestia and Athena).

% The daughters of Proteus suffer a similar fate at the hands of angry Hera, as recounted by Bacchylides (11.43-
109). Their mad wanderings, however, remain collective (tpiokaideka pév teAéovng / pijvag katd d4oKIov
nAvktalov bAav / pedyov te kat’ Apkadiov / unrotpdeov, 11.92-95), and are bought to end when their father
appeals to Artemis (11.95-109). Hera herself is ultimately appeased by the establishment of sacrifices and female
choruses in her honor (tai §” avtika Fot tépevog Bopodv te tebyov, / ypaivov € pv aipatt pniov / Kol xopovg iotov
yovok®v, 110-112). While Bacchylides does not explicitly say that the daughters of Proteus themselves participate
in these choruses, the contrast between aimless wandering and choral organization is nonetheless striking, and
suggests that the poet is offering such structured, communal performance as a way of healing the devastation
wrought by the wandering curse — again, such valorization of choreia is unsurprising in a choral song.
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yéppav, 578; “the stream of Cerchne, good to drink from, and the spring of Lerna,” ednotov te
Kepyveiag péog Aépvng te kpnvnyv, 678-679). But instead of pausing to dance and play with her
companions, like Nausicaa or Artemis, she tormented and driven onwards, alone, by the gadfly.
Her movement, which she repeatedly describes as “wandering” (- / Aémhayktot TAdvat, 576-
577; moAdmhavot TAdvat, 585; duomhdve, 608) is thus a perversion of the more typically playful
and pleasing dancing action of the maiden.

lo is also a parthenos without a chorus. While the Oceanides might seem like an ideal
group of young women to act as Io’s choral followers, the play maintains a sharp distinction
between o and the nymphs. Io begins her monody following the performance of the chorus,
addressing herself explicitly to Prometheus (e.g., ® Kpovie mai, 578). She does not attempt to
engage the chorus as a leader or choreographer. Likewise, when the Oceanides eventually
interject, they express a desire to hear o “telling the story of her fate, which is laden with
destruction” (avtfig Aeyovong tag ToAveBdpovg TOyag, 633). They thus cast themselves as [o’s
audience, a role reinforced by their claim, following Io’s narrative, to have “seen lo’s affair”
(slowwodoa mpa&v Todg, 695). The Oceanides watch Io move and listen to her speak, not as
fellow maiden-performers but as a sympathetic audience that “looks on” (eicidodca, 695) as she
suffers. By contrast, they twice address Prometheus as a teacher (“let her learn from you,” cod
ddaynto Tapa, 634; “speak, teach [sc: lo], Aéy’, ékdidacke, 698), positioning lo as subordinate
to his instruction, rather than a figure of leadership in her own right.

If we imagine Io twisting, leaping, and gesticulating as she performs her monody, then
she becomes a solo dancer emphatically separated, by language and perhaps also staging and
choreography, from the action of the choral group. Her isolation and pain expose the sinister
undertones of outstanding maiden dancing. In ideal terms, the parthenos-chorégos enjoys her
playful dance amid her companions, then departs from the chorus, peacefully, for marriage. This
idealized narrative naturalizes the process of sexual maturation and initiation, incorporating
individualized dancing within a process of socialization and life-cycle transition. For lo,
however, the process goes terribly awry, as she is implicated in the conflicts of the gods and
suffers torment and deprivation. As a result, she becomes a single maiden dancer without the
framework of a chorus, moving in ways that signify pain and struggle rather than highlighting
her physical beauty and sexual appeal.’’ The possible solo dance — and certainly individualized
action — of lo in Prometheus Bound thus makes explicit the vulnerability of the parthenos,
particular when she moves actively through the natural world. Ps-Aeschylus stages a frightening
alternative to prescribed and pleasant partheneia, presenting a parthenos who is instead driven
across wide swathes of earth and moves erratically in response to painful goading.

%! Based on metrical and contextual information, Taplin describes Io’s likely choreography as “wild” and “rushing”
(1977: 266). Alternatively, given that we cannot know securely how ps-Aeschylus choreographed and staged the
original performance of the play, we could imagine— in extreme contrast to my primary reading here — that Io stands
utterly still as she performs. In that case, the audience might perceive a different, but ultimately comparable in
effect, contrast between the actual dancing of the chorus and the stillness of Io. The effect would be similar insofar
as o would still be rendered a parthenos-not-chorégos — a girl of the sort who ought to dance pleasantly as a leader
amid companions, but instead stands still before an actual choral group of maidens, having wandered far from home
and her expected social role. As my analysis indicates, I am more inclined to believe that Io’s performance did
include dance, and thus to concur with Taplin’s observation that: “while Io’s plight takes the form of a far-ranging
never-resting journey, which is captured in miniature by her dance in the theatre, Prometheus’ punishment takes
contrary form of total immobility, and forms the visual background of Io’s motion. ... We see in vivid terms the
variety and macabre ingenuity of Zeus’ cruelty” (1977: 267).
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3. Song, Dance, and Female Sexuality in Anacreon and Aristophanes

I turn now to the orchéstris, or at least, as much as we can recover of her. In this section,
I will consider two primary texts that engage with female dance performance beyond the
partheneion form. While Anacreon 417 does not directly reference dance, I will highlight some
suggestive language and imagery contained within it and consider its potential effects upon a
sympotic audience composed, in part, of dancing female entertainers. This analysis will return to
many features of the parthenos-chorégos as established in the preceding section. I will then
consider the more explicit description and staging of an orchéstris in Aristophanes’
Thesmophoriazusae, which will provide a lens through which to consider some of the visual
evidence for sympotic female dance as well possible allusions to it in earlier sources.
Throughout, I will continue to highlight how specific patterns of representation and the
description of embodied action operate as a strategy of discursive control over female sexuality
and agency more generally.

a. Parthenos or Prostitute: Anacreon 417 PMG

In a famous poem, Anacreon’s speaker compares his female addressee to a young and
.« . 62
spirited horse:

ndAe Opnikin, ti o1 pe
Ao&EOV Supact BAémovoa
VNAE®G QEVYELS, OOKETC O€
1 o0dEV €1dévat coPov;
{601 To1, KOAGG HEV &V TOL 5
TOV YaAvov Eupdionu,
nviog &’ &yov otpépoyu
o’ Aol TEPUATO OPOLOV”
VOV 0¢ AeludvaGg e Pookeat
KoDQd t€ oKpTOGO TailELs, 10
de€10v yap inmomeipnv
oVK &yelg EmepPatny.

Thracian filly, why do you look at me from the corner of your eye and flee
stubbornly from me, supposing I have no skill? Let me tell you, I could neatly put
the bridle on you and with the reins in my hand wheel you round the turnpost of
the race-course; instead, you graze in the meadows and frisk and frolic lightly,
since you have no skilled horseman to ride you. (Anacreon 417 PMG, trans.
Campbell)

62 I maintain a distinction in my use of the proper names of poets (Anacreon, Sappho) and my references to the
“speaker” of a given song. This distinction is easier to see in my analysis of choral partheneia, where I can speak of
“Alcman” as the composer of the song and designer of its discursive strategies, and the “collective voice” of the
chorus as expressed within the song. But I try to maintain this distinction in my analyses of solo song as well, again
using the proper name to designate the creative authority behind the entirety of the poem (I make no claims,
however, about the biographical realities behind those names) and the label “speaker” to refer to the speaking
persona at a given moment in the song.
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Heraclitus, who has preserved these lines for us, claims that Anacreon is here “abusing the
meretricious spirit and arrogance of a haughty woman” (£tapucov @povnpa kol coBapdc
yovaukog vrepneaviov ovedilwv). Heraclitus’ diction aligns the woman with prostitution
(“meretricious,” €ropwkov), and Kurke has highlighted two further internal reasons to understand
the addressee as a courtesan: her foreign origin (“Thracian,” ®pnuwin, 1) and the implication of
sexual freedom in the image of the unbridled horse.”> Others have rejected this reading and
proposed an understanding of the addressee as a free, even noble, girl.64 In a footnote, however,
Kurke remarks that “Claude Calame suggests to [her] that the language of Anakreon’s poem is,
in fact, deliberately ambiguous: a large part of its wit (and seductiveness) inhere in the rhetorical
technique of praising a hetaira by assimilating her to a virgin. Thus, much of the poem's diction
would be equally appropriate to a virgin girl as yet ‘unyoked’” (1997: 114 n. 20). Calame’s
reading accounts for the language and imagery of the poem and preserves Kurke’s subtle
analysis of the poem’s ability to “[conjure] up the privileged space of the symposium, where the
speaker (whose self-presentation as a skillful ‘rider’ marks him as an aristocrat) banters
cheerfully with a female symposiast” (1997: 114).

Reading this poem as deliberately playing with the subject of its addressee’s social and
sexual status also makes sense within its context of sympotic performance and re-performance.
Regardless of the original singer-composer’s intentions, audience members and subsequent
performers would have laid their own claims to the song, imagining any number of possible
female (or even male) objects in the position of the addressee. As a sympotic artifact, the song is
valuable in part because of its ambiguity: it allows each new performer to re-cast himself in the
role of the masterful, if frustrated, rider, calibrating his address via gesture, glance, or contextual
remarks to an addressee within or beyond the andron. The poem can thus be read both as
“cheerful banter” between male and female symposiasts (Kurke 1997: 114) and as male singer’s
imagined and wishful intrusion upon a liminal moment of female sexual awakening.®> Intonation
and gesture, elements of live performance now lost to us, could help clarify the implications of
the words within a specific context, and the ambiguity and polyvalence of the imagery thus
becomes a crucial element of Anacreon 417 when read as performed and re-performed song.
Moreover, the ambiguity centers on two discrete possibilities, identified by Calame as hetaira
and virgin girl.

One possible addressee, aligned with an expanded understanding of the former category
(hetaira), would be a dancing girl — an entertainer-prostitute present alongside the singer at the
symposium. Elements of the song’s diction and imagery anticipate this specific possibility. The
“Thracian filly” is characterized, above all, by her distinctive gestures and movements: she
“glances from the corner of her eye” (Ao&ov dpupact PAémovaa, 2), “flees stubbornly” (vnAéwg
eevyelg, 3), “grazes in meadows” (Aeipudvag te Pookeat, 9) and “frisks lightly” (koDed e
okpt®oca, 10). The speaker then describes her “playing” (naileic, 10), employing a highly
suggestive verb.

As I noted above, paizo, which most simply refers to child’s play, is a term used
throughout Greek literature for dance, and it is specifically the verb of choice for the playful
motion of maidens. We might return, for example, to the seaside scene of Odyssey 6, wherein
Nausicaa “plays” with her friends (¢roulov, 100) and “leads [them] in song-and-dance” (fjpyeto
poArtic, 101). Rosenmeyer connects the imagery of Odyssey 6 with Anacreon 417 PMG,

% Kurke 1997: 113-114. On horses and sexual availability, see also Gentili 1958: 186-187.
% See, e.g., Hutchinson 2001: 280 and Kennedy 2014: 70-71.
65 Rosenmeyer 2004: 172-177 in explicit contrast to Kurke 1997.
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although she focuses less on the implication of dancing in the verb paizé and more on its erotic
connotations (2004: 168-177). Here, I mostly concur with her analysis and suggest that it may
be enriched by further consideration of the maiden and prostitute as models of individualized
female dance.®

Rosenmeyer specifically uses the setting of Odyssey 6, supplemented by other examples,
to reinforce a reading of Anacreon’s meadows, here and elsewhere, as sites of “awakening sexual
awareness” (2004: 176). She argues that the girl in the meadow symbolizes a transitional
moment in female erotic development, wherein the maiden is “ripe” for sexual initiation, but not
yet actively engaged in sex.”” In addition to 417 PMG, she considers the language and imagery
of Anacreon 346 PMG, which chronicles the movement of “much-trafficked Herotime”
(Aewop’ Hpo[t]iun, 346.13) from her mother’s home, to the hyacinth-meadows of Aphrodite,
to the streets to the city. With others, Rosenmeyer highlights how the song maps out various
points in the sexual maturation of the addressee, concluding with the degrading epithet “much-
trafficked,” signifying her final position as porné.”® She concludes that Anacreon’s songs
addressed to maidens in meadows constitute “[strong statements] by a male observer of sudden
and precipitous decline: very little separates the young virgin from a life of common prostitution
once she begins to ‘graze’ with the horses of Aphrodite and exposes herself to the gaze of men”
(2004: 176-177).

The image of the horse, while not treated at length by Rosenmeyer, supports this point.
On one hand, Rosenmeyer highlights an important set of ways in which the imagery of Anacreon
417 PMG evokes the girl playing — I would say dancing — in the wild. Moreover, while there are
no other girls or horses mentioned in the surviving lines of the song, the language hints at the
aesthetics of maidenly choreia, describing the filly’s playful motion as “light” (kobea, 10).%
Mark Griffith, however, notes the sexual voracity of horses in Greek thought and suggests that, if
the addressee of this poem is understood as a courtesan, “then the ‘filly’s’ prancing and playing
could possibly be taken as a case of intense female sexual fever.”’® In fact, the somatic habits of

% As I mention above, I do not follow Rosenmeyer’s suggestion that to reject a reading of the meadow as a “place of
promiscuity” (2004: 172) necessarily precludes a reading of the song as an aristocrat’s banter with a female
symposiast (2004: 173, referencing Kurke 1997: 114). I think we can have it both ways: as Calame (via Kurke
1997: 114 n. 20) suggests, a male singer could conceivably address the song to a sexually-experienced courtesan in a
strategic, and perhaps flattering (if also controlling), effort to recast her as the virginal maiden, poised in a highly-
eroticized liminal state.
67 Rosenmeyer is broadly in agreement with a variety of other scholars who emphasize the erotic overtones of
maiden play in outdoor spaces (e.g., Gentili 1958: 182-190, Henderson 1976: 163-164, Stehle 1977: 94 and Calame
1999: 156 and 165). But she makes the more specific argument that “the meadow itself ... is best viewed as a
liminal spot of potential erotic transgression, not a site of promiscuity” (2004: 176), in explicit contrast with Gentili.
Her conception of sexual “ripeness” draws upon Carson 1990: 145-148.
% The implications of common prostitution in the adjective leophoros are established by Kurke 1999: 192-193. For
variations on this basic reading of the song, cf. also Serrao 1968: 36-51 and Cavallini 1990: 213-215. Rosenmeyer,
however, again stresses her departure from Gentili (1958: 182-190) and Kurke (1999: 193) in reading the “hyacinth
meadows of Kypris” (tag vaxw[0ivag dpJovpoag / Tlva Kompig ék Aemddvov / ....] [ Ja[g k]atédnoey inmovg, 7-9), not
as sites of sexual promiscuity and availability, but as liminal spaces of impending sexual initiation (2004: 175).
While I would again stress the possibility of deliberate ambiguity in language clarified, in context, by deliberate
gesture, intonation, or glance on the part of the performer, I find Rosenmeyer’s arguments in favor of associating
meadows with sexually-ripe virginity convincing (contra Gentili 1958: 187 who understands the equine and natural
imagery in Anacreon PMG 346.7-9 as representing women who have already abandoned themselves to sensuality).
% On lightness and ease as a marker of choral dance in general, see Chapter 2.1a For the use of kouphos in this
sense, see Bierl 2011: 430 n. 51.
70 Griffith 2006b: 326 n. 59, for the larger point on the sexual appetites of horses, see 326-327.
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horses are elsewhere aligned, implicitly or explicitly, with courtesans. Semonides, for example,
does not directly call his “horse-woman” a whore, but he characterizes her as the kind of high-
maintenance beauty best kept by a wealthy man, a description that carries a whiff of prostitution
comparable to the modern epithet “trophy-wife.”’" Gentili, in his analysis of equine imagery in
Anacreon, identifies multiple parallels for the female horse as an image of sexual freedom.”
And while courtesans’ names are often derived from the names of animals, McClure contends
that the preponderance of horse-themed names “[alludes] to equestrian metaphors for sex” (2003:
72). Equids, to be sure, signify many things in Greek literature and culture.”” But these
examples suggest that describing a girl as a horse, especially in an erotic context, can carry some
connotation of sexual availability, commodification, and prostitution.

Rosenmeyer proposes a subtle and highly significant understanding of the maiden at play
— with “play” (paizo) often, as I have stressed, meaning specifically “dance”— in a meadow.
Such singular parthenoi are typically understood as about to depart from their companions and
choroi for marriage, yet Anacreon’s songs suggest that their sexual maturation can also come as
a transformation into prostitutes. To be an outstanding dancer and performer is thus a precarious
position for a girl in Greek literature and culture. At its best, it is a position that signifies social
status and offers a path towards the coveted rite of marriage.”* But women who dance solo are
also called orchéstrides, part of a varied and internally-hierarchized network of female
prostitutes and performers. The maiden who the dances in the meadow is not yet a wedded wife,
and may ultimately continue her dancing in the role of prostitute instead.

Returning to Alcman 417 PMG and its possible addressees, I want to reflect further on its
ramifications as an address not just to a courtesan, but to an orchéstris specifically.”” As I have
demonstrated above, the image of the Thracian filly can evoke playful, virginal choreia.
Accordingly, Calame observes (in Kurke 1997: 114 n. 20) that the song might thus be read as
praise of the prostitute, flattering her by likening her to the archetypal beauty and allure of the
maiden-chorégos. This is, however, a back-handed compliment. If Anacreon’s speaker means
to praise a courtesan, he does so by implying that she is not like the sexually-experienced dancer-
for-hire she may, in fact, be, but rather an idealized image of the virginal dancing girl. The song
effectively says “I like you, you’re not like ‘one of them’” — “them” in this case meaning other
sympotic entertainers and prostitutes, with whom such an addressee may, in fact, have closely
identified. Moreover, regardless of the specifically-intended addressee of any given performance
of the song, the performing women present at its singing would have heard this message loud
and clear. Playful maidens are attractive and alluring, sexually-experienced erotic performers
are, by implied contrast, less appealing, and should be flattered by comparison to their maidenly
counterparts. Reading this song as praise or flattery of a prostitute requires that we acquiesce to
its strategies of control over female bodies and their value as determined by sexual and social
status.

! Semonides 7.57-70.
7> Gentili 1958: 186-187. These parallels remain compelling even if we accept Rosenmeyer’s critique of Gentili’s
reading of Anacreon fr. 346 PMG specifically.
7 See Griffith 2006a and 2006b.
7 On the desirability of marriage, cf. Odyssey 6.
> As I mention above, I do not mean to suggest this is the only possible reading of the poem, but rather a specific
way of understanding the language and imagery that could have been further emphasized in live performance.
Likewise, I do not mean to imply here a strong contrast between courtesan and orchestris, for it seems possible that
the former could also have been, at various times, a dancer (see McClure 2003: 21).
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Anacreon 417 PMG thus constitutes an elaborate and effective fantasy of male control
over the expression of female sexual and social identity. If addressed directly or indirectly to an
orchestris, it devalues her own expressive choices and life experiences by recasting her as a
more-desirable virgin. But the reverse is also true. If we read the Thracian filly instead as a
maiden-addressee, figured in the mold of Artemis or Nausicaa, then, as Rosenmeyer suggests,
the song serves to threaten her with the possibility of sexual initiation as a prostitute, rather than
as a wife. The speaker’s desire for the girl is explicitly a desire for sexual mastery:

{601 To1, KOAGG HEV &V TOL
TOV YaAvov Eupdionu,
nviog &’ &xov otpépoyu
o’ Aol TEPUATO OPOLOV”

Let me tell you, I could neatly put the bridle on you and with the reins in my hand
wheel you round the turnpost of the race-course; (Anacreon 417 PMG, trans.
Campbell)

He describes vividly how he would take control of the girl’s body and use it for his own
pleasure. In a sense, his narration itself serves to transform the maiden into a dancing prostitute:
a body conjured up and put into motion for the imaginative pleasure of the singer and vicarious
titillation of the audience.

In her discussion of this song, Rosenmeyer asks “to use a cliché, is this young girl a
virgin or a whore?” (2004: 173). Rosenmeyer tends towards the former reading, but I argue that
the collapse of those two categories is precisely the point. The girl who is cast as the Thracian
filly, whether present orchéstris, absent maiden, or someone else entirely, loses her corporeal
and sexual agency in the process of being constructed and described by the singer. Within the
song, of course, the girl does not speak or self-identify at all. But somatic description functions
as an even more insidious and far-ranging strategy of discursive control. By allowing the image
of the dancing girl to signify either parthenos or prostitute, depending upon the framing and
description of the poet and performer, Anacreon robs actual dancing girls of the ability to frame
and define the significance of their own bodies in motion.

The significance of this literary strategy becomes clearer if we return to the discussion of
kinesthetic and corporeal agency with which I began this chapter. If Noland and Sklar are
correct that women in more modern contexts can feel their bodies and select their gestures in
ways that might resist or exceed the acculturating force of verbal discourse, we might extend the
same possibility of embodied agency to ancient performers.”® I posit that individual female
dancers, whether choreuts, chorégoi, or orchéstrides, must have experienced their own
movement and gesture in meaningful and complex ways. They surely did not always intend for
their somatic positions and sexual actions to inscribe them within the boundaries of parthenos
and prostitute established by the male-authored literary discourse of female corporeality traced at

76 Cf. Winkler, in an analysis of Sappho that will be discussed further below: “if we were in a position to know more
of the actual texture of ancient women’s lives and not merely the maxims and rules uttered by men, we could fairly
expect to find that many women abided by these social rules or were forced to, and that they sometimes enforced
obedience on other women; but, since all social codes can be manipulated and subverted as well as obeyed, we
would also expect to find that many women had effective strategies of resistance and false compliance by which
they attained a working degree of freedom for their lives” (1990: 163).
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length here. Likewise, their own kinesthetic experience cannot always have conformed with the
constraints placed upon their physicality and positioning by male description. Yet a song like
Anacreon 417 PMG, particularly when performed in a sympotic context, forestalls the perception
— and perhaps even experience — of such female corporeal and expressive agency.

Following Davidson, I would like to entertain the possibility that the sympotic dancing
girl may have sometimes between a choreographer of her own movement.”” We might imagine
this creative female figure dancing in an andron, either before or after the performance of a song
like Anacreon 417 PMG: one which features a male speaker evoking and emphasizing the
characteristic gestures, habits, and haunts of maidens and prostitutes alike, thereby displaying his
ability to use language to force both somatic positions and social roles upon female figures. The
men who hear such a song acquire a lens with which to view female performance, both within
and beyond the andron. They learn how to use body and position to categorize women and their
degree of sexual availability — with a framework developed by male poets, not women
performers themselves. The incidental female audiences of these songs, most probably
prostitutes and performers themselves, learn that their own ability to use position and gesture to
convey meaning and send messages is constrained by the terms and labels developed and
reinforced by men.

This argument would be stronger if we had any more explicit descriptions of orchéstrides
in surviving sympotic song. Nevertheless, I believe the strategies of discursive control evident in
Anacreon 417 PMG can be detected elsewhere in sympotic song, although never any more
obviously applied to dance or dancers.”® But I suggest that such strategies are especially
meaningful in the context of individualized female dance performance within the symposium, for
the orchestris was a woman who danced alone, submitting her body to the gaze of men without
coordinating her movement with the language of men. In the gap between those two modes of
submission lies an opportunity, however small, for personal agency. In Anacreon 417 PMG, that
gap may open up at lines 9-10, wherein the speaker says “instead, you graze in the meadows and
frisk and frolic lightly” (vdv 8¢ Aeyudvag te fockeat / koded 1e okiptdoa mailelc, 9-10) — before
ending the song with a strong return to the speaker/rider’s authority (6££10v yap inmmoneipnyv / ook
&xelc émeppdrny, 11-12), the speaker describes the girl with active, second-person verbs
(Booxean, mailelc), a momentary acknowledgement of her own agency and will. Male sympotic
song, by ascribing meaning to female motion and position, attempts to close that gap and bring
the performing bodies of individual women back under the control of the male voice. These
observations, unavoidably sketchy in their application to the limited remains of sympotic song,
will hopefully be strengthened by my consideration of similar patterns in Aristophanes.

b. Staging the Orchéstris: Aristophanes, Thesmophoriazusae 1175-1200

Sympotic dancing girls appear several times in Old Comedy, although Aristophanes’
Thesmophoriazusae offers the only extended verbal description of such a figure.” In the

" Davidson 2006: 41-42. And even if orchéstrides did, in fact, exclusively perform dances designed by others,
invoke again Noland’s model of kinesthetic and embodied agency to suggest that an individual orchéstris would
have had opportunities for subtle but meaningful acts of creative agency, even within the performance of established
and codified steps.
8 Cf., e.g, the vivid corporeality of the female figures described in Archilochus’ Cologne Epode (196A West) and
Semonides 7 West.
7 Other references to dancing girls in Old Comedy include Crates fr. 34 PCG, Metagenes (/Aristagoras) 4 PCG, and
Aristophanes Frogs 519 and 545, Acharnians 1093, and Clouds 996.
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relevant scene, Euripides employs a dancing girl to distract a Scythian archer guarding
Mnesilochus, a male intruder at the women’s festival. Euripides, disguised as an elderly madam,
explains that the girl is practicing dances to be subsequently performed at a symposium (1] moig
guelde TpopeAetdy, @ ToEdTa. / Opynoopévn yop Epyed’ ac &vdpag Twvéc, Thesmophoriazusae
1177-1178). The choreographic and appreciative commentary provided by Euripides and the
Scythian call attention to a few key features of the dance. On the one hand, its “lightness”
(hampog, 1180) recalls the rapid and easy motion frequently ascribed to choral dance. But the
girl also spends much of her performance seated upon the Scythian’s lap (kaB1lopévn &’ éni toiot
yovaot Tod ZkvBov, 1182), bending the line of her body sharply and creating a tactile link with
the male spectator. Neither of these elements correspond with the ideal descriptions of maiden
dance discussed in the second section of this chapter. For example, descriptions of performing
parthenoi tend to spotlight the face and the feet, thereby fixing the two endpoints of the body’s
vertical line. Here, however, the speaking male characters crudely praise the girl’s buttocks
(koo ve 10 oy, 1187) and genitalia (koA 10 oxfjpo mtepi to ndéotiov, 1188), focusing attention
on the center of the body while also reinforcing the explicitly sexual nature of the dance. We
cannot know how well the male commentary preserved as part of the dramatic text actually
corresponded with the dance originally performed on stage. This is precisely the point. The
descriptions and comments issued by Euripides and the Scythian fix one particular view of the
dance — in this case, a sexually-aroused male gaze. The girl’s kinetic contribution to the
performance is framed and filtered by the verbal description.

In addition, Aristophanes’ focus on the girl’s pelvis and seated position suggests
something about the types of movement more generally associated with orchéstrides, as well as
prostitutes and sympotic women more generally. Laura McClure surveys the ancient evidence
for courtesans and sympotic women and makes a number of important observations about the
movements of hetairai. She notes that “as foreigners and exotics, courtesans performed Ionic
dances, ‘notorious for their softness and lasciviousness,” and various figures involving the
gyration of the pelvis” (McClure 2003: 121, quoting Lawler 1964: 133). Here, she builds upon
and refines the observations of Lillian Lawler, who observes that “the steps and figures in which
courtesans engage, as portrayed in Greek art and literature, look very much like those associated
with comedy. The dancers leap and kick, they slap their own bodies, they whirl and turn dizzily”
(1964: 133). For example, while Lawler briefly highlights the emphasis on hips and buttocks in
descriptions of dancing courtesans (1964: 133-134), McClure traces the allure of female hip-
shaking from Hesiod onwards (2003: 122-123). McClure’s analysis as a whole stresses the
gyrating, twisting, and thrusting actions of the dancing girl’s performance. While McClure and
Lawler employ primarily post-Classical sources, Aristophanes’ attention to specific elements of
the girl’s anatomy and positioning in Thesmophoriazusae suggests that sympotic female dancing
was similarly imagined in earlier periods.

Another way of conceiving the characteristic motion of women at the symposium is as a
kind of hip-swaying walk, a posture and movement conveyed by the phrase saula bainein.
McClure explains that “to walk in a saula fashion is to walk with a hip-swaying swagger: only
hetaeras and dissolute men move in this manner” (2003: 120). In a unpublished undergraduate
thesis, Justin Boner further explores the significance of the phrase as a marker of the
“swaggering and promiscuous gait” of the courtesan in archaic and classical sources.”” Taken

% Boner 2009. Our understanding of this phrase owes a great deal to Clement of Alexandria’s 2™ or 3" century CE

explanation of Anacreon fr. 458 PMG, which is cited by both McClure and Boner (for further discussion of this

fragment and the distinctions between Clement’s moralizing interpretation and the likely resonance of the phrase in
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together with the more extensive depictions of dancing girls in later sources, the somatic action
suggested by the phrase saula bainein contributes to a sense of the prostitute’s characteristic
motion as one which knocks the body out of straight vertical alignment, thrusting and swaying
from the pelvis. We might contrast this attention to the center of the orchéstris’ or hetaira’s
body with the focus on the extremities (head, hands, and feet) of maiden dancers. As noted
before, female dancers are generally conceived as sexually appealing. Focusing the attention, in
literary description, upon a single female dancer raises the question of her availability — the terms
upon which the spectator can act upon the performer’s sexual allure. The parthenos and the
prostitute share in that general sense of sexual appeal while remaining differentiated in terms of
access and, apparently, the elements of their choreography.

But acknowledging that we have no direct access to the realities of ancient dance, I want
to question whether this apparent difference in kinetic and corporeal style may, in fact, be an
ideological and discursive distinction rather than (or in addition to) an actual choreographic one.
In making this claim, I believe that a pair of examples from archaic art are illuminating. A late
6" century kylix features a single orchéstris, who is suggestively attired and twists around to
face a male aulos-player (fig. 12). Her physical position is, in fact, very similar to that of the
central dancer on the mid-5" century krater mentioned above (fig. 8): both women stand upright,
feet apart, with torso and head twisted backward. The female choreut, however, wears a loosely
draped garment that serves to conceal the actual twist of her midline and helps maintain an
overall sense of coherence along the vertical plane. Likewise, the choreut’s arms extend down
and slightly away from the body, echoing the lines of her body. The orchéstris, by contrast,
bends her arms sharply and away from her body, with one hand lifted above her head and the
other pointed toward towards her waist. The choreut’s clothing and use of her arms thus
reinforce the image’s overarching sense of symmetry and alignment, while the orchéstris’ near-
nudity and active limbs contribute to an entirely different understanding of the same basic
somatic position. In the latter image, we can see clearly how the twist is centered at the dancer’s
waist and completed by the extension of the limbs in four different directions, allowing for the
full-frontal display of the dancer’s breasts. The effect is one of active, dynamic, and explicitly
sexualized movement, in contrast to the placid and decorous quality of the choral figure.

The objects themselves (krater and kylix) further reinforce this distinction. The
decorative framing of the krater featuring the choral dance (fig. 8) fixes the vertical image: the
dancers’ height is precisely matched to the space, such that their bodies provide a vertical link
between the upper and lower borders of the cup’s exterior. The upright position of the dancers’
bodies thus becomes a crucial element of the image’s geometric coherence. While a simple
ground-line in fig. 12 serves to established the “correct” orientation of the image, a kylix can still
be turned about freely in the hands of the drinker and viewer, and the placement of the image in
the tondo of the cup allows, even forces, the bodies of the two figures to be twisted and turned,
concealed and revealed, in the process of drinking."'

Yet, were clothing, framing and context to be stripped away, these women would be
somatically similar. The same basic female form in motion — framed, defined, and
contextualized differently — can thus be a parthenos or an orchéstris. These visual depictions
reflect the ways in which corporeal positions and motions can become over-determined. In the
Thesmophoriazusae, Aristophanes does not let the girl’s dancing “speak” for itself. Although

the archaic period, see Kurke 1997: 115). Boner, however, identifies an important and illuminating pair of
additional parallels: Semonides fr. 18 and the Homeric Hymn to Hermes 25.
¥1 On the objectification of female bodies on sympotic vessels, see Coccagna 2011 and Kurke 1999: 209-211.
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she is already identified as a dancer hired for the symposium (0pynoouévn yap €pyed’ mg dvopag
Twvag, 1178), the lines assigned to the speaking male characters ensure that the audience pays
attention to the elements of her anatomy and components of her dance that mark her as an
orchestris, not some sort of maidenly soloist. Were she described as standing out in height, or
moving lightly with her feet, the effect would be quite different, and perhaps quite dissonant.
Assigning distinct patterns of movement and corporeality to the parthenos and the orcheéstris
respectively enables poets to use language all the more effectively to mark and identify female
dancers. We should, therefore, be cautious in assuming that these descriptions reflect historical
choreographic styles, and attentive to the ways in which they construct and constrain female
sexuality and performative agency.

4. The Singular Female Dancer as Maenad: Homer and Euripides

Dionysiac ritual offered a dynamic and flexible sphere of performance for women
throughout the archaic and classical periods, constituting a kind of choreia that admitted more
spontaneity and individuality than, for example, more rigidly organized partheneia.** Albert
Henrichs demonstrates that such performances also included female soloists in the form of choral
leaders — not only maiden chorégoi, but married women as well (Henrichs 1984: 71). My aim
here is not to argue anew for the existence of singular female dancers in this context, but rather
to consider the implications of describing an individual woman as a performing maenad. To that
end, I will begin with a discussion of Andromache’s maenadic movement in //iad 22, then
proceed to an analysis of two passages from the later plays of Euripides. I will argue that
describing a woman as an individual maenad or bacchant tends to mark her social instability and
sexual vulnerability or availability, corresponding with the broader patterns associated with the
representation of solo female dancing in Greek literature while simultaneously extending their
range beyond the parthenos and orchéstris.

In Iliad 22, Andromache hears the cries of Hecuba and suspects — correctly — that Hector
has been killed. She expresses her fears to her attendants, and then “having spoken thus, rushed
from the house, like a maenad, / quivering in her heart, and at once her attendants went with her”
(&c eapévn peydpoto 61€ovTo povadt ion / moddopévn kpadinv: dua 6™ dueiroiot kiov avti),
lliad 22.460-461). Segal suggests that it is likely, although not absolutely certain, that potvadt

%2 For this characterization of Dionysiac dance in general, see Chapter 1.1. On female maenadic performance in
both cultural imagination and historical reality, see Henrichs 1978, Zeitlin 1982, Frontisi-Ducroux 1986, Goff 2004:
214-16, 271-288, and Osborne 2010: 368-404. On the difference between historical practice and literary and artistic
representation, see especially Valdés Guia, who demonstrates that, in the case of the Athenian Lenaia festival in
particular: “women played a major part in these rites [i.e., Attic festivals of Dionysos], but in this festival [i.e., the
Lenaia] — susceptible to historical circumstances, vicissitudes and transformations — it is the men who are more
visible and, at least in the written sources, play the leading role in the festival in the civic context of the classical
city” (Valdés Guia 2013: 100). She further suggests that “it is perhaps the iconography ... that allows us a
privileged glimpse, although always ‘through a glass, darkly,” of that female world associated with the god of wine
in Attic festival” (Valdés Guia 2013: 116). Of particular relevance to this section, see also Porres Caballero, who
notes the paucity of evidence for actual Dionysiac ritual performance by women and surveys some of what gets
caught up in the description of women as maenads (specifically, as opposed to bacchantes or other terms),
ultimately concluding that such representations offer primarily male, literary attitudes towards Dionysos and/or
female expression, rather than historical “realities” (2013).
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here should be taken as maenad, rather than simply madwoman (1971: 47-48). Sean Signore
lends further support to an understanding of the term as possessing a performative dimension via
his analysis of Andromache’s characterization here in comparison with formulaic descriptions of
female lamentation (2010). Finally, Andromache is initially figured as a singular woman in
motion — she alone “rushes”(81éoovto) out, “quivering” (mtaiiopévn) in her heart. But the poet
then clarifies: “and at once her attendants went with her” (Gpo 0™ apeimorot xiov avtfj). Like a
chorégos, Andromache is an individual mover (even performer, potvadt) accompanied by a
crowd of undifferentiated others.

But Andromache is a married woman, not a maiden, and her kinetic leadership presages a
transition to widowhood rather than a movement towards marriage. She is likened to a maenad
in a moment of crisis for her social and sexual identity. As Segal demonstrates, this scene places
special emphasis on Andromache’s position as alochos, “wife” (1971: 38-39). He thus describes
how:

As dAoyog, [Andromache] sees [Hector’s] death as the collapse of her own life,

the destruction of her identity, her social position in a highly formalized society.

Hence later in the same passage she tears off her wedding gifts (468-472) and

subsequently laments her son’s loss of status (496-501). The two gestures

complement one another. Hector’s death blights both wifehood and motherhood,

both past joy and future hope. The opening dAoyog quietly defines that secure life

which, in the gestures of 468-472 and the subsequent speech, virtually dissolves

before our eyes. (Segal 1971: 38).

If, as Segal posits, there is a suggestion of Bacchic performance in Andromache’s likeness to a
maenad (povéodl, 460), the corporeal dimensions of her expression here become all the more
significant.*> The poet likens Andromache to a maenad as she employs motion and gesture
(along with speech) to convey her deep grief and fear arising from the death of Hector. Her
singular motion, likened that of a Bacchic dancer, corresponds with her loss of status and
consequent vulnerability.

A similar set of associations develop over the course of two separate descriptions of
Agave in Euripides’ Bacchae. My analysis here will not provide a full account of the Bacchae
and its potential relationships to historical instances of female ritual performance or the
imaginative construction of them.* Rather, I am interested in finding the limits of choreia as
defined by Euripides in the Bacchae and showing what happens when a maenad moves away
from her chorus, as opposed to moving individually or manically within the group. The latter
mode, wherein dance may be individualized, spontaneous, or otherwise disorganized, but still
emphatically communal, fits within the expansive and flexible choral framework outlined in
Chapter 1. It is also the primary way in which Euripides depicts dance in the Bacchae, a play
wherein choreia remains central.®

The messenger’s first report to Pentheus identifies individual female leaders but stresses
the choral nature of the group (“and I saw three groups of female choruses / Autonoe led the
first, your mother Agave / led the second, and Ino led the third chorus, 0p® ¢ B1d.G0vg Tpeig
Yovarkeiov yop®dv, / dv fpy’ £vog pév Avtovom, Tod devtépov / piTnp Ayadn on, tpitov 8 Tved

% For paivopat in a clearly Bacchic context elsewhere in Homer, cf. Iliad 6.132.

8 For analyses more along these lines, see, e.g., Goff 2004, Osborne 2010, and Bierl 2013.

% On the central role of choreia in Bacchae, see Csapo 1999/2000, Zarifi 2007, Bierl 2013, and Weiss 2014: 173-
175.
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yopoD, 680-682). He goes to stress the orderliness (eukosmia) of the women’s movement (Bodp’
10€lv gvkoopiag, 693). The women’s familial, sexual, and age-group identities remain intact as
the messenger describes their actions, even if they are currently removed from their usual civic
and household contexts (utnp Ayadn on, 681; 1| on 8¢ uqnp, 690; véar morotol TapBévor T €t
alvuyec, 694).

This initial depiction stands in contrast to the messenger’s subsequent report of Pentheus’
death and dismemberment. There, he describes how:

[...] xpdta & &6 OV,

Omep Aofodoa TuYYAVEL LTNP XEPOTV,
méac’ &n’ dxpov BUPGOV MG OPECTEPOL
eépet Aéovtog ot Kibapdvog pécov,
MoDG” AdeAPAC €V YOPOIoL LOLVAOWV.

[...] as for [Pentheus’] wretched head,

which his mother happened to take up in her hands,

she [=Agave], having fixed it on the end of a thyrsus, bore it

through the midst of Kithairon, like a lion of the mountains,

leaving her sisters in the choruses of the maenads. (Bacchae 1139-1143)

Agave is here separated from the choral group in two distinct ways. First, she physically moves
away from the choruses, leaving the other women behind (1143). Second, Euripides compares
her to a “lion of the mountains” (®g dpecstépov ... Aéovtog, 1141-1142), a description evocative
of Odysseus’ appearance in Odyssey 6 (“like a mountain raised lion,” &g ... Aéwv dpesitpopog,
6.132). In that passage, Odysseus provides a sharp and threatening contrast to the playful
maiden chorus of Nausicaa and her attendants. On the one hand, Euripides’ description of
Agave as “like a lion” suits the wild and mountainous associations of Bacchic celebration. At
the same time, the disastrous events at this point in the play, coupled with the Odyssean echo,
render the image somewhat more sinister. Agave is no longer dancing with the chorus. Leaving
her sisters behind, she has become a solo maenad made blind to the irreversible ramifications of
her actions. She has even, perhaps, become a potential threat to the choral group — a predatory
mountain lion.

Agave’s move beyond choreia thus corresponds with the terrifying permanence, as
opposed to ritual play or temporary inversion, of her Bacchic celebration. By participating in
the slaughter of her own son and fixing his head on her thyrsus, Agave causes a lasting and
irreparable change in the dynamics and power structures of her family and city. The messenger,
whose commentary works to frame and contextualize the action on stage, marks the earlier
maenadic dancing as choral, organized, and only temporarily disruptive to the identities of the
women involved. When Agave leaves the choruses of maenads, however, she also leaves behind
her identity as Pentheus’ mother, becoming instead his mother and murderer. The solo female
dancer is thus again a figure dangerously unmoored from her social ties, disrupting the very
bonds that choral ritual tends to reinforce. She is also in a precarious and vulnerable position,
even if she has not yet realized it herself: when Agave does emerge from her Bacchic frenzy and
recognize the horror of her actions, the realization will be deeply destructive to her as well
(Bacchae 1280-1329). Choral maenadism provides women with a flexible and rich venue for
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individual and communal expression via song and dance.*® But to be described as a maenad
alone, like Andromache or Agave, is to be exposed and at-risk.

My final example for this section will highlight the confluence of maidenly and maenadic
models of dance in Cassandra’s “hymeneal” monody in Euripides’ Troades (308-314), a scene
that seems likely to have involved some degree of solo dancing.®’ At this point in the play,
Cassandra rushes on stage, immediately following the Greek Talthybius’ promise to send her off
with Agamemnon. She proceeds to sing in exchange with her mother Hecuba and the chorus.®
Her performance is partially a perversion of the parthenos-chorégos model, for Cassandra’s
individualized dancing highlights her status as a victim of a rape and as a prisoner of war. The
action of the play occurs after Ajax has raped Cassandra (referenced by Poseidon at the opening
of the play: Alog eiixe Kaocdvdpav Big, 70) and Agamemnon has taken her as a concubine (also
mentioned by Poseidon: yopel fraing oxotiov Ayouéuvov Aéxog, 44). She cannot actually dance
as a parthenos, for she is no longer a virgin, nor can she actually celebrate a hymenaios, as her
status renders her at most a concubine, certainly not a true wife.

Cassandra’s song is filled with choreographic commands. She specifically imagines
herself leading a chorus (&vaye yopdv, 326; 0 yopog dc10g, 329; xdpeve, 333) — not a completely
fictitious one, but a potentially real combination of the play’s actual chorus of Trojan women (®
KaAlimemhor Dpovydv / kdpar, 337-338) and her own mother Hecuba (y6peve, patep, 333). Thus,
while the hymeneal genre is clearly most prominent in this passage, there is something of
partheneion here too, as Cassandra attempts to take up the position of prominent dancer about to
leave the chorus for marriage.*”” Yet, as Weiss notes, “despite the vivid intensity of these
choreographic directions, which picture the chorus leaping (ndA\e, 325) in the air and Hecuba
whirling (8\oog, 333) her feet, using vocabulary that [...] tends to correspond with the actual
dancing of the chorus in Euripides’ later tragedies, here they go unanswered” (Weiss 2014: 66).
Cassandra fails to instigate real choral action, conjuring only “absent choreia” in a way that, in
Weiss’ reading, is central to the dramatic action of the play as a whole.

Cassandra’s song is followed by the chorus’ exhortation to Hecuba: “Queen, won’t you
take hold of the Bacchic-dancing girl, / lest she rush with a nimble step to the camp of the
Argives?” (BaciAeta, Bakyevovoav ov Aqyn kopny, / un kodeov aipn Pin’ g Apyeiwv otpatov;
342-343). Weiss stresses how this command works to silence Cassandra, decisively ending her
attempt at choral leadership (2014: 65-66). While she is undoubtedly right that choreia thus
remains emphatically absent here, the chorus’ comment simultaneously acknowledges that
Cassandra is performing a solo dance: apparently moving in the frenzied manner of a maenad
(Baxyevovoav, 342) and in danger of directing her “nimble step” (kodgov ... Bfjn’, 343) toward
the Argive encampment.”’ This description, moreover, retains a hint of chorality — Bacchic
dance is still generally choral dance, while the adjective kodpov is elsewhere employed of light

% See especially the example of the Attic Thyiades, as discussed by Power and Budelmann 2015.
¥7 On the possibility of solo dancing on Cassandra’s part here, see Taplin 1977: 266, Delavaud-Roux 1994: 168, and
Sommerstein 2008: 198-199.
% Cassandra’s monody features striking metrical variation, which contributes to the sense of generic mixing and
active movement in this scene (on the meter and its effect, see Lee 1976: 125-127).
% For further discussion of the generic interplay of this scene and its significance, see Rehm 1994: 129-131, Swift
2010: 254-255, and Weiss 2014: 63-66.
% In addition, although we can never recover the original staging of a Greek drama with absolutely certainty, I think
that the chorus’ command secures an understanding of Cassandra’s song as accompanied by movement and dance,
so I will not here consider the possibility that Cassandra stands still to sing.
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and easy choral motion.”’ On the one hand, neither the language of Cassandra’s song nor her
apparent choreography preclude choreia or mark her as intentionally engaged in solo or anti-
choral dance. Rather, her performance deliberately gestures and even strains towards choreia,
even as she actually performs utterly alone.

Like Io in Prometheus Bound, whose solo dancing I discussed above, Cassandra is in a
sexually vulnerable and socially unstable position. The individual dance performances of both
these women thus serve to underscore their distance from the role of parthenos-chorégos,
foregrounding the ways in which they are vulnerable young women whose solo dancing lacks the
positive framework of the chorus. Unlike Hagesichora, for example, Io and Cassandra are not
destined for mortal marriage and ordinary social integration. Thus, while individualized female
dance as performed by these two figures retains its essential character as a mark of sexual
availability, o and Cassandra are being made available for divine or mortal rape, not legitimate
marriage. Given that rape and marriage are not mutually exclusive alternatives in earlier
depictions of outstanding maiden dance and its typical consequences, these two dramatic
performances are not forging a new understanding of female solo dance, but rather making
explicit the sinister undertones of the maiden-dancer model in general.

The chorus’ description of Cassandra as a bacchant (342) is additionally significant. As
the examples of Andromache and Agave establish, the singular maenad or Bacchic dancer is, like
the parthenos, a vulnerable figure. But while the maiden dancer is at risk of failing to secure an
appropriate marriage (a sexual relationship that creates crucial social ties), the solo maenad is
typically imagined a woman who has lost, or severed herself from, family, household, and/or
city. But whether we imagine Cassandra as a maiden or a maenad — Euripides’ language opens
up both possibilities — her dancing itself enacts desperation and pain. In the end, it is primarily
her isolation from the chorus that signifies her precarious and sexually vulnerable position.

At the same time, Thalia Papadapoulou highlights what she terms Cassandra’s “radiant
vigour” in Troades, arguing that her subversive and even wild performance “penetrates the
whole play, breaks through the human ignorance and delusion, reverses the conditions of victors
and vanquished, annihilates the enemies by appropriating their victory” (Papadapolou 2000:
527). Ruth Scodel similarly stresses the power of Cassandra’s prophetic knowledge and
interprets her “hymeneal” performance as an act of resistance, observing that Cassandra’s
“apparent excess of sexual acquiescence conceals an attitude completely opposite to that of the
‘normal’ captive” (Scodel 1998: 147).°* Cassandra knows that Agamemnon is destined for death
at the hands of his true wife, and her performance “celebrates” her sexual captivity because it
will enable her to witness the ultimate destruction of her captor and her people’s enemy.

Cassandra thus revels in her possession of subjective knowledge as she dances alone.
Her assertion of kinetic agency is surely significant, since Cassandra is a figure for whom verbal
expression perpetually fails. She can “speak” the future, but no one listens. Dance is no more
efficacious for her than words, of course, as both her mother and the chorus fail to comprehend

*! See n. 69 above.
%2 See also Goff 2007, who highlights moments in Athenian drama where women “improvise ritual” — matching
what we know of historical practice, wherein ritual performance provided women with a unique and important
sphere of personal expression, yet one which was ultimately constrained and controlled by the dominant patriarchal
society (on this point, see also Reitzammer 2016 and Budelmann and Power 2015). On this passage in Trojan
Women, Goff remarks that “in her wedding dances and songs, Cassandra presents a compelling example of a woman
using ritual forms to manage the abject situation into which she is thrust” (2007: 89).
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the full force of her performance.”® But she stills chooses to move, calling upon the chorus to
join in her dancing even as she recognizes her distance from real practices of partheneion,
hymenaios or Dionysiac dance. If, as Scodel argues, Euripides’ Troades is fundamentally a play
about the “difficult choices of survivors” (2000: 154), Cassandra’s performance offers a glimpse
of how and why a woman might choose to dance alone as a way of asserting individual
subjectivity in the face of a complete loss of personal and sexual agency.

My survey of parthenoi, orchéstrides, and maenads here is not meant to be completely
exhaustive, but I hope to have highlighted the distinct yet overlapping ways in which singular
female dance performance could be imagined and described in archaic and classical Greek
literature. These three models all emphasize the sexualized vulnerability of the female performer
and stress the tenuous nature of her social ties. Figuring female dance in this way enables male
poets to exercise significant authority over female expression, rendering it a marker of a
woman’s identity and value within a patriarchal system rather than a source of personal agency.
My analysis of Cassandra’s performance in Euripides’ Troades, however, is meant to balance
that rather pessimistic view, suggesting that even a male playwright can present a more nuanced
and complex view of dance and its expressive possibilities. In the next and final section, I will
examine the engagement between solo and choral dance in Aristophanes’ Lysistrata, building
upon the models of female solo performance and definitions of agency and authority established
by the earlier portions of this chapter. I will conclude with an analysis of Sappho 16 that returns
more explicitly to the theoretical interventions of Noland and the possibilities of individual
gestural agency.

5. Female Choreia and Solo Dance in Aristophanes’ Lysistrata

As I have noted before, comedy seems to have included many more instances of actual
solo dancing than tragedy. In the third section of this chapter, I considered passage describing
the performance of an orchéstris in Aristophanes’ Thesmophoriazusae, arguing that it displays
the playwright’s use of descriptive language and choreographic direction to frame, and thereby
control the perception of, actual female dancing. Now, however, I turn to an example of
individualized female dancing that is reported, rather than actually performed, in Aristophanes’
Lysistrata. 1 will argue that the contrast between solo dance and choreia in the play affirms a
hierarchy wherein choral performance is valued over individualized dancing, and I will
demonstrate how that hierarchy again corresponds with the promotion of the verbal over the
corporeal as a strategy of male control over female bodies.

Laurialan Reitzammer traces the allusions to the Athenian Adonis festival scattered
throughout Lysistrata, demonstrating that Aristophanes frames the women’s protest as an Adonia
on the Acropolis. She observes that, while the play ends with a “normative” return to masculine
authority over the body of Diallage, “it is, after all, an Adonis festival that led to the ceasefire”
(Reitzammer 2008: 326). She thus argues that “what is socially peripheral [i.e., the Adonia] is,
in the end, symbolically central in Lysistrata, as the Adonis festival takes center stage on the
Acropolis, the heart of the Athenian polis, and even as a focus for the whole of Hellas. ... The
Adonia is not simply opposed to marriage and reproduction but in Lysistrata at least the festival
leads to a return to proper intercourse between men and women” (Reitzammer 2008: 327,

% See Scodel 1998: 153 (on Hecuba’s failure to comprehend Cassandra) and Papadapoulou 2000: 515 n. 1 (on the
audience’s superior understanding of the events to come).
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emphasis in original). Reitzammer stresses the ways in which Lysistrata should complicate our
understanding of women’s ritual performance and its role in Athenian religion.

Reitzammer also observes that a basic contrast between solo dancing and choral ritual
helps to structure the play. During an exchange with the play’s hemi-chorus of old men, the
Magistrate, who is attempting to curtail the women’s protest, describes another act of female
performance:

ap’ BEELOYE TAV YOVOIKDVY 1) TPV

YO TOUTOVIGHOG Y01 Tukvol Zafadiot,

6 1" ASOVIOGHOG 0VTOC OV TAV TEYGHV,
00 'y ot BV FKovov &v TKKANGIQ;
gleye & O un Gdpaoct pev AnpodcTpatog
TAETY ¢ ZikeMav, 1) YOVI] O° OpYOLUEV
‘ailoi Adwviv’ enotv, 6 6&¢ Anpodctpatog
gleyev OmAtag Kataléyew Zakvviimv:
N & Vmomemmrvi’ 1 Yo 'Ti ToD TEYoLg
‘kOntech’ Adwviv’ enoiv: 0 &° éPidleto
0 Beolowy €x0poOg Kai papog Xoroloyng.
TOWDT A’ AVTOV £0TV AKOAUGT QOUATO.

So the women’s profligacy has flared up again, has it, the tomtoms, the steady
chants of “Sabazios,” this worship of Adonis on the rooftops? I heard it all once
before while sitting in Assembly. Demostratus (bad luck to him!) was moving
that we send an armada to Sicily, while his wife was dancing and yelling “Poor
young Adonis!” Then Demostratus moved that we sign up some Zakynthian
infantry, but his wife up on the roof was getting drunk and crying “Beat your
breast for Adonis!” But he just went on making his motions, that godforsake,
disgusting Baron Bluster! From women, I say, you get this kind of riotous
extravagance. (Lysistrata 387-398, trans. Henderson)

The Magistrate likens the actions of the women onstage to those of women celebrating the
Adonis festival, or Adonia. Yet, as Reitzammer observes, he diverges from other representations
of the festival in one important respect. Reitzammer demonstrates that choral lament, explicitly
song but perhaps including dance or coordinated movement, was a central component of the
Adonis festival, acknowledged even by those seeking to disparage it.”* In this case, however,
Demostratus’ wife is depicted as dancing alone (0pyovpévn, 392). To the Magistrate, she
represents the danger of the “out of control” wife (Henderson 2002: 120). Her solo dancing and
lamenting is further imagined as a failed attempt to prevent the disastrous Sicilian expedition, as
the Magistrate puts her in dialogue with Demostratus himself, who urges the Athenians to “sail
to Sicily” (mAgiv £¢ Zikehav, 392).”> The wife’s words and motions are, however, ultimately
ineffective, in contrast to the actions of Lysistrata and her comrades. As Reitzammer concludes,
“while the earlier solo performance by Demostratos’ wife, though unsettling to the assembly,

’* See Reitzammer 2008: 322-323.
% Plutarch twice locates the departure of the Sicilian expedition in the midst of female lament for Adonis (Life of
Alcibiades 18.2 and Life of Nicias 13.7), although his descriptions are emphatically communal. The Magistrate’s
description here is significant for my analysis because it foregrounds the singularity of a female dancer.
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failed to the halt the expedition, the Adonia that Lysistrata convenes puts an end to the
Peloponnesian War” (Reitzammer 2008: 328).

In Reitzammer’s analysis, the failure of Demostratus’ wife’s Adonia and the success of
Lysistrata’s reflects Aristophanes’ complex presentation of the festival itself — at once both
marginal and central, frivolous and serious, private and public. The Magistrate’s description of
the dancing and lamenting wife constitutes an interpretation of the Adonia as trivial and
incapable of affecting the actual politics of the polis, while the thoroughgoing construction of
Lysistrata’s protests as an Adonia belies a facile distinction between center and periphery as
markers of efficacious vs. inconsequential action.”® But I think there is more to be said about
how and why specific modes of performance and ritual action are marked as “successful,”
particularly as those performance modes relate to a larger cultural discourse on female dance and
performance.

Unlike the orchéstris of Thesmophoriazusae, Demostratus’ wife does not actually dance
or even appear on stage. Her performance is reported and described by the Magistrate. She is
thus an individual female dancer whose body and motion are entirely conjured and constrained
by male verbal narration. Aristophanes neatly avoids any problem of female agency within
individualized dance by rendering this character a disembodied and merely reported figure,
rather than a woman who actually has an opportunity to express something with her body. By
contrast, as Reitzammer notes, real choreia and communality are central to the successful
conclusion of both the war and the play:

As the play ends, the two choruses join together. The women clearly dominate
and the men join up reluctantly, all the while muttering and complaining. The
defeated men are subsumed into Adéniazousai (even Lysistrata disappears
eventually) leaving a unified collective that sings of abundance and plenty |[...]
(Reitzammer 2008: 326-327)

I question, however, the extent of female “dominance” here. The play concludes with a
set of “Athenian” and “Spartan” choral songs, in which we find now-familiar attempts to inscribe
performing female bodies with particular meanings and constrain them within specific roles.
Moreover, the actual dancing on stage at the end of Lysistrata, as opposed to the reported
dancing of Demostratus’ wife, is emphatically choral. As Reitzammer notes, “even Lysistrata
disappears eventually” (2008: 327). Lysistrata, as an actual individual female performer,
vanishes as the chorus sings about mythic female performance models, both individual and
collective.

Before considering the final “Spartan™ song, however, I want to highlight the events that
immediately precede Lysistrata’s withdrawal from “center stage.” As Kate Gilhuly notes, “after
the apportionment of Diallage, the women, even Lysistrata, recede from the stage” (2009: 176).
Diallage, the mute female figure whose body, representing Greece itself, is divided up by the
Spartans and Athenians, is certainly not a dancer. Her muteness is matched by her stillness, as
her body is made wholly subject to the use of others, rather than her own intentional action.”’
But her role in the play vividly displays male power over female bodies in a broader sense.
Gilhuly demonstrates how the negotiation over Diallage’s body amounts to the “brutish
reassertion of male dominance over the prostitute” (Gilhuly 2009: 169), as Diallage’s position as

% See especially Reitzammer 2008: 327-328.
°7 See especially lines 1162-1175.
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“mute, nude female” and “sexual and topographical commodity” renders her a porné, in contrast
to the earlier construction of the play’s various speaking female characters as hetairai (Gilhuly
2009: 168).98 Gilhuly also notes, however, that the assertion of male authority over female
bodies reflected in the division of Diallage is further implicated in a complex ritual equation,
wherein Diallage’s position as “land” and “sacrificial victim” reaffirms the authority of humans
(men) over the beasts and the land (Gilhuly 2009: 169). In Gilhuly’s reading, Aristophanes
deploys these hierarchies to subtly assert “Athens’ dominance over her enemies,” even in the
course of apparent reconciliation with Sparta.” For my purposes, the ritual valence of the
division is not central, but Gilhuly’s analysis as a whole demonstrates how the Diallage episode
makes instrumental use of the female body, both within the plot of the play itself and on the level
of the larger political and social concerns with which Aristophanes is engaged. It seems
significant, then, that the speaking and moving bodies of the play’s other female characters fade
into the background immediately following this vivid display of masculine authority over the
female body.

In the case of Demostratus’ wife, the Magistrate frames an individual female dancer as
disruptive but ultimately impotent. The dancing wife is further disempowered by her absence
from the play itself, as Aristophanes scripts her as wholly subject to the Magistrate’s verbal
narration, thus forestalling any possibility of female creative or kinesthetic agency. At the same
time, the Magistrate himself is not presented as an accurate or astute interpreter of events. He
criticizes Demostratus’ wife while failing to acknowledge that her lament was, ultimately,
prophetic — a fully reasonable response to the disaster of the Sicilian expedition.

In a 2014 Sather lecture, Richard Martin drew a parallel between the Magistrate of
Lysistrata and the Creon of Sophocles’ Antigone.'”™ He then drew a contrast between
Antigone’s solitary action and fate (abandoned even by her own sister) and the successful,
communal, and community-oriented action of Lysistrata and her comrades. Martin’s reading of
“comic community” in Lysistrata helps to highlight the problems with the Magistrate’s
interpretation of events. Like the proverbial “man with a hammer,” to whom everything looks a
nail, the Magistrate is a Creon-figure, to whom every woman looks like Antigone. He thus
incorrectly characterizes the communal feminine festivity of the Adonia as the solo dancing and
lament of a single, deranged woman. The nature of his misreading is, however, illuminating for
our understanding of singular female dance in Greek thought. In the Magistrate’s misguided
interpretation, Demostratus’ wife is cast in opposition to female chorality and communality.
This characterization is fundamentally wrong: Demostratus’ wife would not actually have
danced alone, for the Adonia was a communal, even choral, female event, and her “crazed
lament” was, in any case, a prescient foreshadowing of the disaster to come. But the way in
which he goes wrong underscores the larger point about the relative value placed on different
modes of female performance. Female solo dance is destructive and deranged, but communal
female performance (whether at the Adonis festival itself or Lysistrata’s “Adonia” upon the
Acropolis in Aristophanes’ play) is a civic good.

% A full consideration of prostitution in Lysistrata is beyond the scope of my investigation here, but see Stroup
2003, Faraone 2006, and Gilhuly 2009: 140-179.
% Gilhuly 2009: 169. Specifically, Gihuly uses the representation of women as prostitutes, wives, and ritual agents
in Lysistrata to help identify and analyze “an underlying current of hostility toward Sparta and its allies” (2009: 141)
in the play, concluding that “Aristophanes can imagine reconciliation between Athens and Sparta, just as long as the
peace process declares Athens the victor” (2009: 179).
100 «Act Democratic,” Nov. 4‘h, 2014, Berkeley, CA.
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contained (of Lysistrata specifically: “take hold of her and bind her hands behind her,”

Moreover, the Magistrate’s description of Demostratus’ wife is embedded within a larger
complaint about female performance and ritual observance. He compares the women involved in
Lysistrata’s current protest to Demostratus’ dancing wife (Lysistrata 387-390), thereby figuring
them all as potential solo performers and disruptive agents, and he calls for them to arrested and

EuAlapPav’ adtv kamicw To yelpe Oel, 434). At the end of the play, Aristophanes ameliorates
the fear of female performance and agency latent in the Magistrate’s complaint by sidelining the
women themselves and giving the male chorus a song that celebrates a far more normative model
of individualized female dance.
While the entire choral segment at the end of Lysistrata is a rich source for considering
the construction and constraint of femininity, I will focus here on the explicit images of female

dance in the very last “Spartan” song:
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Taiyetov avt’ Epavvov EkMmdo
M®o pore Adkovo TPETTOV ALV
KA TOV ApdKAaig olov

Kol yaAkiowov Achvay,
Tovdapidag T~ dyacdg,

T0i On ap Evpdtav yidddoovrt.
glol pad” Eupn

O el kodPa TEAL®V,

O ZTAPTOV DUVIOLEG,

T GLDV Yopol PEAOVTL

Kol Tod®V KTOTOG,

Qe TOLOL Tl KOpaL

nap Tov Evpotav

GUTAAAOVTL TUKVA TOOOTV
ayxovimot,

tai 82 kopat ogiovd’ Guep Boydv
Bupcaddmay Kol Toddmay.
aysitan 6”& ANModag Toig

ayva yopoyog EOTPEMNG.

AL Brye KOOV TOPapmTOKIOOE YEPL, TOOOTV TE AN
4 T1¢ EAaog: KpOTOV & Gl Toiel YopmeEATaY.

Kol T 610 8 o Tav kpoticTav XoAkiotov DUVEL TOV TAUULOYOV.

Come back again from fair Taygetus,

Spartan Muse, come and distinguish this occasion
with a hymn to the God of Amyclae

and Athena of the Brazen House

and Tyndareos’ fine sons,

who gallop beside the Eurotas.

Ho there, hop!

101

I follow Bierl 2011: 427-433 in understanding the conclusion of Lysistrata as choreia (contra Zimmermann

1985: 45-46) and in believing the final Spartan song to be authentic (contra Taplin 1993: 58 n. 7 and Revermann
2006: 254-260).
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Hey there, jump sprightly!

Let’s sing a hymn to Sparta,

home of dances for the gods

and of stomping feet,

where by the Eurotas’ banks

young girls frisk like fillies,

raising underfoot

dust clouds,

and tossing their tresses

like maenads waving their wands and playing,

led by Leda’s daughter,

their chorus leader pure and pretty.

Come now, band your hair with your hand, with your feet start hopping like a
deer, and start making some noise to spur the dance! And sing for the goddess
who’s won a total victory, Athena of the Brazen House! (Lysistrata, 1296-1320,
trans. Henderson)

Anton Bierl highlights the echoes of Aleman’s partheneia in this song, arguing that the “ritual
interchorality” of the play’s conclusion “notionally enacts the remarriage of the couples,”
employing the parthenaic mode as an amelioration of the women’s disruptive sex strike (Bierl
2011: 419).' This reading complements Reitzammer’s observation about the structuring role of
dance performance in the play — whereas the solo dancing of Demostratus’ wife represents
disruptive female action, the concluding choreia imagines song and dance as mechanisms of
unity and healing. A single woman dancing of her own volition, as described by Aristophanes’
Magistrate, is annoying and impotent. Women dancing together, within the social and
choreographic constraints of the chorus, have returned to their proper place within the city and
society. Significantly, neither Demostratus’ wife nor the maidens (k6pat, 1310) evoked in the
final song are actually present performers. Aristophanes thus avoids any hint of female kinetic
or kinesthetic agency, rendering his female performers abstractions conjured by male-authored
and performed verbal descriptions, which serve to re-inscribe a specifically gendered hierarchy
of dance forms: the maiden chorégos over and above the woman dancing beyond the constraints
of the chorus.

At the same time, I want to reflect briefly on Helen’s appearance as chorégos in this final
song (ayeltor d” & Andog maig / ayva yopayodg eumpenng, 1316-1317). Bierl remarks that “fair-
haired Helen is the goddess of the young women on the verge of marriage; she is the ideal choral
leader to lead the dance; she is the symbol of all girls, chaste, and not the legendary unfaithful
wife” (Bierl 2011: 431). While Bierl reasonably points to the cultic celebration of Helen in those
two distinct modes,'”® I wonder whether it would have been possible for Aristophanes to
strategically evoke only one dimension of the famously complex Helen. Euripides’ Helen,
which foregrounds its main character’s role as a choral leader and thematizes her complexity and

192 Bierl also argues that an Athenian audience would have been at least somewhat familiar with Alcman’s

partheneia (2011: 418-419). 1 would also point out that the tropes present in this final song (maidens as horses,
Helen as chorégos, dance as preparatory for marriage) are not specific to Alcman, and might have been additionally
intelligible to the audience as markers of maiden dance as a result of familiarity with Homer, the Hymn to Artemis
(27), sympotic lyric, and/or other dramatic representations.
' Bierl 2011: 431-432 n. 60, drawing on Larson 1995: 80-81 and Calame 1997: 191-202.
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doubleness, was likely performed in 412 BCE, just one year prior to Lysistrata.'®* If the
audience had Euripides’ Helen in mind, or even Homer’s, Aristophanes’ final song may have
taken on a slightly different character. Helen is an inherently problematic parthenos-chorégos,
for the wedding fails to transform her from dancing maiden into a stable and stationary wife —
she remains dangerously mobile, even after marriage. Her movement, moreover, instigates war,
rather than facilitating peace. By making Helen the final singular female performer described in
Lysistrata, Aristophanes allows the specter of Demostratus’ wife to linger over the production.'®
He suggests, perhaps, that female dancing, as a potential marker of female sexual and expressive
agency, is a force that must continue to be contained and constrained.

6. Conclusion

In this chapter, I have demonstrated that the maiden choral leader constitutes the
normative and positive model of individualized female dancing in archaic and Classical Greek
literature, corresponding with the generally positive evaluation of the male chorégos as a model
of social and political leadership. Solo female dancers are thus constructed in relation to this
paradigm: the “proper” parthenos-chorégos (whose position is still inherently unstable), the
orchestris as “fallen” parthenos, the maiden dancing without a chorus, and so on. The very
existence of this model enables male poets to employ language and description to frame and
constrain female movement. Female dancing is intimately bound up with female sexuality and
its expression, and the patterns of representation I have traced here are thus the strategic
constructs of a patriarchal performance culture.

But while the songs we possess overwhelmingly preserve a male perspective on female
performance, we should not assume that female performers fully acquiesced to the roles
imagined for them by literary archetypes and choral lyrics. In the analysis of Alcman’s second
partheneion above, for example, I posited that the clasping of hands in dance could have offered
a meaningful opportunity for kinesthetic agency, even within the confining framework of
choreia. Likewise Euripides, in Troades, stages Cassandra’s dancing as an expression of
subjectivity, if not true agency. By way of conclusion, I now hope to illuminate a brief gesture
towards embodied agency, as defined and explored by Noland, in one of Sappho’s oblique
references to individual female performance.

In an influential analysis, John Winkler explores traces of “double consciousness” in
Sappho’s songs: the acknowledgment of masculine norms and expectations alongside allusions
to woman-centered spaces and sexual subjectivity (1990: 162-187). He especially highlights the
multiplicity of meaning in Sappho’s lyrics, whereby she is able both to re-state dominant cultural
messages while also inserting her own interpretive perspective.'’° As an example of his
argumenl%7he offers a brief but insightful analysis of fr. 16, the first 12 lines of which run as
follows:

1% On the dates of Helen and Lysistrata respectively, see Allan 2008: 4 and Henderson 2002: xv-xvi, both with

further bibliography.

1% The description of the maidens’ motion as maenadic (toi 8¢ k6pat oeiov®” dmep Bakydy / Oupoaddwdy ko

moddmdv, 1314-1315) might also contribute to this effect by recalling more unruly forms of female dance.

1% See especially Winkler’s analysis of Sappho fr. 1 (1990: 166-176).

"7 The text I print here includes the additions and modifications suggested by Burris, Fish, and Obbink 2014, in

light of a newly-published papyrus fragment. I have adapted Campbell’s translation accordingly. For these initial

12 lines, the new evidence does not significantly alter our reading of the poem, although it is interesting to note that
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[....] cav

Some say a host of cavalry, others of infantry, and others of ships, is the most
beautiful thing on the black earth, but I say it is whatsoever a person loves. It is
perfectly easy to make this understood by everyone: for she who far surpassed
mankind in beauty, Helen, left her most noble husband and went sailing off to
Troy with no thought at all for her child or dear parents, but (love) led her (alt:
him) astray... (Sappho fr. 16.1-12, trans. Campbell, modified)

Winkler stresses how Sappho’s claim that “the most beautiful” (kdAlioTov, 3) is “whatever one
desires” (£yw 8¢ kv’ 81- / o T1G Epatar, 3-4) “amounts to a re-interpretation of the kind of
meaning the previous claims had, rather than a mere contest of claimants for supremacy in a
category whose meaning is agreed upon” (Winkler 1990: 177).'®® Sappho thus displays her
fluency in the masculine discourse of war and battle, then dramatically re-frames that discourse
with the revelation that “all valuation is an act of desire,” whether male poets acknowledge it or
not (Winkler 1990: 177).

Winkler’s analysis of fr. 16 focuses exclusively on lines 1-12, but the song’s double
consciousness extends into the subsequent stanzas:'"’

<YV Japmrov yop [, ] vonupa

() xovewct[.... ] vofient -

kd]ue vOv Avaktopi[ac] dvépva't'- 15
¢’ ov] mapeoicac,

Td]c <K& Polroipav Epatdv Te Papa
KApapouypo Aaumpov idnv Tpoconw.
1 T& AVdwv dppota Kév dmAoict

in the new papyrus, an original adtov (line 11) has been changed to adtav, suggesting some controversy over who
was misled (mopdyay’, line 11) — Paris or Helen. On this, see further Burris, Fish, and Obbink 2014: 5.
1% Winkler here builds upon the readings of Wills 1967 and duBois 1996 [= 1978, slightly revised].
1% An additional insight gained from the new papyrus published by Burris, Fish, and Obbink is the likelihood that
these next two stanzas concluded the song (2014: 5), as first suggested by Milne 1933.
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necoopdyevrlel a'cy 20

... thought ... lightly ... (and she?) has reminded me now of Anactoria who is not
here; I would rather see her lovely walk and the bright sparkle of her face than the
Lydians’ chariots and armed infantry (Sappho fr. 16.13-20, trans. Campbell,
modified)

Sappho, in these lines, presents Anactoria as both parthenos and not-parthenos, with the latter
category again constituting a kind of sexual “other” explicitly embodied by the prostitute
elsewhere in Greek literature. Like many of the male poets I considered above, she thus stresses
the precarious identity of the individual woman in motion. Is the speaker recalling Anactoria’s
“lovely step” (§patov ... Baua, 17) in the maiden chorus, a typical prelude to marriage? Or does
her movement signal another future entirely? What role does Anactoria, currently absent (ov |
napeoicag, 16), now inhabit?''® At the same time, I would argue that Sappho carves out a space
for female identity and motion beyond the confining roles of parthenos and prostitute,
contrasting the force of male framing of the present female body with that of female recollection
of the absent female body.

There are a few reasons to believe that Sappho’s speaker, in this song, imagines
Anactoria specifically as a dancer. Anne Pippin Burnett observes that “the word Béapo might
refer to Anactoria’s manner of dancing” (1983: 280 n.5), but it is not the only hint of dance here.
The suggestive adverb “lightly” (kovpwc, 14) is unfortunately without context, but it is used
elsewhere in Greek song of both military and choral motion.''! It may, therefore, be a striking
example of what Winkler terms Sappho’s “bilingualism” (1990: 174-175): her talent for
choosing language that resonates in different ways for different groups. But even if she does not
apply this adverb directly to Anactoria’s motion, Sappho’s speaker gives us a subsequent somatic
description evocative of the maiden chorégos. She calls attention to the allure of Anactoria’s
gait (patov ... Bapa, 17) and face (kapdapoypo Adumpov ... tpocdnw, 18), a mode of praise
standard for the performing parthenos. Moreover, she recalls Anactoria as an individual,
contrasting her singular beauty with plural military objects (f} T& AbVdwv dpuata kK&v dmioict /
necoopdyevtlel a’c, 19-20). Anactoria thus stands out from the mass of chariots and infantry
like a parthenos-chorégos among her companions.

But Sappho’s construction of Anactoria’s motion gestures in another direction as well.
Within the larger structure of the poem, there is a parallel between Anactoria’s “lovely step”
(8patov ... Papa, 17) and Helen’s travel (“she went,” €Ba, 9) to Troy, established by the
common use of baino/basis. Helen’s movement, however, is the act of a disloyal and
transgressive woman, who rejects her role as wife and mother to assert her own sexual agency.
Moreover, while Helen can certainly be conceived as a parthenos, Sappho here locates her at an
emphatically non-parthenaic moment in the narrative, marking her as woman who has veered off
the path from maiden to wife, “stepping” ({Ba, 9) instead to Troy. ''> Without explicit surviving

"0 The negative in this line (0¥ ] Tapeoicag, 16) is, admittedly, a supplement, albeit one that seems to be universally

accepted. Given that only one syllable is missing and the progression of the preceding lines is relatively clear, it
seems like a fairly secure reconstruction. But given the importance of Anactoria’s absence for my argument here, I
want to acknowledge the state of the text.
" CE. Iliad 13.158, [Hesiod], Shield of Heracles 323, Pindar Olympian 14.17 and Nemean 8.19, Euripides, Alcestis
584, Aristophanes, Thesmophoriazusae 954, and (on the choral valence) Bierl 2011: 430 n. 51.
"2 On Helen as parthenos, see section 2b above.
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references to Anactoria’s future, the song leaves us wondering where her “lovely step” will bring
her, with Helen’s travels in the opening lines offering an implicit alternative to the allusions to
maidenly corporeality and dance in lines 17-20.

But as many scholars have stressed, Sappho’s depiction of Helen constitutes a positive
rehabilitation of the Homeric Helen.'"”> As Winkler demonstrates, Sappho’s speaker both
references this dominant understanding of Helen and profoundly refigures it (1990: 156-158).
She similarly presents Anactoria, on one level, in a way comparable to the descriptive strategies
employed by male poets representing female dancers: she is a pre-eminent parthenos — or maybe
not. Her step is eraton, meaning lovely, desirable, erotic. Her outstanding sexual appeal, and its
relationship to the motion of her body, is made clear. Where that appeal will lead is left open
and unstable. Yet Sappho also complicates this binary interpretation (parthenos/not-parthenos)
of Anactoria by foregrounding her absence.

Unlike the masculine compositions considered in the prior portions of this chapter,
Sappho’s song is not directly attempting to frame the motion of a girl at hand. Sappho fr. 16
may have originally been performed by a chorus, or it may have always been sung solo for a
smaller audience.''® If understood as a choral song, fr. 16 might be directly contrasted with
Alcman’s choral partheneia, which engage in rich and complex reference to the movement of
their own present performers. Anactoria is not presented as the chorégos of this particular
performance, like Agido, Hagesichora, or Astymeloisa in Alcman’s songs. If we focus instead
on a solo sympotic performance of fr. 16, we are still faced with the marked absence of the girl
recalled, who is not being directly addressed as though present.

As I have mentioned before, Noland argues that the “critical sensitivity to our acts”
required for the experience of embodied and kinesthetic agency “demand[s] isolation, a willed
disconnection from the purposive, instrumental, or communicative contexts into which we, as
cultural beings, are almost always being thrust” (2009: 210). Anactoria’s absence, I suggest,
creates such isolation and intentional disconnection. Homer, Alcman, Anacreon, Euripides, and
Aristophanes craft specific contexts and locations for their individual female figures, thereby
thrusting them into social roles and types. Sappho, by contrast, causes Anactoria to vanish,
constructing her as a marked absence (ov | Ttapeoicac, 16), whose somatic features emerge only
in the context of the speaker’s desire (BoAloipav, 17).'"® In the bilingual mode identified by

' Cf,, e.g., Winkler 1990: 176-178, duBois 1996, Stehle 1996: 221-223, and Williamson 1996: 261-262. To be
sure, Helen is a complex and controversial figure from Homer onwards (see, e.g., Bergren 1983, Hutchinson 2001:
160, and Blondell 2013), but reading Sappho’s song as a subtle shifting of other perspectives on Helen need not
imply that those other perspectives were straightforward or without nuance.

14 Sappho’s songs have traditionally been understood as monody, but Lardinois 1996 makes a compelling case for
considering the possibility that some of our surviving songs (including fr. 16) may have actually been choral
compositions (on that point for fr. 16, see also Hallett 1996: 41). On the other hand, the likely brevity of this song
(as suggested by the recent papyrus evidence) would seem to support a solo sympotic, rather than choral, context.
'3 Stehle also stresses the significance of Anactoria’s absence and further notes that “even in imagination the
narrator does not offer simply an objectified Anaktoria to the audience. By referring to Anaktoria’s way of walking
and the spark of her face, she creates rather an image of light and movement” (1996: 223). I hope to have
complicated this reading slightly by suggesting that the commonalities between Sappho’s construction of Anactoria
and other images of maiden dancers do hint at objectification, and that we in fact find a comparable transformation
of the female performer into pure radiance and light at Alcman fr. 1.39-43 PMG. In that instance, however, this
imaginative dissmbodiment is performed upon a present dancer (Agido) by the language of a male poet, and is
therefore attached to a structural hierarchy of gender and performance. Here, the female poet, and presumably
speaker, employ absence as a means of removing Anactoria from the system of female performance roles implied by
her own description.
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Winkler, Sappho acknowledges the discursive construction of the individual female dancer as an
embodiment of sexual appeal and availability. But she simultaneously undermines that
construction by rendering her singular female dancer, Anactoria, absent and unavailable.

Noland and Sklar suggest that embodied agency arises in moments of dissonance and
disconnection, wherein the agentive subject can separate herself from the workings of cultural
and social conditioning upon her body. Sappho, in fr. 16, creates an absent Anactoria, separated
in time and space from the corporeal qualities conjured up by the speaker’s description. In her
image of Anactoria, she thus accomplishes a removal of the woman’s actual self from the
restrictive connotations of her “lovely step” (€patov ... Bdpa, 17). She imagines the possibility
of being suspended outside of the discursive structures that reduce the individual female dancer
to her erotic appeal and define her by the degree and terms of her sexual availability. She places
her beyond the confines of parthenos and prostitute.

I have argued that male poets use the power of language to exert control over the
experience, expression, and perception of female dancers. Sappho fr. 16, by contrast, models an
alternative process of representation — one which both repeats certain elements of masculine
discourse while simultaneously removing its central figure, Anactoria, from full implication in
those terms. In either case, the representation of Anactoria as “not present” (o0 | mapeoicag, 16),
is significant. On one hand, the references to maidenly corporeality and the construction of two
female roles — beautiful parthenos (Anactoria’s “lovely step” and “shining face”) and
treacherous Helen (“stepping” to Troy) could still work to frame and define any women who
were actually present and moving at the time of the performance.''® At the same time,
Anactoria’s absence charts a way out of the restrictive roles for female dancers made available
by male discourse, enabling even present performers to imagine a different way of experiencing
and expressing their own dance.''” As I have also said before, I do not mean to suggest that the
male songs analyzed here would have completely prevented such processes of “stepping
outside,” dissonance, reflection, and kinesthetic agency. Rather, I suggest that, while the various
poets considered above work to define and confine individual female corporeal expression via a
complex network of connections to the normative model of parthenos-chorégos, Sappho
composes a song that suspends the single female body outside of those systems of
signification.'®

"° As T have argued more fully in the cases of male song about female actors analyzed above. In this case, I
imagine the possible “present” women as being either current choreuts (if the song was originally performed by a
chorus) or past and future choreuts (if sung for an exclusively female audience on Lesbos), but also potentially
orchéstrides, when the song was re-performed at male symposia in later periods.
"7 As I note briefly above, Noland concludes her analysis by observing that the conscious and self-reflexive
agentive experiences of the individual nonetheless “demand isolation, a willed disconnection [...]” (2009: 210). She
suggests that her proposed form of gestural agency “paradoxically” requires that “we...become estranged
momentarily from the practice in which we are engaged and recognize the presence of not only sensation but also
cultural conditioning as it has been inscribed on our muscles and bones” (2009: 212). I am suggesting that the
image of Anactoria as absent dancer provides a way for other female performers to reflect critically upon their
experiences.
"1 focus here on fr. 16 because I believe its language and imagery relate most directly to larger patterns of
representation surrounding female dancers. One might, however, trace similar modes of resistance elsewhere in
Sappho’s lyrics (as, e.g., in Winkler 1990). Sappho fr. 31, for example, seems like a particularly rich site for further
exploring the relevance of Sklar’s and Noland’s conception of an interoceptive kinesthetic turn for our
understanding of Greek song.
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Writing Dance: Prose Reflections on Performance

While the prior chapters featured occasional discussion of relevant prose sources,
primarily in the form of brief anecdotes about individual dancers, I have reserved full
consideration of prose authors for this concluding chapter. I particularly want to position my
readings here in contrast to the work done in the two immediately preceding chapters. There, I
considered the representation of singular dancing figures, both male and female, in archaic and
classical poetry. I observed that those texts were often performed in close proximity to — and
sometimes full coordination with — dance. Their embedded representations could thus work to
frame and affect a live audience’s perception of kinetic performance occurring within the same
time and space. As I now turn to lengthier prose narratives, the relationship between verbal
description and live performance becomes a bit more distant.

I would thus like to return, one last time, to the theoretical claims developed in the
Introduction. By investigating ancient historical and philosophical reflections on dance, we
come closer to the reviews and academic treatises typically analyzed by scholars of more modern
dance forms. Their thoughts about the relationship between dance and writing become,
therefore, more immediately relevant. We might again contrast Steve Paxton’s concerns about
the “coercive” force of language and its inability to “capture” dance with Mark Franko’s
conviction that engaging in (verbal) interpretation and theoretical reflection can bring dance to
life." Throughout this project, I have attempted to balance those two perspectives,
acknowledging places where description and narration might serve to enrich the experience of
dance while also tracking the ways in which verbal framing might work to “limit our point of
view and even suggest what can be thought about [dance]” (Paxton 2011: 422, emphasis in
original).

In this final chapter, I will continue to keep both theoretical perspectives in play as [
explore how Herodotus, Plato, and Xenophon themselves foreground issues of authorial and/or
narratorial control over described dance. The historical and philosophical texts considered in this
chapter operate at an obvious remove from dance as live art — these texts either claim to report
earlier performances, or else conjure up fictional or mythical ones. These descriptions also
emphasize the voice and power of the author. Whether we view such authorial intervention
positively or not depends in part on our pre-existing theoretical allegiances (e.g., Paxton vs.
Franko), but also on the dynamics at work in a given text. Does a written description of dance
expand or enrich the reader’s ability to engage with future experiences of live performance, or
does it limit and control? On a different, more self-reflexive, level, how can a verbal account of
non-verbal dance, gesture, or motion nuance our understanding of the written text itself? These
questions lurk, more or less obviously, within the works of Herodotus, Plato, and Xenophon.

These concerns about the relationship between language and embodiment come to the
fore particularly in the description of solo or individualized dance. This does not mean that they
are absent from representations of choreia in the same or similar texts, but rather that attending
closely to passages dealing with non-choral dance forms, both in relation to the cultural models
of solo dance established by the preceding chapters and in the context of the narratives and

! See Introduction for further discussion of these approaches.
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reflections within which they are embedded, will help elucidate these authors’ distinctive
attitudes to writing, dance, language, and expression.

My survey of Greek prose writing on dance in this chapter is selective. Herodotus and
Xenophon produced two of the most well-known and extensive descriptions of individualized
dancing in classical Greek literature, and this study would not be complete without them. The
insights to be drawn from Herodotus’ account of Hippocleides’ dance and Xenophon’s
meditation on solo sympotic performance in his Symposium will support and enrich the claims
made in earlier chapters about broader Greek attitudes towards singular dancing, while also
offering the kinds of rich engagement with issues of language and embodiment previewed
immediately above. Plato’s references to solo dance are more subtle and oblique, but they
provide a crucial contrast to Xenophon, and they can also help to nuance our understanding of
his far more extensive reflections on the chorus. I do not mean to suggest that there is nothing of
interest or relevance on individualized dance in Aristotle, the orators, or Hellenistic writers like
Polybius. The three authors I have chosen to highlight here, however, offer three distinct
perspectives and represent both historical and philosophical prose; they are therefore illustrative
if not fully comprehensive. I will begin with Herodotus, focusing first on his description of
Hippocleides’ disruptive dancing in Book 6 but ultimately expanding my view to encompass the
historian’s treatment of performance within a larger narrative arc. I will then turn to Plato,
focusing primarily on references to solo dance in the Menexenus and Protagoras. 1 will
conclude with Xenophon, whose attention to individualized dance in both historical (4nabasis)
and philosophical (Symposium) prose is unparalleled, and whose exploration of individualized
dance both beyond and within a choral paradigm in his Symposium will offer a fitting conclusion
to the project as a whole.

1. Herodotus and Hippocleides: History, Dance, and the Unruly Body

One of the most famous instances of solo dance in early Greek literature is surely the
story of Hippocleides in Herodotus (6.129). Here, the historian narrates how the tyrant
Cleisthenes established a contest for the hand of his daughter Agariste, gathering a group of
thirteen suitors at his home on Sicyon for an entire year (6.126-128). As the year comes to a
close, the Athenians Hippocleides and Megacles enjoy Cleisthenes’ particular favor (6.128). But
a final evening of sympotic festivity (music, speech, and drinking) undoes Hippocleides’
preeminence:

Qg ¢ 1 Kupin €yéveto TOV NUEPE®V TG TE KOTAKAIGIOG TOD YOOV KOl EKPAG10G
avtod KAeloBéveog 10V kpivol €k mhvtwv, 60cag Podg Exatov 6 KietoBévng
e0MyEE ATOVG TE TOVG PVNOTHPOG Kol Zikvwviovg Tavtag. Qg ¢ amod deimvov
8y£vovto, ol LvnoTiipeg Eptv elxov Apei & HOVGIKT Kai T) Aeyouéve &C TO PEGOV.
[Tpoiovong 6¢ Thig mOG10¢ KATEXWV TOAAOV TOVG dAAOVG O TnmokAeidong Exélevae
o1 TOV aOANTNV avAficot Eppereinv: melbopévov o0& Tod avdintém dpynoato. Kai
KOG EOVTO PEV ApecT®dS Opyéeto, 0 KheroBévng 6€ opémv dhov 10 Tphypa
VroOnTEVE. Metd 0¢ émoyav O Tnnokdeidong ypdvov ekéhevcé Tva tpamelov
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v tpanelav Toict okéleat Exelpovounce. KietoBévng ¢ 1 pév mpdta Kol o
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When the appointed day came for the marriage feast and for Cleisthenes'
declaration of whom he had chosen out of them all, Cleisthenes sacrificed a
hundred oxen and gave a feast to the suitors and to the whole of Sicyon. After
dinner the suitors vied with each other in music and in anecdotes for all to hear.
As they sat late drinking, Hippocleides, now far outdoing the rest, ordered the
flute-player to play him a dance-tune; the flute-player obeyed and he began to
dance. I suppose he pleased himself with his dancing, but Cleisthenes saw the
whole business with much disfavor. Hippocleides then stopped for a while and
ordered a table to be brought in; when the table arrived, he danced Laconian
figures on it first, and then Attic; last of all he rested his head on the table and
made gestures with his legs in the air. Now Cleisthenes at the first and the second
bout of dancing could no more bear to think of Hippocleides as his son-in-law,
because of his dancing and his shamelessness, but he had held himself in check,
not wanting to explode at Hippocleides; but when he saw him making gestures
with his legs, he could no longer keep silence and said, “son of Tisandrus, you
have danced away your marriage.” Hippocleides said in answer, “It does not
matter to Hippocleides!” Since then this is proverbial. (Herodotus 6.129, trans.
Godley)

While dance appears at significant moments throughout Herodotus’ Histories, the
majority of these representations are choral. Hippocleides’ dance, when analyzed as such in
modern scholarship, has often been read in light of choreia.” 1will demonstrate, however, that
this episode becomes more meaningful when considered in relation to the larger cultural
discourse surrounding male solo dance. I will argue that Herodotus evokes the specter of the
disruptive and anti-social male soloist but ultimately subverts it, offering an image of
individualized dancing as potent source of personal and political agency. The force of this
subversion becomes especially clear if we read the Hippocleides narrative within the broader
context of the Histories and attend closely to the ways in which the description of Hippocleides’
dance reflects the historian’s own creative project.

Hippocleides' performance is structurally opposed to choreia in several important ways.
In addition to dancing alone, he provokes the disapproval of his audience by defying the
expectations of his social situation. Cleisthenes has already provided an appropriate sphere for
the practice of mousiké, when the “suitors vied with each other in music and in anecdotes for all
to hear” (oi pvnotiipec &pw elyov i te Lovoikij kol Td Aeyopéve & T péoov).” Hippocleides

* For example, while Kinzl (1980: 180-184) makes a number of important observations about the relationship
between Hippocleides’ dance and the representation of performance elsewhere in Herodotus, I think that his failure
to fully consider the significance of Hippocleides’ performance as a solo dance leads to a misplaced emphasis on
Dionysiac ritual (as discussed more fully below).
* I follow Kurke 2011: 421 n. 58 in suggesting that Cleisthenes’ mousiké need not include dance (contra Catoni
2005: 149-151).
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dance, however, is clearly not part of that realm of competition and expression. Herodotus'
account reveals that, while Hippocleides' performance “may have pleased [Hippocleides]
himself” (kog Eéovtd pev dpeotds dpyéeto), it was clearly not a spectacle that brought pleasure
or joy to his fellow suitors or to Cleisthenes. Choreia, by contrast, is a form of dance
performance firmly embedded within its social, religious, and/or civic context and characterized
as both beautiful and pleasing. Moreover, while choral dance was generally choreographed for a
particular occasion and subject to various types of formal organization, Hippocleides' dance is
spontaneous, performed, in its later phases, atop a table (ékéhevoé tiva tpanelav éoeveikat), and
features a mix of genres (éupeieinv, dpyncato Aokovikd oynudtio, Hetd 6¢ dAlo ATTiKd).
Herodotus further suggests that the most shocking part of the performance is when Hippocleides
stands on his head and gestures with his legs (¢ 8¢ €1d¢ [subj. = Cleisthenes] toict oxéleot
YELPOVOLGOVTO, OVKETL KATEYEY SUVAEVOC ime: Q mod Telsdvpov, dmopyicad ye Pev TOv
yapov). This choreographic move symbolically inverts the standard aesthetic of choreia: the
fleet feet beating time upon the earth, as the dancers remain upright and move in harmony with
one another.” Finally, there is no verbal or vocal element to Hippocleides’ performance. The
dancer explicitly directs the musician (0 TrmokAeidng éxérevcé ol tOv adANTNV), rather than the
other way around.” Herodotus’ description of Hippocleides® performance centers on corporeal,
rather than vocal or instrumental, expression.

At first glance, then, Hippocleides looks like a typically disruptive male solo dancer. He
rejects social norms and moves his body inappropriately and idiosyncratically. Aesop’s fable
about the dancing monkey king, with which I began Chapter 3, may also be lurking in the
background here. In at least one version of that fable, the fox concludes the story by mocking
the monkey for “having such an ass” (towdtnV Toyny &xwv, Perry Fabulae Graecae 81)." While
this element of the monkey’s anatomy is not explicitly linked with his earlier dance, the specific
mention of it offers a suggestive parallel to Hippocleides’ performance, which seems to feature
“shameful” (tiv avaudeinv) self-exposure.® As I have already discussed, the monkey king fable
exemplifies a larger cultural discomfort with the individual male dancer as a potential leader or
authority figure. Hippocleides can also be linked with that tradition insofar as his use of the table
for dancing seems to align with the performances of sympotic entertainers (specifically dwarves)
depicted on later Greek vases.” By dancing in this manner, Hippocleides debases himself and

* See Chapter 1.1 and Chapter 2.1a. Lonsdale suggests that Hippocleides' dance is a deliberate perversion of the

sympotic practice of “hand-dancing” or cheironomia (Lonsdale 1993: 221). These readings need not be mutually

exclusive: Hippocleides' choreography is clearly transgressive on multiple levels.

5 For sonic leadership as characteristic of choreia, see Chapter 1.1 and 1.4.

% Thus Kurke 2011: 421: “we are told that Hippoclides, who ‘enthralled all the rest” with his skill in song and speech

shifts the register from vocal performance to bodily movement.”

7 See the opening pages of Chapter 3. Note that this is West’s text (following Buchholtz) rather than Perry’s.

¥ Kurke explores a more sustained parallel to an Indian fable about a dancing peacock (2011: 414-426). My

intention here is not to contest the significance of that parallel, but rather to suggest another possible layer of fable-

tradition in Herodotus’ presentation of this story.

? See Lippold 1937, Beazley 1939, Dasen 1993: 230-240 (with good images of the relevant objects), Ogden 1997:

118, Catoni 2005: 154-161, and Kurke 2011: 422 n. 61. Kinzl, whose readings are discussed further below, offers a

different interpretation of Hippocleides’ table, linking it with a tradition referenced by Pollux wherein, prior to the

time of Thespis, someone stood on a table to judge choral dancing (7+GF 1 T16 = Pollux 4.123; Kinzl 1980: 183).

For Kinzl, this is important because it shows that Herodotus’ account of Hippocleides’ dance is referencing early or

“primitive” modes of dance (1980: 183). This is an intriguing suggestion, although I do not follow Kinzl’s

argument that this parallel would align Hippocleides” with “primitive” forms of dance. Rather, I suggest that it

would again place Hippocleides in opposition to choreia, since he dances on the table (where the judge belongs)

rather than in the appropriate space for the chorus. I also think that sympotic table-dancing is probably a more likely
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incurs significant personal and political consequences: previously a front-runner in Cleisthenes’
contest, he “dances away” his chance at marrying Agariste and thus joining the ruling family of
Sicyon. Herodotus’ narrative, therefore, might seem to affirm an understanding of male solo
dance as an activity that marks a man as anti-social, disruptive, or otherwise unsuited for the
possession of political power.

But scholars have also stressed Herodotus’ generally positive portrayal of Hippocleides,
who seems less like a hapless drinker who “dances away his marriage” than like a sly jokester
rejecting Cleisthenes’ authority. Robert Fowler, for example, suggests that “Hippokleides, not
Megakles who wins the bride, is the true hero of the story; the man who beats all those would-be
tyrants at their own game, and shows he doesn’t give a fig for the prize” (2003: 313).'
Herodotus’ account of Hippocleides, therefore, engages with a tradition that casts male dancers
as unsuitable for political rule, but re-figures it in significant ways.

The festivities described in this passage, including Hippocleides’ final dance, are the
culmination of Cleisthenes’ “contest” for the hand of his daughter. For the duration of the
preceding year in Sicyon, Cleisthenes has exercised remarkable control over the physical and
expressive activities of his daughter’s suitors. They have responded to his questions and
engaged their bodies in exercise under his direction.'' After a year of thus participating in
activities and competitions choreographed — in a broad sense of the word — by the powerful
tyrant, Hippocleides creates a dance that forcefully asserts his control over his own body and
socio-political destiny.

A few chapters prior to this, Herodotus tells another revealing story about authority,
ambition, and bodily distortion. Specifically, he explains how the family of Megacles —
Hippocleides’ chief competitor in the marriage contest — became wealthy and powerful:

10070 pHeV yap Adkpénv 6 MeyakAéog toiot €k Zapdimv Avdoiot mapd Kpoicov
ATUIKVEOUEVOLOL £TTL TO YPNOTHPLOV TO €V AEAPOTCL GUUTPNKTOP TE £YIVETO KOl
ocvvedaupave Tpobopwe, kKai v Kpoicog mubopevog 1dv Avddv tdv £¢ Ta
YPNOTHPIOL POLTEOVTIOV EDVTOV €D TOEELY PETUMEUTETOL 8C TAPSIC, AmikOUEVOV O8
dwpéetar ypuo® TOV Gv duvntal T £ovtod chpatt EEeveikactat éodmal. 6 8¢
AACHEDV TTPOG TNV dwpenV £0Dcav TOHTNV TOLAdE EMTNOEVCAG TPOGEPEPE:
Evoug KIB®dVa péyav kol kKOAmov Babvv katolmdpevog 1o KiB®dVOS, KoBOpvoug T
TOVG €DPIOKE EVPVTATOVG EOVTOG VTOONGAUEVOC, Tl £C TOV Bncavpov €¢ TOV ol

parallel for this dimension of Hippocleides’ performance, although I would not dismiss Kinzl’s interpretation
completely. Ogden likewise mentions Pollux and considers the possibility that Hippocleides’ dance evokes some
form of dramatic performance, although he devotes more attention to the parallels in comedic sympotic
entertainment (1997: 117-188). Note also that Pickard-Cambridge casts doubt on the historical value of Pollux’s
claim (1968: 131 n. 3)
' Fowler also detects an Aristophanic dimension to the story and specifically compares Hippocleides, as “the
buffoon with whom the audience identifies,” to Philocleon (2003: 313-314) — recall that Philocleon is also an
enthusiastic and unrepentant solo dancer. On this point, see also Strasburger 1965: 596, R. Thomas 1989: 269,
Griffiths 1995: 43-44, and Kurke 2011: 421. Contra Ogden, who remarks that “it is appropriately then to the great
tyrant [Cleisthenes, in his response to Hippocleides’ dance] that the true wit of the exchange belongs” (1997: 117).
'See 6.126.3 (toior Kheto0évng ko Spopov koi ToAaicTpny momoeuevog £n’ adtd tovte eixe) and 6.128.1
(dmucopévav 68 To0TOV £¢ TV Tpogpnuévny Nuépny, 0 Kieloévng mpdta pév tag matpag te adtdv dvenbbeto kol
Y€VOG £KAOTOV, LETH 08 KATEYMV EVIOVTOV dlENEPdTO AVT®V THiG T Avdpayading Kai Tiig 0pyTig kol Tadebotdg te Kol
TPOTOV, KOl EVi EKAGTM 1MV £ CUVOVLGINY Kol GUVATAGL, Kai £ YOUVAGIE TE EEayIvEmY 8601 oY aDT@Y VEOTEPOL,
Kol 10 ye péyiotov, &v Tij cuveotin diemelpdto’ doov yap Katel e xpOVOV aTOVG, TOVTOV TAVTH £moige Kol Gpa
€Eeivile peyaronpenémg).
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KOTNYEOVTO. 0TTEGOV 08 £ COPOV YNYUATOG TPDTO PeEV TapEcale Tapd TOG
KvN|Lag Tod xpuood doov Exmpeov o1l kOBopvoL, LETA O TOV KOATOV TAVTOL
TANGAUEVOS TOD ¥PpLGOD Kol £ TAG TPiXaG THS KEPAARG dlomdcag ToD Wi YLOTOg
Kol GAA0 AaPov €¢ 1O oToUa, £ENLE €K TOD ONGavpod EAK®V PEV LOYIC TOVG
K006pvoug, Tavti 8¢ Te® olkdG HaALOV ) AvOp®OT®: TOoD T6 TE oTOHN EREPLOTO Kol
ndvta éEmykmto. 106vta 08 TOv Kpoicov yéhmg €of|Abe, kai ol mdvta te ekeiva
O30t kai Tpog Etepa dwpEeTar OVK EAAGGM EKEVOV.

When the Lydians from Sardis came from Croesus to the Delphic oracle,
Alcmeon son of Megacles worked with them and zealously aided them; when
Croesus heard from the Lydians who visited the oracle of Alcmeon's benefits to
him, he summoned Alcmeon to Sardis, and there made him a gift of as much gold
as he could carry away at one time on his person. Considering the nature of the
gift, Alcmeon planned and employed this device: he donned a wide tunic, leaving
a deep fold in it, and put on the most spacious boots that he could find, then went
into the treasury to which they led him. Falling upon a heap of gold-dust, first he
packed next to his legs as much gold as his boots would contain; then he filled all
the fold of his tunic with gold and strewed the dust among the hair of his head,
and took more of it into his mouth; when he came out of the treasury, hardly
dragging the weight of his boots, he was like anything rather than a human being,
with his mouth crammed full and all his body swollen. Croesus burst out laughing
at the sight and gave him all the gold he already had and that much more again.
Thus the family grew very rich; Alcmeon came to keep four-horse chariots and
won with them at Olympia. (Herodotus 6.125, trans. Godley)

In his response to Croesus, Alcmeon defies both the ruler’s specific expectations and a general
sense of propriety. Rather than simply carrying some gold away in his hands, he distorts and
transforms his own body in the pursuit of greater riches. The transgressive quality of his actions
is indicated by their effect upon his person: with “his mouth stuffed full of gold and his whole
body swollen” (tod 16 1€ otopa EREPLoTO Kl Thvta EEmykmwTo), Alcmeon ceases to even look
like a man (movti 6¢ 1e® oik®dg parlov | avOponw). He thus displays his willingness to distort
his body and debase himself for the sake of material gain. In his use of idiosyncratic and
subversive corporeality, Alcmeon has something in common with Hippocleides.'?

Cleisthenes displays a different attitude toward embodied expression. As a ruler, he has
become invested in communal dance and music as mechanisms for asserting his own power and
authority. Herodotus tells us as much, although not in the course of this specific anecdote.
Konrad Kinzl argues that the Hippocleides episode needs to be read in close connection with the
prior discussion of Cleisthenes in Book 5 (5.66-68; Kinzl 1980: 180-184). There, Herodotus
draws a parallel between the reorganization and renaming of tribes conducted by the Athenian
Cleisthenes and the prior tribal changes instituted in Sicyon by his maternal grandfather — the
Cleisthenes of Book 6. In the process, the historian also recounts a few changes in performance
traditions accomplished by the elder Cleisthenes.

'2 Kurke observes that the suitors, at the start of the Hippocleides narrative, are likewise described as “puffed up”
(é€mykmpévot, 6.126.3) and thus contends that “the repetition effectively binds the two Alecmeonid tales together,
associating both with the distended, grotesque body and the nonhuman” (2011: 418).
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Herodotus tells us that Cleisthenes of Sicyon abolished rhapsodic contests due to the
Homeric poems’ focus upon the Argives, whom he regarded as enemies (5.67.1). He then
sought to eliminate the existing hero cult of the Argive Adrastus, whom the Sicyonians
traditionally celebrated with “sacrifices and festivals” (Bvciag e kai Optag Adpnotov, 5.67.4),
and “whose sufferings they honored with tragic choruses honoring, not Dionysus, but Adrastus”
(t0 TaBea aOTOD TPAYIKOIGL YOPOIGt EYEPALPOV, TOV HEV ALOVVGOV 0V TIULDVTES, TOV O& AdpNoToV,
5.67.5). Cleisthenes instead established a cult for an enemy of Adrastus, the Theban
Melanippus, and “returned the choruses (i.e., those previously employed in the celebration of
Adrastus) to Dionysus, and the rest of the observance to Melanippus” (KAeio8évng o0& yopovg pev
@) Aovio® AmEdmKe, TV 08 GAANY Buciny Meiavinng, 5.67.5). The same Cleisthenes who
expresses horror at Hippocleides’ individualized and self-motivated dancing is thus a ruler who
has previously exerted his own control over choral dancing as a way of sending specific political
messages.

According to Kinzl, Cleisthenes’ actions as reported in Book 5 help to explain his
reaction to Hippocleides’ performance, whereby Hippocleides challenges something that is
“especially dear to Cleisthenes:” the reformation of dance (“er verging sich gegen etwas, das
dem Cleisthenes ganz besonders am Herzen gelegen hat,” Kinzl 1980: 182). In Kinzl’s reading,
Cleisthenes changes the performance culture in Sicyon by “reining in” (“ziigelte”) Dionysian
choreia and lending it a more solemn quality (“verlieh ihnen solennen Charakter”), with the
result that “wild (or boisterous) dance and the like were, through his innovations, eliminated”
(“wildes Tanzen und derlei war durch dieses Schopfung abgestellt worden,” Kinzl 1980: 184).
Hippocleides, according to Kinzl, fails to understand this, and performs a boisterous dance that
would have been pleasing elsewhere but violates specifically Sicyonian norms (1980: 184)."

While Kinzl perceptively calls attention to the relevance of Cleisthenes’ prior
engagement with performance as described in Book 5, I believe that his emphasis on Dionysiac
cult is misplaced. Hippocleides’ dance has tragic elements (emmeleia), but the description does
not otherwise reference Dionysiac performance. Moreover, Herodotus stresses the generic
mixing of the dance — Hippocleides starts out with an emmeleia, but moves on to other forms and
gestures. [ would suggest that Hippocleides does indeed threaten something very important to
Cleisthenes: not the style of Dionysiac choruses specifically, but rather, choreia itself as an
institution of social and political control. Cleisthenes’ prior use of choruses to downplay the role
of an Argive hero in Sicyon displayed his ability to use performance institutions as a way to
control the bodies, and thereby hopefully the minds, of his subjects. His “choreography” of the
suitors’ activities constitutes an extension of that same authoritative impulse. Hippocleides, by
moving his body outside of the bounds established by the tyrant, rejects and destabilizes
Cleisthenes’ authority.

Hippocleides’ dancing rejects choreia (Cleisthenes’ chosen mode of political
manipulation), and thereby asserts the power of individualized and idiosyncratic corporeal
expression. Herodotus’ account of the Alcmaeonid rise to wealth and power likewise juxtaposes
the playful corporeality of the ambitious trickster with the staid authority of the established ruler.
To be sure, Croesus rewards Alcmeon’s clever exploitation of the body, while Cleisthenes rejects

" In agreement with Kinzl, see also Stahl: “Hippokleides’Affront gegeniiber Kleisthenes bestand also darin, dass er
diesen mit einem durchaus nicht ungewdhnlichen, aber den ureigensten Anstrengungen des Kleisthenes
zuwiderlaufenden Schauspiel konfrontierte. In der Geschichte vom Tanz des Hippokleides sind im Kern demnach
zwei unterschiedlichen Entwicklungsstufen des dionysischen Kultes und seiner kiinstlerischen Ausserungsformen
repréasentiert” (Stahl 1987: 51).
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and represses the somatic creativity of Hippocleides. But the latter’s famous rejoinder,
“Hippocleides doesn’t care” (O0 ppovrtic Tnnokdeion, 6.129), exuberantly affirms his personal
and political autonomy. Hippocleides does not care about the potential consequences of male
solo dance — by choreographing and performing his own idiosyncratic dance, he has already
succeeded in undermining Cleisthenes’ apparent authority over the bodies of suitors and subjects
alike.

This attention to the possibilities of embodied, sometimes vulgar, expression is hardly
surprising, as Herodotus himself, as author, also fluently incorporates multiple modes of written
and verbal expression into his Histories.'* Unlike a poet committed to the valorization of his
own particular medium, Herodotus’ innovative generic project actively combines and contrasts
multiple modes of expression.'> With Hippocleides’ performance, the historian incorporates the
description of non-verbal dance into his narrative repertoire and demonstrates that embodied
action can operate both as a meaningful device within a larger historical account and as a source
of personal agency for the performer himself.

2. Chorality, Philosophy, and Society in Plato

Individualized dancing is discussed only a few times in Plato’s corpus, and I have already
addressed one important instance. In Chapter 2, I explored how Plato, in the Euthydemus,
figures Euthydemus’ and Dionysodorus’ sophistic argumentation as a kind of virtuoso and
individualized dance. I argued that Plato’s narration draws the brothers into a choral framework
while simultaneously transforming the embodied practice of dance into a mere tool of verbal
description. The Euthydemus thus displays two crucially intertwined elements of Plato’s larger
philosophical program: logocentrism and choro-centrism.

A full account of Plato’s logocentrism is beyond the scope of this project.'® I want to
make the more specific claim that choreia is important for Plato as a model of philosophical and
social order and as a mode of kinetic expression susceptible to verbal manipulation. I will first
support this claim by elucidating Plato’s conceptualization of choreia, focusing primarily but not
exclusively on the Laws."” T will explain why Plato’s understanding of the value and utility of
the chorus leaves little room for more individualized dancing as a social phenomenon and as a
descriptive mode. I will conclude by discussing how two brief references to solo dance
performances in Plato’s Protagoras and Menexenus affirm my reading of Plato’s overarching
attitudes towards dance.

' E.g., Kurke describes the “bizarre, vertiginous shifts in style, genre, and level of decorum that pervade the
Histories” and the tensions between historie and logopoiia in Herodotus (2011: 361; 361-397).
' See Kurke 2011, esp. 423-431. We might link this narrative and generic complexity with Herodotus’ equally
complex relationship to ethnic identity and affiliation (see, e.g., Munson 2006).
' Derrida 1981 famously critiqued (and complicated) the logocentric quality of Plato’s thought. More recently,
Staehler, exploring the relationship between Plato and Levinas, uncovers “something like a phenomenology of the
body in Plato” (2010: 49, see esp. 44-55 and 151-163). These are, of course, but two approaches to a complex
question.
"1 recognize that Plato’s attitudes towards performance are not entirely uniform, and important variations may be
detected in different texts (see, e.g., Peponi 2013b: 16-23 for a survey of chorality as employed in a range of
Platonic works). I focus on the Laws here because, as Peponi notes, Plato’s final dialogue takes a particular interest
in cultural manipulation through performance, and therefore necessitates the philosopher’s most expansive
meditation on the value and utility of choreia (Peponi 2013b: 23, cf. also Kowalzig 2013a and Kurke 2013a, both
discussed further below).
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Socrates’ assimilation of Euthydemus and Dionysodorus to choreuts is, as I argued in
Chapter 2, incomplete. The sophistic brothers of the Euthydemus remain idiosyncratic and
aggressive individuals. At the same time, I suggested that Plato’s own act of transformation —
the subordination of dance to words through the act of description itself — is fully successful.

The nature of the text itself reassures the reader that no actual dancing took place in the
production of the dialogue. Dance and movement are metaphors and images for the real work of
verbal exchange and debate.

Plato’s Protagoras features a slightly different image of philosophers-as-choreuts. There,
Socrates describes an encounter with Protagoras, whom he sees “pacing around the portico”
(ITpotaydpav v 1® mpoctd mepuratodvta, 314e), accompanied first by his most intimate
associates (315a), then by a crowd of others, “mostly strangers” (moAv Eévot, 315a). Socrates
says that Protagoras “enchants them with his voice, just like Orpheus, and they follow, enchanted
by his voice—and there were some of our countrymen in the chorus, too” (knA@®v tfj Vi
dHomep Opeeve, ol 82 katd THYV POV ETovTal KeknAnUévol— foav 88 Tveg Kol TV émyopinv
&v @ yop®, 315a-b). As a sophist, Protagoras is not a perfect model of philosophical leadership
for Plato, and his choral leadership is likewise imperfect — his followers attend to the “sound of
his voice” (phoné) rather than its pure content (which might be expressed by logos), and Socrates
explicitly compares him to Orpheus, a complicated musical role model, rather than an archetypal
chorégos like Apollo.'® Nonetheless, the description repeats the basic image of philosophical
discussion as choral dance explored in greater detail in the Euthydemus. Even if it is not fully
realized in every instance, choreia is thus a generally positive model of philosophical order."

As I have already suggested, Plato also conceives of the chorus as a potent mechanism of
social order. Leslie Kurke argues that Plato’s image of humans as “divine puppets,” which
appears explicitly twice in the Laws (1.644d7-45¢c6 and 7.803c2-04c1), “captures and distils
certain deeply traditional Greek ways of conceiving chorality” while also illuminating Plato’s
specific understanding of choral education and its value (2013a: 127). Identifying echoes of
puppet imagery in another passage of the Laws focused specifically on the value and pleasure of
choreia (Laws 2.653¢c7-654a7), she observes that, “in this fleeting or half-formed image of a
whole chorus of puppets “strung together” [at Laws 2.653¢7-654a7] we get an intimation of how
choral education serves its civic function; it forms ‘perfect citizens,’ for they all work in unison,

' In a talk given at Princeton University in October 2013, Griffith mapped out a set of binary oppositions (in some
cases nuanced by the presence of additional “middle” terms along a spectrum) in Greek thought on musical
expression. He particularly notes a contrast between logos (linked with, e.g., the masculine, rational, and simple)
and both audé and phoné (linked with, e.g., the feminine, foreign, wild, and polychordic). In Griffith’s analysis,
Orpheus is an important and revealing figure, whose “queerness” reflects an understanding of music, its origins, and
its value that differs from the more “straight-laced” musical values emphasizing, e.g., Apolline models, Dorian
harmonies, and Greek (as opposed to Thracian) origins (this argument will be further developed in Griffith
Jforthcoming). The effect of this characterization of Protagoras is comparable to that of the choral imagery in the
Euthydemus. Protagoras and his followers are attempting to engage in philosophical discourse, but their execution
ofit is imperfect (as demonstrated by their subsequent engagement with Socrates). They are thus cast as
“enchanted” (kexnAnuévor) choreuts, rather than fully rational participants in an orderly display of cohesion and
reciprocity. To be sure, later traditions explicitly link Protagoras with Apollo (see Burkert 1972: 91, 141-143, 178
and Kurke 2011: 109), and the sophist’s origins would seem to point in both directions at once — Protagoras hails
from Abdera, a city near to the Thracian homeland of Orpheus, but also one whose patron deity was Apollo (Burkert
1972: 110 n.2). My interest here is in the force of the musical and kinetic imagery employed by Plato in this
particular passage (which emphasizes the non-normativity and irrationally of Orphic enchantment), rather than in
providing a full account of Protagoras and divine/musical associations more generally.

" This claim is further supported by my discussion of choral community and cooperation as a positive image of
cosmic order in Plato’s work below.
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in harmony with each other” (2013a: 132). Kurke’s reading explores the theological and ritual
implications of Plato’s conceptualization of choreia, but she also highlights its sociological
force, concluding: “Plato ... is interested in the long-term, permanent ordering effects that a
lifetime of choral habituation installs within the soul of each dancer and among the dancers as a
citizen group” (2013a: 160).

Barbara Kowalzig also clarifies how the act of “dancing together” operates as a means of
social control in Plato’s conceptualization of community performance in the Laws. Like Kurke,
she considers how Plato both reflects and refigures older Greek traditions, focusing specifically
on his understanding of riythmos. She argues that:

[...] rhythm, the social experience of the passage of time, is one of Plato’s
principal concerns. The conceptualisation of #hythmos as a social force — in what I
called the bodily social — allows him to materialise, virtually to embody, the
ordered passage of time. Rhythm in the Laws becomes the point where individual
and collective temporalities meet, in the motion of the communal dancing body
physically and emotionally strung together in a shared set of moral and ethical
attitudes and values. An understanding of the physicality of the individual body is
key to this enterprise: in an intriguing set of links communal dancing turns into
civic body management and the chorality into a practice where the biological and
the culturally acquired converge. (2013c: 201-202).

Kurke and Kowalzig reveal why the embodied practice of choreia is crucial for Plato. In the
Laws, dancing and singing together is conceived as a way to suture individual bodies to one
another and to create links between performers, audience members, and the divine.”* Choral
dance thus becomes a force of communal embodiment, an act that lifts performers and spectators
alike out of their individual bodies and into a powerful and ideologically-charged awareness of
shared experience.”’ Given this emphasis on choreia as a social force, we can see why solo and
individualized dancing — motion that keeps the performer and spectator alike focused on the
experience and expression of a single human body — is largely absent from the Laws.**

*% See Kurke 2012 and 2013a.
*! For the ways in which Plato imagines spectators as caught up in performance, see Book 2 of the Laws, wherein
the Athenian remarks that old men organize performances of choreia by younger men in order that they may awaken
(epigerein) their own memories of performance (657d). As Prauscello observes, this claim suggests that “to watch
the dance and song is a way to participate in it” (2011: 154, emphasis in original).
22 Plato most explicitly examines the benefits of dance for the individual body in a passage where he closely aligns
dance (orchésis) with exercise (gymnastiké) and wrestling (palé), rather than considering it as part of a larger system
of mousiké and choreia (which is his general tendency in the Laws). In this passage, the Athenian divides the
lessons to be offered to children into two categories: “the gymnastic, which pertains to the body, and the ‘musical,’
which benefits the soul” (ta pev 6ca mepi 10 oAUA YOUVOOTIKTG, T0 8™ gdyLyiag Xaptv povoikiic, Laws 7.795d).
He goes on to assign orchésis (dance without any inherent implications for musical or vocal accompaniment), along
with wrestling (palé) to the realm of gymnastike (7.795d-¢), and notes its salutary effects upon the “health, agility,
and beauty” of the body (eve&iog EhappotnTog Te Eveka kol KAAAOVG, 7.795¢). But mousike, for Plato and in Greek
usage more generally, also includes dance (cf., e.g., Laws 2.655a). I would suggest that this is the force of the
Athenian’s division, here, of dance (orchésis) into two further subcategories: the one mentioned above, which has
particular benefits for the human body, and that which “imitates the style of the Muses” (perhaps an oblique
reference to mousiké), thereby preserving “freedom and nobility” (tf|g dpynoemg d& dAAN puev Mobdong Aé&w
ULHOVUEVOV, TO TE PEYOAOTPENEG PLAGTTOVTOG Gpa Kol EAevBepov, 7.795¢). The latter mode of dancing, involving
mousike, the Muses, and benefits for the soul, is Plato’s principal concern throughout the Laws, and it is thoroughly
bound up in choreia and its corresponding vocal dimension (note here that this “loftier” or soul-benefiting form of
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Plato’s use of choreia as a descriptive or explanatory image reveals a similar set of
values. Peponi notes that, in addition to the discussion of choral dance as cultural force in the
Laws, Plato’s Republic and Phaedrus employ choreia in the elucidation of the philosopher’s
metaphysics (Republic 616b-617d; Phaedrus 246-248; Peponi 2013b: 18-21). She observes that
Plato’s celestial imagery in those texts implicitly explores “the potential of a thoroughly
reimagined and refashioned chorality,” combining aspects of contemporary Athenian
performance practice with utterly fantastic elements (Peponi 2013b: 21). I want to highlight one
specific insight from Peponi’s analysis: the importance of choral communality in Plato’s
imagery.

In both the Republic and the Phaedrus, the plurality of the group described (whether
divine agents, as in the Republic, or souls, as in the Phaedrus) is crucial. In the Republic, the
image of the chorus helps to illustrate divine harmonia (Peponi 2013b: 18-20). In the Phaedrus,
the soul itself is imagined as a complex but ideally cooperative unit, consisting of a chariot, two
winged horses, and a charioteer (Phaedrus 246a-b). Human souls, figured as choreuts, follow
the leadership of the gods’ souls.”> Peponi also observes that “instead of actually dancing, the
chorus of soul-chariots is in fact ‘being danced,’ for they are stationed on the rim of heavens,
which itself rotates” (2013b: 21). Plato thereby transforms dance from an act of individual
kinetic agency into a passive state of “being moved.” Finally, Peponi contrasts Plato’s
conceptualization of access to the Forms in the Phaedrus with his conceptualization of the same
in the Symposium, remarking that “unlike the Symposion, where the young man’s gradual ascent
towards the Forms appears in Diotima’s doctrine to be quite solitary, the process of an orderly
‘choral’ viewing of the Forms in the Phaedrus might indeed represent an experiment on Plato’s
part to reimagine the potential of the chorus as an initiatory institution” (2013b: 21).** She thus
interprets the fantastic conceptualization of choreia in the Phaedrus as consistent with the
organization of choreia as cultural institution in the Laws. Here, I stress how those metaphysical

dance specifically imitates the /exis of the Muses — which can certainly mean “style” in a general sense, but also
denotes speech or words more specifically). Thus, while Plato and the Athenian may leave some room for
individualized dancing, or at least a focus on the individual body in dance, within the sub-category of orchésis more
closely aligned with gymnastiké and somatic benefits, choral dancing remains the central and most beneficial mode,
and one which is bound up in both communality and language (e.g., lexis). In addition, Plato’s use of language
essentially erases the major model of solo, non-verbal, female dance performance — the orchéstris — from the realm
of possibility. In the same section of Book 7 discussed immediately above, the Athenian also proposes that “it
would be quite proper for boys to have male dancing instructors, and girls to have female dancing instructors (toig
u&v Toivuy Touctv opyMotai, Taig 8¢ dpynoTpidec v slev mPOC T Sramovelv ovk dvemdeidtepov, 7.813b). In this
context, orchestai and orchéstrides can only mean male and female instructors, yet the use of orcheéstris/orchéstrides
to mean “female dance teacher,” rather than “dancing female sympotic entertainer,” is unparalleled in archaic and
classical Greek literature. By thus re-defining the term, Plato transforms the orchéstris into a functioning cog within
the social choral system, rather than a paradigm of solo performance.
> Human souls as chorus: Phaedrus 247a and 250b; as choreuts: Phaedrus 252d; as following the gods: Phaedrus
248a and 250b. On Plato’s position within a much larger tradition of choral cosmology, see esp. Miller 1986 and
Csapo 2008.
** The most immediately relevant passage of the Symposium is 210a-212b. Note, however, that while the
Symposium presents philosophical ascent as a solitary endeavor, Plato still conceives it as a process of
disembodiment (see Gilhuly 2009: 86-91). Thus, while Peponi highlights an important distinction between the two
models of access to the Forms, I would also point out that they share a conceptual framework that de-emphasizes or
denies individual embodiment and kinetic agency — in the Symposium, this is accomplished by a more general move
away from corporeality (see Gilhuly 2009: 58-97), whereas in the Phaedrus, it is accomplished by a move towards
choral dancing constructed as an emphatically passive act (see Peponi 2013c: 21, “the chorus of soul chariots is in
fact ‘being danced’”).
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images of choral dancing, like their institutional counterparts in the Laws, work by lifting a
person out of his or her individual body and forging a powerful sense of connection and
continuity across time and space.

For Plato, the chorus is a vehicle of individual disembodiment, whether accomplished
abstractly, for the purposes of illustrating a philosophical point, or put into practice through the
establishment of choral institutions. Moreover, the fantastic choruses of the Phaedrus and the
Republic are complex images constructed in language, descriptive tools of philosophical
explanation and argumentation. Like the kinetic metaphors of the Euthydemus, they engage with
dance as an abstraction rather than an embodied reality. In the Laws, the corporeality of choreuts
is more immediately relevant, but choral dancing remains intimately bound up in choral
singing.”> Chorality, in Plato, is thus consistently linked with language and verbal expression.

Plato’s understanding of the value of dance is further illuminated by two explicit
references to non-choral forms. I have already observed that the Protagoras employs choreia as
a basically positive, if imperfectly executed, model of philosophical leadership and discourse. It
also features a pejorative mention of individualized dancing, as Socrates says to Protagoras:

Kol yop Sokel pot 10 mepi momcemc StaréyecOat OLOIOTATOV ElvalL TOIC GUUMOGIONG
T01¢ TV PoAmV Kai dyopainy avOpdTeV. Kai yop odtot, S 1o ur dHvacho
AAMAOLG 01’ £aVTAY GLVETVAL £V T TOT® PNOE 01l THG EAVTMOV POV Kol TAV
AOY@V TOV £00TGV VIO ATAOELGIOG, TG TO10DGT TAG AOANTPIdAG, TOALOD
webovpevol dAloTpioy VIV TV TOV AOADV, Kal 01d TG Ekelvav pmVviig
aAAMA0LS cOveEIsY: 8oL O Kahol KayaBol cupmdtat kol memadevpévol eictv, ook
av 1do1g 00T’ avAnTpidog obte OpyNoTPidas ovte Yartpiog, AAAL AVTOVS OVTOTG
ikavovg dvtag cuveival dvev TV APV 1€ Kol Tondidv To0TOV did THS aOTMV
paviig, AEyovtag e Kal (xKovovwg &V HEPEL EAVTAV KOOWIOG, KBV VY TOADV
oivov Timoty. obTe 8¢ Kai oi Totide cvvovsiar, &av pév AdBavtar dvdpdv oloinep
NUGV oi ToALoL pacty elvat, 00dEV Séovtar dALoTpiag poVEc 0088 TomTéV, 0dg
obte dvepécBon 0idv T’ dotiv mepi MV Aéyovaty, mayduevol Te adTodg ol ToAAOL &v
101G AGYO1G Ol PEV TODTA PAGLY TOV TOMTIV VOELY, 01 0’ €1epa, TEPL TPAYLLOTOG
dtodeyopevol 6 dovvatodot EeAEyEat.

For it seems to me that arguing about poetry is comparable to the wine-parties of
common market-folk. These people, owing to their inability to carry on a familiar
conversation over their wine by means of their own voices and discussions— such
is their lack of education—put a premium on aulos-girls by hiring the extraneous
voice of the aulos at a high price, and carry on their intercourse by means of its
utterance. But where the party consists of thorough gentlemen who have had a
proper education, you will see neither aulos-girls nor dancing-girls nor harp-girls,
but only the company contenting themselves with their own conversation, and
none of these fooleries and frolics—each speaking and listening decently in his
turn, even though they may drink a great deal of wine. And so a gathering like this
of ours, when it includes such men as most of us claim to be, requires no
extraneous voices, not even of the poets, whom one cannot question on the sense

* See, e.g., Kowalzig 2013a on the importance of the physical body for Plato’s conceptualization of choral
education in the Laws. Note also that choreia in the Laws signifies choral song and dance combined — orchésis
independent of singing belongs more to the realm of athletic training (see n. 22 above).
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of what they say; when they are adduced in discussion we are generally told by
some that the poet thought so and so, and by others, something different, and they
go on arguing about a matter which they are powerless to determine. (Plato,
Protagoras 347c-e. (trans. Lamb, modified).

Socrates contrasts the sympotic conversation of good and educated men (xodoi kdyafoi
ocvumdton Kol merodevpévor gictv) with the diversions common at the symposia of “base and
vulgar people” (toig cuuTosiolg T0ig TOV PavA®Y Kol dyopainv dvBpdrmv). Dancing girls
(0pymotpidag) are specifically included in the modes of entertainment excluded from the practice
of real philosophical debate. Socrates’ distinctions here mirror the “exile of the body” from the
symposium in Plato’s Symposium.*® The passage thus sets forth a straightforward opposition
between philosophical /ogos and activities like individualized sympotic dance. The kinetic
imagery of the Protagoras as a whole thus implies that choral dancing might bear some
relationship to philosophical discourse, but that more singular, sexualized, commercial, and non-
verbal forms have no place among the discussions of educated men.”’

Plato’s Menexenus includes a more complicated reference to solo dance, but one that
ultimately reinforces a similar set of values. The majority of the Menexenus is given over to
Socrates’ recitation of a funeral speech, which he claims to have learned from Pericles’ mistress
Aspasia. The dialogue is plagued by interpretive challenges, which often boil down to the basic
question: is the speech serious or playful?*®* More recent scholarship rejects the need for a strict
either/or distinction between seriousness and play, arguing that the comedic, parodic, and satiric
qualities of the Menexenus have “serious philosophical implications.”” Franco Trivigno
specifically argues that Socrates’ speech in the Menexenus is a parody of the funeral oration as a
genre. He defines parody with reference to two specific techniques exemplified by
Aristophanes: inversion (which “upsets or overturns the target text by distorting the original in a
way that reverses the stylistic effect of semantic intention”) and amplification (which “hones in
on one aspect of the target text and amplifies it to absurdity, often exposing its artificiality as a
literary trope”) (Trivigno 2009: 30). He demonstrates that identifying these techniques within
Socrates’ speech can help resolve several of the most persistent interpretive challenges of the
Menexenus. He concludes that Plato, through Socrates’ parodic oration, exposes how funeral

*® See Gilhuly, for whom the female aulétris “is, in a sense, consonant with the materiality of the symposium. ...
Her banishment is a necessary precondition for the philosophical discussion that forms the bulk of the dialogue”
(2009: 62). The hierarchy of sonic modes (e.g., speech over instrumental music) expressed here is also striking, and
it seems to be part of a pervasive interest in sound, speech, and communication in the Protagoras (cf. also Plato’s
mention of another sophist, Prodicus, whose quality of voice is so deep (S tv BapOtta tiig e®viic) that it creates
“a certain buzzing” (BopPog t1g), making the content of the conversation itself difficult to discern, 316a). But a full
investigation of sound and performance in the Protagoras is beyond the scope of this project; I confine myself here
to the consideration of dance specifically.
*7 Cf. also Athenaeus 607a, wherein Myrtilus quotes the philosopher Persaeus on propriety at symposia, making the
same contrast between drunkenness/dancing girls and philosophical discourse. It is notable that Plato here goes so
far as to include even poets among the “extraneous voices” to be banished from the proper philosophical symposium
(00dev déovtatl aAAoTpiag Pavilg 0vdE ToTdV, 347e, cf. the dAlotpiav eovny of auloi at 347a). 1 would suggest
that the word ovd¢ (“not even”) here is crucial, as it signals Socrates intention to push the limits of this argument and
find out where the line between “extraneous” phoné and philosophical logos lies (see above for Griffith’s analysis of
the relationship between phoné and logos in Greek thought more broadly).
% For “serious” readings, see, e.g., Huby 1957 and Kahn 1963. For “playful” or “parodic” ones, see, e.g., Bloedow
1975 and Loraux 1986.
** Trivigno 2009: 30. For this interpretive approach, see also Salkever 1993 and Long 2003.
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speeches can “encourage self-ignorant complacency, an indifference to truth, and the pursuit of
false goods” (Trivigno 2009: 46). At the same time, Trivigno suggests that the dialogue itself
“invites its reader to respond critically and engage in the issues philosophically,” thereby
creating an opportunity for the true investigation of virtue valued by Plato (2009: 44).

My reading here aims to enrich, rather than undermine, Trivigno’s analysis. In particular,
I want to reflect further on the force of Socrates’ apparent willingness to “strip naked and dance”
for Menexenus (amodvvta opyfcactar, 236d). This imagined dancing, I will argue, frames the
entire speech in ways beyond those noted by Trivigno (2009: 34). It can also be meaningfully
connected with the attribution of the entire speech to the courtesan Aspasia.

When Socrates agrees to recite the speech for Mexenenus, he adds, “but indeed I must
surely gratify you, such that I would almost oblige you, were you to command me to strip naked
and dance, since we two are alone” (4ALd pévtot 6ol ye del yapilesOat, Gote kKdv OAiyov, & pe
KeAEVO1G AmodvvTa dpynoachat, yapioaiuny av, Emedn ye pove eopéyv, 236¢-d). Trivigno
suggests that “this declaration recalls the practice of the chorus in Old Comedy, which always
cast off their cloaks before dancing and sometimes announced that they were doing so” (2009:
34). He argues that this reference to comedic custom helps signal the parodic nature of the
dialogue. I do not contest that reading, but I would note that Socrates also stresses the fact that
he is alone with Menexenus (éredn] ye poévem éopév, 236d). He has no chorus to accompany him
in his dancing. For this reason, I would suggest that Socrates’ projected dancing is also meant to
evoke sympotic performance practices — specifically, those of the hired dancer or musician.*
His desire to gratify Menexenus thereby acquires a hint of sexual commodification.

While Menexenus himself continually ignores Socrates’ attribution of the speech to
Aspasia, it is a detail that we ought to take seriously.”’ Aspasia, a courtesan and mistress of
Pericles, is the subject of a comparatively rich ancient biographical tradition. While she is not, in
our extant sources, associated with dance specifically, she is marked by erotic appeal more
generally.”> Lucian, praising Socrates’ interest in dance, includes his relationship with Aspasia
among a set of other “low” and sympotic pursuits: enthusiasm for dancing (EueAiév ye €xelvog
nepl OpyYMOTIKNV 0V PeTpig omovddoecbal, On the Dance 25), frequenting the “schools of
aulos-girls” (ig 10 ddaockarelo TV adANTPidwV Epoita, 25), and a willingness to learn from the
courtesan Aspasia (mop’ £Taipag Yuvorkog ovk Amné&iov orovdaidv Tt AKoVEW, THg Aomaciag,
25).*> In the Menexenus, Socrates thus likens himself to a dancing girl (&modbvto dpyfoacdor,

%% On the nudity or near-nudity of such (female) performers, see Chapter 4: fig. 1, as well as Anacreon 399 PMG:
€kdvoa Kidva dwpralewv (“taking off your chiton to play the Dorian,” subject is female). While Dillon and Garland
suggest this might be an allusion to the scanty clothing typical of Spartan girls (2000: 438), given the performance
context and dominant subject matter of Anacreon’s poetry, it seems at least as likely to reference the performance
practices of a female symposiast or entertainer.
°1 On Menexenus’ disregard for the origins of the speech, see Long 2003: 53 n. 11
32 See Henry 1995 on Aspasia and the various sources for her life. Henry sees a distinction between the base and
sexualized representation of Aspasia in Attic comedy as “porne and procuress” (1995: 28) and her more elevated
position in “philosophical discourse,” which “for a moment... allowed a woman to advocate that women and men,
connected by eros, search together for the good” (1995: 56; for Henry, philosophical discourse represented by Plato
and Xenophon). While I believe that Henry is right to stress the generic distinctions between comedy and
philosophy, I would argue that Plato’s representation of Aspasia is hardly that of an authoritative female philosopher
(that is, she differs in important respects from the wholly disembodied Diotima, whose utility for Plato is analyzed
by Halperin 1990 and Gilhuly 2009: 58-97).
*% In making this claim, Lucian (or his character Lycinus, who is actually speaking here) seems to draw primarily
from Xenophon. In the final section of this chapter, however, I will discuss Xenophon’s portrayal of Socrates as a
dancer and demonstrate that his enthusiasm for dancing is a bit more complicated than Lycinus suggests.
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236d) as he prepares to recite the speech of a prostitute. His willingness to perform this kinetic
and sexual role marks his readiness to take on the role of the courtesan in performing the
speech.™

When Socrates transforms himself into a sympotic entertainer in order to recite Aspasia’s
speech, he implies that the role of prostitute is somehow integral to the performance of the
oration. This is an act of parody and undermining that exceeds that identified by Trivigno.
Socrates is comparing the orator to a prostitute, constructing him as a figure who provides his
audience with gratification and pleasure rather than instruction and enlightenment.” But as I
suggested before, this is a reading that ultimately reinforces Trivigno’s basic contention that “by
following the epitaphios’s logic of praise to absurdity, Socrates exposes its utter lack of concern
for truth. The bewitching feeling of self-satisfaction...depends on deception. By making the
audience feel good when being deceived, the funeral oration fosters an indifference to truth”
(Trivigno 2009: 41). Plato again opposes solo dancing, particularly in the sexualized and
commercialized mode of the orchéstris, to the productive and enlightening practice of
philosophical discourse. In the broader context of Plato’s thought on dance and performance
traced here, we might further identify a system wherein monologic speech and individualized
dancing are both negatively marked, while communal choreia and philosophical dialogue are
categorized as positive and productive.

In addition, Socrates — in the Menexenus — does not actually dance. Rather, he qualifies
his promise to Menexenus by saying that he would “almost” (dAiyov, 236¢) be willing to “strip
naked and dance” (dmodvvta dpynoacat, 236d). Even if the subsequent recitation of the speech
is, as I have argued, an act of entertainment and audience gratification comparable to the
performance of a prostitute-entertainer, Socrates never delivers on his apparent, if qualified,
desire to dance. With the important qualifying adverb “almost,” Plato pulls back from fully
transforming Socrates into a dancer and keeps his focus on verbal discourse, rather than
embodied expression.’® Xenophon, by contrast, displays a consistent willingness to explore and
dwell upon the possibilities of dance and corporeality, although we will see that he, too, stops
short of presenting the reader with an actively dancing Socrates.

3. Dance and Description: Xenophon’s Performance Narratives

References to dance and performance are scattered throughout Xenophon’s multi-generic
corpus, and a full study of Xenophon as a theorist of dance would certainly be illuminating.
Here, however, I embark upon a more modest project. I will consider the representation of solo
dance in two very different texts: the historical Anabasis and philosophical Symposium. 1 will
demonstrate that the use of dance in both works exemplifies Xenophon’s general attitude
towards the possibilities of performance. In the process, I will also reveal how Xenophon

* Note that Socrates also likens himself to a slave, claiming that he learned the speech from Aspasia as she went
along, and that he “nearly got a beating whenever [he] forgot” (dAiyov minyag EraPov 6T’ EmedavBavouny, 236¢).
However, this detail, like Socrates’ imagined dancing, is qualified: just as he was “nearly” (6Aiyov) flogged, he is
“almost” (0Aiyov) willing to dance for Menexenus. I will comment on the importance of this below.
*> On praise as prostitution, cf. Pindar Isthmian 2.1-8, particularly as discussed by Kurke 1991 (Chapter 10) and
1996.
36 Throughout this section, I have focused on Plato’s investment in verbal discourse, sidestepping the larger question
of Plato’s attitudes towards written (as opposed to spoken) expression. For discussion of this issue (especially as it
comes to the fore in Phaedrus, a dialogue not discussed here), see Reitzammer 2016: 214-215 and G.R.F. Ferrari
1987: 204-222, with further bibliography.
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engages with earlier cultural models of both male and female solo dancing. I suggest that
Xenophon displays a unique willingness to engage with individualized dancing, and that he thus
provides a fitting conclusion to this chapter and this project.

a. Commander and Choreographer: Anabasis 5.8-6.1.14

The opening chapters of the fifth book of Xenophon’s Anabasis feature rich and complex
descriptions of both solo and choral dance performance. At this point, the Greek army has
reached the Euxine Sea and paused near the city of Cotyora. Some of the Greeks have taken to
pillaging the nearby Paphlogian territories, while the Paphlagonians have responded with
kidnapping and a nighttime attack (6.1.1). The Paphlagonian king subsequently sends an
embassy to the Greek camp, and the Greek generals invite the ambassadors to stay for an
evening of feasting and entertainment, which includes a series of dance performances (6.1.2-14).
While Xenophon’s description of these performances includes intriguing hints about the
choreographic qualities and geographic and ethnic origins of the various dances, I will argue here
that we should be very cautious about taking this information at face value. As I will
demonstrate, these dances accomplish several distinct purposes within the larger text, and are
thus primarily useful as a way of examining Xenophon’s narrative strategies and his
understanding of dance itself.

The evening begins with sacrifices, feasting, reclining, and drinking (6.1.4). The entire
group pours libations and sings a paean (€nei 0¢ omovdai te £yévovto Kai Emaidvicay, 6.1.5).
Xenophon then describes an armed dance performed by two Thracian men (6.1.5-6), followed by
a dance called the Carpaea, performed by the Aenianians and Magnesians (Aividveg kol
Méryvnteg, 6.1.7). Both dances are described in choreographic detail: the first seems to mime a
man-to-man battle with daggers (taig poyaipaig xpdvro, 6.1.5), while the second features an
encounter between a farmer and a robber (6.1.8-9). Next, a single Mysian man performs a series
of solo dances (6.1.9-10). This spectacle is then followed by another group performance,
wherein Mantineans and Arcadians, “armed with the finest equipment they could find,
accompanied by the aulos sang the paean and danced in time to the martial rhythm, just as they
do in their processions for the gods” (é€omhcdpevor d¢ &30vavto KGAMGoTo NGV T &v PLOUEG
TPOG TOV EVOTALOV PLOUOV OAOVUEVOL KO ETOLAVICAY KOL QPYCAVTO GOTEP £V TAIG TPOG TOVG
Beovg mpooddolg, 6.1.11). The Paphlagonians remark upon the preponderance of armed dances
(oi MogAaydveg devar morodvro mhoog Tog dpyNoelg &v dmhotc eivar, 6.1.11), and the Mysian
man, in response, brings out an orchéstris (opynotpida eicdyet, 6.1.12) to perform an armed
dance of her own (6.1.12). The Paphalogians ask if “women fight alongside” the Greeks (oi
[MapAaydveg fipovto €l Kai yuvaikeg cuvepdyovto avtoig, 6.1.13), and the Greeks reply that
indeed, “it was these very women who drove the [Persian] king from his camp” (611 avton Ko ai
Tpeydpeval giev Pacidéa x tod otpatonédov, 6.1.13). Thus ends the evening (tfj pév vokti
a0t T0dTO0 TO TEAOG €yéveTo, 6.1.13).

Within the larger narrative of the Anabasis, these dances are not part of a neutral display
of Greek sympotic practices performed in the name of cultural exchange. Rather, they are
strategic displays of Greek military readiness and enthusiasm intended to cow the troublesome
Paphlagonian raiders. This encounter between the Greeks and the Paphlagonians is thus first and
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foremost a diplomatic event.”” Moreover, Xenophon’s description repeatedly calls attention to
the reactions of the Paphlagonians. In the course of the Thracian dance, they “cry out”
(&véxpayov ol ITapAayoveg, 6.1.6) when one of the performers “falls rather skillfully” (6 &
gmeoe TeYVIKAS g, 6.1.5). They are struck by the fact that all of the dances are performed
under arms, and even more amazed when a woman dances the pyrriché (6.1.11-13). Xenophon
is surely not suggesting that Greek sympotic and folk dances were exclusively armed — the claim
made by the Mysian that Greek women were responsible for the defeat of the Persians (6.1.5) is
likewise fictitious. That final claim, however, makes verbally explicit the message embodied by
these dances: the Greeks are powerful and ever-ready warriors, who use weapons skillfully even
in their leisure-time pursuit of dance. When the Greeks subsequently make peace with the
Paphlagonians and depart from the region (£60&e t0ig oTpatidTang unte adwkelv [aglayovag
unte aowkeictar, 6.1.14), the agreement is tinged by the prior evening’s display of Greek force
and skill. Xenophon implies that the Greek army possesses the ability to defeat the
Paphlagonians by force, but instead magnanimously agrees to leave them in peace.

In addition, Book 5 of the Anabasis ends with an episode foregrounding Xenophon’s own
role as an actor within the narrative. At that point, Xenophon describes how the army goes about
settling a series of disputes (5.8). He notes that “certain men made accusations against
Xenophon [referring to himself, as usual, in the 3" person], saying they had been beaten by him”
(Eevop®dvtog 8¢ kotnyopnodv tveg packovteg maiecBot v’ avtod, 5.8.1). The inquiry
proceeds, with the men describing the conditions under which they were beaten and Xenophon
defending his actions (5.8.2-26). The chapter and the book end pleasantly, for after Xenophon
delivers a rousing speech on requirements of leadership (5.8.16-26), the group “gets up and
recalls past events, and everything turns out well” (éx Tovtov p&v 61 dvictavto Koi
AVEUIVIIOKOV. Kol TEPLEYEVETO DOTE KAADGS Exev, 5.8.26). At the same time, the men’s
complaints raise important questions about the bodily autonomy of the individual soldier and the
extent of the commander’s authority. Even if the book ends on a pleasant note, the authority of
the character-Xenophon, specifically over the bodies and motions of his subordinates, has been
challenged and slightly destabilized.’®

The dance performances at the beginning of Book 6, then, display the military prowess of
the Greek army while also reinforcing the narrative authority of Xenophon himself. The episode
as a whole does little to advance the military plot of the Anabasis, and the process of making
peace with the Paphlagonians could certainly have been described without extensive reference to
dance and choreography. But the description of dance enables Xenophon to emphasize his role
as author and narrator, thereby reclaiming the authority called into question at the end of Book 5.
Instead of reading about the internal character Xenophon defending his position as commander,
we find the external author Xenophon displaying his control as “choreographer” of his dance
descriptions. I have already demonstrated how both the staging and narrative framing of these
dances display the power of the Greek army; I will now explain how they also foreground the
authority of the descriptive narrator over his own written work.

3" The Paphlagonian visitors are ambassadors sent by the Paphlagonian king Corylas (6 8¢ KopvAag, 8¢ &t0yyave
tote [aglayoviag dpymv, Téumel mapd tovg "EAAnvag tpéoPeig, 1.2) and are received as such by the Greek generals
(ol 8¢ oTpartnyol dmekpivavto 6Tl mepi pEV TovT®V oLV Tf| otpatid foviedoowvto, ént Eévia 8¢ £8éxovto avtovg, 1.3).
* We might compare this interest in the relative power and authority of the individual and the group with concerns
apparent in Xenophon’s Hiero — in an analysis of that text, Sevieri identifies parallels between Xenophon’s rhetoric
and that of 5" century encomiastic poets (e.g., Pindar), and concludes that the poets and Xenophon have a common
problem: “that of accommodating the ambitions and achievements of the successful individual to the needs of the
community” (2004: 286).
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Even if Xenophon’s account of the Greek and Paphlagonian festivities reference actual
historical events, the narration and description of them within the Anabasis involves significant
artistry. The sequence of performances is highly structured: they commence with the singing of
a group paean (énoudvicav, 6.1.5), continue with an armed dance (6.1.5-6), proceed to a more
narrative sequence of dance, also involving weapons (the Carpaea, 6.1.7-9), return to a set of
armed dances (6.1.9-10), and conclude with another group paean, this time involving both song
and dance (éraidvicay koi opyfoavto, 6.1.11). The performance of the armed orchéstris is set
off from the rest by Xenophon’s description of the Paphlagonian response (6.1.11) and the
consequent staging of the girl’s performance (6.1.12). I have already commented on the
significance of weaponry and martial elements in these dances, but they are also linked by a
recurring emphasis on rhythmic movement to the accompaniment of the aulos, described by the
narrator in gradually expanding terms (mpdg a0AOV ®pynoavto, 6.1.5; tadt’ énoiovv &v pOUd
TPOG TOV ALV, 6.1.8; Tadta mavia &v puiud €moiel TpOg TOV AOAGY, 6.1.10; &v pvOUD TPOS TOV
EvomAtov puBuov avAovpEVOL Kol Eratdvicay Kol apyfoavto, 6.1.11).

While the organizational scheme I describe here is certainly not the only way to trace
correspondences and parallels among these dances, the sequencing of paecan-weapon dance-plow
dance-weapon dance-paean is striking. This structure also centers the extended description of
the plow dance, or Carpaea, which is arguably the strangest component of the narrative.
Moreover, the plow dance is the point where Xenophon most vividly destabilizes the act of
dance description itself, thereby making visible his own narrative role.

The Carpaea is described as follows:

petd tovto Aividveg kol Mdayvnteg dvéotnoay, ol dpyodvTo TV Kopmoiov
KalovpEVY €V ToiC dmAolc. O 88 TPOMOg THC OPYNCEMS NV, O HEV Tapadépevog Ta
Omha omeipet kai (evyNAOTEL, TUKVA O€ OTPEPOLEVOG G POPOVUEVOS, ANOTNG O
TPOCEPYETOL: O O EMEWAV TPOTdNTOL, ATAVTQ ApTdcag T0 dmAo Koi péyeTal Tpod
10D {edyovg: koi obtol Tadt’ &moiovv &v PuOu@ Tpoc TOV adAdV: Kai TELOG O
Anotg onoag Tov avopa Kai 10 (edyog dmdyet: €viote 6& kai 0 (gvynAdtng TOv
Anotv- gita mopd Todg Podg (evEag dmicm T yEipe dedepévov Elavvet.

After this, the Aenianians and Magnesians arose and danced a dance called the
Carpaea with weapons. The manner of the dance was like this: a man who has put
aside his weapons sows and drives oxen, frequently turning around as though in
fear, and a robber approaches. And when the sower sees him coming, he snatches
up his weapons and fights in front of his oxen. And they do all these things
rhythmically to the music of the aulos. Finally, the robber binds the man and
drives off the oxen; and sometimes the oxen-driver binds the robber, and then,
having yoked him alongside the oxen, with his hands tied behind him, he drives
[them]. (Anabasis 6.1.7-9)

On the one hand, this description features a high level of choreographic detail and clarity, such
that the reader can mostly discern and imaginatively reconstruct the sequence and style of the
dance. As I suggested above, this dance — along with the others — serves an intelligible role
within the larger military narrative. The Carpaea is the most vividly mimetic dance performed,
and it clearly relates to the surrounding historical events: the current conflict originated in the
Greek practice of pillaging the Paphlagonian lands (6.1.1). The Aenianians and Magnesians thus
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represent in dance the kinds of events that precipitated the present diplomatic engagement. On
one level, their representation is tactfully and diplomatically balanced: sometimes the robber
wins, sometimes the farmer prevails. At the same time, the dance is embedded within a heavy-
handed sequence of armed dances, expertly performed by various members of the Greek army.
For the Paphlagonian audience, the message seems to be that fighting and pillaging are matters
of play for the Greeks — skillfully executed in artistic representation, and able to be carried out
even more effectively in reality.

In additions, there a few problems with Xenophon’s narration of the performance. He
begins by identifying a seemingly large group of dancers: (plural) Aenianians and (plural)
Magnesians (Aividveg kol Mdayvntec). Yet the choreography he subsequently describes calls for
only two performers: the sower and the robber. Then, at the end of the description, Xenophon
offers two different versions of the dance, remarking that the robber binds the sower and drives
off the oxen, then commenting that sometimes (éviote), the sower actually gets the better of the
robber.

In the absence of any further clarification, the reader is unable to imagine how the
remaining Aenianians and Magnesians figure into the performance. He is also unable to decide
which of the two possible conclusions to the dance were actually performed in this instance.*
By making his description ambiguous on potentially crucial details, Xenophon foregrounds the
difference between a spectator of live dance and the reader of a dance description, however vivid
and detailed the latter may be. Our vision of the dance, as readers, is not comparable to the
viewpoint of the original audience members, who would have been able to direct their attention
freely and observe details omitted by the subsequent narration.

While I have structured the contrast here as being between a real historical audience and
the readers of a subsequent description of a performance, the historical veracity of this dance as
described is not really the central issue. Within Xenophon’s narrative, there are characters who
view the Carpaea. While the vivid and detailed description of the dance invites the reader to
imagine himself as sharing the perspective of those embedded viewers, the omission of
information that would have been obvious to a live audience reminds the reader that there is, in
fact, a great deal of distance between reading and viewing, or dance and description. Xenophon
thus makes visible his own role in the narrative, occluding details of the dance to force the reader
to recognize his own acquiescence to the control of the author.*

The singular female dancer who concludes the sequence of performances raises a similar
set of issues. She occupies a position of emphasis within the overarching structure that I have
outlined here, as she performs last and falls outside of the sequence of male dances framed by the

Pt is possible that Xenophon means to suggest that the dancers perform both versions, perhaos simultaneously,
which would account for the presence of mulitiple performers. Alternatively (or in addition), we might imagine that
dancers perform the role of the oxen as well. My point is that Xenophon leaves this unclear — the qualifier
“sometimes” (éviote) could refer to multiple variations within this singular performance, or it could have a much
broader scope, and the available roles in the dance are not explicitly delineated.

* Harman demonstrates that a similar authorial dynamic is at play in Xenophon’s Agesilaus, arguing that, in that
text, “the rhetorical appeal to the reader to look at and believe what is described makes the implicit claim that sight
provides unmediated access to knowledge. However, in the text’s scenes of viewing, such a claim is revealed as
coercive, as the manipulative nature of visual display is made clear: Agesilaus displays his army and his person as a
means of acquiring power over his viewers. Further, scenes of viewing are involved in the construction of identity:
how one responds to a sight is made dependent on and indicative of the viewer’s political relationship to the object
of sight. How his viewers see Agesilaus and his displays is determined by and determines their identity” (2012:
450).
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performance of communal paeans (énaidvicav, 6.1.5; Erardvicay kol apynoavto, 6.1.11).
Xenophon also provides some additional narrative framing for her dance, which serves to make
its purpose explicit: the Mysian man conceives and stages her performance to drive home the
martial readiness and prowess of the Greeks, building on the Paphlagonians’ amazement at the
earlier performances (6.1.11-12). Moreover, the framing and features of her dance reveal crucial
aspects of Xenophon’s use of dance more generally.

Xenophon’s description of the orchéstris emphasizes her lack of subjectivity and agency.
He explicitly subordinates her to three male actors in three distinct ways, while giving the reader
no access to the girl’s own thoughts or impulses. He first tells us that she belongs to one of the
Arcadians (t®v Apkdadwv Tva tenapévov dpynotpida, 6.1.12), stressing her position as owned
object. The Mysian then takes control of the girl’s body and selects her costume (ckgvdcoag mg
€0UVaTo KAAMGTO Kol Aomidn 0oV kKovenV avti], 6.1.12). On the one hand, the origins of her
choreography are still left unspecified — we might well imagine that the girl exercises some
degree of agency in selecting her positions and gestures.*' At the same time, the basic nature of
her dance is pre-determined by the Mysian’s costuming: once equipped with a shield, her dance
can hardly be anything but a pyrriché.** Finally, Xenophon himself controls all aspects of the
girl’s presentation and performance, selecting each word used to describe her appearance,
identity, and dancing. These three male figures (owner, character, and author, i.e., Arcadian,
Mysian, and Xenophon) work together to exert a nearly absolute control over the character of the
orchestris.

The position of this dance within the narrative, moreover, makes clear the underlying
reasons for this emphasis on the lack of agency on the part of the performer. The point of the
girl’s dance is to send an emphatic and explicit message about Greek power — a message which
the subsequent exchange between the Paphlagonians and the Greeks translates into words for the
reader (“the Paphlagonians asked if women also fought together with them, and they [the
Greeks] said that these women were even the ones who turned the [Persian] king out of his
camp,” oi ITapraydvec fipovo &l Kol yovaikeg cuvepdyovto odToic. oi §” Eleyov dti avton Ko ai
Tpeydpeval glev Pacidéa éx Tod otpatonédov, 6.1.13). This is, of course, the point of all the
prior dances as well, but the framing of the girl’s dance makes it explicit for the reader and the
Paphlagonians alike. Likewise, Xenophon’s description foregrounds the instrumentality of the
orcheéstris by stressing her position as a subordinate object rather than an active agent. He thus
underscores the instrumental use of dance throughout this episode. None of these dances is
described for its own sake; Xenophon is not writing a catalogue of ethnic dance styles or
reflecting upon dance as such. Rather, dance operates within the narrative as a tool employed by
the Greek army to communicate military readiness and skill to the hostile Paphlagonians. It is
also used by Xenophon to display his own authorial “choreographic” control over both the
Greeks and their opponents, thereby ameliorating the conflict over his internal authority as
commander called into question at the end of the preceding book. The emphatic instrumentality

*! For further reflections on the potential kinesthetic agency of the orchéstris, see Chapter 4.3a.
* It is striking that, within this extended sequence of armed dances, the solo dance of the orchéstris is the only one
to be explicitly labeled pyrriche (1) 3¢ mpyfoato moppiynv ELappds, 6.1.12). This is a significant choice, for it
seems that the term pyrriché in 4t century Athens could have been applied to everything from highly
institutionalized choral ritual to sympotic entertainment. All of the dances here are potentially “pyrrhic” in this
broad sense, but by applying the term to the girl’s dance alone, Xenophon suggests that her performance is somehow
especially representative of the form. As I argue here, her dance does make especially explicit the instrumental
nature of dance within written narrative. For more detailed discussion of the pyrriché and its complexities,
including relevant bibliography, see Chapter 1.1.
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of the orchéstris thus calls attention to the instrumental role of dance description throughout the
narrative.

Could Xenophon have used the description of only choral dances to accomplish the same
effects? In a general sense, yes. Choreia appears at significant moments elsewhere in
Xenophon’s corpus, and it is also used as a mechanism for communicating and representing
ideas that are not centrally concerned with dance as such.* Yet it is striking that Xenophon
chooses to use an extended and varied set of individualized dance descriptions in order to make
visible the complex relationship between movement and language, and the ways in which
rendering dance in language can be an act of selection, subordination,and control. I have
highlighted throughout how those issues tend to coalesce around descriptions of individualized
dancing, in contrast to the sense of harmony and acoustic-kinetic synthesis often emphasized by
descriptions of choreia.** Xenophon, I suggest, displays a keen awareness of the tension
inherent in representing and transmitting dance via language, and the opening of Anabasis 6
makes this especially clear. I turn now to Xenophon’s Symposium, which more directly and
explicitly examines the value of individualized dance in relation to choreia.

b. Beyond Choreia?: Xenophon’s Symposium

Xenophon’s Symposium offers more extensive descriptions of non-choral dancing than
any surviving Greek text prior to the imperial period, and as such, it is a crucial text for my
project as a whole. Indeed, Xenophon’s Symposium, especially by way of contrast with Plato’s,
pays remarkable attention to issues of kinetic spectacle and corporeality in general.* At the
same time, Xenophon’s deep and sustained consideration of the possibilities of individualized
dance is balanced by a concluding appeal to the value of choreia. In the section to follow, I will
highlight the descriptions and discussions of dance scattered throughout the Symposium, tracking
how the dialogue moves from exploring solo and sympotic dance in an unusual way to espousing
a highly traditional view of dance and choreia.

From the beginning, Xenophon depicts hired entertainment as an integrated component of
the symposium, describing how:

a¢ 0" apnpétncav ai tpdmelot kKol Eomelcdy € Kai Ematdvicay, EpyeTot avToig &ml
KOUOV Zupakooidg Tig AvOpwmog, Exwv e aOANTPida dyadny Kai OpynoTpidon TdV
T B pato SUVOUEVOV TOLETY, Kol TOTd0 TAVY Y€ OPAIoV Kol TAvL KOADGC
KiBapilovta kol dpyovpevov. TadTa 08 Kol EMOEKVLG 1OG £V Bavpatt apydplov
EdpPoavey.

* See, e.g., Dillery: “perhaps the most illustrative model of order for [Xenophon] was the chorus” (2004: 260), who
cites as examples Oeconomicus 8.3ff (on this passage, see also Chapter 1.4), Memorabilia 3.5.18, and Hipparchicus
3. Contra Dillery, cf. Brock 2004: 252.
I also discuss Xenophon’s engagement with choreia in his Symposium in section 3b below.
* Chapter 1, esp. 1.1 and 1.4.
*> On Plato and dance, see section 2 above. Comparing Plato and Xenophon, see Gilhuly: “if the aulos-player’s
banishment in Plato’s Symposium is radically related to Socrates’ notion of transcendence in that text, ... perhaps the
presence of the hired entertainers throughout Xenophon’s Symposium marks an effort to make Socrates seem more
conventional and material than Plato’s version. In this text Xenophon presents his most bodily and humanized
Socrates [...]” (2009: 99) and Hobden: “[compared to Plato’s], Xenophon’s Symposium is a more vibrant and wide-
ranging affair” (2013: 214).
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When the tables had been removed and the guests had poured a libation and sung
a hymn, a man from Syracuse joined them to supply some revelry. He had with
him a fine piper girl, a dancing girl—one of those skilled in acrobatic tricks,—and
a very handsome boy, who was very good at playing the kithara and at dancing;
the Syracusan made money by exhibiting their performances as an amazement
(2.1, trans. Marchant/Henderson).

The troupe arrives after the symposium has been formally begun (§omeicdv 1€ Kol nondvicav),
in stark contrast to the pointed exile of the aulos-girl in Plato’s Symposium. At the same time,
Xenophon is clear about the economic status of these performers (adpydprov Eraupavev). As
Kate Gilhuly remarks, “they are characterized by a marketplace transaction — the exchange of
cold cash, dpyvoprov” (2009: 111).

The integration of philosophical reflection and commodified dance persists through the
beginning portion of the dialogue. The dancing girl’s performance of a hoop-tossing dance
prompts Socrates to comment on the correct pedagogical relationship between a man and his
wife (2.8-11). The girl then tumbles through a hoop studded with swords, leading the
symposiasts to briefly discuss the ways in which performance might operate as a civic good by
modeling and inspiring courage (2.11-14). When the boy dances, Socrates reflects on his beauty
and the value of movement more generally (2.15-16). This leads to one of the most surprising
moments in the narrative — Socrates’ disclosure of his own dancing habits:

Kai €Yo pév, Een, v dv 1138w, ® Zvpakdcte, HAOOLL T GYALOTA TOPR GOD.
[17] xoi &¢, Ti ovv yprion avtoig; Een. dpyficopot viy Afa. dvtadda 31 éyéhacav
drovteg. Kol 0 Zokpdtng péio E6movdaKdTL TG TPOCHT®, YEALTE, EPN, €T €UOL;
noTEPOV €Ml TOVT® €l PovAopat yopvaldpevog paArov Hywaivew i €l id1ov EcBiev
Kol kaBevoev 7 €l T0100TOV youvaciov EmBvud, U dGomep ol SoAL0dpouoL TO
OKEAN HEV TOYLVOVTAL, TOVG DUOVG € AemTHVOVTAL, UNO™ MGTEP 01 TUKTOL TOVG
HEV BLOVG ToYLVOVTOL, TO O€ GKEAN AETTUVOVTOL, GAAL TOVTL SIATOVAV TA CAOUATL
nav icoppomov moteiv; [18] 1j €n’ ékelv yeldte, OTL 0D OENCEL LE GLYYVLUVOGTIV
{nreiv, 008" &v Syhm mpesPotny dvia dmoddecOat, GAL’ ApKEGEL Lot OTKOG
EntarAvoc, domep Kol VOV T@oe T® modi fpkese T00€ TO oK o EVIopdoalL, Kol
YEWUMVOG UEV &V 6TéYT Youvacopat, dtav 8¢ dyav kodua 1, &v oxid; [19] §| 16
yeldte, €1 peilm tod Kopod TV YyaoTépa Exmv LETPLOTEPAY BOVAOLOL TOHoL
avTV; 1 00K Tote 0Tt Evaryyog Ewbev Xappiong ovtoct katélaPé e dpyovuevoV;
voi pi tov A, Een 6 Xappidng: kol 10 pév ye mpdtov eEemAdyny kai £dgioa pun
paivolo: €mel 8¢ cov frovsa dpota oig vV Aéyelc, kol adTog A0V oikade
APYOVUNV HEV 0V, 0V YOp TdOTOTE TOVT ERabov, Exelpovopovy O€: Tadta Yop
NmoTOUNV.

“And for myself,” he continued, addressing the Syracusan, “I would gladly learn
the figures from you.” “What will you do with them?” the other asked. “I’ll
dance, of course.” [17] This raised a general laugh; but Socrates, with a perfectly
grave expression on his face, said: “Laughing at me, are you? Is it because I want
to exercise to better my health? Or because I want to take more pleasure in my
food and my sleep? Or is it because I am eager for such exercises as these, not
like the long-distance runners, who develop their legs at the expense of their
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shoulders, nor like the prize-fighters, who develop their shoulders but become
thin-legged, but rather with a view to giving my body a symmetrical development
by exercising it in every part? [18] Or are you laughing because I won’t need to
hunt up an exercise partner, or to strip, old as I am, in a crowd, but will find a
seven-couch room large enough for me, just as this room was large enough for the
boy here to work up a sweat just now, and because in winter I’1l exercise indoors,
and when it is very hot, in the shade? [19] Or is this why you’re laughing, that I
have an unduly large paunch and wish to reduce it? Don't you know that just the
other day Charmides here caught me dancing early in the morning?” “That I did,”
said Charmides; “and at first [ was dumbfounded and feared that you were going
mad; but when I heard you say more or less what you said just now, I myself went
home, and though I didn’t dance, for I never learned how, I did practice
shadowboxing, for I knew how to do that.” (2.16-19, trans. Marchant/Henderson).

While Plato, in the Menexenus, presents Socrates as “almost” willing to dance solo (236¢-d),
Xenophon’s Socrates claims to have already danced alone, and expresses a clear desire to
continue doing so. But the value of this individualized and intentionally spectator-less dancing is
limited.*® While the dancing of sympotic entertainers is described as capable of stimulating
conversation and reflection, Socrates claims no cognitive or intellectual benefits for his own solo
dancing. Its purpose is purely physical, intended to improve his physique, appetite, and overall
health. In the Laws, it is precisely this type of movement that Plato distinguishes from the social
art of choreia, separating dance as performance from dance as exercise.*” Xenophon makes the
same distinction here, presenting Socrates’ solo dance as a purely physical activity with only
physical benefits, rather than an integrated part of his philosophical practices. Moreover,
Socrates still does not perform within the symposium itself. That activity is immediately
displaced onto Philip, an uninvited buffoon also present at the symposium. Philip performs a
dance that imitates the motions and postures of the hired dancers, but in a comically ridiculous
fashion. (2.21-23). For example, Xenophon notes that “since the girl mimicked a wheel by
bending backwards, he [Philip] tried to do the same, mimicking a wheel by bending forwards”
(611 0’ 1 o €ig TOVMIGOEV KOUTTOUEVT TPOYXOVG ELUETTO, EKETVOG TATA €iC TO EUmpocbev
EMKOTTOV ppeiobot Tpoyovg énelpdro, 2.22). Gilhuly observes, “Socrates is identified with
Philip in this text because they both dance, but he is distinguished from him in that he does it in
private. The effect is to produce a bodily Socrates only in the abstract, as distinguished from the
vulgar embodiment elicited by Philip’s improper physicality” (2009: 118).

Philip’s performance also serves to elevate the sympotic dancers’ performance by means
of contrast. He is simply comical, while they are beautiful (6 maig cOv T0ic oyNUACLY ETL
KaAMoV épaiveto, 2.22) and technically proficient (1] maig ig TobmicBev KopumTOpEVN TPOYOVS
gueiro, 2.22). His dancing inspires only laughter (vij AT’, £€pn 6 KaAAlog, kai Npuiv ye, €nel kol
NUETG duydpuev €mi ool yeddvteg, 2.23), whereas their performances prompt the symposiasts to
discuss standard philosophical topics like education, beauty, and the city (2.8-16).*® As Fiona

# Socrates notes that Charmides “caught” him dancing, presumably by accident (Xappidng ovtoot katéhapé pe

opyovuevov, 2.19).

*"See n. 22 above.

* From a different angle, however, we might see Philip (whose performances earn him food and a place at the

symposium, a form of “reciprocal exchange,” Gilhuly 2009: 119) as elevated above the hired entertainers, who

perform for money. See Gilhuly 2009, esp. 118-119, on this dynamic vis-a-vis the dialogue’s broader interests in
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Hobden notes, “by turning attention to the dancers, Socrates uses these delightful sympotic
spectacles to encourage more insightful, controlled, and fruitful examinations. The physical and
the spoken contributions intertwine, as the reader observes Socrates’ demonstration of how to
respond to sympotic performances.”* In this initial portion of the dialogue, Xenophon suggests
that individualized and commodified sympotic entertainment might be fully integrated with and
complementary to philosophical discussion, an attitude at odds with the ambivalent (at best)
attitudes towards sympotic entertainment, particularly dancing, evident in many other archaic
and classical sources.”’ At the same time, he shies away from presenting Socrates, or any other
elite male symposiast, actually engaging in individualized, non-choral dance in public. This
qualification will prove significant, for Socrates himself soon modulates his apparent enthusiasm
for the value of sympotic and solo orchésis.

In her analysis of the various performance scenes in Xenophon’s Symposium, Fiona
Hobden argues that “as a symposiarch of sorts, Socrates’ ambitions for the symposion appear in
constant competition with the sensual pleasures and underlying erotics that his companions
embrace at every opportunity” (Hobden 2013: 221). She suggests that Socrates initially succeeds
in elevating sympotic spectacle to support philosophical dialogue, but that “sensual experiences”
are ultimately “sidelined,” as Socrates works “to divert the symposiasts away from [...] such
entertainments and to embark upon his preferred activity [i.e., verbal philosophical discourse]”
(Hobden 2013: 218).

As my readings above suggest, I am more inclined to take Socrates’ actions in the early
portion of the dialogue at face value. In the second chapter of the Symposium, Xenophon moves
seamlessly from the description of performance to Socratic comment and back again (2.2-16).
Socrates does not seem to be actively moving his companions away from sympotic spectacle as
much as weaving his comments and questions around it. In that first exchange, both Xenophon
(as narrator) and Socrates (as internal character) engage earnestly with sympotic dances,
reflecting on and interrogating them seriously. This does not ultimately constitute an unqualified
endorsement of non-choral and individualized dance, as Socrates’ dance-for-exercise is
presented somewhat ambivalently, and Philip’s dancing appears purely comedic. The standard
sympotic performances of the hired entertainers, however, seem to have real value for both
Socrates and Xenophon.

I concur with Hobden, however, that a subsequent performance marks an important
turning point in the dialogue. Following Philip’s performance, the symposiasts turn away from
dance and engage in a wide-ranging discussion centered on questions of beauty and exchange.”'
They eventually return to dance, as Xenophon describes how “a potter’s wheel was brought in
for the girl, upon which she was going to perform marvels” (gloe@épeto tf) dpynoTpidt TpoyOg
6V KepaUEKDV, €9 o0 Euelle Bovpatovpynoety, 7.2). In dialogue with the Syracusan,
Socrates appears to clarify the specific “marvels” about to be performed, for he says: “perhaps it
is some kind of wonder to write and read out loud atop a spinning potter’s wheel, but I am unable
to understand what pleasure these things would provide” (16 ye €mi 10D Tpoy0oD Gua
TEPOVOLUEVOD YPAPELY TE KOl Avarytyvadokey Bodpa pev iomg T €oTv, 110oviv 8€ 00dE TadTa

reciprocal giving, disembedded or monetary exchange, and the various issues of economics and status implicated
therein.
* On this point, see also Baragwanath 2012: 637-645.
%% See Chapter 3 and Chapter 4.3
> While corporeality and physicality remain central in this section, it is ultimately beyond the bounds of my
argument here. For readings that integrate the more typical “philosophical dialogue” portion of the Symposium with
the descriptions of performance that surround it, see esp. Wohl 2004 and Gilhuly 2009: 98-139.
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duvapot yv@dvor Tiv' av mapdaoyot, 7.3). Since the other performances mentioned by Socrates in
this passage have actually occurred at this particular symposium, and because he repeats the term
thauma (cf. Bovpatovpynoety, 7.2), I would argue that we should understanding such reading,
writing, and spinning as the performance the girl is about to provide, not a hypothetical one
described for the purposes of illustration.’>

As Hobden notes, this is the point where “Socrates intervenes...forcefully,” putting a stop
to the very sympotic entertainments that he had previously “hijacked to more beneficial ends; the
philosopher now rejects them” (Hobden 2013: 219). Specifically, it is the possibility of the
orchéstris incorporating reading and writing into her acrobatic performance that prompts
Socrates to eschew his earlier integration of sympotic dance and philosophical dialogue.”® 1
believe that we can identify the features of this performance that prompt such a significant
turning point in Socrates’ engagement with sympotic spectacle, and thus, in the dialogue as a
whole.

The earlier representations of dance in the Symposium maintained a basic distinction
between somatic and verbal expression: the hired entertainers move their bodies, the symposiasts
comment with words. Xenophon’s written narration, in turn, governs the reader’s experience of
the entirety of the event. When Xenophon evokes the possibility of a simultaneously reading,
writing, and spinning orchéstris, he dissolves this ordered separation of expressive spheres. By
writing and reading aloud while performing (ypdoew 1€ xoi dvayryvdokew), the dancing girl
coopts the expressive actions previously reserved for Socrates, Xenophon (as both internal
character and author), and the other symposiasts.>*

In my reading of the Anabasis, I demonstrated that Xenophon highlights his own
instrumental use of dance. The movement of bodies is there made intelligible and meaningful
within a larger narrative through the use of descriptive language and structure. Sympotic dance,
in the early portion of the Symposium, is likewise instrumental (a means by which Socrates
generates and articulates philosophical questions) and unavoidably subordinated to verbal
framing and description (both via the symposiasts’ responses within the dialogue and through
Xenophon’s own written description and presentation).

The girl’s projected performance threatens this underlying order by taking over the
authorial acts of writing and reading. Given the sequence of Xenophon’s description (“[she was
about] to write and read aloud,” ypdoetv t€ kai dvayryvookew), we might even imagine that the
girl intends to read out the words she herself has written, not the writings of some external

>2 Even if one does take this performance as purely hypothetical, my main argument (that the possibility of an
orchéstris reading, writing or drawing in performance constitutes a “breaking point” for Socrates) still stands.
>3 I differ here from Hobden, who sees Socrates’ earlier engagement with sympotic dance as a “hijacking,” which
was always intended to divert the symposiasts’ attention away from performance itself (2013: 218-219).
Baragwanath offers a different approach to the issue, suggesting that Socrates’ critical questions at this point “may
well be designed to prod symposiasts and readers to reflect more consciously on how very fruitful these thaumata
have been” (2012: 640).
>* Socrates’ description of the girl’s hypothetical dance may also allude to the paradigmatic choral description on the
shield of Achilles in the Iliad, wherein the light running motion of the dancers (Bpé&aokov émotapévolot mddecot /
pela pad’, liad 18.599-600) is likened to the movement of a potter testing out his wheel (dg 8te T1g TPOYOV dppEVOV
&v maAdpunow / €0opevog kepapedg mepnoetal, of ke 0énow, lliad 18.600-601). That comparison, however, is
closely connected with the imaginative construction of choreia and communal dancing in that passage (see Frontisi-
Ducroux 200 and Kurke 2012 and 2013a). By appropriating the imagery of the /liad in the description of the girl’s
dance, Xenophon thus marks her performance as transgressive in a different way — incorporating the distinctive
qualities of choreia into the performance of a single body.
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authority.” The imagined performance of the orchéstris thus enacts the kind of subversion
frequently associated, in decidedly negative terms, with solo dancing. She threatens to slip out
from under the control of an established organizational framework and display her own
idiosyncratic and perhaps creative expressive agency.

On the one hand, this performance puts a clever twist on choreia. It features the
integration of speech and motion, albeit here concentrated in a single body. Indeed, Socrates’
comment would seem to suggest that the “wonder” of the performance lies in the girl’s ability to
move and vocalize simultaneously (16 ye €ri 10D TpoyoD dpa TEPIOVOLUEVOD YPAPELY TE KOl
avayryvookey Badpa pév iocmg i €éotv). But the gender and status of the orchéstris are crucial.
Socrates imagines, and reacts against, a performance that allows the commodified female body
to take up the work of writing, scripting, reading, and choreographing. The female dancer of
Anabasis 6 offers a revealing contrast, for she remains instrumental and lacking in personal
subjectivity and agency. The dancing described by Socrates here is a far more disruptive and
destabilizing act: a performance that enacts a latent fear of the female body invading the spaces
and actions traditionally reserved for male voices and minds.

Yet, like Socrates in the Menexenus, the girl does not actually dance in this way within
the Symposium. The possibility alone is enough to cause Socrates, and also Xenophon, to retreat
back into a more traditional vision of dance, gender, and community. After critiquing the
various modes of sympotic dancing previously performed (or projected for the near future — i.e.,
the spinning/reading/writing performance of the orchéstris), Socrates proposes: “but if they [the
hired entertainers] were to dance, to the accompaniment of the aulos, the figures in which the
Graces and the Horae and the Nymphs are depicted, I think it would be easier for them and the
symposium would be far more pleasant™ (&i 8¢ ¢ opxowro TPOG TOV A0V oyfuata &v 0i¢ XapiTég
e koi Qpoi kol Noppar ypapovror, ToAd av oipoL adTOVG YE POV S1éyEV Kai TO GLUTOGIOV
TOAD Emyoprtddtepov gival, 7.5). The Graces, the Horai, and the Nymphs are all models of
traditionally communal, female, and often maidenly dancing — decorous contrasts to the
subversive solo performance imaginatively projected onto the orchéstris.”® Socrates thus calls
for a decidedly non-sympotic mode of performance, appealing to a traditional choral paradigm in
order to ameliorate the notional threat of individual and idiosyncratic female dance.

The Syracusan agrees with Socrates and promises to deliver a pleasing spectacle (6 odv
Tupakdctog, GALA vai pd TOv AL’ Een, @ Tdkpatec, KOADG T AEYElS Kai £y0 sicdEwm Oedpota
80’ oic VUG evppaveiche, 7.5). While some scholars have stressed the ways in which the final
dance staged by the Syracusan and his troupe diverges from Socrates’ stated aims, I would
suggest that the dancing demanded by Socrates (&l 8& 0pyoivTo TpOC TOV ADAIV GYAUOTO &V O1C
Xaprréc e kol Qpon kai Nopgot ypdgovtar, 7.5.) and the dance ultimately described by
Xenophor517(9.2-7) are fundamentally aligned in their aims and effects, even if they differ in form
and style.

> There is also no indication that someone else will be dictating to the girl. To be sure, she is a hired performer, and
we might reasonably assume that the Syracusan is ultimately responsible for her choreography. The mode of
dancing described, however, would seem to leave at least some — and perhaps a great deal (if we imagine that the
girl has latitude to write and read her own words) — of room for improvisation and self-choreography. For a more
theoretical reflection on choreographic agency and the performances of orchéstrides, see Chapter 4.1 and 4.3a.

% Cf., e.g., Homeric Hymn to Apollo 194-195 and Homeric Hymn to Pan 3.

>" Hobden, for example, suggests that the “dissonance between the intentions of Socrates and his fellow symposiasts
is most apparent in the closing pantomime” (2013: 220). She highlights the Syracusan’s failure to deliver on the
choral dance requested by Socrates, as “the Syracusan’s raunchy rendition [i.e., of a divine scene] is far from the
gentle tableau originally called for, and its effects on the party are cataclysmic: Socrates has done his best to curtail
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Socrates, after all, proposes a mode of feminine chorality (the depiction of the Graces,
Horae, and Nymphs) that is all but impossible in this particular context. The Syracusan’s troupe
seems to include only two dancers. According to Xenophon’s description near the beginning of
the dialogue, “he has a fine aulétris, and an orchéstris, one of those skilled in acrobatic tricks,
and a very handsome boy, quite skilled in playing the kithara and dancing” (&ywv 1€ OANTPIOA
ayaOnv kai dpynotpida TV T Bovpata SLVOUEVEOVY TOLETV, Kol Taida VL Y€ OPOIOV Kol TaVY
KaA®S kiBapilovta Kai Opyoduevov, 2.1). In addition, only one of these dancers is female. It is
difficult, though perhaps not impossible, to imagine how Socrates might want these two
performers to enact the schemata of plural female choruses. The Syracusan, therefore, does not
attempt to stage the actual dances requested by Socrates, but rather offers a male/female erotic
pas-de-deux well-suited to his available performers. Nevertheless, his spectacle ultimately
shares in Socrates’ underlying emphasis on chorality and communality. It also works to re-
inscribe the authority of descriptive language over the expressive motion of the body, a hierarchy
that may be of particular interest to Xenophon as the narrating author.

The final dance is framed and described thus:

€K 8¢ T0UTOV TPATOV PeEV BpOVOC Tig Evoov KaTeTéDN, Emetta 68 O ZupaKOG10g
eloeldov elmev: @ dvdpec, Aptédvn elceioy eig Tov Eavtiic T€ Kai Alovicov
Bdlapov: petd 6¢ 1000 fiEel Atdvucog DToTENWKAS Tapd Beo0ig Kol eiceiot TPOg
avTV, Enerta Toanodvral Tpog AAANLoLGS. [3] €k TOVTOL TPOTOV PEV 1] APLddvn MG
vOpen kekoounuévn mapiide kol ékabéleto émi 1o Bpdvov. obT® O Patvopuévon
10D Alovocov nUAETTo 0 Pakyelog puBudc. EvBa on NydcOncav Tov
OpYNOTOSOACKAAOV. EDOVE PEV Yap 1| Apldovn akovoaca TooDTOV Tl EnoinceV
O¢ Tag Bv Eyve dTL dopévn fikovoe: kol VTRVINGE PEV o) 00dE dvéoTn, dHAN & v
noMg Mpepovoa. [4] Emel ye unv koteidev adTv 0 Advucog, Emyopevoag donep
av el 1ig prhikdtata EkabéleTo Enl TV yovdtov, Kol tepthafav EpiAncev avTv.
N & aidovpévn pev €mket, OPMS 6& PUMKMG dvtimepleAdpfovey. ol 0& cuumdTo
OpdVTEG o HEv éxpdTovy, bpo 8 ROV avdic. [5] mg 88 6 Advucoc
AvioTapeEVOG cuvavéstnoe Ped’ ovtod TV Aptddvny, €K TOVTOL d1 PLAOVVTOV TE

expressions of desire, and now sexual arousal breaks it up” (2013: 221). Gilhuly demonstrates, however, that
Socrates’ goal in the Symposium is not to curtail desire, but to refigure it. Specifically, she argues that this “text
depicts Socrates reconfiguring the relationship between the elite and the polis, advocating that the demos adopt the
erotic and paedagogical practices of the elite and that the symposiasts embrace a distinctly civic form of
heterosexual reciprocity” (2009: 98). In her reading, the audience’s response to the final dance is not a
“cataclysmic” failure of Socrates’ efforts to limit sexual arousal wholesale (Hobden 2013: 221), but rather the
success of his efforts to re-direct the symposiasts towards a form of “heterosexual eros that serves the city’s
interests” (2009: 139). Hobden distinguishes throughout between Xenophon and Socrates, and while I am inclined
to see the interests of author and philosopher-character as more closely aligned than she, the distinction itself is both
important and productive. In evaluating the final scene, for example, she suggests that “the sexual realism of this
dance is not what Socrates ordered [contra Gilhuly, for whom the dance accomplishes Socrates’ goals], but it does
present an alternative vision of erds to the harmonious blending of desire and education recommended by Socrates
in his Platonic-style monologue” (2013: 227). I would say that the dance is, indeed, not precisely “what Socrates
ordered,” but it does succeed in shifting the focus from solo sympotic acrobatics to choral values, which is an
underlying goal shared by Socrates and Xenophon. On this general point, see also Wohl, who concludes that
“Xenophon leaves the Syracusan and Sokrates dancing a pas-de-deux in which it is never clear who leads. Dance
and philosophy are inextricably bound” (2004: 363). I would add, however, that the means by which dance and
philosophy may be linked, and the types of dancing that are most deserving of philosophical discussion, shift over
the course of this dialogue in the ways I am describing here.
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Kai domalopévev aAAnlovg oynuota Topfyv BedoacOat. o1 & OpdVTEG dVTMC
KOAOV HEV TOV Advucov, apaiav 8¢ TV Aptadvny, 00 CKOTTOVTAG 08 AL
AANOvdG 101G GTOUACL PILODVTAG, TAVTES AVERTEPMUEVOL £0edVTO. [6] KOl Yap
fKovov ToD AlOVOGOU pEV EMEPMTMVTOG ATV £l PIAET ATV, THG 8€ oVTM™G
gmopvuovong, dote U poévov Tov Atdvocov <...> AAAA Kol TOVG TapOVTOG
Bmavtog cuvopdsal dv 1 prv ToV Taida koi TV meida Vi’ GIAANAmV EAelcOo.
EDKESOV YAP 0V OEOIOAYUEVOLS TO GYNUATO GAL™ EPEEVOLS TPATTEWY O TAAL
gmeBopovv. [7] T€hog d¢ ol cuumoTat id0vTeG TEPIPEPANKITAG TE AAANAOVG KO (OC
€1 €OV AmOVTOG, Ol HEV AYOUOL YOUETY ETDOUVLGAV, Ol OE YEYOUNKOTES
avafavieg €ni Tovg mmovg AnNAovvov TPOg TS EAVTAV YUVOIKAS, OTWOS TOVTOV
TOyoteV. ZmKpAtng 6¢ Kol T®V GAA®V o1 Vmopeivavteg TPOG AVK®Va Kol TOV VIOV
ovv KoAAig meputatioovteg anfilbov. abtn tod 10T GLUTOGIOV KATAAVGIG
gyévero.

After that, a chair of state, first of all, was set down in the room, and then the
Syracusan came in with the announcement: “Gentlemen, Ariadne will now enter
the chamber she shares with Dionysus; then Dionysus, having got tipsy with the
gods, will come join her; and then they will play with each other.” [3] With that,
in came Ariadne, decked out as a bride, and took her seat in the chair. Before
Dionysus was visible, the Bacchic tune was played on the aulos. Then they truly
admired the dancing master, for as soon as Ariadne heard the tune, her action was
such that every one would have perceived her joy at the sound; and although she
did not go to meet Dionysus or even rise; it was clear that she only just kept her
composure. [4] But when Dionysus caught sight of her, he came dancing toward
her and in a most loving manner fell to his knees, put his arms around her, and
gave her a kiss. Her demeanor was all modesty, but she returned his embrace with
affection. As the banqueters saw it, they kept clapping and crying “encore!” [5]
Now Dionysus arose and gave his hand to Ariadne to rise also, and then there
were the movements of lovers kissing and caressing each other to watch. The
onlookers saw a Dionysus truly handsome, an Ariadne truly fair, not presenting a
burlesque but offering genuine kisses with their lips; and all watched with
heightened excitement [6] For they overheard Dionysus asking her if she loved
him, and heard her vowing that she did, so earnestly that not only Dionysus <...>
but all the bystanders as well would have jointly sworn that the boy and the girl
were surely in love with each other. Theirs was the appearance not of performers
who had been taught their moves but of people now permitted to satisfy their
long-cherished desires. [7] At last, the banqueters, seeing them in each other's
arms and obviously heading for the bridal bed, the bachelors swore that they
would get married, and the married men mounted their horses and rode off to their
own wives so that they might enjoy them. As for Socrates and the others who had
lingered behind, they went out with Callias to join Lycon and his son in their
walk. (9.2-7, trans. Marchant/Henderson).

Before the dancers even begin, the Syracusan announces the form and content of their dance to
the symposiasts (9.2). Rather than allowing the audience to view and interpret the dancing for
themselves, he steps up to identify the characters, describe the narrative sequence of the
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performance, and translate into words the very qualities of the dance. Lest the symposiasts miss
the erotic connotations of the performance, he specifically tells them that Dionysus and Ariadne
“will play with each other” (mau&odvton Tpog dAAA0VG), employing a verb (paizo) that
specifically marks the sexually-appealing (often choral) dance of maidens about to be married.’®

The subtle verbal presentation of the Ariadne-dancer as a marriageable maiden
corresponds with another pattern within Xenophon’s description of the dance — and indeed, a
significant representational movement in the dialogue as a whole. Noting that Xenophon’s
description of the scene “lays heavy emphasis on mutuality,” Gilhuly suggests that, in this final
dance, “the troupe has migrated from the realm of the short-term, artificial, moneyed transaction
to the elite world of reciprocal exchange” (2000: 132). She specifically argues that this final
dance helps Xenophon, via Socrates, to correct and resolve “the tense relationship between the
city and the symposium that has troubled this banquet by introducing a transformed paradigm of
exchange” (2009: 138). The paired dance thus acquires a distinct aura of chorality, insofar as
Greek thought persistently conceives choral dancing as capable of ameliorating tensions and
conﬂicstgs between groups and individuals, in contrast to the often anti-social implications of solo
dance.

This shift is especially visible in the representation of the orchéstris, for as Gilhuly
argues:

Earlier in the evening the girl was characterized as a hired worker who performed
a service with immediate and short-lived consequences. Although she was never
called a porne, she was associated with the marketplace and cash transactions.
Now she is characterized by charis, and her sexuality is located on a longer-term
temporal continuum. Significantly, the same move that elevates her to the status
of hetaira, thus refashioning her in a way more appropriate to the elite sympotic
context, casts her in a distinctly civic role. [The] enactment of the marriage of
Dionysos and Ariadne certainly evokes the ritual marriage between Dionysos and
the wife of the Archon Basileus ... that was performed at the Athenian
Anthesteria, a fertility festival celebrating the arrival of spring. ... It was required
that the woman who played this ritual role was a virgin of citizen birth at the time
of her marriage. At the moment that Xenophon reconfigures the hired entertainer
unambiguously as hetaira, she simultaneously is playing the role of chaste wife
and goddess. By having the prostitute play the role of Ariadne, he locates her in
an explicitly civic formation of the festival. The agora is evoked in Kallias’
andron. In this image there is a seamless superimposition of elite and civic
discourse.” (Gilhuly 2009: 132-133).

To Gilhuly’s insightful analysis of the civic implications of Xenophon’s decision to cast the
orchéstris as a ritual performer, I want to add a consideration of the performance dynamics in
play here. While there is no indication that the ritual marriage rite at the Anthesteria involved
dance of any sort, Ariadne herself is a figure securely associated with choral dancing.”® The

8 See Rosenmeyer 2004, discussed further in Chapter 4.3a.

%% See, e.g., Kowalzig 2007b and Kurke 2007.

% On the Anthesteria and this particular ritual, see Burkert 1983: 213-243, Avagianou 1991: 192-194, Garelli-
Frangois 2002: 181, and Gilhuly 2009: 46-49.
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archetypal chorus depicted on the Shield of Achilles in the //iad, for example, is specifically
“like that dance/dancing-space that Daedalus made for Ariadne” (meptkAvtog dp@ryvneLs,

6 Ticehov 016V ot évi Kvaod evpein / Aoidaroc fioknoev kaAlmlokdum Aptadvn, lliad 18.
591-592).°" By casting the orchéstris as Ariadne and likening her to a virgin dancer (paizé), the
Syracusan satisfies Socrates’ desire for maidenly choreia within the constraints of the sympotic
dance troupe.”® Just as Xenophon’s narration transports the orchéstris from the explicitly
commercial domain of the porné to the elite/reciprocal realm of the Aetaira (Gilhuly 2009: 132-
133), his descriptions of dance move from the individualized and potentially disruptive to the
choral-feminine.*

Xenophon signals his authorial complicity in this process by describing the Dionysus-
character as “dancing (chorally) on stage” (¢miyopevcac, 9.4). The performer is clearly moving
solo, and Xenophon could certainly have used a verb like orcheomai to describe him.** Instead,
he chooses a term from the realm of choral performance (epichoreuo), thereby assimilating this
decidedly individualized, sympotic spectacle to a choral paradigm.®®> He thus urges his reader to
imagine and consider the performance described here within a choral framework, in marked
contrast to the singularity of the earlier dances.

Moreover, as in many idealized descriptions of choreia, there is an abiding emphasis on
verbal and external authority inherent in this description. While the dancers themselves perform
without song, accompanied only by an aulos (noAgito 0 Pakyeiog pvOude, 9.3), the Syracusan’s
initial announcement and Xenophon’s own narration serve to frame and interpret the spectacle

% On this passage, see Chapter 1.4. On Ariadne and choral dance in art as well as literature, see Hedreen 2011,
62 Moreover, I suggested above that the description of the girl’s reading/writing/spinning dance might represent a
transgressive appropriation of the choral imagery in /liad 18. Now, however, the girl has become Ariadne, a more
appropriate choral model also central to the description of the final dance on the Shield of Achilles.
%3 Gilhuly also observes that “this symposium ends in a kind of anti-komos, where the chaotic destruction of the
return homeward has been transformed into an affirmation of marriage.” (2009: 138). This constitutes another
significant shift away from the unruly and disruptive possibilities of individualized dancing — instead of concluding
the symposium with a komos, which requires its own careful discursive framing to transform a potential opportunity
for individualized male kinetic expression into a performance of masculine community and “moving together” (see
Chapter 1.1), Xenophon does away with the komos entirely and describes some men rushing home to their wives (as
Gilhuly discusses), while Socrates and some others embark on a seemingly sedate and coordinated walk (Zokpdng
8¢ kol Tdv dAAwV ol Dropeivavteg TpOg Avkava kai Tov LoV oOv KaAlig nepitatnoovteg anijibov, 9.7).
%% Garelli-Frangois comments on the strangeness of this term (epichoreuein) in this context and wonders if it might
not be a technical term — perhaps one in which we might detect some derision on the part of Xenophon (“faut-il y
déceler une malicieuse subtilité de Xénophon, imperceptible and intraduisible pour un lecteur moderne?” 2002:
179). She notes that the parallels for the word cited by the LSJ are not necessarily illuminating: kdmtyopevetv at
Aristophanes, Peace 1317 is an emendation found in one manuscript tradition, with kamikcelevety available as a
valid variant; two examples in the new comic poet Diphilus refer to dishes being brought out to a table (used
likewise in the tragic poet Lycophron, fr. 2.9); the comparatively late Philostratus uses it to mean “to add a chorus.”
This paucity of parallels, however, is perhaps not as meaningful as she suggests. We might compare the evidence
for other compounds of yopevw: e.g., avayopevo is attested seven times in classical literature (six times in
Euripides, once in Aristophanes), ékyopedw once (in Euripides), meptyopevm once (in Euripides), tpoyopebm once
(in Euripides), ocvyyopedm twice (in Aristophanes and Aristotle). There may be a larger project here — a remarkable
number of these compounds, especially the very rare ones, occur in the Phoenissae. But I want to emphasize here
that the comparative rarity of the word does not necessarily render its meaning particularly opaque, nor should its
obvious relationship to choreia be understated.
% We find a similar phenomenon in Plutarch’s description of Theseus choreographing and leading the geranos (Life
of Theseus. 21.1-2). There, the verb choreud is twice used in the singular (éxdpevoe) to describe Theseus alone.
The effect there is likewise to position a singular performance (in this case, Theseus’ leadership of the dance) within
a choral framework (the larger performance of the dance by the Athenian youths following Theseus). On Theseus
and dance, see Chapter 3.1.
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for the internal audience and the reader, respectively. Xenophon also remarks that the
performance of the dance causes the audience to especially appreciate the dance-master,
presumably the Syracusan (&vBa 1 nydcOncav tov opynotodiddckarov, 9.3). The viewers are
thus struck by the abilities of the man responsible for crafting the whole of the production, rather
than the proficiency or artistry of the individual dancers. These two dancers and their unnamed
aulos-player can hardly be said to constitute a proper chorus, yet Xenophon encourages us to
understand this dance as a holistic spectacle indebted to the organization and descriptive framing
of a choreographer and authorial narrator. Chorality thus exerts a powerful pull on both Socrates
and Xenophon, leading them to shift and re-frame their engagement with sympotic dance and
accommodate it to more traditional and orderly framework for dance — that of the chorus.

In his Symposium, Xenophon actively explores the possibilities of non-choral dance,
allowing Socrates to articulate the physical advantages of solo performance while also modeling
a way of engaging with individualized and sympotic dancing that supports philosophical
reflection. He also reveals just how far “beyond choreia” he and his Socrates are willing to go.
The possibility of the single orchéstris simultaneously reading, writing, and dancing constitutes
an important boundary point — a place where the distinctions between external authority, verbal
description and scripting, and embodied action collapse. It is telling that Socrates, the
Syracusan, and Xenophon respond to this disruptive possibility by staging a performance that
reinstates a specific set of performance values: virginal, feminine chorality, the imposition of
verbal, descriptive, and external-choreographic authority over the dance, and the ability of dance
performance to consolidate and direct the impulses of a community. The Symposium concludes
with an individualized dance adapted and shaped to fit within a choral paradigm, thereby
offering a powerful example of the difficulties inherent in moving “beyond choreia” in the
discussion and depiction of dance in archaic and classical Greek literature. The treatment of
dance in Xenophon’s Symposium thus affirms the centrality and centripetal force of the chorus
and its associated values and paradigms.

4. Conclusion

While the progression of Xenophon’s Symposium makes the ultimate allure of choreia
especially pronounced, it should be obvious by now that we have never ventured very far from
the chorus. This does not mean that dance in archaic and classical Greece did not occur in non-
choral contexts; it clearly did.°® Likewise, I have now surveyed the surviving descriptions of
individualized dance in archaic and classical Greek literature, and it is thus evident that some of
these passages describe dancing figures who are not performing with a chorus. Yet the
descriptions themselves persistently engage with choreia and choral paradigms. The discussion
and representation of dance in Greek literature operate under the prevailing influence of the
chorus, even when authors endeavor to depict a performance mode decidedly outside of it.
Hippocleides’ solo dance, for example, finds its fullest transgressive force only when read in
relation to specific choral forms, while the erotic appeal of the orchéstris can be heightened and
spotlighted by way of comparison and contrast with her choral-leading, maidenly foil. The male
solo dancer is disruptive and dangerous precisely because the chorus matters — the threat of his
individualized and idiosyncratic movement is only intelligible in light of the institution from
which he has separated himself. The dynamic and meaningful role of dance in Odyssey 8 arises
from specific variations and tensions between choral and individualized performance; without an

% See Introduction.
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associated chorus, Halius and Laodamas cannot stand out quite so vividly. And so I have
returned to the guiding claim of my first chapter: choreia, in the archaic and classical Greek
cultural imagination, exerts a powerful force upon all dance and movement, drawing even
individualized, spontaneous, and otherwise marginal forms toward itself.
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Conclusion

Choreia dominated the dance culture of archaic and classical Greece, both conceptually
and in terms of actual historical practice. In the Roman imperial era, however, we find evidence
for a great variety of individualized dance forms, including pantomime — a prominent, public
mode of solo dance performance.” My aim here has been to illuminate archaic and classical
Greek cultural attitudes towards dance, particularly as expressed in the literary record. For that
reason, imperial pantomime has remained largely beyond the scope of this project.

I would like, however, to look briefly forward to pantomime — and consider the extent to
which one of its most vocal defenders justified its value by looking back to archaic and classical
models. In Lucian’s dialogue On the Dance, a character named Lycinus defends the art of
pantomime dance against the criticisms of his interlocutor Crato. He does this in part by locating
pantomime within a distinguished genealogy of earlier Greek dance forms — including choral
ones. Silvia Montiglio, for example, discusses the comparisons drawn in many Roman sources
between tragedy and pantomime, but particularly notes:

mais c¢’est surtout Lucien qui souligne la proximité entre les deux arts. Tout en
insistant que les sujets des pantomimes et des tragedies étaient les mémes (Sur la
danse 31), Lucien nous renseigne que la pantomime était exposée a des attaques
semblables a celles que Platon avait lancées contre le tragédie dans la République
(3.395d-e) [...] (1999: 265).

Lycinus also likens the orchésis of the pantomime to a variety of other choral models: the motion
of the heavens (On the Dance 7), the dancing of the Curetes and Corybantes (On the Dance 8),
and a wide variety of local cult dances and literary descriptions of dance (On the Dance 10-18).
To be sure, Lycinus also praises a series of outstanding individual dancers, from Neoptolemus to
Proteus (On the Dance 8-9, 19). My point, however, is that solo dance is not distinguished in
esteem or value from choral dance, a rhetorical move that ignores the choro-centric dance
hierarchy espoused by the majority of archaic and classical Greek literary sources. Lucian’s
defense thus draws heavily from earlier sources, but he does not fully inherit their performance
paradigms.

At one point, Lycinus highlights the communicative potential of dance by describing an
encounter between a pantomime dancer and the Cynic Demetrius:

"0 o kai Anuntprov tov Kuvikov mabeiv Aéyovoty. €nel yap Kol ovtog Opotd oot
Katnyopet TG OpynoTikiic, AEymv ToD avAod Kol TAV cuplyy®V Kol TOV KTHT®V
TépepydV TLTOV OpYMO TV £ivar, UNdEV adTodv TPdg TO Spdpa cuvierodvTa,
KIVOOEVOV 8¢ BAoyoV BAA®G Kivnow Kai pdtotov, 00devog avth] vod tpocdvtog,
TOV 0 AVOpOT®V TOIG TEPL TO TPAYLLO YONTEVOUEV®V, EGOTTL ONPIKT Ko
TPOCOTEID EVTPEMET, AOAD T€ Kol TEPETIGUOOL Kol TH TV 48OVTOV edpVvig, 0ig
Koo peloBot unodev Ov To tod dpynotod mpdypa, 6 Tote Katd TOV Népwva

' See Alonso Fernandez 2011 for a full survey of Roman dance forms. On pantomime, which has recently received
a great deal of (long overdue) attention, see Montiglio 1999, Lada-Richards 2007, Hall and Wyles 2008, Webb
2008a (esp. 58-94), and Zanobi (2014, esp. 1-51).
* On the motion of the heavens as a familiar choral image, see Miller 1986 and Peponi 2013b and 2013c.
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000KV dPYNOTNG, OVK ACVLVETOC, (OGS PacLy, AAAN’ €l Kai Tig dALOG &V Te
ioTopiog pvfun Kol Kiviioemg KAAAEL OleveyK®v, £den0n tod Anuntpiov
EDYVOLOVEGTATNV, OlpaL, THV dENGtv, 1deiv OpyovuEvoV, ETetta KaTnyopElv adTod:
Kol VTEGYETO Ye dvey avAoD kol AopdTeVv EmdeitesBot avTd. Koi obtmg

gmoinoev: fovyiav yap Toig 1€ KTLTOVGL KOl TO1G OAODGL Kol a0Td moporyyeilog
@ Yopd, aVTOG €9’ E0vTod Mpynoato TV APpoditng kol Apeog potyeiav, "Hiov
unvoovta koi "Heototov Enovievovta kai Toig 0EGLOTS AUPOTEPOVS, THV TE
A@poditnv kai TOV Apn, caynvevovta, Kol ToVg EPectdtag BE0Vg EKOGTOV AVTAY,
Kol aidovpévny pev v Aepoditny, dmodedokdta 8¢ Kai iketehovta TOv Apn, Kol
oca 11} ioTopig TN TPOCESTLY, BOoTE TOV AnunTprov HepnoBévia Tolg
YUyvopévolg Todtov Emavov dmododvol Tov HEYIGTOV T@ dpyNoTi): Avékpaye yap
Kol peydAn th eovii dvepbéyEato, “Akovm, dvBpmmne, 6 TolElc: 0Oy Opd UoVOV,
GAAG ot SOKETS TG Yepoiv aOTAIg AUAETY.”

This is just what happened, they say, in the case of Demetrius the Cynic. He too
was denouncing the dance just as you do, saying that the dancer was a mere
adjunct to the aulos and the pipes and the stamping, himself contributing nothing
to the presentation but making absolutely meaningless, idle movements with no
sense to them at all; but that people were duped by the accessories of the business
— the silk vestments, the beautiful mask, the aulos and its quavers, and the sweet
voices of the singers, by all of which the dancer’s business, itself amounting to
nothing at all, was embellished. Thereupon the dancer at that time, under Nero, in
high repute, who was no fool, they say, and excelled, if ever a man did, in
remembrance of legends and beauty of movement, made a request of Demetrius
that was very reasonable, I think — to see him dancing and then accuse him; he
promised, indeed, to perform for him without the aulos or songs. That is what he
did; enjoining silence upon the stampers and aulos-players and upon the chorus
itself, quite unsupported, he danced the amours of Aphrodite and Ares, Helius
tattling, Hephaestus laying his plot and trapping both of them with his entangling
bonds, the gods who came in on them, portrayed individually, Aphrodite
ashamed, Ares seeking cover and begging for mercy, and everything that belongs
to this story, in such wise that Demetrius was delighted beyond measure with
what was taking place and paid the highest tribute possible to the dancer; he
raised his voice and shouted at the top of his lungs: “I hear the story that you are
acting, man, I do not just see it; you seem to me to be talking with your very
hands!” (Lucian, On the Dance 63, trans. Harmon, modified)

Ruth Webb observes that the narrative of Ares and Aphrodite recounted by Lycinus closely
follows the song of Demodocus in Odyssey 8 (2008a: 80-81). I want to suggest here that Lucian
can enhance our understanding of archaic and classical Greek attitudes about performance via his
reception of those ideas.

To that end, let us recall the dance scenes of Odyssey 8 as discussed in Chapter 2.
While these are some of our more extensive descriptions of dance in archaic poetry, they pale in
comparison with the attention paid to song: Demodocus' performance is accorded far more
narrative time (105 lines) than either of the attendant dances (4 and 10 lines respectively).
Demodocus also receives a lengthy introduction and additional performance time prior to the
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athletic games (8.46-95). For obvious reasons, the Homeric poet is particularly interested in the
role of singers and narrative storytellers.” For reasons less obvious but hopefully well-explored
in Chapter 2, Odyssey 8 also presents a specific hierarchy of dance forms (choral above solo),
both of which, I argue, should be understood as secondary to song.* Lycinus, however, reverses
this relationship by transforming Demodocus from seated singer to silent dancer. In his account,
the solo pantomime is able to communicate all the narrative intricacy assigned to the bard by
Homer.

Notably, Lycinus does not allude to Scheria's own virtuoso soloists. He describes how
the pantomime “having commanded those beating time, the aulos players, and the very chorus
itself to keep silent, danced the adultery of Ares and Aphrodite all by himself” (Movyiav yap toig
1€ KTLTOVG1 Kol TO1g avA0DG1 Kol ot Tapayyeihag @ yop®d, avtdg €9 £0VTOD MPYNCATO THV
A@poditng kai Apeog poryeiov). In addition to stressing the singularity of the solo dancer,
Lycinus’ description casts all other performers, both present and imagined, as superfluous. The
pantomime alone (a0t0c €9’ £avtod) is sufficient to entertain the audience and convey the sense
of the story.

Lycinus' pantomime is also a rather competitive figure. Dismissed by Demetrius as a
mere “appendage” (mépepydv 1) to instrumental expression (tod oOAOD Kol TOV GupiyyoOV Kol
T®V KTOT®V), the pantomime proceeds to silence (mapayyeilac) not only instrumental
accompaniment (toig T¢ KTumoo1 Kai Toig avAodot), but also the chorus (a0Td ... T® xopd). In
addition to demonstrating his ability to perform without sound, he goes a step further and takes
on the role of the singers. The dancer dramatically presents himself as the only artist necessary,
able to subsume all others into his own kinetic expression.

Whereas archaic poetry consistently constructs choreia as a synesthetic art capable of
integrating various forms of expression and beauty into itself, Lycinus attributes that particular
ability to pantomime. > His soloist is a virtuoso technical artist (6 tote katd 1OV Népova
000KV OPYNOTNG, OVK ACVVETOC, (OGS Pacty, AAA’ €l Kol Tig dAlog &v te ioToplag pvniun Kai
KIV|oemg KAAAEL Oteveykmv) with a strong impulse towards competition. The expressive
potential of the soloist, suggested but largely suppressed by the Homeric poet's depiction of
Halius and Laodamas, comes to full fruition in Lycinus' pantomime, whose body communicates
so clearly that Demetrius is able to “hear” his actions (dkoV®, dvBpwmne, & moieic). Dance is no
longer the “physical projection” of the voice (Peponi 2009: 58): instead, the audience can
“listen” to a narrative generated purely through the motion of the body.® Lycinus’ account of the
virtuosic pantomime thus turns choreia on its head and enacts the triumph of the soloist who was
constrained and suppressed by earlier sources. In Lucian's dialogue, solo dance has finally
succeeded in fully disrupting and silencing choreia.

At the same time, Lucian largely affirms a logocentric engagement with dance. In
Lycinus’ account, the “highest praise” (tobtov &rawvov ... tov péyiotov, 63) available to a dancer
is, apparently, to be thought equal to a singer and to be “heard” (dxodw, &vOpwne, & mowElg, 63).
By praising dance in aural, rather than tactile or kinesthetic terms, Lycinus relies on a paradigm

? The bibliography on singers and bards in the Odyssey (leaving aside the Iliad) is enormous, but for a classic
treatment, see Segal 1994: 113-186. On the semantics of the term aoidos and its use in Homer and beyond, see
Maslov 2009.
* Especially if the young men's choral performance adds a kinetic element to Demodocus' song (which could still
stand alone as a communicative and creative force in its own right) — see Chapter 2.1a.
> Cf. Ladianou 2005: 48-49 and Peponi 2013b, as well as my discussion in Chapter 1.4.
% As Montiglio puts it, “les ‘paroles corporelles’ du danseur peuvent littéralement réduire au silence chant et
musique” (1999: 267).
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of communication that persistently centers the verbal, even when attempting to praise the
corporeal. Montiglio demonstrates that this approach to dance is evident throughout imperial era
sources, wherein dance is conceived as a kind of codified process of translation between words
and actions: “la danseuse a transcrit paroles and actions dans son code gestuel: tout est devenu
action. Le public, lui, transcrit cette action unifiante dans son code verbal: tout devient parole”
(Montiglio 1999: 279).” While Lucian subverts the choral paradigm by valorizing solo
performance, he retains the essentially logocentric attitude towards dance evident throughout
archaic and classical Greek literature.

Ismene Lada-Richards demonstrates that Lucian’s promotion of the “silent eloquence” of
the pantomime dancer should be linked with a broader emphasis on rhetorical skill associated
with the Second Sophistic, and that this is part of Lucian’s strategic defense of pantomime (2007:
79-134).® She argues that Lycinus’ speech effects an “intellectualisation” of the dancer that
enables viewers of high “social and intellectual standing” to “feel good” about watching and
enjoying pantomime dance (2007: 134). At the same time, Lada-Richards suggests that this
defense comes at a price, observing that “what never emerges from Lycinus’ construction is the
pantomime’s dwelling in a zone of cultural ambivalence and contradiction” (2007: 134). In a
related article, she explains that:

by turning pantomime into an upper-class man’s ideal spectacle, Lycinus
launched a genetically modified version of the genre, that is to say substantially
true to form but artificially enhanced, with wrinkles smoothed and shades toned
up or down, as required by each occasion. Consequently, there is a real sense
that, rather than empowering the dancer, Lycinus’ apology subtracted from his
power [...] (Lada-Richards 2008: 300)

She concludes that, while Lucian’s text ostensibly sets out to defend dance, it primarily succeeds
in valorizing the sophist’s verbal skill (2008: 300-304). She characterizes this as a remarkable
act of “cultural conquest,” whereby “the top prize in the context over the right to entertain, the
right to control the politics of a multi-coloured performance culture, does not belong to the
dancer’s silent, corporeal eloquence but to the educated declaimer’s witty eloquence of words”
(2008: 303-304). I would suggest that this same overarching interest in “justifying” dance to an
educated audience guides Lucian’s decision to draw heavily from archaic and classical models

" Montiglio also draws a distinction between the work of the tragic poet (specifically as conceived by Aristotle in the
Poetics) and the work of the pantomime performer (as described by Lucian and Libanius), arguing that “le poéete
tragique, dans le mesure ou il dit I’invisible, fagonne des paroles visibles, a savoir, des paroles qui permettent de
reconstruire des images absentes. Les spectateurs, en écoutant, voient. Le danseur au contraire fagonne des images
audibles, a savoir, des images qui permettent de reconstruire des paroles absentes. Les spectateurs, en voyant,
entendent” (1999: 267). That is, the tragic audience uses their auditory faculties to reconstruct missing images and
thus “see,” whereas the pantomime audience uses theitr visual faculties to reconstruct missing words, and thus
“hear.” I am not convinced that Montiglio’s framework fully accounts for the role of dance and embodied
performance in tragedy (see, e.g., Weiss 2014 on the complex interplay of viewing, listening, and imagining in
tragic spectatorship), but I do think she gets at the heart of what Lucian (and some of his contemporaries) are
interested in — the justification of dance as a “verbal” art.
¥ On pantomime and oratory, see also Montiglio 1999: 268-270. The larger questions surrounding the use of gesture
in oratory and the embodiment of public speech in Greek and Roman thought are beyond the scope of this project,
although those topics are certainly related to the questions of logocentricity and somatic expression I have been
considering here. On this subject, see especially Gunderson 2000.
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and maintain a generally logocentric vision of dance, rather than crafting one that truly centers
the body and its independent expressive potential.’

This is not to say that Lucian’s paradigm accurately captures the realities of pantomime
performance in the imperial world. To the contrary, Lada-Richards goes on to demonstrate that
“even on the basis of our fragmentary evidence, pantomime begs to be envisaged as the vibrant,
ever colourful terrain where competing models of individuality could be explored, cultural
configurations (especially of gender and desire) fashioned and contested, and important
negotiations between elite and popular culture played out” (2008: 313)."° In this sense,
pantomime and its attendant discourses may be seen in continuity with the conceptualization of
individualized dance in the archaic and classical periods. As I have demonstrated here, singular
dancing appears in earlier literature as a distinctive mechanism for exploring the relationship
between language and the body, foregrounding individual expression, and both re-instating and
questioning established norms of corporeality. Pantomime, as a cultural phenomenon, is
engaged in the work of social contestation and experimentation, but at the same time, as a subject
of Lucian’s dialogue On the Dance, can become a vehicle for re-inscribing a set of specifically
logocentric values. We can see both dimensions of the art as largely parallel to the realities and
representations of dance performance in the archaic and classical periods.

Indeed, I want to conclude by arguing that Homer ultimately pays greater tribute to the
possibilities of dance than Lucian. Recall that the esteemed Phaeacian dancers Halius and
Laodamas are never compared or translated — their performance receives no verbal evaluation or
response. On one level, this lack of verbal engagement represents Odysseus’ successful efforts
to marginalize and deny the competitive messages embodied by the Phaeacian duet. At the same
time, the poet’s description of the dance features rich and distinctive attention to somatic
expression, and it crafts a kind of corporeal meaning intelligible to the audience of the poem,
even if it goes unacknowledged by Odysseus.'' Through its representation of Halius’ and

? For a different perspective, see Schlapbach, who suggests that Lucian’s use of rhetoric to explicate pantomime
does not generate “a straightforward opposition or hierarchy” (2008: 315), and argues that “Lucian’s dialogue makes
conscious use of the fact that rhetorical discourse is indebted in various ways to the visual and dramatic arts, and
thus subtly emphasizes the ambivalent position of pantomime between text and visuality, rather than giving
preference to one other the other” (2008: 316). She further contends that “pantomime is productive of speech by
making the spectator sear what is being represented by the silent pantomimist, but at the same time it could also be
perceived as independent from speech, just as gestures, bodily features, and images were thought to disclose
knowledge independently from spoken language” (2008: 331). Her latter point is well-taken, and I do not mean to
suggest that Lucian’s treatise should be understood as possessing a narrow and restrictive focus on the logos of
dance. At the same time, while Schlapbach’s analysis demonstrates that Lucian attends closely to the visual realm
(and, in doing so, draws on earlier approaches to dance, 2008: 331-336), I would still maintain that it stops short of
treating embodied expression on its own terms. Schlapbach’s approach is grounded in a synesthetic, harmonious
model of the arts in ancient thought (“this [Schlapbach’s reading of Lucian’s treatise On the Dance] contributes to
the impression that in antiquity the literary and visual arts, music, and drama are tightly connected and
conceptualized in similar ways. In fact it has been argued that the autonomy of different art forms is achieved only
in the eighteenth century,” 2008: 336). In part, my project here has been to illuminate the hierarchies and implicit
values that undergird the promotion of artistic and sensory synthesis in archaic and classical thought (see Chapter
1.3-4). Lucian’s promotion of the idea that one can “hear” dance privileges oral/aural communication and thus
reinstates the normative archaic and classical paradigm (compare Pratinas 708.16 PMG: “listen, listen, to my Dorian
choreia” (<@xov’> drove tav Epav Adplov yopeiav, see Chapter 1.4), even if his approach to dance is inventive and
creative in other respects (e.g., moving beyond a conceptual distinction between solo and communal dance).
' For this point, see also Lada-Richards 2007: 135-162. Webb 2008b explores pantomime from the potential
perspective of the dancer, shedding light on corporeal experience and embodied knowledge as distinct from
descriptions of viewing that center on verbal discourse.
" For the full version of this argument, see Chapter 2.
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Laodamas’ virtuosity, the Odyssey imagines how dance might exist, not just beyond choreia, but
even beyond words. In that sense, Homer surpasses Lucian in his imaginative exploration of
dance and its possibilities.

We may now reflect on the value of that kind of imaginative exploration, and review
what we have gained by looking “beyond choreia.” 1 hope to have demonstrated that it is
unproductive to think of “solo” and “choral” dance as an exclusive binary, at least insofar as
literary representation is concerned. Rather, as I proposed in Chapter 1, we might imagine a
variety of choral continuums — verbal to non-verbal, fully choreographed to wholly improvised,
many to few participants, and so on. Within such a complex network, institutional,
choreographed, communal, and song-centric choral performance would form a crucial, even
central point, around which other forms might cluster, at varying degrees of distance.

We might, therefore, better speak of looking “toward the margins” of choreia, or toward
the descriptions of dance that foreground the idiosyncratic, the unruly, the nonverbal, or
otherwise “sub-choral” modes of movement. Rather than attempting to find the firm dividing
line between the choral and the “not choral,” we might ask how and why certain forms come to
be viewed as marginal or messy. We might consider what value lies in resisting or pulling away
from choreia, not wholesale, but in specific ways or directions.

This dissertation has considered one significant point of departure from the chorus: the
representation of the singular dancer. Even if the project has served in part to reaffirm the
conceptual centrality of the chorus and thus moved only incrementally “beyond choreia,” 1 hope
it has still succeeded in establishing that singular dancing in Greek literature tends to signify
competition, disruption, violation, and vulnerability within the social and political order. In
other words, dance alone — and on its own terms — exhibits a kind of messiness, excess, or
unruliness. The hierarchical aspects of choreia function as a discursive system designed to
constrain the potentially unruly dancing body within an organized system of song and sound.
But by the same token, the representation of individualized orchésis can become a distinctive
mechanism adopted by poets, playwrights, historians and philosophers to foreground and explore
the complex relationship between verbal and somatic expression. I thus maintain that the tension
inherent in the attempt to “fix” dance in words is a productive one. Examining solo dance,
especially in the places where its generally non-verbal nature is most problematic for a given
author or text, allows us to see the choral system, and its particular investment in language, from
a fresh angle.

I want to remain with the Odyssey for a moment longer. In Steve Paxton’s estimation,
“getting lost” may be “the first step toward finding new systems” — both performance systems,
and larger cultural ones (2001: 425). The Odysseus of the Odyssey is, in one sense, a paradigm
figure for the parallel processes of getting lost and improvising.'> On Scheria, he encounters an
unfamiliar mode of performance, but re-orients both himself and the audience by verbally
emphasizing and articulating a standard choral model. Yet when Odysseus sails away from the
Phaeacians, or when the bard stops speaking, perhaps hero and audience alike have had their
unconscious assumptions about dance and its possibilities shifted or changed, however slightly
or subtly. As Paxton suggests, perhaps the “reward for getting lost,” for both Odysseus and the
listener who travels along with him, is a brief glimpse of some part of a new system, one which
expands the role of the individual dancer and enables movement to “speak” in unparalleled ways.

I began this project by drawing a sharp distinction between the limited and elusive role of
solo dance in ancient Greece and its prominence in early 20"™-century modern dance, whose

"2 See Chapter 2.2¢ and Dougherty 2015.
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practitioners nonetheless tended to position themselves in continuity with Greek performance
and mythology. But Claudia Gitelman’s observations about soloists within the modern dance
movement — namely, that they are “a source of [...] constant renewal” and “[inhabit] space
between the new and the not-yet known” — may actually resonate with the ancient testimony on a
different level. It is true that solo dancing in ancient Greece did not achieve widespread cultural
influence prior to the emergence of pantomime, and so we cannot say that soloists impacted
ancient performance culture in any way like that of modern dance pioneers and solo artists like
Graham and Duncan. But describing, theorizing, and otherwise engaging with individualized
and non-choral dance does seem to have served an exploratory and experimental function for
ancient authors, and perhaps examining such representations has invigorated and re-figured our
scholarly understanding of archaic and classical Greek performance culture in a more general
sense.

198



Bibliography

Adrados, Francisco R. 1975. Festival, Comedy, and Tragedy: The Greek Origins of Theatre,
trans. Christopher Holme. Leiden.

Albright, Ann Cooper. 2011. “Situated Dancing: Notes from Three Decades in Contact with

Phenomenology.” Dance Research Journal. 43.2: 7-18.

. 2013. “Falling.” Performance Research: A Journal of the Performing Arts. 18.4: 36-41.

Allan, William, ed. 2008. Euripides’ Helen. Cambridge.

Allen, Thomas W. 1912. Homeri Opera Vol. 5. Oxford.

. 1980. Homeri Opera Vols. 3-4. 2™ ed. Oxford.

Alonge, Mark. 2012. “Standing in a Chorus in Euripides, Electra 178 and Iphigenia in Tauris
1143.” Mnemosyne 65: 116-124.

Alonso Fernandez, Zoa. 2011. La danza en época romana: una aproximacion filologica y
lingiiistica. PhD Diss. Universidad Complutense de Madrid, Real Colegio Complutense.

Annibaldis G. and O. Vox. 1976. “La piu antica iscrizione greca.” Glotta 54: 223-228.

Arnott, W. Geoffrey. 1996. Alexis: The Fragments. Cambridge.

Athanassaki, Lucia and Ewen Bowie, eds. 2011. Archaic and Classical Choral Song:
Performance, Politics, and Dissemination. Berlin.

Athanassaki, Lucia, Richard Martin, and John F. Miller, eds. 2009. Apolline Politics and Poetics.
Delphi.

Avagianou, Aphrodite. 1991. Sacred Marriage in the Rituals of Greek Religion. Bern.

Bacon, Helen H. 1994. “The Chorus in Greek Life and Drama.” Arion 3.1: 6-24.

Bakola, Emmanuela, Lucia Prauscello, and Mario Telo, eds. 2013. Greek Comedy and the
Discourse of Genres. Cambridge.

Baragwanath, Emily. 2012. “The Wonder of Freedom: Xenophon on Slavery.” In Hobden and
Tuplin. 631-663.

Barker, Andrew. 1989. Greek Musical Writings, Vol. 1: The Musician and his Art. Cambridge.

. 2002. Euterpe. Richerche sulla musica greca e romana. Pisa.

Bathrellou, Eftychia. 2012. “Menander’s Epitrepontes and the Festival of the Tauropolia.”
Classical Antiquity 31.2: 151-192.

Beazley, J.D. 1939. “Excavations at Al Mina, Sueidia, III. The Red-Figured Vases.” Journal of
Hellenic Studies 59: 1-44.

Belfiore, Elizabeth. 2006. “Dancing with the Gods: The Myth of the Chariot in Plato's
'Phaedrus."”” American Journal of Philology. 127.2: 185-217.

Bell, Catherine. 1992. Ritual Theory, Ritual Practice. Oxford.

Benkendorff, Klaus. 1966. Untersuchungen zu den platonischen Gleichnissen, Vergleichen und
Metaphern aus dem Bereich der Gymnastik und Agnostik. Tiibingen.

Bérard, Claude. 1989. “The Order of Women.” In Bérard, et. al. 1989. 89-107.

Bérard, Claude, et. al., eds. 1989. 4 City of Images: Iconography and Society in Ancient Greece,
trans. Deborah Lyons. Princeton.

Bergquist, Birgitta. 1990. “Sympotic Space: A Functional Aspect of Greek-Dining Rooms.” In
Murray. 37-65.

Bergren, Ann. 1983. “Language and the Female in Early Greek Thought.” Arethusa 16: 69-95.

Bierl, Anton. 2006. “Tragodie als Spiel und das Satyrspiel. Die Geburt des griechischen Theaters
aus dem Geiste des Chortanzes und seines Gottes Dionysos.” Aufgang. Jahrbuch fiir

199



Denken, Dichten, Musik. Bd. 3: Kind und Spiel, eds. José Sanchez de Murillo and Martin

Thurner. Stuttgart. 111-138.

. 2010. Ritual and Performativity: The Chorus in Old Comedy, trans. Alexander Hollman.

Cambridge, MA.

.2011. “Alcman at the end of Aristophanes’ Lysistrata: Ritual interchorality.” In

Athanassaki and Bowie. 415-436.

. 2012. “Demodokos’ Song of Ares and Aphrodite in Homer’s Odyssey (8.266-366): An

Epyllion? Agonistic Performativity and Cultural Metapoetics.” In Brill’s Companion to

Greek and Latin Epyllion and Its Reception, eds. Manuel Baumbach and Silvio Bir.

Leiden. 111-134.

. 2013a. “Maenadism as Self-Referential Chorality in Euripides’ Bacchae.” In Gagné and

Hopman. 211-226.

. 2013b. “Dionysos in Old Comedy. Staging of Experiments on Myth and Cult.” In

Bernabé, Herrero de Jauregui, Jiménez San Cristdbal, and Martin Hernandez. 366-385.

Blazeby, Clare Kelly. 2011. “Women + Wine = Prostitution in Classical Athens?” In
Glazebrook and Henry. 86-105.

Bloch, Maurice. 1974. “Symbols, Song, Dance and Features of Articulation: Is Religion an

Extreme Form of Traditional Authority?” European Journal of Sociology. 15: 14-81.
Bloedow, Edmund F. 1975. “Aspasia and the ‘Mystery’ of the Menexenos.” Wiener Studien 9:
32-48.

Blondell, Ruby. 2013. Helen of Troy: Beauty, Myth, Devastation. Oxford.

Boedeker, Deborah. 1974. Aphrodite’s Entry into Greek Epic. Mnemosyne Supp. 32. Leiden.

Boegehold, A.L. 1965. “An Archaic Corinthian Inscription.” American Journal of Archaeology
69: 259-262.

Boner, Justin. 2009. The Homeric Hymn to Hermes and Archaic lambography. Undergraduate
thesis. New College, FL.

Borthwick, E.K. 1967. “Trojan Leap and Pyrrhic Dance in Euripides' Andromache 1129-41.”
Journal of Hellenic Studies 87: 18-23.

. 1968. ‘Notes on Plutarch De Musica and the Cheiron of Pherecrates.” Hermes 96: 60-

73.

Bourdieu, Pierre. 1977. Outline of a Theory of Practice, trans. Richard Nice. Cambridge.

Bremer, J. M. 1990. “Pindar's Paradoxical egé and a Recent Controversy about the Performance
of his Epinicia." In The Poet's I in Archaic Greek Greek Lyric, ed. S. L. Slings.
Amsterdam. 41-57.

Bremer, J. M., A. Maria Van Erp Taalman Kip, and S. R. Slings. 1987. Some Recently Found
Greek Poems: Text and Commentary. Mnemosyne Supplement 99. Leiden.

Brock, Roger. 2004. “Xenophon’s Political Imagery.” In Tuplin. 247-258.

Broeniman, Clifford. 1996. “Demodocus, Odysseus, and the Trojan War in Odyssey 8.”
Classical World 3-13.

Brommer, F. 1982. Theseus. Die Taten der griechischen Helden in der antiken Kunst. Darmstadt.

Brown, C. 1997. “Archilochus.” In 4 Companion to Greek Lyric Poets, ed. D.E. Gerber. Leiden.
43-69.

Budelmann, Felix and Timothy Power. 2015. “Another Look at Female Choruses in Classical
Athens.” Classical Antiquity 34.2: 252-295.

Buchan, Mark. 2004. The Limits of Heroism: Homer and the Ethics of Reading. Ann Arbor.

Bundrick, Sheramy. 2005. Music and Image in Classical Athens. Cambridge.

200



Buchholtz, H. 1873. “Die Fabel vom Affen und Fuchs bei Archilochos.” Rheinisches Museum
fur Philologie. 28: 176-179.

Burkert, Walter. 1972. Lore and Science in Ancient Pythagoreanism, trans. Edwin L. Minar, Jr.

Cambridge, MA.

. 1983. Homo Necans: The Anthropology of Ancient Greek Sacrificial Ritual and Myth,

trans. Peter Bing. Berkeley, CA.

Burnet, John. 1903. Platonis Opera. Vols. 1-5. Oxford.

Burnett, Anne Pippin. 1983. Three Archaic Poets: Archilochus, Alcaeus, Sappho. Cambridge,
MA.

Burris, Simon, Jeffrey Fish, and Dirk Obbink. 2014. “New Fragments of Book 1 of Sappho.”
Zeitschrift fiir Papyrologie und Epigraphik 189: 1-28.

Caciagli, Stefano. 2010. “Il temenos di Messon: un contesto unico per Saffo e Alceo.” Lexis:
Poetica, retorica e comunicazione nella tradizione classica. 28: 227-256

Calame, Claude. 1977. Les choeurs de jeunes filles en Gréce archaique (Vols. I and IT). Rome.

. 1996. Thesée et I'imaginaire athénien: Légende et culte en Gréce antique. 2nd ed,

Lausanne.

. 1997. Choruses of Young Women in Ancient Greece: Their Morphology, Religious Role,

and Social Functions, trans. Derek Collins. Lanham, MD.

. 1999. The Poetics of Eros in Ancient Greece, trans. Janet Lloyd. Princeton.

.2009. “Apollo in Delphi and in Delos: Poetic Performances between Paean and

Dithyramb.” In Athanassaki, Martin, and Miller. 169-198.

.2011. “The Homeric Hymns as Poetic Offerings: Musical and Ritual Relationships with

the Gods.” In Faulkner. 334-358.

Campbell, David. 1982. Greek Lyric Poetry: A Selection of Early Greek Lyric, Elegiac, and
lambic Poetry. London.

——— 1982-1993. Greek Lyric. 5 vols. Cambridge, MA.

Carey, Chris. 2013. “Comedy and the Civic Chorus.” In Bakola, Prauscello, and Telo. 155-174.

Carson, Anne. 1990. “Putting Her in Her Place: Women, Dirt, and Desire.” In Halperin, Winkler,

and Zeitlin. 135-169

. 1995. Glass, Irony, and God. New York.

Catoni, Maria Luisa. 2005. Schemata: Comunicazione non verbale nella Grecia antica. Pisa.

. 2010. Bere vino puro: Immagini del simposio. Milan.

Cavallini, Eleonora. 1990. "Erotima e la madre (Anacr. fr. 1 P. = 60 Gent.)." Giornale Italiano di
Filologia 40: 213-15.

Ceccarelli, Paola. 1998. La pirrica nell'antichita Greco Romana: Studi sulla danza armata. Pisa.

Chambray, Emile. 1927. Esope, Fables. Paris.

Cipolla, Paolo. 2003. Poeti minori del drama satiresco. Amsterdam.

Clark, Christina. 1996. "The Gendering of the Body in Alcman's Partheneion 1: Narrative, Sex,
and Social Order in Archaic Sparta." Helios 23: 143-172.

Clay, Jenny Strauss. 1989. The Politics of Olympus: Form and Meaning in the Major Homeric
Hymns. Princeton, NJ.

.2011. Homer’s Trojan Theater: Space, Vision, and Memory in the Iliad. Cambridge.

Coccagna, Helene A. 2011. “Embodying Sympotic Pleasure: A Visual Pun on the Body of an
Aulétris.” In Glazebrook and Henry. 106-121.

Cohen, David. 1989. “Seclusion, Separation, and the Status of Women in Classical Athens.”
Greek, Roman, and Byzantine Studies 36: 3-15.

201



Cole, Thomas. 1992. Pindar’s Feasts, Or, the Music of Power. Ateneo.

Collins, Leslie. 1988. Studies in Characterization in the Iliad. Frankfurt.

Connor, W. R. 2000. “Tribes, Festivals, and Processions: Civic Ceremonial and Political
Manipulation in Archaic Greece.” In Oxford Readings in Greek Religion, ed. Richard
Buxton. Oxford. 56-75.

Cooper, Frederick and Sarah Morris. 1990. “Dining in Round Buildings.” In Murray. 66-85.

Crotty, Kevin. 1982. Song and Action: The Victory Odes of Pindar. Baltimore.

Csapo, Eric. 1999. “Later Euripidean Music.” In Euripides and Tragic Theatre in the Late Fifth

Century, eds. Martin Cropp, Kevin Lee, and David Sansone. //linois Classical Studies 24-

25:399-426.

. 2003. “The Dolphins of Dionysus.” In Poetry, Theory, Praxis: The Social Life of Myth,

Word and Image in Ancient Greece: Essays in Honour of William J. Slater, eds. Eric

Csapo and Margaret Christina Miller. Oxford. 69-98.

. 2004. “The Politics of the New Music.” In Murray and Wilson. 207—48.

. 2008. “Star Choruses: Eleusis, Orphism, and New Musical Imagery and Dance.” In

Revermann and Wilson. 262-290.

Dale, A.M. 1969 [1960]. “Words, Music, and Dance.” In Collected Papers of A.M. Dale, eds.
E.G. Turner and T.B.L. Webster. 156-169.

D’Alfonso, Francesca. 1994. Stesicoro e la performance: Studio sulle modalitd esecutive dei
carmi stesicorei. Rome.

D’Angour, Armand. 1997. “How the Dithyramb Got its Shape.” Classical Quarterly 47: 331-

351.

. 2006. “The New Music—So What’s New?” In Rethinking Revolutions through Ancient

Greece, eds. Simon Goldhill and Robin Osborne. Cambridge. 264-283.

.2013. “Music and Movement in the Dithyramb.” In Kowalzig and Wilson. 198-210.

Danielewicz, Jerzy. 1990. “'Towards an Understanding of the Chorus: Homer on Early Forms of
Lyric Poetry.” Eos 78: 55-62.

Dasen, Véronique. 1993. Dwarfs in Ancient Egypt and Greece. Oxford.

David, A.P. 2006. The Dance of the Muses: Choral Theory and Ancient Greek Poetics. Oxford.

Davidson, James. 1997. Courtesans and Fishcakes: The Consuming Passions of Classical
Athens. New York.

. 2006. “Making a Spectacle of Her(self): The Greek Courtesan and the Art of the

Present.” In The Courtesan’s Arts: Cross-Cultural Perspectives, eds. Martha Feldman

and Bonnie Goldman. Oxford. 29-51.

Day, Joseph. 2010. Archaic Greek Epigram and Dedication: Representation and Reperformance.
Cambridge.

De Jong, Irene J. F. 2001. 4 Narratological Commentary on the Odyssey. Cambridge.

Delavaud-Roux, M.H. 1993. Les dances armées in Grece antique. Provence.

. 1994. Les dances pacifiques in Grece antique. Provence.

. 1995. Les dances dionysiaques in Grece antique. Provence.

Diez-Platas, Fatima. 2013. “The Symposiast Dionysos: A God like Ourselves.” In Bernabé,
Herrero de Jauregui, Jiménez San Cristobal, and Martin Hernandez. 504-525.

Diggle, J. 1987. Euripidis Fabulae. Vols. 1-5. Oxford.

Dillery, John 1995. Xenophon and the History of His Times. London.

. 2004. “Xenophon, the Military Review, and Hellenistic Pompai.” In Tuplin. 259-276.

202



Dillon, Matthew and Lynda Garland. 2000. Ancient Greece: Social and Historical Documents
from Archaic Times to the Death of Socrates, 2" ed. New York.

Dills, Ann and Ann Cooper Albright, eds. 2001. Moving History/Dancing Cultures: A Dance
History Reader. Middletown.

Derrida, Jacques. 1981. “Plato’s Pharmacy.” In Dissemination, trans. Barbara Johnson. London.
61-172.

Dougherty, Carol and Leslie Kurke. eds. 2003. The Cultures within Ancient Greek Culture:
Contact, Conflict, Collaboration. Cambridge.

Dougherty, Carol. 1994. “Pindar's Second Paean: Civic Identity on Parade.” Classical Philology

89.3: 205-218.

. 2001. The Raft of Odysseus: The Ethnographic Imagination of Homer's Odyssey.

Oxford.

Dougherty, Carol. 2015. “Nobody’s Home: Metis, Improvisation, and the Instability of Return in
Homer’s Odyssey.” Ramus 44.1-2: 115-140.

Dover, K.J. 1968. Aristophanes, Clouds. Oxford.

duBois, Page. 1996. “Sappho and Helen.” In Greene. 79-99. [orig. published in 1978 as Arethusa
11: 88-99]

Eckerman, Christopher. 2011. “Teasing and Pleasing in Archilochus’ ‘First Cologne Epode.”
Zeitschrift fiir Papyrologie und Epigraphik 179: 11-19.

Edmonds, J.M. 1931. Elegy and lambus, Vol. 1. Cambridge, MA.

Edmonds, Radcliffe G. 2006. “To Sit in Solemn Silence? Thronosis in Ritual, Myth, and
Iconography.” American Journal of Philology 127.3: 347-366.

Edmunds, Lowell. 2012. “Deixis and Everyday Expressions in Alcaeus frs. 128 V and 130b V.”
Donum natalicium digitaliter confectum Gregorio Nagy septuagenario a discipulis
collegis familiaribus oblatum.
http://chs.harvard.edu/wa/pageR ?tn=Article Wrapper&bdc=12&mn=4353

Edwards, Anthony. 1993. “Homer's Ethical Geography: City and Country in the Odyssey.”
Transactions of the American Philological Association. 123: 27-78.

Faraone, Christopher. 2006. “Lysistrata the Priestess or the Courtesan? Female Stereotypes in
Aristophanes’ Lysistrata.” In Prostitutes and Courtesans in the Ancient World, eds.
Christopher Faraone and Laura McClure. Madison, WI. 207-223.

Faulkner, Andrew, ed. 2011. The Homeric Hymns: Interpretative Essays. Oxford.

Faustoferri, Amalia. 1996. Il trono di Amyklai e Sparta. Naples.

Fearn, David. 2007. Bacchylides. Politics, Performance, Poetic Tradition. Oxford.

. 2013. “Athens and the Empire: The Contextual Flexibility of Dithyramb, and its

Imperialist Ramifications.” In Kowalzig and Wilson. Oxford. 133-152.

Fehr, Burkhard. 1990. “Entertainers at the Symposium: The Akletoi in the Archaic Period.”

Trans. Kai Brodersen. In Murray. 185-195.

. 2003. “What has Dionysos to do with the Symposion?” In Symposium. Banquet et

representations en Grece et a Rome. Pallas 61, eds. Charalampos Orfanos and Jean-

Claude Carricre. Toulouse. 23-38.

Felson Rubin, Nancy. 1978/1979. “Some Functions of the Enclosed Invective in Archilochus’
Erotic Fragment.” Classical Journal. 74: 136—141.

Ferrari, Gloria. 2008. Alcman and the Cosmos of Sparta. Chicago.

Ferrari, G. R. F. 1987. Listening to the Cicadas: A Study of Plato’s Phaedrus. Cambridge.

203



Fileni, Maria Grazia. 1983. “Osservazioni sull'idea di tiranno nella cultura greca arcaica (Alc. frr.
70, 6-9; 129, 21-24 V.; Theogn. vv. 1179-1182).” Quaderni urbinati di cultura classica
14.2: 29-35.

Flashar, Martin, Ralf von den Hoff, and Bettina Kreuzer. 2003. Theseus: der Held der Athener.
Munich.

Foley, Helene. 2002. Female Acts in Greek Tragedy. Princeton, NJ.

. 2003. “Choral Identity in Greek Tragedy.” Classical Philology 98.1: 1-30.

Ford, Andrew. 2002 The Origins of Criticism: Literary Culture and Poetic Theory in Classical
Greece. Princeton.

Forsdyke, Sara. 2012. Slaves Tell Tales: and Other Episodes in the Politics of Popular Culture in
Ancient Greece. Princeton.

Foster, Susan. 1986. Reading Dancing: Bodies and Subjects in Contemporary American Dance.

Ann Arbor, MI.

. 1995. “Textual Evidances.” In Bodies of the Text: Dance as Theory, Literature as

Dance, eds. Ellen W. Goellner and Jacqueline Shea Murphy. New Brunswick, NJ. 231-

246.

. 2008. “Movement’s Contagion: The Kinesthetic Impact of Performance.” In The

Cambridge Companion to Performance Studies, ed. Tracy C. Davis. Cambridge. 46-59.

. 2011. Choreographing Empathy: Kinesthesia in Performance. New Y ork.

Fowler, Robert L. H. 2003. “Herodotus and Athens.” In Herodotus and his World, eds. Peter
Derow and Robert Parker. Oxford. 305-318.

Franklin, John. 2013. “’Song-benders of Circular Choruses:” Dithyramb and the ‘Demise of
Music.”” In Kowalzig and Wilson. Oxford. 213-236.

Franko, Mark. 1996. “Five Theses on Laughter After All.”” In Morris. 43-62.

.2001. “Writing Dancing, 1573.” In Dils and Albright. 191-200.

Franzius, Georgia, 1973. Tdnzer und Tdnze in der archaischen Vasenmalerei. Gottingen.

Frontisi-Ducroux, Frangoise. 1981. “Artémis bucolique.” Revue de l'histoire des religions 198:

29-56.

. 1986. “Images du ménadisme feminin: les vases des Lénéennes.” In L ’Association

dionysiaque dans les sociétés anciennes. Actes de la table ronde organisée par I’Ecole

frangaise de Rome (24-25 mai 1984). Paris. 165-176.

. 1991. Le dieu-masque: une figure du Dionysos d'Athenes. Paris.

. 2002. “Avec son diaphragme visionnaire: TAYIHZI [TPAITIAEXXI”, Iliade X VII, 481.

A propos du bouclier d’Achille.” Revue des études grecques 115: 463-84.

Frosch, Joan D. 1999. “Dance Ethnography.” In Researching Dance: Evolving Modes of Inquiry,
eds. Sondra Horton Fraleigh and Penelope Hanstein. Pittsburgh, PA. 249-282

Furley, William D. and Jan Maarten Bremer. 2001. Greek Hymns: Selected Cult Songs from the
Archaic to the Hellenistic Period. Vol. 1: Texts in Translation. Tubingen.

Gagné, Renaud, and Marianne Govers Hopman, 2013. “Introduction: The Chorus in the Middle.
Choral Mediations in Greek Tragedy. In Gagné and Hopman. 1-34.

Gagné, Renaud, and Marianne Govers Hopman, eds. 2013. Choral Mediations in Greek Tragedy.
Cambridge.

Garelli-Francois, Marie-Héléne. 2002. “Le spectacle final du Banquet de Xénophon: le genre et
le sens.” Pallas 59: 177-186.

Gentili, Bruno. 1958. 4Anacreon. Rome.

. 1988. Poetry and its Public in Ancient Greece, trans. Thomas Cole. Baltimore.

2

204



Gentili, Bruno and Carlo Prato. 1988. Poetae elegiaci. Testimonia et fragmenta. Leipzig.

Germany, Robert. 2005. “The figure of Echo in the Homeric Hymn to Pan.” American Journal of
Philology 126:187-208.

Ghiron-Bistagne, Paulette.1976. Recherches sur les acteurs dans la Gréce antique. Paris.

Giangrande, Lawrence. 1972. “Pseudo-, 'International,’ Olympian and Personal Peace in Homeric
Epic.” Classical Journal 68:1-10.

Gibbs, Laura. 2008. Aesop's Fables. Oxford.

Gilhuly, Kate. 2009. The Feminine Matrix of Sex and Gender in Classical Athens. Cambridge.

Gitelman, Claudia. 2012. “Introduction.” In Gitelman and Palfy. 1-6.

Gitelman, Claudia and Barbara Palfy, eds. 2012. On Stage Alone: Soloists and the Modern
Dance Canon. Gainesville, FL.

Glazebrook, Allison and Madeleine M. Henry, eds. 2011. Greek Prostitutes in the Ancient
Mediterranean, 800 BCE — 200 CE. Madison, WI.

Golden, Mark. 1998. Sport and Society in Ancient Greece. Cambridge.

Goldman, Max. forthcoming. “Associating the Auletris: Flute Girls and Prostitutes in the
Classical Greek Symposium.”

Goldmark, Daniel, Lawrence Kramer, and Richard Leppert. 2007. Beyond the Soundtrack:
Representing Music in Cinema. Berkeley.

Green, J. Richard. 2007. “Let’s Hear it for the Fat Man: Padded Dancers and the Prehistory of
Drama.” In Csapo and Miller. 96-107.

Greene, Ellen, ed. 1996. Reading Sappho: Contemporary Approaches. Berkeley, CA.

Greifenhagen, A. 1929. Eine attische schwarzfigurige Vasengatung und die Darstellung des
Komos im VI Jahrhundert. Konigsberg.

Griffith, Mark. 1977. The Authenticity of Prometheus Bound. Cambridge.

.2001. “Antigone and her Sister(s): Embodying Women in Greek Tragedy.” In Making

Silence Speak: Women’s Voices in Greek Literature and Society, eds. André Lardinois

and Laura McClure. Princeton. 117-136.

. 2006a. “Horsepower and Donkeywork: Equids and the Ancient Greek Imagination.”

Classical Philology 101.3: 185-246.

. 2006b. “Horsepower and Donkeywork: Equids and the Ancient Greek Imagination, Part

Two.” Classical Philology 101.4: 307-358.

. 2013. “Satyr-Play, Dithyramb, and the Geopolitics of Dionysian Style in Fifth-Century

Athens.” In Kowalzig and Wilson. 257-81.

. forthcoming. Music and Difference. Berkeley.

Griffiths, Alan. 1995. “Latent and Blatant: Two Perspectives on Humour in Herodotos.” In
Laughter down the Centuries, Vol. 2, eds. Siegfried Jakel and Asko Timonen. Turku. 31-
44.

Godley, A.D. Herodotus, Books V-VII. Cambridge, MA.

Goff, Barbara. 2004. Citizen Bacchae: Women's Ritual Practice in Ancient Greece. Berkeley.

Goffman, Erving. 1959. The Presentation of Self in Everyday Life. New Y ork.

Gunderson, Erik. 2000. Staging Masculinity: The Rhetoric of Performance in the Roman World.
Ann Arbor, MI.

Hagendoorn, Ivar. 2008. “Dance, Choreography, and the Brain.” In Art and the Senses ,eds.
Francesa Bacci and David Melcher. Oxford. 499-514.

Hall, Edith. 2010. “'Heroes of the Dance Floor:' The Missing Exemplary Male Dancer in Ancient
Sources.” In Macintosh. 145-168.

205



Hall, Edith, and Rosie Wyles, eds. 2008. New Directions in Ancient Pantomime. Oxford.

Hallett, Judith P. 1996. “Sappho and her Social Context: Sense and Sensuality.” In Greene. 125-
142.

Halperin, David. 1990. “Why is Diotima a Woman?” In Halperin, Winkler, and Zeitlin. 257-308.

Halperin, David, John Winkler, and Froma Zeitlin, eds. 1990. Before Sexuality: The
Construction of Erotic Experience in the Ancient World. Princeton.

Hamilton, Richard. 1990. “The Pindaric Dithyramb.” Harvard Studies in Classical Philology 93:
211-222.

Hammergren, Lena. 1996. “The Re-turn of the Flaneuse.” In Corporealities: Dancing
Knowledge, Culture, and Power, ed. Susan Leigh Foster. London. 53-69.

Harman, Rosie. 2012. “A Spectacle of Greekness: Panhellenism and the Visual in Xenophon’s
Agesilaus.” In Hobden and Tuplin. 427-454.

Harte, Verity. 2005. “Conflicting Values in Plato’s Crito.” In Plato’s Euthyphro, Apology, and
Crito, ed. Rachana Kamtekar. Lanham, MD. 229-260.

Hausrath, Augustus. 1940. Corpus Fabularum Aesopicarum. Vol. 1. Leipzig.

Hawhee, Debra. 2004. Bodily Arts: Rhetoric and Athletics in Ancient Greece. Austin, TX.

Hawtrey, R.S.W. 1981. Commentary on Plato’s Euthydemus. Philadelphia.

Heath, Malcolm. 1988. “Receiving the k®pog: The Context and Performance of Epinician.”
American Journal of Philology 109: 180-95.

Hedreen, Guy. 2011. “Bild, Mythos and Ritual: Choral Dance in Theseus's Cretan Adventure on
the Francois Vase.” Hesperia 80: 491-510.

Heikkila, Kai. 1991. ““Now I Have the Mind to Dance’: Choral Self-referentiality in Greek
Tragedy.” Arctos 25: 51-68.

Henderson, Jeffrey. 1976. “The Cologne Epode and the Conventions of Early Greek Erotic

Poetry.” Arethusa 9:159-179.

. 2002 [1987]. Aristophanes’ Lysistrata. Oxford.

Henrichs, Albert. 1984. “Male Intruders among the Maenads: the So-Called Male Celebrant.” In
Mnemai: Classical Studies in Memory of Karl K. Hulley, ed. Harold D. Evjen. Chico,

CA. 69-92.

. 1994, “*“Why Should I Dance?’: Choral Self-Referentiality in Greek Tragedy.” Arion

3.1: 56-111.

. 1996. “Dancing in Athens, Dancing on Delos: Some Patterns of Choral Projection in

Euripides.” Philologus 140.1: 48—62.

Henry, Madeleine, 1995. Prisoner of History: Aspasia of Miletus and her Biographical
Tradition. Oxford.

Herington, John. 1985. Poetry into Drama: Early Tragedy and the Greek Poetic Tradition.
Berkeley.

Herrero de Jauregui, Miguel. 2013. “Dionysos in the Homeric Hymns: the Olympian Portrait of
the God.” In Bernabé, Herrero de Jauregui, Jiménez San Cristobal, and Martin
Hernéndez. 235-249.

Hobden, Fiona. 2013. The Symposion in Ancient Greek Society and Thought. Cambridge.

Hobden, Fiona, and Christopher Tuplin, eds. 2012. Xenophon: Ethical Principles and Historical
Enquiry. Leiden.

Holmes, Brooke. 2010. The Symptom and the Subject: The Emergence of the Physical Body in
Ancient Greece. Princeton.

Howard, Vernon A. 2008. Charm and Speed: Virtuosity in the Performing Arts. New York.

206



Huby, Pamela M. 1957. “The Menexenus Reconsidered.” Phronesis 2: 104-114.

Hude, Carolus. 1941. Herodoti Historiae. 2 vols. 3" ed. Oxford.

Hunzinger, Christine. 1994. “Le Plaisir Esthétique dans 1'épopée Archaique: les Mots de la
Famille de Thauma.” Bulletin de I'Association Guillaume Budé 4-30.

Huss, Bernhard. 1999. “The Dancing Sokrates and the Laughing Xenophon, or the Other
'Symposium.”” American Journal of Philology 120.3: 381-409.

Hutchinson, G.O. 2001. Greek Lyric Poetry: A Commentary on Selected Larger Pieces. Oxford.

Ierano, Giorgio. 1997. Il ditirambo di Dioniso. Le testimonianze antiche. Pisa/Rome.

Isler-Kerényi, Cornelia. 2007. “Komasts, Mythic Imaginary, and Ritual.” Csapo and Miller. 77-
95.

Janko, Richard. 1982. Homer, Hesiod, and the Hymns: Diachronic Development in Epic Diction.
Cambridge.

Kahn, Charles. 1963. “Plato’s Funeral Oration: the Motive of the Menexenus.” Classical
Philology. 220-234.

Kantzios, Ippokratis. 2005. “Tyranny and the Symposion of Anacreon.” Classical Journal 100:
227-45.

Karanika, Andromache. 2007. “Folk Songs as Ritual Acts: The Case of Work-Songs.” In Parca
and Tzanetou. 137-153.

Kennedy, Rebecca F. 2014. Immigrant Women in Athens: Gender, Ethnicity, and Citizenship in
the Classical Athenian City. New York.

Kinzl, Konrad H. 1980. “Zur Vor- und Frithgeschichte der Attischen Tragddie: einige historische
Uberlegungen.” Klio 62.1: 177-190.

Kleine, Barbel, 2005. Bilder tanzender Frauen in friihgriechischer und klassischer Zeit. Leidorf.

Klinck, A. L. 2001. “Male Poets and Maiden Voices: Gender and Genre in Pindar and Alcman.”
Hermes 129.2: 276-279.

Kokkiou, Chara. forthcoming. “Melos in Plato.” PhD Diss. University of Crete.

Kovacs, David. 1994. Euripides: Cyclops, Alcestis, Medea. Cambridge, MA.

Kowalzig, Barbara. 2004. “Changing Choral Worlds: Song-Dance and Society in Athens and

Beyond.” In Murray and Wilson. 39-65.

.2007a. “*And Now All the World Shall Dance!” (Eur. Bacch. 114): Dionysus’ Choroi

Between Drama and Ritual.” In Csapo and Miller. 221-53.

. 2007b. Singing for the Gods: Performance of Myth and Ritual in Archaic and Classical

Greece. Oxford.

. 2013a. “Broken Rhythms in Plato's Laws: Materialising Social Time in the Khoros.” In

Peponi. 171-211.

. 2013b. “Dancing Dolphins on the Wine-Dark Sea: Dithyramb and Social Change in the

Archaic Mediterranean.” In Kowalzig and Wilson. 31-58.

. 2013c. “Transcultural Chorality: Iphigenia in Tauris and Athenian imperial economics

in a polytheistic world.” In Gagné and Hopman. Cambridge 178-210.

Kowalzig, Barbara and Wilson, Peter., eds. 2013a. Dithyramb in Context. Oxford.

. 2013Db. “Introduction: The World of Dithyramb.” In Kowalzig and Wilson. 1-28.

Kurke, Leslie. 1991. The Traffic in Praise: Pindar and the Poetics of Social Economy. Ithaca.

. 1992. “The Politics of Habrosune in Archaic Greece.” Classical Antiquity 12: 91-120.

. 1994, “Crisis and Decorum in Sixth—Century Lesbos: Reading Alkaios Otherwise.”

Quaderni urbinati di cultura classica 47: 67-92.

. 1996. “Pindar and the Prostitutes, or Reading Ancient ‘Pornography.’” Arion 4.2: 49-75.

207



. 1999. Coins, Bodies, Games, and Gold: The Politics of Meaning in Archaic Greece.

Princeton.

. 2000. “The Strangeness of ‘Song Culture:” Archaic Greek Poetry.” In Literature in the

Greek and Roman Worlds, ed. Oliver Taplin. Oxford. 58-87.

.2005. “Choral Lyric as 'Ritualization:' Poetic Sacrifice and Poetic Ego in Pindar's Sixth

Paian.” Classical Antiquity. 24.1: 81-130.

.2007. “Visualizing the Choral: Epichoric Poetry, Ritual, and Elite Negotiation in Fifth

Century Thebes” In Visualizing the Tragic: Drama, Myth, and Ritual in Greek Art and

Literature. eds. Christina Kraus, Simon Goldhill, Helene P. Foley, and Jas Elsner.

Oxford. 63-101.

. 2011. Aesopic Conversations: Popular Tradition, Cultural Dialogue, and the Invention

of Greek Prose. Princeton.

.2012. “The Value of Chorality in Ancient Greece.” In The Construction of Value in the

Ancient World, eds. John Papadopoulos and Gary Urton. 218-235.

. 2013a. “Imagining Chorality: Wonder, Plato's Puppets, and Moving Statues.” In Peponi

121-170.

. 2013b. “Greek Ways of Speaking (Aggressively): The Case of dbmoiafov &pn.” Center

for Hellenic Studies Classics@ 11, ed. Hékan Tell.

Kwan, SanSan. 2013. Kinesthetic City: Dance and Movement in Chinese Urban Spaces. Oxford.

Lada-Richards, Ismene. 2007. Silent Eloquence: Lucian and Pantomime Dancing. London.

. 2008. “Was Pantomime ‘good to think with’ in the Ancient World?” In Hall and Wyles.

285-313.

Ladianou, Katerina. 2005. “The Poetics of 'Choreia': Imitation and Dance in the 'Anacreontea."”
Quaderni urbinati di cultura classica. 80: 47-60.

Lammle, Rebecca. 2013. Poetik des Satyrspiels. Heidelberg.

Langdon, Merle. 1975. “The Dipylon Oinochoe Again.” American Journal of Archaeology 79:
139-140.

Langdon, Susan. 2008. Art and Identity in Dark Age Greece, 1100-700 BCE. Cambridge.

Lardinois, André. “Who Sang Sappho’s Songs?” In Greene. Berkeley. 150-72.

Larson, Jennifer. 1995. Greek Heroine Cults. Madison, WI.

Lateiner, Donald. 1995. Sardonic Smile: Nonverbal Behavior in Homeric Epic. Ann Arbor, MI.

Latte, Kurt. 1957. “Askoliasmos.” Hermes 85: 385-91.

Lavecchia, Salvatore. 2013. “Becoming Like Dionysus: Dithyramb and Dionysian Initiation.” In
Kowalzig and Wilson, eds. 59-75.

Lawler, Lillian. 1946. “The Geranos Dance— A New Interpretation.” Transactions of the
American Philological Association 77: 112-30

. 1964. The Dance in Ancient Greece. Middletown, CT.

Leaf, Walter. 1902. Homer, Iliad 13-24. Cambridge.

Lee, K.H. 1976. Euripides Troades. London.

Lenz, Friedrich Walter. 1945. “The Monkeys of Archilochus.” American Journal of Philology.
66.1: 34-49.

LeVen, Pauline. 2010. “New Music and its Myths.” Journal of Hellenic Studies 130: 35-48.

. 2014. The Many-Headed Muse: Tradition and Innovation in Late Classical Greek Lyric

Poetry. Cambridge.

208



Levine, Daniel. 2005. “EPATON BAMA (‘her lovely footstep’): the erotics of feet in ancient
Greece.” In Body Language in the Greek and Roman Worlds, ed. Douglas Cairns.
Swansea.

Linforth, Ivan M. 1946. Corybantic Rites in Plato. Berkeley.

Lippold, Georg. 1937. “Zu den Imagines Illustrium.” Mitteilungen des Deutschen
Archdologischen Instituts, Romische Abteilung 52: 44-47.

Lipps, Theodor. 1903/06. Asthetik: Psychologie des Schonen und der Kunst. 2 vols. Hamburg.

Lissarrague, Francois. 1990a. The Aesthetics of the Greek Banquet: Images of Wine and Ritual,

trans. Andrew Szegedy-Maszak. Princeton.

. 1990b. “Around the Krater: An Aspect of Banquet Imagery,” trans. B.P. Newbound. In

Murray. 196-209.

. 1992. “Images de la danse en Grece ancienne.” In Danse et société (Actes du colloque

de Toulouse, 29 oct. 1988). Toulouse. 114-125.

Lloyd-Jones, Hugh. 1966. “Problems of early Greek tragedy: Pratinas and Phrynichus.”

Cuadernos de la Fundacion Pastor 13:11-33.

. 1975. Females of the Species. London.

Lloyd-Jones, Hugh and Mary Lefkowitz, 1987. “AYKAIXMIAIX.” Zeitschrift fiir Papyrologie
und Epigraphik 68: 9-10.

Long, Christopher P. 2003. “Dancing Naked with Socrates: Pericles, Aspasia and Socrates at
Play with Politics, Rhetoric and Philosophy.” Ancient Philosophy 23.1: 49-69.

Lonsdale, Steven. 1993. Dance and Ritual Play in Greek Religion. Baltimore, MD.

. 1995a. “A Dancing Floor for Ariadne ({/liad 18.590-92): Aspects of Ritual Movement in

Homer and Minoan Religion.” In The Ages of Homer: A Tribute to Emily Townsend

Vermeule, eds. J. B. Carter and S. P. Morris. Austin, TX. 273-84.

. 1995b. ""Homeric Hymn to Apollo:' Prototype and Paradigm of Choral Performance.”
Arion 3: 25-40.

Loraux, Nicole. 1986. The Invention of Athens: The Funeral Oration in the Classical City, trans.
Alan Sheridan. Cambridge, MA.

MacCary, W.T. 1979. "Philokleon Ithyphallos: Dance, Costume and Character in the Wasps,"
Transactions of the American Philological Association 109: 137-147.

MacDowell, Douglas. 1971. Aristophanes’ Wasps. Oxford.

Macintosh, Fiona, ed. 2010. The Ancient Dancer in the Modern World: Responses to Greek and
Roman Dance. Oxford.

Mackil, Emily. 2013. Creating a Common Polity: Religion, Economy, and Politics in the Making
of the Greek Koinon. Berkeley, CA.

Mallgrave, Harry Francis and Eleftherios Ikonomou, trans., ed. 1994. Empathy, Form, and
Space: Problems in German Aesthetics, 1873-1893. Santa Monica, CA.

Mann, Wolfgang. 2006. “Was kann man von Euthydemos und seinem Bruder lernen?” In Wissen
und Bildung in der antiken Philosophie, eds. Christof Rapp and Tim Wagner. Stuttgart.
103-126.

Manning, Susan. 1997. “The Female Dancer and the Male Gaze: Feminist Critiques of Early

Modern Dance.” In Meaning in Motion: New Cultural Studies in Dance, ed. Jane

Desmond. Durham, NC. 153-166.

. 2006. Ecstasy and the Demon: The Dances of Mary Wigman. 2™ ed. Minneapolis, MN.

209



Marconi, Clemente. 2010. “Choroi, Theoriai, and International Ambitions: The Hall of Choral
Dancers and its Frieze.” In Samothracian Connections: Essays in Honor of James R.
McCredie, eds. Olga Palagia and Bonna D. Wescoat. Oxford. 106-135.

. 2013. “Mirror and Memory: Images of Ritual Actions in Greek Temple Decoration.” In
Heaven On Earth: Temples, Ritual, and Cosmic Symbolism in the Ancient World, ed.
Deena Ragavan. Chicago. 425-46.

Marcovich, M. 1969. “On the Earliest Greek Verse Inscriptions.” Parola del Passato 126: 217-

23.

. 1975. “A New Poem of Archilochus: P. Colon. inv. 7511.” Greek, Roman, and
Byzantine Studies 16: 5-14.

Martin, Richard. 1984. “Hesiod, Odysseus, and the Instruction of Princes.” Transactions of the
American Philological Association 114: 29-48.

.2003. “The Pipes Are Brawling: Conceptualizing Musical Performance in Athens.” In

Dougherty and Kurke. 153—-80

. 2005. “Pulp Epic: The Catalogue and the Shield.” In The Hesiodic Catalogue of

Women: Constructions and Reconstructions, ed. R.L. Hunter. Cambridge. 153-75.

Maslov, Boris. 2009. “The Semantics of 0106 and Related Compounds: Towards a Historical
Poetics of Solo Performance in Archaic Greece.” Classical Antiquity 28.1: 1-38.

Maurizio, Lisa. 1985. “Anthropology and Spirit Possession: A Reconsideration of the Pythia’s
Role at Delphi.” Journal of Hellenic Studies 115: 69-86.

Mauss, Marcel. 1979. “Body Techniques.” In Sociology and Psychology, Essays, trans. Ben
Brewster. London. 97-123.

McClure, Laura. 2004. Courtesans at Table: Gender and Greek Literary Culture in Athenaeus.
New York.

Meineck, Peter. 2011. “The Neuroscience of the Tragic Mask.” Arion 19.1: 113-58.

.2012. “The Embodied Theatre: Cognitive Science and Ancient Greek Drama.” Lorenz

Eitner Lecture on Classical Art and Culture, Stanford University, Nov. 8, 2012.

. forthcoming. The Embodied Theatre: Cognitive Studies of Greek Drama.

Merkelbach, Reinhold and M. L. West. 1974. “Ein Archilochos-Papyrus.” Zeitschrift fiir
Papyrologie und Epigraphik 14: 97-113.

Miller, Andrew. 1986. From Delos to Delphi: A Literary Study of the Homeric Hymn to Apollo.
Leiden.

Miller, James. 1986. Measures of Wisdom: The Cosmic Dance in Classical and Christian
Antiquity. Toronto.

Mills, Sophie 1997. Theseus, Tragedy and the Athenian Empire. Oxford.

Milne, H.J.M. 1933. “A Prayer for Charaxus.” Aegyptus 13: 176-78.

Monro, David B. 1891. 4 Grammar of the Homeric Dialect. 2™ ed. London.

Monro, David B. and Thomas W. Allen. 1920. Homeri Opera Vols. 1-2. 3" ed. Oxford.

Montiglio, Silvia. 1999. “Paroles dansées en silence: L’ action signifiante de la pantomime et le
moi du danseur.” Phoenix 53.3/4: 263-80.

Morgan, Kathryn. 1993. "Pindar the Professional and the Rhetoric of the Komos." Classical
Philology 88: 1-15.

Morris, Gay, ed. 1996a. Moving Words, Re-Writing Dance. New Y ork.

. 1996b. “Introduction.” In Morris. 1-14.

Muellner, Leonard. 1990. "The Similes of the Cranes and Pygmies: A Study of Homeric
Metaphor.” Harvard Studies in Classical Philology 93: 59-101.

210



Mullen, William. 1982. Choreia: Pindar and Dance. Princeton.

Munson, Rosaria Vignolo. 2006. “An Alternate World: Herodotus and Italy.” In The Cambridge
Companion to Herodotus, eds. Carolyn Dewald and John Marincola. Cambridge. 257-73.

Murnaghan, Sheila. 2013. “The Choral Plot of Euripides’ Helen.” In Gagné and Hopman. 155-
77.

Murray, Oswyn. 1982. “Symposion and Méannerbund.” In Concilium Eirene xvi, eds. Pavel Oliva

and Alena Frolikova. Prague. 47-52.

. 1983. “The Symposion as Social Organisation.” In The Greek Renaissance of the Eighth

Century B.C.: Tradition and Innovation, ed. Tomas Héagg. Stockholm. 194-99.

, ed. 1990a. Sympotica: A Symposium on the Symposion. Oxford.

. 1990b. “Sympotic History.” In Murray. 3-13.

.2010. “The Odyssey as Performance Poetry.” In Revermann and Wilson. 161-76.

Murray, Penelope and Peter Wilson, eds. 2004. Music and the Muses: The Culture of “Mousike”
in the Classical Athenian City. Oxford.

Myers, Micah. 2007. “Footrace, Dance, and Desire: the choros of Danaids in Pindar's Pythian 9.”
Studi Italiani di filologia classica. 5.2: 230-47.

Naerebout, F.G. 1997. Attractive Performances: Ancient Greek Dance: Three Preliminary
Studies. Amsterdam.

Nagy, Gregory. 1990. Pindar's Homer: The Lyric Possession of a Epic Past. Baltimore.

. 2004. “Transmission of Archaic Greek Sympotic Songs: From Lesbos to Alexandria.”

Critical Inquiry 31: 2648

.2007. “Did Sappho and Alcaeus Ever Meet? Symmetries of Myth and Ritual in

Performing the Songs of Ancient Lesbos.” In Literatur und Religion I: Wege zu einer

mythisch-rituellen Poetik bei den Griechen, eds. Anton Bierl, Rebecca Lammle, and

Katharina Wesselmann. Berlin. 211-69.

. 2009. “Perfecting the Hymn in the Homeric Hymn to Apollo.” In Athanassaki, Martin,

and Miller. 17-44.

Napolitano, Michele. 2000. “Note all'iporchema di Pratina (PMG 708 = TrGF 1 4 F 3).” In
Synaulia: cultura musicale in Grecia e contatti mediterranei, eds. Albio Cesare Cassio,
Domenico Musti, and Luigi Enrico Rossi. Naples. 111-55.

Neer, Richard. 2002. Style and Politics in Athenian Vase-Painting: The Craft of Democracy, ca.

530-460 BCE. Cambridge.

. 2010. The Emergence of the Classical Style in Greek Sculpture. Chicago.

Neils, Jenifer. 1987. The Youthful Deeds of Theseus. Rome.

.2001. The Parthenon Frieze. Cambridge.

. 2007. “Looking for the Images: Representations of Girls’ Rituals in Ancient Athens.” In

Parca and Tzanetou. 55-78.

Ness, Sally Ann. 1992. Body, Movement, and Culture: Kinesthetic and Visual Symbolism in a
Philippine Community. Philadelphia.

Nethercut, W.R. 1984. “Breakin': What Cares Hippocleides?” Classical Outlook 62.

Noland, Carrie. 2009. Agency and Embodiment: Performing Gestures/Producing Culture.
Cambridge, MA.

Nooter, Sarah. 2013. When Heroes Sing: Sophocles and the Shifting Soundscape of Tragedy.
Cambridge.

Oakley, J.H. and Sinos, R.H. 1993. The Wedding in Ancient Athens. Madison, WI.

Ogden, Daniel. 1997. The Crooked Kings of Ancient Greece. London.

211



Olsen, Sarah. 2015. “Conceptualizing Choreia on the Frangois Vase: Theseus and the Athenian
Youths.” Metis: Anthropologie des mondes grecs anciens. N.S. 13: 107-21.

Osborne, Robin. 1991. “Whose Image and Superscription Is This? Review of 4 City of Images:
Iconography and Society in Ancient Greece.” Arion 1.2: 255-75.

.2010. “The Ecstasy and the Tragedy: Varieties of Religious Experience in Art, Drama,

and Society.” In Athens and Athenian Democracy. Cambridge. 369-404.

O’Sullivan, Patrick and Christopher Collard. 2013. Euripides: Cyclops and Major Fragments of
Greek Satyric Drama. Oxford.

Padel, Ruth. 1974. “’Imagery of the Elsewhere’ Two Choral Odes of Euripides.” Classical

Quarterly. 24.2: 227-41.

. 1983. “Women: Models for Possession by Greek Daemons.” In Images of Women in
Antiquity, eds. Averil Cameron and Amélie Kuhrt. London. 3-19.

Page, D.L. 1951. Alcman, the Partheneion. Oxford.

. 1959. “Oxyrhynchus papyri XXIV.” Classical Review 9.1: 15-23.

. 1962. Poetae Melici Graecae. Oxford.

Parca, Maryline and Angeliki Tzanetou, eds. 2007. Finding Persephone: Women's Rituals in the
Ancient Mediterranean. Bloomington, IN.

Papadapoulou, Thalia. 2000. “Cassandra’s Radiant Vigour and the Ironic Optimism of Euripides’
‘Troades.”” Mnemosyne 53.5: 513-27.

Parker, Robert. 2011. On Greek Religion. Ithaca, NY.

Pavlou, Maria. 2012. “Bacchylides 17: Singing and Usurping the Paean.” Greek, Roman, and
Byzantine Studies 52: 510-39.

Paxton, Steve. 2001. “Improvisation is a Word for Something that Can’t Keep a Name.” In Dils
and Albright. 421-26.

Peirce, Sarah. 1998. “Visual Language and Concepts of Cult on the ‘Lenaia Vases.”” Classical
Antiquity 17.1: 59-95.

Pellizer, Ezio. 1983. “Della zuffa simpotica.” In Poesia e simposio nella Grecia antica: Guida

storica e critica, ed. Massimo Vetta. Bari. 30-41.

. 1990. “Outlines of a Morphology of Sympotic Entertainment,” trans. Catherine

McLaughlin. In Murray. 177-184.

Peponi, Anastasia-Erasmia. 2004a. “Initiating the Viewer: Deixis and Visual Perception in

Alcman's Lyric Drama.” Arethusa 37: 295-316.

. 2004b. “A Theatrical Space: Homeric Hymn to Apollo.” In Thymeli: Festschrift in

Honor of N. Chourmouziadis. Iraklion. 303-322. (in Modern Greek)

.2007. “Sparta's Prima Ballerina: Choreia in Alcman's Second Partheneion (3 PMGF).

Classical Quarterly 57: 351-62.

. 2009. “Choreia and Aesthetics in the Homeric Hymn to Apollo: The Performance of the

Delian Maidens (lines 156-64).” Classical Antiquity 28.1: 39-70.

. 2012. Frontiers of Pleasure: Models of Aesthetic Response in Archaic and Classical

Greek Thought. Oxford.

, ed. 2013a. Performance and Culture in Plato’s Laws. Cambridge.

. 2013Db. “Choral Anti-Aesthetics.” In Peponi. Cambridge. 212-29.

. 2013c. “Theorizing the Chorus in Greece.” In Billings, Budelmann, and Macintosh. 15-

34.

.2013d. “Dithyramb in Greek Thought: The Problem of Choral Mimesis.” In Kowalzig

and Wilson. 353-67.

212



Perrin, Bernadotte. 1916. Plutarch’s Lives. 11 vols. Cambridge, MA.

Perusino, Franca. 1986. Dalla commedia antica alla commedia di messo. Tre studies su
Aristofane. Urbino.

Perry, Ben Edwin. 1952. Aesopica. Urbana, IL.

Pickard-Cambridge, Arthur. 1962. Dithyramb, Tragedy, Comedy. Oxford.

. 1988. The Dramatic Festivals of Athens. 2™ ed. rev. by J. Gould and D.M. Lewis.

Oxford.

Pinney, Gloria Ferrari. 1988. “Pallas and Panathenaea.” In Ancient Greek and Related Pottery.
Copenhagen. 466-77.

Pironti, Gabriella. 2007. Entre ciel et guerre: Figures d'Aphrodite en Grece ancienne. Kernos
Suppl. 18. Liege.

Podlecki, A.J. 2005. Aeschylus, Prometheus Bound. Oxford.

Porres Caballero, Silvia. 2013. “Maenadic Ecstasy in Greece: Fact or Fiction?” In Bernabé,
Herrero de Jauregui, Jiménez San Cristobal, and Martin Hernandez. 159-84.

Porro, Antoinetta. 1992. “A proposito di Alc. fr. 130 B Voigt.” Quaderni urbinati di cultura
classica 41.2: 23-27.

Postlethwaite, Norman. 1998. “Hephaistos' 6giog d0106¢ and the Cretan Dance.” Eranos 96: 92-
104.

Powell, Barry. 1988. “The Dipylon Oinochoe Inscription and the Spread of Literacy in 8"
century Athens.” Kadmos 27: 65-86.

Power, Timothy. 2000. “The parthenoi of Bacchylides 13.” Harvard Studies in Classical
Philology 100: 67-81

. 2007. “Ton of Chios and the Politics of Polychordia.” In The World of lon of Chios, eds.

Victoria Jennings and Andrea Katsaros. Leiden. 179-205

. 2010. The Culture of Kitharoidia. Cambridge, MA.

.2011. “‘Cyberchorus: Pindar’s KnAndovec and the Aura of the Artificial.” In

Athanassaki and Bowie. 53-99.

Prauscello, Lucia. 2011. “Patterns of Chorality in Plato’s Laws.” Music and Politics in Ancient

Greek Societies, ed. Dmitri Yatromanolakis. London. 133-58.

.2012. “Epinician sounds: Pindar and musical innovation.” In Reading the Victory Ode,

eds. Peter Agdcs, Chris Carey, and Richard Rawles. Cambridge. 58-82.

Preston, Carrie J. 2011. Modernism’s Mythic Pose: Gender, Genre, and Solo Performance.
Oxford.

Prier, Raymond A. 1989. Thauma Idesthai: The Phenomenology of Sight and Appearance in
Archaic Greek. Gainesville, Fl.

Puelma, Mario. 1977. “Die Selbstbeschreibung des Chores in Alkmans grossem Partheneion-
Fragment.” Museum Helveticum 34: 1-55.

Purves, Alex. 2006. “Falling into Time in Homer’s lliad.” Classical Antiquity 25.1: 179-209.

. 2010a. Space and Time in Ancient Greek Narrative. Cambridge.

. 2010b. “Wind and Time in Homeric Epic.” Transactions of the American Philological

Association 140.2: 323-350.

.2011. “Homer and the Art of Overtaking.” American Journal of Philology 132.4: 523-

551.

. 2013. “Haptic Herodotus.” In Synaesthesia and the Ancient Senses, eds. Alex Purves

and Shane Butler. Durham, UK. 27-41.

Piitz, Babette. 2003. The Symposium and Komos in Aristophanes. Stuttgart/Weimar.

213



Rabel, Robert J. 2002. “Interruption in the Odyssey.” Colby Quarterly 38.1: 77-93.

Redfield, James. 1975. Nature and Culture in the lliad: The Tragedy of Hector. Chicago.

Regenbogen, Otto. 1956. “Gedanken zum Homerischen Apollon-Hymnus.” Eranos 54: 49-56.

Rehm, Rush. 1994. Marriage to Death: The Conflation of Wedding and Funeral Rituals in Greek
Tragedy. Princeton.

Reitzammer, Laurialan. 2008. “Aristophanes' Adoniazousai.” Classical Antiquity. 27.2: 282-333.

. 2016. The Athenian Adonia in Context: The Adonis Festival as Cultural Practice.

Madison, WI.

Renehan, Robert. 1979. “The Meaning of XQMA in Homer: A Study in Methodology.”
California Studies in Classical Antiquity 12: 269-282.

Revermann, Martin. 2006. Comic Business: Theatricality, Dramatic Technique, and
Performance Contexts of Aristophanic Comedy. Oxford.

Revermann, Martin and Peter Wilson, eds. 2008. Performance, Iconography, Reception: Studies
in Honour of Oliver Taplin. Oxford.

Richardson, Nicholas. 2010. Three Homeric Hymns: To Apollo, Hermes, and Aphrodite.
Cambridge.

——— 2011. “Reflections of Choral Song in Early Hexameter Poetry.” In Athanassaki and
Bowie. 15-31.

Robb, Kevin. 1994. Literacy and Paideia in Ancient Greece. Oxford.

Robert, Louis. 1960. Recherches épigraphiques. Inscriptions de Lesbos. Revue des études
anciennes. 62: 285-315.

Roebuck, Mary C. and Carl A. Roebuck. 1955. “A Prize Aryballos.” Hesperia 24.2: 158-63.

Rouget, Gilbert. 1985. Music and Trance: A Theory of the Relationships between Music and
Possession. Chicago.

Rosen, Ralph M. 1990. “Hipponax and the Homeric Odysseus.” Eikasmos 1: 11-25.

Rosenmeyer, Patricia. 1992. The Poetics of Imitation: Anacreon and the Anacreontic Tradition.

Cambridge.
. 2004. “Girls at Play in Early Greek Poetry.” American Journal of Philology. 125.2: 163-
78.

Rosler, Wolfgang. 1980. Dichter und Gruppe: Eine Untersuchung zu den. Bedingungen und zur
historischen Funktion friiher griechischer Lyrik am. Beispiel Alkaios. Munich.

Ross, Janice. 2012. “The Solo that Isn’t Solo: Ann Carlson’s Dances with Animals.” In Gitelman
and Palfy. 55-72.

Rossi, L.E. 1971. “Il Ciclope di Euripide come k®pog ‘mancato.’”” Maia 23: 10-38.

. 1982. “Il simposio greco arcaico e classic come spettacolo a se stesso.” In Spettacoli

conviviali dall'antichita classica alle corte italiane del '400: atti del VII Convegno di

studi. Viterbo. 41-50.

Rotstein, Andrea. 2012. “Mousikoi Agones and the Conceptualization of Genre in Ancient
Greece.” Classical Antiquity 31.1: 92-127.

Rudhardt, Jean. 2000. “Considérations sur la Notion de sebas.” In Homere chez Calvin. Genéve.
421-34.

Rutherford, Ian. 2001. Pindar’s Paeans: A Reading of the Fragments with a Survey of the Genre.
Oxford.

Salkever, Stephen G. 1993. “Socrates’ Aspasian Oration: The Play of Philosophy and Politics in
Plato’s Menexenus.” American Political Science Review. 87: 133-43.

Schéfer, Albert. 1997. Unterhaltung beim griechischen Symposion. Mainz.

214



Schefold, Karl. 1988. Die Urkonige, Perseus, Bellerophon, Herakles und Theseus in der
klassischen und hellenistischen Kunst, Munich.

Schein, Seth. 1984. The Mortal Hero: An Introduction to Homer’s 1liad. Berkeley, CA.

Schlapbach, Karin. 2008. “Lucian’s On Dancing and the Models for a Discourse on
Pantomime.” In Hall and Wyles. 313-37.

Schultz, Anne-Marie. 2013. Plato’s Socrates as Narrator: A Philosophical Muse. Lanham, MD.

Scodel, Ruth. 1998. “The Captive’s Dilemma: Sexual Acquiescence in Euripides’ Hecuba and
Troades.” Harvard Studies in Classical Philology. 98: 137-154.

Scully, Stephen. 2009. “Apollo and the Dance of the Olympians.” In Athanassaki, Martin, and
Miller. 91-108.

Seaford, Richard. 1977-8. “The Hyporchema of Pratinas.” Maia 29-30: 81-94.

. 1984. Euripides Cyclops, with Introduction and Commentary. Oxford.

Segal, Charles. 1962. “The Phaeacians and the Symbolism of Odysseus’ Return.” Arion 1: 17-64.

. 1971. “Andromache's Anagnorisis: Formulaic Artistry in lliad 22.437-476.” Harvard

Studies in Classical Philology 75: 33-57.

. 1994. Singers, Heroes, and Gods in the Odyssey. Ithaca.

Seeberg, Axel. 1971. Corinthian Komos Vases. Bulletin of the Institute of Classical Studies
Suppl. 27. London.

Serrao, Gregorio. 1968. "L'ode di Erotima: Da timida fanciulla a donna pubblica (Anacr. fr. 346,
1 P =60 Gent.)." Quaderni urbinati di cultura classica 6:36-51.

Servadei, Cristina. 2005. La Figura di Theseus nella Ceramica Attica. Iconografia e Iconologia
del Mito nell'Atene Arcaica e Classica. Bologna.

Sevieri, Roberta. 2004. “The Imperfect Hero: Xenophon’s Hiero as the (Self-)Taming of the
Tyrant.” In Tuplin. 277-88.

Siegel, Marcia B. 1988. “The Truth about Apples and Oranges.” The Drama Review. 32.4: 23-
31.

Signore, Sean. 2010. “Andromache as Maenadic Warrior.” Center for Hellenic Studies, First
Drafts @ Classics@.

Simon, Erika. 1976. Die griechischen Vasen, Munich.

Sklar, Deidre. 2001. Dancing with the Virgin: Body and Faith in the Fiesta of Tortugas, New
Mexico. Berkeley.

.2001 [orig. 1991]. “Five Premises for a Culturally Sensitive Approach to Dance.” In

Dils and Albright. 30-32.

. 2008. “Remembering Kinesthesia: An Inquiry into Embodied Cultural Knowledge.” In
Migrations of Gesture, eds. Carrie Noland and Sally Ann Ness. Minneapolis, MN. 85-
111.

Slater, Niall, 2002. Spectator Politics: Metatheatre and Performance in Aristophanes.
Philadelphia.

Slatkin, Laura M. 2011. The Power of Thetis and Selected Essays. Cambridge, MA.

Slings, S. R. 1975. “Three Notes on the New Archilochus Papyrus.” Zeitschrift fiir Papyrologie

und Epigraphik 18: 170.

. 1978. "Anacreon's Two Meadows." Zeitschrift fiir Papyrologie und Epigraphik 30:38.

Smith, Tyler Jo. 2007. “The Corpus of Komast Vases: From Identity to Exegesis.” In Csapo and

Miller. 48-76.

. 2010. Komast Dancers in Archaic Greek Art. Oxford.

215



Snell, Bruno. 1953a. The Discovery of the Mind: The Greek Origins of European Thought, trans.

T.G. Rosenmeyer. Cambridge, MA.

. 1953b. Pindari Carmina cum Fragmentis. Vols. 1-2. Leipzig.

Solmsen, Friedrich, 1984. Hesiodi Opera. 2™ ed. Oxford.

Sommerstein, Alan. Wasps. Warminster.

. 2008. Talking about Laughter: And Other Studies in Greek Comedy. Oxford.

.2010. Aeschylean Tragedy, 2™ ed. London.

Sourvinou-Inwood, C. 1987. Theseus as Son and Stepson. A Tentative Illustration of Greek
Mpythological Mentality. London

Staehler, Tanja. 2010. Plato and Levinas: The Ambigious Out-Side of Ethics. London.

Stahl, Michael. 1987. Aristokraten und Tyrannen im archaischen Athen: Untersuchungen zur
Uberlieferung, zur Sozialstruktur und zur Entstehung des Staates. Stuttgart.

Stanford, W.B. 2003/1947. Homer: Odyssey I-XII. London.

Starr, Chester G. 1978. “An Evening with the Flute-Girls.” Parola del Passato 183: 401-10.

Stehle, Eva. 1977. "Retreat from the Male: Catullus 62 and Sappho's Erotic Flowers." Ramus 6:

83-102.

. 1997. Performance and Gender in Ancient Greece. Princeton.

Steiner, Deborah. 2011. “Dancing with the Stars : Choreia in the Third Stasimon of Euripides’
Helen.” Classical Philology 106.4: 299-323.

. 2012a. “Fables and Frames: The Poetics and Politics of Animal Fables in Hesiod,

Archilochus, and the desopica.” Arethusa 45.1: 1-41.

. 2012b. “Diving at Delos: Generic Syncretism, Musicology and Choral Politics in

Bacchylides 17.” Talk given at UC-Berkeley.

. 2014. “Solon fr. 1-3 W: The Poetics and Politics of a Gesture.” Cahiers mondes anciens

5: Maudire et mal dire: paroles menacantes en Greéce ancienne. 1-17.

Steinhart, M. 1995. Das Motiv des Auges in der griechischen Bildkunst. Mainz.

Stoessl, F. 1976. “Das Liebesgedicht des Archilochos.” Rheinisches Museum 119: 242-266.

Strasburger, Hermann. 1965. “Herodot und das perikleische Athen.” In Herodot: Eine Auswahl
aus der neueren Forschung, ed. Walter Marg. Darmstadt. 574-608.

Stroup, Sarah. 2003. “Designing Women: Aristophanes’ Lysistrata and the Hetairization of the
Greek Wife.” Arethusa 37.1: 37-73.

Swift, Laura. 2010. The Hidden Chorus: Echoes of Genre in Tragic Lyric. Oxford.

Taplin, Oliver. 1977. The Stagecraft of Aeschylus. Oxford.

. 1980. "The Shield of Achilles within the Tliad." Greece & Rome 27.1: 1-21.

. 1993. Comic Angels and other approaches to Greek Drama through vase-painting.

Oxford.

Taylor, Diana. 2007 [orig. 2003]. The Archive and the Repertoire: Performing Cultural Memory
in the Americas. Durham.

Telo, Mario. 2016. Aristophanes and the Cloak of Comedy: Affect, Aesthetics, and the Canon.
Chicago.

Thalmann, William G. 1998. The Swineherd and the Bow: Representations of Class in the
Odyssey. Ithaca.

Thomas, Rosalind. 2000. Herodotus in Context: Ethnography, Science, and the Art of
Persuasion. Cambridge.

Thomas, Oliver. 2011. “The Homeric Hymn to Pan.” In Faulkner. 151-172.

216



Toepfer, Karl. 2012. “Aesthetics of Early Modernist Solo Dance in Central Europe.” In Gitelman
and Palfy. 73-118.

Topper, Kathryn. 2012. The Imagery of the Athenian Symposium. Cambridge.

Torelli, Mario. 2007. Le strategie di Kleitias: Composizione e programma figurativo del vaso
Frangois. Milan.

Too, Y.L. 1997. “Alcman's Partheneion: The Maidens Dance the City.” Quaderni urbinati di
cultura classica 56.2: 7-29.

Trivigno, Franco V. 2009. “The Rhetoric of Parody in Plato’s Menexenus.” Philosophy and
Rhetoric. 42.1: 29-58.

Tsagalis, Christos. 2007. “Blurring the Boundaries: Dionysus, Apollo, and Bacchylides 17.” In
Athanassaki, Martin, and Miller. 199-216.

Tsantsanoglou, Kyriakos. 2012. Of Golden Manes and Silvery Faces: The Partheneion / of
Alcman. Berlin.

Tuplin, Christopher, ed. 2004. Xenophon and His World. Stuttgart.

Vaio, John. 1971. “Aristophanes’ Wasps: The Relevance of the Final Scenes.” Greek, Roman
and Byzantine Studies. 12: 335-51.

Valdés Guia, Miriam. 2013. “Redefining Dionysos in Athens from the Written Sources: The

Lenaia, Iacchos, and Attic Women.” In Bernabé, Herrero de Jauregui, Jiménez San Cristdbal,

and Martin Hernandez. 100-19.

Van Sickle, J. 1975. “Archilochus: A New Fragment of an Epode.” Classical Journal. 71: 1-15.

. 1976. “The New Erotic Fragment of Archilochus.” Quaderni urbinati di cultura

classica 20: 123-56.

Vernant, Jean-Pierre. 1991. Mortals and Immortals: Collected Essays, ed. Froma Zeitlin.

Princeton.

. 1996. “Les Semblances de Pandora.” In Le Métier du mythe: Lectures d'Hésiode, eds.

Fabienne Blaise, Pierre Judet de la Combe, and Philippe Rousseau. Villeneuve d'Ascq.

381-93.

Vesterinen, Manna. 1997. “Communicative Aspects of Ancient Greek Dance.”Arctos 31: 175-
87.

Vidal-Naquet, Pierre. 1986. The Black Hunter: Forms of Thought and Forms of Society in the
Greek World, trans. Andrew Szegedy-Maszak. Baltimore.

Visa, Valérie. 1994. “Les compétitions athlétiques dans I'Odyssée: divertissement, mise a
1'épreuve et jeux funebres.” Bulletin de I'Association Guillaume Budé 31-40.

von den Hoff, Ralf. 2013. “Theseus, the Francois Vase, and Athens in the Sixth Century B.C.” In
The Francois Vase: New Perspectives, eds. H.A. Shapiro, Mario lozzo, and Adrienne
Lezzi-Hafter. Ziirich. 131-53.

Walker, H.J. 1995. Theseus and Athens. Oxford.

Wallace, R.W. 2003. “An Early Fifth-century Athenian Revolution in aulos Music.” Harvard
Studies in Classical Philology 101: 73-92.

Webb, Ruth. 2008a. Demons and Dancers: Performance in Late Antiquity. Cambridge, MA.

. 2008b. “Inside the Mask: Pantomime from the Performers’ Perspective.” In Hall and

Wyles. 43-60.

Weiss, Naomi. 2014. Mousiké and Mythos: The Role of Choral Performance in Later Euripidean
Tragedy. PhD Diss. UC-Berkeley.

West, M. L. 1965. “Alcmanica.” Classical Quarterly 15.2: 188-202.

217



. 1975. “Archilochus Ludens: Epilogue of the Other Editor.” Zeitschrift fiir Papyrologie

und Epigraphik 16: 217-19.

. 1978. “An Unrecognized Fragment of Archilochus?” Zeitschrift fiir Papyrologie und

Epigraphik 32: 1-5.

. 1989. lambi et Elegi Graeci. 2 vols. 2™ ed. Oxford.

. 1990a. “Notes on Sappho and Alcaeus. Zeitschrift fiir Papyrologie und Epigraphik 80:

1-8.

. 1990b. Studies in Aeschylus. Stuttgart.

. 1992. Ancient Greek Music. Oxford.

Williamson, Margaret. 1995. Sappho’s Immortal Daughters. Cambridge, MA.

. 1996. “Sappho and the Other Woman.” In Greene. 248-64.

Wills, Garry. 1967. “The ‘Sapphic Umwertung aller Werte.”” American Journal of Philology 88:
434-42,

Wilson, N.G. 2007. Aristophanis Fabulae. 2 vols. Oxford.

Wilson, Peter. 1999. “The Aulos in Athens.” In Performance Culture and Athenian Democracy,

eds. Simon Goldhill and Robin Osborne. Cambridge. 58-95.

.2003. “The Politics of Dance: Dithyrambic Contest and Social Order in Ancient

Greece.” In Sport and Festival in the Ancient Greek World, eds. David Phillips and David

Pritchard. Swansea. 163-96.

. 2004. “Athenian Strings.” In Murray and Wilson. 269— 306.

Winkler, John. 1990. The Constraints of Desire: The Anthropology of Sex and Gender in Ancient
Greece. New York.

Wright, Matthew. 2013. “Comedy versus Tragedy in Wasps.” In Bakola, Prauscello, and Telo.
205-25.

Wohl, Victoria. 2004. “Dirty Dancing: Xenophon's Symposium.” In Murray and Wilson. 337-63.

Zanobi, Alessandra. 2014. Seneca’s Tragedies and the Aesthetics of Pantomime. London.

Zarifi, Yana. 2007. “Chorus and Dance in the Ancient World.” In The Cambridge Companion to
Greek and Roman Theatre, eds. Marianne McDonald and J. Michael Walton. Cambridge.
227-46.

Zeitlin, Froma. 1982. “Cultic Models of the Female: Rites of Dionysus and Demeter.” Arethusa
15: 129-57.

Zimmermann, Bernhard. 1985. Untersuchungen zur Form und dramatischen Technik der
Aristophanischen Komédien. Band 2: Die anderen lyrischen Partien. Konigstein im

Taunus.

. 1986. “Uberlegungen zum Sogenannten Pratinasfragment.” Museum Helveticum 43:

145-54.

. 1989. “Gattungsmischung, Manierismus, Archaismus. Tendenzen des griechischen

Dramas und Dithyrambos am Ende des 5. Jahrhunderts v. Chr.” Lexis 13: 25-36

Zweig, B. 1992. "The Mute Nude Female Characters in Aristophanes’ Plays.” In Pornography
and Representation in Greece and Rome, ed. Amy Richlin. Oxford. 73-89.

218



Figures

Figure 1: Middle Corinthian phiale, Patras painter, c. 590-570 BCE, © National Archaeological
Museum, Athens (536)
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Figure 2: RF kylix, attributed to Oltos, c¢. 510 BCE, © British Museum (E19)

Side B (Nikon, Khilon, and Solon)
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Figure 3: RF cup, signed by Hieron/attributed to Makron, 500-450 BCE, © Berlin
Antikensammlung (F2290)
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Figure 4: White tondo of kylix, c. 490 BCE, © Staatliche Antikensammlung, Munich
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Figure 5: Middle Corinthian aryballos, c. 560 BCE, © Corinth Archaeological Museum
(C.54.1), as published by M. Roebuck and C. Roebuck (1955).

Figure 6: Middle Corinthian aryballos, as above, photograph by Andrea Rotstein.
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Figure 7: Francois Vase (Florence, Museo Archeologico Nazionale): Top Friezes (sides A & B).
Drawing reproduced from A. Furtwingler (1900/1993), Griechische Vasenmalerei, plate 13.

TAFEL 13

KRATER DES KLITIAS UND ERGOTIMOS

FLORENZ: MUSEO ARCHEOLOGICO

TANZ DER VON THESEUS BEFREITEN ATTISCHEN KNABEN UND MADGHEN

DER OBERE FRIES AM HALSE DES KRATERS
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Figure 8: Red Figure krater by the Villa Giulia painter. c. 450 BCE. Rome, Villa Giulia 909. As
printed in Furley and Bremer 2001: 22.
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Figure 9: Foce del Sele, Temple of Hera I, restored by F. Krauss. 510-500 BCE. Image from
Zancani Montuoro and Zanotti-Bianco 1951-1954, vol. 1, pl. 31, as printed in Marconi 2013:
436.

Figure 10: Samothrace, Hall of Choral Dancers, frieze depicting a chorus. 350-325 BCE. F(S) 1.
Archaeological Museum of Samothrace. Photography by Clemente Marconi, as printed in
Marconi 2013: 437.
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Figure 11: White ground ceramic phiale by the painter of London D12, c. 450 BCE. Boston,
MFA 65.908
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Figure 12: Red Figure kylix signed by Epictetus. c¢. 520-510 BCE. London E 38, British
Museum
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