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STONE RELIEFS AND THE EVIDENCE OF DANCE IN ANCIENT LYCIA. METHODOLOGICAL ISSUES AND FRAMEWORK FOR A REFLECTION

Keywords: Reliefs, Dance, Lycia, Archaeology, Iconography

Stone reliefs dated at the 5 th and 4 th c. BCE are the main sources for the study of dance in ancient Lycia (a region in southwestern Anatolia). This paper aims to provide an analysis of the specificity of this Lycian corpus in order to delineate a methodological framework. Our reflection is based on a selection of significant examples: an archaeological approach adapted to the Lycian context, including iconography and iconology, is presented. The study of dance practices in ancient Lycia raises special issues concerning cultural transfers and funerary context. The paper attempts to provide key elements for the understanding of their close connection with research on dance in ancient Lycia.

INTRODUCTION

Depictions on stone reliefs are actually the main evidence of dance performance in ancient Lycia. Studying Lycian reliefs raises questions and methodological problems commonly related to archaeological approaches to dance performance. Taking into consideration the Lycian historical and cultural context raises specific issues too.

In Lycia (in southwestern part of ancient Anatolia), dance performance is enhanced by visual culture; this means by indirect archaeological evidence -according to our current knowledge there are no direct remains in the archaeological record. 2 Depictions of male and female dancers, sometimes accompanied by musicians are seen on stone reliefs that adorned tombs (sarcophagi, rock-cut tombs), and "Heroa", dated at the 5 th and 4 th c. BCE. During this period, Lycia was included in the Achaemenid Empire, until the conquest of Alexander the Great (334/333 BCE), 3 and was still developing contacts with the ancient Greek world as well as with the Eastern Mediterranean. In a general way, Lycian culture was characterised by both an outward-looking attitude to Greek culture and references to Persian royal art, as well as by an Anatolian cultural background. Belonging to the same period, a significant number of inscriptions have been discovered in Lycia, mainly related to funerary matter; a lack of a local "literary tradition" is to be noted. 4 Thus, archaeology and the iconographic approach of dancing scenes constitute a major way for studying dance in ancient Lycia.

The definition of "dance" or "dancing" can be approached in several ways according to the discipline (notably ethnography, anthropology, sociology, philosophy, cultural history) or the chronology (e.g., Antiquity versus Contemporary period). Pluridisciplinarity and even trandisciplinarity constitute an asset for ancient studies, as previous works on dance have shown. 5 Here we will leave aside this general discussion about the definition of dance or dancing to focus on the methods and perspectives of archaeological approach to dance performance thanks to the Lycian case study. However, we would like to specify the elements of definition that we retain, based on previous works: the concept of rhythmic or patterned movement of the human body in time and space, the intentionality, the distinction from everyday movement. 6 We adopt the broad approach that tries to identify dancing movements and dance accessories depicted, as well as to put dance activities into a cultural, religious and social context. 7 This paper aims to analyse the specificity of Lycian testimony in order to understand the various aspects and the meaning of dance in ancient Lycia. It will highlight methodological issues relevant to Lycian archaeology.

THE LYCIAN CORPUS

In the bibliography of Lycian studies, a first inventory and presentation of dancing scenes have been proposed by Isabella The aim of our current research is to develop and deepen the analysis and interpretation of the Lycian dancing scenes, a part of a reflection on the archaeology of dance in ancient southern Anatolia, which has never been done before. Following Yosef Garfinkel, we can consider Lycian dancing scenes depicted on stone as archaeological objects. 9

4 We can add that no dance notation is known, as it is the case for ancient Greek dance for example. On this subject see, Delavaud-Roux 2019. 5 Naerebout 1997, 155-166;[START_REF] Soar | Archaeological Approaches to Dance Performance: An Introduction[END_REF]Aamodt 2014. 6 Naerebout 1995, 25;Royce 2002, 3-8;Soar and Aamodt 2014, 1. 7 Despite the fact that our approach includes a choreographical perspective (with the analysis of the body movement depicted), our inquiry is not only concerned with the formal aspects, and does not seek an entire reconstitution of the body movements and a "choreography" but aims at embracing a broader phenomenon in a cultural and historical context. See the debate about the so-called "reconstructionist approach" of ancient Greek dance in Naerebout 1995, 36-37 and Naerebout 1997, 112-113, 234-235. For a complete historiography of ancient Greek dance until 1997, see Naerebout 1997, 3-113. For a synthetic presentation, see [START_REF] Garelli | Gestuelle et danse dans le monde antique. Deux questions de bibliographie[END_REF], 151-163. 8 Benda 1996;Benda-Weber 2005, 131-136. 9 Garfinkel 2014, 6.

Nowadays, fifty figures of dancers (or figures engaged in a dancing movement) belonging to eleven different dancing scenes can be identified on Lycian stone reliefs; six figures are partially preserved and one dancing scene is fragmentary. Of course, we need to define criteria used to identify those figures and scenes. This necessity has been well promoted by scholars who have reflected on dance images, such as Frederick G. Naerebout for ancient Greek dance and Y. Garfinkel for prehistoric dance.10 Within the Lycian corpus which is characterized by a "naturalistic" (versus "schematic") style for depicting human figures, several features can guide us in order to isolate a core of dance images. These are the position of the body, arms, legs, feet, and the combination created with the position of the head, the position of the hands and fingers, the movement indicated by the treatment of the clothing as well as the articulation of all these elements. Another point to underline is the composition of the scene and the arrangement of the human figures. The presence of musicians in the scene constitutes additional evidence. The presence of special accessories (headgear or headdress for example) has to be questioned. Despite this definition, the doubt remains for three figures that may be additional dancers to the inventory given here. In the Lycian series, only three dancing scenes include a musical accompaniment (with aulos or chordophone). Within the boundaries of this article, we propose to present a selection of Lycian dancing scenes, that will allow us to highlight the main characteristics and the difficulties encountered and enable a reflection on methodological points. For this presentation, we will follow a kind of dance typology that introduces a proposition of classification related to the form of the dance or to the context of the scene.

A group of dancers can be distinguished thanks to the position of the feet on tiptoe, or demi-pointe, the position of a bent and raised arm, with sometimes an outstretched hand, and a particular headdress that looks like a flared or more circular basket or crown. Another feature is the rotational movement expressed by a foot and leg positioned across the other, underlined by the flowing and swirling tunic. The pair or couple composition is also noteworthy, as well as the fact that within each dance sequence, human figures are identical in size and dress (noticeable when figures are well preserved).

These types of dancers can be seen on limestone reliefs belonging to three different Lycian monuments dated at the 4 th c. BCE. A sarcophagus at Xanthos, called the "Dancers' sarcophagus" and dated at the mid-4 th c. BCE, is adorned with a pair of female dancers on each short side of its lid (FIG. 1). The height of the lid is 108 cm; the max. width of the short side is 127 cm. The lid constitutes the upper part of the sarcophagus whose total height reaches 4 meters. Thus, dancers are visible on the highest part of the sarcophagus and occupy a dominant position for the spectator (FIG. 2). No other iconographic details can be seen on the short sides. On the long sides of the lid (247 cm long) two other scenes are carved and evoke hunting and war.11 

A second couple of dancers adorned the portal of the Heroon of Trysa (a site in central Lycia); the "Heroon" is usually dated at around 380-370 BC.12 It was a wall encircling an area, the Heroon "temenos", which contained a tomb (a house-tomb surmounted by a sarcophagus and a gable roof)13 . The walls were adorned with reliefs on their upper part and internal side. The south wall was adorned with reliefs on the external side too. On the south wall, the internal side of the gate was flanked by two reliefs showing two male dancers (FIG. 3). Each dancer was located on one side of the gate, and both of them seemed to be engaged in a symmetrical rotational movement toward the doorway. It should have created a whole composition with the two dancers however, they were carved on two different and not contiguous slabs. These male dancers occupied a special position in the architecture of the Heroon and reached human size, or even topped it, as the height of the left dancer is 175 cm and the height of the right one is 171 cm.14 The gate's lintel added a dance and music scene of a different spirit with eight smaller figures of the god Bes wearing a headdress too (five seated and playing music, two clearly in a dancing position as shown by the feet on tiptoe) (FIG. 3). 15 The friezes of the Heroon walls developed an ambitious iconographic programme with numerous patterns inspired by Greek art. 16 The third item relating to the group is a fragmentary sarcophagus from Trysa, located in the Heroon area. Two pairs of legs and feet on tiptoe/demi-pointe are visible on two fragments that were originally portrayed on one short side of the sarcophagus. According to this original arrangement and the depiction in opposite profile towards the outside of the scene, we know that the dancing figures were shown back-to-back (in contrast to the previous sarcophagus' female dancers at Xanthos, depicted at the moment when they are rather face to face). The presence of a pair of human figures with feet on demi-pointe constitutes a common feature with the two previous examples and the only evidence to classify them together. Other fragments from the same sarcophagus show scenes interpreted as banquet scenes (long sides) and an audience scene (short side). 17 Scholars have usually attributed an ancient Greek name "the kalathiskos dancers" to these dancers. The name derives from the Greek word kalathos which means a basket. The headdress of the dancers looks like a basket, but it could be a crown of leaves. From an iconographic point of view, the Lycian dancers share their main features with the Greek dancers depicted notably on painted vases. This visual proximity has led scholars, since the 19 th c. to associate the Lycian representations with the Greek ones. However, it is important to reassess this approach and to question the Lycian context and meaning. This approach has been recently explored by Gül Işın. 18 We will develop this point below.

Apart from these two male dancers with headdress adorning the gate, the Heroon reliefs show six female and three male dancers, who seem to constitute two different groups, associated with a banquet scene (south wall). We can recognize the banquet motif on the upper part of the frieze, with men reclining on klinai. The dancers occupy the lower part of the frieze. 19 The composition begins with three pairs of female figures (I 498, I 499, I 500) (FIG. 4). Two female dancers (I 498) facing each other, seem to be engaged in a symmetrical movement, underlined by the distance between the feet (the supporting foot placed flat on the ground, backward), the forward position of one leg, the flowing mantel and tunic. The gesture of holding the himation with one hand accompanies the body movement. The treatment of clothing may indicate a dancing turning movement. On the right, two more female dancers (I 499), one of whom is smaller, are performing a lively rotational movement reflected by the swirling and swollen lower part of the chiton. One of them (the taller and bestpreserved figure) grasps the lower edge of the himation and pulls it to the sides, executing simultaneously a twisting movement with her torso and her head. The mass of hair floating backwards also reflects the movement. A similar movement is performed by the smaller dancer whose head is damaged. There are no dance accessories other than mantels and tunics. Next to this second pair of dancers (going from left to right across the reconstruction of the frieze), two female figures moving towards each other, seem to execute a dancing movement while playing aulos(?) (I 500). The backward swirling movement of the himation and chiton indicates a lively step. The back feet position with the heel raised gives an indication for the movement. Their attitude is not strictly symmetrical, but their body movements interact. The musical instrument cannot be seen anymore. The position of the arms, hands and fingers supports the hypothesis of figures playing aulos. 20 Three young male dancers constitute another dance sequence, accompanied by a female aulos player (I 501-502) (FIG. 5). Two of them are engaged in an aerial movement. They keep their torso upright and are in suspension with their knees slightly bent, their feet not touching the ground. The arms are held behind the body and are slightly bent. The third one is 18 Işın 2021. 19 Vienna, Kunsthistorisches Museum, I 498, I 499, I 500, I 501, I 502. Landskron 2015, 512-514, pls. 157.2; 158.2; 159.1-2; 160.1-3, 204-205. Height of the figures: approximatively 48 cm to 54 cm; height preserved for the smaller figure on the right of block I 499: 29,5 cm.

20 Following Benndorf and Niemann 1889, 179. But elsewhere it has been argued that it might have been too difficult for a dancer to play aerophone while dancing (Perrot 2019). For this relief from Trysa another hypothesis has been proposed by Alice Landskron (Landskron 2015, 513): dancers playing krotala. We cannot discuss the hypothesis given the parameters of this article.

facing the aulos player; he is also seen in profile in an aerial attitude but here toes seem to be touching the ground and the right arm is stretched horizontally in front of him. In the lower course of the frieze, on the side of the wall to the east, two other musicians (kithara, aulos) are associated with the banquet scene. 21 It is interesting to note the composition due to the architecture of the Heroon: the superposition of the two rows of slabs on the south wall connects the banquet with the groups of dancers and musicians. All the dancers are seen in a "linear" composition depending on the arrangement of slabs along the wall (such as the succession of banqueters), without evident relationship to their spatial distribution, that is to say, to their real position in space in relation to each other, to the musicians and to the banqueters. Only pairwise composition for the female dancers and the face-to-face position for two of these pairs indicate a body movement connection in space. Thus, the Trysa Heroon's area, alone, provides an interesting group of dancing scenes, whose presentation is relevant here to enlighten the analytical points we are interested in. 22 The third example selected for our purpose is (what we propose to identify as) a female dance in a line, where the dancers seem to be following each other. It is carved on a fragmentary limestone relief from Xanthos, nowadays isolated and kept in the British Museum (B 307), which may have belonged to the front of a tomb or monument of Lycian type. It may date at around 470-450 BCE according to the carving style and a comparison with other buildings in Xanthos. The dimensions of the preserved main face are 38 cm wide and 40 cm high. 23 The main side shows two women (according to the type of clothes) following each other, without grasping hands (FIG. 6). It might have been part of a little frieze. The amplitude of the step forward (which can be seen for the female figure on the right, with the right foot raised on the toes) and the treatment of the clothing indicate a lively movement to the right (for the spectator). However, the visual analysis doesn't allow us to define the movement more precisely. Here one may hesitate between a dancing or running movement. 24 The elegant gesture accomplished by the figure on the left, who is holding up the tunic with her left hand, invites us to give preference to the dancing hypothesis. 25 We might have here a part of a dancing scene including several individuals performing the same movement in a common rhythmic sequence and forming a line. We cannot know the original number of performers nor the 21 East wall. Vienna, Kunsthistorisches Museum, I 581. Landskron 2015, 517, pls. 162.3; 203.3. 22 I would like to thank the director of the Greek and Roman department of the Kunsthistorisches Museum in Vienna, Dr. Georg Plattner, for giving me access to these reliefs from Trysa, and Karoline Zhuber-Okrog from this same department, for her kindly welcome and help.

23 Pryce 1928, 138, 140, fig. 184;Demargne 1968, 91, fig. 9;Bruns-Özgan 1987, 259, M8. 24 Running: Bruns-Özgan 1987, 30. Dancing: Pryce 1928, 140;Benda 1996, 101. 25 This "gesture" of holding up the drapery is seen as a specific gesture that can indicate a dance in Naerebout 1997, 223, note 514 (this relief from Xanthos is quoted as example). This kind of gesture is, however, also found in Greek sculpture with women running, but not necessarily with the same elegance.

iconographic programme, because of the fragmentary state of preservation. Among the archaeological records, we only know that the slab has been recovered from the "Lycian acropolis" (where three monuments dating to the same period have already been identified), the monument itself is unknown. 26 

ICONOGRAPHIC APPROACH, ARCHAEOLOGICAL ANALYSIS

The presentation of these significant examples enables us to list a certain number of elements that we have to take into consideration to carry out the iconographic and iconological approach, in order to understand both the dance movement and the meaning of dance performance. As previously underlined, since the Lycian language is only partially deciphered and no literary tradition is preserved, reliefs are of high importance for our topic; they provide the main information about dance practices. Their study needs to be conducted carefully.

Following an iconographic and iconological approach, related to a broader archaeological analysis, each dancer is considered in the composition of a dancing scene; each dancing scene is studied in relation to its location and its adaptation to the architecture; each dancing scene is considered within an iconographic programme that is developed on a monument (in one case, presented above, this programme is not known) ; each monument as medium is considered according to its use and location in the site, its archaeological context and its visibility. 27 The whole is questioned within the historical context and confronted with all the sources that enlighten cultural, social and religious practices. The iconographic approach does not only consider the form of the dance and is not only concerned with a descriptive approach. In a general way, iconography and iconology aim at understanding images in the context of ancient societies' practices and beliefs, 28 as archaeology does with material remains. The iconographic approach to Lycian dances shows specificity as it cannot be based on large series of dancing scenes, compared to the ancient Greek corpus for example. It may be due to the fact that dancing scenes adorned the richest monuments (this is in line with a general observation for the Lycian corpus and a number of iconographic topics).

Of course, the state of preservation of the stone impacts the visual analysis. Some of the reliefs are fragmentary and poorly preserved. Therefore, some dance sequences cannot be studied in their original entirety. Nevertheless, each Lycian dancing scene, 26 I am grateful to the department of Greek and Roman antiquities of the British Museum for allowing me to study this slab in the museum's storerooms.

27 Archaeology is not only concerned with the form and the description of archaeological objects but embraces this broader analysis. In this regard, the methodology defined by Yosef Garfinkel for an archaeological approach to dancing during prehistoric times, without written sources is significant and helpful.

28 Concerning iconography and iconology in the field of art history: refer to Panofsky 1972. For ancient Greek images, see François Lissarrague's writings, for example Lissarrague 1990. Frederick Naerebout (1997, 240-253) proposes a reflection on the relationship between images and ancient Greek dance.

even if partial, provides information that is worth being brought to light and crossed with the others. Stone reliefs offer partial three-dimensional and static representations of the body movements. 29 The dancing figures are identical in size and dress in each dancing scene (apart from one group on block I 499 belonging to the Trysa Heroon).

In each depiction, a particular moment has been chosen by the craftsman. If a whole choreography cannot be reconstructed, we can highlight details that express the type of movement and the intention of the craftsman. Within that context, the depiction has to be read through an artistic perspective by analysing style/figurative conventions and carving technique. 30 A common feature shared by Lycian reliefs is the absence of details in the image, in the background or in the field near the dancers. However, we cannot say that there is no consideration of space by the sculptor. According to the logic of stone architecture, the lower edge of the block or the flat border that serves as the side of the carved blocks and as a frame for the dancing scene, forms a horizontal floor line for the dancers. Insertion into space is indicated by depth effects that can be expressed by overlapping legs in the depth of the block, visual shortcuts and three-quarter views. The spatial distribution of the dancers within a sequence can be imagined or understood through different compositions: face to face or back-toback (when dancers are depicted in pairs), or one following another (when two or more dancers are represented in motion, with the same profile and in a line). However, the rendering of several groups of dancers taking part in the same event, along a row of slabs (the banquet scene on the Trysa Heroon), does not make it possible to identify with certainty the entire dance performance that the sculptor wanted to evoke from a spatial and temporal point of view.

Within Lycian dancing scenes no iconographic elements are given relating to the context of dance performance. The archaeological approach is therefore essential. We have previously discussed the example of the banquet scene at Trysa where the arrangement of the stone blocks allows the context to be illuminated. In Lycia, dancing scenes were carved on impressive funerary monuments standing in an openair area. Through the selected examples above, we have noticed a recurrent character of Lycian dancing scenes: the depiction in the upper part of the architecture (sarcophagus) or in a "strategic" location (for example Heroon doorway at Trysa) 31 . Of course, this arrangement and the funerary function of monuments must be taken into consideration when investigating the interpretation that can be put forward and the context of dance activities; we will address these points below.

29 With regard to the question of the depiction of movement on static medium, see the reflection in Garfinkel 1998, 209-210; Naerebout 1997, 234, 235 (that leads the author to advance that «[…] Greek dance movements should be considered unknown […]»).

30 For a reflection on artistic conventions and dance depictions, see e.g. the Egyptian case study as considered in Schachter 2014. For an example of artistic perspective while studying dancing scenes, see Garfinkel 2003, 20-21. 31 For the only Lycian example that shows a dancing scene inside a tomb (not developed here), the same kind of specific location is noticeable: a frieze composed by dancing female figures holding hands was carved opposite the tomb entrance and above the central kline. This tomb is an impressive freestanding tomb carved out of the bedrock at Antiphellos, dated to the last quarter of the 4 th c. BCE (see Gülşen 1998).

The iconographic approach to dance in Lycia raises the question of cultural transfers too, according to a specificity of Lycian cultural history. THE QUESTION OF CULTURAL TRANSFERS Lycian art studies have highlighted the impact of Greek art in Lycia since the 6 th c. BCE, from a stylistic point of view, for example through the way of carving human body and drapery, and from an iconographic point of view. For this last issue, scholars have noticed both borrowings from Greek repertory and adaptations. These adaptations have been interpreted as evidence for Lycian choices and Lycian meanings for images. Thus, it expresses the Lycian way of being open to Hellenism while maintaining a Lycian cultural identity. 32 One dance motif on Lycian reliefs at Xanthos and Trysa can be seen as an adaptation of the so-called "kalathiskos dancers" motif of Greek iconography, whose main characteristic (among others) is the presence of dancers on tiptoe, with a clear position of the arms, wearing a headdress that looks like a kalathos. We will not recall here all the literary references, nor all the depictions associated with the "kalathiskos dance" in the Greek world, nor all the questions related to this designation. 33 Instead, we would like to ask interdependent and worthwhile questions: does the presence of this iconographic motif that looks like the Greek one imply an identical meaning? In a context of borrowing iconographic motif from Greek art to what extent does the motif depicted on Lycian reliefs provide information on local practices? Which adaptations can be seen as a testimony to Lycian customs? Did openness to Hellenism have an impact on dance performance in Lycia?

Scholars have already argued that the architectural and sepulchral context of these dance depictions constitutes a Lycian specificity, associating the dance scenes with dances performed in honour of the dead. 34 Gül Işın recently proposed to link this funerary dimension to the cult of Apollo, a divinity worshipped in Lycia. 35 Nevertheless, this demonstration is mainly based on Greek sources attesting a link between the cult of Apollo and dance (Peloponnese, Delos, Delphi) and between the cult of Apollo, death and dance in ancient Greece. Further discussion is needed on this issue and should be engaged in a complementary way: focusing on the attestations of the cult of Apollo in Asia Minor and its potentially Anatolian pedigree, as well as the cult of Artemis in Asia Minor, and taking into consideration the artistic 32 On the 6 th c. Lycian reliefs (with mention of previous bibliography), see Marksteiner 2002, 211-291; Colas-Rannou 2009. On the 5 th and 4 th c. Lycian sculpture, see e.g., Bruns-Özgan 1987 (stylistic perspective); Colas-Rannou 2020; Colas-Rannou 2021 (stylistic and iconographic perspective).

33 See Cook 1940, 984-1012; Delavaud-Roux 1994, 34-47 (39, n. 10: Trysa dancers are wrongly described as female dancers instead of male dancers); Naerebout 1997, 287; Ferrari 2008, 135-150. 34 E.g., Landskron 2015, 65. 35 Işın 2021. The link between Apollo and Lycia constitutes a rich and complex case.

perspective too (notably the motif of the "kalathiskos dancer" in the context of the circulation of Greek patterns around the Mediterranean and the Black Sea during the 5 th and 4 th c. BCE). In parallel, it would be interesting to look for any textual or material evidence of dancing with a headdress (basket, crown of leaves or even feathers) in ancient Anatolia (independently of any iconographic proximity to the Greek repertoire, and whatever the medium). This could help to determine whether there might be an Anatolian background to the dance with headdress evoked through a Greek-inspired motif on these Lycian stone monuments. This case study (still in progress) is an example of how ancient dance studies can address the issue of cultural contacts.

A FUNERARY CONTEXT FOR DANCING IN LYCIA?

The funerary function of the monuments suggests that the dance images symbolically accompanied the dead or tomb owner into the afterlife. For example, the expression «funerary dancers» was used by Pierre Demargne in connection with the «Dancers' sarcophagus» in Xanthos. 36 An eschatological and symbolic dimension is also suggested by the location of some of the dancers in the architecture. For example, we notice that on the sarcophagus' lid, dancers occupy the same location as sphinxes can do. Sphinxes are hybrid beings related to the semi-divine sphere, which have a role of guardian enhancing the deceased. 37 The dance motif may not only have an eschatological and symbolic dimension but may be evidence of a dancing ritual. Several proposals have been made in connection with the group of dancers on tiptoes wearing a headdress at Xanthos and Trysa: evocation of a dionysiac ritual (Pierre Demargne), 38 ritual in honour of the dead (Alice Landskron), 39 evocation of ritualistic dance dedicated to Apollo (Gül Işın). 40 The hypothesis of a dionysiac ritual is not relevant in the Lycian context and should be rejected. Dealing with the fragmentary block from Xanthos (British Museum B 307), Isabella Benda-Weber evokes a Lycian dance dedicated to Apollo and Artemis, but without proposing a real demonstration based on Lycian sources. 41 Unfortunately, there are not any Lycian textual references about funerary ritual including dance, therefore we are not able to cross the sources. Nevertheless, the importance given to dancing scenes in the ornamentation of the tombs invites us to think that dance practice had an importance in local customs and could be part of Lycian activities associated with the ritual in the framework of the 36 Demargne 1962, 41. 37 Colas-Rannou 2020, 25-54. 38 Demargne 1974, 102. 39 Landskron 2015, 65. 40 Işın 2021 (mentioned above). Gül Işın (2021, 71) includes a symbolic dimension, writing: «…just as untimely death and new revival were dramatized in the fertility-themed celebrations of Apollo in Delphi, Delos, and Karneaia, the elite of Trysa and Xanthos, already fond of worshipping Apollo, must have used the dance-themed templates reflected on their tombs as a metaphorical message of heroes facing death». 41 Benda 1996, 101-102. cult of the deities or funerals. Of course, it needs to be further investigated. In the iconographic programmes, dancing is depicted alongside hunting, war and audience scene, which were part of the everyday life activities of Lycian noblemen or dynasts. These main themes of Lycian art served to promote the tomb's owner. At Trysa, dance is associated with the banquet. The depiction of dancers, accompanied by musicians, may evoke dance performances in a rather joyful context (despite the primary funerary function of the "Heroon") and regular banquets held inside the Heroon "temenos" related to the cult of the deceased. The example of the Trysa Heroon leads us to investigate a complementary aspect: the places where dances could be performed. Archaeologists have indicated a possible area dedicated to the banquet inside the "temenos", in the corner formed by the south and east walls, where the slabs adorned with banquet, music and dance depictions were visible. The existence of a wooden structure there offering a protection to the banqueters has been suggested by archaeologists. 42 Could dance performances occur inside the temenos too? Even if the ground there shows a rather irregular surface, we cannot exclude this hypothesis. The question must be raised for other tombs too. Do the dance scenes portray dances performed near the tombs?43 Did dances share the ostentatious character of the monumental tombs? Perhaps we should imagine that dance could be performed near the tombs (or around when possible) in an open-air area, as part of collective practices, whose dimension was ritual and initially included in a funeral context. 44 The ongoing research into an archaeological approach to dance in Lycia should seek to find out whether there are any other archaeological data that could be mobilized to enlighten this aspect.

CONCLUDING REMARKS

Iconographic sources are of primary importance to investigate dancing activities in Lycia, and must be carefully used, in association with a broader archaeological approach. This paper has tried to delineate the methodological framework and to show the potential of stone reliefs in this field, thanks to a selection of significant examples. The interpretation adopted here is that the dance depictions adorning tombs are evidence of actual dance activities, since dance appears with activities of the living in the iconographic programmes, even if the symbolic dimension for the motif was present too. The study of the reliefs provides knowledge about the nature of dance, body movements and gestures as seen on static and partial threedimensional images, through a moment chosen by the craftsman. We can think that this choice aims to render the main spirit of the dance. These images give a partial view of what dances looked like, but the prevailing quality of dances can be appreciated. Iconography and archaeology are not only concerned with the form but with the context too. The artistic, archaeological and historical context of these images is considered through the medium, its specificity, use and reception in society.

Research work is still in progress, and will, we hope, provide answers to the many questions that arise from the examination of Lycian stone reliefs. 
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Naerebout 1995, 28-30; Naerebout 1997, 209-226; Garfinkel 1998, 208-210; Garfinkel 2003, 15-20. 

In situ. Demargne 1966; Demargne 1974, S7, 97-103, pls. 54-57, XXXIII-XXXIV. 

An earlier dating, around 410-400 BCE, is proposed by Alice Landskron(Landskron 2015, 347-349).

For a reflection on the use of the Greek vocabulary (Heroon, temenos) and on the caution to be taken, seeMarksteiner 2002, 180-181, 184. 

Vienna, Kunsthistorisches Museum I 693a.b. Landskron 2015, 397-398, pls. 25.1; 26.1- 4; 26.6. [N.B.: for all the reliefs from Trysa, we use here the inventory numbers given in[START_REF] Landskron | Das Heroon von Trysa[END_REF]].

 15 Maximum height of the slab: 98 cm. Vienna, Kunsthistorisches Museum I 693.Landskron 2015, 396-397, pl. 25.

.16 On this monument, see Landskron 2015 (with previous bibliography). Recently Plattner and Gottsmann

2021.17 Vienna, Kunsthistorisches Museum I 585b.c (fragments with dancers). On this fragmentary sarcophagus, seeLandskron 2015, 385-387 (with previous bibliography),pls. 13- 14; 190; 194 (specifically for the dancers: pl. 14.1-3). Height of dancers' legs and feet preserved: 20 cm and 22,5 cm.

Benndorf and Niemann 1889, fig. 31; Oberleitner 1994, 19, fig. 24, fig. 28; Marksteiner 2002, 182-186; Landskron 2015, 33, 51. 

With regard to the hypothesis of a link between practice and imagery in the context of Greek sanctuaries, seeNaerebout 1995, 34; Naerebout 1997, 248-249. 

E.g., see the hypothesis of large areas of pavement outside the tombs as situation of ritual dancing in Minoan Creta inBranigan 1970, 132-135.