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Evayyelia Anpoa, Apyaoloyikég O¢oelg kot pvnpeia oty Kpepootrp kat to
ITapadeiot PodSov kat 11 ovpPolr] evog vEOL LOTEPOPWRATKOD TAPOL OTOV AOPO TOL
Aowpdtov ot PVIpEeLOK) tonoypogia g neproxns, EYAIMENH 25 (2024), 1-29.

The article examines the monumental topography (archaeological sites and
monuments) of the settlements of Kremasti and Paradisi in Rhodes, as well as the
contribution of a late Roman tomb recently found on the eastern slope of the
Asomatos hill, which rises between the two settlements. In historical times, this
area belonged administratively and geographically to ancient Ialysia, which
occupied the northern end of the island and was its most important part.

The archaeological research in both settlements commenced with the Italian
excavations during the interwar period, while subsequently, after the
incorporation of the Dodecanese to Greece, the extensive rescue research was
undertaken by the Ephorate of Antiquities of the Dodecanese. In this context, a
chamber tomb was discovered, which despite its modest findings, constitutes a
substantial contribution to the monumental topography of the region
characterized for the most part by fertile plains that favored habitation from a
very early age. The traces of its ancient inhabitants, lost in the depths of history,
are identified in the abundant movable finds from the settlements of Kremasti
and Paradisi, the architectural remains, the craft workshops and agricultural
establishments, as well as the necropoleis scattered throughout the area of Ialysia.

Anna Alexandropoulou, Female acrobats in the Classical world, EYAIMENH 25
(2024), 31-39.

Ot e1kOVIOTIKEG OKNVEG ayyeimv anod v AOnva kot t) Notwa Itadia, kabog kot éva
obvolo kopomdaotik®mv nopadetypatov and t) Aé¢ofo kat Tig Aumapeg vijoouvg petagd
aMov, ovpfaddovv oty e€etaon Kat v eppnveia Tov pOAOL TV YOPVOV aKpoPaTidwv
otV KAaolkl] Kowwvia. Molovott 1] nopadootaks) oY£01 TOUG e TO OLHIOOLY KOl TOV
KOOPO ToV eTaipwv eival adltap@iofrttn, ol ELKOVIOTIKEG OKIVEG TI)G QTTIKIG KOl KOTM-
taAloTikng ayyeloypagiog, kabwg kot ov apyaieg nnyég, napeyouvv evdei&elg yia v
EPPAVIOT] TOV YURVOV akpoBatidmv Kat og AaTpevTika HAaiolo, OHmg yla mopddetypo
OtoV TEAETOLPYIKO YopO kadabioko. Aev amokAeietal va ouviotobv pia tedetovpyikr)
Spaotnprotta mov oyetidetor pe tedeteg evnAikioong, dedopévov OTL ot akpofatideg,
EKTOG PUOIKA aIIO ALOVUOLOKEG OKIVEG, ERPavIfovIal 0 OKNVES IOV OLVEEOVTAL KLPIWG
pe v Aptepn kot tov AmoAAmva.
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Vases from Athens and South Italy, and statuettes from Lesbos and the Lipari
islands among others, form a rich material for the examination and interpretation of the
role of naked female acrobats in classical society. Their traditional connection
with symposiaand the world of hetairai has largely remained undisputed. A new
interpretation is also possible based on the examination of figured scenes on Attic and
Italian red-figure vases and literary sources. These offer evidence for the appearance of
female naked acrobats in cultic contexts which include other known ceremonial acts such
as the kalathiskos dance. Female acrobats appear in scenes chiefly connected with
Artemis, Apollo and Dionysus. Therefore, we may assume that besides their evident
connection with the world of spectacle, they may also form a special ritual activity related
to the passage to adulthood.

Stella Drougou, On the occasion of a Hellenistic clay lamp from the ancient city of
Aigai, Vergina, EYAIMENH 25 (2024), 41-50.

To Opavopa evog elnviotikod mnrAwvov Adxvov pe aflompdoekty QUTIKI)
Srakoopnon otny avaylvgn Aafr) Tov, ebpnpa TV TEAEVTAULOV YPOVOV OTOV AVAOKAPLKO
topea «aypog Toakipibrp ot Bepyiva, oamotelei tv  agoppr yia  oplopéveg
MOPATI P OELS WG TTPOG TO SIOKOOPNTIKA OEpata Tg PIKPOTEYVIOG —Kat OXL HOVO — OtV
arepyopevi) eAAnviotikr) nepiodo. AGiel va onpeltmdei 0Tt 0 AVACKAPIKOG TOPENS «OypPOG
Toaxipidn» yertviader pe to aveokappévo Mntpwo oty apyaio moAn twv Alyov
(Bepyiva), ota BA avtov. Xtov vmo gpguva akopn ympo éxouv anokaAvpOel kuping ta
OLKOOOIKA Aelpava €PYAoTPLAK®V EYKOTAOTACE®V KAOMG Kal YOPOKTPLOTIKA KIVITO
guprpata, KotdAoura PlOTEYVIKOV IPOIOVI®Y.

The fragment of a Hellenistic clay lamp with a remarkable relief handle, a recent
find from the excavational sector “Tsakiridis field” in Vergina, gave rise to some
observations on the decorative motives of Hellenistic handcrafts products. It is
noteworthy, that the site “Tsakiridis field” lies in the vicinity of the excavated Metroon in
the ancient city of Aigai (Vergina), where remains of workshops as well as other finds,
products of their workmanship, are significantly substantiated.

T'ewpyrog K. Kaddrjg, Enta kAifavor ano tov vopo Kopwbiag, EYAIMENH 25
(2024), 51-78.

The subject of this essay are the ceramic kilns that were identified and investigated
in the region of Corinth. Two kilns were excavated in the area of ancient Sikyon and
date back to the Hellenistic era and five kilns were discovered at Kamari of the
municipality of Xylokastro, dated to the Roman period. In addition to the structural and
functional elements of the kilns, the ceramic finds resulting from the excavation are also
examined. The study of these humble monuments is a useful tool for reconstructing the
social and economic organization of the ceramic workshop during antiquity and
contributes to the promotion of the kilns’ research in the region of the Peloponnese.



Anagnostis Agelarakis, The Hippocratic Legacy in Cranial Trauma Surgery: from
On Head Wounds to Rogerius Frugardi’s Chirurgia, and the Semantic Transformation
of “Trepanation” in Scholarship, EYAIMENH 25 (2024), 79-93.

Xy 1otopio g woTpikig, 1 Innmokpotikr) npaypoateia el Tewv Ev Kepalr
TpooudTeor QUOTEAEL TNV OPXALOTEPL] YPOIIT] MIYI] TG YELPOLPYLKI)G OVILHETMIILONG
KATOYPATovV — Kpaviov  Aoyo  tpavpatiopol. IToAdég  olyxpoveg — emOTIHOVIKEG
Onpootedoelg  avagepoviar ot Inmmokpotikeg  Kpavio-yelpovpyikeg  pebodoug,
vroypoppidovtog T onpocio Tovg oty 1otopia g LaTPIKIG. ZUXVA CLYKPIVOLV Tig
Inmmokpatikég MPaKTIKEG pe  apyalo-MoHOAOYIKEG MEPUITMOOELS KPAVIO-YELPOVPYLKMV
enepfaoewv oe Swapopetikég nepltodovg kat meployeg amd 1) NeoAOwkry Emoyxr kot
e@e&rc. Qotdoo, oplopéva oxYoAla oL S1ATLIOVOVTAL €K TMV LOTEP®V, PETA ano SO Kot
mAéov yihietieg, eivar avaxkpiPrn) 1) eddurn). Xnavieg Og, anodiboviat otov Immokpdtrn
ewkaoieg ylo edAeiperg ot pebodoloyia 1) oTig epnelpikeg Tov yvmoelg kat Se&lotneg,
Paolopéveg evdeyopévog o atedr] pedetn 1) mapeppnveia g MP®TOYEVOLG LOTOPLKI|G
nnyne, addd Kat og 6,1t Apopd OTOV OPO «TPLIIAVIOPOG», oL vlobetr)Onke Tov 190 atwva
kot neptdapfavel kabe avolypa oto Kpavio pEom Yelpovpylki)g enépfaong.

To apBpo Siepevva mruyég g Inmokpatikng mpaypateiog, eotidloviag otig
XELPOVPYIKEG Ol1adIKAOIEG, TIC TEYVIKEG KOl TO epyoldeio mov yproiponou)Onkav, pe
nopdOeon OMmooHOOPATOV opyainv Kelpevov. Emmdéov, mpoopéper pia Sitaypovikn)
avalvon ano tov 50 at. m.X. éwg v Avayévvnorn, avadeikvboviag T onpacia g
Inmmokpatikng KApovopdg Kot KOTadelKVOOVTOG TIG EMIOTIHMOVIKEG OvVOKpifeleg mov
IPOKLITOLY amd v eAAunr] pedetn tov Oépoatog kat v kabolikn) yprjon tov O6pov
«TPLIOVIOPOG» 0TI OLYXpPOVI) apyato-avbpwoloyikr) BifAoypagia.

The Hippocratic treatise On Head Wounds (ITepi Teov Ev KepaArji Tpcoudtav) stands
as the earliest recorded account of surgical techniques for cranial fractures resulting
from trauma. Its descriptions of surgical procedures, tools, and methodologies have been
widely referenced in modern medical and archaeological scholarship. Researchers
frequently compare these Hippocratic practices with evidence of cranial surgery
observed across various historical and cultural contexts, from prehistoric times through
antiquity. Despite its historical importance, interpretations of the treatise are sometimes
shaped by modern assumptions rather than a faithful reading of the original text.
Certain retrospective analyses, written more than two millennia later, present incomplete
or inaccurate assessments, often due to misinterpretations of the primary source. These
studies occasionally attribute deficiencies in surgical methodology or empirical
knowledge to Hippocrates himself. Additionally, the 19th-century introduction of the
term trepanation —which has come to encompass all surgically induced cranial openings—
has contributed to a generalized and often misleading classification of ancient surgical
practices.

This article revisits the surgical concepts outlined in On Head Wounds, focusing
on operative techniques, instrumentation, and textual evidence. It also examines the
evolving interpretation of these procedures from antiquity to the Renaissance,
emphasizing the need for greater precision in discussing Hippocratic contributions and
the impact of terminological imprecision on archaeo-anthropological discourse.
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FEMALE ACROBATS IN THE CLASSICAL WORLD

In red-figure vase painting, images of girls playing various games involving sleight
of hand' coexist with images of nude female acrobats and jugglers. The ancient name for
those who performed acrobatics is kybisteter (kvfiotntijp) and describes the person who
stands on the ground supported on their head and hands®. The word is first known from
the Homeric epics’, while the first iconographic evidence of a kybisteter in historic times
dates to the late 8th c. BC'. The best-known written testimony for female acrobats comes
from Xenophon®, who describes the remarkable skills of a professional female dancer at
an Athenian symposion. In addition to juggling tricks, she could also perform fearless
acrobatics inside a circle consisting of upright swords and balance herself on a turning
wheel, while simultaneously reading and writing.

This paper discusses the iconography of female acrobats in the 5th and 4th c¢. BC®,
in an attempt to summarize the various interpretations proposed to date. A catalogue, at
the end of the paper, lists 25 examples of performers depicted in vase painting and
terracotta figurines of the classical period, under discussion here. Written sources are
also employed to provide a fuller understanding of this iconographic subject.

The earliest images of women in similar acrobatics appear in the 5th c. BC (cat. nos
1-4). The interest in pictorial representations of female acrobats during this period
accompanies a shift in the repertoire of Attic vase painting of the Classical age from
mythological and military scenes to scenes of daily life and public cult life. In the case of
vases 1-4 catalogued below, hydrias 3 and 4 comprise the most valuable source of
information for an iconographic and interpretative approach to the subject.

On hydria no. 3, a nude girl is performing acrobatics to the accompaniment of a
flute, as two other nude girls dance and play the krotala. They are being watched by a
young, beardless male wearing a himation and leaning on a walking stick, and a woman
dressed in chiton and himation. The scene (or the composition) concludes on the right
side with a stool on which the girls’ clothing has been left. Above, there is a miniature
abstract depiction of a temple consisting of three colonettes and an architrave’.

! Neils and Oakley 2003, 272-273.

2 Pedrizet 1921, 157; Schiifer 1997, 15-18.

3 Hom. Od. 4, 15-19.

* Schifer 1997, 15, pl. 1, 2. For acrobats in prehistoric times and art, Schneider-Herrmann 1982, 502, n.
14; Laser 1987, 72-75; Iversen 2014. For the identification of a prehistoric human skeleton with an acrobat
see Oates et al. 2008.

> Xen. Symp. 2, 7-8, 11; 7, 2-3; Schifer 1997, 79.

® For a brief examination of the topic, Scholz 2003. For a more detailed catalogue see Hughes 2008, 23-
27. For male acrobats on an Etruscan relief dated 480-470 BC, see Thuiller 1997.

7 Vazaki 2003, 54, n. 339. In contrast, Warden (2004, 123) identifies it as a window.
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On hydria no. 4, there are depicted from left to right two young girls practising the
basket dance. Their dance is accompanied by the music of a flute being played by an
auletris seated on a diphros. On the left, a woman is holding out a cithara to the dancer,
as a young man leaning on a walking stick watches the dance.

Next is a depiction of a young girl with a shield, helmet, and spear dancing the
pyrrichios as a young woman wearing a chiton and cloak plays the krotala. Next to her, a
girl is performing an acrobatic “bridge” on a table with a kylix in front of her. The scene
concludes with a nude dancing girl, jumping in front of upright swords to the music of a
flute being played by an auletris dressed in chiton and himation.

The prevailing view® is that the scenes on both hydrias depict courtesans practising
various dances for the entertainment of men at symposia and wine-drinking parties.
Three fundamental arguments support this interpretation: the first concerns the
identification of the young man in both scenes with someone interested in hiring the
courtesans (hetairai); the second relies on the girls’ nudity, which is interpreted as a
negative characteristic, since until the late 5th c. BC only courtesans were depicted nude
in ancient Greek art’; the third argument adopted by those maintaining that these are
scenes from the life of courtesans is based on the absence of written sources to document
that daring acrobatic dances accompanied religious rituals and/or ancient mysteries.

Recently, however, Vazaki'® has maintained, using detailed arguments, that the
iconography on the hydrias is to be identified as training places for initiation rites'".
Vazaki notes that the young man does not hold the characteristic pouch containing the
fee for the courtesans’ services in accordance with the iconographic type. On the
contrary, he is extending his hand in a typical gesture which distinguishes teachers and
trainers in the iconography of Attic red-figure vase painting. It is therefore probable that
the figure of the young male does not come from the world of courtesans, but rather
represents a master or assistant trainer who is guiding and advising the young dancers
with his gestures'®.

In archaic and classical Greek art, apart from its erotic function in scenes with
naked dancers and prostitutes, female nudity also denotes the vulnerable and
defenceless, as when the semi-nude Lapith women are attacked by Centaurs, or when
the nude Cassandra is removed by force from the Palladion during the sack of Troy".
However, in addition to specific narrative contexts that required female nudity such as
bathing scenes'!, young unmarried girls taking part in religious celebrations and
initiation rites into adulthood and marriage, were also shown nude in ancient Greek art.

The male presence on the two hydrias prevents any attempt to identify the scenes
with transitional rituals for the girls since all the males in the community were excluded
from such activities. The stool with the clothes left on it indicates that the scenes are
unfolding in an interior space identified as a place for the girls’ training.

8 Schifer 1997, 78; Scholz 2003, 99; Warden 2004, 123-124.

? Vazaki 2003, 55.

1 Vazaki 2003, 54-63.

! Other scholars have also supported this interpretation, Matheson 1995, 286.
'? Vazaki 2003, 54, 58.

13 Vazaki 2003, 55, n. 348.

' Sutton 2009; Kreilinger 2007.
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Furthermore, the abstract miniature depiction of a temple in the upper part of the
scene on the hydria no. 3 cannot be interpreted as evidence of the sacredness of the
place where the scene is taking place. However, it may indicate the celebratory character
of the event for which the practising girls are preparing'.

The presence of a man near the nude girls who are training certainly prompts
consideration of its interpretation. However, in this case, nudity according to Vazaki'® is
being employed to highlight the girls’ well-exercised, athletic bodies and not to stress
their sexuality. The decoupling of nudity from its erotic function is also confirmed by the
comparison of the girls’ adolescent bodies and the fully-formed female body of the
courtesan-juggler on vase no. 1.

In a different reading, the girls’ nudity is used to demonstrate certain concepts
such as youth, beauty, and virtue. Nudity is thus defined as a form of “athletic dress” in
which the well-toned adolescent body —the par excellence trait of youth- is extolled. By
interpreting the girls’ nudity on the two hydrias (nos 3-4) as only apparent, something
not corresponding to reality but rather allusive, one can also reconcile the presence of
the young man; he may be identified as a member of the family, e.g., a brother, or a
trainer watching the girls train and making his suggestions'”.

Based on iconographic evidence, the basket dance was among the religious dances
performed during celebrations, chiefly those in honour of Artemis and Aphrodite'.
There is no iconographic or literary evidence for the performance of this dance by
courtesans at symposia on mainland Greece'’.

On the contrary, there are countless iconographic sources for the performance of
the pyrrichios by courtesans at symposia. Wearing a helmet and loincloth and holding a
shield and spear, they imitated the movements of warriors during battle. Until recently it
was maintained that pyrrichios dancers appeared only at symposia. However, this view
has now been revised, based on pictorial sources that also link the pyrriche with young
girls’ initiation rites into adulthood™. A characteristic pictorial example documenting this
new interpretation is the scene on a pyxis in Naples® in which a pyrrichistria is
performing in front of an altar at the sanctuary of Artemis.

Finally, according to the literary sources, the sword dance was performed by
professional female dancers (orchestrides) only at symposia. The mere absence of written
sources attesting to the performance of acrobatic dances at ritual events does not
necessarily lead to the girl with the sword’s identification as a professional dancer.
Moreover, the evidence for the performance of the pyrrichios in a cult context is
pictorial, not written. The exclusively ritual character of the basket dance, which was
dedicated either to Aphrodite as the patron goddess of newlywed women or to Artemis
as the main deity of virgins, also prohibits interpretation of the scene as a lesson for
courtesans at a dance school.

15 Vazaki 2003, 54.

16 vazaki 2003, 58.

17 Vazaki 2003, 58.

18 Vazaki 2003, 61 n. 379; BifAwodétng 2006.

19 Vazaki 2003, 61.

20 Vazaki 2003, 61, n. 382; Andrikou et al. 2004, 239.
21 Vazaki 2003, 155, n. 907.
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In this context, the acrobatic exercises and sword dance could be possibly linked
with the untamed nature of virgins and viewed as particularly demanding ritual
practices by members of the cult community®.

The meagre number of representations of female acrobats on the fifth c. BC red-
figured vases disappeared in the following century. Their absence is justified by the
changing repertoire of Attic vases, which were now destined for new markets along the
shores of the Black Sea.

It appears, however, that the figure of the acrobat also attracted Greek coroplasts,
though to a limited degree judging from the very few preserved examples. The best
known is the figurine no. 5 from a grave in Chalcis, which depicts the acrobat inside a
circle of sharp objects identified as swords. In contrast, there is no reference in the
bibliography to figurine no. 7, while examples nos 8 and 9 from the same tomb in
Mytilene have recently been published®”. Nothing is known, however, about their
excavation context or accompanying finds.

In contrast to the 4th c. BC, when Athenian painters were indifferent to the
representation of acrobats on their vases, South Italian vase painters showed a notable
preference for this subject. Red-figure vases and Gnathian ware were decorated with
images of acrobats exhibiting various formidable skills. All these vases date between 370
and 330 BC.

The red-figure Campanian hydria no. 10 is one of the earliest examples. The
kybisteter is depicted between a box and a turning wheel —apparently, these objects were
necessary for her art- and two ¢ympana and a ribbon hang in the upper part of the
scene.

The contrast between the multi-figure narrative scenes of the two hydrias (nos 3-4)
in the previous century and the isolated figures in South Italian vase painting is
highlighted by the two Apulian plates (nos 11-12), both works of the same painter. One
depicts an acrobat somersaulting over an upright sword. The other shows a mime
dancer simultaneously balancing a wheel on her right arm*.

The vases nos 13-14, which belong to the class of “Gnathian ware”, are also
decorated with images of an acrobat. On skyphos no. 13, the kybisteter holds a small ball
in her raised hand, while the one on pelike no. 14 is preparing to shoot an arrow from
the bow she holds with her feet.

Instead of solitary acrobat figures, the following group of vases (nos 15-17) is
characterized by binary compositions. In one case (no. 15), the acrobat is represented
balancing on her hands on a rotating wheel®. Her acrobatic feats are accompanied by
the sounds of a flute being played by a seated aulitris. In another case (no. 16), the
kybisteter, who is wearing a white loincloth, is performing her acrobatics in front of a
nude youth leaning on a pillar. In a third case (no. 17), the kybisteter appears with
another dancer who is swirling, her hands clasped above her head.

2 Vazaki 2003, 61.

# See also another example in Winter 1903 11, 160, 1, from Thebes.

# For a similar object in an attic scene which is difficult to interpret, Paul-Zinserling 1994, 118-120, pl.
66,1. The possibility that this was a scene of the women’s quarters (gynaikonitis) should not be ruled out. For
comparable examples of girls performing juggling tricks see above n. 1.

® For a detailed catalogue of performances of acrobats on the potter’s wheel see Pulitani er al. 2017.
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The next group of South Italian vases featuring scenes of acrobats consists of two
examples from Paestum (nos 18-19). Here, the acrobats appear alongside comic-
burlesque actors from Italian popular theatre, the so-called Phlyax actors. The main
subject of Phlyax paintings must have been the parodying not only of myths as these
were in circulation in the local tradition, but also in the form they had assumed in the
works of the tragedians™.

On skyphos no. 18, the phlyax is using a rope to turn the wheel on which the
acrobat is supporting herself on her hands. On the krater no. 19, Dionysus is shown
seated, and two phlyakes are watching the acrobat performing her feats on a table. Two
actors looking through windows in the upper part of the scene also turn their gaze
towards her.

Images of female acrobats on South Italian pottery confirm their traditional
connection with symposia and their accompaniments, i.e., songs, singers, flute-girls, and
dancers. Images like that of the acrobat turning somersaults on a kalyx krater (no. 20)
come from the world of symposiasts. The mast used for the game of kottabos’ (no. 16)
also refers to symposia, while garlands of branches and fillets are interpreted as indirect
references®.

Acrobatic stunts, however, were not only performed for the pleasure of men at
symposia; they also formed part of other celebrations. The preparation of the bride, as
the representation on the obverse of krater no. 17 is interpreted, was also celebrated
with acrobatic dances, as depicted on the reverse of this vase. Here one may wonder
whether the two dancers were professionals or whether they belonged to the bride’s
circle.

Finally, the two phlyax vases (nos 18-19) confirm the close connection of acrobats
with the world of the theatre and public spectacles. Touring with theatrical companies,
these Italian female performers arrived at distant destinations, displaying on stage their
marvellous skills to viewers.

The acrobatic art in South Italy, however, was not only a spectacle. Epigraphic and
pictorial sources document the participation of acrobats in worship activities and confirm
the religious significance of acrobatic shows. Choragic inscriptions of the 3rd c¢. BC*
mention that Italian magicians, among them two women, arrived on Delos to participate
in religious celebrations on the island in honour of Apollo.

The presence of Dionysus on krater no. 19 underscores the connection with his
cult. According to Hughes, Dionysos claps his right hand to his head in a conventional
gesture of dismay”. The representation on vase no. 12 with a mime dancer-acrobat in
front of an altar with two eggs, an indication of some Dionysian mystery rite in which she
is taking part, also recalls Dionysian worship®'.

% Taplin 1993; Dearden 1995.

" For the game of Kottabos see Visconti 2013-14; Attia and Delahaye 2021.

% Scholz 2003, 100.

2 JGX12,110, 113, 115; Pedrizet 1921, 157-158.

% Hughes 2008, 13.

*! Schneider-Herrmann 1982, 503. Contra to the identification with an altar, Paul-Zinserling 1994, 119.
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The presentation of figurative sources for female acrobats concludes with the
figurines found in the fourth c¢. BC tombs in Taras (nos 21-23) and Lipari (nos 24-25)".
Figurine no. 21 was found in a female grave along with a miniature theatrical mask,
which permits a connection with the world of theatre™, a connection Bernabo Brea
accepted without hesitation for the figurines from Lipari (nos 24-25) too. In contrast to
Scholz™, who maintained that the acrobatic art came from South Italy due to the large
number of South Italian examples, one should not underestimate the fact that the
earliest evidence, both figural® and written™, appeared in the Greek region.

To sum up, the iconography of the kybisteter in Classical art attests to a range of
impressive skills including the dance with swords, shooting arrows from a bow with the
feet, and the performance of acrobatics while simultaneously drinking wine. Young girls
dedicated acrobatic dances to Artemis. By contrast, examination of the pictorial and
literary sources has shown that professional acrobats who belonged to the world of
symposia and spectacles performed their acrobatic stunts in honour of deities like
Dionysus and Apollo.
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