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Abstract

'The aim of this paper is to analyze Plutarch’s discussion of the different kinds of ancient dance
and their meaning in the 7able Tulk. Besides a large section from Book 9 (question 15), all of
it concerning the parts of dance and their relation to poetry, we focus on those other moments
where different rhythms of dance are discussed. Looking beyond the Plutarchan material, we
search for the implications of this subject in terms of philanthropia and moderation, concepts
extremely important in all nine books of the 7uble Tulk.

'The ancient symposium was a strictly staged social event at which members
of the male elite drank, talked and enjoyed themselves, in a variety of ways. As
for this last element, the convivial one, the various semiotic sources that have
been preserved — mostly literature and painting® — are clear on the importance
given to many other elements besides eating and drinking. Music and poetry,
inseparable arts, were a constant presence in ancient banquets, and the same
should apply to dance.

As far as literature is concerned, there are many fragments from poems
composed to be performed at banquets, at least from the middle of the seventh
century BC onwards?. Itis in the Odyssey (8.72-95) that we find what is probably
the oldest western description of an aristocratic symposium, given by Alcinoos
to Odysseus upon the latter’s arrival®. In this passage we are presented with an
aoidos singing the very beginnings of the Trojan War, which moves Odysseus
to tears. But it is perhaps Herodotus (6. 129.6-19) who gives us the first proof
that banqueters not only enjoyed the dancer’s art but also danced themselves,
inspired by the wine and the artists’ constant encouragement.

npoiolorg O¢ tTAG mOo10¢ KaTtéxwV TOAAOV ToUG &AAoug 6 ‘ImmokAeidng
EKEAEVGEV Ol TOV aOANTNV avAfoal gupeAeiav: Teibopévou 8¢ T0d abANTéw
OpxNoaTo. Kai KwG €wuT® UEV Apeat®dS Opxéeto, 0 KAelobévng d¢ Opéwv
SAov 1o mpfypa OTOTTEVE., Petd 8¢ gmoxwv 6 TnnokAgidng xpévov ekéAevoé
Twva tpdnelav éoeveikal, éoeABovong 8¢ tig Tpamélng mpdOTa YeEV €T’ aUTHG
OpXAoato AdKWVIKA oxnudtia, peta 8¢ dAAa Attikd, to tpitov 3¢ TV
KEQPAANV €peloag €mi trv tpdnelav toiot okéAeoty éxelpovdunce. KAelobévng
8¢ Ta pev mpdTA Kal T deVTEPX OPXEOUEVOL GTIOOTUYEWY YauPpov Gv ol €Tt

!'W. J. HENDERSON, 2000, p. 6 defines and analyzes three different groups of testimony
about the Greek symposium: sympotic poetry, vase-painting and archaeological remains from
the banquet rooms themselves.

2 On sympotic lyric, see W. J. HENDERsON, 1997. E. L. Bowik, 1986, p. 34 views the
symposium as a privileged space for elegiac recitation, taking it as the beginning of the festive
event itself.

3 Nevertheless, the word used for banquet in this text is daig, not Guumdoiov.
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As they sat late drinking, Hippoclides, now far outdoing the rest, bade the flute-
player play him music, and when the flute-player so did, he began to dance; and
he pleased himself marvellous well with this dancing; but Cleisthenes saw the
whole business with much disfavour. After a while, Hippoclides bade a table be
brought; when it came he danced on it Laconian first and then Attic figures;
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 Hippoclides as his son-in-law, for his dancing and his
shamelessness; yet he had held himself in check, not willing to vent his wrath
on Hippoclides®.

In this passage, we read about the wedding-banquet offered by Cleisthenes
to those who want to marry his daughter. One of them, Hippoclides, asks a
flute-player girl to join him in a tragic dance (éuuéAeia) and, as a table is
brought into the room, he dances on it some warrior-style Laconic steps and
poses followed by (more comic) Attic ones. What is more, the sort of dance
preferred at banquets is already the pantomimic one, as it will be in Plutarch’s
Table Talk. Also, in Herodotus’view, moderation is a priceless value to be taken
into consideration at banquets. At the very last, Cleisthenes therefore refuses
Hippoclides as a candidate for his daughter’s hand, for he had been excessive
in his performance. Relating to an earlier form of social arrangement — an
aristocratic one — both examples may be no more than ancestors of the kind
of symposium we find in Plutarch’s Table Tulk, still being an example of spaces
of convivium in witch poetry, music and dance also played an important role.
In other words, they are not supposed to be wise-men reunions, since the
beginning thought to be a space of scientific and philosophical discussion,
even if they actually enrich the elite banqueters with the gift of wisdom.

Before looking at sympotic poetry in more detail,let us point to yet another
literary banquet, namely the one described in Xenophon's Symposium (2. 15-
23). At some point, a boy begins to dance (ék tovTOVL 0 Maig WpxNoaro) and
the banqueters, including Socrates, try to imitate him in a humorous scene. In
this text — which Plutarch should have known very well — dance is only taken
as an exercise (KAA@G YUpVAler kai T éud dpxnuata) rather than as the object
of deeper philosophical discussion, if only because Socrates admits that he is
not a skilful dancer himself.

Beyond this, several poems from the Anacreontea, an anthology put
together from the second century BC to the seventh AD, express perfectly the
space given to dance in the post-meal program of the banquet. For instance,
poem 43 is a fine illustration of the joyful environment that should be usual
at banquets:

* H. B. RosgN, Herodoti Historiae, vol. 11. Leipzig, 1997.
5 All translations are those of the Loeb Classical Library.
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TTe@AVOUG PEV KPOTAPOLaL
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0 & "Epwg 6 xpuooxaitag
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KOUOV UETELOL XAipwVe,

Let us fasten garlands of roses on our brows and get drunk, laughing gently.
Let a gorgeous-ankled girl dance to the lyre carrying the thyrsus with its rich
ivy tresses. With her let a boy, soft-haired and with sweet-smelling mouth, play
the lyre, pouring forth a clear song. And golden-haired Love with beautiful
Lyaeus and beautiful Cythere will join happily in the revel that old men find
delightful.

No concern is shown here for moderation or good behavior. In fact, this
idea is absent from the entire Anacreontic collection. Nevertheless, thanks to
his own art and that of his imitators, Anacreon has become a real symbol of
sympotic poetry; for the banquet is the special context of most of these poems,
a space where Eros, wine, music and dance among drinking men with garlands
around their heads are very important elements.

Equally rich testimony is given by Greek vase-painting. Besides
their frequent use at the banquet, they usually show sympotic scenes, both
mythological ones and episodes from daily life’. Moreover, the physical rooms
where the event took place were often decorated with sympotic motifs. The
most widely known one is probably the so-called Swimmer Tomb Room in
Paestum, which was indeed a dining room. On its four walls we see the guests,
servants and even a komos with a flute-player girl and other artists that could
in fact perform some dance steps®.

The relevance of this evidence on the Greek symposium to Plutarch is
that all the sympotic descriptions that he created (or recreated, we cannot be

¢To quote the Anacreontea, we use the text of M. L. WesT, Carmina Anacreontea, Leipzig,
1984. Numbers 2, 15, 38, 40, 42, 47 and 59 of the collection also mention dance in a sympotic
environment.

7 For three examples, clearly related to banquets, see L. B. LAWLER, 1964, pp. 119-20.

8 In the Roman period, too, the walls of banquet rooms were painted with sympotic motifs,
as in the case of the Triclinium House in Pompeii. See K. M. D. Dunsasix, 2003, pp. 52-60
and plates I-III.
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sure) in the nine books of his 7uble Tualk are consciously Greek. Inspired by the
banquets of wise men portrayed by Plato, Xenophon and others that have not
come down to us — yet very difterent from those archaic symposia we find in the
Homeric poems —, the Plutarchan convivium is designed to imitate Greek ways
of drinking, eating and enjoying entertainment. In a joyful party environment,
where philosophy is mixed with more trivial issues, singing and dancing would
have been part of the post-meal program. Nevertheless, nowhere in the book
do we find any detailed description of a dance performance, except maybe
the allusion to a dance contest in Book 9 (question 15), to which we shall
soon return. Just like the rest of the speakers, Plutarch is more interested in
discussing which dance styles are more appropriate to the wise men’s banquets,
recurring all the time to the opinion of those Greek authors who dealt with
the subject, most notably Plato and Xenophon.

'The subject of dance appears first in Book 1 of the Tuble Talk (614D-E), at
a moment when the discussion focuses on the philosophic argumentation most
suitable to a banquet. The dance is then used in the following metaphor:

omep yap ta cwpata mvovtwv d’ dpxfoewg kal xopelag vevéuiotat
caAevey, &v & OTAOPAXEIV GvaoTAVTag | S10KEVELY AVAYKA{WUEV AVTOVG, 00
uévov drepmeg GAAX kol PAaPepov Eotar TO cuundoiov, oUTw TAG Yuxdg ol YEV
ghagpai (ntrioelg EUUeA® Kol O@eAiuwS koot [...J%

For just as the bodies of men who are drinking are accustomed to sway in
time with pantomimic and choral dancing, but if we compel them to get up
and exercise in heavy armour or throw the discus, they will find the party not
only unpleasant but even harmful, just so their spirits are harmoniously and
profitably stirred by subjects of inquiry that are easy to handle...

'The metaphor serves to prove how frequently dance was a part of banquets,
because it is only this frequency that allows it to be used as an example of
something common. Going one step further, we may see how moderation,
in relation to dance, is Plutarch’s major concern. It must not be allowed to
confuse or even distract the company from the path of reason, thus preventing
the event from becoming “not only unpleasant but even harmful” (o0 uévov
atepmeg GG kai PAaPepov), just like philosophy, which is not supposed to
compromise the good mood, by being too serious or too deep.

Further on in Book 7 (705A), in a discussion of good and bad music,
dance is again a subject of conversation. It is cited as a parallel when Calistratus
distinguishes between pleasures of the body and those of the soul:

008&v 0DV 6p@ Td¢ TotavTag dovag 18tov éxovoag, <f> 8Tt uévat thg YuyAg
glow, ai & dAAat tol cwuatog Kal mepl O o@ua KataAfyovotv: uéAog de kat
pLBLOC Kal Spxnoig kol QON mapapenpduevarl thv aicbnowv év td xaipovti
tfic Yuxfig anepeidovrar tO €mtepneg kal yapyaAilov. 60ev obdepia TV

? For the Greek text of the Tuble Tulk, we use C. HUBERT, Plutarchus. Moralia, IV, Leipzig,
1971.
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T0100TWV N8OVAV ATOKPLPSG €0TV 0VJE 0KGTOUG deouévn Kal T@V toixwv
‘nepfedvtwv’, wg ol Kupnvaikol Aéyovorv, GAAG kal otddia tavtog Kai
Béatpa moreitat, kai tod uetd TOAAGV BedoacOai ti kal dkodoat émitepméatepdv
€0T1L Kal oepvOTEPOV, 0UK Gkpaciag dnmov kal ndumabeiog GAN éAevbepiov
SatpiPic kal doteiag pudptupac AUV 8Tt TAsiotoug Aaupavéviwy.

I do not see that pleasures of this sort have anything special about them, except
that they alone have to do with the mind, whereas the rest are pleasures of the
body and reach and end in the body. Melody, however, and rhythm and dance and
song go on past sense-perception and find a basis for their pleasing and enticing
quality in the mind’s faculty of enjoyment. Thus none of the pleasures of this kind
is secret or requires darkness or walls ‘running round’ (as the Cyrenaics say), but
stadia are even built for them, and theatres; and to witness a spectacle of sight
or sound in a large company is considered more enjoyable and more impressive
because we are associating as many persons as possible with ourselves, surely not
in incontinence and sensuality, but in a liberal and civilized pastime.

While the so-called bodily pleasures are given by the sensory organs of
perception, the pleasures of the soul are given by sight and hearing, being
far beyond the sensual stage of knowledge, as well as free from excess. This
is why dance and music are included in this last group. Lamprias does not
agree, thinking that the pleasures of the soul have a truly charming power
that undermines both reason and good judgment, leading a man to excess
(dxpaota) and loss of reason (&yvota).

Having proved the need for a moderate enjoyment of pleasures, in banquets
as in all human life, in the eight question of Book 7 (711E-F), Plutarch goes
on to discuss precisely what kind of amusement is welcome at a banquet. With
this issue, we enter the straight field of cuunotika (discussion about the banquet
itself), which is different from cupumnosiakd (discussion about several subjects, only
in the context of a banquet), an expression that gives the title to the entire work.

TPATNY <tNv> Tpaywdiov, w¢ 00 TAVL Tt GLUTOTIKOV GAAG oepvdtepov
Podoav Kal oKELWPOLUEVNV TIPAYUATWY UTOKpicelg Tabog €xOvtwy Kol
oikTov. droméunw 8¢ TAg dpxioewg TV MMuAESetov, dykddn kai madnTiknv
kol ToAvmpdowmov oboav: aidoi 8¢ TV Eykwuiny Ekefvwv, & Zwkpdtng Tepl
opxfioewg SifAde, déxopar tnv BabBVvAAeiov adtdbev méfav tod kdpdakog
amtopévny, "Hxodg A twog Mavog f Zatvpov obv "Epwtt KwUAE(ovtog
OdpxNUd T dratidepévny.

Firstofall, tragedy:itis notatall appropriate to a party, with its majestic elocution
and its elaborated representation of events that are moving and sorrowful. As
for dances, I should disqualify the Pylladic, as pretentious and emotional and
requiring a large cast; but out of respect for Socrates’ well-known praise of the
dance, I will accept the Bathyllic. It is a straightforward unaccompanied dance,
verging on the kordax, and presents a danced interpretation of Echo or some
Pan or Satyr reveling with Eros.
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Diogenianus intends to exclude tragic performances from the banquet for
not being suitable to it (00 T&vv Tt suunoTIKOV), which is to say, for not being
convenient to the good mood of the event — the same point that had been
made about philosophy before. This is a strongly Platonic way of thinking,
which is also present elsewhere in Plutarch’s works'!. Talking about dance,
he then excludes the so-called Pylladic dance, yet accepts the Bathyllic one,
a local rhythm which he describes as being very similar to the Greek kordax.
As for Pylades (1 century BC), we know that he was from Cilicia and that he
introduced important changes to tragic pantomime, making it more exuberant
and emotional by means of a sophisticated choreography and a larger number
of characters'. Suetonius (Jug. 45. 4) actually says that Pylades, along with
Bathyllus, gave a new shape to Roman pantomime, with both men becoming
the founders of the so-called “Italic dance”. Athenaeus (20d-e), the richest
and most comprehensive source we have about both artists’ style, talks about
Pylladic dance in a strikingly similar way. Thus, we may conclude that he and
Plutarch followed the same sources, perhaps Seleucus and Aristonicus, who
are the ones identified by Athenaeus himself. As for Bathyllic dance, it is
described as being very similar to the Greek kordax, as it is in Plutarch, but
mixed with satirical elements:

g 3¢ katd todtoV OpXNoEWS TAG TPayIKiig Ka?\oupévr]g TPOTOG EloNYNTAG
yéyove Ba6v7\?\og 0’ANe&avpele, 8v pnot nocvroplpovg opxnoaoeou Zs?\vaoc
To0TOV TOV BAOUAAGY rotv prtovmoc Kal Hu)xocSnv ov éoTL KAl ouyypappa
mepl opxncewq, v Ita)\mnv Spxnotv suotroactal €k TG KWUIKTG, r] 1€xaleito
KopSaE Kal ThG TpayKiig, 1 ékaAgito spps)\swc, Kal TAG 6aTUPIKAG, 1 s)xsyero
olKvVVIg (610 Kai ol oocwpm OIKIVVIoTAL), NG evpsmc Tikwvvog Tig PapPapog. ol
8¢ paow St Kprignv 6 Zlevoq nv 8¢ 1 TTuAddov Bpxroig oyKu)an nocGr]nKn
te Kal moAvmpdowtog, 1 8¢ BaBVAAglog iAapwtépar kal yap UTOpXNUd Tt
to0tov datifecOar.

Now the first to introduce this “tragic dancing”, as it was called, was Bathyllus
of Alexandria, who, as Seleucus says, danced in pantomime. Aristonicus says
that this Bathyllus, together with Pylades, who wrote a treatise on dancing,
developed the Italian style of dance out of the comic fling called the cordax,
the tragic measures called emmeleia, and the satyr rout called sicinis (whence
the satyrs are also called sicinnistae), the inventor of which was a barbarian
named Sicinnus. But others say Sicinnus was a Cretan. Now Pylades’ dancing
was solemn, expressing passion and variety of character, whereas Bathyllus’was
more jolly; in fact he composed a kind of Ayporcheme.

10 See PL., Cra. 408c; Grg. 502b; Smp. 194b; Lg. 659 a-c, 700d - 701b, 876f.

" Quaest. conv. 724D; De facie 926C; De aud. 41f.

2'Two epigrams from the Greek Anthology are very encomiastic about Pylades’ art: 9. 248
and 16. 290.

13 On this issue, see E. J. Jory, 1981.

4'The Athenaeus’ text is quoted from C. B. Gurick, Athenaeus. The Deipnosophists, 7 vols.,
Cambridge, Mass., 1927-1941.
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Athenaeus makes a clear distinction between both artists’ style, especially
in relation to their tone —the first more pathetic, the second more joyful —, and
that is also the reason why Plutarch seems to distinguish them, rejecting one
and accepting the other. The explanation for this is perhaps to be found in
Athenaeus’ text when he says that Bathyllus’dance is iAapwtépa (“more jolly”)
— a quality that must be taken into consideration, according to Plutarch’s
morality, along with at least two others, decency and moderation. In fact, we
know that Pylades became famous for the mimic adaptation of mythical-tragic
histories®, and it should not be forgotten that Diogenianus himself, earlier
in the text, had already excluded tragedy from banquets (771E). Moreover,
the very same Diogenianus is clear about the fact that he only accepts the
Bathyllic dance “out of respect for Socrates’ well-known praise of the dance”.
This seems to be an obvious reference to Xenophon’s text (Smp. 2. 16-19),
where, nevertheless, only the good effects of the dance on the body, as a
physical exercise, are at issue, whereas no reference at all is made to the moral
implications that are Plutarch’s almost exclusive concern.

It seems certain at any rate that, when we talk about dance in the 7ub/le
Talk, we are actually talking about pantomime, that dramatic way of expression
without words, where only body movements, poses and the characters’outlook,
along with music and maybe some non-verbal sounds, are the means to
perform mythological or daily-life episodes'. Significantly, it is the same art
that is deeply analyzed in Book 9, in the very last question of the work, which
is all dedicated to the parts of the dance and its relation to poetry. The context
that provokes the discussion is simple: a dance performance of the Pyrrhic
offered to the guests after dinner, in which Lamprias, Plutarch’s brother, was
appointed, along with the trainer, to be the judge, on the strength of his past
record of excellence as a dancer'. It is important to observe that this style
also fits into the pantomimic group of dances, which has been discussed at
length. In fact, it was originally the mimic dance representation of a fight,
performed by armed dancers, which was in itself a good form of entertainment
and exercise for the soldiers'. A fragment from Aristoxenus of Tarentum (4*
century BC), a Peripatetic philosopher who wrote about music and rhythm,
defines how the Pyrrhic must have been in its origins (fr. 103 Wehrli = cit.
Athen. 630¢):

1> Take, for example, his performance of Hercules Furens, as reported by Macrobius (Saz. 2.7.
12-19). On the subjects of pantomimic representation see E. J. Jory 2008, pp. 157-168.

16 From the wealth of recent scholarly work on pantomime, see I. Lapa-RicHarDS, 2007,
R. WEegs, 2008 and E. HarLL & R. WyLEs, 2008.

17'The text is clear about the fact that it was a competition for boys (toig maici vikntriptov
0pxnoewg). According to some scholars, this forces us to conclude that Lamprias, too, at the
aforementioned banquet, must have been a boy (perhaps even a young boy). For this reason,
S.-T. Teoborsson, 1989, 3, p. 375, thinks that this sympotic reunion must have taken place in
AD 66/67. Nevertheless, we still think it is a forced conclusion to assume that, being appointed
as judge, Lamprias should be a maig or a ueipdkiov at the time of the banquet.

18 X.,An. 6.1.5-13 alludes to this function of the Pyrrhic dance.
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(...) tpei¢ & elol thig oknVikiic molfoswe OpPXHOELS, TPAYLKN KWUIKN
caTLpPIKA. Opoiwg 8¢ kal Tfg Avpikfig To1oEWS TPELG, TLPPIXT YUUVOTALIIKY
Unopxnuatiky. kai €0ty Opola 1) HEV muppixn T catvpikij, Au@dTepat yap
810 téyovg. moAeutkr) 8¢ Sokel sivar 1} muppixn. #vomAot ydp adTV Taideg
dpxodvTal. taxoug d¢ Sel T@ MOAEUW €l¢ TO drwKew Kal €i¢ TO NTTWUEVOLC
“pevyerv unde uévery und’ aideiobat kakovg eivat...

... three are the dances of scenic poetry: tragic, comic and satirical. Also three
are the lyric ones: pyrrhic, gymnastic and that of hyporchemae. Just like the
Pyrrhic is the satirical, they are both based on basic steps. In fact, boys dance
it armed. In war it is necessary to be fast in pursuit but also, for those who are
defeated, to run and never stop or feel ashamed for being cowards.

Apparently, the dance gradually lost its warrior meaning. This seems to
be implicit in the paragraph from the 7able Talk we are discussing, where the
winners are even given a cake as a prize. Nevertheless, it would still be an
important part of the athletes’ training in fight schools, especially at Sparta.
As for the rest of the Greek world, however, it should have become mostly
a Dionysiac dance. This is suggested by Athenaeus 631a-b, perhaps the best
testimony we have about what dance must have been like in Plutarch’s times:

1 8¢ muppixn mapd eV toig GAAoig “EAANGLY o0k €Tt tapapével: EkAtmovong
8¢ avtfig ovuPéPnke kal tovg mMoAéuoug kataAvBfval. mapd uovolg de
Aaxedapoviolg Stauével mpoyduvacua oboa Tod ToAépov: ékuavOdvouai te
TAVTEG €V Tf] INapTy &mod MEVTE ETOV Tuppixilewv. 1 8¢ kad MU Tuppixn
Atovuctaky Tig eival Sokel, émieikestépa ovoa thig dpxaiag. #xovot yap ol
dpxovuevot O0pooug avti dopdtwv, mpoievtal d¢ €’ GAAAAOUG Kal vapOnKag
Kol Aapmddog @épovotv dpxodvTal te & mepl TOV Aldvucov kal [t tepl] Tovg
"Tvdolg €Tt Te T mepi Tov TevOia.

'The pyrriché, however, no longer survives among other Greeks, and coincidently
with its decline the wars stopped. But among the Spartans alone it still persists
as a preparatory drill for war; further, all males in Sparta, from five years of
age on, learn thoroughly how to dance the pyrriché. The pyrriché of our times
is rather Dionysiac in character and is more respectable than the ancient kind.
For the dancers carry Bacchic wands in place of spears, they hurl also at one
another stalks of fennel, they carry torches, and dance the story of Dionysus
and India, or again the story of Pentheus.

Athenaeus’ text proves that the Pyrrhic was still a mimic dance,
representing at that time not the battles of men, but rather the histories of
the gods, especially those related to the Dionysiac cult. And it was in this new
disguise — which is only thematic — that the Romans received it.

Ammonius, whose intersemiotic theory of dance occupies the remainder
of the book, advocates its analysis in three different but still complementary
stages, which prove once more that the issue under discussion is pantomime.
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They are @opd, oxfua and O¢€i€ig, tentatively to be translated as “phrase”

e

(“movement”, or even “coordination”), “figure” (or “pose”) and “indication”

(747B-C)™:

"Egn 8¢ tpi’ eivan, TV @opdv kai T oxfiua kai thv Seifiv. N ydp Spxnoig
€K TE KIVOEWV Kal 0X£0EWV OLVEOTNKEV, WG TO UEAOG TV @BSyywv Kal
TV Sraotnudtwy: évtatba 8’ ai poval TEPATA TOV KIVAGEWY €I0LV. QOPag
ugv oV Ta¢ Kvrioelg dvoudlovat, oxfAuata 8¢ <tdg> oxéoeic kai dabéoeig,
€1g ¢ pepdpeval TeAevT@oly al Kvroelg, 6tav AndAAwvog 7 Tavog f Tivog
Bdkyng oxfipa dtabévteg £nl T00 CWUATOC YPAPIKADG TOIG 1001V EMUEVWOTL.
10 8¢ tpitov, N d¢ifig, o0 wunTikdv €otv, AAAG dNAwTikdv GANO&OG TOV
UnoKelpévwV:

[which] he said were three in number: the phrase, the pose, and pointing.
“Dancing”, he explained, “consists of movements and positions, as melody of
its notes and intervals. In the case of dancing the rests are the terminating
points of the movements. Now they call the movements ‘phrases’, while ‘poses’
is the same of the representational positions to which the movements lead
and in which they end, as when dancers compose their bodies in the attitude
of Apollo or Pan or a Bacchant, and then retain that aspect like figures in
a picture. The third element, pointing, is something that does not copy the
subject-matter, but actually shows it to us.

Just like the poet uses onomatopoeia and metaphors to represent
reality, the dancer may use movement and pose to mime any situation or even
narrative. As for 8¢i1g, which is said to be a non-mimetic concept of dance
(00 wunTikéV €otv), some additional considerations are called for. Indeed,
Plato did not distinguish between movement and pose, always taking dance
as the art of representing speech visually (Lg. 816), as did Aristotle (Poez.
1447a 24). As L. B. Lawer (1954, pp. 155-157) pointed out, when studying
the uses of €11 and other words of the same root, they always have some
mimetic sense. This leads us to agree with S.-T. Teodorsson (1983, 3, p. 379),
when he says that “Plutarch’s source may have been a treatise written by a
musician or a rhetorician of Peripatetic outlook, who tried to describe dancing
as an expressive for parallel to speech and analysable into basically the same
elements as speech, as well as those of music”.

Still, one may ask how we are to read d€i1g in this very special context.
It seems that Ammonius views dancing as a way either to imitate things, by
means of a static pose or movements, or simply to point at them, by indicating
them to the spectator, the latter corresponding to the aforementioned non-
mimetic concept of dance. Let us give an example: a dancer can imitate the
pose or the movements of an animal — let us say, a swan — or simply point at a
statue of the very same creature close to him.

Bearing this in mind, one can now understand that the discussion is
focused entirely on Pyrrhic dance, only in its non-warrior version, rather

¥ A thorough study of these concepts is made by L. B. Lawer, 1954.
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the later Dionysiac one. Moreover, the initial reference to the Pyrrhic dance
performed by Lamprias no longer appears to be a simple digression, as some
scholars have argued®.

Indeed, that triple comparison between dance, poetry and painting
is what moves Ammonius to quote one of the most famous of Simonides’
ancient apophthegmata (6™ century BC), according to which that poet would
have been the first to establish the parallel between poetry and music. In the
following words Plutarch quotes that detail of the poet’s tradition (De glor.
Athen. 346F)*:

TV 0 Zipwvidng thv pev {wypagiav Toinotv o1wn®oav TPposayopevEL, THV
3¢ moinow Lwypapiov Aahodoav. &¢ yap oi {wypd@ol Tpdéelg WG yvouévag
derkviovat, tavtag ol Adyor yeyevnuévag dinyodvtat kal cuyypd@ouaty.

Simonides, however, calls painting inarticulate poetry and poetry articulate
painting: for the action which painters portray as taking place at the moment
literature narrates and records after they have taken place.

And here is how Ammonius intends to deny it in the Tuble Tulk
(748A-B):

Kal 5)\oog’ z’z'cpr] ‘psrochtéov 0 lewvi&lov 4o Tfig Zwypacpiaq gmiTnv 6pxr]c51v

<tadTnV yop opawg goTL Aéyey n01r101v> OLWTHOAV, Kal (peeyyopevnv 8pxnov
[3¢] ndAwv v moinotwv: T 60ev einev olte ypacpumv glval TonTikiic olte
TOLNTIKAY ypag<tk>fi¢, 00E xpdvtal td mapdnav GAAAAALG dpxnoTikf d¢ kai
TonTikf] Kovwvia tdoa kol puédegic GAAAAwY éoti, kai udAiota [uipovpeva]
TEPL <TO> TV LTOPXNUATWV YEVOG EV EpYOV Gp@dTEPAL TV 14 TOV oXNUETWV
Kal TGV OVOUATWV Hipnety anoteAodotl.

In short, one can transfer Simonides’ saying from painting to dancing, <rightly
calling dance> silent poetry and poetry articulate dance. There seems to be
nothing of painting in poetry or of poetry in painting, nor does either art make
any use whatsoever of the other, whereas dancing and poetry are fully associated
and the one involves the other. Particularly it is so when they combine in that
type of composition called Ayporchema, in which the two arts taken together
effect a single work, a representation by means of poses and words.

Poetry and dance are indeed a kind of imitation of reality. The very best
poetical genre to accomplish this is the Ayporchema, a performance based on
the songs and dances of a chorus that, according to its ancient characterization,
should have gathered around some god’s altar, at the time when the victims
were sacrificed?. The dance figures (oxnuata) stand for the words (or names,

2 According to S.-T. TEoporssoN, 1989, 3, p. 374, for example, “at the beginning of the talk
the pyrrhic dance is mentioned as an introduction, while the subsequent speech delivered by
Ammonius (...) concerns above all the contemporary pantomime.”

2'The same apophthegma is mentioned in De aud. 17F and De ad. et am. 58B.

22 On the Ayporchema see A. M. DALE, 1950.
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ovouarta) in poetry, similar elements from two different semiotic codes serving
the same purpose — piunoig piov.

Some conclusions may finally be drawn from this analysis of dance in the
Table Talk. First of all, it was a regular part in both private and social banquets,
which Plutarch represents — at least in a literary sense — in the Greek way.
'Then, as it is impossible to trace exactly which were Plutarch’s sources on this
issue — in which he seems to be far from Plato and Aristotle —, the discussion
focused mostly on pantomime, the most famous style in those days. It is in
fact this style that allows us to conduct an intersemiotic study in the 7able
Talk, taking in parallel dance, poetry and painting and looking at what they
have in common — the fact that they all are uipnoig piov or, to use Aristotle’s
words, pipnoig npdéews. The dance conceived by Plutarch must be understood
in a dramatic sense, being close to the performance of a play; and that is why
Aristotle’s theories on tragedy are so important to understand his point of
view. Above all this, as a guiding idea, stands the supreme ideal of moderation,
which does not allow excesses or deviations, a pregnant concept in all the
banquets (re)created by Plutarch.

One question is still worth asking: why does Plutarch choose to end an
entire philosophical work like the 7uble Talk on such a frivolous issue as is
dance theory*? Maybe because it is not a frivolous issue at all, as it may seem
at first sight. It appears that dance is an intermediate discipline, a kind of
study and practice not for actual philosophers or philosophy students, but still
capable of providing a discussion mostly based on Plato’s theories on body and
soul, besides being an issue perfectly suitable to the sympotic environment.
On this, one should remember Plutarch’s own words in Coniugalia Praecepta

(145C):

atoxuvOroetal yap opxeiobat yovn yewuetpeiv pavBdvovoa, kai Qapudkwy
Enwdac o0 mpocdé€etar toic TAGTwvog €mqdouévr Adyor kal Toig
ZEVOPOVTOG.

For a woman studying geometry will be ashamed to be a dancer, and she will
not swallow any beliefs in magic charms while she is under the charm of Plato’s
or Xenophon’s words.

If dancing is not a deep philosophical issue, dance theory can certainly be
one, based as it is mostly on ethics and morality*. Although Plutarch seems to
refuse to give his Tuble Talk a very complex end, he chooses to give it one that
is still capable of launching the discussion of deep philosophical questions that
are traceable through the entire work.

% We would like to thank Professor Philip Stadter, who posed us this very same question
after the presentation of this paper.

#1.Lapa-Ricuarps, 2008, pp. 285-313 focuses on the ethical and moral role of pantomime,
asking — in the very title of her paper — “Was pantomime ‘good to think with’in the ancient
world?”.
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