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ABSTRACT OF THE DISSERTATION

For Those Yet to Come:

Gender and Kleos in the lliad

by

Celsiana Michele Warwick
Doctor of Philosophy in Classics
University of California, Los Angeles, 2018

Professor Alex C. Purves, Chair

In this dissertation, I challenge the dominant narrative in /liad scholarship that has tended
either to disregard feminine voices or to dismiss their relevance to the poem’s overall evaluation
of heroic society. My methodology is primarily literary-critical, but I also make use of
anthropological and sociological theories of gender, such as R.W. Connell’s concept of
hegemonic masculinity. I argue that feminine voices and perspectives are central to the lliad’s
moral program, and that the epic uses them to critique the destruction that the traditional
masculine values of Homeric warriors cause to community and family ties. The I/iad does not
valorize the strict binary between masculinity and femininity that is upheld by certain characters
in the epic, but instead suggests that some “feminine” qualities are intimately linked with a
warrior’s identity and role as protector. The poem constructs a femininity that both strives to

preserve life and is ultimately doomed in this endeavor, but which is nevertheless portrayed as
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more beneficial to society than the kind of warrior masculinity that excludes all aspects of
femininity from itself. I further propose that this critique of normative warrior masculinity in the
1lliad aligns with a shift in gender roles and warrior identity that appears in the archaeological
record of Greece in the late Early Iron Age (c. 800-700 BCE). I suggest that the liad’s
evaluation of heroic masculinity reflects societal unease with the ways in which traditional
warrior values were beginning to threaten the stability of the emerging polis by prioritizing the

pursuit of kleos, “glory,” over all else.
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INTRODUCTION

In Iliad 12, when the Greeks and the Trojans are battling around the Achaean wall, the
deadlock of the two armies is compared to the evenly balanced scales of a woman working wool
(12.430-35):

AV o1 TOPYOL Kol EMAAEIEG ATHATL POTOV

gppadat’ appotépwbev amo Tpowv kol Ayoudv.

GAL" 008" (g EdHvavTo eOPov oot Ayaudv,

AL Exov B¢ Te TAAAVTO YUOVT] XEPVITIC AANOTG,

1 & oTaBuOV Eyovca Kol EIpLov Apeic AvEAKEL

icdlovs’, tva maicly dsikéo piohov apnrot:

Everywhere the towers and battlements were sprinkled with

The blood of men from both sides, Trojan and Achaean,

But even so the Trojans were not able to put the Achaeans to flight,

But they held like a woman who spins for daily hire holds her scales,

Who holds the balance and weighs the wool on both sides,

Making it equal, so that she might win a pitiful wage for her children.
The image is striking because the work of the woman and the struggle of the warriors are by
necessity ontologically opposed to each other. The woman’s work is creative, converting
disorder into order as she spins wool into thread. It is also life-sustaining, undertaken so that she
may nurture and provide for her children. It is an act of “care” in the sense of Berenice Fisher’s
and Joan Tronto’s holistic definition of care as “a species activity that includes everything we do
to maintain, continue, and repair our ‘world’ so that we can live in it as well as possible.”! By
engaging in the production of textiles and the rearing of children, the woman performs work that
is necessary for the well-being and continued existence of her community.

The work of the warriors around the Achaean wall, in contrast, is destructive. The violent

imagery of the blood sprinkling the ramparts highlights the intensity of the slaughter and the loss

! Fisher and Tronto 1990: 40.



of human life. The warriors’ deaths in battle undo the care work that women have accomplished
in giving birth to these men and raising them up from infancy. By presenting the woman laboring
to feed her children in opposition to the brutality of battlefield carnage, the poem highlights how
the masculine pursuit of glory in war destroys the fruits of the struggle in which women have
engaged in order to foster the growth of human life.

Susanne Wofford has written about how such similes that contrast domestic activities
with the destruction of the battlefield serve both to critique and to elide the violence of Homeric
combat. She argues that although these similes show the negative effects of war by contrasting
battle with the idyllic and productive activities of peacetime that fighting has supplanted, they
also mask the true horror of war by aestheticizing it.” I suggest that the aesthetics of Iliadic
similes do not necessarily elide the possibility of subversive subtext. A major theme of this
dissertation will be to argue that the simile of the woman working wool and others like it cue us
to a specific way of reading the //iad. By comparing the destruction of war with the woman’s
work, the poem creates a bridge between these two diametrically opposed spheres of existence
and, by bringing them into the same conceptual realm, allows the contrasting worldviews of
warrior masculinity and maternal femininity to be measured against each other. This passage
thus not only emphasizes the ways in which war destroys the work of women, but also creates an
opening for us to see that when the masculine imperative to fight is judged by the standards of

the feminine duty of care, it is found wanting.?

2 Wofford 1992: 29-96.

3 On the importance of care in the Iliad, see Lynn-George 1996.
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This dissertation argues that central to the thematic program of the /liad is a feminine-
coded critique of masculine warrior values. This critique aligns with a shift in gender roles and
masculine warrior identity that appears in the archaeological record at the end of the Early Iron
Age. I suggest that the Iliad problematizes the ideal of glorious death that it has inherited from
the epic tradition by drawing upon the perspectives of women, whose own speech genres and
poetic tradition have historically been critical of the pursuit of martial glory. Further, I argue that
the Iliad does not valorize the strict binary between masculinity and femininity that is upheld by
certain characters in the poem, such as Hector, but instead suggests that some “feminine”
qualities are intimately linked with a warrior’s identity and role as protector. The poem
constructs a femininity that both strives to preserve life and is ultimately doomed in this
endeavor, but which is nevertheless portrayed as being more beneficial to society than the kind
of warrior masculinity that excludes all aspects of femininity from itself. This protective
femininity is constructed in opposition to the masculine desire to win kleos, “glory,” and time,
“honor.”* When I speak of “masculinity” and “femininity” in the /liad, 1 am not referring to
universal, essential categories or roles, but to configurations of social practice as they appear
within the poem and within ancient Greek society.> For example, characters in the /liad may
explicitly classify specific activities as belonging to the masculine or feminine spheres, as when
Hector tells Andromache that war is the work of men (6.490-93). Certain perspectives,
behaviors, and roles in the poem are identified with women, either through their association with

the speech and actions of female characters or through similes. Sometimes a male character may

4 On the social construction of gender, see Butler 1990; Cornwall and Lindisfarne 1994: 37ff; Connell 1995: 50ff.

5 For gender as a configuration of social practice, see Connell 1995: 71ff.
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adopt a perspective, behavior, or role that is primarily associated with women, in which case I
consider him to be engaging with the feminine sphere.

I conclude that by demonstrating the ways in which the masculine imperative to win
kleos interferes with the feminine imperative to create and preserve life, the //iad shows how the
hero’s pursuit of kleos is destructive not only for those under his protection but also for himself.
The hero who wins martial glory may ultimately find that it came at too great a cost. For
example, at the end of the /liad, Achilles’ attitude towards kleos more closely mirrors that of
female characters than that of other warriors or even himself earlier in the poem. Achilles’
concern in the final book of the //iad for the suffering and grief that he has caused rather than for
the glory that he has won privileges the feminine critique of martial k/eos and casts doubt on the
unqualified desirability of k/eos for warriors.

There is a longstanding divide in //iad scholarship on the topic of whether or not the
poem affirms the traditional values of Iliadic warrior society—and hence the value of winning
kleos through a glorious death—or whether it critiques or undermines these values. This debate
is closely tied to the question of whether Achilles, the poem’s hero, renounces the values of his
society, and, if he does, if the poem condones or condemns this. One camp sees Achilles as
unequivocally in the wrong for rejecting the Embassy in Book 9 and views the death of Patroclus
as a punishment for Achilles’ socially unacceptable behavior.® Others think that Achilles is in the
right to reject the Embassy because he alone of all the heroes has recognized the problems
inherent in the social order. These scholars view Achilles as reaching for meaning beyond the

“heroic code” that he has been taught to follow.” One of the most prominent of this latter group

¢ Bowra 1930; Finley 1954; Adkins 1960; Lattimore 1951; Lloyd-Jones 1971; Thornton 1984.

" Parry 1956; Whitman 1958; Friedrich and Redfield 1978; Scully 1984; Segal 1996.
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is Adam Parry, who contends that Achilles questions heroic values in Book 9 by “misusing”
traditional epic language. His argument is based on a theory articulated by his father Milman
Parry: that the epic poet can only make use of traditional formulaic language because “at no time
is he seeking words for an idea which has never before found expression.”® Thus, he concludes,
if the poet wishes to make Achilles express his disillusionment with the traditional values of his
society, he can only do so by making him use formulaic language incorrectly:

Achilles is thus the one Homeric hero who does not accept the common language and
feels that it does not correspond to reality. But what is characteristic of the /liad, and
makes it unique as a tragedy, is that this otherness of Achilles is nowhere stated in
clear and precise terms...Homer in fact, has no language, no terms, in which to
express this kind of basic disillusionment with society and the external world. The
reason lies in the nature of epic verse. The poet does not make a language of his own;
he draws from a common store of poetic diction. ...Neither Homer...nor the
characters he dramatizes can speak any language other than the one which reflects the
assumptions of heroic society.’

Another important scholar in this group is Cedric Whitman, who sees the //iad as the story of
Achilles’ rejection of heroic values and search for new meaning in the face of human mortality.
He describes Achilles’ rejection of the Embassy as follows:

It is at this point that Achilles’ difference from his fellows reveals itself as a
qualitative one. He no longer is concerned with the rule book of heroic behavior, the
transparent unrealism of overblown egos asserting themselves through various forms
of violence. He reacts from the mere acceptance of a creed, and places himself on
higher ground. He will not seek honor as the others seek it. He will have “honor from
Zeus,” by which he means he will risk all in the belief that nobility is not a mutual
exchange of vain compliments among men whose lives are evanescent as leaves, but
an organic and inevitable part of the universe, independent of social contract.!'”

8 Parry 1971: 272.
9 Parry 1956: 6.

10" Whitman 1958: 183.



A contingent of Homeric scholars has followed Whitman in characterizing the //iad as being
about the search for meaning in the face of death rather than the celebration of kleos and timé.!!
For example, C.W. MacLeod writes in his commentary on //iad 24:

The Iliad is concerned with battle and with men whose life is devoted to winning glory

in battle; and it represents with wonder their strength and courage. But its deepest

purpose is not to glorify them, and still less to glorify war itself. What war represents

for Homer is humanity under duress and in the face of death; and so to enjoy or

appreciate the Iliad is to understand and feel for human suffering. '?

However, Parry’s and Whitman’s approaches to Achilles have also come under criticism.

Many scholars have argued that oral poetry does not really work in the way that Parry assumes,'
and both Parry and Whitman have been accused of anachronism. Christopher Gill and Mark
Buchan have contended that Whitman relies too heavily on modern theorists such as Kant and
Sartre.!* In reference to the idea that Achilles rejects the values of heroic society, Donna Wilson
writes, “Mainstream twentieth-century scholarship on Achilleus and a presumed crisis in his
heroic identity imported a modern interest in psychology and romantic ideals of originality and,
as a result, created a hero in our own image.”'® In response to Parry and Whitman, a number of
scholars have sought to prove that Achilles’s rejection of the Embassy does not constitute a

rejection of heroic values.'® For example, Wilson argues that Achilles is not questioning the

worth of timé, but is instead engaged in a dispute about whether timé should be derived primarily

1 Griffin 1980; King 1987; Zanker 1994.
12 MacLeod 1982: 8.
13 See Martin 1989: 146-205 for an overview of this issue.

14 Gill 1984: 126 argues that Whitman is influenced by Kant, Nietzsche, and Sartre. Buchan 2012: 30 describes
Whitman’s and Parry’s approaches as “existentialist.”

15 Wilson 2002: 4.

16 Claus 1975; Gill 1984; Wilson 2002; Scodel 2008.



from individual prowess or from inherited status.!” Ruth Scodel suggests that the “heroic code”
does not always present a clear course of action and that the rightness of Achilles’ rejection of
the Embassy is meant to be open for debate.!'®

But despite the amount of ink that has been spilled on this question, the //iad’s
valorization of glorious death is often still assumed. For example, Nancy Felson and Laura
Slatkin wrote in a 2004 article on gender in Homeric epic, “The lliad celebrates the beautiful
death of the warrior and the bonds between men that emerge in the face of war.”!® Similarly, for
scholars whose approach to Homeric epic is based on oral-formulaic theory and historical
linguistics, the primacy of kleos in the poem is often taken as a given.?’ Some Homerists have
taken the //iad’s status as an oral-derived text to mean that it would be impossible for the epic to
question anything that it has inherited from the poetic tradition. Wilson states that the //iad
cannot challenge the values of heroic society, because it is the conceit of the oral poet that he
never innovates.?!

However, there is a difference between denying that one is innovating and actually
refraining from innovation. Although oral poets claim that they always sing a song exactly “as

they heard it,”?? the fact remains that they innovate constantly, sometimes for aesthetic or
y y y

17 Wilson 2002.

18 Scodel 2008.

19 Felson and Slatkin 2004: 112. See also Vernant 1982; Edwards 1985.
20 Nagy 1974; 1979; 1996. Cf. Watkins 1995.

2 ' Wilson 2002: 5.

22 Cf. Elmer 2010.



practical reasons, but often simply because of the nature of oral poetry.>* As Albert Lord writes,
there is no opposition between innovation and tradition in oral song culture:

There is a certain amount of originality in each performance of an oral epic. It has
never been sung exactly the same way before, even by the same singer; it will never be
sung exactly the same way again...It is, moreover, the kind of originality which still
remains within the tradition, because the tradition is but the sum total of the singers
and their songs. The oral poet constantly combines and recombines and adds and
subtracts from what he has heard. And this combining and recombining, adding and
subtracting, is the tradition. When a singer makes a new song, he is following the
tradition. **

Since the oral poet recomposes the song anew every time he performs it, innovation is built into
the oral tradition as a feature. Furthermore, sometimes changes to a song come about in response
to shifting political or social circumstances. For example, Lord relates an anecdote about how a
particular South Slavic oral poet began to sing a song differently after the advent of communism
in Yugoslavia:
In 1934 Forti¢ told how the messenger from the sultan went to Kajnidza, did not find
Alijja at home, and was directed by his mother to the mosque garden where Alija was
assembled with the other men. In this he follows his master's, Ugljanin's, singing of
the story faithfully. In 1951, possibly because he felt that as president of the National
Front in Novi Pazar the mention of religious institutions such as mosques was not wise
or fitting, he has omitted this incident, thus avoiding forbidden gatherings of Moslems
at their churches.?
Thus it stands to reason that Achilles—and the Iliadic tradition itself—could shift their position
on the values of heroic society if cultural circumstances demanded it.

Despite the methodological problems that others have identified in the work of Parry and

Whitman, I consider their evaluation of Achilles in the //iad to be valuable and largely accurate.

23 Lord 2000 [1960]: 13-29; Elmer 2010.
24 Lord 1953: 133,

5 Lord 2000 [1960]: 117.



While Parry may improperly characterize the innovative potential of oral epic discourse, and
while Whitman may be excessively influenced by twentieth-century existentialism, they are
correct in identifying Achilles as being profoundly alienated from his society. While I do not
take the position that Achilles has fully rejected heroic values in /liad 9, I do characterize him as
struggling with the worth of timé and kleos throughout the poem.?® Most significantly, I argue
that in the final book of the /liad, Achilles is no longer concerned with timé and kleos, but is
instead primarily focused on suffering and the search for human connection.?” To show that this
reading of Achilles is not simply the result of twentieth-century “romantic ideals of originality,”
I draw extensively upon Early Iron Age archaeology and the historical record in order to explain
why the /liad’s questioning of heroic values is deeply rooted in cultural changes that were taking
place at the time of the poem’s composition.

As the divide in Iliad scholarship shows, the question of whether a text should be
interpreted as glorifying war or critiquing war is not always a straightforward one. A similar
debate occurred about Clint Eastwood’s 2014 film American Sniper: some critics denounced it
for glorifying the military-industrial complex, while others insisted that it had an anti-war
message because it highlighted combat’s brutal effects on soldiers.?® Eastwood himself said that
while the film might glorify sniping, he felt that it was ultimately anti-war because it portrayed

the toll that fighting took on soldiers and their families:

26 See Chapter 3.
27 See Chapter 4.

28 The extreme variation in interpretations of the movie is shown by the fact that one critic called it “sinister...pro-
war propaganda” (Gordon 2015), while another touted it as “a powerful anti-war film” (Obeidallah 2015).
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I think it’s nice for veterans because it shows what they go through, you know...and

the wives and families of veterans. It has a great indication of the stresses they are

under. And I think that all adds up to kind of an anti-war [message].?’
Eastwood’s statement is interesting in the context of the //iad, a poem which certainly
aestheticizes violence and portrays the joy that warriors feel in battle, but which also emphasizes
the disturbing cost of war for both warriors and their families, just as American Sniper does. As
Schein argues, the picture of war presented in the //iad is ethically complex and difficult to
reduce to a straightforward “pro-war” or “anti-war” narrative.*° I suggest that it is most accurate
to say that the /liad problematizes war and the values that motivate men to fight in war.
Crucially, because of the emphasis placed on the destructive consequences of warriors’ pursuit of
kleos for their families, communities, and the warriors themselves, I argue that we cannot read
the Iliad as valorizing glorious death.’!

The nuanced reading of violence and glory presented in the //iad is thrown into sharp
relief when compared to a text that on the surface has many similarities with the //iad, but in
which there is no sympathy for the suffering that war causes. This text is the Cretan rizitika song
[Tote Ba kapet Eaotepid, “When Will the Sky Be Clear,” which was used as a rallying cry during
the war with the Ottomans and was later adopted by the resistance to the military junta in the
1970s:%

[Tote Ba kapel Eaotepid,
wote B pAePapioet,

Vo, TAP® TO TOLPEKL OV,
™V OLOPON TATPOVA,

2 Galloway 2015.
30 Cf. Schein 2016: 149-170.
31 Contra Vernant 1982.

32 Morgan 1960: 25-29; Gair and Georganta 2012.
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va katefd otov Oparo,
o™ otpdrto 10 Movsovpw,
VoL KOO paveg dtywg y1o0g,
yovoikeg diymg Avipeg,

VoL KOO Kol Lopd Tondtd
va 'vou tyog povadec

When will the sky grow light
when will it warm up

so I can take my rifle

and my beautiful cartridge belt,
and go to Omalo

to go along the Mousouros road,
to make mothers without sons
and wives without husbands

to make orphan children

cry without their mothers.>*

Here the suffering of these non-combatants is presented as an unequivocal good, a sign of the
enemy’s defeat. The narrator of the song looks forward eagerly to the day when springtime
weather will allow him to take up his rifle and deprive his enemies’ mothers of sons and wives of
husbands and make children cry for their mothers. The song’s context as a call to arms against
oppressive regimes casts the grief and deaths of enemy non-combatants as a blow for freedom,
suggesting that the singer means them to be seen as an unequivocal good.

The trope of conflating victory with the suffering of the mothers, wives, and children of
dead opponents is also found in the //iad. Diomedes boasts of his prowess by describing the
effect that his killing of a man has on the man’s family: Tod 6& yvvoukog pév T aueidpveoi giot

napelad, / moideg 6” oppavikoi- “The cheeks of his wife are torn on both sides [in grief] / and his

3 Text from Xpnotéxng and Ztepavéxng 2000.

3% Translation provided by Tim Winters (personal communication).

11



children are orphans” (11.393-94). Similarly, Achilles in //iad 18 associates his own pursuit of
kleos with the tears of Trojan women (18.121-5):
VOV 8¢ kKAE£0G E50LOV dpoiuny,

kai tva Tpoiddmv kol Aapdavidwv fabvkdArwov

AULPOTEPN OV XEPCL TAPELAMY ATAAAWDV

dakpv” OpopEapévny adivov otovayioat EQeiny,

Yvoiev & g o1 dNPOV €YD TOAELO10 TETAVLOL:

But now let me win good kleos,

And let me make one of the Trojan women and deep-bosomed Dardanian women

Wipe the tears from her soft cheeks with

Both hands and groan ceaselessly,

And let them know that I have ceased from war for a long time.
This statement is part of a larger pattern in the //iad in which female tears are converted into
male kleos, as when Hector envisions Andromache as a kind of séma, or “memorial,” for his
kleos after he himself has died. He suggests that some future man will look upon the weeping
and enslaved Andromache and say, "Extopog 1]0¢ yovr| 0g dpiotevecke pdyecbor / Tpowv
inmoddpwv ote "TAov apeepdyovto, “This is the wife of Hector, who was the best of the horse-
breaking Trojans at fighting, when they fought around Ilium” (6.460-61).3¢ The glorious death of
a warrior in battle causes pain to his surviving family, most prominently his female relatives,
whose mourning in turn increases the glory of the dead man and the one who killed him. The
result is a cycle in which the male attainment of k/eos is intimately bound up with female
suffering. Female grief becomes then both the cause of male k/eos and its effect.

The difference between the Iliad and T161e Ba kapel Eactepid is that in the lliad, the

wives and mothers of the dead are allowed to speak back, and the poem shows great concern for

35 Cf. also Diomedes’ statement at 6.127: duotivev 88 & maidec ud pével dvtidmoty, “The sons of wretched
[parents] meet my might [in battle].”

36 Cf. Pucci 1998; Scodel 2008: 28.
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their grief and anger.*” Richard Martin notes that the //iad’s presentation of female characters is
deeply sympathetic, and he suggests that this may be because poets in Archaic Greece occupied a
marginalized and dependent position in society that in some ways mirrored that of women.>® I
propose that this sympathetic portrayal would in turn have led audiences to identify with the
plight and emotions of the women whom Achilles and Diomedes caused to weep. As is shown in
Plato’s lon, an oral performance of epic was intended to evoke a strong empathetic response in
both performer and audience (535b-¢). Ion says that when he is performing something “pitiful”
(8hewvov), his eyes are full of tears (daxpOwv éumipmiavtal pov ol debaipoi), and when he
performs something “frightening or worthy of awe” (poPepov 7} dewvdv), his hair strands on end
and his heart leaps from fear (0pBai ai tpiyeg iotavror Vd EOHPov Kai 1) kapdia Tdd, 535¢). The
experiences of Andromache, Hecuba, and Priam are specifically listed as examples of “pitiful”
things that a rhapsode might narrate (] kol T®v wepi Avdpopdynv érewvdv Tt 1 mepl ‘Exdpnv 1
nepi [piopov, 535b). When Socrates asks if Ion’s audience experiences the same feelings when
they watch him perform, lon says that they do (535d-e):

Tokpdng: 0icOa odv &1t Kai TdV Oeatdy Tovg ToALOVG ToTd TodTo DUEIG Epyalechs;

"Tov: kod paAo KOADG 01da: kaBopd yap £kdotote aTodg vmbey dmd Tod PrpaTog
KAGOVTAG T€ Kol devov EuPrémovtoc kal cuvOaupodviog Toig Aeyouévolc.

Socrates: Do you know that you (rhapsodes) produce the same effects in many of your
spectators also?

Ion: Yes, I know it very well. For on each occasion I behold them from the platform
above weeping and looking awestruck and being astounded in keeping with my words.

37 This is not to say that women do not get to speak back in other modern Greek songs (see below).

38 Martin 2001: 56n3. Cf. Reynolds 1995.
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According to this passage, the goal of the oral performer of epic was to make audiences
not only sympathize with characters, but to feel as if they were experiencing the events that were
being performed for them. Female laments for warriors killed in battle, then, were expected to
produce a visceral emotional response of grief and loss in both poet and listener, making it
impossible for their tears to be related with the same gleeful relish that we see in [16te Ba ket
Eaotepld.

Previous scholarship has suggested that female lament in Homeric epic serves a
subversive function. Through laments uttered for fallen warriors, the women of the //iad such as
Andromache, Hecuba, Helen, and Briseis are able to voice their objections to the masculine
warrior ethic that has led to the deaths of their loved ones and their own suffering. Gail Holst-
Warhaft has written that female lament in the //iad is fundamentally opposed to the masculine
pursuit of kleos because it emphasizes the pain caused by the hero’s death rather than the glory
that the hero wins by dying.>* Andromache, for example, stresses that Hector’s death has left her
and Astyanax in danger of being enslaved or killed, and says that she wishes Hector had died in
his bed, implying that her husband’s glorious death in battle has been a direct cause of harm to
her and the rest of his family (/. 24.725-45). Citing Margaret Alexiou’s research on the
similarities between female laments in modern Greece and in the //iad, Holst-Warhaft suggests
that the practice of lamentation in the //iad reflects a real female speech genre that has been
incorporated into the epic.*’ For this reason, it is likely that the female laments of the I/iad reflect

the attitudes that real women had towards the masculine warrior values of their own time.

39 Holst-Warhaft 1992.
40 Alexiou 2002 [1974]; Holst-Warhaft 1992. Perkell similarly takes the position that the laments of Andromache,

Hecuba, and Helen in /liad 24 are subversive both by content and by position, since they refuse to celebrate warrior
kleos and have, as it were, the last word in the poem (2008).
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Similarly, Nadia Seremetakis’ work has shown that female lament in the Mani region of Greece
constitutes a longstanding oral tradition that is distinct from “men’s songs” and that serves a

subversive function with regard to how women relate to their patriarchal communities:

If the poetics of women contain a rich repertoire of empowerment, it is because
women have been targeted for colonization throughout Maniat history. Thus, the
resistance of Maniat women is not a cultural practice that emerged with “modernity,”
nor does it necessarily end there. The institutions and instruments of internal and
external colonization may have changed from one epoch to another, but the
experiences of colonization and ongoing resistance by women constitute long-term
structures. Rather than affirming the “powerlessness” of women’s practices by
depicting them as residues of destroyed totalities, this study asserts that it is the very
condition of long-term cultural fragmentation and deritualization that renders the
practices of death and divination all the more viable as vehicles of resistance.*!

Thus the subversive nature of female lament is not a modern anachronism foreign to the values

of the Iliad, but a practice deeply rooted in Greek traditional culture.

In this way, we see that the Iliad does not present a univocal celebration of the value of
killing and dying for kleos but incorporates into itself the dissenting voice of female lament that
challenges the masculine perspective. Yet how extensive is this challenge? Sheila Murnaghan
takes the position that the critique of kleos expressed by female lament does not ultimately have
a subversive function within the //iad, since the emphasis on the pain that the warrior has caused
ultimately increases his value and therefore his kleos.** She suggests that the /liad incorporates

the seemingly antithetical voice of female lament into itself only to neutralize it and turn it to the

service of its own poetic ends.** We are left with the question of whether the association of kleos

41 Seremetakis 1991: 2.

4 Murnaghan 1999.

4 Murnaghan 1999. Cf. Doherty 1995 on how the Odyssey neutralizes female voices in a comparable way. Kakridis
1971 makes a similar argument, suggesting that the women in the //iad are a narrative device, and that they are

portrayed as attempting to hold the hero back from his heroic kleos so that he may resist them and reassert his
dedication to his warrior identity.

15



with the suffering of women and other non-combatants in the //iad functions as a critique of the
system of heroic values, or whether it reinforces the system, with each scene of mourning
increasing the kleos of slayer and slain.

In this dissertation I argue that female characters’ perspectives on kleos in the Iliad are
not neutralized, but are rather harnessed to comment on the destructive aspects of male warrior
kleos. The subversive aspect of lament is not confined to the laments themselves, as Holst-
Warhaft has suggested, but is also taken up by Achilles and the poem’s narrator. Although
Achilles is deeply concerned with the masculine warrior values of kleos and timé throughout
most of the /liad, in Iliad 24 he adopts a position that is much closer to that of female lament. At
the end of the poem he is seemingly disinterested in kleos, and his focus is instead on the
suffering that he has caused through his participation in the war. This emphasis on suffering
rather than glory can also be found in the way the narrator speaks of dying warriors in the //iad.
In many of the “obituaries” that mark individual warriors’ deaths, the focus is on the tragedy of
the young man leaving behind his wife or parents when his life is cut short.* In this way, the
feminine voice of lament can be shown to pervade the //iad far beyond the limited scope of the
speeches of female characters.

Previous scholarship on gender in the //iad has tended to focus on the ways in which
femininity is excluded from warfare and warrior identity. Marylin Arthur, Thomas Van
Nortwick, and Christopher Ransom have shown how men in the //iad, and in particular Hector,
see themselves as having to sever their ties to women and the feminine sphere of experience in

order to fulfill their male warrior role.* These analyses continue a prominent trend in the last

4 Cf. Tsagalis 2004: 179-188.

4 Arthur 1981; Van Nortwick 2001; Ransom 2011.
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200 years of classical scholarship whereby the //iad has been characterized as a quintessentially
masculine poem, often in supposed opposition to the more “feminine” Odyssey.*® This view of
the Iliad can be summed up with a quote from George Steiner: “There shines through the /liad an
idealized yet also unflinching vision of masculinity, of an order of values and mutual
recognitions radically virile.”*” That this idea still has considerable traction within the field of
Classics is shown by the fact that multiple participants in a workshop on women writers and the
1lliad at the 2016 Society for Classical Studies annual meeting cited this statement as an
explanation of why the /liad has received so few scholarly treatments and artistic adaptations by
women.*® My dissertation argues that the portrayal of warrior masculinity in the /liad is neither
“unflinching” nor uncritically celebratory, but rather deeply troubled. Further, I show that gender
is central to the conflict of values that plays out in the //iad, and that femininity is not excluded
from the poem but is instead fundamental in the //iad’s evaluation of heroic society.

The concept of kleos and its relationship to gender in the //iad is important to my analysis
in this dissertation, as are related concepts such as kudos, euchos, and time. Kleos is a word that
literally translates as “what is heard,” but it often has a broader meaning of “reputation,”
“fame,” or “glory,” namely the glory that the poet confers upon the hero by immortalizing him in

epic song.*" It can also refer to the songs that the poet sings: the poetic tradition is the klea

46 Clayton 2004: 1-20. Cf. Felson and Slatkin 2004; Ebbott 2005.
47 Steiner 1996: xviii-xix.

48 The seminar was titled “Responses to Homer’s Iliad by Women Writers, from WW?2 to the Present” and took
place on January 7, 2016 at the 147" annual meeting of the Society for Classical Studies in San Francisco, CA.

4 Ford 1992: 59. Cf. LfgrE.

50 Edwards 1985: 71.
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andron, “the glorious deeds of men.”*! In the Iliad, kleos is almost always used in the sense of
poetic glory or fame, rather than in the more general sense of “rumor” or “news.”> This idea of
kleos as poetic glory was an important concept in Proto-Indo-European culture, in which poets
and their patrons had a mutually beneficial relationship based on the poet’s ability to confer kleos
aphthiton (*k’lewos n-dhgwhitom), “imperishable fame,” which Proto-Indo-Europeans
considered more valuable “than life itself.”>

In its original Indo-European context, kleos was not exclusively derived from martial
prowess. In the Rigveda, the phrase daksitam sravah, the Sanskrit formula that is cognate with
kleos aphthiton, is associated with great wealth and strength rather than with heroic deeds
(1.9.7).>* However, the kleos that can be won by mortal men in the /liad is exclusively a martial
kleos.>> Gods may sometimes have kleos derived from non-martial actions (such as building the
walls of Troy, 7.458), and objects may have kleos based on their associations with famous people
or events (such as the shield of Nestor, 8.192), but kleos for men in the //iad comes only from

fighting well, killing other men, or dying bravely.>® The struggle to win such poetic immortality

1 Nagy 1974: 248; 1979: 16. Cf. Segal 1996.

32 Edwards 1985: 71. As opposed to the Odyssey where aklées, “without kleos,” is used to mean “without news”
(Od. 1.241,4.728, 14.371).

53 Watkins 1995: 70. Although there has been some attempt to challenge *k’lewos n-dhgwhitom as a PIE formula,
Watkins makes a strong case for it that is difficult to refute. For the debate, see Floyd 1980; Finkelberg 1986; Risch
1987; Watkins 1995: 173ff.

54 Cf. Risch 1987.
35 Edwards 1985: 73.

6 Cf. Schein 1984: 68. Here I list the passages in the /liad in which mortals are said to win or possess kleos. Men
win kleos for fighting well: 2.325, 5.3, 5.172, 5.532, 6.446, 10.212, 10.282, 15.564, 17.415, 18.121, 23.280. Men
win kleos for capturing booty from the enemy: 5.273, 17.16, 17.131, 17.143, 17.232, 17.419. Men win kleos by
killing other men: 4.197, 4.207, 7.91. Men win kleos by dying: 9.413, 9.415, 22.110, 22.305. The only instance in
which a man is referred to as having kleos that does not come from participation in war is at 22.514, a complex
passage that I will discuss in more detail in Chapter 1.
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through exceptional martial deeds is central to the heroic ethos of the warriors of the Homeric
poems.’” In Iliadic society, it is considered worthwhile to die in exchange for eternal fame, since
death is inevitable for all mortals. (/1. 12.322-328). Thus, kleos comes to be seen as a
compensation or consolation for death.>® In the traditional formulation of heroic values expressed
in the /liad, a glorious death in battle preserves the hero forever in the poetic tradition at his
moment of greatest strength and beauty, ensuring a unique kind of immortality that is otherwise
unachievable for mortals.’® The ultimate articulation of this idea is the famous “choice of
Achilles,” in which the hero must decide whether he would rather live a long life at home but be
forgotten after his death, or die young at Troy but win kleos apthiton (II. 9.413).%° The other
young warriors who left their homes to fight in the Trojan War did not know, as Achilles does,
whether or not they would die, but all of them made the choice to risk death because they
considered kleos to be a worthy compensation for a short life.

In the lliad, unlike in the Odyssey, there seems to be almost no concept of negative kleos.
Agamemnon in Odyssey 24 says that a “hateful song” (ctuyepn| 6¢ 1" dowdn, Od. 24.200) will be
sung about Clytemnestra in the future. This is a reference to the bad kleos she will have in
contrast to the “graceful song” (dowdnyv...xapieccav, Od. 24.97-98) that will be sung about
Penelope. In the /liad, however, kleos is viewed almost entirely as an unqualified good. Failure
to fight well and die bravely results in being akleés, “without kleos” (Il. 7.100). 1t is this fear of

dying without kleos that leads Hector to face Achilles in battle, not a concern that he will have a

57Beck 2011: 442-43.
38 Scodel 2008: 30.
% Vernant 1982.

0 Cf. Edwards 1985: 75.
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bad kleos in the future if he does not fight (/I. 22.304). Agamemnon does say that if he returns
home to Greece without winning the war he will be duskleés, which would literally mean
“having a bad kleos™ (Il. 2.115, 9.22), but Max Greindl argues that kleos is viewed as such an
overwhelmingly positive quality in the /liad that duskleés has come to be synonymous with
akleés, suggesting that to have a “bad kleos” really means to have no kleos.!

Kudos and euchos are frequently used along with kleos as words for “glory” in the /liad,
but in some passages differences in meaning appear. Like kleos, kudos can refer to battlefield
glory, but it often seems to refer to a more ephemeral glory that a warrior has in the present
moment. Scodel refers to kudos as a kind of “divine charisma.”%? It can be won (dpécfou) in
battle by great deeds like kleos, or it can be granted by a god.®* But a god can instantly and
unexpectedly take away the kudos that he bestows, as Nestor’s words to Diomedes in /liad 8
make clear (8.140-144):

1 00 Y1yvdokelg & ol £k Atdg ody Emet’ G

VOV gV yop tovtm Kpovidng Zevg kbdog omalet

ofuepov: Botepov avTe Kol Ui, ai Kk~ 08AnGt,

dwaoel avip 6€ kev ob Tt A0 VOOV €ipvooalto

0088 naA” TpOpog, énei 1) TOAD EpTepdg E6TL.

Don’t you know that the might of Zeus is no longer with you?
For now Zeus the son of Kronos gives kudos to this man—

Today. Later he will also give it again to us,
If he desires. But a man cannot ward off the mind of Zeus,

! Greindl 1938: 9.
92 Scodel 2008: 25.

63 Scodel 2008: 25. Unlike kudos, kleos is rarely a gift from the gods (Scodel 2008: 26). Kudos in the Iliad won
through martial prowess: 3.373, 4.95, 4.415, 9.303, 10.307, 12.407, 13.676, 14.365, 15.644, 16.84, 17.287, 17.321,
17.419, 18.165, 20.502, 21.543, 22.57,22.207, 22.217, 22.393. Kudos in the Iliad bestowed by a god: 1.279, 5.33,
5.225,5.260, 7.205, 8.141, 8.176, 8.216, 11.79, 11.300, 12.174, 12.255, 12.437, 13.303, 14.358, 15.279, 15.491,
15.596, 15.602, 16.88, 16.241, 16.730, 17.251, 17.453, 17.566, 18.294, 18.456, 19.204, 19.414, 21.570, 23.400,
23.406, 24.110. Kudos in the Iliad as a quality that gods possess: 1.405, 5.906, 8.51, 11.81,22.217.
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Not even a mighty one, since he is far stronger.**

This ephemeral quality of kudos is also reflected in the fact that while the living can have both
kudos and kleos, the dead can only have kleos, not kudos.%

Euchos comes from euchomai, meaning “pray” or “boast.” Euchos literally signifies
“what is prayed for” or “what is boasted of.” This etymology connects it with the idea of
reputation, and hence with kleos—what is worthy of boasting about is also worthy of being
remembered by others.®® Adkins identifies euchos and the related word euchalé as referring
literally to the “victory-shout” that a warrior makes at the moment of triumph, and by extension
to glory.” However, this kind of glory is not only associated with warriors, as Hecuba calls
Hector her euchélé at I1. 22.433.%8

Closely linked to the concept of kleos in the system of masculine warrior values in the
lliad is the idea of time, “honor.” Timeé is a reflection of a person’s status in and value to his
community.® Warriors, for example, get timé for fighting well (16.84), while kings get timé
because of their authority as rulers (II. 1.278-79, 2.197).7° As a physical manifestation of timé,

individuals may be awarded a geras, or “prize.””! Gods also possess timé and are owed honors

6 QOther passages in the Iliad in which a god takes away kudos: 8.237, 15.595, 21.596, 22.1

6 Frinkel 1962: 88n14; Redfield 1975: 33. Although mortals who died but who then became gods can have kudos,
cf. Semele in the Catalogue of Women (Most fr. 162.6).

% Muellner 1976: 82; Thalmann 1984: 90.

7 Adkins 1969.

8 Cf. Chapter 1.

% For timé in the Iliad, see Van Wees 1992: 61-153; Wilson 2002; Scodel 2008.

70 Cf. Wilson 2002: 37 on the conflict in the /liad between these two systems of timé.

7l Zanker 1994: 11.

21



from mortals.”® Timé additionally has the meaning of the “price” or “penalty” that is paid in
recompense for some wrong (7. 3.459).”3 Significantly, being awarded timé increases one’s
kleos, while the loss of timé diminishes kleos.”* Scodel describes the relationship between timé
and kleos in the following way:

In some ways, kleos appears to be simply the extension of #imé in space

and time. Timeé, manifest in face-to-face interaction, becomes good kleos

when its object is not present, and people still speak deferentially about

him or her. Thus honor becomes good reputation, and reputation ideally

becomes everlasting glory.”

Timé and kleos, honor during one’s lifetime and glory after death, are the dual rewards for which
men in the /liad fight and together constitute what is most valued by masculine warrior society.”®
Just as this system of warrior values can be shown to date back to the Proto-Indo-
European past, the tradition of female lament is likely of similar antiquity.”” Because of our lack
of direct evidence concerning the Greek oral tradition before Homer, it is impossible to say when

the genre of female lament was incorporated into epic, whether its presence in the /liad is a
longstanding feature of the Greek epic tradition or a relatively recent innovation. It is possible
that the Iliadic tradition always contained a feminine-coded critique of the value of k/eos. The
danger that the warrior’s pursuit of kleos in battle posed to his society may always have been a

source of anxiety and tension that could have been reflected in the epic tradition. However,

evidence from the archaeological record suggests that the anxieties and tensions concerning

2. Cf. 11. 9.498, 9.514, 25.65-70.

73 Redfield 1975: 33. See II. 3.286, 3.288, 3.459.
4 Schein 1984: 71.

5 Scodel 2008: 23.

76 Schein 1984: 68.

77 Bozzone 2015.
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warrior masculinity that we see in the //iad were not particularly important to the Greeks of the
Early Iron Age until the eighth century BCE, at which point both society and warrior masculinity
were radically redefined. For this reason, I argue that the troubled portrayal of warrior
masculinity in the /liad reflects the concerns of this particular historical moment.

As for why the Iliad privileges feminine voices, I consider this to be an example of the
phenomenon described by Laura Claridge and Elizabeth Langland, whereby, “Male authors, as
they attempt to subvert the “masculine” subjective configurations available to them at a
particular moment in history, initially if briefly align themselves with what their society codifies
as the female.”’® I argue that the /liad uses feminine perspectives on kleos to critique the
dominant paradigm of warrior masculinity in Greek society after the viability of this paradigm
was called into question by the rapid social changes at the beginning of the Archaic period. Here
I differ from Ian Morris, who views the //iad as a kind of propaganda poem that is meant to
assert aristocratic warrior values in the face of class conflict between the elites and the new
“middling” class associated with the rise of the polis.” I instead suggest that the challenges to
aristocratic warrior values which Morris sees in burial practices and other aspects of the
archaeological record can also be found within the /liad itself.

In my analysis, I make use of R.W. Connell’s work on hegemonic masculinity, in which
she posits that when a society encounters a crisis point, its dominant form of masculinity will
evolve in order to continue to justify its supremacy in changing social circumstances. I argue that

when warfare in the eighth century began to threaten the stability of the emerging polis

8 Claridge and Langland 1990: 5.

7 Morris 1986; 1987: 171ff. For the conflict between “elite” and “middling” factions, see also Kurke 1999.
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communities, the form of warrior masculinity that valued the pursuit of kleos above all else gave
way to a new form of warrior masculinity that incorporated into itself elements that had
previously been coded as feminine, such as prioritizing the defense of one’s community over
individual glory.

Connell argues that we should speak not of a singular “masculinity” within a given
cultural context but of multiple “masculinities” that are ordered in hierarchies of power and that
shift and change over time. The dominant, i.e. most ideologically privileged, form of masculinity
in a society is called “hegemonic masculinity.” The concept of hegemony is derived from
Antonio Gramsci’s analysis of class relations and refers to the cultural dynamic by which a
group claims and sustains a leading position in social life. Connell defines hegemonic
masculinity as “the configuration of gender practice which embodies the currently accepted
answer to the problem of the legitimacy of patriarchy, which guarantees (or is taken to
guarantee) the dominant position of men and the subordination of women.”

In Connell’s theory, hegemonic masculinity subordinates not only women, but other
forms of masculinity. For example, in late twentieth century American society, heterosexual men
were dominant and homosexual men were subordinated, with “gayness” becoming the repository
for whatever was symbolically excluded from hegemonic masculinity.®! In the society depicted
in the Iliad, the position of hegemonic masculinity is occupied by the aristocratic warrior who

holds himself aloof from the feminine sphere. Normative warrior masculinity in the //iad is

80 Connell 1995: 77.

81 Connell 1995: 78. Connell’s analysis here is based upon the hegemonic masculinity of the late 1980s and early
1990s.
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constructed in opposition to women and children, as when Hector before his duel with Ajax says
(7.235-7):

un Tl pev nite nat&‘)g apoavpod mepnTile

NE YOvaKog, 11 ol’nc 010ev moAeunio Epya.

adTap Ey®V €V 01da Pdyog T avopokTaciog Te

Don’t test me as if [ were some weak child,

Or a woman, who knows nothing about the works of war.

I myself know battle well, and the slaying of men.
Here a sharp dichotomy is drawn between men, who understand fighting, and non-masculine
“others”, who do not.?> Male and female spheres are kept strictly separated, and femininity is
excluded from the battlefield.®* A primary concern in constructing the heroic self is to avoid the
possibility of being perceived as sub-masculine while simultaneously undermining the
masculinity of one’s enemy. Warriors frequently verbally impugn the masculine status of their
opponents on the battlefield, seeking to reduce their power and authority.® Thus Diomedes,
when he is wounded by Paris’ arrow, declares, ovk dAéyw, o¢ €1 pe yovn Bdrot §j mdig dopwv, “1
care no more than if a woman or a witless child had shot me” (11.389). He refuses the
subjugation implicit in having been wounded by another warrior by negating his opponent’s
masculine status, thereby denying that Paris has any power to dominate him.

Warriors also rigidly police the masculinity of their comrades and themselves. Men may

gender-shame their fellow-fighters in order to induce a change of behavior or provoke

appropriate action. For example, at 7/. 7.96 Menelaus berates the Achaean soldiers by calling

82 Redfield 1975: 120; Ransom 2011: 37.

83 Schein 1984: 77; Arthur 1981; Van Nortwick 2001; Ransom 2011.

8 For more on this verbal “flyting” between warriors, see Vermeule 1979: 99f; Martin 1989: 65-77. Van Wees has
drawn comparisons between flyting and the “trash talk” associated with gangs or modern team sports (1992: 61,

110).
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them Ayoatideg ovkétr Ayoroi, “Achaean women, no longer Achaean men,” in order to spur them
into fulfilling their proper masculine role by fighting Hector.**> Similarly, warriors also castigate
themselves for displaying deficiently masculine behavior that could leave them vulnerable to an
opponent. In /liad 22, when Hector is considering whether or not to supplicate Achilles for his
life, he tells himself that if he takes off his armor and surrenders, Achilles will kill him as if he
were a woman (KTevéet 8¢ pe Yopuvov éovra / abtog de e yovoixo 22.124-5).86

Proper warrior masculinity in the //iad is also dependent upon winning kleos by fighting
in the frontlines of the battle. In //iad 12, Sarpedon explains to Glaucus the behavior expected of
a hero (12.310-28):

[Muadke ti 1j On vl teTipupecto pdoto
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Glaucus, why are we two especially honored

With seats and meats and full cups

In Lycia, and all behold us like gods,

And we are allotted beautiful shares of land by the banks of the Xanthus

85 The same phrase is used by Thersites at /. 2.235 to shame the Greek soldiers when they run for the ships.

86 Cf. Van Nortwick 2001.
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Of orchard and wheat-bearing ploughland?

Therefore now it is necessary to go and stand

Among the first and to have a share of searing battle,

So that one of the cuirass-armed Lycians might say often,
“They do not rule inglorious in Lycia,

Our kings, and eat the fat flocks

And the excellent honey-sweet wine. But indeed their strength
Is good, since they fight among the foremost Lycians.”

O friend, if we two might be able to flee this war

And live always and be ageless and immortal,

I myself would neither fight among the first,

Nor would I send you into battle that brings glory to men.
But now since the countless dooms of death stand by us,
Whom it is not possible for a mortal to flee or escape,

Let us go and give glory to another or let someone give it us.

Warriors are expected to display strength (ic, 12.320) and to fight in the front lines seeking to
win glory (gdyog, 12.328) for themselves. This glory will serve as a compensation for the heroes’
inevitable mortality (12.320-28). Fulfillment of this martial role secures a warrior his privileged
place in society. It is due to the warrior’s bravery and glory on the battlefield that he is granted
honor, wealth, and status.?’

This form of martial masculinity can be described as hegemonic in Iliadic society
because it justifies the superiority of warriors over women and other men. The latter two
categories of people are alike in that they cannot fight for the community or receive martial
kleos, relegating them to a lower social status. In Homeric society, the hegemonic position is
occupied by the normative warrior masculinity that excludes all ties to femininity from itself.
Subordinated masculinity is represented by the specter of the effeminate man who is no better

than a woman. Nevertheless, similes spoken by the narrator—as well as Achilles’ own self-

presentation at different points in the poem—suggest that a new form of masculinity may be

87 See Redfield 100ff; Scodel 2008: 23.
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emerging, one that incorporates into itself certain aspects of what was previously thought of as
“feminine.”®8
Diomedes and Hector are in different ways perfect examples of normative hegemonic

masculinity in the //iad. Both Arthur and Héléne Monsacré characterize Diomedes as the
quintessential Homeric hero.?® Arthur points out that Diomedes is completely separated from the
feminine sphere of life, seeming to feel no urge to engage with the world of women. For
example, he attacks and wounds Aphrodite, the symbol of female sexuality, and tells her to
withdraw from the battle because it is not her domain (5.349-51):°

gike A10¢ 00yatep molépov Kkai dniotiTog:

N ovy, A1 BTTL yuveiKag AvAAKISOG NTEPOTEVELC;
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prynoety moAepdv ve kol €1y’ €tépwOL THOM Q.

Withdraw from the battle and strife, daughter of Zeus!

Is it not enough that you lead astray weak women?

But if you go into the war, indeed I think that you

Will shudder at war, even if you should learn of it from far off.
Diomedes insists that Aphrodite has no place in the war because of her associations with
femininity, and at the same time demonstrates that he is immune to feminine seduction. He
makes clear that he, a strong man, will not succumb to Aphrodite’s wiles in the way that a “weak

woman” would. Similarly, unlike other warriors, Diomedes never expresses love or longing for

Aegialeia, the wife he has left behind, or, in fact, even mentions her.”! We are only made aware

88 See Chapter 3.
8 Arthur 1981; Monsacré 1984.
% Arthur 1981: 20.

ol Arthur 1981: 23.
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of her existence because Dione predicts that Aigialeia will weep if Diomedes dies in battle
(5.410-15):

T vOV Tudeidong, &l kol pdia koaptepog €oTt,

epalécbm pn tig ol dusivov oglo payntot,

un onv Atyddeia mepippmv Adpnotivn
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KoVpidlov Tobovsa TOcY TOV AploTov Ayoudv
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Therefore now the son of Tydeus, even though he is very mighty,

Should take care lest someone better than you fight with him,

Lest Aegialeia, wise child of Adrastus,

Lamenting should rouse her dear household companions from sleep,

Longing for her wedded husband, the best of the Achaeans,

She the strong wife of Diomedes breaker of horses.
Diomedes himself, however, does not appear to be concerned about the consequences that his
martial actions will have on his wife.

Hector, on the other hand, feels the pull of the feminine sphere very strongly but
vehemently rejects it, maintaining the boundaries of his masculinity against encroaching offers
of feminine care and seduction that would distract him from his warrior role.”? In liad 6, he
refuses first Hecuba his mother, then Helen his sister-in-law, and finally Andromache his wife
when they attempt to delay him. When Hecuba offers Hector a cup of wine, he tells her: i pot
oivov detpe pekippova moTvia pfjtep, / uf W dmoyvidong péveog, GAkTig 1 Mbmpat, “Don’t lift
for me wine that is sweet to the mind, lady mother, lest you should enfeeble my strength, and I
should forget my might” (6.264-65). Here Hector explicitly ties his rejection of Hecuba’s

maternal care to his fear that such care will sap his strength and make him less fit for the

battlefield. He similarly refuses Helen’s request that he sit down and rest by saying that his

2 Arthur 1981; Van Nortwick 2001; Ransom 2011.
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“heart is eager to aid the Trojans” (6.361-61). He again opposes his duty to fight to a woman’s
desire to offer him care.”> Andromache’s attempt to convince Hector not to return to the
frontlines is the most emotionally difficult for Hector. In contrast to Diomedes’ lack of concern
for his wife, Hector shows great empathy for the pain he will cause Andromache when he dies in
battle (6.448-465). He does not, however, seek to avert the fate that he sees for Andromache by
taking her advice and preserving his own life. Hector is always hyper-conscious of his duty as a
man and a warrior and does not allow himself to stray from it.

Paris, in contrast, represents the deviant, subordinated masculinity of a man who has
given himself over to femininity by reveling in sexual pleasure and luxury.”* He has become an
effeminate, defective warrior who withdraws from the fighting, is considered cowardly, and is
rebuked by Hector, Priam, and others. Helen in //iad 6, for example, condemns Paris for his lack
of concern for traditional warrior values, saying, &vSpog &nert’ dpeAlov dpeivovog etvol KorTic,
/ 0G fon vépeotiv te kol aioyea TOAL™ dvBponw, “Would that I were the wife of a better man, one
who knew righteous anger (vépeowv) and the many reproaches of men (aioyea)” (6.350-51).
Helen is saying that Paris has no regard for aidos, “shame,” and nemesis, “righteous anger,” two
emotions that are important for the smooth functioning of warrior society.”> Redfield describes
the necessity of aidos and nemesis for maintaining social cohesion: “Aidos inhibits action by
making the heroes feel that if they acted thus they would be out of place or in the wrong.

Nemesis drives one to attack those who have shown themselves lacking a proper aidos.””® Aidos

9 Cf. Van Nortwick 2001.
% Arthur 1981; Ransom 2011.

95 On the importance of nemesis and aidos in warrior culture, cf. Adkins 1960; Redfield 1975: 113ff; Scott 1980;
Cairns 1993; Williams 1993. For women and aidos, see Ferrari 1990.

% Redfield 1975: 116.
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and nemesis thus prevent dangerous transgression of social norms and boundaries. Paris’ lack of
care for aidos and nemesis shows that he is not concerned with acting properly as a warrior or
with enforcing proper behavior in anyone else.

Paris’ defective status as a warrior is explicitly tied to his effeminacy. When Paris flees
from Menelaus in battle, Hector berates him (3.39-45, 54-55):

AVGTOPL E160G GPLGTE YOVALLOVEC ATTEPOTEVTOL
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Evil Paris, best with respect to your form, mad after women, deceiver,

Would that you had died unborn and unmarried.

I also would wish this, and it would be much better

Than for you thus to be an outrage and an object of the suspicion of others.
Indeed I suppose the long-haired Achaeans will rejoice

Thinking a prince [has been chosen]”’ to be our foremost man because he has a
Beautiful appearance, but there is not strength in his mind nor any might.

Your lyre will not aid you nor the gifts of Aphrodite
Nor your hair nor your form when you will mingle with the dust.

Here Hector reproaches Paris for being excessively focused on his appearance, his sexual
appetites, and his musicianship rather than on his duty as a warrior. As Monsacré¢ has shown,
physical beauty is not in itself a sign of effeminacy in Homeric epic if it is present in a man along
with other desirable qualities such as martial skill, and descriptions of warriors’ beauty by the

narrator or other characters are usually complementary.”® Priam, for example, says of

7 For this translation of this line, see Kirk 1985.

9 Monsacré 1984.
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Agamemnon, kaAOv 6’ oUt® £ydv oV o 1dov deBaipoicty, / 008" obT® yepapov: BacIAT yap
avopi owke, “I have never seen with my eyes a man so beautiful or so majestic. For he is like to a
kingly man” ({I. 3.169-170). Agamemnon’s masculinity is not deficient because in addition to
being kalos, “beautiful,” he is also kingly.

The trouble with Paris is that his beauty is all that he has to recommend him. Hector says
that the Achaeans will think Paris was chosen as a leader because of his beauty, implying that he
could not possibly have been chosen for his skill as a warrior, since he lacks bié, “force,” and
alke, “might.”® Excessive concern with one’s physical appearance is also associated with
effeminacy. The narrator speaks disparagingly of Nastes in the Catalogue of Ships, who has rich
personal ornaments but lacks martial skill (Z/. 2.871-75):

0¢ Kol xpuoov v ToAepov 6 Tev ite KovP

VIATLOG, 0VOE Ti 01 10 ¥y’ EmNpkece Aypov dAeOpov,

GAL™ €04un VIO Yepol modMKEOS Alakidno

&V moTapu®, YPLGOV & AAeDs EKOUIGGE SaiPpmV.

Nastes, who went to war wearing gold like a girl,

Foolish, nor did this in any way ward off baneful destruction from him,

But he was killed in the river at the hands of the swift-footed

Grandson of Aeacus, and skilled Achilles carried off his gold.
According to this passage, being overly preoccupied with one’s appearance makes one “like a
girl” (Mte kovpm) and therefore unsuited to martial pursuits.

Paris’ association with Aphrodite similarly marks him as excessively involved with the

feminine sphere.!?’ As Diomedes points out in /liad 5, Aphrodite’s realm of influence is not the

battlefield, but rather the seduction of women. Because she is Paris’ special patron, he is skilled

9 The description of Paris “fondling” (4pomvta) his armor as he sits in Helen’s chambers while the other Trojans
fight highlights his lack of concern for his warrior responsibilities (cf. Kirk 1990: 202; Graziosi and Haubold 2010:
168-69).

100 Arthur 1981.
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in sexual matters, but his performance as a fighter leaves something to be desired. The reference
to Paris being yovarpaveg, “mad after women” (3.39), also evokes Paris’ abduction of Helen
from Sparta, the cause of the conflict between the Achaeans and Trojans. Hector rebukes Paris
for starting the war but being unable to acquit himself honorably in it. As an effeminate man and
a sub-standard warrior, Paris represents everything that is symbolically excluded from the
hegemonic masculinity of the //iad. He is the negative masculine archetype that other warriors
seek to avoid.

Alongside this system of hegemonic and subordinated masculinities, I argue that the //iad
presents an alternative conception of masculinity that is associated with maternal protection and
that is in conflict with the drive to win time and kleos. This masculinity can be seen coming to
the fore in similes spoken by both Achilles (9.323-27, 16.7-11) and the narrator (8.268-27,
11.269-272, 17.1-6) that compare warriors to mothers. This is not a subordinated masculinity but
an emerging new form of hegemonic masculinity. Connell has theorized that hegemonic
masculinity is vulnerable to “crisis tendencies,” meaning that when a system of masculinity can
no longer justify its hegemony because of cultural change, a disruption and transformation of
gender configurations will occur, leading to the emergence of a new system of hegemonic
masculinity.'®! T argue that such a crisis can be detected in the /liad’s treatment of the value of
kleos. In the Iliad, a warrior receives status and honor in return for his services to society
(12.310-28). In an ideal situation, the Homeric warrior exists in a state of mutual benefit with his
community, with the warrior offering martial protection, and the community offering ¢timé during

the warrior’s lifetime and kleos after his death.!%? The Iliad shows how this system breaks down

101 Connell 1995: 84.

102 Redfield 1975: 100£f; Haubold 2000: 37.
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when the warrior’s desire for kleos interferes with his duty to protect his community. In this way,
the system of masculinity in the /liad is experiencing a “crisis” in the sense that Connell
describes, since the justification for the old configuration of hegemonic masculinity has eroded,
but a new configuration has not yet taken its place. I argue that this crisis in the //iad reflects a
similar crisis taking place in contemporary Greek society, and that the new “maternal
masculinity” that we see emerging in the /liad reflects changes and upheavals in masculine
warrior identity that were taking place at the end of the Early Iron Age.

Burial practices for most of the Early Iron Age (a period lasting from the late eleventh to
the early eighth-century BCE) seem to indicate that the hegemonic masculinity of the //iad—a
warrior masculinity that privileges the pursuit of k/eos above all else and maintains a strict
separation from femininity—was also hegemonic in Early Iron Age Greek societies. Male graves
were marked by deposits of weapons, suggesting that for the class of men deemed worthy of
burial, the identity of “man” and the identity of “warrior” were synonymous (in contrast to
Bronze Age burials in which “warrior” appears as only one of many possible male identities).!*
Ian Morris has argued that in the Early Iron Age, only the upper classes of society were given
formal burial.!** “Warrior” would then have been the identity of elite males. That these warriors
shared an ideology emphasizing the pursuit of kleos aphthiton like that of Iliadic warriors is
suggested by the practices of cremation and ritual destruction of grave goods found in Early Iron
Age weapon burials. These practices mirror the funerals of slain warriors in the //iad and suggest

a homologous desire to cement the eternal fame of a warrior through the transcendent destruction

103 Whitley 2002; Lemos 2002: 197.

104 Morris 1987.
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of his corpse and possessions.'®> The archaeological record also shows that throughout Greece,
female graves were characterized by certain grave goods that were not found in male graves,'%
implying that Early Iron Age society had a strict separation of gendered roles and spheres as we
see in the Iliad. Male graves are free of “feminine” graves goods just as Iliadic warriors must
refrain from excessive contact with the feminine sphere in order to maintain their hegemonic
masculinity.

In the mid- to late-eighth century these burial patterns were radically disrupted,
suggesting that the hegemonic masculinity of the Early Iron Age had become contested. Weapon
burials ceased, as did the strictly gendered deposition of grave goods, implying a societal re-
evaluation of both masculinity and warrior identity. These changes co-occurred with the rise of
the polis. The shift at this time from depositing weapons in graves to dedicating them in
sanctuaries hints that the warrior’s role had been redefined from being primarily concerned with
individual glory and status to being primarily concerned with the well-being of the community,
leading to a new kind of hegemonic masculinity. The dissatisfaction with hegemonic masculinity
in the //iad and the emergence of community-oriented warrior masculinity show that the epic is
engaging with this social shift in the purpose and meaning of masculine warrior identity.

This reevaluation of warrior identity may have come about because warfare in the late
eighth century became more destructive to civilian populations than it had been previously. I will
provide evidence that warfare during the Early Iron Age did not typically involve the destruction
of settlements, but that around the beginning of the Archaic period (the eighth and seventh

centuries BCE) war became more destructive and began to affect civilian populations to a much

105 Whitley 2002: 227.

106 Whitley 1996.
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greater degree than it had previously.!%” This change, in turn, may have led to a reevaluation of
the warrior’s role, since the individualistic pursuit of glory had come to be seen as potentially
dangerous to the community that he was meant to protect.'? This tension between individual
glory and the good of the community in the //iad was largely resolved by the rise of the polis and
its associated ideologies, which subordinated the good of the individual to the good of the
community. The hoplite phalanx, for example, which would become the dominant military
formation of the Archaic and Classical periods, depended upon the ability of individual soldiers
to hold their place beside each other in the battle-line and was incompatible with the heroic
monomachy of the Iliad.'” This is the style of warfare depicted in the work of the seventh-
century poet Tyrtaeus, who praises warriors for their ability to fight cohesively as members of a
group, not for the glory they win in single combat.'!° Even in the Odyssey, a more forgiving and
expansive definition of kleos is presented, in which kleos is not synonymous with death as in the

“choice of Achilles” in the /liad, but whereby a hero may win both kleos and nostos. '!!

197 Cf. Snodgrass 1971; Van Wees 2004.

108 Cf. Haubold 2000. For the Greek warriors of the Iliad, the community that they must protect is composed of the
laos, their fellow-fighters, while for the Trojans, the community includes both the /aos and non-combatants such as
wives, children, and elderly parents.

109 There is some debate over when hoplite tactics first began to be used in ancient Greek warfare. Some scholars
posit a “hoplite revolution” in the seventh century that involved a drastic change in the way wars were fought, with
the phalanx suddenly replacing the disorganized single combats described in Homeric epic. This in turn is supposed
to have led to a sudden greater enfranchisement for the previously oppressed non-aristocrats who would have made
up the bulk of the hoplite phalanx (Hanson 1989; 1995). Others, such as Snodgrass, have argued that the change
toward hoplite tactics was gradual and did not have significant political consequences (1965). A third group argues
that no hoplite revolution in fact took place, and that hoplite tactics were in use in the Geometric period and can be
identified in the descriptions of massed infantry formations in the /liad (Latacz 1977).

10 Cf. Adkins 1960; Jaeger 1966: 103; Snell 1969; Murray 1993; Raaflaub 1993. Irwin 2005, on the other hand, has
argued that there is not a significant difference between the warrior ideologies of Homeric epic and Tyrtaean elegies.

For my discussion of these ideas, see Chapter 5.

1 Janko has dated the Odyssey later than the Iliad on the basis of his statistical analysis of linguistic forms in
Archaic Greek epic (Janko 1982).
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Odysseus does not need to leave his community defenseless, as Hector does, in order to ensure
his own glory through a “beautiful death,” but is able to return and set things to rights in
Ithaca.!!?

In the lliad, however, no such resolution has yet taken place. The emphasis on the
dysfunctional nature of the warrior values that we see in the poem reflects the concerns of a
society in flux, in which the old system of belief no longer functions, but a new system has yet to
be found. Perspectives associated with femininity therefore become an ideal vehicle for
expressing disillusionment with the ideal of dying for kleos that the I/iad has inherited but cannot
wholeheartedly endorse. The centrality of such feminine perspectives to the /liad will be the
theme of my dissertation.

This dissertation consists of five chapters. I begin by considering the relationship that
women have to kleos in the first two chapters before moving on to examine the ways in which
the interactions between gender and kleos play out in the context of contested masculinities. In
my first chapter, I bring in evidence from the Hesiodic Catalogue of Women to argue that female
kleos is bound up with the biological cycle of birth and death and is fundamentally opposed to
male warrior kleos, which seeks to transcend this natural cycle. In my second chapter, I show
how Helen’s status as a metapoetic figure links her self-blame and distress at being the cause of
the Trojan war to the ways in which the poetic tradition is complicit in promulgating the warrior
ideology that privileges dying for kleos. In my third chapter, I explore how the opposition
between femininity and kleos plays out within the contested construction of masculine warrior

identity in the //iad. 1 argue that the poem positively associates femininity, and in particular

112 Odysseus’ relationship to his community is arguably problematized in other ways, such as in his failure to save
the lives of his crew and in his aborted conflict with the families of the suitors in Odyssey 24.
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maternity, with a warrior’s defense of his comrades, and that this maternal defensive fighting
stands in opposition to the pursuit of kleos. In my fourth chapter, I consider the case of Achilles
in liad 24. 1 argue that in this final book of the poem, Achilles displays an attitude that has much
in common with the negative valuation of kleos in female lament, and that the adoption of this
perspective by the poem’s preeminent warrior undermines the unqualified value of kleos
elsewhere in the epic. In my fifth and final chapter, I examine the arguments that I have made in
the previous chapters in the historical context of Early Iron Age and Archaic Greece and propose
that the crisis of warrior masculinity that I have identified in the poem stems from the changing

nature of Greek warfare and the warrior’s place in society during this period.
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CHAPTER 1

The Works of Women’s Hands: Female K/eos in Archaic Epic

This chapter focuses on the nature of female kleos in Archaic Greek hexameter poetry,
and on how this nature factors into the hostile attitudes that female characters in the //iad often
express toward male warrior kleos. loannis Kakridis has argued that women in the //iad function
as a narrative device, attempting to dissuade men from pursuing glory in battle so that the men
may refuse them and reassert their dedication to warrior values.!!* Other scholars, such as Pietro
Pucci, have discussed how women are marginalized by the //iad’s system of warrior values and
the ways in which male kleos is increased by female suffering.!'* I suggest that women are not
only marginalized and harmed by the system that confers k/eos on men, but that female kleos
operates according to a different paradigm: one that is generative rather than destructive. Women
in Archaic Greek hexameter poetry tend to win k/eos from weaving and from sexuality and
childbirth, activities that nurture life and increase the biological prosperity of the community.
Furthermore, a woman’s kleos is closely tied to the survival and success of her descendants. In
this way, female kleos is compromised by the desire of warriors to win kleos by fighting and
dying in battle.

This association of female k/eos with generation and male kleos with destruction is not
absolute. In the case of Helen, for example, her great fame among future generations is tied to

the suffering that she has caused, as she herself acknowledges (6.354-58). Elsewhere in Archaic

113 Kakridis 1971: 68ff.

114 Pyucei 1993, 1998; Murnaghan 1999; Scodel 2008: 28. See Introduction.
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poetry, men may win kleos through generative activities, such as the creation of song.!'> In the
lliad, however, male kleos is bound up overwhelmingly with the destructive environment of the
battlefield.!'® Warriors achieve glory by killing their opponents, and, ultimately, by dying
gloriously themselves (//. 12.328). Jean-Pierre Vernant describes such a death in battle as a
“beautiful death,” a perfect snapshot that immortalizes a hero forever in the poetic tradition at the
moment of his greatest strength and beauty.!!” Thus, while female kleos depends upon the
creation and perpetuation of life, male warrior kleos depends upon cutting life short. The
competition between these two paradigms is heightened because men in the /liad perceive the
genealogical continuity that fosters female kleos as a threat to their own future fame: they view
the continuous replacement of one generation by another as a symbol of man’s anonymity and
interchangeability, as in Glaucus’ simile where he compares the generations of men to the
generations of leaves (/. 6.145-49). Warriors seek to suspend this natural cycle of birth and
death by achieving kleos aphthiton, “unwithering fame.” In this way, female kleos and male
kleos in the Iliad become antithetical, each unable to thrive without diminishing the other.

Much of the previous scholarship on female kleos in Homeric epic has focused on the
Odyssey, often emphasizing the similarities and differences in men’s and women’s relationships
to fame. Some scholars have argued that Penelope can be seen as winning kleos equivalent to

that of a male warrior through her métis and areté.!'® Marylin Katz has suggested that Penelope’s

115 In the Homeric Hymn to Apollo, the poet promises to spread the kleos of the Delian maidens far and wide if they
will spread in return his fame as the sweetest singer (165-175). See also the discussion in Chapter 2 of how Ibycus
will spread his own kleos and that of Polycrates through song (cf. PMG 282).

116 See Introduction.

17 Vernant 1982.

118 Helleman 1995; Schein 1995.
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kleos should instead be seen as indeterminate, and that the poem never fully resolves the question
of whether her kleos is the result of her faithfulness to her husband or of her own excellence.!"’
More recently, Melissa Mueller has focused on women’s ability to win kleos through weaving in
the Odyssey. Helen claims a share of kleos for herself in Odyssey 15 when she gives Telemachus
a garment, which she calls a pvijp” ‘EAévng xelpdv, “a remembrance of the hands of Helen” (Od.
15.126). This product of Helen’s weaving will serve as a vector of her fame when it is worn by
Telemachus’ future bride and viewed by the people of Ithaca (15.127), just as a poet’s song
increases the fame of its subject.'’ As I will argue in Chapter 2, the web that Helen weaves in
lliad 3 depicting the battles of the Trojans and Achaeans (3.126-27) is also closely linked to her
kleos, although in a more complicated way.

The shroud that Penelope makes for Laertes stands as another example of a woman
winning kleos through weaving. Antinous, after describing Penelope’s trick of weaving and
unweaving Laertes’ shroud for three years (Od. 2.85-110), says that Penelope is making great
kleos for herself while the suitors lay waste to Telemachus’ possessions (2.123-26):

TOQpa. Yop odv Plotdv te Te0V Kol kTipat Edovta,
dopa ke Keivn TodTOV £YN VOOV, OV TVE Ol VOV

&v otfecot TiBeiot Beol. péya pev KA€og anTh
TOLET, avTap coi ye moOnVv moréog BroToto.

They will eat your livelihood and possessions

As long as she holds this intention, which

The gods put in her breast. She will make great kleos
For herself, but for you a longing for much livelihood.

119 Katz 1991. Katz relates this ambiguity to the indeterminacy of Penelope’s character that is produced by the poet’s
choice to leave the motivations for many of Penelope’s actions in the poem enigmatic or unstated. Murnaghan and
Dobherty, on the other hand, suggest that the indeterminacy of Penelope’s character is a binary oscillation between
fidelity and infidelity, which reduces Penelope’s characterization to a reflection of male insecurities about female
sexuality (Murnaghan 1994; Doherty 1995: 56). For the debate about Penelope’s motivations, particularly with
regard to her choice to set the contest of the bow, see Harsh 1950; Amory 1963; Murnaghan 1986; Winkler 1990.

120 Mueller 2010.
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Mueller has stated that feminine k/eos won through weaving runs parallel to male efforts
to win kleos, but that it does not interfere with such efforts: “Weaving, while analogous to poetic
song, was a realm in which women did not compete directly with men. Women could win fame
from the work of their hands without compromising male kleos.”'?! While it is true that weaving
does not directly challenge male kleos, 1 find it significant that both of the examples of female
kleos won through weaving cited by Mueller are ceremonial garments closely associated with
significant stages in the human life cycle: the wedding garment with sexual union and new life,
and the shroud with natural death from old age. The fame won through these acts of weaving is
linked to genealogical continuity not only by weaving’s status as a generative process, but also
through the symbolic associations of these woven garments.

Scholarship on female kleos in the Iliad has been less extensive and has largely focused
on Helen.!'??> Nancy Felson and Laura Slatkin have gone so far as to argue that female characters
in the /liad do not have kleos.'** While it is true that no woman in the /liad is specifically said to
possess kleos as Penelope is in the Odyssey (24.196-98), I suggest that there is still textual
evidence for female kleos in the poem. For example, women in the //iad are said to possess
kudos (22.431-36), a kind of glory closely related to kleos,'** and Helen in Iliad 6 speaks of
being “an object of song for the men of the future” (doidipor éccopévoist, 6.358), a clear

reference to the preservation of her fame in the poetic tradition.

121 Mueller 2010: 2.
122 Suzuki 1989; Blondell 2010.
123 Felson and Slatkin 2004.

124 For the relationship between kudos and kleos, cf. Introduction.
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In this chapter I seek to further illuminate the nature of female kleos in the Iliad by
examining it in the context of other instances of female kleos in the Odyssey and the Hesiodic
corpus. I suggest that the unifying feature of female kleos in early Greek epic is that it is
generative and that it depends upon the continued physical existence of the products of women’s
labor. I begin my discussion of this paradigm of kleos with the Hesiodic Catalogue of Women,
which declares its subject to be female excellence (Most fr. 1.3). I argue that this poem presents
having a sexual encounter and giving birth to a child as a gender-specific path to kleos for
women, analogous to dying in battle for men. In addition, I suggest that the Catalogue
demonstrates the importance of genealogical continuity for the stability of women’s future fame,
and I provide examples of how this importance is expressed by female characters in the //iad and
the Odyssey. I then explore the ways in which female kleos is compromised by the male warrior
kleos of the Iliad, which preserves in poetry what has been destroyed in the physical world. I
conclude that the fundamentally generative goals of women in the //iad cannot peacefully coexist
with the destructive male drive to win kleos on the battlefield.

The Hesiodic Catalogue of Women is a fragmentary genealogy of the heroic age that
organizes itself around mortal women who have sexual encounters with gods and give birth to
famous lineages of heroes. It is characterized by the repeated formula 1’ oin, “or such as her,”
which gives rise to its alternate title, the Ehoiai.'*> The Catalogue is usually dated to the sixth
century BCE, but it is the product of a poetic tradition that evolved alongside the Homeric poems

and interacted with them, as is shown by the intertextual links between the Hesiodic Catalogue

125 For the debate over whether the Ehoiai and the Megalai Ehoiai are the same poem, see Cohen 1986 and
D’ Alessio 2005.
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and the miniature catalogue of women in the nekyia of Odyssey 11.126 The story of Tyro in
particular has lines that are identical in both poems (Most fr. 30.2-3=0d. 11.249-50). It is thus
appropriate to read the Catalogue alongside the Iliad and the Odyssey as part of an epic tradition
with shared subject matter and themes.

In its proem, the Catalogue declares its subject to be the “tribe of women” (yvvaik®dv
@dlov, Most fr. 1.1) “who were the best (aristai) at that time” (ol t6t' dproton Eoav, Most fr.
1.3).127 To be aristos (“the best”) means to possess areté, “excellence” or “the quality of being
aristos.” Areté and kleos have a close relationship. As Greindl writes, kleos is der “Ruhm,” der
durch apetm vom Helden erworben wird, “the glory that will be acquired by the heroes through
areté.”'? Kleos arises from areté, as we see when Agamemnon says of Penelope, “The kleos of
her areté will never perish” (1® oi kKA éog oD mot” dAeiton / g dpetiic, Od. 24.196-97). Areté’s
status as a source of kleos is also seen in the way in which the word areté is often modified in
poetry with the epithet eukleiés, meaning “famous” or “possessing good kleos.”'?* Furthermore,

kleos and areté sometimes appear in the same place in related formulaic expressions,

126 West 1985; Rutherford 2000; 2011. West argues for a sixth century date based on multiple pieces of evidence:
the divinity of Heracles in the poem, the eponyms of the Medes that are used, the geographical scope of the peoples
listed in the Phineus episode, and the mention of the city of Cyrene, which was founded in 631 BCE. He concludes
that the poem can be dated to between 580 and 520 BCE, and that Athens was the likely place of composition for its
present form. However, he suggests that the Catalogue is based upon local genealogies that were fixed no later than
the eighth century BCE (West 1985: 125ff). Rutherford argues that a version of the Catalogue must have existed at
the time of the composition of the Homeric poems (2000; 2011). Most scholars follow West in accepting Athens as
the place of the Catalogue’s composition (Irwin 2005a; Rutherford 2005; Ormand 2014). Fowler 1998, however,
suggests that it was composed in the region of Delphic Amphictyony and associates it with the First Sacred War.
Hirschberger 2004 argues for a connection to Asia Minor.

127 The first two lines of the Catalogue are identical to the last two lines of the Theogony: viv 8¢ yvvaik@yv @drov
deicate, novénetat / Moboar Ohopumiddes, kobpar Awog aiyidyoto, “And now sing the tribe of women Olympian
Muses, daughters of aegis-bearing Zeus” (Theog. 1021-22=Most fr. 1.1-2).

128 Greindl 1938: 10.

129 Greindl 1938: 10.
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highlighting their close semantic and conceptual association.!** Thus, by naming its subject as
“the women who were best at that time,” the Catalogue suggests that it means itself to be read as
a kind of Ur-text for female kleos. Lucian and Dio Chrysostom both viewed the Catalogue in this
way, stating that it is a poem in praise of women (Luc. Hes. 1.44, D. Chr. 2.13).

The excellence of the women is linked to their roles as sexual partners of gods and as
mothers of half-divine offspring. The dpiotar, or “excellent/best women,” are the women who
“loosened their girdles” and “mingled with the gods” (nitpog t' dAAlvcavTO...pioydueval Beoio|v,
Most fr. 1.4-5). Most’s reconstruction of the proem places emphasis on the offspring that
resulted from these unions (Most fr. 1.14-16):

TamV Eoneté pot yeveny te Kol dyAad TEKva

ooc[at]g on mopéL[ekTo TATNP AVOPAV TE DDV TE

o|nepufai]vov Ta [TpdTa YEvog Kudp®dY aciinwv

Of these women tell [me the race and the splendid children:

all those with whom lay [the father of men and of gods,

begetting [at first the race of illustrious kings.'3!
These lines are fragmentary and the reconstructions of dyiad téxva, “splendid children,” and
vévog KudpdV PBaciinmv, “the race of illustrious kings” are not certain, but the participle
o|nepufai]vov, “begetting,” makes clear that the conception of children is being described. In
this way, the kleos of the women in the Catalogue can be linked to their sexual and procreative
functions. By giving birth and perpetuating a famous genealogy, the women secure their place in

the poetic tradition. This pattern is observable in the following passage from the Catalogue about

the daughters of Porthaon (Most fr. 23.5-37):!32

130 Greidnl 1938: 25, 27.
131 Translation by Most 2007.

132 Translation by Most 2007. Lines 27-31 of this fragment are quoted in the scholia on Sophocles’ Trachinian
Women.
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N’ olou [ko]dpar TTopBdovog dEeyév[ovio

tpe[ic, o]iai te Ocai, mepucarréo [Epy' eidvio ]t

t[&]g mote [A]ao[06]n kpeiovs' Yrepnic & ud]pov
vet]varto [oapOavog [0]a[A]epov Aéy[oa] g[ic]avafdca,
Evplubepiotv te Ztpat[o]viknv [t]e Zt[€]podmnyV T€.
ta]i 00.[.] Nopedwv kaAlr[Ao]kdu[wv] cuvomndoi
I.]-[--.]---Mo[v]céwv 1€ [Ka]t' o[Vpea] n[c]onevia
..o ][] Eoyo[ v [T]apvnoocod t' dxpa kapnva

ceee o] [ Jpe[v]on xpooo[o]tepdvov Appoditng
.......... 1.UTex...[ 1] J---[ Jo.[ ]..[ ].-opovTeg

vo[... ....]..[.] moAAa k[ ].[ Judvag tkovto
wapl.....].[...]tL pakp' o[Vpea oi]keiovoar,

dopoat[a Asimo]ucot T[atpog Kol untlépa KEdVNV.

ai pa toT' g[T]del dyar[Adpevar kol did]peiniowy
apoei mepl kp[Mvnv Evnvov dpylupodivem

néplon oteiPolv géplonv
dvOea po[6]pev[on KeaAfig e0M]dea KOGHOV:
téov uf..].[Jue.[ ]. ®oifoc AmOA ®V,

Bri 8¢ pé[plav dvae[d]v[ov é0{wvov] Xt[p]a[t]oviknv:
ddxKe 0 [on]di [pi]Awt BaA[ep]nVv [K]ekAfioOBou dkottv
alvtiBéwr MeA[av]ijt, [tov obp]e[ot] mOTVia vopuen
Olimn[1]c ITpo[v]d[n Jopat[..Jov..[
M1 0" V[ okvoapévn KaAMLwVog XTpatovikn

Ebputov [€v peydpoto éyewvato @iltatov vidv.

10D 0' vieig [éyévovto Aniwv <te> KAvtiog te
T[0&]evc [T dvtiBeog ' "Teitog 6Cog Apnoc.

T[0Vg 0]¢ néD' [omhotdnyv TékeTo EavOnv ToAelav,

T[N¢ év]ex' Oty[ar]in[v

Apgt]tpyoviadng [

v [8'] avtéwv Tapa o[ Tp

O¢o[ti]ioc inmod[a]pog o[

Nydyed' inn[o]iolv t€ [Kai Gppact KoAANTOloL

popia &[d]va [mo]pd[v

Or like them: the daughters who were born from Porthaon,
three, like goddesses, [skilled] in very beautiful [works]:
whom once [Laothoe,] blameless ruler of Hyperesia,
bore after she went up into Porthaon’s vigorous marriage-bed,
Eurythemiste and Stratonice and Sterope.
They ] companions of the beautiful-haired Nymphs
] and of the Muses on the wooded mountains
] they possessed, and Parnassus’ lofty peaks
] of golden-crowned Aphrodite
I
] many [ ] they arrived
] they, dwelling in high mountains,
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leaving] their [father’s] mansions and their dear [mother.
Then, exulting in their form and thoughtlessness,
around [the fountain] of the silver-eddying [Euenus,

early in the morning they walked [ ]the dew
seeking flowers, [a sweet-smelling] ornament [for their heads.
Of them [ ] Phoebus Apollo,

and he went carrying off [well-girdled] Stratonice without bridal gifts,
and gave her to his dear son to be called his vigorous wife,

to god-like Melaneus, whom [on the mountains] the queenly nymph,
Oectaean Pronoe, [

Pregnant by him, beautiful-girdled Stratonice

in the halls bore Eurytus, her very dear son.

From him were born sons, Deion and Clytius

and god-like Toxeus and Iphitus, scion of Ares.

After these, last of all he begot blonde Iolea,

for whose sake Oechalia [

Amphitryon’s son [

And her, beside their father [

horse-taming Thestius [

he led off with his horses [and closely-joined chariots

[presenting] countless wedding-gifts [

The genealogical structure of this passage is typical of much of the Catalogue. Four generations
are narrated here: first Laothoe bears Eurythemiste, Stratonice, and Sterope. Then Stratonice is
abducted by Apollo, marries his son Melaneus, and bears Eurytus, who in turns begets four
children, including lolea, whose liaison with Heracles is presumably described in the following
fragmentary lines about “Amphitryon’s son.”'** The poem then returns to the second generation
and begins to narrate the marriage of Eurythemiste to Thestius before the papyrus ends. This
passage illustrates the way that the genealogies of the Catalogue are organized around women

and female lines of descent, and how women enter into the poem as wives and mothers of

successive generations.

133 This Iolea is the Iole from Trachiniae, the daughter of Eurytus king of Oechalia (S. Trach. 382).
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It should be noted that a number of scholars have contested the reading of the Catalogue
as a poem in praise of women. Elizabeth Irwin argues that the Catalogue is not encomiastic of
the women it describes, since they are voiceless and lack agency. She suggests instead that any
praise of the women should really be interpreted as praise of their male sexual partners, whose
status is increased by a union with a superlative woman.!** Lillian Doherty pushes back against
this view, criticizing recent scholarship on the Catalogue for failing to acknowledge that the
poem is about women. She argues that if scholars dismiss the female characters whose stories are
told in the Catalogue, they are adopting a dangerous androcentric perspective.'**> Kirk Ormand,
in contrast, follows Irwin in stating that Lucian is wrong to characterize the Catalogue as praise
because the women in it are singled out not for their virtues but for their desirability as sexual
objects. He argues that Doherty inflates the role of the women in the Catalogue, and that they
function primarily as passive objects of male desire. Ormand concludes that the Catalogue is not
about women at all, but about the heroes to whom they have given birth.!3¢

My position is that we cannot say that the poem does not praise women simply because
the women in it do not possess qualities that we as a modern audience would consider
praiseworthy, such as agency. Rather, we should infer that if a poem that declares itself to be a
description of the “best women” places emphasis on the children born to these women, it is the
quality of having given birth to children which makes a woman most praiseworthy. According to

the Catalogue, a woman wins renown not through her own actions but through her descendants.

134 Irwin 2005a: 50. See Cohen 1990 for a survey of the encomiastic epithets used to praise the women in the
Catalogue. They are praised primarily for beauty, but also for other qualities such as intelligence and skill at
weaving.

135 Doherty 2006: 307.

136 Ormand 2014: 46.
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For example, in one fragment of the Catalogue, Dionysus is referred to as the son of “very
glorious Semele” (Zegpédng £pucvdéoc ayAaog vidg, Most fr. 162.6). Here Semele is explicitly
referred to as possessing kudos, and it is clear that this kudos is derived from her status as the
mother of immortal offspring. Similarly, Lysidice earns her place in the Catalogue, and thus her
fame, by giving birth to Alcmene, who in turn gives birth to Heracles (Most fr. 136). The story of
Niobe in the //iad serves as a significant parallel to these themes identified in the Catalogue.
Niobe’s boast that she is superior to Leto because she has twelve children and Leto only has two
(1l. 24.607-8) suggests that a woman’s excellence is closely bound up with the number of
descendants that she produces. The punishment for this boast (the murder of Niobe’s children)
also highlights the importance of offspring for a woman. Leto’s superiority to Niobe is proved by
her offspring’s successful elimination of Niobe’s progeny.'*’

Additional evidence for this model of female excellence is found in the work of the
female Boeotian poet Corinna, who may have been a contemporary of Pindar.'*® Significantly
for our purposes, her extant fragments contain thematic and intertextual links with the

Catalogue.'*® In a seemingly programmatic statement, Corinna declares, “I sing the excellences

137 That Niobe has kleos is shown by Achilles using her as an exemplar of the quintessential grieving person in Iliad
24 (602-604). This renown does not come from her production of offspring, however, but, like Helen, from the pain
that she has both caused and suffered.

138 Corinna’s date is notoriously controversial. Ancient accounts place her in the fifth century and describe a poetic
rivalry between her and Pindar, but the orthography of the Berlin papyrus of her poetry dates to the mid-fourth
century BCE (Lobel 1930: 356, 365; Lesky 1966: 177-80). West has argued for a third-century date because he
considers Corinna’s interest in genealogy and local myths to be characteristic of the Hellenistic period (West 1990;
cf. Page 1953). Stewart has suggested that there is archaeological evidence to support an earlier date for Corinna, in
the form of corroboration for Tatian’s list of the statues of female poets by the temple of Venus Victrix (4d Gr. 33-
4). Tatian describes a statue of Corinna by the fourth-century sculptor Silanion, which, if real, would rule out a third-
century date (Stewart 1998). Larson 2002 has argued that there is nothing in Corinna’s subject matter that would
rule out an earlier date.

139 T arson 2002.
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(aretas) of heroes and heroines” (idvel 6’ elpodoVv dpetag / xeipmadwv, fr. 664). Notably, the
female figures that appear in Corinna’s surviving work, such as the daughters of Asopus who are
abducted by Zeus, Poseidon, Apollo and Hermes (fr. 654) or the 50 nymphs who gave birth to
the sons of Orion (fr. 655.14-17), closely resemble those of the Catalogue. They attract the
sexual interest of gods or heroes through their beauty and become the progenitors of famous
genealogies but are passive figures without voice or agency.'*® As with the women of the
Catalogue, their “excellences” seem to lie in their sexual attractiveness and fertility rather than in
qualities for which we as modern feminist readers might like to laud them. Thus Corinna gives
us an additional example of poetry that declares a woman’s primary claim to fame to be the
children she bears.

Nevertheless, it is important to note that Helen once again presents a problem by not
aligning exactly with this paradigm. In the Catalogue, Helen is said to have “great kleos” before
she is even married (mega kleos, Most fr. 154.39), and it is in fact because of this kleos that so
many men come seeking to marry her. For example, Podarces and Protesilaus offer wedding gifts
on the basis of her kleos (Most. fr. 154.37-39):

dpoeo d'ayyelinv Aaxedapovade mpoioilov
Tovdapéov m[ot]i ddpa daippovog Oifaridno

TOAAG O' Eedv[a 61dov,] péya yap kKAEog [Eoke Yv]vakog
Both kept sending messages ahead to Lacedaemon,

To the mansion of Oebalus’ son, valorous Tyndareus,

and they gave many wedding-gifts, for great was the kleos of the woman.'#!

140 Skinner 1983; Larson 2002.
141 That they have offered wedding gifts before they have even seen her is significant because the poem implies that

gifts offered before the wedding cannot be taken back. In Most fr. 154c Odysseus does not offer gifts because he
knows that Menelaus will win the competition and become Helen’s husband (cf. Ormand 2014: 69).
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This kleos is explicitly linked to Helen’s beauty and marriageability, and thus to her sexual and
reproductive potential, a potential which is fulfilled when she marries Menelaus and gives birth
to Hermione, the last “unexpected” (aelpton, Most fr. 155.95) child of the heroic age. However,
the references to Helen’s “great fame™ also hint at the future destruction that this fame will cause
when Paris abducts Helen on the basis of her reputation as the most beautiful woman in the
world, causing the suitors whom the Catalogue has just enumerated to embark for Troy.!4?

Deborah Lyons interprets the Catalogue in a way that is similar to Irwin and Ormand,
contending that the majority of the women in the poem cannot be said to have kleos because they
do not have a distinctive name and because they “have no story,” suggesting instead that they are
merely formulaic placeholders in genealogies.'** She points out that in general the names of
heroines are more variable and more repeatable than those of heroes. The heroines of two
different myths often have the same name, and the same heroine often has two different names in
two different versions of a myth. A good example of this tendency is Oedipus’ mother, who is
called Iocaste in Sophocles but Epicaste in the Odyssey (11.271). Lyons argues that this
interchangeability of heroines is particularly pronounced in the Catalogue, noting that although
the poem almost always assigns names to the women in its genealogies, it often gives them

names that are not “distinctive,” i.e. not unique, and that in many cases the names assigned to

142 Tphigenia (called Iphimede in the Catalogue) could also be seen as an exception to the argument that the women
in the Catalogue win their place in the poem, and therefore their kleos, through marriage/sex and childbirth, since
she neither marries nor has children, but is instead made immortal by Artemis after the Achaeans sacrificed an
€idmAov (“phantom”) in her place (Most fr. 19.17-26). However, Iphigenia’s apotheosis renders mortal kleos
unnecessary. We may recall Sarpedon saying that he only seeks kleos in battle because he cannot be “immortal and
unageing” (dynp® T dbavato tg, Il. 12.323). Since Artemis has already made Iphigenia “immortal and unageing all
her days” (d0davoro[v kai dynplaov fjua[to wavta, Most fr. 19.24), she does not need to bear a child, just as a man
who has achieved apotheosis no longer needs to fight. The same could also be said of Iphigenia’s aunt Phylonoe,
whom Artemis makes immortal at Most fr. 19.12, if Most’s reconstruction is correct and the Catalogue presents the
same story as Apollod. Bibl. 3.10.6.

143 Lyons 1997: 51-55.
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female figures in the Catalogue differ from those in other texts in which the same myth is
preserved.!** She argues that the women assigned these variable names cannot be said to have
kleos, because “kleos depends on having a name and living up to it.”!*

Lyons makes an important point about the instability of female names in Greek
mythology, and in doing so highlights the tradition’s greater interest in male heroes. However, |
am not certain that this instability would have been regarded by Archaic epic’s original audience
as canceling out the kleos of the women in the poems. In the oral culture of Archaic Greece,
kleos is conveyed in the moment of speaking, as is indicated by its etymology. It is closely
related to the verb kluo, “hear,” and many of its cognates in other Indo-European languages
mean simply “sound.”'*® In Greek, the most basic definition of kleos is “what one hears of.”'%’
Svenbro concludes that this “heard” quality is a necessary characteristic of kleos: “If kleos is not
acoustic, it is not kleos.”'*® Thus it can only be the poet’s audible performance that conveys
kleos. The name that is sung by the poet is the name that carries the kleos of that performance,
even if another poet in a different performance were to speak another name.

The aural/oral nature of onomastic kleos is demonstrated in Theognis 237-52, in which

Theognis tells Cyrnus that he will make him immortal through song.'** The poem makes clear

that Cyrnus will have kleos by virtue of his name being audibly spoken or sung. He will “lie in

144 Lyons 1997: 54.

145 Lyons 1997: 56.

146 Chantraine 1970; Svenbro 1993 [1988]: 15.
47 [ fGIE.

148 Svenbro 1993 [1988]: 14-15.

149 For a discussion of the nature of kleos in this poem, see Goldhill 1991: 109-116.
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the mouths of many” (moAAGV keipevog év otépacty, 240). Boys will sing of him (dicovraz,
243). He will be carried not on the backs of horses (249), but by the “shining gifts of the violet-
crowned Muses” (dyAad Movcdov ddpa iootepdvmv, 250), namely, by means of song. He will
be a “subject of song” (dowdn}, 251). Regardless of whether the so called sphragis or “seal” poem
of Theognis (19-26) indicates that the poet assembled a written collection of his poems,'*° the
association of fame with being “in the mouths of many” at 240 clearly indicates that even in the
sixth century, kleos was still conceived of as something conveyed through the spoken word. In
this way, we may say that from an emic perspective, the kleos of the women in the Catalogue is
created at the moment of performance and is not determined by the stability the women’s names
between various mythological texts. Nevertheless, it is also true that names gain kleos through
repetition, and that a woman’s name that exists only in one performance will have less kleos than
a name that is repeated more often. In this way, we may say that while it is not true that the
women in the Catalogue do not have kleos, it is the case that they have less kleos than they might
have if their names were more consistent throughout the poetic tradition.

To return to the second part of Lyons’ argument, that the women of the Catalogue do not
have kleos because they “have no story,”!>! I suggest that they do have a story, albeit a simple
one. The basic recurring “plot” of the Catalogue, as described by Osborne, involves an
irresistibly beautiful woman attracting the attentions of a man or a god (or both), having a sexual
encounter, and giving birth to a child.'>?> For many of the women in the Catalogue, this plot is

conveyed by one or two formulaic lines, but some of them, such as Tyro, Mestra, Atalanta, and

130 See Pratt 1995 and Nagy 1996: 222 for a discussion of the sphragis.
151 Lyons 1997: 51-55.

152 Osborne 2005: 14.
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Helen, have stories that are much longer and specific to them as individual characters. These
longer stories elaborating their beauty and their ensuing courtships, abductions, and rapes by
gods and heroes are the story of every woman in the Catalogue writ large.

I suggest that this “attraction plot” (as Osborne calls it) is for women what dying
heroically in battle is for men—a gender-specific path to kleos. Just as the attraction plot’s
pattern of beauty-sex-childbirth is repeated over and over in the Catalogue, the male hero’s
“death plot” is repeated over and over in the //iad both for major characters such as Sarpedon,
Patroclus, and Hector, and for minor characters who are, like many of the women in the
Catalogue, simply a name.'** For example, Hector’s combat with Achilles and his death take up
the entirety of /liad 22, whereas it only takes Patroclus two lines to dispatch the Lycian
Sthenelaos in liad 16 (586-87). We cannot make a direct analogy between the //iad and the
Catalogue, since the Iliad is not only a catalogue of deaths but a narrative poem, and it contains
numerous characters who do not experience the “death plot.”'>* However, the Catalogue and the
lliad are similar in that a single path for achieving kleos is repeated for many different characters
on both a large and a small narrative scale. For men, this path involves fighting and dying in war,
while for women, it involves marriage and childbirth.

The idea that women in Archaic epic could accomplish the same thing through marriage
and childbirth as men did through death in battle is strengthened by the ways in which the
Greeks seemed to view marriage, childbirth, battle, and death as related to each other in complex

ways. Nicole Loraux has argued that during the Classical period, the death of a woman in labor

153 For this pattern of the “beautiful death” in the Iliad, see Vernant 1982. For characters whose names appear only
once in the Iliad, see Kumpf 1984.

1341t is interesting to speculate, however, that such a catalogue poem of deaths might have existed in Greek oral
epic, similar to the Welsh Gododdin.
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was seen as equivalent to the death of warrior in battle in the sense that both were “beautiful
deaths” that won glory for the deceased.!>® For example, Plutarch tells us that the Spartans
allowed the name of the deceased to be inscribed on tombstones only for men who had died in
battle and women who had died in childbirth (Plut. Lyc. 27.2-3).!% Similarly, Vernant writes:
“Marriage is to a girl what war is to a boy.”!>” Euripides’ Medea also associates battle and
childbirth when she says that she would “rather stand beside a shield three times than give birth
once” (&g Tpig av mop’ domida / otijvan BE o’ Gv paAdov f texelv dmas, 250-51). Nancy
Demand has argued against an equivalent reading of death and battle and death in childbirth in
Greek culture, pointing out that funerary iconography portrays women who died in childbirth as
passive and worthy of pity, while dead warriors are portrayed as active and worthy of
emulation.!*® However, there are a number of similes in the //iad that compare warriors on the
battlefield to mothers, such as the one at 11.269-272 in which Agamemnon is said to suffer pains
from his wound like those of a woman in labor (0¢ 6™ 61" Gv @divovcav &yn Bérog 6D yuvaika /
Spyuv, 269-70).1%° This passage seems to me to present clear evidence of a conceptual link
between childbirth and battle, although most of the //iad’s maternal similes emphasize the

mother’s role as protector rather than labor pains, as I will discuss in more detail in Chapter 3.

135 T oraux 1995: 24-43.

156 This reading depends upon an emendation (see Demand 1994: 121n2 for a discussion of the textual problems).
However, this statement seems to be supported by tomb inscriptions from Laconia (/G V, 1: 713-14, 1128, 1277).

137 Vernant 1974: 38.

158 Demand 1994: 129. Similarly, men who died in battle were given public honors, but there were no such honors
for women who died in childbirth (Demand 1994: 130n46).

159 See also /1. 8.268-272; 9.323-27; 17.1-6.
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The above examples largely focus on how the suffering and danger associated with
childbirth can be likened to the environment of the battlefield, and they may not seem
particularly relevant to the Catalogue of Women, in which no woman dies in childbirth and the
pain of labor is not emphasized. However, there is ample evidence that the Greeks thought of
marriage and sexual initiation for women as a kind of metaphorical death even without the
attendant dangers of childbirth, since these events irrevocably alter a woman’s ontological state.
It was a common trope to conflate marriage and loss of virginity with death, as in the Homeric
Hymn to Demeter, where Persephone’s rape/marriage involves a literal journey to the
underworld.'®

The Catalogue of Women seems to adopt this paradigm of equivalence between sexual
initiation and death in several passages in which a woman’s marriage is linked by thematic and
verbal resonances to a warrior’s death in battle. For example, Ormand has shown that there is an
intertextual link between the race in the Catalogue between Atalanta and Hippomenes and the
battle between Achilles and Hector in Iliad 22.'%! Atalanta seeks to avoid marriage by
challenging all of her suitors to race against her. If a man can beat her, she will agree to marry
him, but if he loses, he will be killed. Ormand argues that the description of Hippomenes’ race
“for his life” (mepl yoytic, Most fr. 48.32) resonates with the famous passage in //iad 22 in which

Achilles and Hector are said to race “for the life of horse-breaking Hector” (mepi yoyfic 0¢ov

160 Hades’ abduction of Persephone in the HHDem involves many parallels to marriage rites. For example, Zeus’
consent to the abduction is analogous to the agreement made between the father of the bride and the groom, the
abduction itself stands in for the bride’s ride on a chariot to the groom’s house, the torches carried by Demeter echo
the torches carried by the bride’s mother in the marriage procession, and Persephone’s eating of the pomegranate
seeds can be seen as analogous to the way that in Athenian marriage, the bride’s acceptance of food from the groom
represented her acceptance of his authority over her (Foley 1993; DeBloois 1997). Cf. also Seaford 1987 and Rehm
1994 on the relationship between marriage and death in tragedy.

161 Ormand 2014: 119ff. Ormand does not assume that the written I/iad necessarily predates the extant written version
of the Catalogue, but rather that the two poetic traditions could have co-existed and influenced each other.
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"Extopog inmoddpoto, 22.161). These parallel passages assimilate Hippomenes’ erotic pursuit of
Atalanta to a battle between two warriors. The link between this episode of the Catalogue and
the /liad is strengthened by the repeated use of the word moddkng, “swift-footed,” to describe
Atalanta, an epithet which is closely associated with Achilles.'¢?

This passage of the Catalogue does not suggest a literal equivalence between the fate of
death and the fate of marriage, since the outcomes of the contest are said to be “unequal” for
Atalanta and Hippomenes (00 yap i6[ov...d0Akov, Most fr.48.29-30). However, the link to the
duel of Achilles and Hector suggests a strong metaphorical equivalence. The sudden reversal of
Atalanta’s certain victory achieved by means of Hippomenes’ deception with the golden apples
becomes analogous to the defeat of a warrior in battle. By juxtaposing a woman’s marriage and a
man’s death as the alternative outcomes of a race which is itself assimilated to a fight to the
death between heroes, this episode of the Catalogue underlines the way in which marriage can be
seen as analogous to death for a woman—and not just to any death, but to the “beautiful death”
of a warrior in battle.!6?

Further verbal resonances between the Catalogue and Homeric poetry strengthen the
analogy of marriage to combat. In the Catalogue when Alcmene goes to marry Amphitryon, she
is said to leave behind her patrida gaian, her “father’s land” (1] oin mpoAmodca d6poVS Kai
natpida yoiov, Most fr. 138.8). This phrase and the closely related one patrida aian, also
meaning “father’s land,” are frequently used in Homeric poetry to emphasize the separation of

warriors from their families and native countries when they have left their homes to fight and die

162 Ormand 2014: 138. Atalanta is called moSmkng at Most fr. 48.29 and 48.45.
163 An erotic encounter is also likened to a battle between warriors in the Homeric Hymn to Aphrodite, in which

Aphrodite’s seduction of Anchises features an “arming scene” in which she bathes and adorns herself, similar to the
arming scene of a Homeric warrior before his aristeia (Schein 2016: 61).
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in battle. For example, Achilles invokes the impossibility of returning to his patrida gaian at
Patroclus’ funeral in /liad 23, since he knows that he will die soon at Troy: viv &’ énel o0 véopai
ve @idnv &g matpida yoiav / [atpoxio fpmi kéunv omdcait eépechat, “Now since I am not
returning to my father’s land, I shall give my hair to the hero Patroclus to be carried away”
(23.150-51). Greek heroes speak often of returning to their patrida gaian, and Odysseus’ return
is the major theme of the Odyssey.!®* This formula is also used specifically of warriors dying far
from home, as in the phrase moAloi Ayoudv / &v Tpoin dmdriovto eikng amod maTpidog aing,
“Many of the Achaeans perished in Troy far from their dear fatherland” (/. 2.161-62=2.177-
78).1%% For Helen in the Odyssey, however, it is Aphrodite that causes her to leave her patrida
aian (Od. 4.261-63):
dtnv o0& petéotevov, v Aepoditm

@y, 6te W’ fyoye keloe IANG Gmo moTpidog aing,

oA T EUnV voopiocapévny Bdlapov te Too 1€

And I lamented afterwards the folly, which Aphrodite

Gave me, when she led me thither away from my dear fatherland,

Forsaking my child and my chamber and my husband.
As in the case of Alcmene, this formula that is used frequently for a departing warrior is applied
to a woman leaving to engage in a sexual union. Additionally, Helen emphasizes that she left

behind her husband and her child, just as warriors lament their separation from their wives and

children. For example, Sarpedon in the /liad says, tnAod yap Avkin ZavOg &m dvievt, / €v’

164 For this phrase used of the separation of a warrior from his distant homeland or of a warrior’s return, hypothetical
or real, see 1. 2.140, 158, 162, 174, 454, 4.180, 5.213, 7.335,9.27, 47, 414, 428, 691, 11.14, 12.16, 15.499, 505,
16.832, 23.145, 150, 24.557, Od. 1.75, 203, 290, 407, 2.221, 3.117, 4.474, 476, 521, 522, 545, 558, 586, 823, 5.15,
26,37, 42, 115, 144, 168, 204, 207, 301, 6.315, 7.77, 151, 193, 320, 333, 8.410, 461, 9.34, 9.79, 533, 10.29, 33, 49,
66, 236, 416, 420, 462, 472,474, 562, 11.359, 455, 12.345, 13.52, 197, 219, 328, 426, 14.143, 322, 333, 15.30,
15.65, 129, 382, 16.206, 17.144, 149, 157, 539, 18.145, 148, 257, 384, 19.116, 258, 290, 298, 301, 484, 21.208,
23.102, 170, 259, 315, 340, 353, 24.237, 266, 322. See also HH 3.527.

165 See also /1. 11.817, 13.645, 15.740, 18.101, 23.150, Od. 24.290.
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dAoyov te eiknv Elmov kai vimov vidv, “For Lycia is far away by whirling Xanthus; there I left
behind my dear wife and my infant son” (II. 5.480-81).'% In this way, Helen’s departure from
her patrida aian can be likened to a warrior’s departure for battle.'®’

An interesting parallel arises with Sappho 16, in which Helen also leaves behind her
husband and child to sail to Troy (16.7-11):

‘EXéva [10]v dvopa
TOV [mavép]iotov

kaAA[imot]o’ €Ba ’¢ Tpoiav mAéo ca
KOLO[ € Ta]idog 000 pikmv To[K]mV

7é[pumav] €uvacon

Helen
Left behind her most excellent

Husband, and went sailing to Troy,

And didn’t think at all about her child

Or her dear parents.
I suggest that Sappho 16 is also drawing upon the grouping of images and metaphors that likens
a woman’s departure for marriage to a warrior’s departure for battle. The poem explicitly sets up
a comparison between the splendor of warfare on the one hand (in the form of armies and
chariots, 16.1-2, 19), and one’s object of erotic love on the other hand (6t-/T® T1g Epatan, 16.3-4).

The pursuit of erotic love is thus implicitly given an equivalent value to warlike pursuits, as in

Sappho 1 when the poet asks Aphrodite to be her symmachos or “fellow-fighter” (1.28).168

166 See also 71.5.213 and Od. 8.410 for emphasis placed on wives and children left behind by warriors.

167 In her lament in Iliad 24, Helen also describes herself as having gone away from her native land (dufig
ameAnAvbo watpng, I1. 24.766).

168 Cf. Rissman 1983; Rosenmeyer 1997.
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Sappho 16 seems to suggest that for Helen, departing her home to enter into a new sexual union
can be seen as thematically comparable to men setting off for war.

Another instance in the Catalogue of a woman’s sexual experience being likened to war
comes when Poseidon abducts Mestra and takes her ThA' 4o matpog £olo, “far from her father”
(Most fr. 69.80). This phrase has a strong verbal resonance with the phrase A6 matpng, “far
from his fatherland,” which is used in Homer almost exclusively to describe warriors dying in
battle.'® For example, the narrator of the Iliad describes Sarpedon as being fated to die év Tpoin
gppdrakt TNAOOL TatpNc, “in deep-soiled Troy, far from his fatherland” (16.461). It significant
that the exception to this usage is when TA601 mdTpng appears in Agamemnon’s description of
Chryseis’ fate (1/. 1.29-31):

™mv & &y® oV Ao®: TTpiv pv Kol yHpog Eneioty

NUETEP® €Vi oik® €V Apyel THAOOL ThTPNG

1oTOV Emotyopévny kol Hov AExog avTidmoay:

But I will not release her. Before that, old age will come upon her

In our house in Argos far from her fatherland

Going back and forth before the loom and sharing my bed.
Here again a woman’s abduction and rape are described using language reminiscent of a dying
warrior. Interestingly, Mestra alone in the extant fragments of the Catalogue returns to her
patrida gaian after Poseidon has snatched her away: Mnotpn 6¢ npo]lmodoa Kowv moti

matpido yoiov / vt Qofjt énépInc’, “But Mestra, having left Cos behind, crossed over to her

fatherland in a swift ship” (Most fr. 69.90-91).!7° In making this return, she can perhaps be

169 See 1. 16.461, 18.99, Od. 2.365. See also Il. 24.541 where it is used of Achilles, who is still alive, but who will
shortly die.

170 Penelope also describes Helen as returning to her patrida after the Trojan War (Od. 23.221).
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compared to Odysseus, who makes a return from the Trojan War in which so many other
warriors died.!”!

Further evidence for the Archaic Greek association of female kleos with marriage and the
conflation of a woman’s marriage with death is found in the funerary inscription associated with
the sixth-century statue knows as “the Phrasicleia koré,” or simply Phrasicleia. The inscription
reads:

ofua Opacikieiog kovpn KeKANoopL Oiel,
avti yapov mapa 0edv 10010 Aayods” Gvopa.

I, the grave monument (séma) of Phrasicleia, will always be called girl (kouré),
Having been allotted this name from the gods instead of marriage.

The phrase koOpn kexAncopon aiet, “I will forever be called kouré,” links the girl’s immortal
fame with her status as a koré, an unmarried virgin. However, kouré can also be read as a pun on
Kore, a name for Persephone, associating Phrasicleia with the trope of the dead virgin as the
bride of Hades.!”? Phrasicleia will therefore paradoxically be perpetually remembered as a bride,
despite her unmarried state. Similar examples of this trope are found in other women’s funerary
inscriptions.!”

Phrasicleia’s perpetual status as both virgin and wife can be compared to the imagery
found in “maiden graves” of the Geometric period in Athens, in which young girls are buried

with nuptial paraphernalia.!” Like Phrasicleia, these girls are defined in death by their

17! The resemblance between Mestra and Odysseus is strengthened by the fact that they are both kept away from
their homelands by Poseidon. Mestra’s shapeshifting can also be compared to Odysseus’ frequent lies and disguises,
as well as his multivalent polytropos identity.

172 Svenbro 1993 [1988]: 19; Stieber 2004: 149.

173 Cf. Stieber 2004: 109.

174 See Langdon 2008: 130-143.
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potential—yet unfulfilled—status as brides. In addition, they are also assimilated to
Kore/Persephone by the presence of ritual objects such as model pomegranates, kalathoi, and
handled baskets in the graves. Langdon writes: “The symbolism of marriage in the grave evokes
double loss, not only of the daughter herself, but also of her potential to bear offspring.”!”* She
further argues that girls received such lavish symbolic treatment in comparison to unmarried
young men, whose burials from this period are not characterized by defining grave goods,
because unmarried girls were considered to have been cheated of their ultimate purpose, i.e.
marriage and procreation, while boys’ lives were “validated all along.”!”® This evidence from the
archaeological record fits the pattern found in the Catalogue of Women whereby women are
defined by the gendered telos of marriage/sex and childbirth.

This paradigm of female kleos can also be seen in the //iad and the Odyssey, although it
should be noted that this is not an exclusive path to female kleos in Homeric epic, just as the
“beautiful death” is not an exclusive path to male kleos. The Odyssey in particular allows its
female characters greater scope of action, just as it allows its male characters to win kleos
without dying in battle. The majority of mortal women in the //iad, however, as with the women
in the Catalogue, enter the poem through their relationship to a male character as either sexual
partner or mother, and this status is reflected in how these women talk about their own fame.
Hecuba’s lament for Hector at 22.431-36, for example, fits the pattern of women gaining renown
through childbirth (22.431-36):

TEKVOV €YD 01 Ti vu Pelopon aiva naQof)G(x
oeb amotedvndtoc; & pot VOKTAG T€ Kol Nop

e0ywAN Katd dotv TeAéokeo, Tact T dvelop
Tpowoi 1e kai Tpofjot kotd TtdoA, of 68 B0V ¢

175 Langdon 2008: 141.

176 Langdon 2008: 143.
62



Se1déyat - N yop kai o péia péya kddog Encdo
Lwog v vV aw Bdvatog kol poipa Krydvet.

Child, I am wretched. Why now shall I live having suffered terrible things

Since you are dead? You who night and day

Were my glory throughout the town, and a benefit to all

The Trojan men and Trojan women throughout the city, who received you

Like a god. For surely you were also to them a very great glory

While you were alive. But now death and fate catch up to you.
Hecuba says that her son was her eucholé and a kudos. Eucholé, euchos and kudos are to some
extent used interchangeably with kleos in the Iliad as words for glory or fame.!”” Strikingly, the
glory conferred by her status as Hector’s mother exists only in the past tense. Hector “was” a
eucholé (mehéokeo, 22.433) for her, and he “was” a kudos “while he was alive” (kDdog Encfo/
Cwog €av, 22.435-36). Redfield has argued that kudos refers to a more specifically ephemeral
kind of glory than kleos: “kudos belongs only to the living; kleos belongs also to the dead.'”®
Hecuba seems to be saying that Hector was a source of fame/glory for her and for the Trojans
while he was alive, but that this has now ceased with his death.

A similar sentiment appears to be expressed by Penelope’s repeated assertions that her
areté was destroyed when Odysseus departed for Troy and that her kleos would be greater if
Odysseus returned (18.251-255=19.124-128):

1 TOL P&V &unv ApeTNV E100¢ T€ Sépac Te
dAecsav aBdvarot, 6te "TAov icavéfatvov
Apyeiot, petd Toio1 8’ g mooic Rev Odvcoeng
€l KEWVOC v’ EADV TOV €OV Plov duguroievot,
peilov ke kKAEog €in uov Kol KAAAOV 0VTMG,.
Stranger, the immortals destroyed my areté with respect
To beauty and form when the Argives embarked for Ilium,

And among them went my husband Odysseus.
If he would come and take care of my life,

177 Cf. Introduction for the relationship between kleos, kudos, and euchos.

178 Redfield 1975: 33. See also Friankel 1962: 88n14.
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In this way my kleos would be greater and more beautiful.
She gives this answer twice, once when Eurymachus says that she excels all women in beauty,
stature, and wits (nei mepieoot yovoikdv / 166G te néyedog te i8¢ ppévag Evdov dicac, 18.248-
49, and once when the disguised Odysseus says that her kleos goes up to the broad heaven like
that of a blameless king (1] yép cgv KAé0g 0Vpavov edpV ikdvel, / Hc Té tev || Bactifog
apodpovog, 19.108-9). In response to attempts to praise her, Penelope denies that she can have
areté or great kleos while Odysseus is gone. Both Hecuba and Penelope seem to say that their
kleos is not only dependent upon their relationship to their male child or sexual partner, but that
it is also contingent upon this male figure’s living presence, making their female glory much
more fragile than the male kleos won by great deeds.

As I have stated, the question of Penelope’s kleos is more complicated than her own
somewhat disingenuous disavowals suggest, and it is dangerous to treat its causes reductively.!”’
However, it is interesting to note that in the above examples, we see a discrepancy between the
ways in which male characters describe Penelope’s kleos and how she herself characterizes it.
While Eurymachus and Odysseus attribute kleos to Penelope for her competency and superlative
qualities, Penelope herself says that she cannot have areté with her husband absent, and that her
kleos will increase with Odysseus’ return.'®® We see here an illustration of the indeterminacy that
Katz has noted in Penelope’s kleos with regard to whether it originates from her own inherent
excellence or from her faithfulness to Odysseus. The other two descriptions of Penelope’s kleos

in the poem are similarly ambiguous. We have already discussed how Antinous said that

179 Cf. Katz 1991.
180 This striking difference between the descriptions of kleos by a female character vs. that of male characters is

reminiscent of the difference between Helen’s statement about her own kleos at 6.357-58 and Hector’s statement at
22.304-5, suggesting once again that women conceive of kleos differently than men do.
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Penelope will “make great kleos for herself” (uéya pev kKAéog avti) / moieit’,) “as long as she
holds this intention” (d@pa ke keivn TodToVv &M voov, 2.124-26). This statement comes after
Antinous’ description of Penelope’s trick with Laertes’ shroud (2.85-110), linking her kleos both
to her weaving and to her métis. However, Antinous’ reference to the “intention” (voov) that
Penelope holds clearly refers to her refusal to remarry, since he tells Telemachus that as long as
she holds this intention, the suitors will continue to lay waste to his possessions (2.123-24).
Similarly, in Odyssey 24, Agamemnon says that Penelope has won kleos both for her wits

(ppéveg) and for remembering Odysseus (24.194-198):

o¢ Gyadai epéveg Roav apvpovt Invelonein,
xovpn Tkapiov- g &0 pépvnt ‘Odveioc,
avopoc kovpdiov: @ oi kKAEog oD mot’ OAeTTON
g Gpetiic, TevEovot & dnryboviosty dodnv
afdvartol yapiesoav Exéppovi IInvelonein

How good were the wits of blameless Penelope,

The daughter of Icarius! How well she remembered Odysseus,

Her wedded husband! Therefore the kleos of her areté

Will never perish, but the immortals will make for

Those upon the earth a lovely song for prudent Penelope.
Here again Penelope’s kleos and areté seem to have a double valence, associated with both her
intelligence and her fidelity.!®! Most significantly for our purposes, Penelope herself expresses
commitment to a version of her own kleos and areté that is linked to Odysseus, her husband.

It is important that both Hecuba and Penelope characterize themselves as having lost

kudos or kleos as a result of their male child or sexual partner abandoning them while engaged in

the pursuit of his own kleos—Hector through his heroic death at the hands of Achilles, and

181 T believe, contra Nagy and Edwards, that the oi at 24.196 must refer to Penelope, not Odysseus, since it is
Penelope who is discussed in this passage as being celebrated in song. Therefore it clearly her kleos that is being
referenced (cf. Nagy 1979: 37-38; Edwards 1985: 88; Katz 1991: 20-29).
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Odysseus through his departure for the Trojan War. If we take the Catalogue of Women as a
paradigm for female kleos in Archaic Greek poetry, we can shed light on the competition
between male and female kleos visible in these passages from the /liad and the Odyssey. The
internal logic of the Catalogue helps to explain why Hecuba considers the glory she won from
her status as Hector’s mother to be lost with Hector’s death. The women in the Catalogue gain
their significance, their place in the poem, and thus their kleos, not only from giving birth to
famous children but also from perpetuating a famous genealogy. It is through the women of the
Catalogue that particular mortal families could be said to trace their descent from various
Panhellenic gods: “Geographically local genealogies could be kept in their context only by
arranging them according to the women who bore the heroes...The women in each set of parents
belongs to a geographical place and a (human) familial line; the god belongs to neither.”!%?
Furthermore, the genealogies of the Catalogue were not conceived of as being confined
to the lost heroic age, but as continuing on into the present, since the aristocratic families of
Archaic Greece traced their descent to mythological heroes. For example, in Athens the
Peisistratids (Hdt. 5.65.3), the Alcmeonids and the Paeonids (Paus. 2.18.9), and the family of
Plato (D.L. 3.1; Hdt. 5.65.3; Plut. So/. 1.2) all claimed descent from the Neleids, the family of
the mythical Nestor son of Neleus in the /liad, while the Bacchiads of Corinth identified
themselves as descended from the Heraclids (Synkellos 337.3f). The genealogies of the

Catalogue were seen as important because the aristocrats of the sixth century viewed them as the

histories of their own families.'®* Such genealogies could even have political implications. For

182 Ormand 2014: 47.

183 Cf, Irwin 2005a.
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example, Herodotus says that after the Thebans were defeated by the Athenians in 506/5, they
successfully petitioned the Aeginetans for aid based on Aegina’s and Thebe’s status as daughters
of Asopus (Hdt. 5.79-81). I posit that continuity was an important feature of a poetic genealogy,
since the genealogies of families that no longer exist lose significance. For example, in the //iad,
heroes recite their genealogies to each other as a way to boast of their own status. A genealogy
ceases to be relevant when there is no longer anyone to claim it as a lineage. Thus, each woman
of the Catalogue gains her kleos not simply from giving birth to children, but from an unbroken
line of descendants whose existence will continue to render her status as progenitor of their
genealogy meaningful in future times. If the genealogy ends, her kleos will be diminished or lost.
Support for this argument is found in the fact that although children do die in the
Catalogue, no woman in the extant fragments is left without living descendants.'®* For example,
all of the sons of Eurite are killed in the poem, since Oeneus is killed by his brothers, who are in
turn killed by Oeneus’ son Tydeus in revenge for his father’s death. However, Eurite’s bloodline
still survives through Tydeus, her grandson. Similarly, all of the Neleids, the sons of Neleus and
Chloris, are killed by Heracles except for Nestor, who survives to have many children of his own
(Most fr. 33). Furthermore, whenever a familial line is said to have been wiped out in the
Catalogue, it is always a male line. For example, all the sons of Lysidice and Electryon are killed
by the Taphians, but their daughter Alcmene survives to become the mother of Heracles (Most
fr. 136.10ff). Sisyphus’ male line also comes to an end in the poem, as the story of his
unsuccessful attempt to gain Eryisichthon’s daughter Mestra as a wife for his son Glaucus makes

clear (Most fr. 69.76-78):

1841t is of course problematic to make such arguments about a fragmentary text, but since over a thousand lines of
the Catalogue survive, we may assume that we have a good representative sample of its content.
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a]AL' oD Twg foel Znvog voov aiyldyoto,

¢ oV ol doiev ['Aavkmt yévog Ovpavinveg

€k Mnotpng kol oméppa pet' avBpomoist Mmécs[Oat.

But he did not in any way know the mind of aegis-bearing Zeus,

That the children of Ouranos would not grant to Glaucus a race

Arising from Mestra and progeny to be left among men.
Mestra escapes from Glaucus before she can bear him children, but Mestra herself will leave
behind descendants from her son Eurypylus, whom she bore to Poseidon (Most fr. 69.80ff).!#°
Sisyphus’ second attempt to gain a wife for Glaucus also ends without Glaucus having any
progeny, since Poseidon is the true father of Bellerophon by Glaucus’ second wife Eurynome
(Most fr. 69.105ff). Eurynome will have descendants, but Sisyphus and Glaucus will not. In this
way, the story of Sisyphus drives home the gynocentric nature of the Catalogue’s genealogy.

If women in Archaic Greek poetry gain kleos from the survival of their descendants, it
would explain why Hecuba characterizes Hector’s death as a loss of glory for herself. While
Hecuba has other surviving children, and Hector’s own son Astyanax still lives, Hector’s fall in
battle could be viewed as a death sentence for Hecuba’s other descendants, since the I/iad makes
clear that the destruction of the city will soon follow Hector’s own demise.!®¢ Astyanax will be
killed in the sack of Troy, as Andromache predicts (24.734-38), diminishing Hecuba’s lineage

and therefore her kleos. Similarly, at Iliad 24.243-44 Priam tells his remaining sons that they will

be easier to kill now that Hector is dead. Later sources record that all of Hecuba’s children died

185 Asquith writes that Mestra’s grandsons Chalcon and Antagores were killed by Heracles when he sacked Cos
(Asquith 2005: 268), but this interpretation is not supported by the text. The Catalogue says only that Heracles
sacked Eurypylus’ city, not that he killed him or his sons: T®t ¢ kol €& apyfic OAYNG Atdg dAkioc VI0g / Enpabev
ipepdevTa mOAY, Ke[p]di&e 6¢ kdpagc, “But the strong son of Zeus for small cause sacked his lovely city and laid
waste to the villages” (Most fr. 69.85-86). Later sources do record that Heracles killed Eurypylus, but not his sons,
who are in fact credited with defeating Heracles and driving him off (Apollod. Bibl. 2.7.1; Plut. Quaest. Graec. 58).

186 1t is said that “Hector alone protected Troy” (oiog yap €pveto "Thov “Extop, 6.403), and when Hector is killed,
the Trojans mourn as if the city itself were already being sacked, making clear that the destruction of the city will
inevitably follow Hector’s death (22.410-11).
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except for Helenus, who survived to have a son named Cestrinus.'®” It is unclear whether the
original audience of the //liad would have known about the fates of Hecuba’s children from the
contemporary poetic tradition, but we can say that from Hecuba’s point of view in lliad 22, the
deaths of all or most of her descendants are strongly foreshadowed by Hector’s own death.

Penelope’s statements that her kleos will be greater when Odysseus returns could be seen
as emphasizing her sexual fidelity to her husband and characterizing this as the source of her
kleos. However, it is worth noting that Penelope’s lineage is also threatened by Odysseus’
absence, just as Hecuba’s lineage is threatened by Hector’s death. With Odysseus gone,
Telemachus, Penelope’s only child, is in danger of being killed by the suitors, who in fact plot
his death on more than one occasion (Od. 4.679ff, 20.243). Furthermore, in Odysseus’ absence,
Penelope is unable to have more children, which limits her k/eos.

In the Telegony the situation is somewhat different, since Eustathius tells us that in this
poem, Penelope and Odysseus had a second son named Arcesilaus (Eust. Od. 1796.48). She also
gives birth to another son Ptoliporthes after Odysseus returns from Troy.!®® The threat that
Odysseus’ wanderings pose to Penelope’s genealogical continuity is therefore less emphasized in
the Telegony than in the Odyssey, since she has more than one child to carry on her bloodline.
However, these additional sons for Penelope are matched by other sons for Odysseus by other

goddesses and women, namely the titular character Telegonus, the son of Odysseus and Circe,

187 See Apollod. Bibl. 3.12.5 for a list of Hecuba’s children. The fates of Hecuba’s children: Paris: died (Quint.
Smyrn. 10), Deiphobus: died (Verg. den. 6.494), Polydorus: died (Eur. Hec.), Troilus: died (Cypria fr. 1), Polites:
died (Verg. Aen. 2), Antiphus: died (/. 4.489), Pammon: died (Quint. Smyrn. 8.214-15), Hipponous: died (Quint.
Smyrn. 3.155), Cassandra: died (Aesch. Ag.), Polyxena: died (Eur. Hec.), Laodice: swallowed by the earth (Apollod.
Epit. 4.5.23, Quint. Smyrn.13.544), Helenus: survived, had a son (Paus. 1.11.2, 2.23.6), Creusa: wife of Aeneas,
died in the sack of Troy (Verg. den. 2.650). According to the Aeneid, Creusa’s descendants live on through Iulus,
who becomes king of Alba Longa.

188 Procl. Chrest. 7.34-37.
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and Polypoites, Odysseus’ son by a Thesprotian princess.'® These extra births highlight the
damage done to Penelope’s kleos by Odysseus’ absence in another way. The biological wealth,
in the form of offspring, that should rightfully belong to Penelope is instead the property of other
women with whom Odysseus has had liaisons, providing a tangible representation of what
Penelope has lost while he has been away.

Female kleos, which depends upon the birth of children and the continuity of generations,
requires a stability that is incompatible with masculine warrior kleos, since the male drive to win
kleos in battle necessarily disrupts the family structures that foster female kleos. For this reason,
men look upon the continuity of generations as antithetical to their own kleos. In Iliad 6, Glaucus
describes the passing of mortal generations with the simile of the generations of leaves, which
die and are born again anew each year (6.145-49):

Tvdeidn peydbope ti 7 yeveny épeeivers;

oin mep PUAL®YV YeVET TOiN O€ KOl AVOPDV.

QUM TO PEV T  BVENOG XOLLAOLG XEEL, AL 0 67 VAN

mAeBomoa @oet, Eapoc & Emyiyvetor dpn:

DG AvOp@dV yeven N Hev eveL 1 & dmoAnyet.

Great-hearted son of Tydeus, why do you ask about my generation?
As are the generations of leaves, such are the generations of men.
The wind pours leaves to the ground, but the flourishing

Wood grows others, and the season of spring comes again.
Thus one generation of men grows and another perishes.

13

This image is directly opposed to Vernant’s “snapshot” model of beautiful death. Glaucus
associates the natural progression of human generations with the insignificance and anonymity of

individual humans. Men are as interchangeable and unremarkable as leaves in a forest, which fall

and are replaced continually.'®® This interpretation of human life is explicitly linked with

189 Procl. Chrest. 7.34-37.

190 See also Mimnermus ft. 2.
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genealogy, since Glaucus utters this speech in response to Diomedes’ demand to know his
identity and parentage (6.123ff), and then proceeds to narrate his own genealogy back to
Sisyphus (6.150ff). The use of the simile of the leaves is striking in this context, since a similar
simile is used by Apollo to highlight the insignificance of mortals in his speech to Poseidon in
lliad 21 (21.462-66):

gvvooiyal’ ovk dv pe cadppova podnocaio

gupevat, €i on oot ye Bpotdv Eveka TTorepiE®

JEM®V, 01 POALOIGLY £01KOTEC HAAOTE EV TE

Capreyéeg TeAéBovaLY ApovpNg KopmOV ESOVTEC,

dALoTE O POVHBOoVGIY dKNMplOL.

Earthshaker, you would not say that I was prudent

If I were to fight with you for the sake of wretched mortals,

Who like leaves at one time full of vigor

Flourish, eating the fruit of the field,

And at another time wither lifeless.
To compare mortals to leaves is to look upon them from a divine perspective that renders their
actions trivial and their lives meaningless.'! Thus, genealogical continuity, whereby human
generations replace each other as part of a natural progression, is incompatible with the desire of
warriors to seek kleos as individuals who stand out from anonymous generations, often through
the violent end of their own lives before the time of natural death.!*?

This antithesis that the //iad constructs between genealogical continuity and male warrior

kleos can be related to Nagy’s reading of Glaucus’ simile of the leaves. Nagy has argued that this

simile and other vegetal imagery of the //iad represent the natural cycle of life and death, and

191 This is not the attitude towards mortal life taken by gods consistently in the Iliad (see Lynn-George 1996), but it
is the attitude associated with the simile of the leaves in this speech by Apollo: he says that he and Poseidon should
cease fighting because mortals are too inconsequential to be worth such dissention between gods.

192 We may compare Bakker’s comment on Achilles’ choice to die young at Troy rather than live a long life in
Phthia: “Participating in the biological prosperity of his community...is for Achilles similar to death” (Bakker 2002:
26).
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that kleos frees a hero from this inevitable cycle, a triumph of culture over nature.! Like plants,
mortals “bloom” (thall6)'°* and decay (phthio, Il. 21.466), but kleos is aphthiton (1. 9.413),
“unwithering,” from the root phthi-, the inherited meaning of which is literally “to wilt.” Kleos
aphthiton thus evokes an image of a plant that never withers, the natural life cycle in unnatural
suspension.'??

Bakker associates this idea with the scepter of Agamemnon, which is described as
aphthiton aiei, “forever unwithering,” (Z/. 2.46, 186). It was once a piece of living wood, but now
it has been removed from the biological life cycle, and, as Achilles says, it will “never put forth
leaves or shoots anymore” (10 p&v o mote eOAA kol dCovg evoel, 1.234-35). Bakker writes:

This piece of live wood has died to become physically immortal, part of the divine
Olympian order as it is represented in the royal line of the house of the Atrides. It was
once subject to khronos the creator and destroyer, but in its state of being aphthiton it
has become as timeless as the Olympian gods. In the same way, Achilles’ kleos
aphthiton is the instatement of cultural permanence out of nature’s fragility.'*°
Just as the scepter becomes aphthiton by forfeiting its ability to take part in patterns of seasonal
growth, the hero too achieves a kind of immortality by removing himself from the cycle of

human generations narrated by Glaucus in //iad 6, which demands that he grow and decay as

anonymously as the leaves.

193 Nagy 1979. For more on vegetal imagery in the lliad, see Strasburger 1954: 36ff; Stein 2013.
194 See the use of the word thaleros, “blooming,” to describe young warriors (I/. 3.26, 10.259, 11.414, 14.4, 17.282).

195 There is an intertextual link between the simile of the generations of leaves and the Catalogue of Women. The

simile is explicitly associated with the recitation of a genealogy: Glaucus’ own ancestry, and the Catalogue itself

uses the image of trees shedding their leaves in the blast of the North Wind to describe the destruction of the final
generation of heroes at the end of the heroic age (Most fr. 155: 124-26). See Clay 2003: 173. See also Nagy 1979:
220n5 on how the falling leaves are a metaphor for the dying heroes. The Catalogue thus seems to associate itself
with the vegetal nature of human existence that Iliadic heroes try to escape. As a record of human generations, the
genealogical poem has as its subject the perpetual rhythm of organic growth and decay.

196 Bakker 2002: 26.
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This opposition between generational continuity and heroic kleos seems to be uniquely
Homeric. For example, Jasper Griffin has noted that the epic cycle and the Hesiodic corpus
attribute to various Homeric characters extra children that do not exist in the //iad and the
Odyssey."’ One might posit that this dearth of children in the Homeric epics is related to these
poems’ concern with exploring kleos aphthiton rather than genealogy. As Bakker has pointed
out, there is no conflict between winning kleos aphthiton and perpetuating a long line of
descendants in lyric, as in the following passage from Tyrtaeus describing a man who has died
gloriously in battle (fr. 12.27-31):1%%

TOV &’ dho@UpovTOL PEV OUDG VEOL 1|OE YEPOVTEG,

apyoré@ O TOO® maca KEKNOE TOAC,

Kol TOpPog Kol Toideg £v avOpmdmTOoIg dpionot

Kol Taidwv Taideg Kol Yévog E€omiow:

000¢ ToTe KAEOG EGOAOV dmOAAvTOL 00O dvop’ avTod

Young and old alike mourn him,

All the city suffers with painful longing,

Both his tomb and his children are notable among men,

And his children’s children and his descendants after them.

His good kleos is never lost, nor his name
Here the dead hero has managed both to achieve eternal kleos though a glorious death and to
leave behind offspring who will ensure the survival of his line far into the future. This image
contrasts strikingly with the choice that Achilles faces in the /liad between either leaving behind
many descendants or winning kleos aphthiton (9.409-13).

The Iliad also presents Hector’s kleos as being unable to coexist with his descendants,

although in a somewhat different way. In her lament at Hector’s funeral, Andromache

blames Hector’s prowess in battle for the impending death of Astyanax (24.734-39):

197 Griffin 1977: 43-44. As in the Telegony discussed above.

198 Tyrtaeus text taken from Gerber 1999.
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1 115 Ayoudv
PlyeL xe1p0Og EADV GO TOPYOL AVYPOV dAEOpoV
yoouevog, @ M mov 4derpedv Ektavev "Extop
7| Tatép’ ME Kol vVidv, Emel Laha TOALOL AyoudvV
“Extopog &v mardunoty 680E Elov donetov oddac.
00 yap peidryog Eoke matnp 1e0C &v dai Avypfi:
Or one of the Achaeans
Will take you by the hand and throw you from the tower to a horrible death,
Angry because Hector killed perhaps his brother
Or his father or his son, since very many Achaeans
Seized the boundless earth with their teeth at the hands of Hector.
For your father was not gentle in baneful war.
Thus the two factors that grant Hector kleos, his skill as a warrior and his glorious death,
combine to seal his only son’s fate, since Hector created many enemies by killing Greeks but is
now no longer alive to protect his son from their anger.'*

The emphasis on the ways in which the individual pursuit of kleos interferes with
generational stability is more extreme in the //iad than in the Odyssey, since at the end of the
latter epic Laertes, Odysseus, and Telemachus are presented as going out to fight the suitors’
families together. Laertes’ statement that Odysseus and Telemachus “are having a contest
concerning areté” (apetiig mEpL Ofjpv Eyovotv, 24.515) suggests that in these circumstances it is
possible for both father and son to win kleos together by displaying their martial prowess.
However, the abrupt end to the battle engineered by Zeus and Athena before it can properly
begin prevents this joint acquisition of kleos by father and son from occurring. The

incompatibility of generational continuity and martial kleos is thus never truly negated.

Furthermore, the tension between Odysseus and Telemachus in the final scene of the poem that

199 Cf. Murnaghan 1999. Hector himself does not seem aware of this conflict between his kleos and Andromache’s
desire to protect their offspring. At 6.481 he imagines that Astyanax will delight the heart of his mother by bringing
home bloody spoils, despite Andromache’s hostile attitude towards male kleos throughout the /liad (see below).
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Laertes characterizes as “having a contest concerning areté” hints that father and son are in some
way uncomfortable with each other’s presence on the battlefield. The word 6fjptv can mean not
just “contest” but “strife” or even “battle” or “war,*** hinting that the desire for kleos threatens
the stability of the father-son relationship.

A further way in which the desire of heroes to transcend the vegetal life cycle causes
conflict between masculine and feminine paradigms is that women in Archaic Greek epic are
deeply implicated in the perpetuation of this cycle. As Vernant has argued, the Pandora myth in
Hesiod links the female womb to the earth which brings forth grain: “The belly of the woman,
which man must plough if he wishes to have children, is like the belly of the earth that he must
plough if he wishes to have wheat since Zeus has hidden the bios in it.°! Page duBois has shown
that this metaphor of the woman-as-earth is pervasive in both Archaic and Classical Greek
literature: “Like the fields of the earth, women must be cultivated, ploughed by their husbands, to
ensure a new crop of children, which is like the crops of the fields.?*> A good example of this
phenomenon is found in the Athenian marriage formula preserved in Menander: “I give you this
woman for the ploughing of legitimate children” (cot Tvd’ &y® Sidwp’ Exetv yvnoiov naidwv &n’
apotmt, Dys. 842-4, Sam. 726-7, Pk. 1013-4). In this formula, the wife is the field or furrow in

which the new generation will spring up like grain. The woman is thus the site of production for

200 1 fGYE.

201 Vernant 2011: 196.

202 duBois 1988: 39. See duBois 1988: 39-85 for a complete investigation of this metaphor in ancient Greek

literature and culture.
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man’s vegetal nature, and the vehicle for the perpetuation of the anonymous generations that
replace each other like leaves.?*

In this way, women are associated with the preservation of the human race through
natural reproduction and natural death, a process which the pursuit of male warrior kleos
interferes with. Female investment in this natural cycle is illustrated by Andromache’s statement
that she would have preferred Hector to die in his bed (24.743-45):

"Extop- éuol 8¢ pdioto Aeleiyetal dAyso Avypd.

oV Yap pot Bviokwv Aexémv &k yeipag dpegac,

008¢ Ti ot imeg muKIVOV Em0g, 0 T KeV oiel

HELVAUNY VOKTAG T€ Kol LT OGKPL YEOLGA.

Hector: baneful sorrows have especially been left for me.

For you did not stretch out your hands from your bed to me while dying,

Nor did you speak some wise word to me, which I might

Always remember, pouring tears night and day.
Andromache is saying that she wishes Hector had lived out his natural lifespan and died a natural
death, rather than meeting with the glorious battlefield death that both cut short his physical life
and immortalized his memory by winning him k/eos.

A point of comparison for this resistance to the unnatural suspension of kleos aphthiton
can be found in Hesiod’s Theogony. Gaia, the primordial feminine force, always supports the
younger generation in its efforts to overthrow the older generation, promoting natural succession
rather than stasis:

The generative principle, identified with the female, promotes change, as Gaia does
here when she instigates the plot against Uranus and encourages her youngest son
Cronus to depose his father. This continual impetus for change constitutes a radically

destabilizing force in the cosmos. Gaia will always be on the side of birth and of the
younger against the older generation.?**

203 Sherry Ortner has argued that this association of women with the natural world because of their role in childbirth
is near-universal in human cultures (Ortner 1974).

204 Clay 2003:17. See also Arthur 1982 on the succession myth in Hesiod.
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Marylin Arthur has shown that the creation of the first woman Pandora, and thus of bisexual
reproduction for the human race, represents a displacement of this dangerous cycle of succession
from the divine realm onto the mortal one.?? The rule of Zeus will remain aphthiton, while men
are doomed to die and be replaced by younger men.?°® The female production of generations is
thus on the one hand necessary for the preservation of human life, and on the other hand,
antithetical to human immortality, since it ensures that each generation will always be replaced
by the next. The pursuit of kleos aphthiton in battle represents an attempt to thwart this feminine
cycle of death and birth. However, it also serves to thwart women’s accumulation of kleos
through the accumulation of progeny.

The opposition between female and male kleos can help to explain Helen’s negative
attitude towards her own kleos in the lliad, which is very different from the way male warriors
conceptualize kleos. In Iliad 6, Helen characterizes her kleos as a misfortune that has been
imposed upon her against her will. While speaking to Hector, she represents her status as a future
character in epic song as an “evil fate” (6.354-58):

AL drye VOV gloelde kai £Ceo TS Eml dlppw
ddep, émel og pdAoTo TOVOG PPEVAS ALEIPEPTKEY
etvex’ €ueio kuvog kol AAeEdvdpov vek’ dng,
oioy &mi Zevg Ofjke Koxodv Hopov, MG kol Omicom
avOpomolol TeEA®uED’ 01010l EGCOUEVOLOTL.

But come now, come in and sit on this chair,

205 Arthur 1982: 75.

206 Indeed, humans in the Theogony are very much as they appear in Glaucus’ and Apollo’s leaf similes. The proem
speaks of poets who sing the k\ela mpotépwv avOpdmmv, the “famous deeds of former men” (100), but these deeds
are not the subject of the Theogony. With the exception of Heracles, humans appear in the poem as a largely
undifferentiated mass without individuality or distinguishing characteristics. Heracles alone in the Theogony is
singled out as having kleos (530), but in this case it may be significant that he is a mortal who is destined to become
a god. The myth of the ages in Hesiod’s Works and Days that describes the different races of human beings similarly
presents mortals as homogenous groups and does not mention the kleos of individuals.
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Brother-in-law, since suffering has especially encompassed your mind

On account of me, dog that I am, and on account of the folly of Alexander,

On whom Zeus placed an evil fate, that we should be

Subjects of song for those yet to come.
Although the word kleos is not explicitly used in this passage, it is clearly kleos, the quality of
being made famous in the songs of poets, which Helen describes as a kakon moron.>*” We may
compare this characterization of kleos with a statement made by Hector about his own kleos as
he prepares to face Achilles in /liad 22: pun pov domovdi ye kol AkAel®dg dmoroiuny, / ALY uéya
pE&ac T kal éccopévolot Tbéchat, “May I not die without a struggle and without kleos, but
having done some great deed for those yet to come to hear of”” (22.304-5). The two statements
have a strong verbal resonance, both invoking the future memory of the speaker among the
géocopévolot, the “people yet to be.” The value that Helen and Hector assign to kleos, however, is
very different.

Helen’s assertion that it will be a misfortune for her to be remembered by the people of
the future is striking because it undermines the values of Homeric warrior society that
characterize such remembrance as the ultimate goal of mortal existence. One could perhaps
argue that Helen is not here expressing a negative view of kleos in general but is instead saying
that she herself will have a bad kleos, i.e. a bad reputation in the future, like the “hateful song”
(otuyepn) 6€ T dowdn, Od. 24.200) that Agamemnon at the end of the Odyssey says Clytemnestra
will have. However, this distinction between good kleos and bad kleos is not clearly expressed in

Helen’s speech in lliad 6, inviting a destabilizing reading that casts doubt on the value of kleos in

general. This reading is strengthened by the fact that male heroes in the //iad seem to regard

207 Furthermore, the phrase doidwuot éocopévoiot (6.358) resonates closely with Theognis’ statement that Cyrnus
will be an écocopévoiloy dowdn, “a subject of song for those yet to come” (251) in a poem that is explicitly about how
Cyrnus’ kleos will never die (245).
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kleos as something wholly good and desirable. Hector, for example, does not specify at 22.304-5
that he wants to win good kleos rather than bad, but instead seems to conceptualize any future
fame as a positive outcome.?%

The negative view that Helen holds of her own kleos can in part be explained by the fact
that her kleos in the Iliad is destructive rather than generative. In the Catalogue of Women, she
conforms to the basic story pattern of a woman who attracts a husband with her beauty and gives
birth to a child. In this sense she could be said to possess the kind of feminine kleos that depends
upon the perpetuation of the natural life cycle. However, her entrance into the genealogy of the
Catalogue is also the point of destabilization that brings the heroic age to an end, since it is her
marriage to Menelaus that ultimately leads to the Trojan War and the destruction of the race of
heroes. In the Iliad as well, Helen and her beauty are primarily associated with destruction, as
when the Trojan elders say (3.156-58):

oV véueolg Tpdag kai Ebkviudag Ayoiovg

TOUid" Apol yovorki noM)VN)(pévov dAyea mhoysw:

aivdc aBavatnot Befg eig oma Eowkev:

There is no reproach that the Trojans and well-greaved Achaeans

Suffer woes for a long time on account of such a woman:

She is terribly like the immortal goddesses to look on.
In this way, Helen’s kleos is similar to the k/eos of a male warrior in that it is linked to the death
and suffering that she causes. In lamenting the ponos (“toil” or “suffering”) that is bound up with

her status as an object of song (6.355), she speaks from the feminine perspective that values

generation rather than heroic kleos predicated upon destruction.

208 See Introduction. The conception of a “negative kleos” is almost totally absent from the /liad. Negative fates are
more commonly described as aklees, “without fame” (12.318, 15.100, 22.304, see also Od. 4.728). The word
duskleés, “of bad fame,” does appear at 1/. 2.115 and 9.22, but Greindl 1938 argues that this word should also be
taken to mean “without fame,” (ruhmlos), so that having a bad reputation in the //iad becomes synonymous with
having no reputation at all.
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The kleos that arises from the suffering and death of warriors can be contrasted with the
kleos that Helen gains from the robe she gives Telemachus in the Odyssey, which she says will
be a mnéma of her hands (Od. 15.126). The robe is a physical product of Helen’s effort, and thus
the kleos that arises from it is the outcome of a creative process. That this process was generative
rather than destructive could explain why Helen speaks negatively of her kleos at I/. 6.354-58,
but has a positive attitude about the robe as a mnéma at Od. 15.126. The opposition between
generative and destructive kleos is also illustrated by the passage in //iad 22 in which
Andromache says that she will burn Hector’s clothes to be a kleos for him now that he is dead
(22.510-14):

atdp tot €ipat’ €vi peyapoiot kéoviot
AemTA TE KO YOPIEVTO TETVYUEVA YEPCL YOVOIKDV.
GAL" fTol TAOE TAVTO KATAPAEE® TUPT KNAEWD
o0V 6ol ¥~ Bpelog, Emel ovk Eykeiceat adTOIC,
AL O Tpdwv kai Tpwiddomv kKAEog eivar.

In your halls lie clothes,
Fine and graceful, made by the hands of women.
But I will burn all these in a blazing fire,

No benefit to you, since you will not lie in them,

But to be a kleos in the eyes of the Trojan men and Trojan women.?%

In my analysis of this passage, I will show how this statement about the “works of women’s
hands” brings together weaving, childbirth, and vegetal growth in the context of Andromache’
feminine critique of male k/eos.

P.E. Easterling describes l/iad 22.510-14 as a positive example of how women can

participate in the production of kleos.?'° Following this interpretation, it is possible to read

ER T34

209 tpo¢ with the genitive has a somewhat ambiguous meaning. It can mean “from,” “in the eyes of,” “in the name
of,” or “at the hands of.” I have chosen to translate it here as “in the eyes of”” because Andromache is identifying
herself as the agent of the action of burning, but other meanings are not necessarily excluded.

210 Rasterling 1991.
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Andromache’s plan to burn the clothes as an ostentatious display to honor Hector, as when
Achilles sacrifices the Trojan youths on Patroclus’ funeral pyre. However, the phrase ovdgv 6ol
v dpehog, €nel 00K €ykeioeatl avTois, “no benefit to you, since you will not lie in them” suggests
a grimmer, more ironic meaning. Andromache seems to say that the clothes would have been a
benefit if Hector could have lain in them, but now they will become a kleos, which she views as
no benefit to him at all. This reading opens up the possibility that Andromache may in fact be
undermining the value of kleos here. I suggest that this passage can be read as a critique of the
necessary link between the destruction of an object or person and the perpetuation of Iliadic
kleos. Andromache characterizes Hector’s clothes as creating kleos only in the moment of their
immolation, which can be seen as a metaphor for the “beautiful death,” in which young men
achieve a kind of poetic immortality at the price of their lives.

The immortality conferred by kleos is meant to be a compensation for a warrior’s death,
since the conceit of epic poetry is that it preserves what would otherwise be lost in the normal
progression of mortal life. However, in order for something to enter into the poetic tradition, it
must first be destroyed in the physical world. This idea that destruction increases the kleos of
what has been destroyed is apparent in the passages in the //iad about the Achaean wall. In lliad
7, Poseidon protests that the kleos of this wall built by mortals will overshadow the kleos of the
walls of Troy, which he and Apollo built (7.451-453):

10D 0 fjTo1 KAE0G EoTon Hoov T Emikidvartal MG

70D 0" émAncovtal T0 £y Kol Poifoc ATOAL®V

fp® Aaopédovtt ToAMocapey 4OANcaVTE.

The kleos of this wall will exist as far as the dawn spreads,

But they will forget the one which I and Phoebus Apollo
Toiled to build for the hero Laomedon.
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Because of Poseidon’s complaint, Zeus gives permission for the wall to be destroyed after the
Achaeans have departed (7.4591Y). In lliad 12, the narrator lays out the particulars of this
destruction (12.13-33):

avtap émel kot pev Tpowv Bdvov dcc0ot dpiotot,
ToALOL 8™ Apyeimv ol puev dapev, ot 8¢ Aimovro,
népBeTo 08 [piépoto mOA dekdT® EViavTd,
Apyeiol 8” &v viot eikny €¢ matpid’ EPnoayv,

on tote untidmvto Ioceddwv Kol ATOAA®V
TEWYOG AUaAdDVL TOTOUDY HEVOS EICOYOYOVTEC.
o6ocot an’ Ioaiwv opéwv Ao 0 TpopEovat,
Plodg 0° ‘Entdmopog 1e Kapnoog te Podiog te
I'pvikdc te kai ATonmog 616¢ Te ZKANVIPOG
Kol Zoelg, 601 ToAld Bodyplo Kol Tpu@dAELn
KATmEGOV &v Kovinot Kol MUIBEWV YEvog avopdv:
TOV TAVTOV Opdoe otopat Etpane Poifog ATOAA®Y,
gvvijuop & &¢ telyog Te1 poov- Ve & Epa Zevg
ouvveyés, dppa ke Bdoocov aAimloa teiyea Oein.
avTtog 8" €vvootyatog Exmv yeipeoot Tpiotvay
Nyelr’, €k 6 dpa mavto Oepeiiia KOHOGL TEUTE
QurTp®V kol Adwv, T0 Bécav poyéovieg Ayotol,
Aglo 8” €moinoev mop’ dydppoov EAAcmovToV,
avTic & Riova peydAnv youdboiot kGAvye
TEWYOG AUAAdVVAG: TOTOUOVC O ETpeye véeshat
Kap poov, N tep mpdcdev iev karrippoov Hdwp.

But when the best of the Trojans had died

And many of the Argives, some of whom were slain and some of whom left,
And the city of Priam was sacked in the tenth year,

And the Argives had departed in their ships to their dear fatherland,
Then Poseidon and Apollo took counsel

To destroy the wall, bringing against it the force of the rivers,

However many flow down from the mountains of Ida to the sea,
Rhesus and Heptaporus and Caresus and Rhodius,

And Granicus and Aesepus and shining Scamandrus,

And Simois, where many bull-hide shields and helmets

Fell in the dust and a race of half-divine men.

Of all these Phoebus Apollo turned the mouths together,

And for nine days he sent their stream against the wall, and Zeus rained
Constantly, so that he might more quickly cover the wall with water.
And the Earthshaker himself, holding his trident in his hands,

Led them, and he sent with the waves all the foundations

Of logs and stones, which the Achaeans had toiled to make,

And he made them smooth by the strong-flowing Hellespont,
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And again covered the great beach with sand,
Having destroyed the wall. And he turned the rivers to go
Along the stream where before they had sent their fair-flowing water.
This destruction is intended to efface the kleos of the Achaean wall, but it has the paradoxical
effect of increasing the wall’s renown. James Porter suggests that the fame of the wall, which
Poseidon says will be greater than the walls of Troy itself (7.442-453), comes about because of
the fantastic means of its destruction:
The monumental obliteration of the Achaean Wall, rather than erasing the memory of
the wall, to the contrary ensures that the same wall will go down in the annals of
memory as one of the most unforgettable walls ever constructed. Not even the Trojan
Wall suffered such an unforgettable annihilation: though it may have been divinely
made (Beomointov), it was destroyed by mere men, albeit with the aid of the gods. The
Achaean Wall was humanly made, but it took three gods, eight rivers, nine days, an
earthquake, and an ocean to destroy it.?!!
Because of the noteworthy destruction of the Achaean wall, it became worthy of being preserved
forever in song.?!2 By saying that she will burn Hector’s clothes to be a kleos, Andromache can
therefore be viewed as commenting upon the destructive nature of poetic kleos, which only
immortalizes what has been physically annihilated. The clothes become a kleos when they are
burned, just as the hero becomes an object of song when he is killed.
Andromache’s choice of clothing, “the work of women” (22.511), as the object that will
be destroyed to create kleos is also highly symbolic. In //iad 6, Hector sets up an opposition

between weaving, the work of women, and war, the work of men, suggesting that the two crafts

can be seen as antithetical to each other (6.490-93):

211 Porter 2011.

212 Eustathius similarly commented that although the Achaean wall does not have a physical existence, it has
surpassed Troy in fame because of the skill of the poet: Abto pev yap 61a v t0d om0 AoyldotnTa €K UT) dvTog
€671 TpOTOV TG, 1) 8¢ dANOnc Tpoia Tij Tod YpdVOL Popd &k ToD Svtog HABeV €ig TO uNdév, dpavicOsica. (Eust. 17
7.452). He is making a somewhat different argument, however, since he appears to be saying that Homer invented
the Achaean wall out of nothing, and that this imaginary wall has greater fame than the real wall of Troy.
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G €ic olkov iodoa & 6 avtiig Epya kople

16TOV T NAOKATNV TE, Kol AUQUTOAOIGT KEAEVE

gpyov €noiyecBor: méAepnoc 6 dvopecsot peAnoeL

maot, podota 6 €pot, Tol TAim &yyeydootv.

But go into the house and be busy about your own works,

The loom and the distaff, and order your maids

To ply their work; But war will be a care for all men

Who have been born in Ilium, and to me especially.?!?
By saying that she will burn Hector’s clothes to be a kleos, Andromache implies that the creation
of male kleos is predicated upon the destruction of the work that women have labored to create.

I suggest that we can extend the metaphor further and view the clothing woven by female
hands as symbolic of the other primary product of female labor, children. In this way,
Andromache’s speech can also be read as a metaphor for the opposition between the female telos
of generation and the male felos of winning kleos through a beautiful death. There are other
parallels in the text that allow us to connect weaving with children. In //iad 6, both the baby
Astyanax and the peplos offered to Athena, also designated as the “work of women” (erga
gynaikon, 6.289) are given short similes comparing them to stars. The peplos is said to “shine
like a star” (dotnp &° @G dméhaumev, 6.295), and Astyanax is said to be “like a beautiful star”
(GAiyxiov dotépt kold, 6.401). Although star similes appear frequently in the /liad *'* the use of

aotp twice in such close proximity can be seen as suggesting a link between the two objects

described.

213 This reference to the loom and the distaff as women’s work in opposition to the work of men can also be found at
Od. 1.356-59 and 21.350-53. These passages are identical to Hector’s words to Andromache at 7/. 6.490-93 except
that polemos, “war,” is replaced with mythos, “speaking.” This similarity suggests that such statements may have
been formulaic in hexameter poetry. Cf. Chapter 2 for a longer discussion of these passages.

214 Star similes in the Iliad: 4.75 (of Athena), 5.5 (of the light reflecting off Diomedes’ armor), 8.555 (of the Trojan
watch-fires), 11.62 (of Hector), 19.381 (of Achilles’ helmet), 22.26 (of Achilles), 22.317 (of Achilles’ spear).
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Another hint that women’s work as bearers and nurturers of children can be associated
with the work of weaving is found in the iconography of the web that Andromache is weaving in
lliad 22 when she is interrupted by the sound of lamentations for Hector’s death. The cloth is
decorated with “flowers of various colors” (8v 8& Opdva mowi)’ Enacoe, 22.441).215 This vegetal
imagery associates the garment with other vegetal imagery representing human mortality in the
lliad. Flower imagery in particular is associated with young warriors, who are often described as
thaleros, “blooming” (3.26, 10.259, 11.414, 14.4, 17.282).2!® For example, the dying Gorgythion
in Iliad 8 is compared to a poppy (8.306-308):

UKoV & O¢ £Tépmoe kbpn PaAev, f} T évi KNTW
Kapr® Ppdouévn votinoi te siopvijowy,
O¢ £TEPOG” Tjvoe Khpn TANKL BapuvOEy.
And he bent his head to one side like a poppy, which in the garden
Is heavy with its fruit and with spring rains,
Thus his head sank to one side, weighed down by his helmet.
A similar simile describes the dying Geryon in Stesichorus’ Geryoneis (P. Oxy. 2617 fr. 5):

o

amékive 6" ap' avyéva I'ap[vovag
EMKapoov, g Oka pa]km[v

dite KoTOUoYVVOLG' ATOAOV [dENaG
aiy' amd eOAA Bodoioa. ..

[The arrow of Heracles] made the neck of Geryon droop
At an angle, as when a poppy, spoiling its soft body,
Suddenly throwing away its leaves...

These two passages likening a dying boy to a flower shedding its petals suggest that the

comparison may be formulaic. The Opdva of Andromache’s web could therefore be seen as

215 For the word 0pdvov meaning “flower” in Linear B, see ITpopmové 1974 on the Mycenaean festival called the
Thronoelktéria.

216 Schein writes that the use of thaleros to describe the dying Simoeisios at 4.474 “suggests a youth both blooming

and potentially a husband, warmth and energy that might have been directed toward a fruitful, procreative life but
were instead turned toward war, where death put an end to warmth, flowering, and potential” (Schein 2016: 7).
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having a semantic or thematic connection to images in the //iad of young men who are about to
die in battle. This connection is strengthened when we consider that this web, a garment likely
intended for Hector, will in all probability be among the clothing that Andromache envisions
herself burning in lieu of a funeral for her husband. In this way, the destruction of the Opova
woven into the cloth will create kleos in the same way as the destruction of the young men who
die like drooping flowers creates kleos. Andromache’s web thus serves as a complex symbolic
representation of the products of women’s labor and their fate when they come into contact with
the male drive to win kleos on the battlefield.

The products of weaving (cloth) and the products of sexual intercourse (children) are
further linked by the association of weaving with female sexuality in Homeric epic.?!” Both
Circe and Calypso, dangerously seductive goddesses, are depicted as singing with a “beautiful
voice” (0mi xaAf)) while going back and forth (émotyopévng) in front of their looms (Od. 5.61-2,
10.221-22).2!% Although Odysseus’ sexual unions with Circe and Calypso do not produce
offspring in the Odyssey, Homeric audiences were likely aware of the poetic traditions
represented by Hesiod’s Theogony and the epic cycle’s Telegony, both of which assign Odysseus
children by these goddesses.?!” With these children in mind, the seductive weaving sequences
may have carried overtones of procreative sexuality. The erotic connotations of the phrase ictov
gmotyopévny, “going back and forth before the loom,” are strengthened by Agamemnon’s
description of Chryseis as “going back and forth before the loom and sharing my bed” (ictov

gmotyopévny kol pov Aéyoc avtidwaoav, 11 1.31), linking Chryseis’ labor as a weaver with her

217 Worman 1997: 161; Karanika 2014: 48-49.
218 1t is this image of Circe singing and weaving which entices Odysseus’ men into her trap (10.226-28).

219 Theog. 1011-1018
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sexual slavery. In the Catalogue of Women, the formula tepucoiréa Epy' eidvian, “skilled in very
beautiful works,” is an epithet applied to women.??* This knowledge of weaving (erga) is one of
the qualities which increases the value of women as sexual objects, leading to intercourse and
procreation. In the //iad, Achilles describes the ability to both “vie with Aphrodite in beauty
(kallos)” and “equal Athena in works (erga)” as a quality that makes a wife particularly
desireable (9.389-90). Scheid and Svenbro also link weaving with the procreative sexuality of
the marriage bed through the importance of the nuptial garment/bed cover.??! In addition, the
association between female sexuality and weaving is seen in a ritual that took place at the Delian
tomb of the Hyperborean maidens, at which girls would dedicate locks of hair wrapped around a
spindle.??? Female hair was associated with fertility and sexuality, which was why women
regularly covered their hair, and girls cut their hair at the time of marriage.?** Thus the offering
of hair wrapped around a spindle identifies this fertility and sexuality with the production of
textiles.***

In light of the evidence that has been presented, we can view the two activities by which
women win kleos, weaving and childbirth, as having a close symbolic connection with each
other. If we consider weaving and childbirth as belonging to the same conceptual domain, it
allows us to posit a unified theory of female kleos as a generative activity, opposed implicitly

and explicitly to the works of war (cf. 1/. 6.490-93). This generative kleos depends upon the

220 See Cohen 1990.

221 Scheid and Svenbro 1996 [1994]: 51-83.

222 Hdt. 4.34; Paus. 1.43.4; Callim. Hymn 4.296-299.

223 Langdon 2008: 148-149.

224 Boys also offered hair at the tomb of the Hyperborean maidens, but they wrapped their cut locks around a green

shoot rather than a spindle (Langdon 2008: 150). This is interesting in light of the association between young men
and vegetal imagery in Archaic poetry.
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continued physical existence of the products which it creates and is thus compromised by the
male warrior kleos of the Iliad, which preserves in poetry which has been destroyed in the
physical world.?* For this reason, women in the I/iad are frequently hostile towards the
masculine drive to win kleos because it destroys the products of their labor and compromises
their future fame.

Despite the link between female k/eos and the natural life cycle, my intent is not to
suggest that “female is to male as nature is to culture.”?® Although the Greeks certainly
associated women more closely with nature, female kleos, like male kleos, is a product of
culture. Weaving is a cultural technology, and the significance assigned to it is likewise
culturally determined. In the same way, although sex and childbirth are natural processes,
genealogy is a cultural artifact. The true opposition between male and female kleos in the Iliad
that I seek to illuminate is not the opposition between nature and culture, but rather between a
kleos that is tied to the physical world and a kleos that has transcended physical existence. The
conflict between these two forms of kleos in the Iliad is evident in the way the poem treats
physical sémata, “signs,” and mnémata, “remembrances,” that have the potential to carry kleos.
These sémata include tombs and objects such as weapons or metal household goods that have

significant histories as guest-gifts or spoils of war.??” For example, Agamemnon in Odyssey 24

225 For the opposition between physical objects vs. poetry as bearers of kleos, see Grethlein 2008 and Ford 1992:
131-146. Both argue that the kleos conferred by physical objects is more fragile and less reliable than the kleos of

poetry.

226 Cf. Ortner 1974. Anthropologist Sherry Ortner’s influential article “Is Female to Male as Nature is to Culture?”
posited that women are universally devalued in human societies because they are associated, through the act of
childbirth, with nature, the antithesis of culture, which is the domain of men.

227 Crielaard 2003; Grethlein 2008.
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describes how Achilles’ tomb will serve as a conspicuous monument among future generations
(24.80-84):

gnerta péyav Kol auopove Topfov
yevouev Apyelmv iepog GTPATOS QUYUNTAMY
axti) €m wpovyovon, Emi mAatel EAAnomovio,
AG KeEV TNAEPAVTG EK TOVTOQLY AVOpacLY €N
101G 01 VOV yeyQoot Kol ol pHetdomatev Ecovrail.

Then we, the sacred army of Argive spearmen,

Poured a huge and blameless grave-mound

On a promontory, by the broad Hellespont,

So that it can be seen from afar by men on the sea,

Both those who are now alive and those who will be in the future.
Similarly, Menelaus gives Telemachus a goblet in Odyssey 4, inviting him to use it to pour
libations to the immortals and to think of Menelaus while he does so (4.591-92). In this way, the
goblet serves as a mnéma of Menelaus after it has passed out of his hands.

Female kleos that is reliant upon genealogy and the products of women’s labor is located
in this realm of material mnémata. As Mueller has indicated, a woven garment can also function
as a mnéma, calling to mind the woman who created it after it has been given to a new owner.?*8
The status of living descendants as mnémata for their ancestors is also closely linked to the ways
in which objects are mnémata for former owners. Crielaard has noted that the “biographies” of
significant objects in Homeric epic are structured very similarly to the genealogies of heroes:

There are a number of similarities between genealogies of important human beings
and the cultural biography or genealogy of certain prestigious goods...There are also
close parallels in the way that the poet recounts artefacts’ biographies and families’
genealogies are not just name lists, like the ones we find the Old Testament for
instance, but are in fact a sequence of mini-biographies that give all kinds of details
about the ancestors’ glorious deeds and good qualities, and the way they lived and

died...As we will see shortly, this also relates to objects that bear a particular
reputation.??’

228 Mueller 2010.

229 Crielaard 2003: 53-54.
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Thus the kleos of ancestors is conveyed by the recitation of their genealogy by their offspring,
just as the kleos of an object’s former owner is conveyed by recounting the object’s biography.

However, although the //iad acknowledges the potential of objects to convey kleos, it
persistently problematizes the stability of the kind of kleos that depends on a connection to the
physical world. The cultural memory associated with tombs and “prestige objects” in the poem
has a shallow temporal depth, generally stretching back only one generation, or at most two or
three generations for a particularly significant object or individual.?*° The Iliad highlights tombs
whose occupants have been forgotten, such as the tomb of “dancing Myrrhine,” whom only the
gods remember (2.811-14), and the nameless tomb used as a turning-post for the race at
Patroclus’ funeral games (23.326-33). Similarly, Andrew Ford has argued that the fragility of the
Achaean wall represents the impossibility of “preserving the fame of the Trojan War in physical
form.”?3!

The poetic tradition of the /liad privileges the kleos of the immaterial over the material
because immaterial kleos, the glory of dead heroes, is its primary subject. In order to justify its
own existence, the poem must present song as the only medium through which heroic kleos can
reliably be conveyed. However, the Iliad is also aware of the problems inherent in such a model,
as is shown by its inclusion of women’s voices that question and undermine the value of glorious

death in battle. In this way, the poem acknowledges that by presenting material dissolution as the

only path to poetic immortality, it is privileging an ideology that has a negative effect on the

230 Grethlein 2008: 29, 37.

21 Ford 1992: 150.
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biological prosperity of communities. The way in which the poem navigates this moral problem

will be the subject of the next chapter.
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CHAPTER 2

The Voice of the Loom: Helen as Poet in the /liad

There was a Helen before there was a war
but who remembers her?
—H.D.

In Chapter 1 I explored how weaving can be a way for women to win kleos for
themselves. In this chapter I discuss weaving as an analogue for poetic craft and as a way for
women to “speak,” commenting upon their own kleos or the kleos of others. I then move on to
explore the metapoetic significance of Helen’s web at /liad 3.126-27 in the larger context of
masculine and feminine attitudes towards kleos in the Iliad, as well as the metapoetic status of
Helen herself as a character. For the purposes of this chapter, I define metapoetry as poetry that
in some way expresses awareness of its own status as poetry. I suggest that because of the
metapoetic resonances of Helen’s Trojan War tapestry and other passages in which she
comments upon her role in the conflict, Helen’s painful awareness of the destructive nature of
her own kleos can be compared to epic poets’ awareness of the ways in which heroic kleos and
the poetic tradition are similarly bound up with the death and suffering of young warriors who
die in pursuit of glory.

Metapoetic readings of early Greek epic have gained acceptance over the last several
decades.?? For instance, it is common to interpret the nautilia of Hesiod’s Works and Days, in
which Hesiod declares his dislike of ships and seafaring, as a rejection of Homeric poetry, with

the sea representing the domain of Homer.?** Pietro Pucci has shown that the song of the Sirens

232 Although some scholars remain opposed to metapoetic readings of early Greek epic. Scodel, for example, argues
that “recent interpretations have gone too far in the tendency to treat archaic hexameter poems as competitive in
their self-assertion against other poems and in seeking metapoetic allusions” (Scodel 2012: 501).

233 Rosen 1990; Dougherty 2001: 39; Purves 2010: 79.
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in the Odyssey reflects the subject-matter and diction of the //iad, representing the intrusion of
Iliadic poetry into the Odyssey. The association of the Sirens with death can be viewed as the
Odyssey’s way of disavowing the themes and concerns of the /liad (such as glorious death, pity,
and grief) in favor of its own themes of life and homecoming.?** Sometimes a specific character
can become a focal point for a poem’s self-referentiality. Such is often the case when we
encounter a poet within a poem, like the Odyssey’s Demodocus or Phemius.?** Similarly, a
character may participate in an action or process that is presented as a metaphor for poetry, as
Carol Dougherty argues with respect to Odysseus’ building of the raft in Odyssey 5.2 She
suggests that we can view the construction of Odysseus’ raft as a representation of the
composition of oral poetry:

Like the planks of Odysseus’ raft, the different themes or parts of a song can be taken apart
and rearranged to create new songs for new contexts. And in fact this is exactly what we find
when we compare the songs that Odysseus sings of his adventures to the Phaeacians in Books
9-12 with those that he tells Eumaeus and Penelope upon arriving in Ithaca.?’

As Dougherty implies, Odysseus also exhibits another metapoetic characteristic: his repeated
narrations of his adventures to various audiences which establish him as a kind of quasi poet-
figure. In addition, a character can be classified as metapoetic because they show awareness of
their status as a character within a story, as Helen does when she speaks of her future fame at

lliad 6.354-58.7%

234 Pyccei 1998: 1-10.

235 Cf. Ford 1992: 100ff.
236 Dougherty 2001: 35.
237 Dougherty 2001: 82.

238 Cf. Torrance 2013: 3.
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In early Greek epic, there is a close metapoetic connection between weaving and poetry.?’
In many ways, weaving functions as an alternative to authoritative speech for women who want
to bestow and comment upon kleos, just as it also functions as an alternative to fighting and
dying as a way of winning kleos. In the Iliad and Odyssey, men send women to the loom when
women become too outspoken in traditionally masculine spheres and question male authority.
But women can also use weaving to communicate when their voices have been silenced. Thus,
the voice of the loom can be seen as a marginalized form of feminine speech that expresses
challenges to the status quo of masculine power. Helen’s web at 3.126-27 is an example of
weaving that is used to express a critique of masculine warrior values in this way. By
emphasizing the connection between the suffering of the war and Helen’s kleos, the web
represents her lament that her identity has become inextricably bound up with the war. It
expresses her regret that no conception of Helen as an individual either in the present or in the
minds of future people can exist separately from the violence that has resulted from her
continued existence within the walls of Troy. This evaluation of her own kleos is also seen in
other passages in which Helen displays a metapoetic consciousness.

In addition to her status as a metapoetic weaver, Helen’s close relationship to k/eos links her
to the poetic tradition. As Mihoko Suzuki and Ruby Blondell have argued, Helen functions as a
signifier of kleos, a living source and symbol of glory for the warriors who fight to possess her.?*
In this way, Helen can be said to stand in a similar position to an epic poet, who is able to grant

kleos to warriors by ensuring that they will be remembered in song. No other character in

239 Bergren 1979; 1983; Snyder 1981; Clayton 2004.

240 Suzuki 1989; Blondell 2010. For more on Helen as a source of kleos, see below.
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Homeric epic shares Helen’s status as both a source of kleos and a character who comments upon
the nature of kleos. This unique role, combined with Helen’s metapoetic awareness and the
verbal resonances that associate Helen’s web with the text of the Iliad, invites us to read Helen as
a vehicle through which the poem may comment upon the link between the poetic tradition and
violence. Helen’s complicity in the suffering of the Trojan War can be said to mirror epic poets’
complicity in the violence of the warfare that they narrate, since by singing the klea andron, “the
glorious deeds of men” that are the subject of the epic tradition, they encourage the young men
of their audience to perpetuate further violence by fighting and dying for kleos. The feminine
voice of Helen’s loom can thus be seen to reflect poets’ own discomfort with the more
destructive side of the poetic tradition in which they participate.
Numerous scholars have discussed the link between weaving and poetry in Archaic

Greek literature. The verb dVpaive is used both of weaving and of the composition of songs,
suggesting that the weaving of women can be seen as in some way equivalent to the work of the
poet.*! Weaving is frequently used as a metaphor for the production of verse in Archaic Greek
poetry.?*> On this subject Ann Bergren writes:

Greek culture inherits from Indo-European a metaphor by which poets and prophets

define themselves as “weaving” or “sewing” words. That is, they describe their

activity in terms of what is originally and literally woman’s work par excellence. They

call their product, in effect, a “metaphorical web.”?+

Bergren and Barbara Clayton have demonstrated the ways in which the mechanics and

narrative strategies of weaving mirror those of oral poetry. Bergren argues that the suspension of

linear time in a tapestry, in which all events are depicted simultaneously, reflects the suspension

241 Bergren 1979; 1983; Snyder 1981; Clayton 2004.
242 Snyder 1981.

243 Bergren 2008 [1983]: 16.
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of temporal realism that we often see in the //iad, as in the case of the teichoscopia occurring in
the ninth year of the war, when we might more realistically expect it to happen at the beginning.
In this way, oral poetry produces a complex verisimilitude in which realistic narrative is
combined with a suspension of the plot’s history:
The two conventions of realistic narration and temporal suspension produce a verbal
version of what we would see in Helen’s tapestry, that is, the action of struggle in
stasis, both movement in time—indeed imperfected movement—and metatemporal
permanence, both at once.?*
Helen’s weaving can thus be seen as “a reflection of the poetic process of the Iliad.”**

In a similar way, Clayton suggests that Penelope’s continual weaving and unweaving of
Laertes’ shroud in the Odyssey can serve as a metapoetic representation of the process of oral
poetry. The songs of an oral poet are recreated anew in each performance but are still conceived
of as being the same song. Likewise, Penelope’s web is recreated with each weaving, but
remains in a sense the same web:

The warp threads, which remain unaffected by Penelope’s constant reweavings,
represent that which remains constant in the composition of oral poetry: the poet’s
command of traditional material such as epithets, type scenes, line endings, and so on.
The woof threads, or the mvn, weave a subtly different pattern with every repetition,
just as each performance of the bard’s song is always subtly unique.?*
Clayton argues that Penelope’s status as a poet figure, a “reweaver” of songs, allows her to posit
a “Penelopean poetics” as central to the Odyssey. She suggests that this “rewoven” poetics is

visible throughout the poem, such as in Odysseus’ “Cretan tales,” in which he retells the false

story of his origin as a Cretan prince in different versions tailored for different audiences.

244 Bergren 2008 [1979]: 46-47.
245 Bergren 2008 [1979]: 46.
246 Clayton 2004: 35-36. This argument is very similar to Doughterty’s metapoetic interpretation of Odysseus’ raft

(Dougherty 2001: 35).
96



Clayton argues that this centrality of Penelope and her reweaving to the poetics of the Odyssey
allows us to view the poem as being charged with a kind of “feminine alterity,” in contrast to the
more “masculine” /liad.*"’

The metapoetic status of weaving is significant because weaving often functions as an
alternative means of communication for women who are prevented from speaking. The most
dramatic example of this trope is Philomela, who weaves the story of her own rape after her
tongue has been cut out.**® Bergren’s statement that “Greek women do not speak, they weave,” is
perhaps not wholly accurate.?* Female poets did exist, of whom Sappho is only the most
prominent example.”*® Some female poets even play with the metaphorical link between weaving
and song in their own poems.?! However, it would be accurate to say that women in Homeric
epic weave rather than participating in the authoritative speech of poetry and other male-
dominated spheres.** In [liad 6, Hector sets up a contrast between weaving, the work of women,
and war, the work of men, when he tells Andromache to cease giving him advice about what he
should do in battle (6.490-93):

G €ic olkov odoa & 6 avtiig Epya kole
16TOV T NAOKATNV TE, Kol AUQUTOAOLGL KEAEVE

gpyov €noiyecBor- mOAepoc 6 dvopecsaot peAnoeL
maol, polota 6 €pot, Tol TAim &yyeydoov.

247 Clayton 2004: 19.

248 Bergren 2008 [1983]: 16. See Apollod. Bibl. 3.14.8.

24 Bergren 2008 [1983]: 15.

250 An epigram in the Greek Anthology (4.P. 9.26) lists nine female poets: Praxilla, Moero, Anyte, Sappho, Erinna,
Telesilla, Corinna, Nossis, and Myrtis. .M Plant lists 24 female Greek writers between the seventh and the second

centuries BCE with extant works or fragments (Plant 2004).

231 Sappho fr. 99, 102, 188 L-P. Cf. Snyder 1981: 195. The title of the Hellenistic poet Erinna’s hexameter poem
“The Distaff” CHAGkdtn) may also be a play on the link between weaving and poetry.

252 A rare example of a setting in which women can speak publicly without male censure is the funerary lament
(Alexiou 2002 [1974]; cf. 1l. 24.725-775).
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But go into the house and be busy about your own works,

The loom and the distaff, and order your maids

To ply their work; But war will be a care for all men

Who have been born in Ilium, and to me especially.
Using almost identical language, in Odyssey 1 Telemachus tells Penelope that women should not
be concerned with speaking (mythos), which is the concern of men, but rather with the distaff
and the loom (Od. 1.356-59):

G €ic oikov iodoo o 6 avthig Epya komle,

16TOV T NAOKATNV TE, Kol AUOUTOAOIGL KEAEVE

gpyov €noiyecBor pdbog & dvopeoot peAnoet

7ol poAota 8° €uoi- Tod yop kpatoc £0T' Vi OTK.

But go into the house and be busy about your own works,

The loom and the distaff, and order your maids

To ply their work. But speaking (mythos) will be a care to all men,

And especially to me; for mine is the power in the house.
Telemachus says this in response to Penelope’s attempt to make the bard Phemius sing a
different song than the Achaion noston, the “return of the Achaeans,” which reminds her of
Odysseus’ absence. Richard Martin defines mythos as performance in the sense of authoritative
self-presentation to an audience.”>* By ordering her to leave mythos to the men, Telemachus is
denying her the ability to engage in authoritative speech.?** In addition, since this command
comes in the context of her attempt to change Phemius’ song, she is being denied authority in the
performance of epic poetry, which is here also implicitly characterized as the care of men. This

passage explicitly marks weaving as the activity that women engage in instead of words. Thus

Bergren’s statement that “semiotic woman is a weaver” applies perfectly to Penelope, as Bergren

253 Martin 1989: 231.

234 Victoria Wohl reads this passage as an example of how the Odyssey reaffirms male control over women (Wohl
1993).
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herself notes.?>> Clayton writes: “Telemachus sends Penelope away specifically to weave,
inviting us to see her weaving as a gendered /anguage, one that is positioned in opposition to
men’s speech.”?¢

Telemachus uses the formula “go back to the loom and the distaff” again in Odyssey 21
when Penelope is chastising the suitors for their abuse of the disguised Odysseus and insisting
that he should have a turn with the bow. Telemachus intervenes in the dispute, stating that he has
the ultimate authority in the situation (21.343-353):

v & ad TnAéuayog menvopévog dvtiov noda-
‘ufTep €un, TO&ov pev Ayoidv ob Tig Eueio
Kpeicomv, ® K’ 40éAm, dduevai te kai dpvicacar,
o000’ dec0t kpavany T0aknV kdta Kopavéovaty,
o000’ 6oc01 viicotot Tpog "HAdog inmmoBdtoto

TV o Tic 1 déxovrta Pmoetal, of k' €0 m

kol kaBdmaé Eetve dopevar Tade TOa pépecha.
GAL &ic oikov iodoa to 6~ avtiig Epyo kOpE,
16TOV T NAKATV TE, Kol AUOUTIOAOIGL KEAEVE
gpyov €noiyecBar: toEov &° Avopecat LeANGEL
nact, poota 6 Epotl- Tod yap KpAtog €01 &vi OTK®.

Again wise Telemachus spoke in answer to her:

My mother, no Achaean has greater control over this bow
Than I, to give or refuse to whom I wish,

Neither those who rule throughout rocky Ithaca,

Nor those in the islands near horse-pasturing Elis.

None of these can compel me against my will, even if [ want
To give it once and for all to a stranger to carry away with him.
But go into the house and be busy about your own works,
The loom and the distaff, and order your maids

To ply their work. But the bow will be a care to all men,

And especially to me; for mine is the power in the household.

Here Telemachus again chides his mother for interfering in what he perceives to be exclusively

male affairs. In this passage, as in the one from Book 1, Penelope has engaged in authoritative

255 Bergren 2008 [1983]: 15.

236 Clayton 2004: 37-38.
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speech. She asserts her right to give the bow to whom she chooses, saying, @d¢ yip &Egpém, TO
0¢ kol tetedeopévov Eotat, “For thus I tell you, it will be a thing accomplished” (21.337). She
can also be seen as intruding on the masculine business of warfare, since she is giving orders
about the proper handling of a weapon. Telemachus silences her, telling her that the bow will be
the concern of men, and that it is his right to give or withhold it. In this way he reasserts male
authority over both weapons and public speaking.

As Hector’s speech to Andromache marks weaving as the feminine alternative to war,
Telemachus’ speech to Penelope in Odyssey 1 designates it as the feminine alternative to
speaking. The phrasing is nearly identical, suggesting an epic formula in which women are told
to pursue weaving instead of men’s activities. These passages imply that what war and speaking
are to men, weaving is to women. War is the traditional arena in which men win kleos, and
speech is the means by which men perpetuate the kleos of others, preserving heroic deeds in
song. The idea that weaving plays the same role for women that battle does for men is
strengthened by the verbal resonances between the descriptions of Andromache dropping her
shuttle in /liad 22 when she hears the laments for Hector (yopai 8¢ ol Ekneoe kepxic, 22.448) and
Teucer dropping his bow when he is wounded in //iad 8 (16&ov 6¢ Exmece xe1pog, 8.329). In this
chapter, I suggest that just as weaving functions as an alternative path to kleos for women, it can
also serve as an alternative way for women in Homeric epic to control and shape the kleos of
others.

The valence of the feminine voice of the loom in Archaic Greek poetry is complex,
signifying both the marginalization of female speech and women’s refusal to be silenced. Men
send women to the loom when they wish to stop them from exerting authority and influence in

spheres dominated by men, whether the women are offering advice on military strategy or telling
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a bard to sing a different song. From the masculine perspective the loom thus serves as a way to
neutralize the threat that the female voice poses to male hegemony. But sometimes the loom
functions as a way for silenced women to “speak,” communicating their resistance and refusal to
submit.

The extent to which the voice of the loom succeeds in subverting masculine authority
varies significantly according to context. As I discussed in Chapter 1, the web that Andromache
is weaving in Iliad 22 when Hector is killed depicts Opova, “flowers” (//. 22.441), which can be
linked symbolically to poetic images of young men who are said to fall like drooping flowers
when they die in battle.”” The use of this imagery in Andromache’s web can be read as a
comment upon Hector’s desire to win kleos aphthiton. In Iliad 6, Andromache voices her
opposition to Hector’s wish to continue to risk his life in battle, telling him (6.431-37):

GAL™ drye VOV EAEatpe Kol ovToD pipy’ €mi mhpy,

U oAd” OpeaviKov ONNg yNpnNV T yuvaiko:

AoV ¢ othicov Tap” €pvedv, EvBa pioTta

apPotdc €ott TOMG Kol EMidpopov ETAETO TELYOG.

TPic Yop T v EABOVTEG Emelpnoavd’ oi dpioTot

ape’ Ailavte 0o kai dyakAvtov Toouevija

Nno’ ape’ Atpeidag kol Tvdéog dAKov LoV

But come now, have pity and remain here on the tower,

Lest you should make your son an orphan and your wife a widow.
But station the host by the fig tree, where the city is

Especially easy to scale and the wall is vulnerable to assault.
For three times they came there and made an attempt,

The best men with the two Ajaxes and very famous Idomeneus
And the two sons of Atreus and the strong son of Tydeus.

The course of action that Andromache advises would benefit the city by protecting its most

vulnerable point, but it would deprive Hector of the chance to win glory in battle.>*® Hector, in

257 Cf, 11, 8.306-308 and Stesichorus’ Geryoneis (P. Oxy. 2617 fr. 5).

258 See Arthur 1981.
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response, disregards Andromache’s request and reiterates his commitment to winning kleos
(6.441-46):

7 kod £pol 16de mhvto pédet yovar GALY HéL” aividg

aidéopon Tpdoag kol Tppadoc ErkecimETAOVC,

ai ke KaKOG MG VOGPV AAVGKAL® TOAENO10

00¢ pe Bouog dvmyev, Emel pabov Eupevorl 6010

aiel kol TpdTOot petd Tpoeoot payecot

apvOUEVOC TATPOC TE PEYA KAEOG O™ EUOV aOTOD.

Indeed, all these things are a care to me, woman. But [ would be

Very terribly ashamed before the Trojans and Trojan women with trailing robes

If like a coward I should shun the war and remain apart;

Nor does my spirit bid me, since I have learned to be brave

Always and to fight among the foremost Trojans,

Striving to win great glory for my father and for myself.
Hector indicates that he realizes his course of action will end in his death, saying that he knows a
day will come when “sacred Ilium will fall” (g0 yap &y®d T68e 0id0. Katd Ppéva koi Katd dupdv-/
gooetan Nuap 8t” &v mot’ dAmAN “Thiog ipry, 6.447-48), and envisioning a future in which he has
died and Andromache is being led away as a captive (6.454-59). It is in this context that he tells
Andromache to go back to the loom and leave war to the men (6.490-91). Hector’s command
that Andromache should weave rather than speak is closely associated here with his intent to
seek a glorious death in battle against her wishes. In this way, the floral imagery of
Andromache’s web can be viewed as a subtle way of non-verbally indicating her preference for
the natural life cycle of growth and death as opposed to the masculine goal of dying in battle and

acquiring kleos aphthiton.” She later verbally expresses this view at Hector’s funeral when she

says that she wishes he had died in his bed (24.743-45). As long as Hector remains alive, the

259 See Chapter 1 for a discussion of how vegetal imagery in the Iliad represents the natural life cycle that warriors
attempt to transcend through a glorious death (cf. Nagy 1979).
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woven web is her only means of expressing the viewpoint that Hector has discouraged her from
speaking aloud.?®
Perhaps the most significant web in Homeric poetry is the one which Penelope uses to
trick the suitors in the Odyssey (Od. 2.85-110, 19.141-61). The poem never tells us which
images, if any, are depicted on this shroud that Penelope weaves. Using knowledge about the
production of textiles, Elizabeth Barber argues that the amount of time that Penelope was able to
spend on the shroud without arousing suspicion suggests that the design must have been
complicated and that it likely depicted a narrative:
Penelope could have woven [a plain shroud] in a couple of weeks and wouldn’t have
come close to fooling her suitors for three years. Homer’s audience would have known
that only the weaving of a non-repetitious pattern such as a story is so very time-
consuming, but we who no longer weave or regularly watch others weave are more
easily misled.?!
A Homeric audience would have been able to infer that Penelope was weaving a narrative, but
would not know what this narrative was. Clayton has suggested that the lack of information
about the appearance of Penelope’s web is deliberate:
I do not think that Homer’s silence on this point represents the omission of an
unimportant detail. I would argue instead that Homer deliberately leaves the narrative
content of the web within the realm of potentiality. And this aspect of potentiality in
turn complements the fact that Penelope’s web is potentially never complete. Homer
allows us to image that Penelope may be weaving anything, including the adventures
of Odysseus himself.?6?

We can evaluate the significance of the story that Penelope weaves only by her desire to keep it

unfinished. Clayton associates Penelope’s refusal to give this story a definite ending with the

260 T do not necessarily suggest that Andromache should be imagined as consciously including the flowers in her web
as a form of protest, but rather that the presence of floral imagery in her web can be viewed as symbolizing her
feelings and opinions about heroic glory.

261 Barber 1994: 154.

262 Clayton 2004: 34.
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theory of écriture féminine (‘“female writing””) proposed by French feminists from the
Psychanalyse et Politique movement such as Héléne Cixous and Luce Irigaray. This writing is
characterized as having a “subversive multiplicity” and being opposed to the masculine language
of definite signs.?” In a similar way, Penelope’s never-finished web keeps open all possible
outcomes and possible meanings.?*

I propose a related reading of Penelope’s unweaving and reweaving within the context of
the relationship between weaving and speaking that I have discussed above. I suggest that
Penelope’s unwillingness to finish her web does not reflect a celebration of narrative
indeterminacy but rather a refusal to communicate in a situation where any definite response to
her suitors’ demands could be potentially disastrous.?*> She obviously does not wish to remarry,
but the suitors refuse to leave Ithaca until she chooses a new husband. Additionally, she does not
want to risk angering them because of the violence that could potentially erupt if they are
dissatisfied.?® She thus uses her loom to create in the suitors the false impression that she has
acquiesced to their desires while in reality postponing the necessity of an answer.

Penelope’s retreat to the loom appears unthreatening to the suitors because from the male

perspective, the loom is a woman’s proper place, safely removed from the affairs of men.

263 See Cixous 1981.
264 Clayton 2004: 38-39.

265 As Murnaghan 1994 has pointed out, the late twentieth-century post-structuralist aesthetic that prizes works that
seem to foreground their own indeterminacy runs the risk of anachronism when applied to texts from other cultures
and time periods. She argues that the celebration of narrative indeterminacy is foreign to Homeric epic, and that
narration in the Odyssey is always “a highly pointed activity, designed to achieve some determinate end”
(Murnaghan 1994: 83). I do not suggest that Penelope’s web is indeterminate for indeterminacy’s sake, but rather
that Penelope refuses to bring the story of her web to a determinate end as a tactic of resistance against the suitors.

266 Penelope’s son Telemachus is in the greatest danger from the suitors, who plot his death twice during the course
of the Odyssey (Od. 4.6791f, 20.243).
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Penelope herself is careful to frame her desire to weave a shroud for Laertes as part of her status
as a “good woman” (Od. 19.141-47):

KoDpot, EHol pvnotipes, énel Bave dlog Odvoceng,

Hipvet’ €meryopevol TOV ROV YOUOV, €i¢ O ke Papog

EKTEAECO—UN| O LETOUMVIA VAHOT OANTOL—

Aogptn fipot Taeniov, gic 6te KEV uv

poip” olon| kaBéAnot tavnieyéog Bavdatoto:

un Tig pot katd Sfjpov Ayatiddwy vepeonon,

ol kev dtep omeipov KETTOL TOAAY KTEATIGGOC.

Young men, my suitors, since brilliant Odysseus has died,

Wait, although you are eager for my marriage, until I complete

A web—Ilest what I spin should perish in vain—

A shroud for the hero Laertes, for the time when

The ruinous fate of death that brings long woe shall destroy him,

Lest one of the Achaean women in the land should blame me,

If he should lie without a shroud despite having acquired many possessions.
She says that she wishes to complete the shroud out of respect for her father-in-law and out of
fear that she will be blamed by other women for not fulfilling her obligation as a wife and
daughter-in-law. This pretext reinforces the suitor’s belief that the loom is a site of dutiful and
innocuous feminine activity. But Penelope uses her loom to tell a different story than the one the
suitors expect to hear.

Penelope’s completed web would represent the end of her obligation to Odysseus’ family
and her acknowledgment that her time in Odysseus’ house is finished. For Penelope to finish the
story woven into her web would signify the end of her own story as the wife of Odysseus. For
this reason, she instead attempts to keep the story radically incomplete, using the unfinished
shroud to communicate her refusal to accept that Odysseus will not return. Her act of unweaving
becomes a means of indicating her true feelings in a way that is safely invisible to male eyes.

Thus, Penelope’s loom becomes a site of subversive resistance to the narrative that male

characters in the poem attempt to write for her.
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Penelope’s trick with the shroud is successful until she is betrayed by an unfaithful maid
and forced to finish the shroud “against her will” (ovx £€0éAovs’, Od. 19.156). The case of
Penelope’s web then becomes an instance of the subversive feminine voice of the loom being co-
opted by men and forced to serve their purposes, since the finished web is made to communicate
an ending to its own story that Penelope wished to remain unspoken and unrealized.
Nevertheless, it is significant that this male intrusion is made possible only by the intervention of
another woman. Without female assistance, the suitors’ lack of understanding regarding the
process of weaving and their mistaken belief that the loom is a site of harmless feminine labor
would likely have continued to aid Penelope in deceiving them. Their inability to uncover her
plot unaided highlights the function of the loom as an instrument of covert feminine subversion.

Woven garments that have left the loom can also serve as a means of communication on
behalf of and between women.?*” An example is the peplos which Hecuba and the Trojan women
offer to Athena in //iad 6 while attempting to enlist the goddess’ aid against the rampaging
Diomedes. Helenus tells Hector to go to Hecuba and ask her to give Athena “a peplos, which
seems fairest and greatest in the hall and by far the dearest to her,” (mémlov, ¢ ol dokéet
yop1éotarog N8 péytotog / etvor &vi pueydpo kai ol oAb idtotog avth, I1. 6.90-91). Hector
relays the message to Hecuba, who chooses a peplos (6.288-96):

avt & ¢ Bdlapov katePoETO KNMEVTa,

&v0™ €odv ol mémlot moumoikila Epya yovaik®dvV
Z1oviov, Tag anToc AAEEaVOPOg BE0EdNG
fiyaye X1dovinbev Emmlmg e0péa TOVTOV,

Vv 000V fiv ‘EAévnv mtep dviyoryev evmatépetov:
v &V’ aepapévn ‘Exafn eépe ddpov ABnvn,
0¢ KOAMGTOG &NV TOIKIALOGY NOE UEYIOTOC,

aotp 6" O¢ anélaumev: Ekelto 6¢ velatog dAL®Y.

She herself went down into her fragrant chamber,

267 Cf. Mueller 2010.
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Where there were robes (peploi), the embroidered works of

Sidonian women, whom godlike Alexander

Brought from Sidon sailing on the broad sea,

On the journey on which he brought back Helen, daughter of a noble father.

Hecuba chose one of these and brought it as a gift to Athena,

The one that was most beautiful with embroidery and largest,

And it shone like a star; it lay beneath the others.
Such a gift is meant to indicate the reverence and devotion of the people of Troy for Athena and
to convey a plea for mercy (6.94-95). Here, as with Penelope’s finally finished web, the
communicative function of the woven cloth has been enlisted by men to serve their purposes,
since it is Helenus and Hector who ask that Hecuba perform the offering to aid their military
endeavors. However, like the suitors, the Trojan men also require female assistance. Hecuba is
regarded as the proper authority to choose the correct peplos, even if she is doing so at the
request of her sons. Furthermore, the offering of the weaving also hints at the ways in which this
feminine activity can be dangerous to the male military enterprise, since the women accompany
the offering of the peplos with a prayer for the destruction of Diomedes (6.305-7):

notvi’ ABnvain épvcintol i Bedwv

aEov 81 &yyog Atopndeoc, 7108 Kkai odTOV

npNvE 00C TEGEEY ZKALDV TPOomdpolfe TuAdwV

Lady Athena, defender of the city, illustrious among goddesses,

Break the spear of Diomedes, and grant that he fall

On his face before the Scaean Gates.
This prayer suggests that women—with the aid of Athena—have a sinister ability to curse men,

and that the woven cloth acts as a medium between the mortal women and the goddess,

conveying their intentions to the deity. In /liad 6 this ability is harnessed to harm Troy’s

107



enemies, but the possibility exists that the power of the woven offering could be turned against
Trojan men in the future.?®

Athena, however, rejects the Trojan women’s prayer (avéveve 0¢ TTaAlag AGMvn, 6.311).
Her reasons for doing so are not stated, but the circumstances imply that it may be because of the
nature of the offering. In this case, as with Penelope’s web, the design or pattern of the peplos is
not mentioned, but the circumstances of its making contribute to its meaning as a gift.
Andromache Karanika suggests that Athena may refuse the peplos because Hecuba did not
weave it with her own hands.?® Barbara Graziosi and Johannes Haubold propose that the reason
for Athena’s rejection lies in the peplos’ association with the rape of Helen and thus with the
judgment of Paris.?” Here the woven garment conveys a message that Hecuba did not foresee
and does not intend. Instead of indicating the respect of the Trojan women for the goddess of
weaving by offering her a superlative example of woven craft, the gift of the peplos brings to
mind Athena’s humiliating loss to Aphrodite and serves as a reminder of the continued presence
of Paris, the architect of that humiliation, within Troy.?”' It could be argued that the reason why
Hecuba’s gift goes awry is because she is less aware and in control of the range of meanings that

the peplos could convey than she would be if it had been a product of her own hands. Because

268 There is certainly precedent for women turning on their male relatives in Greek mythology, as is evidenced by

Medea (Eur. Med.), Althaea the mother of Meleager (//. 9.566-72), and Procne (Apollod. Bibl. 3.14.8; Ov. Met.
6.426-674).

269 Karanika 2001: 285.

270 Graziosi and Haubold 2010: 27-28.

27! In this context, the phrase 8ia Ocdwv, with its common superlative force (“most noble/illustrious of goddesses,”

cf. LSJ A1), could even be read as a sarcastic reminder of Athena’s defeat in the judgement of Paris, in which she
was judged not to be the most illustrious of goddesses.
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Hecuba gives Athena a piece of weaving that was made by someone other than herself, the gift
ends up sending the wrong message.?”

We see here that the “authorship” of a piece of weaving is an important component of its
meaning, one that can have a serious effect on the way it is received. Hecuba takes authority over
a piece of weaving that she did not author and does not fully understand, and thus fails to
communicate effectively. To return to the analogy between weaving and oral poetry, Hecuba can
be compared to a patron who attempts to use a poet’s performance of a song to advance their
own agenda. We may consider, for example, Pindar’s odes in praise of tyrants such as Hieron.
The patron thinks that they control what the poet sings because the poet is economically and
socially dependent on the patron, just as the Sidonian slaves who wove the peplos are socially
subordinate to Hecuba. Nevertheless, the emphasis on the authorship of the peplos suggests that
the Iliad considers the poet, as the “author” of their own performance, to be prone to conveying
meanings that the patron did not intend.

A more successful example of a woven garment that serves as a medium of
communication on behalf of women is the robe that Helen gives Telemachus in Odyssey 15.27
This robe is destined to be a gift for Telemachus’ bride, and Helen tells him that until he marries
he should give it to Penelope for safekeeping (15.125-28). In this way, the robe creates a network
of xenia between three women, with Telemachus functioning as a medium of exchange between

them.?™ Through the gift of the robe, Helen takes control of her own kleos. By creating a

272 Since it is actually the priestess Theano who lays the peplos on the knees of Athena’s statue, the garment has now
moved two degrees of separation away from its original manufacture, perhaps further compromising its
effectiveness as a means of communication (6.302-3).

273 Mueller 2010.

274 Mueller 2010: 11.
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garment for a bride to be a pvijp” ‘EAEvng xepdv, “a remembrance of the hands of Helen” (Od.
15.126), Helen rewrites herself as a figure that is acceptable to be associated with a bride. The
hands of Helen will now be connected in future time with legitimate marriage rather than with
her own infamous infidelity.

The effectiveness of the loom as a form of feminine communication in Homeric epic is
somewhat ambiguous, since most of the examples presented here do not have favorable
outcomes for the women involved. However, I suggest that the specter of the myth of Procne and
Philomela, a story in which a loom’s function as a form of communication is both effective in its
aims and disastrous for male authority, could be said to lurk behind the webs of female
characters in Homeric epic. In the most well-known version of the myth, Tereus, the king of
Thrace, marries Procne, the daughter of king Pandion of Athens. Some time passes and Procne
gives birth to a son named Itys. Tereus is then overcome with lust for Procne’s sister Philomela.
He rapes her and cuts out her tongue to prevent her from telling anyone his crime. Philomela
weaves a tapestry depicting what has been done to her and shows it to Procne, who seeks
revenge on Tereus by cooking Itys and feeding him to his father. The sisters and Tereus are then
turned into birds: Philomela into a swallow, Procne into a nightingale, and Tereus into a hoopoe
(Apollod. Bibl. 3.14.8). The rape and the tapestry are not mentioned in Homer, but Procne’s
transformation into a nightingale is referenced when Penelope compares her own incessant
lamenting to Procne’s (Od. 19.518-24):

oc & e IMavdapéov kovpn, Yhopnic dndav,
KOAOV Geldnoy £0poc vEOV 1GTANEVOLO,

devopémv €v meTdAotol Kabelopévn Tukvoioty,

1 1€ Oapd TpOTOGA YEEL TOAVXED POVT]V,

noid’ Oloupopévn "Itvdov @ilov, v ToTe YUAKD
Ktelve OU” appadiag, kobpov Znboto dvaktoc,

¢ kol gpot dlya Bupog opdpetal EvBa kai EvOa. ..
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Just as the daughter of Pandareus, the pale nightingale,

Sings beautifully when spring first comes,

Sitting among the thick leaves of the trees,

And warbling often she pours out her many-toned voice,

Lamenting her dear son Itylus, whom once she slew with bronze

Through folly, the son of King Zethus,

Thus also my spirit rushes divided this way and that...
The names of the characters differ slightly from the version given in Apollodorus and Ovid, but
the details of the woman who turns into a nightingale after killing her son are the same.?”> While
this passage does not prove that the detail of Philomela’s web was known to Homer’s audience,
it does strongly suggest that they would have been familiar with the rest of the story.

Nagy argues that Philomela’s web may be referenced in Works and Days with the
nightingale’s epithet poikilodeiros, “having a varied[-sounding] throat” (203). Poikilos
(“variegated”) is often used to refer to embroidery, suggesting that the epithet may refer to
Philomela’s act of “speaking” through her tapestry.?’ If Nagy is correct, poikilodeiros provides
evidence that Philomela’s weaving was already an integral part of the myth at the time that early
Greek epic was being composed. Works and Days is certainly aware of the story of Procne and
Philomela, since the swallow is called “the daughter of Pandion” in line 568.?”” One problem
with Nagy’s argument is that it should properly be the swallow (Philomela) rather than the

nightingale (Procne) who speaks through the medium of textiles. However, it is possible that

which sister turned into which bird was not yet fixed in the tradition at this time. The earliest

275 Cf. Apollod. Bibl. 3.14.8; Ov. Met. 6.426-674.

276 Nagy 1996: 65.

277 See also Sappho fr. 135. Aelian tells us that in Hesiod the nightingale does not sleep and the swallow sleeps half
as much as other birds “because of the suffering ventured in Thrace with regard to that lawless feast” (3t 10 Td80g

70 &v Opaiky KotatoAun0ev 10 & 10 detnvov gkeivo 10 GBeopov, VH 12.20). This may be a reference to a lost
passage in the Catalogue of Women or another lost Hesiod poem.
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known definite reference to Philomela’s web in Greek literature is in Sophocles’ lost play
Tereus, which seems to have followed the classic version of the story known from Apollodorus
and Ovid.?”® Significantly for our purposes, Aristotle mentions that this play included a reference
to 1 T kepkidog pwvn, “the voice of the shuttle” (Arist. Poet. 1454b). Here we have an explicit
mention of the “speaking loom” as a means of covert female communication in the Classical
Greek imaginary.?” If Nagy is correct about Hesiod’s nightingale, such a motif was likely also
known to Homeric epic’s original audiences.

In the story of Procne and Philomela, the voice of the loom is both subversive and
dangerous, leading to the violent destruction of Tereus’ male line. Penelope’s reference to
Procne suggests that the possibility of such subversion lies behind Penelope’s own web and other
instances of weaving in the Odyssey, and perhaps in the //iad as well, since the act of silencing a
woman by sending her to the loom would always have the potential to evoke silenced
Philomela’s own woven speech. Therefore, despite the perception of Homeric male characters
that the loom is a safe place to send a woman, a threatening subtext can be said to inform acts of
female weaving in Homeric epic.

Further evidence for the association of female speech with weaving can be found in the
descriptions in the Odyssey of Calypso and Circe singing as they weave (Od. 5.61-2, 10.221-
22).2% No information is supplied by the text about either the narratives of the songs or the
images that they weave, leaving the audience to imagine both. It is possible that we are meant to

envision these two goddesses as singing the events that they weave, conveying the same story in

278 Gantz 1996: 240.
279 Cf. Joplin 1991 on how Philomela uses the shuttle to reclaim her lost voice.
280 Nagler writes of Calypso and Circe, “Their weaving is closely connected with their singing as an expression of

their daemonic identity and power” (1996: 152).
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two different mediums. Calypso shows herself to be a storyteller skilled in interpreting the epic
tradition when she complains that the gods persecute goddesses who have affairs with mortal
men (5.118-129):

‘oyxéthol éote, Beol, {nAnpoveg EEoyov AAL®V,
o te Ogaic dydacOe map’ avépdotv evvalecOot
apeadiny, v Tig e eilov momoet” dkoitnv.

O¢ pev 6t Qpiwv’ Eleto pododakturog Hog,
100pa ol Nydacs Beoi pela {dovteg,

nog &v Optuyin xpvoddpovog Aptepc ayvi

01 &yovoiG PEAEECTY EMOLYOUEVT KOTETEPVEV.
®¢ 6’ oot Taciwvi vTAokapog Anunitnp,

O Ooud etEaoa, piyn EILGTNTL Kai €OVR

VEIR EVL TPIOA®- 0VSE STV Nev mvGTOg

Zelg, 6G pv koténepve Paimv Apyfitt KEPOLVE.
e & aw vdv pot dyache, 0o, Ppotdv &vSpa mopsivar.

You are cruel, gods, and jealous above all others,

You who are angry with goddesses for sleeping beside mortal men
Openly, if one of them should make a man her dear husband.

So when rosy-fingered Dawn chose Orion,

You gods who live easily were angry,

Until chaste golden-throned Artemis in Ortygia

Came upon him and killed him with gentle arrows.

And so it was when beautiful-haired Demeter yielded to her desire
For Iasion and mingled in love and bed

In the thrice-plowed fallow land. Zeus was not unaware

Of it, and he struck him with a bright thunderbolt and killed him.
And so you are angry with me, gods, for being beside a mortal man.

By characterizing her own story as the latest example of unfair persecution that Zeus metes out
to goddesses and their mortal paramours, Calypso voices her opposition to the patriarchal
hegemony that discourages goddesses from sleeping with mortals. If we image Calypso weaving
these same stories of goddesses and mortals that she narrates in her complaint to Hermes, we are
presented with yet another image of a female character using her loom to express her desire to

subvert the masculine order.
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From these examples, a picture emerges of the voice of the loom in Homer as speaking
subversive opinions from the margins, potentially powerful but often thwarted. It is the voice of
discounted and dismissed feminine perspectives that seek to challenge male hegemony when
allowed to speak. This is the context in which we should interpret Helen’s web at Z/iad 3.126-27.
The initial meaning of the web is somewhat enigmatic. Iris (disguised as Laodice) comes in
search of Helen before the duel of Paris and Menelaus and finds her weaving an image of the
battles between the Trojans and the Greeks (Z/. 3.125-28):

Vv & 0p’ &v peydpo- fi 8¢ péyav ictov Heove

dimhaka Topeupény, ToAéag 6° Evémacoey AEBAOVG

Tpoov 0” itmodapmv kol Ayoudv yoAKoXITOVOV,

ol¢ €0gv givek’ Emaoyov VT’ APNOG TOAQUADY.

She found her in the hall; she was weaving a great purple

Web with a double fold, and she was embroidering on it the many battles

Of the horse-breaking Trojans and the bronze-clad Achaeans,

Who for her sake suffered at the hands of Ares.
diebAhoc can mean “contest” in the sense of a one-on-one fight between two heroes, but in the
plural it can also simply mean “struggles,” making it uncertain whether Helen is weaving a
depiction of the entire war, as Bergren suggests, or a single scene in which many individual duels
are being fought.?®! The description of the action is devoid of either positive or negative
adjectives, a fact which becomes particularly evident when this passage is compared to Iris’
speech to Helen in the following lines (3.130-33):

debp” 101 vopea eiAn, tva Béokela Epya idno

Tpoowv 0° iTmoddumv Kol Ayody JoAKOYITOVOV,

ol Tpiv €n” AAMAOIGL PEPOV TOADSaKPLY Apna

&v medim 6A00T0 MAALOLEVOL TOAELO10

Come here, dear young woman, so that you might see the wondrous deeds
Of the horse-breaking Trojans and the bronze-clad Achaeans,

281 Cf. Bergren 1979. For 8eAoc, see LfGrE.
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Who formerly were bearing much-lamented Ares against each other
On the plane, desiring destructive war.

Like Helen’s web, Iris also describes the deeds of the Tpowv 0” izmoddumv Kol Ayoudv
yoAkoyrtovev, “horse-breaking Trojans and bronze-clad Achaeans™ (3.131), but she
characterizes those deeds as “wondrous,” 8éokela, while at the same time calling war
moAvdakpuv, “of many tears,” and 6looio, “destructive.” The narrator’s account of Helen’s web,
on the other hand, describes the contests of the Trojans and Achaeans simply as moAéag, “many,”
making it unclear whether the glorious or destructive aspects of war are being emphasized in the
images she weaves.?? The Trojans and Achacans are said to “suffer” (§macyov), however,
suggesting that the painful aspects of war may indeed be depicted in the web.

Although P.E. Easterling has argued that Helen’s web should be read as an example of a
woman providing kleos to warriors through her weaving,?® it is unclear from the description of
the web whether individual warriors are distinguished in its design, or whether it depicts a mass
of anonymous battling figures. If individual warriors cannot be identified in the web, it is
difficult to see how Helen’s weaving could bestow personal kleos upon specific heroes, although
it could grant kleos to “the Achaeans” and “the Trojans” as collective groups. What is clear from
the description of the web is that it depicts the war, and specifically the war in relation to Helen
herself, since the Trojans and Achaeans in the web are said to suffer (¢racyov, 3.128) “for her
sake” (£0ev givex, 3.128). It is thus Helen’s kleos and its relationship to the war that is being

commented upon through Helen’s web.

282 O’Gorman argues that Helen’s web depicts a “sanitized” version of the war, since the negative descriptors
attached to war in Iris’ speech do not appear in the description of Helen’s web (O’Gorman 2006: 203). However, the
lack of any descriptors whatsoever, including positive ones, complicates this reading in my view.

283 Rasterling 1991.
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As I have shown in Chapter 1, Helen’s relationship to her own kleos in the Iliad is
ambivalent at best. When speaking to Hector in //iad 6, she describes her future status as an
object of song as an “evil fate” (6.354-58):

GAL™ drye VOV gloelbe kai £Ceo TS Eml dlppw

ddep, émel o€ pdAoTo TOVOG QPPEVAS AUEIPEPTKEY

etvex’” €ueio Kuvog Kol AheEdvdpov vek’ dng,

ooty &mi Zevg Ofjke kakdv popov, O Koi dmicom

avOpdmolot TEAMUED” Q010101 ECCOUEVOLOTL.

But come now, come in and sit on this chair,

Brother-in-law, since suffering has especially encompassed your mind

On account of me, dog that I am, and on account of the folly of Alexander,

On whom Zeus placed an evil fate, that we should be

Subjects of song for those yet to come.
The emphasis on how suffering (m6voc, 6.355) has come upon Hector because of Helen (givex’
gueio kuvog, “on account of me, dog that I am,” 6.356) echoes the description of the web in Iliad
3, in which the Achaeans and Trojans are said to “suffer under the hands of Ares” (¢macyov On’
Apnoc marapdov, 3.128) “for her sake” (¢0ev ivex’, 3.128). This verbal resonance suggests that
the meaning of the images in Helen’s web is in tune with her negative evaluation of her own
kleos, which she characterizes as a source of suffering for herself and others.?* I argue that

Helen’s web can be shown to reflect Helen’s unhappiness in the //iad with the way in which her

kleos—and indeed her very existence—are so thoroughly bound up with the destruction of war.

284 The association of Helen’s kleos with suffering is also reflected in the passage where the Trojan elders see Helen
on the wall of Troy in Iliad 3: o0 véueoig Tpdag kol bkvidog Axotovs / Totfid’ el yovorki ToAvy ypdvov diyeo
nhoyew- aivég ddovéatnot Oefig gig dmo Eoucev: “There is no reproach that the Trojans and well-greaved Achaeans /
Suffer woes for a long time on account of such a woman: / She is terribly like the immortal goddesses to look on”
(3.156-58). Helen’s beauty is identified as a source of suffering for Greek and Trojans, and it is this beauty which
gives Helen her kleos (cf. Catalogue of Women, Most. fr. 154.37-39). See Chapter 1 for a discussion of this passage
with regard to Helen’s kleos.
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At multiple points in the //iad, Helen voices harsh self-recriminations, often calling
herself a dog and wishing that she had died before she ever came to Troy with Paris.?®* In lliad 3
when Priam asks Helen to identify Agamemnon during the teichoscopia, she uses her reply as an
opportunity to castigate herself (Z/ 3.173-80):

a¢ dpelev BAVATOG POt ASETV KOKOG OTTTOTE dEDPO
VIl 6® Endunv Bdhapov yvmtolg te Mmodoo

ToAd4 e TNALYETV Kol OunAkiny €patevny.

AL TA ¥° OVK £YEVOVTO* TO Kol KAOIOLGO TETNKAL.
10070 0€ 1ol €p€ O | Aveipeot NOE HETOAAYG:

o0TOC Y’ ATpeidng e0pd kpelwv Ayapéuvov,
ApEOTEPOV BacIAeng T  dyaBog KpatepdS T ayUNTAS:
Somp avt’ Epog Eoke KuvOmSoc, 1 ot ENV Y.

Would that evil death had been pleasing to me when

I followed your son here, having left behind my bridal chamber and kinsmen
And my darling child and my lovely age-mates.

But these things did not happen, and I mourn this and waste away.

But I will tell you this, what you inquire and ask.

This man is the son of Atreus, wide-ruling Agamemnon,

Both a noble king and a strong spearman.

And he was the husband’s brother of dog-eyed me, if he ever existed.

In Iliad 6, she similarly inserts self-abuse into her request that Hector stay and talk to her rather
than returning to battle, calling herself “a dog, a chilling contriver of evils” (Kvvog kakopunydvov
okpvoéoong, 6.344) and saying that she wishes the wind had carried her away on the day that her
mother gave birth to her (6.345-48):

Ag 1 Opel” UoTL T@ OTE e TPATOV TEKE UNTNP
oiyecbo TPoPEPOLGA KaKT) AvELOL0 BueALa

€ig 6pog 1| &ic kdpa ToAvproicPoro Baidoong,

&vOa pe kKop' andepoe Tapog Tade Epya yevéahat.
Would that on the day when my mother first bore me
An evil storm of wind had come, bearing me away

To a mountain or to a wave of the loud-roaring sea,
Where a wave might have swept me away before these deeds happened.

285 Cf. Blondell 2010.
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She includes a similar wish in her lament for Hector in Iliad 24: 7| pév pot noc1g 86tiv
AAEEavdpog Beogdng, / g 1 dyaye Tpoinvd - g mpiv dperlhov 0AEcOat, “Indeed my husband is
godlike Alexander, / Who led me to Troy. Would that I had died before then” (/1. 24.763-64).
The common themes in these passages are Helen’s denigration of herself and her self-reproach
for her continued survival. She voices her regret for the destructive consequences that her life has
had, wishing that she had died before these disastrous events took place.

Such statements take on extra resonance when we consider that Helen herself is strongly
associated with kleos and in some sense serves as a living symbol of martial glory. The warriors
in the Iliad fight for glory, as Sarpedon says in Iliad 12 (fopev 1é T dy0g Opé€opey Hé TiIc Huiv,
“let us go and bestow glory on another or may another bestow it on us,” 12.328), or as Achilles
says in [liad 18 (vOv 8¢ kAéog €60A0V dpoiunv, “But now may I win good kleos,” 18.121), but
they also fight for possession of Helen. The war is repeatedly said to take place “for the sake of
Helen” (2.354-56, 3.128, 6.356), and in Iliad 3 “Helen and all her possessions” (EAévn kai
KTNpaot mdot, 3.70) are the prize for the winner of the duel between Paris and Menelaus that is
proposed as a solution to end the war once and for all (3.66-75).2%¢ This overlap of motivations
causes a kind of semantic slippage in which Helen becomes a signifier of kleos.”” To gain
uncontested possession of Helen is to possess victory, and thus glory, making Helen and glory in
some way functionally equivalent to each other. Helen is also referred to several times in the
lliad as a eucholé (2.160, 176; 4.173), which literally means “thing to be boasted over,” but is

also used to mean “glory.”**® For example, in //iad 2 Athena berates Odysseus (2.176-78):

286 Similarly, in Iliad 22, Hector fantasizes about ending the war by handing over “Helen and all her possessions” to
the Greeks (22.111-122).

287 Cf. Blondell 2010: 18.

288 See Introduction.
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KO O€ Kev si)x(oMlv [Ip1épw kol Tpwoi AMmotte

Apyeinv ‘EAévny, 1¢ iveka moAlol Ayoudv

&v Tpoin dmodrovto @iing and matpidog aing;

Would you leave Argive Helen for Priam and the Trojans

As a euchole, for whose sake many Achaeans

Perished in Troy far from their dear fatherland?
Helen’s status as a eucholé makes clear that whatever side is left in possession of her at the end
of the war will win the glory, making her living presence a tangible representation of martial
kleos.

Because Helen is the cause of the war, some scholars have interpreted Helen’s
denigration of herself as a subtle criticism of male warrior culture. Suzuki has argued that the
portrayal of Helen in the //iad as both “beautiful and baneful” reflects the “doubleness of heroic
fate” and the ambivalence that warriors feel towards war which brings them both glory and
death.?® O’Gorman has similarly suggested that Helen’s characterization of herself as evil and
worthless can be read as a critique of the male warrior enterprise. If Helen herself is not a worthy
prize, then the war fought on her behalf is itself unworthy.*® By extension, Helen’s criticism of
herself can be viewed as a critique of kleos. Just as Helen brings suffering to those who fight to
possess her, kleos itself brings suffering and is not worth the price paid for it.*"!

Ruby Blondell, however, has argued that Helen’s self-blame should not be interpreted as

a critique of male warrior kleos because to express such a critique would not be in Helen’s best

interest;:

289 Quzuki 1989: 43.
290 O’Gorman 2006: 203-205.

21 See my discussion in Chapter 1 of how Helen is critical of her own kleos because it is associated with the
suffering of others.
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In so far as her own kA¢oc, and her identity, depend on her function as an emblem of
male kleos, to question her own value as an object of heroic struggle is to flirt with
self-annihilation... She cannot afford, then, to translate her self-blame into a critique
of male heroism or repudiate the war as such.*?
Blondell instead suggests that Helen’s self-blame should be seen as an assertion of agency, since
the male characters who absolve Helen of fault do so by characterizing her as a passive figure
who is not responsible for the consequences of her presence at Troy.?”* According to this
argument, Helen is claiming control over her past actions by blaming herself.?**

Nevertheless, to say that Helen would not flirt with self-annihilation is to ignore the
significance of Helen’s repeated wishes that she had died before coming to Troy. I would argue
that a flirtation with self-annihilation is precisely what Helen is doing. Aware of the fact that her
existence and her very identity gua Helen are responsible for the war, she toys with the idea of
not existing, imaging an alternate world in which she died as a baby or before she left Sparta.
The appeal of these fantasies is that they would absolve Helen of guilt were they to constitute
reality, but the tragedy of Helen’s circumstances is that she cannot erase her guilt without erasing
herself. The nature of the bind in which Helen finds herself is highlighted by the way that her
wishes for self-annihilation necessitate constant referrals back to the self she wishes to destroy.
Her speeches make continuous use of the first-person pronoun, repeatedly inserting herself back

into the text despite expressing a longing to be permanently removed: pot (3.173), éuoc (3.176),

W, ue (6.345), pe (6.348), givex’ gueio (6.356), pot (24.763), 1w (24.764). By reiterating her guilt

22 Blondell 2010: 18.

293 This trend of absolving Helen of blame while depriving her of agency continues in the so-called encomia of
Helen by Gorgias and Isocrates.

294 Arthur anticipates Blondell in attributing more agency to Helen than to other female characters in the Iliad,

seeing her as a powerful character who manipulates men for her own ends (Arthur 1981). Worman similarly
emphasizes Helen’s use of language to manipulate those around her (Worman 2002).
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as the cause of the sufferings of the war, Helen paradoxically increases her own kleos, even as
she laments this kleos’ destructive consequences.

What Helen then ultimately mourns is the way that she and the war are inextricably
bound up with each other, both in the present and in the time to come (cf. 6.354-58), so that the
war consumes her entire identity, making it impossible for her to be known as anything other
than the woman for whom it was fought.?*> As the 20th century Imagist poet H.D. wrote, “There
was a Helen before there was a war / but who remembers her?”*¢ I argue that the message of
Helen’s web is thus both an acknowledgement and a statement of regret that Helen will forever
be thought of in relation to the sufferings of the war, just as the war is forever associated with
her.

Helen’s web also has a more extensive metapoetic significance. Her status as a source of
kleos and—through her weaving—a “narrator” of the Trojan War story links her with the internal
narrator of the //iad and with the oral performers of the //iad’s poetic tradition. The verbal
resonances between the description of her web (3.126-29) and Iris’ description of the war (3.130-
33) are also significant. Both passages share the line Tp®wv 0° itmoddpumv kol Ayoudv
yorkoyrtdvev (“of the horse-breaking Trojans and bronze-clad Achaeans,” 3.128=3.131) and
references to Ares (3.129, 3.132). These resonances associate Helen’s weaving not only with the
generic production of oral poetry, but specifically with the poetry of the Iliad, since the web

echoes an adjacent passage of the poem.

295 An example of this fundamental identification of Helen with the war is found in the famous lines of Marlowe’s
Doctor Faustus, when immediately upon seeing Helen, Faust exclaims: “Was this the face that launch'd a thousand
ships, / And burnt the topless towers of [lium?” (Act V, Scene I). Here Helen is reduced to her face (her beauty) and
the war that is her beauty’s legacy.

2% “Winter Love” 89-90 (Doolittle 1972: 91).
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The association that this passage creates between Helen and the putative “poet of the
lliad” was first pointed out by a scholiast, who wrote in reference to Helen’s weaving that “the
poet has fashioned a worthy model of his own poetic art” (a&1dypemv dpyétomov averialev O
oG TG idiag momoewc).”’” The use of the word archetypon, “archetype” or “model,” in
reference to Helen’s web is striking. An archetypon is a model in the sense of being the true,
initial, or quintessential instantiation of something.?*® It is the genuine original from which copies
are made.”” The word is frequently used of the models that artists paint from, so that the
archetypon is the real person or object that the painting fictively represents.*® By describing
Helen’s web as the archetypon of the poet’s art, the scholiast is envisioning the /liad as a copy of
Helen’s work. He says that the poet has “fashioned” (dvemhalev) Helen to be his own
archetypon, suggesting that the poet seeks to subtly lend authority to his own narrative with the
conceit that he is telling Helen’s story—from her own perspective—as she herself wove it.

This link between Helen’s web and the //iad invites us to look more closely at the
significance of the relationship that the poem sets up between Helen and “the poet.” By “poet” I
do not mean a real person responsible for creating the //iad in its present form, but rather the poet
implied by the text, the internal narrator who speaks to us in the first person in select sections of

the poem, such as at the beginning of the Catalogue of Ships (2.484-93).3%" 1t is this individual

297 Erbse 1969 on 1. 3.126-127.
298 1SJ. Cf. D.H. Is. 11; Plut. Mor. 489, 966; Plot. Enn. 5.9; Jul. Or. 2.93; Caes. 336; Luc. Dom. 23; Prom. Es 3.

29 For archetypon or its related adjective archetypos as an original contrasted with a copy, see Emp. D126, R77;
Longin. 1.2; Philo Judaeus Who is the Heir 231; Migration of Abraham 40; On Drunkenness 133; On the Creation
16; On Joseph 87.

300 See Sen. Controv. 10.25; A.P. 9.253; Luc. Im. 15, 16; Zeux. 3. Archetypon is used as the original copy of a letter
at Cic. A#t. 16.3 and Plin. Ep. 19.10.

301 For the narrator of the Iliad, see de Jong 1987: 41-52. For the difference between “poet” and “narrator,” see de
Jong 1987: 29-30. Cf. de Jong 2006.

122



that the //iad conceives of as its creator, regardless of the circumstances of its actual
composition. As John Foley has argued, this poet-figure, whom we may call “Homer,” is really a
personification of the poetic tradition.>** He is a character just as much as Helen is, but he
reflects how real epic poets thought about themselves and their art. In this way, Helen’s close
association with this poet-figure becomes a way for the //iad to comment critically upon the
complicity of the poetic tradition in the violence that it narrates.

I suggest that Helen’s situation, in which she cannot separate her own identity from the
Trojan war, mirrors the situation of the singers of the //iad, in which the songs of kleos aphthiton
are intimately bound up with the untimely deaths of young warriors who pursue glory on the
battlefield. If we posit a close association between Helen and the poet-narrator of the //iad, a
possible reading emerges in which Helen’s self-blame can be viewed as the poem’s
acknowledgement that epic poets benefit from the deaths of warriors because the societal
investment in kleos aphthiton won from glorious death enhances the poets’ status in his
community. In this context, Helen’s feminine voice and negative perspective on male warrior
kleos emerge as more central to the //iad than previous scholars have accounted for.

Helen’s status as a metapoetic character is not based upon her weaving alone, but also
upon other passages in the poem in which she displays a metapoetic consciousness. For example,
she seems uniquely aware of her own poetic afterlife, as in the passage in I/iad 6 when she
describes her future kleos as an evil fate (6.354-58). Although Homeric warriors frequently hope

to be remembered in the future, Helen expresses an unusually prescient certainty that she will be

302 Foley 1998.
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an object of song for future generations.*” As I discussed above, both this passage and the
description of Helen’s web emphasize that Helen’s fame is tied to the suffering that men have
undergone for her sake.

Another point in the poem where Helen appears to display a metapoetic awareness is
during the feichoscopia, the section of the /liad in which she identifies the leading Greek
warriors for Priam, pointing out in succession Agamemnon, Odysseus, Ajax, and Idomeneus. In
this scene, her list of heroes follows the same order as the Catalogue of Ships in //iad 2, again
linking Helen to the narrator of the poem.*** As in the passages discussed above, Helen here
focuses on the negative aspects of her presence at Troy, interjecting into her description of
Agamemnon a wish that she had died before coming to Troy (3.173-75) and calling herself “dog-
eyed” (3.180). Thus we may say that self-blame and an emphasis on the suffering that she has
caused are common characteristics of Helen’s metapoetic scenes in the /liad.

Some scholars have argued that the metapoetic quality of the teichoscopia is undercut by
Helen’s ignorance of the fate of Castor and Polydeuces. After listing the other Achaean leaders,
Helen wonders why she cannot see her brothers (/. 3.34-42):

VOV &” dAlovg pev mavtag opd Elikomag Ayooig,
otg kev & yvoinv kai T oBvopa podncaipmny:

d01d &” oV dVvapaL IdEEY KOoUNTOPE AV
Kdotopa 0 inmddapov kai wvg dyadov [Tolvdedkea
aDTOKAGIYVITO, TO 1ot pia yeivato pntmp.

1} o0y éomécnv Aakedaipovog €€ Epateviic,

1 0eVpw pev €novto véess  &vi TovTomOPOIst,

viv adt’ odk £0&Lovot pdymv kotadduevot dvspdv
aioyeo 0€1010Teg Kol Oveidea TOAL™ ¢ Lot EoTiv.

303 For Homeric warriors’ hope to be remembered in the future, see Hector at /. 7.88-91, when he imagines one of
the “later-born men” (oyryévav avipodrwv) seeing the tomb of a men he slew and remembering him, or at 22.304-5
when he wishes that he may not die without having done some glorious deed for future people to hear of.

304 Suzuki 1989: 40. Here Suzuki suggests that Helen occupies a position “akin to that of the male poet.”
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And now I see all the other quick-glancing Achaeans

Whom I could recognize well and tell their names.

But I am not able to see the two marshallers of the people,

Horse-breaking Castor and Polydeuces, good at boxing,

My own brothers, whom my own mother bore.

Either they did not follow from lovely Lacedaemon,

Or they followed here in the sea-journeying ships

But now they do not want to enter into the battle of men,

Fearing the many shames and reproaches which are mine.
The narrator immediately follows this speech with a statement that her brothers are dead: (¢
P40, Vg & {dN Kdte eV puoiloog aia / v Aaxedaipovt odOL @ikn év matpidt yain, “Thus she
spoke, but the life-producing earth already covered them there in Lacedaemon, their dear
fatherland” (//. 3.243-44). Because this passage demonstrates that the poet has knowledge that
Helen does not possess, George Kennedy contends that it confirms the superiority of the bard’s
verbal art over Helen’s web.*” However, the narrator’s interjection at the end of Helen’s speech
can also be shown to emphasize the cost of war and of Helen’s presence at Troy in the same way
that Helen’s speech to Hector and Helen’s web do, suggesting a close thematic connection
between the three passages.

Castor and Polydeuces did not die in the Trojan War, but their deaths are the result of the
same system of values that urges young men to prove their bravery and seek glory through feats
of violence. The two earliest sources on the fate of Castor and Polydeuces, the Cypria and
Pindar, report that Castor was killed in a cattle raid while trying to steal the cows of the brothers

Idas and Lynceus, and that Polydeuces agreed to share his immortality with him, so that the

twins spend alternate days on Olympus and in the underworld.** In the /liad, the narrator merely

305 Kennedy 1986. Cf. also Suzuki 1989: 40 on Helen’s human fallibility in this passage, and Lovatt 2013 on how
Helen’s lack of knowledge about her brother’s fate subordinates her to the narrator.

39 Cf. Cypria fr. 1; Pind. Nem. 10.60fT.
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says that the two brothers have been covered by the earth (/. 3.243-44), implying that they are
both truly dead. This pessimistic version of the Dioscuri’s fate is in keeping with the /liad’s
general unwillingness to grant immortality to its mortal heroes.>”’ It is possible, then, that the
lliad is implying that both Castor and Polydeuces lost their lives in the cattle raid that features in
the Cypria and Pindar.
Cattle raiding is essentially a kind of warfare in that it frequently involves armed conflict.

In Greek mythology it is also closely associated with more formal military enterprises in terms of
its themes and justifications. Johnston associates cattle raiding myths with initiation into
adulthood:

The primary purpose of cattle-raid myths is to demonstrate that young men win

admission to the adult community by displaying certain qualities: bravery, initiative,

and physical strength being among the most obvious. Most myths therefore exaggerate

the monstrousness of the victim from whom the young man raids cattle so as to

magnify the dangers he confronts and thus glorify his bravery, initiative, and

strength.3%
Bravery, physical strength, and the possession of glory are also key characteristics of the
Homeric warrior, as Sarpedon’s speech to Glaucus in //iad 12 demonstrates.’” Mclnerney
interprets cattle raiding as being even more closely tied to formal war in terms of its goals and
social function:

As a myth and as a way of understanding social relations, the cattle raid authorizes a

permanent state of conflict. This is readily seen in societies that remain more fully

pastoral, such as the Dinka and Nuer, who attribute the continuous warfare between

them to a primeval raid when the first Dinka stole cattle intended as a gift from the sky
god Kwoth to the Nuer. Cattle raiding myth retained its power for the Greeks, not

307 Achilles in Homeric epic, for example, is denied the divine afterlife on the island of Leuke that he is granted in
the Aethiopis (cf. Aethiopis fr. 1). See Griffin 1977; Schein 1984: 91.

308 Johnston 2013: 160.

309 Sarpedon tells Glaucus that they are honored in Lycia because they are strong, they fight amongst the forefront of
the Lycians, and they are not inglorious (12.9-13).
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because they too lived entirely by pastoralism (since they did not), but because they
did live in a state of permanent conflict, among themselves and with non-Greek
people. The cattle raid encapsulates agonism. Its complements are those myths that
substitute women for cattle, the other commodity that causes endless disputes.?!°
In this way, a death in a cattle raid can be said to result from the same societal impulses that led
young men to lose their lives in the Trojan War. Indeed, Nestor explicitly equates cattle-raiding
with war when describing his raid on the Eleians in /liad 11 (11.669-83). He says of himself on
this expedition that he “went into war young” (pot toye moAAd VE® TOAEpOV OE KiovTL, 11.684).3!
By reporting the deaths of Helen’s brothers at the end of the list of heroes in the teichoscopia, the
narrator of the //iad could be viewed as highlighting the personal cost of the agonistic violence
that the Greek and Trojan warriors are about to engage in.

It is also interesting that Mclnerney highlights the thematic connection between cattle-
stealing and woman-stealing, since in an alternate version of the Dioscuri myth Castor is killed
because he and his brother abduct the daughters of Leucippus, and the men to whom the girls
were previously betrothed come to steal them back.*!'? Although this version of the myth appears
only in later sources, it is possible that it reflects an alternative tradition that was known at the
time of the /liad’s composition. If this is the case, then the narrator’s reference to the deaths of
Castor and Polydeuces could be further associated with the deaths of men who died in the Trojan
War, another conflict originating from the theft of a woman.

The deaths of the Dioscuri also highlight the personal cost of the Trojan war for Helen

herself. Griffin has written of how this passage about Castor and Polydeuces resonates with the

310 MclInerney 2010: 112.
311 Nestor’s raid then sparks an all-out war between Pylos and Elis (11.706-60).

312 Hyg. Fab. 80; Lactant. 1.10; Ov. Her. 16.327, Fast. 5.709; Theoc. 7.137; Prop. 1.2.15.
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many passages in the //iad in which young warriors are described as dying “far from home.”*"* In
this case, however, Helen’s brothers are buried in their homeland, and she herself is the one who
is far away. Not to be present at the death-bed of a loved one is characterized as a great sorrow in
Andromache’s lament for Hector in //iad 24, when she wishes that Hector had died in his bed so
that he could stretch out his hands to her and whisper a final word for her to remember (24.743-
45). Helen is here unwittingly the victim of an even greater sorrow, that of not even knowing that
her brothers have died.*'* Her absence from her family is the result of her departure from Sparta
with Paris, the event that immortalized her forever as the catalyst of the Trojan War. Thus the
circumstances that brought Helen kleos also caused her to be absent when her brothers died.

A parallel can be drawn here between Helen and Achilles, who in his speech to Priam in
1lliad 24 expresses his sorrow that his father Peleus grows old and suffers far away from him in
Phthia (24.537-42):

GAL™ €mi Kol 1@ OfKke Bedg KoKy, dtTi 01 0D TL

TAldWV £V LEYAPOIOL YOVT] YEVETO KPELOVTOV,

AL Eva oo TEKEV TOVOMPLOV: 0VOE VUL TOV Ve
ynpackovta kopilm, Emel pddo ThAOOL TaTPNG

fuot évi Tpoin, o€ 1€ KNdwv 18 od Tékva.

But upon him also a god brought evil, because to him

No offspring of princely sons was born in his halls,

But he begot one son doomed to an untimely death. Nor now

Do I care for him as he grows old, since very far from my fatherland
I'sit in Troy, causing pain to you and your children.

313 Griffin 1980: 111. See for example the passage where Hippothous is killed by Ajax over Patroclus’ body: & &°
Gyy’ avtoio méoe mpnvig Eml vekp® / THA' amo Aapiong Epipmiaxog, “He fell close to him, face-down upon the
corpse / far from deep-soiled Larissa” (17.300-1). See also Chapter 1 on the formulas telothi patrés and patrida
gaian.

314 Griffin writes that this line “places Helen in an especially touching light” (1980: 112).
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Achilles’ father suffers because Achilles has left his homeland to pursue kleos aphthiton and is
fated not to return. Helen too has departed for Troy and separated herself from her loved ones so
that she does not know what sufferings befall them in her absence. This is another way that, as I
discussed in Chapter 1, Helen resembles a warrior who has left his family behind to go to war.*'?

The narrator’s interjection into the feichoscopia is thus thematically in tune with Helen’s
other metapoetic passages in terms of its emphasis on the cost of the war for both Helen and
those who fight for her. That the narrator supplies this emphasis rather than Helen herself does
not diminish the significance of this passage, but, I suggest, rather strengthens the connection
between Helen and the poet. Here the narrator implicitly reinforces the ways in which Helen
elsewhere in the poem characterizes the kind of kleos that is associated with war and suffering as
an evil fate. This reinforcement, in turn, suggests an alignment of Helen’s views of war and kleos
with the /liad’s thematic agenda.

It should be noted that Helen also displays metapoetic characteristics in the Odyssey,
although in a somewhat different way. Bergren has noted how the description the “good drug”
that Helen uses in Odyssey 4 to alleviate the sorrows of Menelaus and Telemachus (4.220-234)
closely mirrors the vocabulary used to describe kleos in early Greek epic.’'® The drug, like a
performance of the klea andron, “the glorious deeds of men,” can cause people to forget all of
their cares.’'” In this way, Helen appears again as a kind of poet-figure, with her drug as an
analogue for epic poetry. Helen’s metapoetic associations in both the /liad and the Odyssey

suggest that this quality may have been an inherent aspect of her character in the wider epic

315 See Chapter 1 on how Helen resembles a warrior who leaves his family behind to pursue kleos.
316 Bergren 2008: 116-118.

317 Cf. Hes. Theog. 98-103.
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tradition. However, Helen’s status as a truthful tale-teller is called into question when her story
of how she aided the disguised Odysseus in Troy (4.240-64) is countered by Menelaus’ tale of
how she tried to deceive the warriors inside the Trojan horse by mimicking the voices of their
wives (4.272-89). Helen is here presented as untrustworthy and duplicitous, and the extent to
which she can be said to reflect the role of an epic poet is thrown into doubt. The relationship
between Helen and the poet-narrator is thus more complicated in the Odyssey than in the lliad.
I suggest that Helen in the //iad is more aligned with the poet-narrator than other

metapoetic characters in Homeric epic such as Achilles, Penelope, and Odysseus. Helen’s role as
a living symbol of kleos makes her similar to an epic poet, who grants fame to heroes through
song and enshrines them forever in the poetic tradition. No other character in Homeric epic
shares Helen’s qualities as both a source of kleos and an individual who comments upon the
nature of kleos. Achilles, for example, has been identified as a metapoetic character by scholars
because of the scene in I/iad 9 in which Odysseus, Phoenix, and Ajax find him playing the lyre
and singing of the famous deeds of heroes (9.186-89):'*

OV 8 €Dpov Ppéva TEPTOUEVOV POPULYYL Aysin

KaAf) Soudarén, &mi & dpydpeov {uyodv fev,

mv pet’ €€ évapwv ToAv Hetiwvog 0Aécaag:

M 6 ve Bouov Etepmev, Gede 8 Gpa KAEX AVOPQV.

And they found him delighting his mind with the clear lyre,

Beautiful and elaborate, and there was a yoke of silver on it;

He had taken this lyre from the spoils when he sacked the city of Eetion;

He was delighting his heart with this, and he sang the glorious deeds (k/ea) of men.

Klea andron, “the glorious deeds of men,” is the name that Homeric epic uses for “heroic

poetry,” the same genre of poetry as the //iad, meaning that Achilles is singing of the kinds of

318 Suzuki 1989: 40.
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deeds in which he himself participates in the poem.*"” Bryan Hainsworth writes, “An amateur
singer...who is also a member of the patron class is not readily paralleled.”** Achilles’
performance is therefore marked, calling attention to his unusual metapoetic status. Martin has
also noted that Achilles’ use of language in the //iad more closely mimics that of the narrator
than the language of any other character, suggesting that Achilles, like Helen, should be viewed
as closely connected to the /liad’s putative poet.**!

It is significant that Achilles, like Helen, also comments negatively on the accepted
warrior values of his society, as in //liad 9 when he says that no compensation is worth his life
(ov yap épol yuyng avtasov, 9.401), and when he considers going home without the kleos that
has been prophesied for him if he dies at Troy (9.410-20). Achilles is unlike Helen, however, in
that he is overwhelmingly concerned with kleos as something that he will or will not possess,
rather than something he is responsible for bestowing on others. His primary function is to be a
hero and win glory, even if for a large portion of the //iad he is rebelling against that function.
Helen’s role, on the other hand, is to be a prize and an observer of the action. Helen is
additionally tied more closely to the poet of the //iad than Achilles is by the fact that her web
depicts the action of the Trojan War, while the klea andron that Achilles sings belong to
unspecified heroes of the past.

While Penelope is also a metapoetic character, she is similarly unlike Helen in that she

does not function as a source of kleos for other characters.**> Her continual unweaving can even

319 Hainsworth 1993: 88.
320 Hainsworth 1993: 88.
321 Martin 1989: 146-205.

322 Although some scholars have argued that the kleos that Agamemnon speaks of at Od. 24.196-97 should be
interpreted as resulting from Penelope’s virtue but belonging to Odysseus, rather than belonging to Penelope as the
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be seen as a refusal to grant kleos by declining to bring the narrative that she weaves to a close.
The Odyssey makes clear that for a hero to have kleos, his story must have an ending: he must
either die gloriously or return home. To have his fate remain unknown, his story unfinished,
leaves a hero in an eternal limbo.*** Penelope’s unfinished shroud is a denial of the potential
kleos in the narrative that the finished web would depict. Similarly, she denies the kleos that the
shroud might grant to Laertes, whom it is meant to honor.

Penelope does win kleos for herself from the web, as Antinous says (Od. 2.123-26).>*
However, any kleos that accrues to Penelope from her trick with Laertes’ shroud stems from
Penelope’s cleverness in conceiving the stratagem, not from the finished shroud itself, since the
completed web signals the failure of Penelope’s ruse. Her kleos and her weaving are not bound
up with the kleos of heroes and with war, as Helen’s weaving and kleos are, but rather with her
creation of a kind of anti-kleos, a deliberate lack of specificity and meaning. In this sense, it is
very fitting that the story depicted on Penelope’s web remains unknown, and its characters
anonymous.

The Odyssey in general is a more overtly metapoetic poem than the /liad. Zachary Biles

writes, “The poem’s preoccupation with bards and song has long been recognized as an

line is traditionally translated. They suggest that T® oi kKA£oc ob mot’ dAeitan / fig dpetiig should read “and the kleos
of his virtue will never perish” rather than the kleos of “her” virtue (Nagy 1979: 37-38; Edwards 1985: 88. Cf. Katz
1991: 20-21 for an overview of this issue). However, since the remainder of the sentence following this line refers
specifically to Penelope’s fame (tev&ovot &° émyboviotoy dodny / abdavatol yapiesoav Exéppovi [Inveronein, “but
the immortals will make a graceful song for wise Penelope for those upon the earth,” Od. 24.97-98), I think the kleos
in question must be Penelope’s.

323 In the storm in Odyssey 5, Odysseus laments that if he had died at Troy, the Achaeans would have “spread [his]
kleos far and wide” (ko pev kKhéog iyov Ayouoi, Od. 5.311), but that if he dies at sea he will have a “wretched
death” (Aevyarém Bavate, Od. 5.312). Since Odysseus has failed to die in the Trojan war, there will be no glory for
him if he dies in the storm with no one to tell of his fate; if he wants his share of k/leos he must make it back to
Ithaca.

324 See Chapter 1 for how weaving can be a source of kleos for women.
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indication of a high degree of poetic self-consciousness.”** Multiple characters in the Odyssey
tell and retell their own stories, with performances by bards featured in several scenes. Of these
bard-characters, Demodocus, the blind poet of the Phaeacians, has been considered to have a
particularly close relationship to the Odyssey’s putative poet. Ancient readers thought that
Demodocus was modeled on or meant to represent Homer himself.*** Some modern scholars, in
contrast, have suggested that the ancient conception of Homer as a blind bard may be based upon
the character of Demodocus.*”” Graziosi offers a suggestion as to why Demodocus, rather than
the other Odyssean bard Phemius who sings to the suitors on Ithaca, has been considered to be
closely related to Homer by both ancient and modern audiences:
As far as Homer is concerned, it is not difficult to see why Demodocus, rather than
Phemius, was thought to be a close parallel. ...Homer is equidistant from all
audiences, and far removed from them all. This is the reason why, like Demodocus, he
does not address his listeners in his songs, or privilege one particular set of local
concerns...The only characters Homer addresses at all are some heroes, and the gods
closest to him as a singer. Homer is impartial, and his blindness can be seen as a
symbol of that impartiality.**
The impartiality that Graziosi identifies as a trait of the Homeric poet could in a way be
said to be true of Helen in the //iad. Helen is unlike Demodocus in that she comments frequently
on the action unfolding around her. She is deeply invested in the outcome of the war, since it will

determine her own fate, and in this way she can hardly be said to be impartial. She could,

however, be viewed as non-partisan, since she does not clearly seem to favor one side of the war

325 Biles 2003: 192. Cf. Friinkel 1962: 8; Segal 1996: 202.
326 Rutherford 1996: 10.
327 Graziosi 2002: 133.

328 Graziosi 2002: 141.

133



over the other.*” The narrator of the //iad similarly does not seem to favor either the Greeks or
the Trojans, portraying heroes from both sides with great sympathy and pathos.**

This impartiality cannot be attributed to Odysseus, another character in the Odyssey who
has a metapoetic status. Throughout the poem, Odysseus tells various false and true accounts of
his own adventures to various audiences, including narrating four whole books of the poem in his
own voice, suggesting that he too should be seen as having a close relationship to the Odyssey’s
implied poet.**' Odysseus is, however, blatantly partisan (towards himself) throughout the
Odyssey, and all of his tales are meant to favor himself and his own interests.*** His stories
similarly are not concerned with granting k/eos to anyone other than to himself.**

Helen thus emerges as the only metapoetic character in Homeric epic who both grants

kleos to others (whether willingly or unwillingly) and also evaluates the quality and worth of

329 In Iliad 3, Helen tells Paris that she wishes he had been killed by Menelaus, but then immediately asks him not to
fight with Menelaus again for fear that he should be killed (/. 3.428-36). This passage is notable because Helen first
orders Paris to fight Menelaus in lines 3.432-33, and then immediately in lines 3.433-36 begs him not to out of fear
for his safety. She cannot seem to choose one husband over the other. Similarly, she speaks very highly of the
Achaean warriors whom she describes during the teichoscopia (3.172-242), but also speaks with great affection of
both Hector and Priam (3.172, 6.354-56, 24.762-775), indicating that she has emotional ties to heroes on both sides
of the conflict. For Helen as a liminal figure with shifting allegiances, see Bergren 1983; Suzuki 1989; Blondell
2010.

330 Cf. Schein 1984: 168-69.

31 See Thalmann 1984: 157-184 for Odysseus as a bardic figure. See Clayton 2004: 53-82 on the metapoetic nature
of Odysseus’ “lying tales.”

332 Odysseus’ “lying tales” (to Athena 13.256-286, to Eumaeus 14.192-359, to Penelope 19.165-202) are all meant
to elicit sympathy and forge a connection with his listeners while at the same time withholding his true identity until
he considers it advantageous to reveal it. Odysseus’ “true tale” (to the Phaeaceans, Od. 9-12), is similarly told for his
own advantage to request help from the Phaeacians. The tale in 9-12 is a self-justification, making clear that his
misfortunes and failure to bring his crew safely home are not his own fault. Nevertheless, it should be noted that the
poet of the Odyssey is more blatantly partisan towards Odysseus than the poet of the /liad is towards any of his
characters, as is evidenced by the Odyssey’s proem having several lines devoted to arguing that Odysseus should not
be held responsible for the deaths of his crew (Od. 1.6-10).

333 Heroic kleos in the Odyssey is also of a different nature than kleos in the Iliad, since it is not exclusively derived

from fighting and dying in battle but can also come from nostos. The kleos of Odysseus that the Odyssey is
concerned with is thus different from the k/eos of glorious death which is tied to Helen.
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kleos. For this reason, she is the character best-suited to express the complex relationship that
poets have to kleos. In the remainder of this chapter, I would like to further tease out the
similarities between Helen and an epic poet, focusing particularly on the ways in which poets can
be said to be complicit in the violence they describe in that same way that Helen is.*** Like
Helen, poets can in some sense be viewed as the cause of young men dying in battle, since it is
the desire for the kleos celebrated by poets that causes warriors to risk their lives. Also like
Helen, they risk a kind of self-annihilation by questioning the value of this k/eos. The poet
benefits from warriors’ pursuit of glory in battle, because their investment in the poetic
immortality he confers grants him power and status within his community. The interdependent
relationship between the poet and the warriors he praises is ancient, dating back to Indo-
European times. Calvert Watkins describes the mutual exchange of benefit between the Indo-
European poet and his patrons:
The poet did not function in that society in isolation; he had a patron. The two were
precisely in an exchange or reciprocity relation: the poet gave poems of praise to the
patron, who in turn bestowed largesse upon the poet. To the aristocracy of Indo-
European society this reciprocal relation was a moral and ideological necessity. For
only the poet could confer on the patron what he and his culture valued more highly
than life itself: precisely what is expressed by the “imperishable fame” formula.?3
The antiquity of this poet-patron relationship, which depends upon the poet’s ability to supply
kleos and the patron’s ability to supply monetary reward, shows that if epic poets explicitly

questioned the value of kleos they would be undermining the justification for their own

existence.

334 O’Gorman 2006: 195 says of Helen’s comments on the Trojan War, “The position from which she [Helen]
speaks about war, therefore, is far from innocent; it risks complicity, yet this risk could also be what offers to her a
more self-aware perspective as a historian of warfare.”

335 Watkins 1995: 70. See Watkins 1995: 173ff. on the Indo-European origins of the kleos aphthiton formula.
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Watkins considers the interdependence of poet, patron, song, and k/eos to be perfectly
summed up by a quotation from Ibycus addressed to his patron, Polycrates of Samos: xai 6V,
[ToAvkparteg, kKhéog dpbitov €Ee1g / ¢ kat' dodav kai Epov kKAEog, “You too, Polycrates, will
have undying fame (kleos aphthiton) / in accordance with my song and my kleos.”**® This quote
demonstrates how the kleos of poet and patron are inextricably linked, each dependent on the
other. Without glorious patrons to celebrate, the poet would have no subject for his songs.
Redfield describes the symbiotic relationship between poet and warrior as follows:

There is thus a curious reciprocity between the bard and his heroes. The bard sings of
events which have a kleos; without the heroes he would have nothing to sing about. At
the same time, the bard confers on his heroes a kleos, without which they would have
no existence in the later world of the bardic audience.®*’
Thus we see that the poet’s identity qua poet depends upon singing the klea andron.**® In the
lliad, the primary avenue for winning kleos is to fight and die gloriously in battle, and the klea
andron are the deeds of men who fought and died in this way.?** Therefore by questioning the
value of this martial kleos, poets of the Iliadic tradition threaten their own identity and social
role.’*

Just as the poet’s fame is linked to the fame of his patrons, Helen’s fame is linked to the

fame of the warriors who fight for her. Without the war and the suffering of the warriors who

36 pMG 282; cf. Watkins 1995: 70.

337 Redfield 1975: 32.

338 Ford 1992: 59. In a way, kleos becomes synonymous with the poet’s song. Nagy writes: “Kleos was the formal
word which the singer himself (aoidos) used to designate the songs which he sang in praise of gods and men, or, by
extension, the songs which people learned to sing from him” (Nagy 1974: 248).

339 Cf. Vernant 1982.

340 Cf. Edwards 1985: 79 and de Jong 2006: 205 on how the I/iad is self-conscious of the fact that its existence—and
its kleos—are predicated upon the death of its hero Achilles.
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fight in it, Helen would not be not worthy of remembrance.**' Similarly, just as the poet’s
identity and social status depend upon the value placed upon kleos in his community and his
ability to confer such kleos, Helen’s status and survival within her community are linked to her
own value as a living signifier of kleos, able to confer glory on the men who win her. In this way,
both Helen and the epic poet are in the same position, wherein if they express a critique of or
disillusionment with warrior kleos, they do so at the expense of their own kleos. Helen the
metapoetic weaver is thus the ideal vehicle through which the poem may express such a critique
or disillusionment, a critique which, because of the poet’s own position, must remain implicit
rather than explicit.

As has been shown, the voice of the loom often speaks views that are marginalized in
regard to masculine society and that are in some way threatening to the hegemony of that
society. In this way, the voice of Helen’s loom speaks from a perspective that threatens to
unravel the entire system of values upon which the poet’s place in masculine warrior society is
built.

Fred Ahl has written of the ways in which implicit criticism of popular opinion regarding
political, moral, or religious issues was considered both safer and more appropriate in Greek
society than explicit criticism, even in the context of democracy, where parrhesia (“free
speech”) was theoretically valued.**? He uses the example of Thersites from the /liad to illustrate
this point:

Ancient poets and critics alike had little use for forthright expression. If art is

concealment, what is obvious is not really art. Homer’s blunt critic of the powerful,
Thersites, is beaten by Odysseus and mocked by the soldiers on whose behalf he is

341 Cf. Blondell 2010.

342 Ahl 1984: 174.
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speaking (/1. 2.211-77). His efforts have been wasted. True, Thersites’ judgement of
the warrior kings is not unlike the judgement we ourselves might want to pass on
them. It may even be the poet’s own judgement on them. But the criticism is not done
in the right way by the right person.*+
Ahl’s analysis provides a further explanation for why the //iad presents a critique of the poetic
traditions’ role in perpetuating violence through the subtle association of Helen with the poet-
narrator rather than with a more explicit statement. Overt criticism is considered aesthetically
undesirable and is not received well by audiences.

The link between Helen and the poet allows us to challenge the view of the //iad as
fundamentally “masculine” in comparison with the more “feminine” Odyssey, the view to which
Clayton subscribes when she writes of how the Odyssey is charged with “feminine alterity.”** In
parallel to Clayton’s reading of the “Penelopean poetics” of the Odyssey, I propose a “Helenic
poetics” of the Iliad. Like Penelope in the Odyssey, Helen in the Iliad is a bardic figure whose
weaving recapitulates the story of the poem that she herself inhabits. Because of her close
connection with the poet-narrator, it is possible to speak of her poetic “voice” as playing a larger
role in the //iad than has previously been supposed. In this way, we may view the /liad as also
incorporating into itself a “feminine alterity” that subtly criticizes and undermines the celebration
of masculine warrior kleos that the Iliad inherits from the poetic tradition and upon which the
poet-patron relationship is based.

A similar characterization of Helen as being of central importance to the fundamental

nature of the /liad is found in a story about Helen and Homer that Isocrates attributes to the

Homeridae (Isoc. Helen 65):

343 Ahl 1984: 175-75.

34 Clayton 2004: 19.
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Aéyovot 8¢ Tveg Kol @V Opnpid®dv mg Emotdoo ThHc vuktog Ounpo tpocétale molelv
nepl TV otpatevoapévov Enl Tpoiav, BovAouévn Tov ékeivov Bdvatov {nlotdtepov
1 TOvV Bilov TOV TV ALV KataoTioot: Kol HEPOS HEV TL Kol dtd TV Opnpov téyvny,
HaAloTo 8¢ 010 Ta TV 0UTMOC ETaPPOdITOV Kol Tapd TV GVouacThV adTod yevéchal
TNV moinotv.
And some of the Homeridae also relate that Helen appeared to Homer by night and
commanded him to compose a poem on those who went on the expedition to Troy,
since she wished to make their death more to be envied than the life of the rest of
mankind; and they say that while it is partly because of Homer's art, yet it is chiefly
through her that this poem has such charm and has become so famous among all men.
This story of Homer’s dream closely associates Helen with the creation of the //iad and attributes
the poem’s success more to her than to the poet himself. Since she is in fact the ultimate source
of the poem, having ordered Homer to compose it, she appears as a kind of Muse who, like the
Muses of Homeric epic and Hesiod’s Theogony, tells the poet the story he is to sing. This
passage further suggests that the //iad has taken its fundamental character from Helen’s presence
within it. Because of her (810 tavtV), the Iliad is Emappoditov (“lovely, fascinating, charming™)
and dvopaotnv (“famous”). Here the poem has taken on the characteristics of Helen. The word
gmappoditov, etymologically derived from Aphrodite’s own name, suggests that Helen’s own
captivating sexual desirability has been transferred to the //iad. Further, the fame of the poem
here is associated with the fame of Helen herself. This passage from Isocrates shows that in
antiquity, the character of Helen was seen as fundamental to the essential nature of the //iad as a
poem, and Isocrates’ attribution of this story to the Homeridae suggests that oral performers of
Homeric epic in particular saw Helen in this way. This view of the epic implies that a reading of
Helen as a figure closely associated with the central poetics of the /liad is not anachronistic but

rather in keeping with how ancient audiences and performers may have viewed Helen’s role in

the poem.
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The idea that there can be something “feminine” in the voice of a male singer of oral epic
poetry may seem counter-intuitive, but it is corroborated by the anthropological research that
Dwight Reynolds has done on the singers of the North African Bani Hilal epic. He argues that
within the context of the poem, a kind of equivalence is drawn between a hero’s female
dependents and the poet who praises his deeds:

[T]he poet is to some degree a feminized male; he complements the hero (as do the
hero’s female dependents), and, although he is a necessary part of the hero’s honor (as
are wives and daughters), he is in fact dependent—on both hero and patron. He is a
man dependent on men. He is a man who does not ride into battle where independent
honor may be achieved, but rather carries his “weapon” (the rabab),*** which is
precisely not a sword, into the arena where such honor is vicariously celebrated. Such
is the ambiguity of the panegyric poet: a figure with no heroic deeds on which to base
his own honor, yet indispensable for the process of propagating the honor of heroes.?*
This analysis suggests that because the epic poet occupies a marginalized and dependent position
in the heroic world, he is in many ways inherently similar to a woman. This “feminized” role that
the poet plays vis a vis his patron could help to explain the use of weaving, a female activity, as a
metapoetic analogue for poetic craft. It also validates the suggestion that there is a feminine
quality in the narration of the //iad and the Odyssey, since these poems were sung by poets on the
feminized margins of society. I will return to this idea of the “feminine alterity” of the /liad in
Chapter 4.

Through the figure of Helen, who laments the way in which her current existence and

future kleos are irrevocably associated with the suffering of the Trojan War, the //iad highlights

how the poetic tradition is bound up with the deaths of young men who lost their lives in pursuit

of martial kleos. Just as Helen can be viewed as responsible for the suffering and death of

345 The rabab is a two-stringed bowed instrument used by the Bani Hilal poets.

346 Reynolds 1995: 85.
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warriors through her role as the cause of the war and as a living symbol of heroic glory, epic
poets are also implicated in the deaths of warriors in battle. In this way, Helen’s self-blame can
be seen as a reflection of epic poets’ awareness of the role they play in perpetuating the negative
consequences inherent in male warrior kleos. This articulation of the destructive aspects of
martial kleos is, through Helen’s web, associated with the feminine-identified voice of the loom,
which speaks in opposition to masculine voices that try to silence it. This voice constitutes an
understated but significant counterpoint to the masculine warrior values expressed by male

characters in the /liad.
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CHAPTER 3

The Maternal Warrior: Gender and K/eos on the Battlefield

In the first two chapters of this dissertation, I focused on how female characters in the
1lliad conceptualize kleos. Now I will turn to the role that gender plays in the relationship male
characters have to their own kleos. In this chapter, I argue that the //iad uses maternal imagery in
martial contexts to highlight the conflict between the Homeric hero’s obligation to protect his
comrades and his imperative to win timé and kleos, “honor and glory.” Maternity in Homeric
poetry is strongly associated with protection, and maternal imagery is primarily applied to
warriors engaging in the defense of their comrades. In several key passages in the //iad, however,
maternal imagery is deployed either by the narrator or by individual characters to emphasize the
ways in which heroes fail in their duty to act as protectors because of their individual desire for
honor. By examining how the paradigm of the maternal warrior plays out in the thoughts and
actions of Achilles, Hector, and other male characters in the //iad, I demonstrate the ways in
which the figure of the Homeric mother is used to expose the contradictions inherent in the
hegemonic masculinity of Iliadic society.

In general, Homeric heroes formulate their masculine identity in opposition to women
and children.>*’ However, while the majority of instances in direct speech where men compare
themselves or other men to women are negative and reflect the anxiety that surrounds
masculinity on the battlefield, there is a series of similes spoken by both Achilles and the

narrator in which men are compared to women in ways that are either neutral or complimentary

347 Arthur 1981; Van Nortwick 2001; Ransom 2011: 37. Cf. Introduction.
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(8.268-272, 9.323-27, 16.7-11, 17.1-6). In these similes, warriors are compared to mothers, and
the comrades under their protection are compared to their children. Helene Foley has stated that
unlike the “reverse-sex similes” in the Odyssey, which are integral to the structural development
of the poem, these reverse-sex maternal similes in the //iad “cluster randomly around the relation
of Patroclus and Achilles.”>*® In what follows, I argue that these similes are not random, but that
they instead illuminate a crucial aspect of warrior masculinity: the conflict between the
obligation to protect one’s comrades and the desire to win glory and personal status. I suggest
that these similes reflect an alternative paradigm of masculinity which incorporates into itself
certain aspects of [liadic maternity.

In examining these maternal similes and their relationship to the larger thematic program
of the epic, I analyze the representations of mothers in the //iad in order to reconstruct the
complex resonances that maternal imagery would have had for the poem’s original audience. As
Richard Martin has pointed out, audiences of oral poetry have in their heads “the mental
equivalent of a CD-ROM player” full of phrases, type-scenes, and other information that
Homeric scholars can only reconstruct through painstaking examination of the written text.**’
William Scott argues that Homeric audiences used this mental lexicon to interpret similes in
context during oral performances:

When the audience heard a simile...they would know from previous experience how
to unify the elements of the full passage in order to derive the poet’s full

meaning.... When they heard a warrior described by a lion simile, they would know
the possible range of lionlike activities in the traditional simile language and would

evaluate appropriately the specific content of the simile as an enhancement to the
warrior’s individual actions and spirit.>>°

348 Foley 1978: 21.
349 Martin 1993: 227.

350 Scott 2009: 10.
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This knowledge of “lionlike activities” is culturally specific and can only be retrieved by modern
scholars through a detailed examination of the roles that lions play in Homeric epic. So too in
order to understand how the //iad’s original audience would have interpreted maternal similes
applied to warriors, it is necessary to rediscover the valences and associations of maternity that
they would have known intuitively. I do this by investigating the role that mothers play in the
lliad both in similes and in the narrative. My conclusion is that motherhood in the //iad carries a
double valence. On the one hand, mothers are linked with protection, and thus become associated
with a warrior’s martial duty to defend his comrades in battle. On the other hand, Homeric poetry
also strongly associates mothers with the deaths of their offspring, both by blaming the maternal
act of giving birth for the child’s mortality and through the recurring trope of the murderous
mother who kills her own children.*' I will show how several of the maternal similes in the /liad
carry resonances of this double meaning of protection and destruction.

Several scholars have noted that maternity in the //iad is associated with martial
protection, but so far none have explored the larger ramifications of the ways in which this theme
of maternal protection interacts with masculine heroism and the warrior ethos.>*> Mothers in
Homeric epic are driven to preserve the lives of their offspring at any cost, but their attempts to
save their children are often at best only partially successful. When applied to the Homeric

warrior, the maternal paradigm therefore highlights both the importance of preserving life and

351 Cf. Murnaghan 1992; 1999.

352 For maternal similes and martial protection in the /liad, see Moulton 1977:103; Monsacré 1984; Gaca 2008; Dué
and Ebbot 2012.
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the ultimate futility of this endeavor in the context of war.*>* The futility of this “care work”
stresses the destructive effects of warrior ideology on the society that it is meant to protect.
Alongside the image of the devoted mother who strives to preserve her children’s lives,
we also see the more sinister paradigm of the “murderous mother” who brings about her
children’s deaths, such as Althaea, the mother of Meleager (9.566-72).3%* This destructive side of
motherhood is particularly applicable to the similes in which Achilles is compared to the mother
of the Achaeans (9.323-27) and of Patroclus (16.7-11)—both groups for whose destruction he is
at least partially responsible. As I will demonstrate below, it is particularly telling that in
Achilles’ first maternal simile he portrays himself as a diligent mother bird who suffers on behalf
of her children, while in the other he characterizes himself as a disinterested mother whose
daughter’s pleas for attention hinder her from going about her business. These similes can be
seen as a reflection of his conflicted feelings toward the Achaean army. His self-identification
with maternity, I will argue, indicates a tacit acknowledgement that in refusing help to the
Greeks and in wishing them dead (as he makes explicit at 1.407-10), Achilles is failing to fulfil
his proper role as mother-protector. It also shows his frustration that the Achaeans’ need for his
protection is hindering his personal pursuit of #zimé and kleos. Achilles withdrew from the war not
only because Agamemnon insulted his timé, but because of a general concern with the value of

his own honor in a society in which Agamemnon is allowed to act in such a way.*** To reenter

353 Cf. Lynn-George 1996 on the ways in which care is valued in the Iliad.

3% Murnaghan 1992 argues that mothers are associated with mortality because by giving birth to children they
guarantee their deaths. Maternal care is also associated with death because mothers try to keep children out of
danger and thus deprive them of k/eos. In this way, the figure of the protective mother is closely linked in the Greek
imagination with the trope of the “murderous mother,” such as Procne or Althaea, who kills her own children.

355 Cf. 11. 9.319-22, 334-36, 410-16. Achilles’ motivations for remaining apart from battle after the Embassy in Book
9 are notoriously complex: Parry 1956 and Whitman 1958 characterize Achilles in Iliad 9 as rejecting the heroic
values of timé and kleos. Redfield 1975 argues that Achilles is expressing dissatisfaction with heroic society but
cannot envision an alternative system of values. Wilson 2002 suggests that Achilles is not rejecting the value of
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the battle would mean relinquishing this concern. Thus, Achilles is forced into a position where
he must choose between the maternal warrior’s role as defender and his heroic drive to win status
and fame. As I have discussed elsewhere in this dissertation, this opposition between the
feminine desire to preserve life and the masculine pursuit of kleos is also seen in the laments of
female characters in the //iad. The conflict between Achilles’ maternal drive to protect and his
masculine pursuit of glory and honor is thus part of a larger pattern of opposing gendered views
of kleos in the Iliad.**® In what follows, I explore the implications of Achilles’ dilemma through
his own references to the imagery and discourse of motherhood.

Achilles’ engagement with maternity is particularly significant given that the
performance of hegemonic masculinity in the //iad typically involves the vehement disavowal of
feminine attributes and practices.>>’ From the perspective of the majority of male characters in
the /liad, any deviation from normative warrior masculinity results in the paradigm of
effeminacy exemplified by Paris and is worthy of mockery and reproach. Yet Achilles does not
fit into either the paradigm of traditional warrior masculinity or the paradigm of deficiently
masculine effeminacy. On the one hand, he is hyper-masculine in the sense of being an almost
super-human warrior, “a great bulwark for all the Achaeans against evil war” (uéya ndow /
gpkog Ayaroioty méletor ToAépolo Kakoio, 1.283-84) and the “best of the Achaeans,” (&piotov

Ayodv, 1.244), capable of turning the tide of battle with his presence or absence. He is also

timé, but only the idea that #imé associated with status should trump ¢imé associated with prowess. However, it is
clear that despite any reservations that he might have, Achilles remains deeply concerned with his own glory and
honor in the /liad: he commands Patroclus to win him #imé and kudos and expresses the desire to be awarded gifts
by the Achaeans (/. 16.84-86).

356 See Introduction, Chapter 1, and Chapter 4.

357 Cf. Introduction.
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deeply concerned with the masculine warrior values of timé and kleos.>>® As we have discussed,
it is the breakdown of the system that confers these values that drives him to withdraw from the
war, as he says to Odysseus in //liad 9 when he expresses his outrage that brave men and cowards
receive the same timé (9.315-22).3° As Sarpedon says at 12.310-28, men fight because they are
rewarded for their bravery and effort with status, material honors, and fame. Achilles remains
deeply invested in this system of values even as he declares its dysfunction.

On the other hand, Achilles is unlike other Homeric heroes in that he does not exert effort
to separate himself from femininity, but instead publicly engages in feminine-coded behaviors
and practices. For example, in //iad 19 he participates in antiphonal lament for Patroclus with his
slave women (19.282-337).3° Although other men in Homer do engage in goos (lament),
extended goos is otherwise linked exclusively with women, giving Achilles’ actions here a
feminine association.*®! Similarly, he performs a traditionally feminine ritual act when he cradles
Patroclus’s head in his hands at the funeral in /liad 23: dmBev 6& kdpn &xe dlog AyiAdevg /
ayvopevog: €tapov yap apvpova téut’ Aidocde (“And from behind shining Achilles held
[Patroclus’s] head, grieving, for he was sending his blameless companion to Hades,” 23.136-
137).3%2 We know from vase paintings that it was an established custom for the deceased’s

nearest female relative to perform this gesture at funerals, as Andromache and Hecuba do for

358 Cf. Schein 1984: 89-127.

359 ¢v 8¢ ifj Tuf) Auev kakdg Mde koi 800Adg, “The coward and the brave man are held in the same honor” (/1.
9.319).

360 Cf. Pucci 1993.
361 Murghan 1999.

362 Cf. Pucci 1993, 1998: 179-230 and Murnaghan 1999 for more on Achilles and female lament.
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Hector in /liad 24 (24.710-12, 722-23).3% In the same way, Thetis holds Achilles’ head while he
weeps at the beginning of Iliad 18 (18.71), indicating that she is grieving for him as though he
were already dead.*%

Furthermore, Achilles is the only character in the //iad to compare himself to a woman in
a manner that is not negative, as he does in two self-spoken similes in which he compares
himself to a mother.>®> Achilles speaks his first maternal simile in //iad 9 when he likens his
protection of the Achaean army to a mother bird bringing back food for her chicks (9.323-27):

@G " BPVIC ANTHOL VEOGGOIGL TPOPEPT|OL
udotax’, émel ke AMaPnot, kok®dg & dpa ol TEAEL AOTH,
¢ kol &ymd TOALOG PEV ABTVOVG VOKTOG ooV,

fuoto & aipatdevia dSiETpNocov ToAepilwv,
AVOPAGL LOPVAUEVOS OUPMV EVEKO COETEPAMOV.

For as to her wingless chicks a bird brings back

Morsels, wherever she can find them, but for herself things go evilly,
So also I passed many sleepless nights,

And I went through bloody days fighting,

Striving with men for the sake of their wives.

The second simile comes at the beginning of //iad 16, when Patroclus comes to Achilles
weeping, and Achilles compares him to a little girl crying to her mother to be picked up (16.7-
11):

tinte deddkpuoar, [Tatpdriees, Nite KovpPN

vnmin, 1 0° dupa untpl Béovs’ dverécbar avayet,

eloavod amtopévn, Kol T E6GVUEVTV KATEPVKEL,

dakpvdecoa 6¢ pv ToTdEPKETAL, OPP  AVEANTOL

1] TkeAog, [Tatporie, T€pev Katd ddKpvov ifelg.

Why are you crying like some foolish girl, Patroclus,

363 Kakridis 1949: 68.
364 Kakridis 1949: 70.

365 For scholarship on these similes, see Moulton 1977: 103; Baltes 1983; Ledbetter 1993; Mills 2000; Pratt 2007;
Gaca 2008; Scott 2009: 51; Porter 2010; Ready 2011: 141-45.
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Who, running alongside her mother, begs to be picked up,

Clinging to her garment, and hinders her in her hurrying,

And looks up at her crying, so that she might be picked up?

Like such a one, Patroclus, you shed a soft tear.
Although the first layer of meaning here is criticism of Patroclus through the likening of him to a
little girl, it is significant that Achilles casts himself in the role of Patroclus’ mother, as other
scholars have argued.*® The image of the mother ignoring the needs of her child represents the
way that Achilles at this point in the poem is ignoring the needs of the Achaeans, whom he
described as his children at 9.323-27. Achilles’ use of this simile here should thus not be
regarded as incidental, but rather as part of his larger pattern of maternal identification. In Book
9 the mother bird is self-sacrificing, directing all of her attention towards her chicks. In the
second simile, a change has taken place in Achilles’ conception of himself as a mother; now he
has turned his back on the child and moves away from her. Although the scene is domestic and
familiar rather than destructive or threatening, it highlights Achilles’ refusal in Book 16 to take
up his protective role and foreshadows this refusal’s destructive consequences, especially when
read in contrast with the mother of the chicks. The gender dynamics of this image are also
intriguing; although the comparison of Patroclus appears to be negative, nothing in the text
suggests that Achilles impugns his own masculinity by associating himself with the mother.

Indeed, Achilles’ masculinity is never questioned by any character in the /liad despite his

public transgression of the strict boundary between the masculine and feminine spheres. One
could argue that Achilles is given a free pass for his flirtations with femininity because in other

respects he is unusually virile. Nicole Loraux, in her study of Heracles, has argued that

femininity is an essential element in the persona of the “supermale,” allowing ultra-

366 Moulton 1977: 104; Ledbetter 1993; Mills 2000; Pratt 2007.
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masculine heroes to maintain a semblance of balance in their gender presentation:
An excess of virility leaves Herakles’ strength in constant danger of being exhausted,
and so it is appropriate for him periodically to return to a more reasonable level of
male energy. Given Herakles” own ambivalence, such equilibrium will always be
unstable, and he can only acquire it by balancing one excess against another—a
surplus of femininity against an excess of masculinity. The feminine element in
Herakles is essential, in that it is a major factor in keeping him within the human limits
of andreia (maleness/masculinity). Herakles is all the more the human figure of the
masculine hero for being dressed as a woman and performing women’s tasks.>®’

Such an argument could be made for the Achilles of the mythological tradition as well,
especially since he, like Heracles, has his own cross-dressing episode. In several later accounts,
Thetis attempts to prevent Achilles from going to war by disguising him as a girl and hiding him
at the court of Lycomedes on the island of Scyrus.**® Loraux’s analysis of Heracles is a helpful
comparandum for Achilles, therefore, in so far as it reveals the complex types of gender
performance that “hypermale” mythological heroes engage in. But something quite specific is
happening in the case of Achilles in the /liad, in that his feminine similes and actions are closely
bound up with his role as a warrior and his motivations to fight, rather than distracting him from
his martial duties. In addition, he is never shamed for his feminine associations, which is highly

unusual.>®’

367 Loraux 1995: 129.

368 Bion Epith.; Apollod. Bibl. 3.13.8; Stat. Achil. It is unclear how old this story is. The Iliad itself seems to deny the
story of a cross-dressing Achilles by assuming different circumstances for Neoptolemus's conception. /liad 9.668
says that Achilles conquered Scyrus, and the scholia to this passage explain that Achilles fathered Neoptolemus
while waging war on Scyrus on behalf of Peleus. A fragment of the Little Iliad seems to offer yet another version,
saying that Achilles was unintentionally carried to Scyrus by a storm. Proclus's summary of the Cypria says that
Achilles married Deidameia but doesn't specify how (Procl., Chrest. 3.1-33). This could indicate that the story of
Achilles cross-dressing was not known to Homer or the cyclic poets and was developed by later authors. However, a
scholiast on //. 19.326 recounts a version of the cross-dressing story in which it is Peleus, not Thetis as in other
accounts, who disguises Achilles as a girl on Scyrus, and attributes this story to “the cyclic writers” (1] iotopio mapa
toig KukAkoic, West fr. 19). Some have argued that the phrase 1) ioTopia Tapd T0ig KuKAKOiG is not meant to apply
to the whole story of Achilles dressed as a girl on Scyrus, but only to the story of Neoptolemus coming to fight at
Troy, as the wording is ambiguous. See Fantuzzi 2012: 21-98.

369 Cf. Introduction.
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In contrast, Heracles’ feminization is frequently portrayed in ancient texts as humiliating
and deviant. In Sophocles’ Trachiniae, for example, Heracles’ crossdressing and performance of
female tasks such as wool-working is described as an oneidos, a “source of shame,” for the hero
(254).7° Sources that depict Achilles’ cross-dressing interlude on Scyrus also frequently
characterize his feminine dress as shameful. Euripides, for example, is known to have written a
play about Achilles on Scyrus called Scyrioi, which contains the line, spoken by Odysseus, 60 6’
O TO MUTPOV PdS AmocPevvie yévoug / Eatvelg, dpictov matpdg EAAgvev yeydc; ("And you,
extinguisher of your family's brilliant light, are you combing wool, you, born of the best father of
the Greeks?").’”! Both Heracles in Trachiniae and Achilles in Scyrioi are shamed because their
feminine actions, namely weaving and wearing female clothing, are seen as interfering with their
proper masculine duties as warriors and heroes. The lack of shaming surrounding Achilles’
performance of femininity in the //iad stands out all the more in comparison with these examples
and suggests that the poem’s characterization of male femininity in this particular instance goes
beyond traditional accounts of gender transgression and excoriation.

I suggest that the lack of shaming with regard to Achilles’ performance of femininity in
the /liad is related to the fact that Achilles specifically identifies himself with a mother rather
than with another type of female role, and that he associates his maternal role with his warrior

role. Maternity in the //iad is to a large extent exempt from many of the other negative

370 In Heroides 9, Deianeira berates Heracles for his feminine dress (Ov. Her. 9). In the Life of Pericles, Plutarch
alludes to unnamed comedies that styled Aspasia the “New Omphale” in reference to her undue influence over
Pericles (Plut. Per. 24). See also Luc. DDeor. 15 and Tert. De Pallio 4.3.

3 TyGF v.2 **683a (Plut. De Audiendis Poetis 34d). See also Statius’s Achilleid, in which Achilles submits to
shameful feminine dress in order to rape Deidamia (Stat. Achil. 283-337) and Lycophron’s Alexandra, in which
Cassandra also characterizes Achilles’ female disguise as shameful and explicitly states that his motivation for

avoiding the war is cowardice (Lycoph. 4/ex. 269-80).
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connotations associated with femininity. In particular, maternal comparisons are never used
derogatorily as a form of gender-shaming. Warriors do not call each other “mothers” as an
insult.”> Mothers may have special status because the dichotomy between the masculine-as-
martial and the feminine-as-non-martial does not apply to maternity.>’® This special status is
shown by a set of similes spoken by the narrator in which individual warriors on the battlefield
are compared to mothers. At 8.268-272, Teucer is said to take shelter behind Ajax’s shield like a
child taking shelter with its mother, at 17.1-6, Menelaus stands over Patroclus’s body like a
mother cow over her first-born calf, and at 11.269-272, Agamemnon is said to suffer pain from
his wound like that of a woman in labor.3”*

Héleéne Monsacré has written of these similes as rare instances in the //iad where men are
compared to women in ways that are not derogatory and are indeed even positive. She argues
that because the pain of women, and specifically mothers, is seen in Homeric epic as the pinnacle
of suffering, it increases the status of a warrior to be described as successfully enduring such
pain.>” This theory could explain the link that Achilles makes between himself and maternity in
the mother-bird simile in //iad 9, where the emphasis is on how the bird sacrifices her own
comfort for her chicks (9.323-25). The maternal aspect of this simile underlines the way Achilles

has endured pain in war for the benefit of the Achaeans, thereby highlighting his own strength

372 When mothers do appear in warriors’ battlefield taunts, it is usually when men seek to enhance their status
through boasts about their exceptional lineage, as at //. 20.206-10 where Aeneas declares that he is the son of
Aphrodite and therefore able to rival Achilles the son of Thetis.

373 This may also be related to Monsacré’s idea of bonne douceur, positive aspects of femininity that it does not
shame a male warrior to engage in, such as caretaking and gentleness (Monsacré 1984: 92).

374 For an in-depth discussion of this simile that differs from Monsacré’s interpretation, see Holmes 2007.

375 Monsacré 1984: 92. See also Murnaghan 1992 and Loraux 1995: 34, who suggest that these similes collectively
connect the pain of warriors to maternal anguish and specifically to the pain of childbirth.
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and value as a warrior. The mother/daughter simile in //iad 16, on the other hand, seems to have
a different meaning. It is used to describe not endurance on the battlefield, but an emotional
encounter between Achilles and Patroclus. Furthermore, the mother in this simile is not suffering
for her offspring, but is instead ignoring her weeping child. The little girl is presented as a
hindrance holding her mother back, making this an unsuitable representation of positive feminine
caretaking. The image presents a more complicated idea of motherhood and suggests that there is
more to Achilles’ use of maternal similes than simply self-praise.

The key to this simile may lie in the fact that maternity in the //iad is associated not only
with suffering and pain, but, as I have suggested, also with protection.>’® This is seen, for
example, in the simile in //iad 17 involving Menelaus mentioned above (17.4-6):

apei & ap” anTd Paiv’ MG TIg TEPl TOPTOKL UNTNP

TPOTOTOKOG KIVLPT], 0V TPV €10vi0 TOKOL0

¢ mepi [Matpdxdo Paive EavBoc Mevéraog.

He stood over him like a mother cow who has given birth for the first time,

Who has not known birth before, lamenting, stands over her calf.

In this way did fair-haired Menelaus stand over Patroclus.
There is an element of suffering present in this image, as the mother cow is described as kivvpn,
“wailing” or “plaintive.” However, the defensive roles played by both the cow and Menelaus are
emphasized by the use of the verbs aueipaive (for the cow) and nepiaive (for Menelaus). Both

words have strong connotations of protection and are commonly used for warriors bestriding

their fallen comrades.®”” This image further assimilates the maternal role to the warrior’s role.

376 The connection between Homeric maternity and protection is noted in passing by Moulton 1977: 103; Monsacré
1984; Gaca 2008. It is also explored by Dué and Ebbot 2012, who cite as a parallel to Achilles’ mother bird simile
an interview with a modern American soldier who said that he felt about the men under his command the way a bird
feels about its young (Dué and Ebbot 2012: 2).

377 For aupBoive: I1. 5.299, 14.477. For nepiBaivo: Il passim, esp. in Il. 17 with Patroclus’s body, cf. 17.137.
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The simile also calls repeated attention to the cow’s status as a mother, referring to her not only
as unmp (“mother”), but also as tpmtotokog (“having given birth for the first time”’) and ov mpiv
eldvia tokowo (“not knowing birth before”). These phrases stress the maternal aspect of the simile
and strengthen the association between motherhood and defense.

In the Ajax simile, there is no reference to suffering, and the focus is entirely on
protection: adtap 6 adTIC iV Thig B V1O uNTépa Suokey / gig Alavd’ - 6 88 wv caxel KpOTTAGKE
eoewv® (“[Teucer] would go back again to Ajax like a child plunging into the [lap of] his mother,
and Ajax would hide him with his shining shield,” 8.271-72). The combination of bm6 with
dvokeyv calls to mind someone diving into the ocean (//. 18.145; Od. 4.435) and suggests that the
child has been completely enveloped and hidden, with the mother’s body playing the same role
as a warrior’s shield. A similar association is found outside the realm of simile, when Aphrodite
snatches the wounded Aeneas away from Diomedes in Iliad 5 (5.311-18, as she had already done
for Paris at 3.380-82), enfolding him in her robe in such a way that he becomes like a child in the
womb.3”® There is a strong verbal resonance between the image of Aphrodite hiding Aeneas
behind a fold of her “shining peplos” (mémhoto paevod, 5.315) and Ajax hiding Teucer behind
his “shining shield” (cdxkei...pacwv®, 8.272), which is increased by the fact that Aphrodite’s
peplos serves the same function as a shield, becoming a €pkoc...BeAéwv (“a bulwark against
missiles,” 5.316).2” Both passages convey the idea of the child in a sense re-entering the

mother’s body, which serves as a bulwark against external threat.

378 Monsacré 1984: 88; Murnaghan 1992: 250.

379 Monsacré 1984: 90.
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There are other instances in the /liad of mothers acting as places of safety. When
Aphrodite herself is wounded by Diomedes, she flees to her own mother Dione, who “takes her
into her arms” (dykag €éraleto, 5.371) and heals her (5.370-417). In lliad 14, Sleep recounts how
he escaped the wrath of Zeus by fleeing to his mother Night, who saved him (14.259-60).%%

Similarly, although Thetis in the //iad is unable to protect her son Achilles, she displays a
kind of surrogate-maternal protection when Dionysus, fleeing Lycurgus, “dives into the waves of
the sea” (dvoeb” aAOG katd kdua) and she “receives him into her kolpos,” her “lap” or “bosom”
(Oétig & Vmedé&ato KOAT®, 6.136). The combination of “diving” (600e0’) into safety and being
sheltered in a protective female body calls to mind the image of the child who “dives into the
mother’s lap” in the Ajax simile (wdig g Vo unépa dvokev, 8.271). Thetis is also said to have
received Hephaestus into her kolpos at 18.398, when he was hurled off of Olympus by Hera
(®étig B° vmedéEato KOAm®, “And Thetis received him into her lap”). Here the protection of
Thetis replaces the protection that Hera, Hephaestus’s real mother, should have given him.
Finally, Thetis is said to have “warded off destruction” (Aoryov dudvai, 1.398) from Zeus when
the other gods were trying to overthrow him, again suggesting that she has powerful protective
abilities, even if they are limited to the divine realm.*®! Laura Slatkin has noted the repeated
references to Thetis’ protective power in the //iad, and suggests that Thetis’ inability to use this
power with regard to Achilles alludes to the myth that Pindar retells in Isthmian 8, wherein it was
prophesied that Thetis would give birth to a son who would be greater than his father. Zeus then

ordered her to marry a mortal in order to avoid the birth of a new god who would overthrow the

380 The Iliad does not explicitly name Night as the mother of Sleep, but Hesiod’s Theogony does so at 211-12 and
757-58.

381 Cf. Slatkin 1991: 55. For more on the significance of dudvou, see Lynn-George 1993: 214.
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Olympian order. According to Slatkin, Thetis is unable to save Achilles’ life because the reign of
Zeus depends on his death as a mortal in war.*%? Zeus’ masculine imperative to preserve cosmic
order thus thwarts the maternal protective drive.*®} Nevertheless, in the references to Thetis’
sheltering of vulnerable surrogate-sons in her divine ko/pos we can see the potential power of
Thetis’ maternal protection if she were allowed to act unconstrained.

The characterization of the maternal kolpos as a site of protection from danger is also
evident in the scene between Hector and Astyanax in I/iad 6. When Hector stretches out his arms
to his son, the baby “screams and jerks back into the kolpos of his well-bosomed nurse” (Gy 6" 0
ndig TpoOg KOATOV E1{DVOo10 TNV G / EKAivOn 1wV, 6.467-68), terrified by Hector’s helmet
(6.469-70). Here Astyanax flees from the perceived threat of his father’s martial gear into the
enveloping body of his nurse, his surrogate mother. The passage emphasizes the female kolpos as
a refuge from specifically martial danger.

Finally, Athena is given two protective maternal similes. In //iad 4, she is said to “ward
off” (dpvvev, 4.129) Pandarus’s arrow from Menelaus “as when a mother brushes a fly away
from her child who is lying in sweet sleep” (¢ 6te ptnp / Toudog €€pyn poiav, 60 1101 AéEeton
Umve, 4.130-31). This wording recalls the protective, warding function of Aphrodite’s peplos and
Ajax’s shield, as well as Thetis warding off destruction from Zeus. Then in /liad 23, Locrian
Ajax attributes his loss in the footrace to Athena, who “stands by Odysseus like a mother and

helps him” (1} T0 wépog mep / pinp d¢g Odvoijt mopictator O’ Emapnyet, 23.782). mapictnpt,

382 Slatkin 1991.

383 Slatkin argues that Thetis in the /liad comes to accept that "cosmic equilibrium is bought at the cost of human
mortality,” and that this is why she constrains her powers and allows Achilles to die (1991: 103). Becker, however,
sees no evidence for this in the text, and states that it seems more reasonable that Zeus prevented Thetis from acting,
since he had previously shown himself to be capable of constraining her behavior by preventing her from marrying
an Olympian (Becker 1992).
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“stand by,” can also mean “help” or even “defend” (//. 10.279, 15.255, 21.231), again resonating
with other images of mothers standing between their offspring and danger, such as the mother
cow standing over her calf in the simile about Menelaus and Patroclus.*

In all these similes and scenes, we see maternity characterized as a protective force, with
mothers, and particularly the maternal body that the child is enveloped in, serving as places of
refuge or shields to ward off danger. Achilles’ description of himself as a mother bird to the
Achaeans thus clearly evokes this idea of the warrior as mother-protector that we also see in the
similes about Ajax and Menelaus. Achilles is the preeminent protector of the Achaeans, making
his self-association with motherhood particularly appropriate. The opposing image of the
murderous mother can also be shown to lurk behind Achilles’ use of this simile, however,
especially when we consider that Achilles is not only neglecting his simile-children in Book 9 by
refusing to come to their aid but has in fact been actively plotting their deaths (1.407-10). The
attentive maternal actions that he describes himself undertaking in the past contrast sharply with
his present conduct and serve to associate him with the more destructive side of the maternal
paradigm.

Maternal imagery in the //iad can be shown to evoke not only care, but also its opposite:
the trope of the murderous mother who kills her own children. The most famous examples of this
character-type in Greek mythology are Procne and Medea, both of whom kill their sons in order
to seek vengeance for an injury done to them. Their stories would have been well-known to
Homeric audiences: in Odyssey 19, Penelope compares her grief to that of Procne (19.519-24),

and a variant of the Medea story roughly contemporary with Homeric epic appeared in

384 A final example, which is not Iliadic but which seems to be engaging with the same set of ideas, is Odyssey
10.410-15, where Odysseus’ men run to him like calves returning to their mothers. For more on reverse-sex similes
in the Odyssey, see Foley 1978.
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Eumelus’s Corinthiaca (8®-7" c. BCE).*® In addition, in Odyssey 5 we see the appearance of
Ino, who became a murderous mother when she jumped into the sea with her baby son
Melicertes. Both were deified, hence Ino’s appearance in Homeric epic as the goddess
Leucothea.>%

This association of maternity with death in Archaic epic extends even to mothers who do
not murder their children. It is important to note that maternal protection in the //iad is often
problematic, no matter how good the intention. In many of the instances listed above, the
protection is incomplete or ultimately unsuccessful. Aphrodite is forced to abandon Aeneas
under Diomedes’ onslaught (5.343), Pandarus’s arrow still wounds Menelaus, even if it does not
kill him (4.134), and although Thetis saves Zeus, Dionysus, and Hephaestus, she cannot save her
own son from death. Similarly, Teucer is eventually wounded in //iad 8 despite Ajax’s protection
(8.324), and Menelaus is forced to abandon Patroclus’s body temporarily, leading to the stripping
of his armor (17.180). These cases suggest that the maternal similes may be applied to warriors
precisely in circumstances where protection is not wholly successful.

The uncertainty of maternal protection in the //iad may be related to the link between
maternity and mortality in Homeric poetry identified by Sheila Murnaghan. Mothers are the
source of life, but they also come to be blamed for the death of their own offspring, because by

the act of bringing their children into the world, they are perceived as transmitting to them “the

385 Pache 2004: 9-48. The Corinthiaca is lost but the Medea story from it is summarized by Pausanias (2.3.11). In
this version, Medea seems to have killed her children unintentionally while trying to make them immortal. Cf. Alden
2000 on Homer’s use of para-narrative in the /iad.

386 Apollod. Bibl. 1.9.2.

158



mortal condition itself.”3%” In this way, all mothers eventually become like Thetis, unable for all
their efforts to shield their offspring from the consequences of mortality.

Through the framework provided by his maternal similes, Achilles can be read both as
an example of unsuccessful maternal protection and as a murderous mother who participated
directly in bringing about his “children’s” deaths. Achilles sets himself up as a failed protector in
his lament for Patroclus in /liad 18, blaming himself for the deaths of those he did not defend
(18.102-4):

000¢ Tt Hatpdrkdm yevounv ¢aog o0d” £tdpoiot

101G GAAO1G, o1 On moAéeg dapev “Extopt diw,

GAL” Mot Topd VLGtV £Tdctov dydog dpovpng

Nor was I in any way a light for Patroclus, nor for my other companions,

many of whom were subdued by shining Hector,

But I sit by the ships, a profitless burden on the earth.
Murnaghan notes the similarities between Achilles’ lament for Patroclus in //iad 18 and the trope
of the mourning mother who blames herself for the loss of her children.*®® It is important to
remember, however, that Achilles caused the deaths of the Achaeans, his “fledglings,” not
merely by his negligence but through his desires and actions.*® In Iliad 1, he tells Thetis to
supplicate Zeus for the deaths of his comrades (1.407-10):

napéleo kal AafE youvav,
ai kév mwg €0éAnowy €mi Tpoeoowv apfi&at,
TOVG O€ KOTA TPOUVOG TE Kol A’ dAia EAcot Ayoiovg

KTEWOUEVOLC, Tva TAVTES EMadpvTol BaGIANOG

Sit beside him and take hold of his knees,

387 Murnaghan 1992: 243.
38 Murnaghan 1999.

389 Cf. Buchan 2012: 20 for more on the significance of Achilles’ responsibility for the Achaeans’s deaths. It is
interesting that Buchan’s implicit argument is that Achilles displays the “inconstancy of a Helen or the treachery of
a Clytemnestra” contra Felson and Slatkin 2004, but he does not explore the ramifications of this statement with
regard to gender.
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In the hope that he may desire to aid the Trojans,
And to shut in the Achaeans being slaughtered among the sterns of their ships
And around the sea, so that they may all profit from their king.

The suffering of the Achaeans in Books 2-16 is a direct result of Thetis” and Zeus’
acquiescence to Achilles’ request. In this way, Achilles resembles the murderous mother of the
lliad: Althaea in the Meleager story told by Phoenix in //iad 9. Although in other versions of the
myth, Althaea kills her son by burning the log of wood prophesied at his birth to last as long as
the length of his life (Bacchyl. 5), the Iliad seems to tell a different story. In Iliad 9, Althaea
prays to the gods for Meleager’s death (9.566-72):

1 pa Beoict

TOAL" Ax€ovG” MPATO KOGIYVATOLO POVO10,

TOAAQ 0€ Kal yoiov ToAveOpPnV xepoiv dAoia

KiKAokovs™ ATdnv kol émawvny [epoepdveiay,

TpOYvL Kabelopévn, 6e00vTo 6¢ dAKPLGL KOATOL,

7ol 0opev Bavatov- ThG & Mepooitig Epivig

gxlvev 8 'EpéPecotv, aueilyov frop &yovoa.

She prayed to the gods, grieving much for the slaughter of her brother,

And many times she smote the much-nurturing earth with her hands,

Calling on Hades and dread Persephone,

Sitting in a crouch, and her lap was wet with tears,

To give death to her son. And the Erinys that goes clothed in mist,

Having an ungentle heart, heard her from Erebus.*”’
This version of the story of Althaea and Meleager aligns closely with Achilles bringing about the
deaths of the Achaeans through his prayers to Thetis and Zeus. Achilles, like Althaea, has, out of
a sense of personal injury, sought divine intervention to bring about the deaths of those he is

meant to protect (//. 1.408-10). His maternal similes thus inevitably evoke the figure of the

murderous mother as well as his role as a mother-protector.

390 1t is significant that Althaea’s kolpoi are emphasized as being “wet with tears” (II. 9.570), given the important of
the kolpos to the paradigm of maternal protection. The focus on Althaea’s tear-soaked kolpoi highlights the
perversion of Althaea’s protective maternal drive.
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As I have shown, Achilles is not the only warrior in the /liad to be associated with
maternal protection. He is, however, unique in that he speaks his own maternal similes, while
other heroes’ maternal similes are spoken by the narrator.’*! Achilles is thus the only hero to
actively identify with maternity. Perhaps this is because the double-natured maternal paradigm of
protection and annihilation is uniquely applicable to him, and it provides a cipher for his
complicated relationship with the Achaean army. His conflicted feelings about his fellow
soldiers illuminate the contrast between the mother bird simile in //iad 9 and the mother and
daughter simile in //iad 16. Before the beginning of the //iad, Achilles’ primary relationship to
the Achaeans was as a protector and a warder-off of destruction, which are traits associated with
the positive aspects of [liadic maternity. Indeed, his protective role can be seen in his decision at
the beginning of /liad 1 to call the assembly out of concern for the dying Achaean soldiers and in
his insistence that Agamemnon return Chryseis.

While such benevolent maternity is reflected in the mother bird simile in //iad 9, at this
point in the poem Achilles has already made the appeal to Zeus that is responsible for the deaths
of the Achaeans, his chicks, making the sinister connotations of motherhood equally applicable
to this passage.>*? It is appropriate for Achilles to describe himself as a mother in this situation
precisely because he identifies as a protector but has become a neglectful destroyer. These
circumstances are further displayed in the simile in //iad 16: Patroclus’s tears, which Achilles

likens to the tears of the little girl, are for the Achaeans. Thus, the image of the mother ignoring

391 Martin has noted that Achilles uses more similes than other characters in direct speech and stresses the similarity
between the language used by Achilles and the language of the narrator: “The ‘language of Achilles’ is none other
than that of the monumental composer” (Martin 1989: 222). For a discussion of similes spoken by characters rather
than by the narrator, see Ready 2011: 31-68.

32 Birds are strongly associated with female lament and mourning, making the subtext of this simile even more
sinister (cf. Moulton 1977: 103, Dué 2006: 15).
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her weeping child reflects Achilles’ refusal to act in the face of the suffering of his fellow
Greeks. The child wishes to be lifted up and enfolded in the mother’s body, the gesture of
protection. The little girl is even pulling on her mother’s dress, as if she wishes to be wrapped up
in it as Aphrodite wraps up Aeneas. By refusing to pick up her child, the mother is by
implication refusing to protect her.

The mother/daughter simile can be read as echoing Achilles’ internal conflict. The
description of the little girl “hindering” (xatepOxet) her mother who “is hurrying” (ésovpévnv)
somewhere on business of her own reflects Achilles’ frustration with the fact that his personal
pursuit of honor is being hindered by the Achaeans’ and Patroclus’ need for his protection.>**
Nevertheless, that he is still comparing himself to a mother shows that in his own mind he cannot
wholly remove himself from his function as protector of the Greeks. This simile is especially
striking because it is the only one in the /liad to depict a neglectful parent, and Homeric parents
in general are very attentive to their offspring.>*

Similar language is used by Andromache in //iad 22 when imagining the future Astyanax
will have now that Hector is dead. He will go up to his father’s companions and “pull at their

garments” (yAlaivng €pdwv, 22.493) as he begs for food, like the little girl in Achilles’ simile who

393 Whitman has argued that in this scene Patroclus represents Achilles’ suppressed compassion for the Greeks,
externalized as Homer often externalizes a “spiritual or mental state in the form of an image or a god” (Whitman
1958: 199). Therefore, the encounter between Achilles and Patroclus can be seen as a dramatization of Achilles’
conflicting motivations.

394 Ready 2011: 182. Gaca argues that this scene does not depict a neglectful mother, but rather a mother and
daughter who are fleeing as refugees from the sack of a city (Gaca 2008). This reading of the simile could serve as
foreshadowing of Patroclus’s fate and Achilles’ failure to provide maternal protection, just as the mother in the
simile is unable to provide protection to her daughter. This interpretation would also resonate with other images of
mothers in the poem who try unsuccessfully to protect their offspring. However, I think it is clear that in lliad 16
Achilles has a choice: to enter the battle or to remain by the ships. If he had entered the battle himself, he could have
saved Patroclus. Achilles in /liad 16 is thus not a mother who has tried and failed to protect her offspring but one
who has failed to try in the first place.
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“pulls at her mother’s dress” (giavod amtopévn) and “holds her back™ (katepvuxker). Just as
Astyanax is dakpooelg (“tearful”’) after being rebuffed (22.500), the little girl is daxpvdecca
(“tearful”) as her mother ignores her. These thematic echoes suggest that Achilles is neglectful to
the extent that the Achaeans and Patroclus have been reduced to the status of orphaned children.
The mother/daughter simile can thus be seen as Achilles’ tacit acknowledgement of the fact that
in refusing help to the Greeks and in wishing them dead he is shirking his proper role, just as the
“murderous mother” acts out a corruption of the mother’s natural drive to preserve her child’s
life.?%

At the same time, Achilles’ use of the mother figure in //iad 16 also represents his
opposing desire to continue to act as a protector, particularly with regard to the doomed
Patroclus. Whereas earlier Achilles prayed to Zeus for the deaths of the Achaeans, he now prays
for Patroclus to come back to him alive after he has beaten back the Trojans from the ships
(16.236-48). This second prayer is a reversal of the first, since Patroclus’s success will mean
deliverance for the Achaeans from the death willed on them by Achilles in //iad 1. Achilles now
expresses a wish for the defense of his comrades. The vengeful rage of the murderous mother has
subsided in favor of the original impulse of maternal protection. A cessation of anger is indicated
by Achilles’ own comment: dALd To pév TpoteTvYOon ddcopev: 00d” dpa TG Vv / doTEPYES
KeyoldcOan vi ppectv (“But we will allow these things to be over and done with, nor was it in
my heart to be angry unceasingly,” 16.60-61).

Nevertheless, Achilles says that he himself cannot reenter the battle because of his

previous statement in //iad 9 that he would not rejoin the fighting until the fire reached the tents

395 Cf. Mills 2000 on how the bird represents the impossibility of a hero abandoning his caregiving obligation.
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and ships of the Myrmidons (16.61-62).3® Both in Iliad 9 and in Iliad 16, this assertion is linked
to Achilles’ complaint that Agamemnon has treated him like Twv’ atipuntov petavdotnv (“some
dishonored migrant,” 16.59=9.648). Here we see that although Achilles no longer wishes the
Achaeans dead, he is prevented from playing the part of maternal protector by his continuing
preoccupation with the consequences that a re-entry into the war will have on his timé. Achilles
withdrew from the war in //iad 1 not merely out of anger, but because of his concern for how
Agamemnon’s insult has affected the value of his timé and kleos.**” If Achilles were to reenter
the war in /liad 16, it would mean allowing Agamemnon’s insult to stand and relinquishing his
concern for his personal honor and glory, something which he cannot bring himself to do.*®
Here his individualistic pursuit of kleos and his fear of losing timé prevent him from resuming
the selfless role of the mother bird who sacrifices herself for her chicks.

Patroclus’s death marks an important turning point, and Achilles’ identification with
maternity becomes particularly pronounced from /liad 18 on. Before this point in the poem,
Achilles’ maternal self-association is confined to similes, but after Patroclus is killed Achilles

begins to participate publicly in lament, a traditionally feminine speech genre.** In this way, he

is depicted as embracing the maternal role as an outlet for his grief.*?° It is in this context that he

3% Compare 1I. 9.650-53.

397 Cf. Whitman 1958: 181-220; Redfield 1975: 3-29; Schein 1984: 89-127; Wilson 2002.
3% His continuing concern with honor and glory is demonstrated not only by his complaint that Agamemnon has
dishonored him (16.59), but also in his instructions to Patroclus. Patroclus is to win timé and kudos for Achilles
(16.84), but he must avoid making Achilles “less honored,” atimoteron (6.90).

3% For female lament in Greek culture, see Holst-Warhaft 1992; Alexiou 2002 [1974]. For Achilles’ lament in the
1liad as an appropriation of femininity, see Murnaghan 1999.

400 In the Iliad, Achilles seems to experience the pain of mortality, both his own and others’ (specifically
Patroclus’s), more strongly than any other male character, to the extent that the violence of his emotional reaction is
deemed inappropriate. In Iliad 9, Ajax rebukes him by saying, xoi pév Tic 1€ KaGryviTo10 Qovijoc / Toviy i od
mad0g £0€50T0 TEBVN®TOC...601 & BAANKTOV Te KakoV Te / Bupov Evi 6TBecat Bgol Bécav eiveka kobpng / oing
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performs a feminine ritual act by cradling Patroclus’s head in his hands at the funeral in /liad 23.
While this gesture may be performed by female relatives other than mothers, it is easily mapped
onto the maternal paradigm already established by Achilles with regard to his relationship with
Patroclus.*!

However, it is important to note that in this scene where Achilles’ behavior is at its most
maternal as he publicly performs the role of a grieving mother, the narrator chooses to describe
Achilles using an explicitly paternal simile, reconfiguring his grief as male (23.222-24):

®OG 8¢ maThp 0L TUdOG OSVPETAL OGTEN KOlmV,
vopeiov, 8G 1€ Bovav delovg dxdynoe ToKhog,
OC AyAeDg £T0PO10 OdVPETO OGTEN KOLMV
As a father mourns for his son as he burns his bones,
His recently married son, who, having died, causes grief to his wretched parents,
Thus Achilles, mourning, burned the bones of his companion.
The simile is significant because protection is much more closely associated with Homeric

mothers than Homeric fathers. Ready has argued that the //iad’s characters and narrator often

compete with each other in their deployment of similes, and I suggest that the narrator’s simile at

(“Someone accepts recompense even from the slayer of his brother, or when his son is dead...but as for you, the
gods have put in your breast a heart that is implacable and evil on account of a girl only,” 9.632-38), and in [liad 24
Apollo expresses displeasure with Achilles’ continuing grief and maltreatment of Hector’s corpse: péhAet pév mod
TG ki piltepov dAAovV OAécoar / e KaciyvnTov Opoydatplov Mg kol vidv: / AL fitot kKhoboag kai ddvpapevog
pebénke: / Tintov yap Moipat Bopov 8écav avBpdmoioty (“A man must have lost someone even dearer, either a
brother from the same womb or a son. But having wept and wailed he lets it go. For the Fates gave an enduring heart
to men,” 24.46-49). These rebukes, while not accusations of effeminacy, nevertheless show that Achilles’ grief
surpasses the bounds of what is considered acceptable in warrior society. This may explain why Achilles chooses to
associate himself with maternal/female grief, because he is conscious that what he feels exceeds the paradigm of
male grief.

401 Some scholars have discussed possible erotic overtones in Achilles’ enactment of this gesture, since it may be
performed by a wife for a husband (Clarke 1978; Halperin 1990: 75-87). I suggest that a maternal reading of
Achilles cradling Patroclus’s head is invited by Achilles’ maternal similes, but this does not exclude an erotic
interpretation of Achilles’ and Patroclus’s relationship, and we may see this gesture as functioning on multiple
levels.
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23.222-24 is a response to Achilles’ maternal similes earlier in the poem.**? The narrator’s
choice of a paternal simile for Achilles in //iad 23 highlights Achilles’ failure to protect
Patroclus in /liad 16.

We see the disparity between maternal and paternal protection in the divine sphere in
particular. While goddesses such as Aphrodite and Thetis try, albeit often unsuccessfully, to save
their sons, gods never once act to save their children. Zeus is tempted to save Sarpedon, but
ultimately decides not to because Hera convinces him that it would set a bad precedent (16.433-
61). Ares, for his part, is not even aware of the death of his son Ascalaphus because he is away
on Olympus when he is killed in battle (13.521-25). In the Odyssey, we may compare how
Poseidon does not protect Polyphemus from being blinded but pursues revenge against Odysseus
after the event has occurred, just as Zeus does not prevent Sarpedon’s death but does ensure that
he is given a proper burial after his is killed.

With regard to similes, there is likewise no image of parental protection in the //iad that
is unambiguously paternal, although there are many that are explicitly maternal.*** This lack of
protective paternal similes is significant because it seems to indicate that for the poet and his
audience, fathers were not intuitively associated with protection and safety in the way that
mothers were. This disparity strengthens the idea that the narrator’s deployment of a paternal
similes for Achilles in //iad 23 is a pointed commentary on his failure to provide protection to

the Achaeans and Patroclus.

402 Ready 2011: 7-8.

403 There are two pairs of parental similes in the Iliad involving animals in which the gender of the animals is not
stated: the swarm of wasps at 12.167-70 and 16.259-65, and the lions at 17.133-6 and 18.318-2. For more on these
lion similes, see below.
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There is less of a distinction between maternity and paternity with regard to protection
among human characters, as, for example, both Hecuba and Priam are equally unsuccessful in
their attempts to protect Hector by convincing him not to fight Achilles in //iad 22. Nevertheless,
a general trend remains. Overall in the //iad, although mothers are often shown failing to defend
their offspring successfully, they are still far more likely to attempt such a defense than fathers
are. Even the deer at 11.113-19 whose young are devoured by a lion is at least present at the
scene of her children’s deaths (11.116), and the phrase oV dvvatai oot/ xpaicueiv (“she is not
able to help them”) implies that she would help if she could, but she is physically unable to do
so. We may compare Thetis’ statement about Achilles in /liad 18.62-64:

000¢ T ot dvvapon yparcuticat iodoa.

AL e, depa Do pilov tékog, 10" ETaKoVow

Otti pv Tketo mévOog Amd TTOAEUO0 HEVOVTOL.

And I am not able to help him in any way if I go to him.

But I will go, so that I might see my dear child, and hear

What sorrow has come to him as he remains away from the war.
Thetis, like the deer, yearns to help her child (ypaiouijcar), but is unable to (008%. ..dOvapo).**4
Nevertheless, it is very important for her to be close to Achilles as he nears death, providing
another example of how mothers tend to be physically present in their children’s time of need.
This pattern is born out in the larger epic tradition: in the lost epic Aethiopis, Thetis and Eos

seem to have been present on the battlefield to watch their children Achilles and Memnon fight

and die.**® Thetis also never ceases trying to act as a protector to Achilles despite knowing that it

404 Lynn-George notes that the verb chraismein (“help”) in a negative construction is used in the I/iad to highlight
“the basic, primordial need for help and protection as a fundamental condition for survival” (Lynn-George 1993:
198). The frequency of this negative construction emphasizes the fact that in the //iad this need is often unmet.

405 Slatkin 1991: 23-25. This element of the plot is not preserved in Proclus’ summary of the Aethiopis, but it is well-
attested in iconography (Johansen 1967: 200-201).

167



is futile, as is shown by her repeated warnings to him about actions that are fated to bring about
his death (9.410-16, 16.95-96).40

Zeus, in contrast, is clearly able to save Sarpedon if he chooses to, given that he describes
the situation to Hera as a decision that he must make (16.435-38):

JyBa O¢ pot kpadin pépove ppeciv Opuaivovtt,

7 v Loov €dvta pdyng dmo daKkpvoEoong

Oeiw dvaprdéog Avking év miovi MNpw,

7 §i0n V70 yepoi Mevortiddao Sopdocom.

The heart in my breast is divided in its intentions as I ponder,

Whether I should snatch [Sarpedon] out of the sorrowful battle

Alive and set him down in the rich land of Lycia,

Or whether I should now subdue him under the hands of the son of Menoetius.
Zeus is prevented from saving his son not by a lack of power, but by considerations about the
cosmic order, whereas Thetis’ statement of 000¢...d0vapon (“I am not able”) suggests that saving
Achilles’ life is actually impossible for her. Similarly, Zeus, unlike Thetis, does not attempt to
warn Sarpedon that he will die if he fights Patroclus, nor does he leave Olympus and come to the
battlefield to be present for Sarpedon’s death.

It should be noted that the unsuccessful nature of maternal protection and the absence of
paternal protection in the //iad fit in with a more general theme of the failure of care in the
poem.*"7 Parents are not the only characters who fail in the respect; Achilles, for example, does
not care for his father in his old age because he is away at Troy (24.540-41). In the realm of

parental care, however, the contrast between mothers and fathers is striking, in that mothers are

overwhelmingly characterized as being present to offer protection to their children, while fathers

406 She also prophesied that he would die after killing Memnon in the Aethiopis (Procl. Chrest. 5.1-6).

407 Cf. Lynn-George 1993.
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are almost always far from their children in their hour of need. It might be most accurate to say
that maternal and paternal care typically fail in different ways: mothers try and fail to protect
their offspring, while fathers fail to try.**®
It is notable that despite Achilles’ identification with maternity, he fits much more closely
with the paternal paradigm than the maternal paradigm, in that he was able to be present and help
Patroclus and the Achaeans but chose not to, just as Zeus ultimately chose not to help
Sarpedon.*”® The narrator subtly highlights this choice by contrasting Achilles’ maternal actions
at Patroclus’s funeral with the paternal simile quoted above (23.222-24), emphasizing the fact
that at the crucial moment, Achilles chose timé and kleos over protecting his comrades.*!
Achilles’ absence from the battlefield during Patroclus’s death is alluded to in a dramatic
parental simile from //iad 18, where Achilles is said to mourn for his friend (18.318-22):
¢ te Mg niyévelog,
® PG 0” V1O orOuvoLe EhapnPBorog Gpmaon dvip
VANG €K Tukvilg: 0 0 T dyvuton VoTEPOg EADMV,
TOALGL 0 T Ayke™ €mfADe pet’ avépog ixvi’ Epeuvav,
el moBev €Eevpot

Like some well-bearded lion
Whose cubs a man, a deer-hunter, has snatched away from it

408 This argument raises the question of whether Hector should be viewed as a paternal protector. Pratt has argued
extensively in favor of this reading of Hector, suggesting that he sacrifices his life out of paternal devotion (Pratt
2007). I, however, think that Arthur’s analysis of Hector’s character is more correct: that he ultimately chose the
pursuit of kleos over his duty to protect his family (Arthur 1981). Pratt contends that Hector did not abandon his
family, saying that he had no choice but to fight Achilles in liad 22, since if he did not fight Troy would be
defenseless (Pratt 2007: 30). However, as Arthur points out, Hector could have chosen to follow the advice that
Andromache gave him at //. 6.433-37, in which she suggested that he station his troops by the wall in a defensive
formation. This plan would have allowed Hector both to preserve his own safety and to prioritize the defense of the
city, but he rejected it because it would not allow him to win kleos the way that fighting in the frontlines would (//.
6.441-46, cf. Arthur 1981). Therefore, Hector can be viewed as choosing kleos over his duty of parental protection,
just as Achilles does.

409 The similarity between Zeus and Achilles here is heightened by the fact that both made the choice not to offer
protection because of a commitment to what they considered a higher principal: cosmic order for Zeus and timé and
kleos for Achilles.

410 Cf. Porter 2010 on how Homer uses similes contrastively in this way.
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Out of the close wood. And it grieves having come back too late,

And it goes into many valleys searching after the footsteps of the man,

If it might find him out from somewhere.
The similarities between Achilles and the lion are obvious: both have come back too late to fulfil
their role of parental protection. Whether this is a maternal or paternal simile is unclear, because
the gender of lions in Homer is somewhat ambiguous. Aic and Aéwv, while grammatically
masculine, can be used for both male and female lions.*!! Some scholars, taking their cue from
the grammatical gender, translate all lions as if they were male.*!? Others assume that all lions
with cubs are female, since in the wild it is female lions who care for offspring.*!> However,
given the masculine grammatical gender and the lack of explicitly maternal vocabulary
associated with this simile, in contrast to Menelaus’s cow simile at 17.4-6, it seems unwise to
make any bold claims based on the assumption that this lion is a mother rather than a father or
vice versa.*!*

The same problem is presented by the lion simile in //iad 17, which forms a pair with

Menelaus as mother cow (17.132-36):

Alog 6 apei Mevortiddn 6akog evpv KaAOWG

gotNKEL OC Tic T MV TEPL 0101 TEKEGTLY,

® PA 1€ VAT yovTL GuvVaVTHo®VTAL £V VAT

Gvopec Emaktipes: 0 0€ Te 60Evel PAepcaivet,

AV 0€ T° EmoKkOVIoV KAT® EAKETON OCGE KOAVTTTOV"

Ajax stood over the son of Menoetius, hiding him with his broad shield,

411 The word Aéouva, “lioness,” does not appear until Aeschylus (cf. LfgrE, Lonsdale 1990: 30n33).
412 Cf. Lattimore 1951: passim; Mills 2000: 9.

413 Edwards 1991: 75. Cf. Aristarchus on these lines (Did/A). For more on the gender of animals in Homer, see
Frinkel 1977 [1921]: 92-93.

414 The adjective fjiyévetog, “well-bearded” is no help. Scholia AT insist that female lions are bearded, while male
lions have manes. However, lions without cubs are also called qiyéveiog (15.271-6, cf. Edwards 1991: 184).
Furthermore, female lions with manes appear in Archaic Greek art, such as the one found on the Athenian acropolis
(Dickins 2014: 77).
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Like a lion stands over its children,

When the lion is leading its young along in the forest, and huntsmen

Come upon them. It exults in its strength

And draws its whole brow down, hiding its eyes.
This passage shares imagery with the maternal simile applied to Ajax at 8.271-72 where he hides
Teucer under his shield (cdxei kpOnTacke), and if this lion were female it would fit well with the
pattern of mothers as protectors seen elsewhere in the /liad.*'> Achilles’ lion simile in Iliad 18
does not fit the pattern of maternity so neatly, since that lion behaves more like a Homeric father
by being absent when the hunters come for its cubs, in contrast to the lion at 17.133-36 who is
there to ward off the hunters.*!® I suggest that the ambiguous gender of the lion in /liad 18
resonates with Achilles’ own ambiguous status as a self-identified mother who has neglected his
duties of maternal protection in favor of the masculine pursuit of honor and glory. Since the
gender of the lion is not clearly marked, both maternal and paternal associations are able to be
mapped onto Achilles’ character at once, emphasizing simultaneously his role as absent father-
figure and failed mother-figure.

Throughout the /liad, Achilles casts himself in the role of a mother, playing in turn the

parts of protector, murderer, and mourner. The narrator, in contrast, highlights the fact that

Achilles’ protective drive is subverted into a destructive impulse by his heroic, masculine desire

to acquire timé and kleos. It is this desire which keeps him out of the war. As Redfield writes,

415 Gates 1971 argues that all animal parents that appear in similes in Homer are mothers, not fathers. If this is true,
it would indicate that the lion is female. Cf. Redfield 1975: 119.

416 The fact that the “cubs” in both similes represent Patroclus ties these two images together closely and invites that
they be read as a series. Patroclus’s role as the child in Achilles’ maternal simile in //iad 16 also fits into this pattern.
As Mills has pointed out, all the parental similes in the second half of the poem cluster around Achilles and
Patroclus, highlighting the care that Achilles is meant to give Patroclus and the other Achaeans but does not (Mills
2000). She does not, however, take into account the distinction between maternal and paternal similes. See Fenik
1968: 160-61 and Scott 2009: 55 for more on the relationship between the cow simile at 17.4-6 and the lion simile at
17.133-36.
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“Achilles’ refusal of the warrior’s role is an affirmation of the warrior’s ethic.”*!” In this way,
maternity becomes an ideal analogy for a warrior’s relationship to his people because Homeric
motherhood, representing as it does both preservation and annihilation, emphasizes the inherent
instability of the principles upon which Iliadic warrior values are based. The metaphor of the
warrior-as-mother thus serves as a way to redefine the defense of one’s comrades as a warrior’s
most important duty, seeming to suggest that just as the figure of the murderous mother
represents a corruption of the mother’s life-giving role, the destructive drive to win kleos can
become a corruption of the warrior’s protective role. Although in ideal circumstances the goals
of kleos and protection would perfectly overlap, the //iad uses the story of Achilles to show the
ways in which the two objectives can all too easily become mutually exclusive.

In the remainder of this chapter, I will discuss the ways in which the maternal warrior
paradigm plays out in the stories of three other male characters in the //iad: Hector, who rejects
it, and Ajax and Menelaus, who embody it unproblematically. In many ways, Hector functions as
a foil to Achilles in the Iliad.*'® Like Achilles, Hector experiences a conflict between his duty to
protect and his desire to win kleos, and he also conceives of this conflict in gendered terms.
However, he does not characterize defense as specifically maternal but as generally feminine,
thereby allowing himself to portray the prioritization of defensive fighting over the pursuit of
kleos as wholly negative. The important distinction between maternity specifically and
femininity in general in the //iad is that maternity on the battlefield can carry a positive valence.

The “maternal warrior” paradigm used by the narrator and Achilles thus serves to elevate the

417 Redfield 1975: 105.

418 Cf. Goldhill 1991: 92.
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feminine-associated protective drive to a level worthy of respect. By characterizing defensive
fighting as maternal, the narrator and Achilles stress its potential to interfere with the pursuit of
kleos without denigrating femininity. In this way, they portray the conflict between a warrior’s
defense of his comrades and his pursuit of kleos as a complex moral dilemma. Hector, on the
other hand, presents an opposition between femininity and kleos in which the femininity is
wholly undesirable and shameful.

For example, in //iad 6, Andromache, fearing for Hector’s safety, asks him to have pity
on her and his son and not to fight in the forefront of the battle (6.432). She tells him instead to
station his troops where the wall is most vulnerable to attack (6.433-37).4"” She does not ask him
to withdraw from the war, but rather to adopt a defensive strategy where he will not win kleos
but where he will be less likely to be killed.*** She is asking him to forgo kleos so that he may
remain alive and continue to protect her and Astyanax. Andromache’s plan is also of benefit to
the city, since she recommends protecting an exposed place in the wall where the Achaeans have
previously attacked. If Hector were to follow Andromache’s advice, he would be fulfilling his
duty to safeguard his family and the people of Troy. Nevertheless, Hector denies Andromache’s
request by reasserting his dedication to male warrior values (6.441-46):

GAAD POA aivdg
aidéopon Tpdog kail Tpoadoc ElkecimETAOVC,
ai ke KaKOG MG VOGPV AAVGKAL® TOAEHO10
00¢ pe Bouog dvoyev, Emel pabov Eupevor E6OL0G
aiel kol TpmTolot puetd Tpoesot payectan,
apvOUEVOC TATPOC TE PEYA KAEOG O™ EUOV 0O TOD.

But I would be terribly ashamed
Before the Trojans and the Trojan women with trailing robes

419 See also Chapter 2.

420 Arthur 1981: 33. Cf. Sarpedon to Glaucus on how it is in the forefront of a battle that men win glory and honor
(12.322fF).
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If like a coward I should shun the war and remain apart,

Nor does my spirit bid me, since I learned to be brave always

And to fight among the first of the Trojans

Striving to win great kleos for my father and for myself.
In this passage, Hector rejects Andromache’s sound advice because it would interfere with his
pursuit of kleos; in this way he prioritizes his desire for glory over his duty to protect Troy. He
justifies himself by saying that he knows “a day will come when sacred Ilium will fall” (¢ccetan
Auap 8t &v mot” dOA®AN “TAoc ipn), 6.448), implying that his own death, the fall of Troy, and
Andromache’s enslavement are all inevitable and therefore cannot be altered by any course of
action he might take. This reasoning echoes Sarpedon’s statement in //iad 12 that he will seek to
win glory because his own death is inevitable (12.325-28). Troy’s fall, however, will only
become inevitable after Hector’s own death. As the narrator says, “Hector alone defended Ilium”
(olog yap €pveto “Thov “Extop, II. 6.403).4?! By eliding the importance of his own survival for
the preservation of Troy, Hector seeks to exculpate himself for the damage that his pursuit of
kleos will cause to others.

Granted, Zeus also prophesies the death of Hector and the fall of Troy at //. 15.65-75,

seeming to lend credence to Hector’s characterization of himself as being without a choice.
However, the well-known phenomenon of “double determination” or “double motivation” in

Homeric epic has shown that characters do not lose their free will even in cases of divine

intervention.*?? Hector’s consciously chosen actions play a role in the chain of causality leading

41 This choice that Hector makes in Iliad 6 is fulfilled in //iad 22 when he chooses to face Achilles and die rather
than yield to the pleas of his parents. Priam begs Hector, “Come inside the walls my child, so that you may save the
Trojans and the Trojan women” (AL’ gicépyeo teT(0C, ELOV TéKOG, dppa camaong / Tpdog kol Tpwdg, 22.56-57), but
Hector does not obey him, making explicit his refusal of his role as Troy’s guardian. As Achilles drags his corpse
away, the Trojans lament “as if all steep Ilium smoldered with fire from top to bottom” (¢ &i dmaca / "TAtog
0ppLoESGO TVPL cuvYoLTo Kot dkpng, 22.410-11), symbolizing that the destruction of Troy is now imminent.

422 Cf. Dodds 1951: 1-18; Lesky 1961; Scodel 2008: 112.
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to the fall of Troy that Zeus describes, since Zeus says that Hector’s own death will be brought
about by his slaying of Patroclus (/I. 15.65). If Hector had listened to Andromache in //iad 6 and
stationed his troops defensively rather than attacking the Achaean ships, he would not have
killed Patroclus and provoked Achilles’ wrath against himself, leading Achilles to reenter the
war. Hector’s choice to reject Andromache’s advice led to his own death—a death that would not
have been inevitable if he had listened to her. Although Hector is all that stands between Troy
and destruction, much like Achilles for the Achaean army, he cannot forgo the pursuit of glory
that will ultimately rob the Trojans of their last defense, just as Achilles is unable to help his
comrades because of his concern for his own kleos.*?

When Hector refuses his protective role in favor of dying for glory, he frames it as a
rejection of femininity. At the end of //iad 6, he tells Andromache to be busy about her own
work, the “loom and the distaff” (ictév 1" qAakdtny €, 6.491), contrasting this with the work of
war, which will be “a care to men” (&vopeoot peinoet, 6.492), and to Hector especially (pdiiota
§" &uoi, 6.493).4** By saying that war is not women’s business, Hector dismisses Andromache’s
advice, characterizing a concern with defense above all else as feminine. Similarly in /liad 22,
when Hector ignores his mother’s breast that she holds out as she begs him not to fight Achilles,
he is denying her attempts to extend protection over him, again turning away from the feminine
and the maternal at the same time as he denies his own role as protector. **> He briefly considers
taking off his armor and going to supplicate Achilles, promising to return Helen and give the

treasures of Troy to the Greeks (22.111-21), and in doing so imagines making peace and ending

423 For more on the conflict between a warrior’s roles as killer and caregiver see Redfield 1975: 99-127, Mills 2000:
9 ff.

424 For more on this passage, see Chapter 2.

425 Cf. Murnaghan 1992.
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the war. This is an act that would be undertaken at the expense of kleos, but which would
represent an attempt to save the Trojans, since Hector knows that if the war continues, Troy will
fall (6.448). Nevertheless, Hector quickly dismisses this idea, unable to bear the thought of being
killed “like a woman” (&¢ te yovaika, 22.125). While Hector is undoubtedly right that Achilles
will kill him regardless of what he does, it is significant that at the last he chooses a death while
fighting for kleos rather than a death during a “feminine” supplication undertaken for his people.
Strikingly, in the last lines of this speech Hector likens his imagined supplication of

Achilles to a boy and a girl taking to each other like lovers (22.125-28):

00 HEV TG VOV E0TLV GO OpLOG 00O AT TETPNG

@ dapilépevar, & te mapHEvog Nibedg e,

napBévog NiBedc T dapiletov AAAouy.

There is no way now from oak or rock

To talk like a sweetheart to him, the kinds of things that a virgin and

A young man, a virgin and a young man say to each other as sweethearts.
There is an element of femininity present in this simile, but it is not the subjugated femininity of
a few lines before where Hector equated himself dying without armor to a woman, an intolerable
image that he recoiled from.*?® The boy and girl here are equal participants in the action of
oapiletov (“talk like a sweetheart”), with aAAniouv (“to each other”) implying a reciprocity
between male and female which extends to the two warriors the simile describes. It is not made
clear who is the map8évog (“virgin) and who is the 1i0e6¢ (“young man”); in some sense each of

them is both. Specifics do not matter because for the purposes of this passage, there is no

difference between the young man and the young woman. This image is significant because it is

426 Cf. Van Nortwick 2001.
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foreign to the schema found in the similes used by warriors to insult each other, wherein
masculinity dominates and femininity is dominated.**’

Hector does not speak of the femininity in this simile with contempt, but instead with a
kind of hopeless wistfulness. He wishes for a space where masculine and feminine could be
blurred like this, an alternative to the brutal kill-or-be-killed world of the battlefield.**8
Nonetheless, he ultimately rejects this vision, reiterating again that it is better to pursue glory:
Béltepov avt’ Ep1dt Evvedowvépey 8ttt téytota: / eidopey Ommotépe kev OMOUMOC eby0c OpEEN
(“It is better to rush together in strife as fast as possible. Let us know to which of us the
Olympian will grant glory (euchos),” 22.129-30). Hector’s rejection of the image of the young
girl and boy underscores the fact that for him, femininity is incompatible with his role as a
fighter. To be like a woman is to cease to be a warrior. But by rejecting everything which he
associates with femininity, Hector also ultimately rejects actions undertaken for the protection of
Troy, leading to increased suffering for his people.

We see in the examples of Hector and Achilles a similar opposition between feminine-
identified protection and the masculine drive to win k/eos. However, while Hector characterizes
all femininity as antithetical to masculine warrior identity, Achilles’ presentation of
maternal/feminine defensive fighting is more positive, as in the complimentary use of maternal
similes by the narrator to describe warriors on the battlefield. Achilles furthermore expresses

guilt at his failure to protect his comrades and publicly enacts feminine grief at Patroclus’s

funeral, suggesting that he identifies with the maternal paradigm.** The similarity between

427 Cf. Introduction.
428 Cf. Van Nortwick 2001.

429 There is some controversy over whether Homeric heroes can be said to experience “guilt” as opposed to merely
“shame” (cf. Adkins 1960) but see Zanker 1994 for a defense of the term. See also Williams 1993, who argues
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Achilles’ characterization of maternal/defensive fighting and the narrator’s implies that the poem
ultimately sides with Achilles, not Hector, in privileging a masculinity that can encompass some
aspects of femininity, such as the quality of maternal protection.

This alternative form of masculinity is exemplified by Ajax, who receives one of the
narrator’s maternal similes (8.268-272). Ajax serves as the quintessential defender of the
Achaeans during the //iad, as is shown by his epithet Epkoc Ayoudv, “bulwark of the Achaeans”
(1. 3.229, 6.5, 7.211). This appears to be a title that he has taken over from Achilles, who in //iad
1 is called “a great bulwark against evil war for the Achaeans” (§pkog Ayatoicty méleton
ToAépoto kakoio, 1.284).43% After Achilles withdraws from the war, it is Ajax who must take up
the mantle of the protector of his comrades. Throughout the //iad, Ajax’s most prominent
moments on the battlefield involve defensive fighting, such as when he opposes the Lycians
trying to break through the Achaean wall in //iad 12 (12.364-471), when he stands alone against
the Trojans coming to burn the Achaean ships (15.726-745, 16.101-123), and when he
successfully defends Patroclus’ body from the Trojans in //iad 17. The poem suggests that Ajax
identifies strongly with this role as a defender. The only time that Ajax mentions kleos (or any
other word for glory) in the //iad occurs when he is exhorting the Achaeans to work together to
defend the ships in Book 15 (15.561-64):

® @ihot dvépeg Eote, Kol aidd 0460’ &vi Bupd,
aAMAoVG T’ aideiobe Kath KpaTEPAC VOoUIVAG.
aidopévmV &’ avopdV TAéoveg cOOL NE TEPAVTAL:
QELYOVT®V 8’ 00T’ Gp KAEOG OpvuTaLl ODTE TIC GAKT).

Friends, be men, and put shame in your spirit,
And show regard for each other in the strong encounters.

contra Snell that Homeric characters should be seen as moral agents whose intentions, decisions, and actions are
presented as being much like our own.

430 The phrase &pxog Axoidv is not used to describe any warrior other than Ajax and Achilles in the Iliad.

178



When men show regard for each other, more are safe than are slain.
But when they flee, there is no kleos nor any might.

Here he envisions kleos as something that soldiers may win communally by standing their
ground and protecting each other. This formulation of kleos prefigures the poems of the seventh-
century Spartan poet Tyrtaeus, in which communal rather than individual effort on the battlefield
is what wins men glory. For example, Tyrtaeus exhorts the Spartans (fr. 11.11-14):%!

Ol HEV YOP TOAMUMGL TTap” GAANAOIOL LEVOVTEC
€6 T avTooyEdinVY Kol Tpopayovs iévat,
TavpdTEPOL BViioKOVGL, GOODGL 6€ LoOV OTIGGM
TPECCAVTIOV & AvOp®V TG ATOAWA™ APETY.

For those who dare to remain beside one another

And go towards hand-to-hand combat and the front ranks,

They die in fewer numbers, and they save the host behind them.
But when men flee, all areté is lost.

As I will argue in Chapter 5, this communal conception of kleos and warrior identity becomes a
new form of hegemonic masculinity that eventually supplants the more individualistic Homeric
hegemonic masculinity adhered to by characters in the //iad such as Hector.

That Ajax himself considers the defense of friends to be paramount is made clear in his
speech during the embassy to Achilles in lliad 9 (Il. 9.624-642):

‘droyevec Aagptidon morvpnyoav’ Odveced
fopev: 00 yép pot dokéet pHooto TerevTy|

TNOE v’ 00® kpavéeohHar: amayysihot O€ TayIoTA
PN LOBov Aavaoict kol ovk dyafov mep €6via
of Tov viv Eatat ToTOEYUEVOL. aDTAP AYIALEDG
dyprov év omnbeoot B€to peyointopa Bupov
oYETAMOG, OVOE PETATPETETAL PIAOTNTOC ETAIPOV
TS 1| MV mopd viuoty Etiopey EEoyov BAAmV
VNG Kal PéV TiC TE KOGTYVITO10 POVIOG
mownv 1| 00 mondog &8éEato tebvndroc:

Kol p’ 0 pev &v Mum pével avtod mOAL dmoticog,
10D 8¢ T" €pnToeTan Kpadin kol Bopodg aynvop

41 Cf. Tyrtaeus fr. 10 and 11. See Chapter 5 on the ways in which Tyrtaeus represents a new formulation of heroic
glory that comes to replace the Homeric model.
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oWV deEapUEVED: 601 & BANKTOV TE KAKOV TE
Bouov évi atBeoot Beoi BEoav giveka Kovpng
oing: vdv 8¢ 1ol Emtd mapicyopev EEoy’ dpiotac,
GALG Te TOAA™ €mi Thiot o & Thaov EvBgo Bopdv,
aidecoat 6¢ péAaBpov: HwpdElol 3¢ Tol gipev
TN0V0G ék Aavadv, pépapev 8¢ tot EEoxov ALY
KNootol T Epevar kai @idtatol 6ocot Ayatol.

Zeus-born son of Laertes, Odysseus of many wiles,

Let us go. For it does not seem to me that any outcome

Of speaking will be accomplished on this journey. But it is necessary

To tell this story to the Danaans as quickly as possible, although it is not good,
Who now sit awaiting us. For Achilles

Has made savage the great-hearted spirit in his breast,

He, a wicked man, and he does not show regard for the friendship of his companions
With which we honored him above all others by the ships,

Pitiless! A man accepts recompense even from the slayer of his brother,

Or for his dead son. And the guilty man,

Having paid back many things, stays there in the country,

And the heart of the injured man is curbed, and his manly spirit,

When he receives the ransom. But as for you, the gods have put in your breast

A heart that is obdurate and evil on account of one girl only.

But we have provided seven girls, especially excellent,

And many things in addition to them. Make your spirit gracious

And respect your house. For we are under the same roof with you

from the multitude of the Danaans, and we desire especially above all the Achaeans
To be most cared for and dearest to you.

In this speech, Ajax expresses his disgust that Achilles places his own injured pride over the
well-being of his comrades. In his mind, Achilles has “unambiguously and unreasonably violated
the ethical bonds between friends.”**? He considers it to be Achilles’ duty to accept the
compensation that has been offered to him and come to the aid of the Greeks. As far as he is
concerned, the slight that Agamemnon dealt to Achilles was less severe than greater crimes, such
as murder, for which men accept monetary recompense, and that Achilles’ continuing rage and

existential crisis are thus unreasonable. Ajax is unable to understand why Achilles’ anger over

432 Wilson 2002: 104.
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his lost #timé or his anguished questioning of the value of kleos would override the needs of his
companions. Unlike Achilles, whose primary concern for most of the //iad is his own honor and
glory, Ajax cannot comprehend how Achilles could refuse to come to the aid of men who have
shown him great friendship.

Ajax positions himself as being unquestionably in the right according to the values of his
community.*** However, as Wilson points out, it is not necessarily the case in Homeric society
that the wronged party in a dispute will always accept poiné (“recompense”) and let go of their
anger, as Ajax suggests.*** Ajax’s comment that a man will accept poiné even from the killer of
his brother or son recalls the scene on the shield of Achilles in which “two men were disputing
over the poiné for a man who had been killed” (000 &° &vopeg Eveikeov ivexa mowvi|g / avopog
amopOiévov, 18.498-99). In this scene, it is not at all obvious what the outcome of the dispute
will be, or which man the community considers to be in the right (18.499-508):

0 pHév ebdyeto mhvt’ dmododval
MUY TPaHoKwV, O & dvaiveto undev EAécbot
dpoom 6 i€cbny éni iotopt meipap EAécbar.
Aol 8™ AUPOTEPOLGLY ETNTLOV AUPIC APMYOL-
KNPLKEG O dpa Aadv EPNTLOV: 01 08 YEPOVTEC
glat’ €mi Egotolol AMBo1g iep® €vi KOKA®,
OKNTTPa 08 KNPUK®V €V XEPC~ EYOV NEPOPDOVMOV*
toiow Emelt’ fiooov, apolPndic ¢ dikalov.
Kelto & dp’ év p€ocolot VM ¥PVCOIo TAAVTA,
T@ dopev O¢ peta toiot diknv iBvvtata gimot.

One man promised to pay back everything,
Proclaiming it to the people. But the other man refused to accept anything.
Both men hastened to a judge to have a verdict.
And the people shouted in support for both, advocates on both sides.
But the heralds restrained the people. And the old men
Sat on polished stone in the sacred circle,
And they held in their hands the scepters of the loud-voiced heralds.

433 Hainsworth 1993: 142.

434 Wilson 2002: 105-6.
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The two men rushed to the elders and pleaded their cases in turn.

And there lay between them two talents of gold,

To be given to the man who among them passed judgement most justly.
In this scenario, some of the people support one man, and some support the other. It is uncertain
which side the judges will ultimately favor. Thus, it seems clear that the acceptance of poiné is
not a given, and that there is no unanimous societal expectation that the wronged man should
accept poiné. By characterizing the acceptance of poiné as the only acceptable action, Ajax
shows that he has a tendency to interpret the values of heroic society in whatever way redounds
most to the communal good. When there is a conflict between individual and communal
interests, he believes that the individual should subordinate his rage at being wronged to the
needs of his friends and comrades.**> Ruth Scodel has written of the Embassy scene in Iliad 9 as
one of a number of instances in the poem in which the values of heroic society do not offer a
clear solution to a problem, and heroes must weigh different needs and imperatives against each
other.**¢ Achilles chooses to prioritize the imperative to win kleos over the needs of his
comrades. Ajax, on the other hand, indicates his belief in the absolute necessity of defending
one’s friends.

Menelaus, the other warrior who receives a complementary maternal simile from the

narrator (17.1-6), can also be shown to embody the maternal-protective form of Homeric

masculinity exemplified by Ajax. Like Ajax, his feats on the battlefield are primarily defensive.

435 Hainsworth writes: “Aias’ failure to understand the Qupaiyng Adpn suffered by Akhilleus verges on the comic, as
if the seizure of Briseis had been a mere theft” (Hainsworth 1993: 143). Scodel offers a different interpretation,
suggesting that Ajax is proposing a reasonable solution according to the values of Homeric society—that he is aware
of the impossibility of poineé making up for a wronged person’s pain, but that he believes poiné should be accepted
because it allows all parties to save face and restores communal harmony (Scodel 2008: 84-85).

436 Scodel 2008: 141. Cf. Scodel 2008: 12: “Short-term and long-term goals can conflict, and the heroic code does
not tell characters how to perform the calculus through which they compare their chances.”
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He, along with Ajax, is one of the few Greek heroes to survive /liad 11 unwounded, and thus
forms an important part of the Achaean defense in books 12-16. His aristeia comes in lliad 17
when he, along with Ajax, carries Patroclus’ body out of the fighting.

Significantly, in the cases of both Menelaus and Ajax, their most prominent battlefield
moments when they are not fighting defensively involve one-on-one duels: Menelaus with Paris
in Iliad 3 (3.84ff), and Ajax with Hector in /liad 7 (7.206-302). Both armies stop fighting in
temporary truce in order to watch each pair of warriors fight. Any renown they win by their
success in these duels thus does not come at the expense of their comrades, because the battle has
been paused. For both Ajax and Menelaus, then, displays of valor and the winning of personal
renown do not come into conflict with the needs of their fellow-soldiers.

Ajax and Menelaus represent heroes whose fighting is predominantly maternal, i.e.
defensive, in contrast to Hector and Achilles, who endanger their comrades in their pursuit of
kleos. Thus, we may conclude that the maternal-protective similes used by the narrator to
describe Ajax and Menelaus in battle are not generic descriptors that can be applied to any
warrior, but rather a comment on the ways in which these two heroes interpret the imperatives of
their warrior identities. Unlike Achilles and Hector, Ajax and Menelaus do not appear concerned
with the conflict between defensive fighting and the pursuit of kleos, nor with the gendering of
defensive fighting as feminine/maternal. They themselves certainly do not characterize their
behavior as feminine. This may be because the pursuit of kleos is less paramount to either of
them on a personal level than it is for Achilles or Hector, and they therefore do not need to resort
to gendered metaphors in order to make sense of the inconsistencies inherent in their warrior
roles. Nevertheless, the overall conflict between defense and kleos in the Iliad is still apparent in

the stories of Menelaus and Ajax, even if they themselves are not aware of it. Significantly,
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neither Menelaus nor Ajax wins kleos equivalent to that of Hector and Achilles, the /liad’s two
most prominent warriors. Menelaus has both bravery and compassion, but he is not a first-class
fighter.**” And although Ajax’s skill in battle is superior to Hector’s, his role as a defender means
that he will always take second place.**® Despite Ajax’s exhortation to the Achaeans, the Iliad
does not characterize defense as a prominent source of kleos. However, as I will discuss in
Chapter 5, the model of defensive fighting and communal heroism exemplified by the maternal-
warrior paradigm eventually supplants normative Homeric masculinity to become the preeminent
way to win glory in Greek culture.

The maternal warrior paradigm represents an alternative to the hegemonic masculinity to
which the majority of male characters in the //iad subscribe. Unlike the normative masculinity
that excludes all femininity from itself and is focused on winning timé and kleos, this alternative
paradigm of masculinity incorporates into itself a particular kind of maternal femininity that is
concerned with protection and the preservation of life. In presenting this figure of the maternal
warrior, the poem hints at a different way of performing masculinity that is less destructive to a
warrior’s own society. The //iad emphasizes the importance of this protective paradigm even as
it remains ultimately pessimistic about the possibility of preserving life and community. In
Chapter 5, I will discuss how the paradigm of the maternal warrior in the //iad represents the first
hints of a change in Greek hegemonic masculinity that occurs as a result of the political and

social changes at the end of the Early Iron Age.

47 For Menelaus’ bravery, see II. 7.96-102. For his compassion, see II. 6.51-53. For his weaknesses as a warrior, see
1l. 7.103-119.

438 For Ajax as superior to Hector, see Scodel 2008: 34-35. For the way in which Ajax is doomed never to take first

place, see Scodel 2008: 40. Ajax’s failure to win Achilles’ armor by defending Achilles corpse in the Epic Cycle
shows clearly how his role as a defender is not rewarded with timeé and kleos.
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CHAPTER 4

The Price of Kleos: Achilles at the End of the Iliad

In Chapter 3, I discussed how Achilles identifies strongly with the paradigm of Iliadic
maternity and displays a number of feminine-coded behaviors and perspectives in the later books
of the /liad, particularly with regard to his mourning for Patroclus. In this chapter, I focus on
Achilles’ identification with femininity in the final book of the //iad and on the relationship that
this identification has with his attitude towards martial kleos at the epic’s close. A number of
scholars have suggested that, although Achilles does experiment with feminine behaviors earlier
in the poem, this flirtation with femininity ends in //iad 24 when he is reintegrated back into
masculine warrior society.**? I argue that Achilles’ identification with maternity remains
consistent throughout //iad 24 and persists until the end of the poem. In addition, I suggest that at
the end of the /liad Achilles’ view of martial kleos has fundamentally shifted and become closely
aligned with the negative views that female characters in the //iad hold towards male warrior
kleos.

In particular, I argue that the way in which Achilles speaks of fighting and dying in battle
in liad 24 is similar to how female laments treat these topics, in that he emphasizes the suffering
caused by martial pursuits rather than the glory that is won from them. As lamenting women
stress the pain that the deaths of warriors have caused them, Achilles focuses on the pain that he
himself has caused by leaving his homeland to fight and die. His concern at the end of the /liad is

not with his own poetic immortality, but with the human cost of the actions by which has won it.

439 Murnaghan 1999; Van Nortwick 2001; Felson 2002; Holmes 2007.
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For the preeminent hero in the poem to adopt this attitude undermines the desirability of kleos for
a warrior and calls into question the interpretation that the ending of the /liad reasserts the values
of normative warrior masculinity. Instead, Achilles’ continued feminine alignment at the end of
the epic emphasizes the dysfunctional nature of Iliadic paradigms of both gender and heroic
glory. I also argue that this feminine alignment is a quality that Achilles shares with the narrator
of the Iliad, particularly with regard to the narrator’s “obituaries” for dying warriors.**? At the
end of this chapter, I return to the idea of the //iad’s “feminine alterity” that I introduced in
Chapter 2, and I suggest that feminine voices and perspectives ultimately emerge as preeminent
in the poem.

Gail Holst-Warhaft has argued that female lament in Ancient Greek society subverts the
masculine social order by emphasizing the suffering caused by the warrior’s death rather than the
glory that he wins by dying: “By focusing as it does on mourning and loss rather than praise of
the dead, [lament] denies the value of death for the community or state, making it difficult for
authorities to recruit an obedient army.”**! Traditional lament in modern Greece still functions in
a similar way, providing an opportunity for women to undermine masculine hegemony. Nadia
Seremetakis, for example, has documented how Maniot women use lament to oppose the
authority of male relatives and elders.**> Sheila Murnaghan elaborates upon how the subversive
nature of female lament can be said to operate in the /liad:

In general, the concern of lamenting women for their own sufferings means that they
have no use for what concerns a warrior most: the disembodied reputation that outlives
the services through which it is earned. ... In the context of Homeric poetry, then,

women's laments are subversive, not just because they dwell on the negative
consequences of heroic action, but because they ignore the death-defying kleos that

40 For these obituaries, see Griffin 1980: 103-143; Tsagalis 2004: 179-188.
441 Holst-Warhaft 1992: 3.

442 Seremetakis 1991.

186



provides a positive compensation for heroic sacrifice and constitutes a major function
of epic itself.**?

Some scholars have suggested that the fact that the final book of the //iad ends with the three
laments given by Andromache, Hecuba, and Helen at Hector’s funeral gives special prominence
to this feminine viewpoint.***
Nevertheless, Murnaghan has argued that despite the critique of masculine warrior values
implicit in female laments in the /liad, such laments actually serve to increase male kleos by
emphasizing the value of the warrior who is mourned. The greater a hero’s prowess and status in
life, the greater the suffering caused by his death. Lamenting women thus become monuments to
the kleos of the dead warrior:
As she gives voice to her role as the bearer of Hector's kleos, Andromache’s words fill
in what Hector’s gloss over when he imagines her enslaved and mournful figure as the
inspiration for a detached assessment of his excellence as a warrior. ... In doing so,
she gives an implicit analysis of why heroic epic cannot do without lamentation, the
genre in which “grief has the chief place,” even though laments often seem to subvert
epic’s purposes or at least to distract us from epic’s central claims. Before it can be
converted into pleasant, care-dispelling song, a hero’s achievement is measured in the
suffering that it causes, in the grief that it inspires.**’

Therefore, according to Murnaghan, feminine criticism of kleos is incorporated into the //iad in

service to the epic’s larger poetic project of valorizing kleos won through a glorious death.**¢ In

this way the subversive elements of female lament are ultimately neutralized. The position of the

443 Murnaghan 1999: 214-5.
444 Holst Warhaft 1992; Perkell 2008.
445 Murnaghan 1999: 217.

446 See also Kakridis 1971, who suggests that the I/iad portrays women begging men not to fight in order for the
men to have an opportunity to reaffirm their commitment to warrior values by rejecting the women’s pleas.
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laments at the end of I/iad 24 could then simply be read as highlighting the kleos won by Hector,
and by extension, all warriors who make the decision to die bravely in battle.

As I discussed in Chapter 3, previous scholars have noted Achilles’ participation in
feminine mourning after Patroclus’ death.**” This association with femininity is often considered
to be a result of Achilles’ estrangement from warrior society: he cannot express his feelings
using the set of behaviors deemed appropriate for a man, so he turns to the marginalized
feminine position for alternative modes of expression.**® The majority of scholars argue that this
feminine estrangement is only temporary, and that Achilles eventually makes his way back to the
normative masculine position. In reference to lament, Murnaghan argues that Achilles’ flirtation
with femininity ends in //iad 24, and that he adopts a masculine position as a proponent of the
need to moderate one’s grief:

In keeping with Achilles' role as a preeminent warrior, whose function is to turn grief
into action, he becomes at the end of his story an advocate of keeping lamentation in
its place. In his meeting with Priam in book 24, once he and Priam have experienced
their parallel mourning—he for his father and Patroclus, Priam for Hector—the desire
for goos leaves Achilles’ mind and body, and he makes Priam stop mourning too,
telling him: ou gar tis prexis peletai krueroio gooio, “There is no practical use to
chilling lamentation” (//iad 24.524). This determination marks Achilles’ return,
however brief, to the world of the male fighting force, for whom lamentation is a
transient experience that merely punctuates recurrent action in battle.**

Brooke Holmes also draws a contrast between male grief, which is appropriately
bounded, and female grief, which is boundless, and which is represented by the figure of Niobe,

who weeps eternally for her dead children even after being turned to stone (24.602-17). She

argues that when Achilles tells Priam not to grieve “ceaselessly” (dAlactov, 24.549), this should

447 Cf. Kakridis 1949: 68; Murnaghan 1999; Pucci 1993; 1998.
448 Pucci 1993; Foley 2001: 44.

449 Murnaghan 1999: 212.
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be taken as a sign that Achilles has rejected boundless and excessive female grief in favor of
masculine restraint.*>* Thomas Van Nortwick and Nancy Felson both similarly suggest that
Achilles’ acceptance of the human condition in //iad 24 is a turn away from the feminine towards
the masculine. No longer identifying himself with his divine mother, Achilles instead forms a
connection with Priam, who stands in as a surrogate for his human father Peleus. This interaction
marks Achilles’ re-entry both into human society and into the masculine sphere.*"

The question of whether or not Achilles ends his feminine identification in lliad 24 is
thus intimately bound up with the question of how fully Achilles is reintegrated back into society
at the end of the /liad. This reintegration is the subject of a long-standing debate in Homeric
scholarship, and it is related to the dispute concerning whether or not Achilles ultimately accepts
or rejects the normative values embraced by other warriors in the poem. Some scholars envision
Achilles in /liad 24 as returning to the status quo of the beginning of the //iad, while others have
seen him as having reached a new understanding whereby he rejects and transcends the values of
his society. James Redfield suggests that the essence of this debate can be summed up by the
opposing positions taken by C.M. Bowra and Cedric Whitman. In Bowra’s view, the //iad is a
story of wrongdoing, punishment, and restoration. He argues that Achilles falls into “sin” when
he rejects the embassy from the Achaeans in //iad 9 and that he is punished for this transgression
by the death of Patroclus. Achilles is then further debased by his wrathful rampage through the
Trojan ranks and his desecration of Hector’s body, until the gods finally intervene in //iad 24:

The healing comes in the last book, with the visit of Priam to ransom the body of
Hector.... Achilles cannot withstand the request which comes from the gods that he

40 Holmes 2007: 76-7.

41 Van Nortwick 2001; Felson 2002.
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should release the body of Hector. In this act he recovers his true nature. His anger has
passed away, and he is himself again.*>?

According to Bowra, the /liad is a kind of morality play that lays out the consequences of
violating normative masculine warrior values. Achilles is only led to transgress these values by
his rage first against Agamemnon and then against Hector, which distorts his personality and
causes him to act in an uncharacteristically savage manner. By relinquishing this rage, Achilles
accepts once again the values of his society and becomes his true self.** Seth Schein similarly
suggests that Achilles’ story is not one of change but of returning to the person he was at the
beginning of the poem:
But Achilles is not changed into a new and different character, either because of some
inward, spiritual growth or on account of his reintegration into the human community.
Rather, he is reestablished as his distinctive self—as the hero with capacities for both
philotés and ménis he was the beginning of Book 1.4>*
Whitman, however, offers a very different perspective on the progression of Achilles’
characterization in the //iad. He views Achilles as undergoing a fundamental shift in perspective:
He progresses from young hopefulness, cheerfully accepting the possibility of early
death with glory, through various phases of disillusion, horror, and violence, to a final
detachment which is godlike indeed. Tragedy, especially that of Sophocles, slowly
uncovers a character which is complete from start to finish, but Achilles is actually not
complete until the poem is complete.**

Whitman suggests that at the beginning of the poem Achilles’ attitude towards the values of his

society differs little from that of other warriors, but Agamemnon’s violation of the social

42 Bowra 1930: 22.
43 Bowra 1930: 19-22.

454 Schein 1984: 162. See also Wilson 2002: 132-33, who argues for Achilles’ reintegration back into the system of
heroic values.

435 Whitman 1958: 187-8.
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contract leads him to realize the fundamental flaws inherent in the “heroic code” he has followed
all his life. This realization brings him in turn to a new understanding of humanity and his place
within it:
Since he has renounced his own life, Achilles can look, as it were, from a distance
upon the living and their emotions, including his own. And the very detachment of his
vision brings him closer than he has ever been to a real communion with his human
fellows.*>°
In Whitman’s analysis, Achilles’ acceptance of his own humanity does not signal a reintegration
into warrior society but is instead a further way in which he is alienated from his comrades, who
do not share his new vision of human nature.

Scholars who view Achilles as returning to his proper masculine state in /liad 24 are
following Bowra in envisioning a static Achilles whose femininity, like his rage, represents only
a temporary displacement from his essential self. My own reading follows Whitman in arguing
that the Achilles of lliad 24 displays an attitude towards kleos that is radically different from his
attitude at the beginning of the poem or even in Books 18-23. First I will examine the question of
whether Achilles’ statements to Priam that they should cease weeping and be mindful of food
must be read as a rejection of excessive feminine grief in favor of masculine self-control.
Achilles explicitly suggests Niobe as an exemplar of someone who took thought of food despite
her sorrows (11.24.602-17), introducing an implicit comparison between her and Priam and
himself. The source of Niobe’s grief was the deaths of her twelve children at the hands of Apollo

and Artemis after she boasted that she was superior to their mother Leto because she had borne

twelve children, while Leto had borne only two. For Niobe, eating was only a brief interlude in a

436 Whitman 1958: 218. See also Griffin 1980: 99-100; King 1987: 44; Zanker 1994: 122-25.
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sorrow that proved to be eternal, since she was eventually turned to stone on the peak of Mount
Sipylus and continued to mourn forever (24.614-17): 43’

VOV 8¢ oL £V TETPNGLV £V 0OVPEGY 010TOAOIGY
&v Zamodm, 601 poot Oedwv Eppevar evvag
VOUEA®V, 01 T Ape’ Ayxelmiov EppdoavTo,
&vBa AiBog mep €oboa Be®dv €K KO TEGGEL.

But now somewhere among the rocks in the lonely mountains,

On Sipylus, where they say are the beds of goddesses,

The nymphs, who dance around Achelous,

There although she is stone she broods over her cares from the gods.

Holmes argues that Achilles’ and Priam’s grief should be seen as qualitatively different
from Niobe’s, since theirs has a limit, while she grieves until she turns to stone:

Achilles invokes Niobe in bidding Priam to take food again. Yet although that
mourning mother remembers to eat, Achilles closes his speech by shifting from the
past tense of Niobe's meal (citov pvniooat’) to the eternal present tense of her endless
digestion (néccet) of her sorrows (24.613-17). That is, while the repetition of pesso at
24.639 links Achilles to Niobe, the temporal sequence is inverted so as to produce a
sense of closure implicitly contrasted to her open-ended sorrows: whereas, she ate, and
then mourned forever, before, he was always sorrowing (dAL" aiel otevdym Kol kndea
popio Téocm), but now he has tasted food (vdv on kai oitov macaunv). The idea of
taking one's fill of mourning is repeated throughout the last book, but it is always
among men, and the importance of satiety and proper limits seems implicitly
correlated with the restoration of a system of exchange for the circulation of goods.
Disruption of the setting of limits is here, as elsewhere in Greek culture, seen as
feminine.*>

I would argue, however, that the poem does not present a clear limit to the grief of either
Achilles or Priam. Despite the fact that Achilles tells Priam, pun & dAiactov 660peo oV KoTd

Bopdv:/ od yép T IprEeg dkaynuevog viog £fog, “Don’t grieve ceaselessly in your spirit. For

47 For a fuller account of the story of Niobe, see Apollod. Bibl. 3.5.6.

438 Holmes 2007: 76-7.
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you will not accomplish anything by grieving for your son,”*** Achilles later explicitly states that
Priam will mourn for Hector a great deal in the future: &netd kev avte pilov moida KhoioicOa /
"TAov glcayay®v: ToAvdakputog d¢ tot Eotat, “Then you will mourn your dear son when you
have brought him back to Ilium. He will be much wept over by you,” (24.619-20). Achilles does
not assume a clear end for Priam’s grief in the /liad.**

This image of future weeping is in opposition to how Apollo characterizes appropriate
male grief at /1. 24.46-49. He describes it as coming to a complete and final end after a period of
mourning, contrasting this ideal behavior with Achilles’ excessive grief for the dead Patroclus
(1. 24.46-49):

HEALEL HéV TTOV TIG Kol @iATEpOV AoV OAEGTaL

Né KaolyvnTov OHoYAGTPIoV NE Kol Vidv:

GAL" fTol Khawoog Kol 0dvpapevos pebénke:

TANTOV Yap Moipar Oupov Bécav avOpdmoisy.

A man must have lost someone even dearer,

Either a brother from the same womb or a son,

But having wept and wailed he lets it go.

For the Fates gave an enduring heart to men.
Although Achilles does cease the behavior that Apollo is primarily objecting to, the daily
dragging of Hector’s corpse around Patroclus’ tomb, there is no moment when Achilles can be

said to let go of (neBénke) his grief for Patroclus once and for all, and in fact the text suggests

that he will never do s0.*! In Iliad 18, Thetis prophesies in her lament that she will never receive

459 Similarly, despite the fact that Priam says that he was brooding over his cares in the past (kfdea popia téocw,
24.639) and now has tasted food (vdv o1 kai citov Tacduny, 24.641), this does not mean that he will not continue to
grieve after an interlude of food and sleep.

460 For the parallel between Niobe’s eternal grief and Priam’s future lamenting at 24.619-20, see MacLeod 1982:
139.

461 Cf. Lynn-George 1987: 250-51.
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Achilles again in his father’s house, and then says, d@pa 8¢ pot {oet kai 0pd pdog nerioto /
dyvoutat, 00d€ Ti o1 dSvvapan yparcufjcat iodoa, “So long as he lives and sees the light of the sun,
he grieves, nor am I able to help him by going to him” (18.61-2). With her typical divine
prescience, Thetis informs us that Achilles’ grief for Patroclus will end only when he himself
dies, and that his death will come soon. Neither Achilles nor Priam, then, is depicted as making a
clean end to mourning in the /liad as Apollo describes. Rather, their meeting in //iad 24
represents only a temporary pause to their grieving, just as Achilles says Niobe temporarily
paused to eat in the midst of her sorrow (24.613).46
Some critics have seen Niobe’s eternal mourning and transformation into stone as
incompatible with the idea of putting aside one’s grief to eat and have declared 24.614-17 to be
an interpolation.*%® Ioannis Kakridis writes:
Both Achilles and Priam are in deep grief; but both will yield to the demands of the
flesh.... Achilles introduces Niobe as an example of a similar yielding of the soul to
the flesh, and it is impossible to believe that the version of the story here implied went
on to describe her petrifaction. ... A Niobe who after burying her twelve children
‘remembers to eat’ cannot be compatible with the Niobe who, although turned to stone
on Mt. Sipylus, still remembers her sorrows and weeps. The latter is the symbol of a
mother’s grief, the former a fundamentally different, but no less real, symbol: that of
the human being who in her deepest sorrow must needs dry her tears and yield to the
requirements of the body.*%*
It is significant that here Kakridis tries to distance Achilles from the “mother’s grief” that has no

end. This statement dove-tails with Holmes’ argument that there is a difference between the grief

of Priam and Achilles on the one hand and Niobe on the other hand, a difference that is marked

462 Cf. Lynn-George 1996: 15; Heath 2005: 163.

463 Kakridis 1949: 96-103; Lohmann 1970: 13. Some ancient commentators also objected to these lines because they
found them illogical (cf. Richardson 1993: 341).

464 Kakridis 1949: 97.
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by the divisions between masculinity and femininity. Michael Lynn-George, however, argues
that Achilles makes use of the tale of Niobe precisely because there is no limit to her grief, and
because this lack of limit mirrors Priam’s and Achilles’ own inability to cease mourning.*6> He
suggests that Achilles’ invocation of Niobe reflects his knowledge of the insufficiency of his first
consolatio, or “consolation speech,” to Priam (24.518-551) that emphasized the need to accept
suffering and stop grieving: un 6" dAiootov 660peo ooV katd Bupdv, “do not grieve unceasingly
in your spirit” (24.549). This consolatio is, in a sense, a failure. Priam rejects Achilles’
suggestion that he rest in a chair and seek a respite from his sorrow, instead urging Achilles to
quickly accept the ransom and return Hector to him (24.553-58). Lynn-George asserts that the
tale of Niobe is meant to represent Achilles’ acknowledgement that grief will endure beyond any
attempts at consolation:
The encouragement to partake of food is accompanied by the telling of a tale. This
second speech is something of a consolatio spoken in the insufficiency of the former
attempt at consolation. But the additional speech seems not so much to compensate for
the incompleteness of the first consolatio as to articulate an awareness of the necessary
incompleteness of any attempt to seal the gaps of loss and enclose them within
carefully structured statements of its significance. If a ‘consolation’, then, the speech
is also a recognition of the inconsolable. The narrative concerning Niobe, with its
story of slain children buried finally only after a delay, reflects something of the
situation within the //iad. But the telling of the tale does not end in burial nor even in
the taking of a meal. The story passes into an indefinite structure of openness beyond
burial, beyond the meal, in which it closes by suspending its statement of any final
determinate meaning.*®
Indeed, Achilles is like Niobe in that he too is ultimately destroyed because of the grief
he feels for the death of a loved one. When Thetis tells Achilles in /liad 18 that his own death
will follow soon after if he kills Hector, he says (18.98-104, 114-15):

avtiko tedvainy, énei 0Ok dp’ Eueriov Etaipm

465 Lynn-George 1987: 250-51.

466 Lynn-George 1987: 250.
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KTEWOUEV® Emapdvar: O pEV pdAa tnAOOL TdTpng

E€pO1T’, €ueio o€ dMoev apric AAkTipa yevéahat.

VOV & émel oV véopai ye @ilny &g matpida yoiav,

000¢ Tt Iatpdrkdm yevoumv @aog ovd” £tdpoiot

T01¢ AAAOLG, 01 o1 moAéeg ddipev "Extopt diw,

GAL” fuon Topd viuoiv tdctov dxdoc dpovpng

viv & gl 8ppa gidng kepaifc dretiipa Kiysio

"Extopa-

Immediately let me die, since I was not destined

To have brought aid to my companion while he was being slain, but he died
Very far from his fatherland, and he needed me to be a warder-off of ruin.
But now since I will not go back to my dear fatherland,

Nor was I a light for Patroclus or my other companions,

Many of whom were laid low by shining Hector,
But I sit by the ships, a profitless burden on the earth

Now I will go so that I may catch Hector, the slayer of that
dear head.

Overcome with both grief at Patroclus’ death and his own culpability in not being present to
protect him, Achilles does not hesitate to agree to die in order to avenge his friend.**” The
implication of his statement is that he considers his own life to now be worthless: he is nothing
but a “profitless burden on the earth” (étdoov dyboc dpovpnc), and his continued existence is
pointless now that he has failed to save Patroclus. In the same way, Niobe finds her own grief
and guilt for her children’s deaths so unbearable that she becomes stone.*®

Similarly, just as Niobe continues to mourn even after becoming stone (8vBa AiBog mep
godoa, 24.617), Achilles in Iliad 22 envisions himself as continuing to remember Patroclus even

after he himself has died (22.386-390):

467 There is some controversy over whether Homeric heroes can be said to experience “guilt” as opposed to merely
“shame” (cf. Adkins 1960) but see Zanker 1996 for a defense of the term. See also Williams 1993, who argues
contra Snell that Homeric characters should be seen as moral agents whose intentions, decisions, and actions are
presented as being much like our own.

468 Apollodorus says that Niobe prayed to Zeus to become stone (Apollod. Bibl. 3.5.6). Cf. Richardson 1993: 341-2.

196



Keltan mop VIEGGL VEKLS dkAavtog dbamtoc,

[Tédtpoxroc: 0D &' 00K EmAncopat, 6@p” av £ym ye

Cwoiow petém Kai pot eilo yovvat' dpdpn

€l 6¢ Bavovtov ep KatainBovt' eiv Aidao,

avTap &ym kol KEWBL iAoy pepvnoop’ Etaipov.

There lies by the ships a corpse, unwept for, unburied,

Patroclus. Him I will not forget, so long as I

Am among the living and my limbs have the power to move.

And even if men in the house of Hades forget the dead,

Even there I will remember my dear companion.
Achilles speaks these words immediately after killing Hector, showing that once his revenge has
been accomplished, his thoughts turn immediately to being reunited with Patroclus again in
death.*%

Like Niobe’s meal in the midst of her grief, Achilles’ renewed interest in food, sex, and
sleep in Iliad 24 represent only a brief interval in his journey deathwards.*’® The knowledge of
his fated end is a constant presence throughout the last book of the poem. Thetis tells him, ov
Yap pot onpov Bén, aAAd Tol idn / dyyt mapéotnkev Bavatog kai poipa kpotom, “You will not be
with me long, but already / death and strong fate stand near you (24.131-32). That Achilles’
fated end is still very much on his own mind is shown by his statement that his father Peleus

suffers because he begot only one son who is ntava®piov, “doomed to an untimely death” (Z/.

24.540). Achilles’ angry response to Priam’s wish that he might return to his native land and

469 Such a declaration of posthumous memory is striking because, as is portrayed in the nekyia of Odyssey 11, the
shades of the dead in Hades have neither memory nor the power of speech unless they drink the blood of the ram
Odysseus slaughters for them (Od.11.1-567). Although the T scholium seems to take Achilles’ and Patroclus’
presence together in the underworld at Od. 11.467-8 as confirmation that Achilles did in fact remember Patroclus
after death. The first 200 lines of Odyssey 24, in which the dead converse amongst themselves, seem to reflect a
different tradition than Od.11, one in which shades are not mute and senseless (Rohde 1925). However, Achilles’
statement seems to imply that it is taken for granted that the dead are considered not to remember, thereby making
his own memory of Patroclus after death all the more significant as a declaration of devotion.

470 Several scholars have argued that he is in a sense already dead (Schein 1984: 158; King 1987: 40) or inhabiting a
liminal space between life and death (Whitman 1958: 217; Lynn-George 1987: 242).
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enjoy the ransom that Priam has given him similarly shows his consciousness of his imminent
mortality. He declares (24.568-70):

T VOV un pot pdAdov év diyeot Bopodv opivng,

uf o€ Yépov o0d” adTOV €V KMGINow £46m

Kol ikétnv mep €6vta, Adg 6 dAitopat QeTudg.

Therefore now do not stir up my spirit more in my sorrows,

Lest, old man, I should not spare you in my hut,

Although you are a suppliant, and transgress the commands of Zeus.
Priam’s comment provokes Achilles’ barely-controlled emotions by calling to mind his diyeot,
his “sorrows:” Achilles will never return home because Hector killed Patroclus. Although he has
just wept once again for his father and for Patroclus (24.511-12), Achilles’ pain is not assuaged,
and seems to be on the verge of re-erupting at any moment. In this way, Niobe, who pauses
briefly to eat in her endless mourning that ultimately destroys her, becomes a perfect exemplar
for Achilles in /liad 24, who suppresses his rage and grief long enough to share a meal with
Priam despite his continuing sorrow over Patroclus and his knowledge of his own coming death.

Achilles’ choice of Niobe as a point of comparison is also significant given Achilles’ own

previous identification with mother-figures in the //iad. As I discussed in Chapter 3, Achilles
links himself through similes and actions with the problematic figure of the Homeric mother,
who is both protector and destroyer of her own offspring. This identification reflects his complex
relationship with the Achaean army and with Patroclus, both of whom suffer death and
devastation because Achilles fails in his duty to protect them.*’! In Chapter 3, I drew a
comparison between Achilles and Althaea, the murderous mother in the story told by Phoenix in

lliad 9, who prays to the gods of the underworld to kill her son Meleager in revenge for his

slaughter of her brothers (Z/. 9.566-72). In this way Althaea is similar to Achilles, who prays to

411 Cf. 71. 18.98-104 above.
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Thetis and Zeus for the deaths of the Achaeans, his simile-children, because he is angry that they
allowed Agamemnon to dishonor him.
However, while Achilles may be an Althaea to the Achaeans, he more closely mirrors

Niobe as a simile-mother to Patroclus. Whereas Althaea seeks her son’s death out of a desire for
vengeance, Niobe inadvertently causes her children’s deaths because of her excessive love for
them. Niobe’s pride in her children causes her to boast that she is superior to Leto, and thus
brings the anger of the gods down upon her family. In the same way, Achilles’ great love for
Patroclus plays a role in Patroclus’ death. After Achilles denies the embassy’s pleas to save the
Greeks in Iliad 9, it is clear that he allows Patroclus to come to the aid of the Greeks in Iliad 16
because of his affection for him, whom he later says is dearer to him than all other companions
(17.655; 19.315). The dramatic extent to which Achilles’ love for Patroclus exceeds his love for
his other friends is shown by the passage in //iad 16 in which Achilles wishes that all of the other
Greeks and Trojans would die so that he and Patroclus might conquer Troy together (16.97-100):

ai yap, Zed 1e matep kol ABnvain kol Amoilov,

pnte T1¢ ovv Tphov Bdvatov ehyor, docot Eaot,

unte tig Apyeiov, vidr &' €kdduev dhebpov,

dop' oiot Tpoing iepd kpRdepva ADmpEY.

O father Zeus and Athena and Apollo,

Would that no one of the Trojans might escape death, however many there are,

Nor any of the Argives, but that we two might escape destruction,

So that we alone might destroy the sacred battlements of Troy.*”?

Achilles’ love for Patroclus not only surpasses his feelings for his other companions but excludes

and eclipses them, so that Patroclus becomes for Achilles the only person whose survival matters

472 Zenodotus and Aristarchus (scholia A/T) athetize these lines because they thought that this passage suggests a
pederastic relationship between Achilles and Patroclus, which the scholiasts consider to be an anachronism (Erbse
1975: 183-4).
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to his own happiness. We may compare this passage with the passage in //iad 9 in which
Diomedes says that if the other Achaeans were to leave Troy, he and Sthenelus would stay and
conquer Troy by themselves: v®di & &y®d Z0&velog te paynooped’ i 6 ke téxpmp / Taiov
ebpopev, “We two, Sthenelus and I, will fight until we witness the end of Troy” (9.48-49).

Both Achilles and Diomedes envision themselves and their chosen companions standing
alone against Troy on the battlefield. Achilles’ sentiments, however, are both more fervent and
more disturbing. Diomedes does not desire the other Achaeans to leave, but only states that if (i
0¢ kai, 9.46) they flee, he and Sthenelus will be brave enough to remain. Achilles, on the other
hand, wishes for the deaths of all the other Achaeans and Trojans so that he and Patroclus alone
may win glory together. Schein writes of this passage, “Both the intensity and the tragedy of
their relationship are shown in Achilles’ nihilistic wish that it be fulfilled in the total destruction
of everyone else in their world, whether friend or enemy.”*”* It is because of this intensity in his
love for Patroclus that Achilles yields in //iad 16 to Patroclus and no one else. Thus, the strength
of Achilles’ love is in a sense responsible for Patroclus’ death on the battlefield. In this way, he
becomes a maternal figure like Niobe who caused his simile-child’s death through his excessive
attachment to them.

Achilles’ invocation of Niobe as an example for himself in //iad 24 shows that his
maternal identification has not abated. Indeed, his positioning of himself as a maternal figure is
further shown by his treatment of Hector’s corpse after he accepts Priam’s ransom. When
Achilles lifts Hector’s body and places it on the bier (a0t0g TOV Y' Aythevg Aeyéwv Enédnkev

depag, 24.589), he is performing an action which he himself has previously identified as

473 Schein 1984: 120.
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maternal.*’* After Achilles kills Lycaon in //iad 21 and throws him in the river, he says (21.122-
125):

gvtavbot vdv keico pet' ixfvowy, of 6' dteldny

aip dmolyyunoovon dkndéeg: ovdé oe uRTNP

gvlepévn Aexéeoot yonoetat, ALY Zkapovopog

oioel dvnelg E16m AAOG EVPEA KOATIOV.

Lie there now among the fishes, who will lick off

The blood from your wound, uncaring. Nor will your mother

Lament after laying you on a bier, but eddying Scamander

Will bear you into the wide gulf of the sea.
Here Achilles is saying that Lycaon will be denied the customary funeral rights. Rather than
having his wounds washed and dressed, fish will lick away his blood. Rather than being placed
on a bier by his mother, he will be carried into the sea by the river.*’”* The use of the word
KOAmov, which can mean the “gulf” of the sea but also the “bosom” or “lap” of a woman is
significant. As I discussed in Chapter 3, the word k6Anog strongly evokes maternal protection,
with the k6Amog often serving as a place for a child to take refuge against external threats.
Achilles’ reference to the GA0G e0péa kOATOV, the “wide gulf of the sea,” can here be seen as an
ironic reminder that Lycaon’s despoiled corpse will be denied this maternal protection, entering
the cold embrace of the sea rather than being cradled in his mother’s arms.

Achilles makes a very similar speech to Hector when he is about to kill him in //iad 22,
refusing Hector’s request that he return his corpse to his family (22.352-54):
008’ &g 6é ye MOTVIOL TP
gvlepévn Aexéeoot yonoetol Ov TEKeV o0,

GALQ KOVEG T€ Kol 01VOL KATO TAVTO SAGOVTOL.

Nor will your lady mother thus
Lament you after laying you on a bier, you whom she bore,

474 See MacLeod 1982: 138 on how laying a body on a bier is a mother’s task.

475 Richardson 1993: 64.
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But dogs and birds will eat you whole.
As in his speech over Lycaon’s body, Achilles contrasts the care of a mother laying her son on a
bier with the actual fate of the son’s corpse, which is to be eaten by animals. The repetition of
untnp / évlepévn Aexéeoot yonoeton suggests that this phrase is formulaic, indicating that the
maternal action of laying her son on a bier is well-known and ubiquitous in epic poetry.

In the case of Hector, the arms that place him on his bier are Achilles’ own, taking the
place of his absent mother. Here Achilles is once again assuming an explicitly feminine role by
participating in the preparation of a corpse for burial.*’® The stages of funeral ceremonies in
Homer are more or less equivalent to the stages of Greek funerals recorded in other ancient
sources. In the first stage, which is undertaken by the deceased’s female relatives, the corpse is
washed, dressed, wrapped in a shroud, and placed on a bier. This stage is followed by the
prothesis, in which both men and women mourn around the corpse, and the ekphora, or funeral
procession.*”” The washing and dressing of Hector’s corpse are undertaken by Achilles’ slave
women (24.582-8), but Achilles himself first carries Hector’s corpse away to be washed out of
Priam’s sight (vocowv depaoag, 24.583), and then lifts it onto the bier after it has been prepared.
He is thus clearly inserting himself into the exclusively feminine stage of the funeral in which the
corpse is prepared before the prothesis. Hector’s prothesis then occurs after the body has been
brought back to Troy.

Additional support for the feminine—and specifically maternal—nature of Achilles’

handling of Hector’s body is provided by vase paintings. A fifth-century Attic white-ground

476 Just as he did when he took the place of the chief female mourner at Patroclus’ funeral, cradling Patroclus’ head
in his hands. See Chapter 3.

477 For Greek funerals, see Garland 1985: 21-37; Oakley 2003: 164-5.
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lekythos (c. 460-450) from the Antikensammlung in Berlin shows a woman engaged in funeral
preparations carrying the stiff body of a boy in her arms (fig. 1).*’® Annika Backe-Dahmen and
John Oakley both interpret this image as a grieving mother carrying the body of her dead son.*”
Although this vase-painting dates to the Classical period, the continuity between funeral rites in
Homer and Classical sources suggests that such a scene can help us to interpret Achilles’
carrying of Hector’s body in the Iliad as similarly maternal. Achilles seems to be referring to just
such an image of maternal care when he tells Lycaon that his mother “will not place him on a
bier” (21.124). Although an ordinary woman could not so easily lift the body of a full-grown
man like Hector or Lycaon by herself unaided, Achilles seems here to be evoking an essential,
timeless conception of the relationship between mother and son wherein the son remains forever
first and foremost his mother’s child, able to be lifted in her arms, regardless of his actual age or
size.

An interesting visual resonance with the Berlin lekythos is found in the so-called
“Memnon Pieta” in the Louvre, the famous red-figure image (c. 490-480 BCE) of the goddess
Eos lifting her dead son Memnon in her arms after he has been killed by Achilles (fig. 2).*° She
holds him exactly as the Berlin mother holds her child, with her left arm under his back and her
right arm curled over him, suggesting that the Louvre image may be tapping into an existing

iconography of mothers holding the bodies of their dead sons. Similar images of Eos and

478 Berlin, Staatliche Museen, Antikensammlung F 2447. See Oakley 2003: 164. For images, see appendix.
479 Oakley 2003: 162; Backe-Dahmen 2008: 134-5.

480 Paris, Louvre, G 115; LIMC, Eos §324.
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Memnon in a nearly identical pose are also found on other black- and red-figure vases from the
early fifth-century BCE.*!

When Achilles lifts Hector’s body in his arms and places him on his bier, he is thus
explicitly taking on a maternal role, personally providing to his dead enemy the maternal care
that he had previously denied him access to. This action stands in sharp contrast to his behavior
in /liad 16, when he refused to protect the Achaean army and Patroclus. In /liad 24, Achilles has
gone from refusing to provide maternal protection to his own “children” to playing the role of a
mother for his greatest enemy. It is perhaps in reaction to, or in atonement for, Achilles’ previous
failure as a maternal figure that he now embraces the maternal role to such a dramatic extent.
Since it is too late for him to be the maternal protector that Patroclus needed at the crucial
moment, he now provides maternal care to someone else who needs it. Hector is the man who
killed Patroclus, but his corpse has nevertheless been left in an “orphaned” state by Achilles’
refusal to return it to his parents. Moreover, Hector’s mother Hecuba is not only not present, she
attempted to prevent Priam from retrieving Hector’s body at the beginning of Iliad 24 because
she thought Achilles would kill him as well (24.201-15). She has at this point in the poem
effectively given up on attempting to fulfill her maternal duties to Hector’s corpse because she
believes Achilles to be incapable of mercy, further emphasizing how Hector is functionally
orphaned because of Achilles’ past violent actions.*®? By becoming a substitute mother for

Hector, Achilles is repairing a breach in maternal care that he himself is responsible for causing,

41 LIMC “Eos” § 318 and 322. See also LIMC “Eos” § 317-326.

482 1 would like to thank Justin Vorhis for pointing this out to me.

204



an undertaking that could perhaps be seen as a form of compensation for his failure to provide
maternal care to Patroclus in //iad 16.

In Iliad 24, as in Iliad 16, we see Achilles’ maternal-protective drive reemerge when he
works to set aside or suppress his rage. As I discussed in Chapter 3, Achilles agrees to let go of
his rage against the Achaeans in Iliad 16, saying, dALO T0 P&V TpoTeTOYOOL EcopEV: 00O dpa
g fv / donepyeg kexoldoho &vi ppestv (“But we will allow these things to be over and done
with, nor was it in my heart to be angry unceasingly,” 16.60-61). In doing so, he is able to allow
his protective impulses to reassert themselves, as is shown by his prayer asking Zeus to allow
Patroclus to save the Greeks (16.236-48). Nevertheless, he is hindered from fully readopting his
protective role by his pride and desire for kleos and time, which prevent him from reentering the
battle.*®3

Similarly, in Book 24, Achilles works to let go of his rage when he is commanded to by
the gods.*** When Thetis tells him that Zeus desires him to accept ransom for Hector’s body,
Achilles replies, “Let it be so; whoever brings the ransom may carry away the corpse, if the
Olympian commands it with an urgent spirit” (tf]d” €in- 0¢g dmotva eEpot kol vekpov dyorto, / i
on mpdepovt Bopud OAOuUTIog anTog dvaryet, 24.139-40). Likewise, at 24.560-70, Achilles tells
Priam not to provoke him (unkéti vov 1’ €pebile, 24.560), lest he kill him and “transgress the
commands of Zeus” (A10g d" diitopot EpeTpnac, 24.570). Zeus’ command, conveyed through
Thetis, motivates Achilles to suppress the rage that he has been violently enacting upon Hector’s

corpse.*®> Then Priam’s supplication evokes pity in Achilles, giving him further reason to behave

483 See Chapter 3.
484 Cf. Schein 1984: 158; King 1987: 41-43. See also Kim 2000 on Achilles’ motivations for pitying Priam.

485 King 1987: 43.
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gently rather than violently.*3® With the rage no longer consuming him, Achilles’ maternal
identification is allowed to reassert itself, as it did in //iad 16. In this way he goes from abusing
Hector’s body at the beginning of Book 24 (24.14-21) to taking the lead in preparing Hector’s
body for burial in place of Hector’s absent mother.

An important way in which Achilles models feminine behavior in /liad 24 is in his lack
of concern for honor and glory. Whereas before in the //iad he was constantly ruminating about
his own kleos and timeé, in Iliad 24 he is instead primarily focused on human suffering, and in
particular on the suffering that has resulted from his own presence at Troy. The absence of the
themes of honor and glory from Achilles’ speeches in //iad 24 is particularly striking because
earlier in the /liad his awareness of his mortality made him particularly concerned with the kleos
and timé that he would win as a reward for an early death. For example, in //iad 1 he says in his
prayer to Thetis, pfitep énet 1’ Etexég ye pvovBadov mep €6vta, / Ty mép pot deeriev
‘OMdpmog €yyvari&ot, “Mother, since you bore me to be short-lived, / the Olympian should have
put timé into my hands” (1.352-53).%87 He believes that timé would not only be an acceptable
compensation for a short life, but that he is owed it as his right.

Similarly, in Iliad 9 we learn in the famous passage about the “choice of Achilles” that
Thetis told Achilles at some point in the past that if he came to Troy he would die young but win
eternal kleos (9.410-16):

pTnp vép € pé enot Bed OLtic dpyvponela
duyBadiog Eﬁpag eepépev Bovatolo T€Aog O€.
el Hév K vt pévav Tpdv TOAY AUEULAY®LLOL,

dAeTO PV pot vootog, atap khéog debitov Eotat
€1 0¢ kev oikad” ko eilny &g matpida yaiov,

486 Cf. Kim 2000.

487 Kirk reads this passage as a reference to the prophecy of Thetis that Achilles relays in 1/. 9.410-16 (see below)
(Kirk 1985: 88).
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MAeTO pot KAE0G E6OLOV, €l dnpodV € pot aiwv
gooetatl, 000¢ K€ P ok TEA0G BovaTolo Kuein.

For my mother, the goddess Thetis of the silver feet,

Says that I bear twofold fates towards the end of death.

If I remain here and fight around the city of the Trojans,

My homecoming is lost to me, but my k/eos will be unwithering.

But if go homeward to my dear fatherland,

My good glory is lost to me, but I will have long

Life, and the end of death will not come upon me swiftly.
Here Achilles indicates that in the past he was willing to die young in exchange for eternal k/eos,
just as Sarpedon says he is willing to do at /1. 12.323-25.4% This past choice is raised in the
context of the Embassy scene in /liad 9, in which Achilles struggles to decide whether to remain
at Troy or go home, actively questioning whether or not the values of kleos and timé are worth
dying for.**® He never resolves this dilemma, since the death of Patroclus intervenes and death at
Troy becomes inevitable if he wishes to seek revenge against Hector. At this point in the poem
Achilles is still concerned with receiving kleos as compensation for being killed in battle. If he is
fated to die, he wants glory in exchange: ®¢ kol €ymv, €l 61 pot opoin poipa TéTvktal, / Keicop
émel ke Odvo- viv 8¢ kKhéog £6OL0OV dpoiuny, “Thus also I will lie when I die, if a like fate has
been wrought for me, but now let me win good kleos!” (18.120-21).

In fact, out of the books of the //iad in which Achilles engages in direct speech (1,9, 11,

16, 18, 19, 20, 21, 22, 23, and 24), he displays a marked preoccupation with kleos and/or timé

(and related words such as kudos and geras) in all except Book 24. He uses the words time,

timao, geras, and kudos in direct speech more than any other individual character, and ties with

488 See Chapter 3.

489 At 9.400-9 Achilles says that no material compensation is worth his life.
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Hector for the most uses of the word kleos.**® In Book 1, Achilles references timé three times
(1.159, 1.353, 1.356) and geras five times (1.123, 1.161, 1.163, 1.167, 1.356).*! In Book 9 he is
found by the embassy singing the klea andron (9.189) and mentions kleos twice in direct speech
(9.413,9.415), as well as words relating to timé five times (¢timé 9.319, 9.608, 9.616, timao
9.608, atimetos 9.648) and geras four times (9.334, 9.344, 9.367, 9.422). In Book 11 Achilles
does not use words for glory and honor in direct speech, but he speaks of desiring the Achaeans
to come supplicate him (11.608-9), a clear reference to his concern for Agamemnon’s insult to
his timé in Book 1. Then in Book 16 Achilles mentions kudos three times (16.84, 16.88, 16.241),
timé three times (16.84, 16.237, 16.59), and geras twice (16.54, 16.56).

Achilles’ references to timé, kleos, kudos, and geras are most frequent in Books 1, 9, and

16, but similar uses of these words continue to pepper his direct speech in Books 18-23. In Book

490 Although if we count Hector’s uses of the adverbs dxAeide (22.304) and &bxreidg (22.110), he moves into the top
spot with 6 total references to kleos, compared to Achilles’ four. However, Achilles’ singing of the klea andron in
1liad 9 (9.189) displays his general preoccupation with kleos. Achilles uses the word #imé 7 times out of 25 total uses
in the [liad, the verb timad 4 times out of 23 total uses, kudos 7 times out of 69 total uses, geras 13 times out of 27
total uses, and kleos 4 times out of 29 total uses. Speakers who reference timé: Achilles (1.159, 1.353, 9.319, 9.608,
9.616, 16.84, 20.181), Agamemnon (3.286, 3.288, 3.459), Phoenix (9.498, 9.514, 9.605), Menelaus (17.92, 17.251),
Nestor (1.278, 23.649), Thetis (1.510), Odysseus (2.197), Sthenelus (4.410), Narrator (5.552), Glaucus (6.193),
Poseidon (15.189), Hera (24.57), Zeus (24.66). Speakers who use the verb timao: Achilles (9.608, 16.237, 20.426,
24.533), Narrator (2.4, 11.46, 15.612, 16.460), Agamemnon (1.175, 9.155), Chryses (1.454), Thetis (1.505), Hera
(1.559), Athena (8.372), Diomedes (9.38), Odysseus (9.297), Sarpedon (12.310), Zeus (15.77), Patroclus (16.271),
Menelaus (17.99), Hector (22.235), Nestor (23.649), Antilochus (23.788). Speakers who reference kudos: Narrator
(3.373, 4.145, 5.906, 8.51, 8.216, 11.79, 11.81, 11.300, 12.174, 12.255, 12.407, 12.473, 13.303, 13.676, 15.327,
15.595, 15.596, 15.602, 15.644, 16.730, 17.287, 17.321, 18.165, 18.465, 20.502, 21.543, 21.596, 22.207, 23.400),
Achilles (1.405, 16.84, 16.88, 16.241, 19.204, 22.18, 22.393), Hector (8.176, 10.307, 15.491, 18.294), Agamemnon
(8.237, 9.673, 10.87, 14.42), Nestor (1.279, 8.141, 10.544), Athena (4.95, 5.33, 22.217), Diomedes (4.415, 5.260),
The Achaeans (7.205, 17.419), Odysseus (9.303, 10.555), Menelaus (17.251, 17.566), Zeus (17.453, 24.110), Aencas
(5.225), Idomeneus (11.511), Hera (14.358), Poseidon (14.365), Xanthus the horse (9.414), Agenor (21.570), Priam
(22.57), Hecuba (22.435), Antilochus (23.406). Speakers who reference geras: Achilles (1.123, 1.161, 1.163, 1.167,
1.356, 9.334, 9.344, 9.367, 9.422, 16.54, 16.56, 20.182, 23.9), Agamemnon (1.118, 1.120, 1.133, 1.135, 1.138, 1.185,
19.89), Zeus (4.49, 16.675,24.70), Nestor (1.276,4.323,9.111), Thetis (1.507, 18.444), Thersites (2.237, 2.240), Hera
(16.457). Speakers who use the word kleos: Narrator (2.486, 5.3, 9.189, 11.21, 11.227, 13.364, 17.131), Achilles
(9.413, 9.415, 18.121, 23.280), Hector (6.446, 7.91, 8.192, 17.232), Agamemnon (4.197, 5.532), Odysseus (2.325),
Talthybius (4.207), Aeneas (5.172), Diomedes (5.273), Poseidon (7.451), Zeus (7.458), Phoenix (9.524), Nestor
(10.212), Ajax (15.564), Euphorbus (17.16), Glaucus (17.143), Andromache (22.514).

41 He also refers to the kudos of Briareus (1.405), but this is not directly relevant to his own situation.
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18, as noted above, Achilles declares that now he will win kleos (18.121), and in Book 19 he
refers to the kudos bestowed on Hector by Zeus (19.204). In Book 20, he describes hypothetical
timé and geras that he will prevent Aeneas from winning and refers to Patroclus as “honored”
(tetimenon, 20.426). Also in Book 20, the narrator describes Achilles as feto kbdo¢ dpéabat,
“straining to win kudos” (20.502). Similarly, in Book 21, the narrator says that Achilles is
pevéaive 6¢ kK0oog apéadat, “raging to win kudos” (21.543). In Book 22, Achilles refers to his
own kudos twice (22.18, 22.393), and the narrator describes his concern that one of the Achaeans
will take his kudos from him if they hit Hector with a spear (22.207). Then in Book 23, Achilles
describes mourning as a geras for Patroclus (23.9) and refers to Patroclus’ kleos (23.280).

In Iliad 24, however, although Achilles speaks extensively about death and suffering, he
does not speak of kleos even once.**? Timé is mentioned only in the context of the unfortunate
wanderer in the story of the two jars of Zeus who is “honored by neither gods nor mortals” (obte
oot TeTipévog obte Ppotoioty, 24.533).4%° This lack of references to honor and glory suggests
that Achilles no longer takes comfort in the knowledge of his own future fame. As I have shown,
Achilles’ death is very much on his mind during Book 24, but his kleos no longer seems to be a
concern to him. For example, when Thetis reminds Achilles that he does not have long to live
(24.128-132), Achilles does not attempt to comfort either her or himself with the k/eos he has

been promised in exchange for death as he did in /liad 18 (18.121). Nor does he seem to be

492 Zanker 1994: 80 argues that Achilles’ special awareness of the significance of death has almost totally
undermined his drive to win timé and kleos.

493 Zanker argues that this image of the dishonored man emphasizes Achilles’ disillusionment with timé in Iliad 24:
“And the man to whom Zeus grants only evil fortune will lose his material wealth so that he will suffer
degradation—honored neither by gods nor men—and the lot of a vagrant (531-33). The image of the jars thus
develops the theme of the fragility of timé enunciated in Achilles’ great speech in the Embassy and entertains no
idea of compensation for heroic or more generally human action” (1994: 123).
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concerned with his own timé. Donna Wilson has argued that Achilles’ acceptance of the ransom
(apoina) for Hector’s body represents his reintegration into the timé-based system of heroic
values.*** The concept of apoina is closely tied to timé,**> and Wilson contends that the apoina in
Iliad 24 gains the release of the body by representing the timé that Achilles has won.**® And yet,
as Postlethwaite points out, Achilles seems singularly uninterested in the gifts Priam brings:

It is instructive to compare Priam’s emphasis on the size of the ransom he brings,
‘beyond number’ (24.502), and on the joy which he claims the ransom will give
Akhilleus (24.556), with Akhilleus’ own reaction to it. To the two speeches of Priam
Akhilleus makes two lengthy replies (24.517-51 and 24.560-70); in neither of these
two replies does Akhilleus so much as mention the ransom on offer. ... Akhilleus
similarly pays no attention to the gifts when the moment comes to unyoke the mules
and to unload the ransom from Priam’s wagon, but leaves the task to his companions
Automedon and Alkimos (24.575); yet by contrast he himself supervises the ritual of
washing, anointing, and clothing the corpse of Hektor, and he it is who finally places it
upon the wagon.**’

Postlethwaite concludes: “Throughout the scene Akhilleus appears anxious to downplay the role
of Priam’s gifts in his decision to return Hektor’s body for burial.”**®

Achilles does not display any interest in how his decision to ransom Hector’s body will
influence his timé or kleos. This attitude stands in sharp contrast to that of the gods, who at the
beginning of /liad 24 are very concerned about issues of honor and glory in relation to what
should be done about Hector. Zeus tells Thetis that he refuses to acquiesce to the other gods and

let Hermes steal the corpse because he wants to bestow kudos on Achilles (24.109-11):%°

494 Wilson 2002: 133.

495 Wilson 2002: 16-38.
496 Wilson 2002: 129.

47 Postlethwaite 1998: 96.
498 Postlethwaite 1998: 97.

49 Richardson argues that kudos here refers to the glory Achilles will receive from Priam’s ransom (1993: 288).
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KAyar & dtphvovsty Ehckomov apyeipdvtny:

avTap Eym T6dE KHOOC AYAANT TPOTIATTM

aid® Kol EIAOTNTO TENV PeTOMIcHE PLAAGGMV.

They are urging the clear-sighted slayer of Argus to steal the body;

But I am bestowing this kudos on Achilles,

Guarding your reverence and love in the future.
Hera is angry at the idea that Hector and Achilles will be granted the same timé, since Hector is
the child of a mortal mother while Achilles is the son of a goddess (24.56-59). Zeus assures Hera
that the timé awarded to each will not be the same,* but declares that the gods have an
obligation to Hector because of the timé he gave them through offerings (24.65-70). We might
expect Achilles to be similarly concerned with whether accepting the ransom will increase or
diminish his timé and kudos/kleos, but when Achilles agrees to release Hector, he simply says
that he will let the corpse be taken away by the man who brings the ransom, since Zeus wills it
(24.139-140). The only point at which he seems concerned with the apoina, and indeed the only
other instance in which he mentions it in the poem, is when he attempts to justify his decision to
release Hector’s body to Patroclus (24.592-95):

un pot ITatpokie oxvdpovépey, ol ke moonot

elv "Aido¢ mep émv 611 “Extopa diov EAvca

notpl P, £mel oV pot dekéo dDKEV dmotva.

601 & ad £yo Kol TBVS” dmoddocopat 666" EmEoiKey.

Don’t be angry with me, Patroclus, if you learn,

Although you are in the house of Hades, that I ransomed shining Hector

To his dear father, since he gave me a ransom (apoina) that was not unseemly.

But I will give you a share of it, as much as is fitting.

If Achilles is concerned with anyone’s #imé in this passage, it is Patroclus’, since he emphasizes

the ransom’s benefit to Patroclus rather than to himself. The ransom is not meant to console

590 Richarson suggests that the special honor Achilles will receive will come in the form of Priam’s gifts (1993:
284).
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Achilles by granting timé to Patroclus, however, but to propitiate Patroclus’ potentially angry
shade.>*! Although he had previously made references to Patroclus’ honor and glory, particularly
with regard to Patroclus’ funeral rites in /liad 23 (23.9, 23.280), honoring Patroclus with an
ostentatious cremation and funeral games does not alleviate Achilles’ grief. At the beginning of
lliad 24, Achilles remains distraught, weeping and unable to sleep (24.3-5). He is described as
“longing for the courage and might of Patroclus” (ITatpdxiov moBéwv dvdpotitd T€ Kol pévog,
24.6). Far from providing comfort, recollection of Patroclus’ martial prowess only causes
Achilles further pain.

What then can we make of Achilles’ lack of engagement with themes of ¢timé and kleos in
the final book of the //iad? Achilles seems to feel in //iad 24 that the timé and kleos of the dead
do not alleviate the grief of those left behind, just as they are not sufficient to alleviate his own
grief for Patroclus or the knowledge of his own coming death.>*? In the /liad, this refusal to find
consolation in kleos is shared only be female characters such as Andromache, who says that she
wishes Hector had died in his bed, indicating that she would have preferred him to be near her in
his last moments rather than dying gloriously (24.743-45).

The idea that a person does not receive consolation from hearing of their own kleos is
echoed in the Odyssey, when Odysseus weeps while listening to Demodocus’ song about the
Trojan horse (Od. 8.521-31):

ToDT 8p’ 60150g Gelde TeptkALTOS: avTap ‘OdVCCEDS

TNKETO, OGKPL & EdgveV VIO PAEEAPOICT TOPELG.
¢ 6¢ yovn Khainot pilov mOGY AuETEcOvo,

01 Richardson reads 24.592-95 as one of the few passages in the Iliad “where we glimpse the idea that the living
could fear the continuing anger of the dead, or that the dead might require any form of offerings after the actual
burial was completed” (1993: 338). He interprets Achilles’ promise of gifts to Patroclus as an attempt to ward off
miasma.

502 See Pucci 1998 on how Achilles experiences the role of one mourning the glorious death of a warrior through his
grief for Patroclus.
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0¢ 1€ £fic Tpdchev TOAOG AadV TE TESN OV,
80Tl Kol TEKEEGTY AUOVOY VIAEEC TiLOp-

N pev tov Bvnokovta kol domaipova idodca
ape’ avT®d youévn AMyo KokveL ol 8¢ T Omiobe
KOTTOVTEG SOVPESTL HETAPPEVOV NOE Kol DLOVG
gipepov gicavayovot, movov T° ExEpey Kol Olov:
Mg 0~ €éAeevotdre Gyel pBvubovot Tapetai:

¢ ‘Odvoedg Eheetvov DI’ dppOGt Sdcpvov Epey.

The famous bard sang these things. But Odysseus

Melted, and he drenched his cheeks under his eyelids with tears.
As a woman weeps, falling upon and embracing her dear husband,
Who fell before his city and his people,

Warding off the pitiless day from his city and his children;
Having beheld him dying and gasping

She embraces him and laments piercingly. And behind her, men
Strike her with their spears on the middle of her back and her shoulders,
And they lead her away into slavery to have toil and lamentation.
And her cheeks waste away with most pitiable grief.

Thus Odysseus shed pitiable tears beneath his brows.

Odysseus, upon hearing Demodocus sing about his role in engineering the fall of Troy through
the ruse of the Trojan horse, is struck with an intense grief like that suffered by the victims of
this martial feat, the Trojan women whose husbands were killed by the Greeks and who were led
away into slavery.’® In other words, hearing about his own kleos makes Odysseus suffer pain
similar to that inflicted by him in the process of winning it. As Zachary Biles has shown, the
Odyssey suggests that hearing one’s own kleos recounted is not necessarily a pleasant event.>%*
However, Odysseus himself does not seem to be aware of this phenomenon until he himself

experiences it, as is shown by his attempt to (unsuccessfully) comfort Achilles in the underworld

by reminding him of his heroic status (Od. 11.482-6). The Odyssey thus shows characters

503 Foley 1978 suggests that the purpose of this and other “reverse-sex similes” in the Odyssey is to reinforce
dominant gender roles and social order through reversal followed by resolution.

304 See Segal 1996; Biles 2003.
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developing a more nuanced awareness of the emotional effects of hearing one’s own poetic kleos
than most male characters in the //iad seem to perceive.

Achilles’ speech to Priam in /liad 24 can also be said to align with the attitudes of female
lament in that it emphasizes the negative effects that the death of the lamented warrior causes to
those he leaves behind.’% For example, in her lament for Hector in /liad 22 Andromache
describes her sorrow at having been left a widow (22.477-84) and the miserable life that their son
Astyanax will lead now that he has been orphaned: if he survives the fall of Troy, he will lose his
lands and possessions (22.489) and will have to beg for scraps from his father’s former
companions (22.492-501). Similarly, in her lament at Hector’s funeral in //iad 24 Andromache
reiterates the pain and suffering that Hector’s death has caused his family (24.725-45):

avep G’ aidvoc vEog MAED, KA & pe yHpNV
Aeimelg év peydpoiot Taig o° €Tt VATIOC adTmg

OV Tékopev o0 T €YD T€ SLGAUILOPOL, OVOE LV O1m
APV i&ecbar- mpiv yap moA 1o Kot GkpnG
népoetar 1 Yop SAwlog émickomog, 8G Té uv avTVv
POoKeD, £xe d° AAOYOVE KEOVAG KOl VATILOL TEKVAL,
al 01 TOL TaYo VLGV OYGOoVTOL YAUPLPTOL,

Kol PV &y petd Thot od & ol Tékog 1 ol oadTh
gyeat, &vOa kev Epya dewcéa £pyaloto

aOAELOV TPO AVOKTOG AUEIAYOVL, T) TIC AYOLDdV
plyel xe1p0Og EAAV A0 TUPYOL AvypoOv dAeOpoV
YOOUEVOS, O 81 ToL Adelpedv Extavey "Extmp

N Tatép’ ME Kol vidv, émel pdha ToALOL Ayoudv
"Extopog &v mardpunoty 080E ELov domeTov ovdag.
0¥ yap peidtyog Eoke matnp te0g &v dai Avypfi-

TO Koi pv Aooi pev dd0povtat katd dotv,

apnToV 8¢ TokeDGL YOOV Kol TEVOOg EBmKag
"Extop- éuoi 8¢ pdiioto Aeleiyetat dAyso Avypd.
oV Yap pot Bvriokav Aexéov ék yxeipag dpegoc,
08¢ i pot elmec muKIVOV Emog, o Té KeV aiel
HeRVIUNY VOKTAG T€ Kol jHOTo dAKPV XEOLGO.

Husband, you perished young from life, and you left me

305 Cf. Holst-Warhaft 1992 and Alexiou 2002 [1974] on how this element of Homeric lament is also present in the
traditional laments of Modern Greek women.
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A widow in your halls. And the boy is still only a baby

Whom we bore, you and I, both ill-fated, nor do I think

He will reach manhood. For before then this city will be laid

Waste from top to bottom. For you, its guardian, have perished, who
Protected it, and you kept safe its noble wives and young children,

Who swiftly will be borne in the hollow ships,

And I among them. And you, child, will either follow me

And toil over shameful tasks there, suffering

On behalf of an ungentle king, or one of the Achaeans will

Seize your hand and throw you from the tower to baneful destruction,

Angry because Hector killed his brother

Or his father or his son, since a great many of the Achaeans

Bit the vast earth with their teeth at the hands of Hector.

For your father was not gentle in destructive battle.

Therefore the people lament him throughout the city,

And you, Hector, have made accursed lamentation and grief for your parents,
But for me especially baneful sorrows have been left,

For you did not stretch out your hands to me from your bed while you were dying,
Nor did you speak some wise word to me, which I might

Remember always, shedding tears night and day.

Hector’s death has created “accursed lamentation and grief” (dpntov...yéov kai té€vhog) for

Hecuba and Priam (24.741) and “baneful sorrows” (8Ayea Avypd) for Andromache (24.742).

Andromache lists the destructive consequences that will result from Hector’s absence: the city

will be sacked (24.728-8), and the woman and children will be sold into slavery, including

Andromache herself (24.732-3). Moreover, Astyanax will either be doomed to a life of servitude

or will be killed before he can reach manhood. Andromache explicitly links Astyanax’s probable

death with Hector’s prowess in war: it is likely that one of the Achaeans will seek revenge on

Astyanax for a relative’s death at Hector’s hands because Hector killed many men in battle

(24.735-40). In this way, she stresses that the very actions that will bring Hector glory have

caused heightened suffering for his family.

506

506 Cf. Murnaghan 1999.
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Other women in the //iad also emphasize the personal suffering caused by the deaths of
the men they lament.>*” For example, in her lament at Hector’s funeral Helen describes how
Hector used to come to her defense when his relatives were cruel to her, but she says that now
that he is dead there is no one left in Troy who will treat her kindly: o0 yap tic pot &t” GAAog évi
Tpoin gvpeln / o ovde eilog, mhvteg 6 pe meppikacty, “For there is no other person in broad
Troy who is gentle or friendly to me, but all shudder at me” (24.774-5). Without Hector, Helen
will be vulnerable to social isolation and verbal abuse. Similarly, Briseis mentions in her lament
for Patroclus that Patroclus said he would make her the wife of Achilles (19.227-300):

p €paokeg AytAiijog Beloto

Kovpdinv droyov Oncewy, G&ev T évi vipueiv

&¢ @Binv, daicew d¢ yapov petd Muppddveoot.

T 6 quotov Khaim tefvndta peiliyov aiel.

You said that you would make me

The wedded wife of godlike Achilles, and that you would lead me in a ship

To Phthia and make a wedding feast among the Myrmidons.

Therefore I weep for you continually now that you, always kind, are dead.
With Patroclus’ death, Briseis has lost an advocate, just as Helen did with Hector. Now that
Patroclus is gone, there is no one to ensure that the promised marriage with Achilles will take
place. Instead, Briseis will remain in the social status of a slave. %

As Holst-Warhaft has argued, the emphasis in these laments on the suffering caused by

the warrior’s glorious death in battle serves as a critique of martial kleos.’” However, it is

07 See Seremetakis 1991 on how lamenting women use pain as social currency.

308 Briseis’ need for an advocate is illustrated by Achilles’ comment that he wishes Artemis had killed Briseis with
an arrow rather than allow her to become a cause of strife among the Greeks (19.56-62). Despite his declaration at
9.342 that he “loves and cares for her” (piléet kal kndeton), she is clearly disposable to him. For more on Briseis’
lament, see Skinner 1982; Dué 2002; Tsagalis 2004: 82-87, 139-143.

% Holst-Warhaft 1992; Murnaghan 1999.
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possible to read Andromache’s lament for Hector at //. 24.725-45 as an implicit rebuke of
Hector’s own pursuit of glory in particular. In /liad 6, Andromache urges Hector not to fight in
the frontlines out of pity for her and Astyanax (6.407-9). She advises him to direct his troops to
defend the wall rather than going into battle himself (6.431-39). As I discussed in Chapter 3, she
is asking him to prioritize the defense of the city and his relationship to her and Astyanax over
the pursuit of his own personal kleos.>'° Hector, however, refuses her request, insisting that he
must fight among the first and win kleos (24.444-46).

In this context, Andromache’s emphasis in her lament at Hector’s funeral on what she,
Astyanax, and the Trojan people will suffer now that Hector has died can be seen as a reproach
to Hector, a reminder that these things will come to pass because he ignored her advice and
chose his own kleos over the well-being of his family. Andromache’s insistence that she suffers
ndAiota, “especially” (24.742), because Hector died in battle rather than in his bed is significant.
On a basic level, this statement can be seen as an example of how female characters in the /liad
tend to be hostile to male kleos.’'! However, it can also be seen as a specific reference to the
conflict that Hector’s pursuit of kleos and desire for a glorious death created in Andromache’s
and Hector’s relationship. Hector’s death in battle causes grief to Andromache “especially”
because the fact that he died in battle is a reminder of his disregard for both her advice and her

pleas in /liad 6. This martial death becomes a sign of the inability of the two of them to enter into

310 Chapter 3. Cf. Arthur 1981; Zanker 1994: 55.

11 For the theme of female hostility to male warrior kleos, see Chapter 1.
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the state of homophrosyné that Odysseus at Od. 6.181-2 says is a key ingredient in a successful
marriage.>!?

Achilles’ first consolatio to Priam is similar to the laments quoted above in that it lists the
misfortunes endured by specific individuals. The theme of the speech is the inevitability of
suffering for mortals, illustrated by the parable of the two jars: two jars stand on the threshold of
Zeus, one filled with good things and the other with bad. Zeus gives each mortal a mix of gifts
from both jars, or from the bad jar only, but no mortal receives gifts only from the good jar
(24.527-33). Achilles then adduces two examples to demonstrate the truth of this statement,
Peleus and Priam (24.534-48):

O¢ pev kai [InAR{t Beoi docav dyiad ddpo

€K YEVETNG® TAvVTOC YOp €T AvOpOTOVG EKEKOGTO
OAPw e MAOVTE T€, dvacoe 0& Muppddvesat,
Kai ol Ovnt® £6vTL Bedv moincav dxottuy.

AL €mil Kol 1@ OfKke Be0g KoKV, dtTi 01 0D TL
TAldWV €V LEYAPOIOL YOVT] YEVETO KPELOVTOV,
GAL™ Eva oo TEKEV TOVOMPLOV: 0VOE VU TOV Ve
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Thus the gods gave Peleus good things

From his birth, for he excelled among all men

In prosperity and wealth, and he ruled the Myrmidons,

And although he was mortal, they gave him a goddess as a wife.
But upon him a god also set evil, because for him

No offspring of princely sons was born in his halls,

But he begot one son doomed to an untimely end. Nor do I now
Care for him as he grows old, since very far from my homeland

312 00 pgv yap tod e kpgicoov kai dpetov, / §| 60° dpoppoviovte vouacty oikov &mrtov / dvip 18 yovi- “For
nothing is stronger and better than when a man and wife with homophrosyné in their thoughts have a household”
(6.181-2).
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I'sit in Troy, causing pain to you and your children.

And you, old man, we hear that before you were prosperous.

However far Lesbos, the seat of Macar, encloses from above,

And Phrygia from below, and the boundless Hellespont,

They say that you, old man, surpassed these lands in wealth and in sons.

But since the heavenly gods brought this disaster to you,

Always around your city are battles and the slayings of men.
Both Peleus and Priam serve as examples of men who were once fortunate but who have now
come to grief, demonstrating the truth of Achilles’ statement that no mortal can live without
suffering. Significantly, the misfortunes that Achilles describes are in both cases the result of
Achilles’ own actions. Peleus suffers because he has one son who will die young and who does
not care for him in his old age because he is fighting in a foreign country. Both Achilles’
impending death and his absence from Phthia are a result of his decision to come to Troy in
pursuit of the kleos aphthiton promised by Thetis, an instance in which he put his desire for glory
above the needs of his father, just as Hector put his desire for glory above the needs of his family
and city.

Priam’s misfortunes can also be largely attributed to Achilles, the man who has “killed so
many of his sons” (oi moAéag ktdvov viac, 24.479). Achilles links Priam’s sorrow closely with
Peleus’ by emphasizing that he himself is the cause of both.>!* He does not care for his aged
father because, as he says, “very far from my fatherland I sit in Troy, causing pain to you and
your children” (8nei péha TnAGOL ThTpnc / Huon &vi Tpoin, 6é te KNSV N8E 60 tékva, 24.541-2).
Both men have lost sons because of Achilles’ desire to die for kleos aphthiton. 1t is also
significant that Achilles describes his activities at Troy, the activities that keep him away from

his father, in terms of the pain he has caused (¢ te k|0®V 10¢ ca TéKVa, 24.542) rather than in

terms of his martial exploits. Even to say that he had killed Priam’s sons would have subtly

513 Cf. MacLeod 1982: 134.
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evoked Achilles’ kleos, since killing men in battle is one way to win martial glory.>'* The change
in Achilles’ perception of his own actions is particularly evident when we compare 24.541-42
with Achilles’ similar statement about Peleus at 19.323-5:
6¢g mov viv ©BineL 1é€pev Katd ddkpvov eifet
yMTel T01008” viog: © & dALoSomd Evi S
etvexa pryedaviig ‘EAévng Tpwoiv moiepilom:
[Peleus,] who now I suppose in Phthia sheds a soft tear
From lack of such a son, who in a foreign land
Makes war on the Trojans for the sake of chilling Helen.
Just as at 24.541-42, Achilles at 19.323-5 contrasts Peleus’ longing for him with his own
presence at Troy. However, Achilles’ description of himself at 19.324-5 stresses his own martial
actions: the phrase Tpwoiv moiepilm (19.325) evokes his heroic role as champion of the Greeks.
Yet Achilles’ description of himself at 24.541-42 is much less heroic. The verb kndém, meaning
“trouble” or “distress,” does not suggest martial feats in the same way that moAepilw does.*!
Rather, the way in which Achilles is causing suffering to Priam and his children is left
unspecified, emphasizing not Achilles’ heroic actions but those actions’ human cost.
There is a similar contrast between 24.541-42 and Achilles’ statement at 18.121-5 that he
will win glory and make Trojan women weep:
VOV 8¢ kAE0G €6OAOV dpoiuny,
kai tva Tpoiddmv kol Aapdavidwv fadvkdArwmv
AULPOTEPNOLV XEPCL TAPELAMY ATAAAWDV
dakpv’ OpopEapévny adtvov otovayioat EQeiny,
Yvoiev & g o1 POV €YD TOAENLO10 TETAVLOL:
But now let me win good kleos,
And let me make one of the Trojan women and deep-bosomed Dardanian women

Wipe the tears from her soft cheeks with
Both hands and groan ceaselessly,

314 Cf. Sarpedon’s speech at I1. 12. 326-28.

315 For kfdo in the lliad, see Lynn-George 1996.
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And let them know that I have ceased from war for a long time.
In this passage, Achilles clearly demonstrates an awareness of the pain he will cause by winning
kleos and seems to relish it, measuring his own prowess by the sorrow he will be able to
create.’'¢ At 24.541-42, however, he remains conscious of the suffering brought about by his
actions, but no longer celebrates this pain as a cause of kleos. Rather he links it to the pain he has
caused his own father, suggesting an implicit regret for both outcomes.*!’

Achilles’ speech of the two jars at 24.517-51 can thus be seen as a kind of inverted
version of Andromache’s lament for Hector at 24.725-45. While Andromache speaks of the pain
Hector has caused her and her child by fighting and dying in the war, Achilles speaks of the pain
that his own participation in the war and anticipated death will cause others. In the same way that
lamenting women downplay the kleos of fallen warriors and emphasize the pain caused by their
deaths, Achilles omits mention of his own kleos and instead speaks of the negative consequences
of his martial actions. And as Andromache’s lament for Hector can be read as a subtle rebuke of
Hector’s choice of his own pursuit of k/eos over his relationship to her and Astyanax, Achilles’
speech can be read as a self-rebuke expressing sorrow for the outcome of his decisions. MacLeod
writes, “If in 18 [Achilles] could overcome the sense that his life was wasted by going out to
fight and kill, here he sees it as wasted because he is only fighting and killing.”>'®
Achilles’ speech of the two jars differs from the perspective of female lament, however,

in that he seems to express sadness not only for the pain he has brought his family, but also for

516 Cf. Pucci 1998 on how 18.121-5 shows the relationship between women’s tears and male kleos.

517 Zanker 1994: 62 argues that we can read this passage as an expression of guilt on Achilles’ part. Given the social
and legal obligations that Ancient Greeks were under to take care of their parents, I do not see how Achilles can
speak of his neglect of his father without implicit self-reproach. See Reinhold 1976: 25 for poetic dicta and laws
from the sixth century onwards compelling Greeks to honor and care for their parents.

518 MacLeod 1982: 27.
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the suffering he has caused his enemies. Indeed, in //iad 24 Achilles repeatedly elides
distinctions between friends and enemies, as is shown by the equivalence he draws between
Priam and Peleus and the emotional connection he forges with Priam on the basis of their shared
suffering.>!® Schein writes of this connection:
Here Achilles is sharing with Priam in a common humanity beyond death, or rather, in
a humanity conditioned by their mortality and mutual understanding of “the way the
gods have spun for wretched mortals / to live in sorrow, while they themselves are free
from cares” (24.525-26).
This eliding of distinctions is already visible in /liad 21 when Achilles calls Lycaon philos,
“friend,” before killing him (21.106). With the new clarity of vision he has gained from
Patroclus’ death, Achilles’ consciousness of human mortality causes him to see all men as philoi,
united by a common fate that transcends categories of Greek and Trojan, friend and enemy:
He does not speak sarcastically when he addresses Lykaon as “friend” (philos,
21.106). Rather, he invites the Trojan youth to join him in the only solidarity and
shared humanity that mean anything to him, the solidarity of their shared mortality, the
solidarity of death. In effect he says, “You appeal to me as a suppliant, as one with
whom you have broken bread, to show you mercy. I shall do what I can for you, I shall
show you the only mercy I know, I shall treat you, philos, as I treat myself: I shall kill
you.” In Achilles’ vision, human solidarity and deadly hatred have been fused in a will
toward death for Hektor and all the Trojans and for himself.*
But whereas in //iad 21 Achilles kills without compunction because death is inevitable, In //iad
24, he turns away from the “deadly hatred” he felt in earlier books (24.139-40, 24.560-70). As a

result, his consciousness of death now leads him towards compassion and affective rapport with

his fellow human beings, regardless of their political relationship to him.

519 See Zanker 1994: 129 on how Achilles’ “magnanimity” towards Priam exceeds previous mercy he has shown
towards enemies such as Eetion.

520 Schein 1984: 148-9. For similar interpretations of the Lycaon passage, see also Whitman 1958: 160; King 1987:
17; Richardson 1993: 62.
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In this slippage of distinctions between friends and enemies, Achilles resembles Helen,
who by virtue of her precarious position has an emotional stake in both the Greek and Trojan
sides of the war.*?! Significantly, this position of emotional involvement with both sides of the
conflict is characteristic of other female characters in the //iad as well. Briseis, for example,
seems to have bonded with her Greek captors while continuing to mourn for her dead family.
She even equates her sorrow at Patroclus’ death with her sorrow at the loss of her husband and
brothers (/1. 19.287-94):

[Tatporhé pot detif] mAeliotov kexapiopéve Bupud
Lwov pév o Eletmov £ym Khcinbev iodoa,

VOV 8¢ og TebvndTa Kiydvopon dpyope Aadv

ay aviodo - MG Lot SEYETOL KOKOV €K KOKOD aiet.
avipa pEv @ 5066V pe TaTP Kol TOTVIO TP
€100V PO MTOMOG dedaiyuévov OEET yahkd,

TPELS TE KOGLYVITOVGS, TOVG pot pia yelivato unnp,
kndeiovg, ol mhvteg OAEOPLOV HUOp EmEGTOV.

Patroclus, most pleasing to the heart of wretched me,

I left you living when I went from the huts,

But now I find you dead, marshaller of the people,

When I come back. Thus for me evil succeeds evil always.

I saw my husband to whom my father and lady mother gave me
Hewn with sharp bronze before the city,

And my three beloved brothers, whom one mother bore,

Who all faced the day of destruction.

Briseis characterizes Patroclus’ death as yet another evil in a succession of evils that befell her
when her city was sacked and her husband and brothers were killed, indicating that she came to
care for him as she cared for them. Achilles’ other captive women also mourn for Patroclus. In
lliad 19, the narrator says that the women mourn for Patroclus as a “pretext” (mpdpactv), but that

each woman mourns for her own sorrows (émi 8¢ otevdyovto yovaikeg / [Tdtpokiov Tpdpacty,

521 For Helen’s sympathies for both sides of the conflict, see Chapter 2.
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ocp®V 0" avtdv KNde” ékdotn, 19.301-2). However, when the news of Patroclus’ death is first
announced by Antilochus in /liad 18, the grief expressed by the women seems genuine and
spontaneous (/. 18.28-31):

dpmai & ag Ayhedg Anicoato [Tatporxhdc te

Bopov axknyéuevar peyad” ioyov, €k 6& Bvpale

gopapov ape’ Ayiifja daippova, xepoi & maoal

ot bea TemAyovto, A0Bev &” VIO Yvio EKACTNC.

The slave-women whom Achilles and Patroclus had taken as booty

Grieved in their hearts and cried out loudly,

And they ran outside around skilled Achilles, and all struck

Their breasts with their hands, and the limbs of each were loosened beneath her.
Here the narrator describes the emotional state of the women as “grieving” (dxnyépevar), and the
description of their limbs loosening beneath them (A00ev 6™ VmO yvia £kdotng) indicates a
physical reaction of distress at hearing of Patroclus’ death. Like Briseis, then, Achilles’ other
captive women seem to have bonded emotionally with Patroclus while continuing to grieve for
“their own sorrows” (c@®v & avt®v knde’, 19.302), which presumably also involve the sacking
of their cities and the deaths of loved ones. ?? It is a feminine position to be caught between two
sides of a war, owing affection to both. Achilles’ blurring of boundaries between friends and
enemies can therefore be described as feminine.

Like Helen, Achilles reflects upon how his own kleos is bound up with suffering. As I

discussed in Chapters 1 and 2, Helen, in her own words, regards her kleos as an evil fate from

Zeus (Il. 6.356-58) and closely associates her own future fame with the pain that has resulted

from the Trojan war.>?® This association is in turn tied to Helen’s repeated self-blame and wishes

322 See Seremetakis 1991: 108-9 on how during the kldma, or communal mourning that precedes the funeral and
burial, Maniot female relatives of the deceased will invite other mourners to lament for their own dead as well. This
has the effect of drawing mourners into a community of shared grief that includes the living and the dead.

523 See Chapter 1 and Chapter 2.
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that she had died before coming to Troy.’?* In Chapter 1, I argued that Helen regards her kleos as
an evil fate because it is a destructive kleos, in contrast to the kleos that women in Archaic epic
typically derive from generative activities. In this way, Achilles’ own self-rebuke in the context
of the negative consequences that his own death and subsequent k/eos will have both on his
friends and his enemies likens him to Helen and can perhaps be read as a further way in which he
exhibits a feminine perspective in lliad 24.

In Chapter 2, I discussed Helen’s and Achilles’ statuses as metapoetic characters. The
ways in which Achilles’ speeches in the //iad employ diction and compositional techniques
associated with the poem’s narrator have been well-documented by Richard Martin.>* I will
conclude this chapter with an examination of how certain themes and motifs of lament that
appear in the speech of female characters such as Helen and are prominent in Achilles’ speeches
to Priam in //iad 24 are also found in the speech of the narrator throughout the poem, particularly
in the “short obituaries” that the narrator uses to describe the deaths of warriors in battle. In this
way, [ will further explore the “feminine” aspect of the Iliad’s poetics that I proposed at the end
of Chapter 2 while shedding light on what Achilles’ use of the discourse of lament in //iad 24
means for the //iad’s overall evaluation of the value placed on kleos by Iliadic society.

Three elements of female lament that are found both in Achilles’ speeches in Iliad 24 and
in the narrator’s descriptions of dead and dying warriors are the motif of dying far from home,

the emphasis on the grief of the loved ones left behind, and the stress placed on the untimely

324 See Chapter 2.

525 Martin 1989.
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nature of the warriors’ deaths.>?® For example, we see all three of these elements in the obituary
for the Thracian Hippothous, who is killed by Ajax over Patroclus’ body (17.300-303):32

00" dyy’ avtoio méce mPNVNG Ml vEKP®D
A" ano Aopiong Epdiakoc, 00dE ToKEDGL
Opéntpa piloig dnédmke, Lvoveadlog o€ ot aiwv
gmhed’ v’ Alavtog peyadvuov dovpi SapévTL.

And he fell near him on his face upon the corpse,

Far from deep-soiled Larisa, nor did he repay

His dear parents for their rearing of him, but his life was short,
And he was brought low beneath the spear of great-hearted Ajax.

The narrator stresses that Hippothous died far from his homeland of Larisa, that his life was
short, and that he caused pain to his parents with his death, since he will no longer to be able to
care for them in their old age as they cared for him when he was younger.

Christos Tsagalis has noted how an element of deixis used to highlight the separation
between the lamenter and the lamented is a prominent feature of laments in the /liad.’*® He
describes how this theme of separation in death is applied both to the Greeks and the Trojans:

Space is an important dimension in the verbalization of a personal lament, since it
offers the speaker the opportunity to develop certain themes linking the distance
between a warrior’s native land with the place he meets his death. This, given the
[liadic plot, should apply more to the Greeks who die away from home, and not to the
Trojans who perish in their native land. But, as we will see, separation may also
acquire another scope when it refers to the Trojans: that of separation from dear ones

and a past life of happiness experienced by the deceased before the beginning of the
war.>%

326 For a typology of the traditional elements of lament, see Tsagalis 2004. For a discussion of which of these
elements appear in the narrator’s obituaries, see Tsagalis 2004: 189. Cf. Scodel 1992.

327 Cf. Griffin 1980: 108.
28 Tsagalis 2004: 75-105.

52 Tsagalis 2004: 75.
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A classic example of the motif of the warrior’s death far from home is found in Thetis’ lament
for Achilles in //iad 18, when she speaks of how she will never receive him home to his father’s
house (18.55-60).3%° Thetis will never welcome Achilles home again because he is fated to die in
Troy, as Achilles himself knows. Achilles’ keen awareness of his separation from his home is
expressed in his first consolatio to Priam when he says that he does not care for his aged father
because “very far from my fatherland I sit here in Troy” (uéAo TWA60L éTpng / fuon évi Tpoin,
24.541-2). The narrator too employs the motif of the death far from home to increase pathos, as
in his description of the dead Protesilaus’ ship in /liad 15: j llpwtecilaov &vewcev / é¢ Tpoiny,
008" adTig dmryorye maTpido yoiov, “It bore Protesilaus / to Troy, but it did not bring him back
again to his fatherland” (15.705-706).

The theme of premature death is another element of lament that is adopted by both
Achilles and the narrator.>*' In her lament in I/iad 24, Andromache stresses that Hector died
before his time, saying, Gvep &’ aidvog véog dAeo, “Husband, you perished young from life”
(24.725).5% Achilles also emphasizes that he will die young, calling himself mavadpiov,
“doomed to an untimely death” (24.540). Youth is a trait that the narrator highlights in obituaries
to emphasize the tragic nature of the death being described, as in the death of Hippothous above

(17.300-303), or in the death of Simoeisius, whose premature death is recounted with the same

530 For how Thetis’ lament is similar to laments for Hector by Hecuba and Andromache, see Edwards 1991: 151.

331 For this motif in the narrator’s short obituaries, see Griffin 1980: 108; Tsagalis 2004: 185. For this theme in
lament, see Tsagalis 2004: 103-108.

532 MacLeod points out that each of the formal laments in /liad 24 begin with the speaker naming Hector’s

relationship to themselves, as with Andromache’s avep (1982: 150). This detail emphasizes what each speaker has
lost with Hector’s death.
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formulaic lines about not being able to repay his parents for their care of him (4.477-79=17.301-
303).5%

As in lament, the pain of heroes’ parents and wives is frequently emphasized in
obituaries.”** Sometimes the suffering that the hero’s death will cause these loved ones is made
explicit, as in the obituary of the sons of Phaenops when they are killed by Diomedes (5.152-
58).% The fate of Phaenops as described in this obituary closely mirrors the fate of Peleus in
Achilles’ speech in /liad 24: he loses his only offspring in the war and grows old alone without
heirs. As a result, Phaenops experiences yoov kai koo Avypa, “lamentation and baneful cares”
(5.156). This phrase also resonates with Andromache’s statement in her lament for Hector in
1liad 24 that his death has left “lamentation and sorrow” (yéov kol mtévBog, 24.741) for his
parents and “painful cares” (dAyea Avypd, 24.742) for her. In a similar war, the narrator describes
the grief of Protesilaus’ wife after he is killed at the beginning of the war (2.698-702).%%

Sometimes the suffering that will be experienced by loved ones is not explicitly stated by
the narrator but is heavily implied by extended portraits of a hero’s family beyond the simple
patronymic needed for identification. By describing the parents and wives of dead heroes to the
audience, the narrator prompts listeners to imagine what the consequences of the heroes’ death

will be for these relatives. For example, before Iphidamas is killed by Agamemnon in //iad 11

533 See also the death of Polydorus at 20.407-12. For the emotional and tragic tone evoked by the mention of the
warriors’ parents and short life, see Kirk 1985: 389.

334 For the motif of “bereaved parents,” see Griffin 1980: 123-128. For the motif of the “young husband slain,” see
Griffin 1980: 131-134.

535 “The note of pathos is strongly sounded once again, with another old father as key figure” (Kirk 1990: 74).

336 Kirk 1985: 231 remarks on the emotional tone of this passage.
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we are told not only of his parentage, but that he was raised by his grandfather and that he is
newly married (11.221-245):

Towapag Avimvopidng g te péyag te

0¢ Tpaoen &v Opnkn EpmdAaxt unTéPL PRA®V:
Kioofig 1ov v* €0peye d6p01g Evi TTOOV E6vTa
unTpomATOP, 0C Tikte OLavd KaAAMTapn oV
avtap émel p° fiPng Epkvdéog iketo péTpov,
aOTOD [V KATEPVKE, 610V & & ye Buyatépa v
ypog & €k Baddpotlo petd khéog ket Ayoudv
oLV dvokaideka vuei Kopavicty, ai ol Emovrto.
tag pev Enert’ &v [epkmn Aine vijog €lcag,
avtap O meCog Emv &¢ "TAov eilnlovbet

8¢ pa 16T’ ATpeidem Ayopuépvovog dvtiov NADey.
018" 81e 81 o(edOV Noav &n” GAANAOIGLY 16VTEC,
Atpeidng pév dpapte, mopoi 6 oi ETpdmet’ Eyyog,
Tewdapag 6¢ xkota {dvnv Bopnkog Evepbe

VOE’, €mi & avtog Epetoe Papein yepl mOncag:
ovd’ &tope {woTtipa movaiodov, GALL TOAD Tpiv
ApYVP® AVTOUEVT] LOAPBOG DG ETPATET aiyun.
Kol 6 y€ yEpl AaPmv 0P Kpeimv Ayouéuvaov
& émi ol pepamg Mg te Mg, 8k 8 dpa xepodg
OTAGGOTO" TOV O dopt TANE™ avyéva, ADGE O€ yula.
O O PV avdt TEGHOV KONGATO YEAKEOV BITVOV
OIKTPOG GO VNGoTig AAOYO0L, AoTOIoY APNYMYV,
Koup1ding, fic ob Tt yéptv e, ToAkd &’ Edwke:-
Tp®O° ekatov Podc ddkev, Emetta 68 yid™ VIESTN
aiyac opod xoi dig, T oi dometa moaivovTo.

Iphidamas the son of Antenor, brave and huge,

Who grew up in deep-soiled Thrace, mother of sheepflocks.
Cisseus had raised him in his house when he was small,

His mother’s father, who begot Theano of the fair cheeks.

But when he had arrived at the measure of glorious youth,
Cisseus detained him there and gave him his daughter.
Married, he went from the bridal chamber in pursuit of kleos from the Achaeans
With twelve curved ships that followed him.

Then he left these balanced vessels in Percote

And he came on foot to Ilium.

He now came face-to-face with Atreus’ son Agamemnon.
When they had come upon each other and were close together,
The son of Atreus missed, and his spear was turned past him.
And Iphidamas stabbed the belt below his

Corselet, and he leaned on it, trusting in his strong hand.

He did not pierce the many-colored belt, but far sooner
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The spear point, meeting the silver, was turned like lead.

And seizing it with his hand, wide-ruling Agamemnon

Dragged it to him raging like a lion, and wrenched it out of his

Hand. He struck him in the neck with his sword and loosed his limbs.

Thus he fell there and slept a bronze sleep,

Pitiable, aiding his countrymen, far from his wooed and

Wedded wife, from whom he had known no delight, and he gave many things for her.

First he gave a hundred oxen, then he promised a thousand,

Goats and sheep together, which were herded for him without limit.
To identify Iphidamas for his audience, the narrator need only have said that he was the son of
Antenor, and perhaps that his mother’s father was Cisseus. Instead he includes the detail that
Cisseus raised him from a small boy and gave him his daughter in marriage, a marriage which
Iphidamas paid a large bride-price for and had not yet been able to enjoy because he departed for
Troy. The bond between Cisseus and Iphidamas is superfluous to placing Iphidamas in a
genealogy, but it does serve to suggest that Iphidamas’ death will cause pain to those surviving
him: the description of the relationship between grandfather and grandson leads the audience to
surmise that Cisseus will grieve to hear of Iphidamas’ death. Similarly, devoting six lines of this
passage to Iphidamas’ recent marriage prompts listeners to imagine the wife left at home who
will never see her husband again.

Like a lament, Iphidamas’ obituary stresses the negative consequences that have resulted

from his quest for glory in war. He left his home in Thrace in pursuit of kleos (netd KA€0g Tket
Ayondv, 11.227), but his death in battle is described as oixtpdc, “pitiable” (11.242).>37 This is not

because Iphidamas did not acquit himself well in the fight. He is not killed while running away

or while trying to supplicate his killer for mercy.>*® Unlike the many unlucky warriors who are

537 Hainsworth describes this passage as “a rare ‘empathetic’ note...an intrusion of the poet into his narrative that is
more characteristic of Vergil” (1993: 251).

338 For example, Leitus kills Phylacus while he is running away at 6.6.35-36. For warriors killed in the midst of
supplication, see 6.45-65; 11.131-147; 21.71-119.
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killed by their opponents with a single stroke,’* Iphidamas evades Agamemnon’s spear cast and
gets in a thrust of his own before Agamemnon kills him.>* We are given no reason to believe
that he dies because he is an unworthy warrior. The narrator describes him as Nig te péyag te,
“brave and huge” (11.221), and we can surmise from the reference to his “strong hand” (11.235)
that he is a powerful fighter. Later in //iad 11, Odysseus says that the way to “win distinction in
battle” (dpiotednot pdym &vi, 11.409) is for a man “to stand his ground strongly, whether he is
struck or he strikes another” (§otduevol kpatepdc, § T EPANT § T EBod’ dAkov, 11.410).%4
Iphidamas has certainly fulfilled this dictum in his attack on Agamemnon, and thus we might
expect that he had achieved a successful glorious death. Nevertheless, in his evaluation of
Iphidamas’ end the narrator chooses to emphasize not his bravery and glory but his misfortune in
dying young soon after his marriage, far from his wife and family. His death is portrayed as an
unfortunate fate both for him and the ones who love him, just as Achilles seems to characterize
his own death in //iad 24.

It is extremely common for obituaries to contain details about warriors’ families that
seem designed to highlight their emotional connection to the dead man and the loss they will
experience. For example, the description of the death of Pedaeus son of Antenor includes the

detail that, although he was illegitimate, he was nursed by Theano, Antenor’s wife, “with close

53 See for example Oileus killed by Agamemnon at 5.93-98. For a typology of typical patterns that play out in battle
scenes, see Fenik 1968.

340 Hainsworth describes this as a typical minor duel of the formula A misses B, B strikes A ineffectively, A kills B
(1993: 250). Cf. Fenik 1968: 6-7.

341 Compare Poseidon’s exhortation to the Greeks at 13.116, Hector’s words to Andromache at 6.441-6, and
Sarpedon’s speech to Glaucus at 12.322-28.
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care” (moka, 5.70) “like her own children” (ica piloiot Tékeoat, 5.71).342 We are told that
Polyidus and Abas are the sons of the dream interpreter Eurydamas, but that as they left for battle
he did not interpret their dreams (5.148-150). Merops of Percote was a prophet and tried to
prevent his sons from going to the war, but they would not listen to him (11.328-32).%** Imbrius
was married to Priam’s daughter Medesicaste (13.173) and Priam “honored him like his own
children” (6 8¢ v tiev ioa téxkeoot, 13.176). Othryoneus was newly come to the war and had
sought the hand of Priam’s daughter Cassandra in marriage, to which Priam assented (13.363-
69). Alcathous was the son-in-law of Anchises, the husband of his most beloved daughter
Hippodameia, who surpassed all of the other girls in the Troad in “beauty, works, and wits”
(kéALel kol Epyotowy 10¢ @peoi, 13.432). Harpalion was killed in front of his father, who follows
his corpse weeping as it is born away (13.643-59). Ilioneus was the only child his mother bore to
his father (14.492). These extra details included in obituaries shed light on heroes’ relationships
with their fathers, mothers, foster-mothers, fathers-in-law, wives, and brides-to-be, underscoring
the value that they had to their loved ones. They thus serve to bring the grief that these loved
ones will suffer into the forefront of the audience’s minds as they listen to the narration of the
heroes’ deaths.’*

When interpreting the emphasis on the grief of fallen warriors’ families in obituaries

spoken by the narrator, it is important to take into account that references to such grief carry

542 Describing the juxtaposition of this information with the brutal manner of Pedaeus’ death, Kirk says “The
contrast is unmistakable between this harsh pseudo-realism and the pathetic implications of Theano’s care” (1990:
61).

543 Cf. Hainsworth 1993: 262: “Seers and priests are popular as fathers of the slain, their disregarded warnings, or
failures to give warnings, being a ready source of pathos.”

544 Griffin has suggested that even in the shortest obituaries that are composed only of a warrior’s name and his
patronymic, these themes of grief and loss are latent (Griffin 1980: 113).
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different ideological valences depending on the context in which they are spoken. When
bereaved mothers and widowed wives voice their pain in lament, their accentuation of their own
suffering serves to undercut the kleos of the warrior they mourn. However, warriors vaunting on
the battlefield will also frequently make reference to the suffering they will cause to their dead
opponents’ families as a way of advertising their own status and valor, as we saw with Achilles
in Iliad 18 (18.121-5).5* For example, Menelaus boasts that his slain foe Hyperenor will now
never go home “to gladden his dear wife and cherished parents” (008¢ & enu 68661 ye ol
K1OvToL / €0ppivon Bloxdv Te @il kedvoig Te Tokfjog, 17.27-28).34
Other elements that are used in both lament and obituaries appear in warriors’ battlefield

taunts, such the motifs of dying young or dying far from home. Menelaus declares that
Hyperenor did not “have joy of his youth” (fig fing dmévn0’, 17.25) because he killed him, and
Achilles boasts about how he has slain Iphition far from his native land (20.389-392):347

keloat Otpuvteidn ndvtov Ekmaylotot’ avopdv:

€vBaoe tol Bavatoc, yeven 0€ tol €0t €mi AMpvn

Iuyain, 661 Totl Tépevog Tatp®IdV €TV

YA €n” iybvoevtt kal "Eppm dwvnevrt.

Lie there, son of Otryntes, most violent of men!

Your death is here, but your birthplace is by the Gygaean

lake, where your ancestral domain is,
By fish-filled Hyllus and whirling Hermus.

345 Cf. Pucci 2008.

346 Similarly, Diomedes describes the sorrow that the family of a man killed by him will experience (11.393-95): t0d
8¢ yovaukog pév T apeidpugoti eiot Topeiai, “The cheeks of his wife are torn, and his children are orphans.” We may
compare Diomedes in //iad 6 telling Glaucus “unhappy are the parents whose sons come against my might”
(dvoNvav 8¢ Te TOTdEg U@ pEVEL AVTIOMGLY, 6.127).
547 BEdwards notes that this motif that is often used by the poet to increase pathos is here used in a battlefield taunt
(1991: 333).
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These passages are part of a pattern in the //iad in which warriors emphasize the pathos and
suffering associated with their enemies’ deaths in order to display their prowess and increase
their own honor and glory on the battlefield. Thus, we see the same motifs deployed in two
different contexts with radically different meanings: lament uses the suffering that results from
death in war to undercut the value of martial k/eos, while battlefield taunts deploy the same
suffering to increase martial k/eos.

The way in which suffering is being used to comment upon kleos is therefore often only
discernable from the speaker’s attitudes and intentions in the context of the speech. Andromache,
for example, is clearly opposed to the idea of winning kleos through a glorious death, since she
says she wishes Hector had died in his bed (24.743-45).>* It is also instructive to examine
Dione’s prediction that Diomedes’ family will suffer when he is killed by a superior warrior
(5.405-15):

ool &’ émi TodtoV Avijke Bed YAavkdTg ABNvn:
VATI0G, 008E TO 010€ Katd Ppéva Tvdéog vidg
OTTL LA 0V dMvandg 0g dBavdTolot paymtot,
00¢ Ti pv moideg motl youvact mtanndlovey
EMOOVT’ €k TOAENO10 Ko aiivijg dNTOTHTOG.

T VOV Tudeidng, €i Kai pdlo Kaptepog €0TL,
epalécbm pn tig ol dusivov oglo payntot,

un onv Atyddeia mepippmv Adpnotivn

€€ Dmvov yodmwaoa pilovg oikfjog €yeipn
KoVpidiov TobEovca TOGY TOV AploTov Ayouidv
1pBiun drhoyog Atopndeog immoddpoto.

The goddess grey-eyed Athena sent this man against you.

He is a fool, nor does the son of Tydeus know this in his mind,
That the man who fights with the immortals is not at all long-lived,
Nor do his children by his knees call him father

When he comes back from the war and terrible battle-strife.
Therefore now the son of Tydeus, even though he is very mighty,
Should take care lest someone better than you fight with him,

Lest Aegialeia, wise child of Adrastus,

548 Cf. Murnaghan 1999.
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Lamenting should rouse her dear household companions from sleep,

Longing for her wedded husband, the best of the Achaeans,

She the strong wife of Diomedes breaker of horses.
Here the motif of the suffering of Diomedes’ family is clearly not being deployed in an attempt
to increase the kleos of any warrior. Dione is hostile to Diomedes and uses the image of the
lamenting Aegialeia to highlight the ways in which Diomedes has transgressed against the gods.
She imagines his future death as a punishment rather than as a way for him to attain lasting
fame.>*’ In the same way, the sufferings of Aigialeia and Diomedes’ children in this passage do
not increase the kleos of Diomedes’ slayer, since no name is mentioned. Instead, Aegialeia’s
mourning is conceived of purely as a way to emphasize Diomedes’ own grim fate.

And yet warriors sometimes envision the sufferings of their own families as a source of
kleos for themselves, as when Hector imagines Andromache weeping in slavery after his own
death (6.459-63).%°° Hector feels pain at the thought of Andromache’s grief for him (6.450-54),
but he still cannot help picturing his mourning wife as a kind of séma for himself, a way to
remind people of his fame after he is dead.>>! For him, Andromache’s pain is inextricably bound
up with his prowess: she experiences grief (dAyog, 6.462) because of the “lack of such a man” as
himself (ynteil T01006" avopog, 6.463).

We may compare the way in which Achilles speaks of his own death in his laments for

Patroclus in /liad 18-23. Here Achilles frequently makes use of motifs that we see in other

549 We may contrast Dione’s comment with the way Hector pictures his own death as a glorious way to enter into the
poetic tradition at 22.304-5.

330 Cf. Introduction.

31.Cf. Scodel 1992: 59; Graziosi and Haubold 2010: 209.
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laments, such as death far from home and the affect that this will have on his parents. For
example, he says to the dead Patroclus in /liad 18 (18.329-32):3%

dueo yop mémpmTor Opoiny yoiov Epedoat

avTtod évi Tpoin, €nel 000" EuE vooTicavTa

déEetan v peydpotot yépwv immmAdra IInAeng

00d¢ OéTic U, GAL" avToD Yoio KabEEeL.

For it is fated that both of us redden the same soil

Here in Troy, since my father the horseman Peleus

Will never receive me come home again in his halls

Nor Thetis my mother, but here the earth will hold me fast.
As I have discussed above, Achilles is still concerned with honor and glory in Books 18-23 and
mentions his impending death in tandem with his desire to win kleos (cf. 18.129-21). His laments
in Books 18-23 thus do not follow the pattern found in female laments of emphasizing suffering
rather than kleos—in 18-23 Achilles emphasizes suffering and glory, as Hector does in lliad
6.3 1t is only in Iliad 24 that his concern for glory drops away, leaving the emphasis on
suffering.

Given the complex ways in which motifs associated with of the suffering of a dead
warrior’s loved ones and the pathos of the warrior’s death are deployed in the //iad, how then are
we to interpret their appearance in the obituaries spoken by the narrator? Do they serve to
undermine the value of the warrior’s glorious death, as in lament, or to increase the kleos of the
warrior’s killer, or even the warrior himself? A number of obituaries, such as the one for

Iphidamas, seem to closely mirror the discourse of female lament in that they downplay the dead

warrior’s kleos and play up the associated suffering. We see here a marked contrast with

52 See also 18.86-93; 19.328-33; 19.420-22; 23.144-51.

533 Murnaghan 1999: 203 describes these laments as examples of “male lament, which turns the speaker back toward
an affirmation of kleos and epic purposes.”
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Hector’s speech to Andromache or Achilles’ laments in Books 18-23, where kleos is mentioned
prominently alongside suffering. Furthermore, unlike battlefield taunts, the tone of the obituaries
is sympathetic to the dying warriors and their families.>*

However, as Murnaghan has pointed out, the fact that suffering and k/eos are so closely
linked in the //iad makes it impossible to mention one without in some way calling to mind the
other.”>> Thus Andromache’s lament for Hector, despite its prominent disavowal of the value of
glorious death, cannot help subtly enhancing both the kleos of Hector and of Achilles his killer.
The fact that Andromache clearly does not intend this consequence cannot suppress the ways in
which her lament resonates with other overarching aspects of the Iliadic narrative. Similarly, the
narrator’s obituaries for dead warriors cannot help but subtly increase the kleos of the warriors
and their slayers, even if they are written so as to align with the ways in which lament
problematizes the pursuit of kleos through a glorious death. Nevertheless, the reverse is also true.
The suffering of enemies increases martial kleos, but heroes cannot vaunt over their fallen foes
without reminding the audience that the price of their k/eos is the pain of others, thus subtly
casting doubt on kleos’ value. In this way, the discourse of lament and the discourse of martial
kleos in the Iliad are simultaneously opposed to each other and inextricably bound together, each
incapable of existing without subtly feeding into the other.

Schein has written that the //iad portrays both the delight of war, the charmé or “joy of
battle,” and the human cost of war. He argues that we must take into account the “nobility and

glory of the slayers along with the humanity and pathos of the slain.”*>® Both of these qualities

354 Cf. Griffin 1980: 103-43, especially 139-42.

555 Cf. Murnaghan 1999: 217, “A hero's achievement is measured in the suffering that it causes, in the grief that it
inspires.”

556 Schein 1984: 83-84.
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are found in the Iliadic narrator’s accounts of martial death, glory and pathos both at once.
However, it is important to note that the obituaries for the dead and their associated pathos are
qualities not of Homeric epic in generally, but of the //iad specifically. As Griffin points out,
obituaries are not a feature of battle scenes in the Odyssey:
It is no accident that in the Odyssey, whose intentions and whose conception of
significance are so different, there are no such obituary notices. The Suitors, destroyed
by Odysseus, are never presented in such a light; they are morally bad, as characters in
the Iliad are not.>>’
We may say, then, that the //iad goes out of its way to emphasize the pathos of death and the
suffering of the deceased and their families in a way that is not required by the epic genre. The
discourse of lament is not a prominent feature of Odyssean battle scenes, so we may conclude
that it has been included in the narration of Iliadic battles in order to make a deliberate point
about the way in which suffering and martial kleos are intertwined.

Here we may return to the argument I made in Chapter 2: that the situation of Helen in
the Iliad mirrors the situation of the poets of the epic tradition, in that the identity and existence
of both are bound up with martial k/eos and thus with the destruction of human life. Now I
suggest that the prominent place given to the discourse of lament in the narrator’s description of
warriors’ deaths is an example of how the /liad can be said to have a “Helenic poetics,” a poetics
that emphasizes the ways in which the ideals of heroic death perpetuated by the epic tradition
lead to suffering and loss, just as Helen laments the suffering that her continuing survival has

caused. In this way we can speak of a feminine-coded quality present in the speech of the

narrator and shared by Achilles that coexists with the masculine emphasis on the joy of battle.

557 Griffin 1980: 139.
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Achilles’ engagement with the themes of female lament in //iad 24 is significant because
for the greatest warrior of the poem to disregard the worth of the martial kleos he has won
undermines the entire system of values upon which the heroic enterprise is based. Iliadic
warriors accept, even relish, that their pursuit of martial kleos will cause suffering to their
enemies. They accept, as Hector does, that their pursuit of kleos will cause suffering to their own
loved ones and see this as a natural and inevitable part of being a warrior. Achilles in //iad 24,
however, has won kleos aphthiton, and yet does not dwell on his future fame when confronted
with his coming death, as Hector does (22.304-5), or as he himself did earlier in the poem.
Instead his focus is wholly on the suffering that he has caused both to his family and to his
enemies, not as a source of pride, but as something that causes him pain. Like Helen, he no
longer sees his fate as a subject of heroic song as a fortunate outcome.

Achilles’ attitude towards his own kleos at the end of the poem provides an opening in
the deadlock between female lament and martial k/eos that exists in the //iad. Through the figure
of Achilles, the poem shows that the pursuit of kleos is harmful not only to a hero’s loved ones
and community, as I discussed in Chapter 3, but also to the hero himself. Furthermore, Achilles’
disillusionment with kleos in lliad 24 suggests that all of the suffering associated with it was
essentially worthless—not pain made meaningful by glory as Hector envisioned, but pain that
was of no benefit to anyone. Achilles’ engagement with and adoption of the perspectives of
lament subverts the idea of kleos as a compensation for martial death that is articulated by
Hector, Sarpedon, and others, and that motivates heroes to fight. In this way, the poem implies

that the only true beneficiary of the hero’s kleos is the poet, whose own fame will grow along

239



with that of the hero he sings.>*® The final book of the /liad suggests that the poetic tradition that
promulgates the flawed values of heroic society is complicit in the dysfunction and destruction

that result from them.

358 Cf. PMG 282 and Watkins 1995: 70. See also Chapter 2 and Griffin 1980: 102: “The hero dies, not so much for
his own glory, not even so much for his friends, as for the glory of song, which explains to a spellbound audience
the greatness and fragility of the life of man.”
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CHAPTER 5

A Crisis of Kleos: Masculinity and the Rise of the Polis

In this dissertation, I have argued that the /liad sets up an opposition between the
feminine imperative to create and preserve life and the masculine imperative to win k/eos in
war.>> I suggest that the poem has done this in order to expose how the hegemonic masculinity
of the Iliad negatively impacts the well-being of family and community.>*° This opposition can
be seen to play out in the interactions between male and female characters in the epic, as well as
in the ways in which warriors construct their own gendered identities both on and off the
battlefield.*®! In this final chapter, I argue that the tensions between conflicting aspects of warrior
masculinity that I have identified in the //iad are also present in the archaeological record of
Greece at the end of the Early Iron Age. By adducing evidence from material culture as well as
historical sources, I contend that my analysis of the interplay between gender and kleos in the
lliad reflects changes that were occurring in Greek culture around the time of the poem’s
composition. The purpose of this chapter is not to advance new archaeological or historical
arguments, but to show how existing archaeological and historical data support my reading of the
1lliad as critical of the system of warrior values that it depicts.

In adhering to the hegemonic warrior masculinity of the //iad, men must strictly separate

themselves from the feminine sphere and prioritize the pursuit of kleos above other

359 See Chapter 1.
360 For hegemonic masculinity, see the Introduction.

361 See Chapter 3.
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responsibilities.’®? In Chapter 3, I argued that this hegemonic masculinity was in tension with an
alternative form of warrior masculinity—one that incorporated into itself a particular kind of
maternal femininity concerned with protection. In this chapter, I argue that the conflict between
these forms of masculinity in the /liad reflects a reevaluation of the role of warriors and the
conception of warfare that took place in Greek society during the second half of the eighth
century BCE. I use grave goods, vase paintings, and sanctuary dedications to trace the evolution
of warrior masculinity during the transition from the Early Iron Age to the Archaic period. I
demonstrate that the hegemonic masculinity of the //iad is reflected in Early Iron Age burial
practices and Late Geometric art, but that this form of masculinity disappears from graves
between the late eighth and early seventh centuries—at the same time as the archaeological
record begins to show evidence of the transition to a more community-oriented polis-society in a
number of city states. During this same period, weapons began to be deposited in sanctuaries
rather than in graves. These changes suggest that the warrior’s role had been reconceived and
was now primarily associated with the defense of the community rather than with the individual
pursuit of glory. This shift in the construction of the warrior in the archaeological record reflects
the portrayal of warriors in contemporary literary sources such as the poetry of Tyrtaeus. Both
literary and archaeological evidence shows that by the mid-seventh century, the hegemonic
masculinity of the //iad had been replaced by a new form of hegemonic warrior masculinity that
emphasized the defense of city and comrades rather than individual glory.

Connell has theorized that hegemonic masculinity is vulnerable to “crisis tendencies,”
meaning that when cultural change results in a system of masculinity that can no longer justify

its hegemony, a disruption and transformation of gender configurations will occur, leading to the

592 See the Introduction and Chapter 3.
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emergence of a new system of hegemonic masculinity.’®* The transition from the hegemonic
masculinity of the //iad to that of the Archaic and Classical periods coincides with the rise of the
polis, which in and of itself constitutes a change significant enough to influence gendered
configurations of practice. However, I suggest that the reevaluation of the warrior’s role that took
place at the end of the Early Iron Age also coincided with an increase in destructive warfare that
threatened the safety and stability of nascent poleis. The increased threat that warfare posed to
settled communities caused Greek society to reassess the value of a paradigm of hegemonic
masculinity that placed a warrior’s own kleos above the safety of his city. This reassessment led
in turn to the rise of a new paradigm of hegemonic masculinity of which the “maternal warrior”
of the /liad is a precursor—a warrior masculinity that emphasized a man’s ability to fight as part
of a larger formation in defense of his community. In this way, I suggest that my analysis of the
relationship between gender and kleos in the Iliad reflects the social and political tensions of
contemporary Greek society.

It must be acknowledged that this proposed historicist reading of the epic poses several
challenges. First, the exact date and circumstances of the composition of the /liad are debated.
Scholars now universally agree that the Homeric epics are the product of an oral tradition and
that they bear many of the hallmarks of oral composition.’** However, since oral poems are in
effect recomposed as a new song every time they are performed, the //iad and Odyssey could not
have been fixed as the texts we know until they were written down.*®> Various scholars have

dated the fixation of “our” texts of the epics to any time from c. 750 BCE, when the Greek

363 Connell 1995: 84.
364 Kirk 1985: 1.

565 Janko 1998: 1.
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alphabet was first coming into widespread use, to c¢. 550 BCE, when the so-called “Peisistratid
recension” of the texts is said to have been generated at the Panathenaea in Athens, to the
Hellenistic period, when scholarly editions of the Homeric poems were produced by the
librarians at Alexandria. The most traditional dating places Homer in the second half of the
eighth century BCE, mainly out of the widespread belief that he must predate the earliest lyric
poets of the seventh century.’®® This date is defended by Richard Janko, who locates the
composition of the //iad c. 750-725 BCE based on a statistical analysis of archaic linguistic
forms in Homer, Hesiod, and the Homeric Hyrnns.567 Others such as Cedric Whitman and
Wolfgang Schadewalt have argued for an eight-century date because they view the //iad as
having a “geometric” structure that reflects the aesthetics of visual art during that time period.>*®
A seventh-century date is championed by M.L. West, who argues that scenes in vase paintings
that are unequivocally based on the //iad do not appear until the final quarter of the seventh

century, and that there are a number of aspects of the text of the /liad that would be anachronistic

366 There is no agreement as to how the poems came to be written down. Janko (1982; 1998) favors the idea that the
poems represent dictation of oral performance (cf. Lord 2000 [1960]), as does Nagy (1981; 2001), although at a later
date. West (2011) argues that the poems are the work of an oral poet who learned to write and recorded his own
work. A number of scholars have argued that due to our utter lack of knowledge about his life, Homer should date to
before the first known historical poets of ¢. 650 BCE, about whom a number of biographical details were known. “A
date before 700 BCE would more easily fit with the legendary status of this author” (Van Wees 1999: 3). Cf. Morris
1986. It has also been argued that Homer must predate the seventh century poets because there is evidence in their
work of Homeric quotations and echoes (Kirk 1985: 4), but as Van Wees points out, this may only be the result of
shared formulaic language in the poetic tradition (Van Wees 1999: 5).

567 Janko 1982. Janko’s analysis has shown that the /liad has the highest number of archaic forms of extant Archaic
Greek epic, followed by the Odyssey with slightly fewer, with a larger gap between Homeric epic and the work of
Hesiod, which Janko dates to the early 7th century. The linguistic chronology seems sound. However, Janko’s dates
are guesses based on the assumption of a constant rate of linguistic change, which cannot be proved. “We do not
know how long it might have taken for, say, long forms of the dative plural to decline from 85.4 per cent to 85.2
percent in frequency, as they do between the Iliad and the Odyssey. Perhaps differences as marginal as this cannot
be translated into any span of time at all. Even if the length of the intervals has been guessed correctly, a conversion
into absolute dates requires a fixed point for at least one of the poems” (Van Wees 1999: 4).

368 Whitman 1958: 87-101, 249-84; Schadewaldt 1965: 87-129. Cf. Schein 1984: 49, 169.
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in the eighth century.’® Finally, Gregory Nagy characterizes the Homeric poems as constantly

evolving “

sixth century and which did not reach their present form until the Hellenistic perio

multiforms” that were not written down until the Peisistratid recension in the mid-

d 570

A point against Nagy’s model of gradual text fixation is that no convincing anachronisms

from the sixth century or later have been identified in the poems.’”! By its nature, oral poetry

tends to in

song that i

clude details that reflect the contemporary society of its performer, even when the

s being performed is set in a previous era. For example, Albert Lord describes how

Avdo Mededovi¢ used twentieth-century military terms in a song set in the sixteenth century:

Homeric epic does not contain details of this kind that necessitate a post-eighth century date.

Furthermo

Even in a song of olden times new words have crept in. Avdo Mededovi¢ uses terms
that he must have picked up when he was in the army. In Parry Text 12389, the action
of which, at least in Avdo's imagination, is placed in the days of Sulejman the
Magnificent, we find Moja braco, moje dve kolege, ‘My brothers, my two colleagues’
(line 415), O kolega, Fetibegovicu, ‘O my colleague, Fetibegovi¢’ (line 2376), Ja sam
na to riskirao glavu, ‘It is for that that I risked my life’ (line 1570), A na njima
careva niforma, ‘They were wearing imperial uniforms’ (line 4085), and Sve soldata,
sve pogranicara, ‘All soldiers, all men of the border’ (line 6794). One can thus
observe that the Yugoslav tradition was still very much alive in 1935 and still
receptive to new ideas and new formulas.®’?

573

re, we might expect more overt references to Athens in the //iad and the Odyssey if the

369 West 201

1: 16-20. These include the mention of the wealth of Egyptian Thebes at 1/. 9.381-4, which until the

ascension of the 25" dynasty in 715 had not been a prominent city for 650 years, shields with a Gorgon device like
Agamemnon’s at 11.36ff., which are not attested until 670 BCE, and the mention of Delphi as a center of great
wealth at 7/. 9.404ft., which would not have been the case in the eighth century. Contra these arguments see Fox

2008: 360-4.

570 Nagy 1981; 2001. For a recent defense of Nagy’s model, see Gonzalez 2015.

71 Morris 1986: 92.

572 Lord 2000 [1960]: 48.

573 The reference to Ajax stationing his ships from Salamis with the Athenian contingent in the Catalogue of Ships

(I1. 2.557-58

) could be cited as one example, since Salamis did not come under Athenian control until approximately

600 BCE. However, Apthorp presents a strong case for 2.588 being an interpolation (Apthorp 1980: 165-175; cf.

Gonzalez 20

15: 148-49). Another passage that modern scholars have marked as anachronistic is Od. 11.602-5, in
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texts of these poems as we know them were first written down at the order of an Athenian
tyrant.’’* In fact, the absence of any mention of tyrants supports a date before 650 BCE, after
which tyranny dominated the political landscape of the Archaic period.>” In addition, Hans Van
Wees argues that material culture in Homer (dress, furniture, personal ornamentation, domestic
decoration, housing) corresponds with what we see in the archaeological record from the late
eighth century down to the middle of the seventh century. After this period, the material culture
of Greece changed significantly, but this change is not reflected in Homeric epic.’’® Based on
these arguments, the best date for the composition of the poems is sometime between 750 BCE
and 650 BCE, and it is this period on which I chiefly focus in my analysis of the historical and
archaeological record.’”” I also, however, include a survey of relevant events from 650-550 BCE
in order to provide a complete picture of what the possible historical context of the poems may

have looked like.

which Odysseus is said to see only the eidolon (image) of Heracles in the underworld, since Heracles himself lives
among the immortals. Some scholars believe that Heracles was not yet worshipped as a god in the eighth century (cf.
Cassio 2002: 116). Gonzalez, however, argues that the divinity of Heracles dates to a much earlier period and has
Near Eastern antecedents (2015: 154).

574 Van Wees 1992: 25-60; 1999: 8. On the Salamis interpolation, see note 16 above.

75 Fox 2008: 362. However, see Cooke 1995 for an argument that the Odyssey reflects the political and social
concerns of the sixth-century Athenian polis.

576 Van Wees 1999: 16.

577 Gonzalez 2015, following Nagy, has presented a robust argument against text-fixation for Homeric epic in the
Archaic period. He cites, for example, the difficulty of obtaining enough papyrus or parchment to record a poem the
length of the /liad in the eighth century BCE and the improbability of such a written recording being given greater
authority than bardic performances in what was essentially still an oral culture (71-80). Yet if he is correct that the
1liad was transmitted through oral tradition until the fifth century (173-218), we must note how unusually
conservative this tradition was, in that the social and political changes that took place after 650 BCE have not
affected our text of the poem. Since the material culture and social organization of the eighth and early seventh
centuries are preserved in our versions of the Homeric poems, I consider it reasonable to assume that the Iliad
reflects the social and political concerns of this time period as well.
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The second difficulty with a historicist reading of Homer is that all of the historical
sources that deal with the early Archaic period were written centuries later, and the details that
they provide cannot be relied upon.’’® Taking this fact into account, I argue that by viewing the
historical record along with the archaeological record, we may arrive at a more accurate view of
events in the eighth and seventh centuries than what could be gained by simply viewing the
archaeological record alone. In this chapter, I will examine both the archaeological record and
the historical record for information about warriors and warfare during the early Archaic period.
When the archaeological and historical records are in agreement, I will assume that the historical
record contains at least some element of truth.

I begin my analysis with an exploration of what Early Iron Age burial practices can tell
us about gender and the social role of warriors. Archaeological evidence from graves lends
credence to the idea that the hegemonic masculinity of the Iliad, a warrior masculinity strictly
separated from the feminine sphere, was also hegemonic in the societies of Early Iron Age
Greece. While grave goods cannot be read as a straightforward “biography” of the deceased
person or their individual motivations, patterns of burial practice can shed light on the ideologies
and cultural values of the society that produced them.>” As Ian Morris argues, something of the
“ideal social structure” is captured in funerary rites and can enter the archaeological record
through their material manifestations.’*” In this way, the presentation of masculinity in Early Iron

Age graves can tell us a good deal about masculinity in Early Iron Age Greek societies.

578 Cf. Burkert 1995 on the problems of using historical sources to date events in the Homeric poems or the floruit of
Homer himself.

579 Hirke 1990; Treherne 1995.

580 Morris 1987: 32.
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Beginning in the Protogeometric period, a sharp distinction emerges between grave
goods for male and female burials in multiple parts of Greece. The best evidence for gendered
patterns of grave goods during this time comes from Attica and the Argolid, where the most
extensive excavations of Early Iron Age graves have occurred and where there has been an effort
to identify skeletal remains by biological sex.’! In Protogeometric Athens, weapons are found
only in male graves, while handmade pottery, spindle whorls, and pins are found only in female
graves. The practice of male “warrior burial” with armor and weapons is found in the /liad, as
when Andromache’s father Eetion is burned with his &vteot dadoréototy, his “cunningly
wrought war-gear” (I/. 6.18).>%? Fibulae also appear almost exclusively in female graves in
Protogeometric Attica, with only one example found in an obviously male grave in the
Kerameikos.’®® These burial customs contrast strikingly with Sub-Mycenaean graves in Attica,
where such gender distinctions are not observed.’®* Also in Protogeometric Attica we see the
beginnings of the practice of differentiating male and female graves by amphora shape. The
cremated remains of men are typically buried in neck-handled amphorae and the remains of
women in belly-handled amphorae. Adult and child graves at this time are also distinguished by
vessel form. There are a number of exceptions to this rule early on in this period, but by the end
of PG the association of men with neck-handled amphorae and women with belly-handled

amphorae has been firmly established.’’

381 Snodgrass writes that the Argolid is one of the few areas of Greece that offers a body of grave evidence
comparable with Attica (1971: 151; cf. Whitley 1996: 217) and that the skeletal remains of the Early Iron Age have
been studied in “adequate detail” for only two sites, Attica and the Argolid (1971: 184). Cf. Foley 1988: 34-36.

382 For more on the similarities between Homeric and Early Iron Age funerals, see below.

383 Lemos 2002: 155.

384 Whitley 1991b: 96; Lemos 2002: 155.

585 Whitley 1991b: 111.
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This practice continues on into the ninth century, during which the gendered distinctions
with regard to amphora shape are more uniform than in PG, with no men buried in belly-handled
amphorae and only one woman buried in a neck-handled amphora.**® Distinctions in other
gendered grave goods also continue to be observed during the ninth century in Attica, with
weapons and gold diadems appearing only in male graves, and bronze fibulae, gold rings, iron
pins with gold leaf, and bronze pins appearing only in female graves.’®’ Child graves almost
disappear during this period as well.’®® Tan Morris has suggested that the low number of child
graves indicates that children were not considered worthy of formal burial, unlike adult male
warriors.*%

Although John Papadopoulos recently argued that too much has been made of the
gendered distinctions in amphora shape, since exceptions exist and a number of skeletons in
either neck-handled or belly-handled amphorae were unable to be definitively sexed,**° the
distinction in other grave goods remains, even when looking only at skeletons whose sex has
been confirmed. Fibulae, dress pins, and finger rings are only associated with confirmed adult
female tombs and some child graves, while iron swords, spearheads, arrowheads, snaffle bits and
the iron omega-shaped staple/loop are only found in the tombs of adult males.**! In the

archaeological record of Early Iron Age Attica, therefore, we see a sharp distinction between the

586 Whitley 1991b: 132.

587 Whitley 1991b: 132.

588 Whitley 1991b: 116.

389 Morris 1987.

390 Papadopoulos 2017: 668-69.

31 papadopoulos 2017: 677-78. Papadopoulos argues that knives, which are sometimes found in female graves,
should be seen as domestic implements, not weapons (Douzougli and Papadopoulos 2010: 43-45).
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graves of adult men and the graves of women and children. Significantly, we see that the graves
of adult men are marked out by the presence of weapons, suggesting that warrior identity is
associated with adult masculinity. This evidence is in line with the normative system of gender in
Homeric society, in which the male warrior must constantly strive to distinguish himself from
and hold himself superior to women and children.>*?

Graves in Early Iron Age Argos show a similar gendered distinction in grave goods,
although the items that mark male and female graves are not necessarily the same as in Attica.
Male graves do not contain weapons in the PG Argolid, with the exception of one spectacular
weapon burial at Tiryns. Pins are found exclusively in female graves during this period,
however.>** During the ninth century, weapons begin to be associated with the skeletons of adult
men, while golden spirals are found only in female graves.’** The method of interment also
differs to some degree for male and female burials. In the Geometric Argolid, cist graves are
reserved almost entirely for adult men, while women and children tend to be buried in pit
graves.>®® Furthermore, there are many more adult male graves than adult female graves or child
graves during this period.’*® James Whitley suggests that this predominance of adult male graves
indicates that adult men in the Geometric Argolid were marked out as a special class particularly

worthy of formal burial, in contrast with adult women and children.>*’

592 Cf. Ransom 2011.

593 Lemos 2002: 158-159.

594 Courbin 1974: 119, 132-133. For weapons associated with male skeletons, see Whitley 1996: 218.
595 Courbin 1974: 102-107. Cf. Foley 1988: 34ff.

39 Courbin 1974: 102; Hagg 1974: 136, table 33.

597 Whitley 1991b: 190; 1996: 217.
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Most other areas of Greece have seen significantly fewer excavations of Early Iron Age
graves than Attica and the Argolid, and in many cases skeletons from these areas either have not
or cannot be adequately sexed using the techniques of physical anthropology. Based upon the
available evidence, however, other Early Iron Age sites in Greece show similar patterns of
separating grave goods based on gender. At Atalanti in East Lokris, for example, men are buried
with weapons and women with dress ornaments and jewelry.>’® In the necropolises at Vergina,
male graves are marked by weapons, while high-status female graves are marked by gold hair
spirals, bronze amulets, necklaces and bracelets, diadems, tutuli, rings, fibulae and pins.599
Similarly, at Lefkandi, although many skeletons have deteriorated and cannot be sexed, there
also appears to be a gendered pattern in the distribution of grave goods, wherein men are buried
with weapons and women are buried with gold earrings, gilt pins, and spirals.®® Additionally,
child graves at Lefkandi are marked as distinct by the deposition of “trinkets,” low-value exotic
items with possible talismanic meaning.®®! Almost all Greek Protogeometric settlements feature
weapon burials in some form or another, which Irene Lemos suggests shows that the inhabitants
of these settlements assigned the status of warrior to exceptional male members of the
community.®® There is evidence, then, that the association of masculinity with warrior identity

that we see in the liad was widespread throughout Greece. The strict separation of adult

5% Lemos 2002: 164.

59 Brduning and Kilian-Dirlmeier 2013: 57-60.

600 Lemos 2002: 165. There is, however, one instance of earrings appearing in an otherwise classically “male” grave,
and an instance of a single scale of bronze armor in an “artifactually female” grave (Papadopoulos 2017: 668).
Lemos 2007: 275 argues that there is enough osteological evidence surviving from Lefkandi to confidently speak of
“male” and “female” graves.

601 Arrington 2015.

892 T emos 2002: 197; 2007.
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masculinity from the spheres of women and children that we see at play in Iliadic society also
seems to be reflected in the designation of some grave goods as exclusively masculine and others
as exclusively feminine or reserved for children.

Whitley has argued that Early Iron Age societies did not conceive of gender as a
masculine/feminine binary but rather as an adult male/child spectrum with adult women
somewhere in the middle. He argues that women should not be seen as a distinct category
because there is no universal marker for adult female graves in Early Iron Age Greece
comparable to weapons as markers for adult male graves.®®> However, even if there is no
universal marker for adult female graves, different regions each have their own way of marking
female graves as distinct from male graves, as Whitley acknowledges.®** I suggest that this
evidence indicates that Early Iron Age Greek societies were concerned with distinguishing adult
males both from women and from children, just as warriors in the //iad define their masculinity
in opposition to the identities of “woman” and “child.”%%

The Iliadic ideology of dying in battle in exchange for kleos is also arguably reflected in
Early Iron Age burial practices. In different parts of Greece as early as the eleventh century we
begin to see weapon burials of adult men that are characterized by what Whitley calls “the
ostentatious destruction of bodies and objects during the funerary ceremony.”*° Men are

cremated along with their weapons and sometimes other offerings such as tripods or exotic

artifacts from the Bronze Age or the Near East, often called “heirlooms” or “antiques” by

603 Whitley 1996: 219-20.
04 Whitley 1996: 219.
605 See Chapter 3.

606 Whitley 2002: 226. Whitley adduces evidence from Knossos, Athens, and Lefkandi.
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archaeologists.®"” Weapons interred with the deceased are also frequently “killed,” meaning that
they are ritually damaged, often by being bent into a semi-circle around the neck of the amphora
in which the dead man is buried.*%

As many scholars have noted, these practices are strikingly similar to the funerals of
Patroclus and Hector in the /liad, in which warriors are also cremated along with weapons and
offerings.®®” A select number of spectacular Early Iron Age warrior burials seem to echo other
elements of Homeric funerals as well, such as the sacrifice of sheep, cattle, horses, and dogs (//.
23.166-74), human sacrifice (//. 23.175-7), quenching the funeral pyre with wine (/. 23.250-1;
24.790-2), placing the cremated bones in rich metal vessels and wrapping them with cloth (/1.
23.252-5; 24.795-6), and building a tumulus over the burial (/1. 23.255-7; 24.797-801).

The man buried beneath the Middle Protogeometric building at the Toumba cemetery at
Lefkandi had such a funeral.®'° He was cremated on a pyre upon which animals were also
sacrificed and cremated, judging by the bone of a dog identified in the remains of the pyre. The
man’s bones were collected and placed in a bronze amphora, which was interred with iron
weapons and the inhumed body of a woman in one of two burial shafts dug into the rock.®!! The
woman was buried with a number of gold ornaments, including a Babylonian pendant dating to
around 2000 BCE. In the other burial shaft, the skeletons of four horses were found piled atop

each other in a position suggesting that they were sacrificed in situ and thrown into the shaft

607 For “heirlooms” see Whitley 2002: 224-6.

608 Whitley 2002.

09 Bérard 1970: 71; Antonaccio 1995; Whitley 2002: 227.
610 Cf. Popham et al. 1993 for a full description of the site.

611 The bronze amphora was of Cypriot origin and dated to no later than 1050 BCE, 100 years before the funeral
took place (Lemos 2002: 167).
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from above.%!? After the funeral, the building appears to have been deliberately partially
dismantled and buried under a tumulus.®!3

There is some indication that the woman might also have been sacrificed.®'* The evidence
seems to show that the burial shaft was not cleared and refilled after a first burial, suggesting that
the burials of the warrior and the woman were made simultaneously.®'> Furthermore, a knife was
discovered alongside her head and her hands and feet were crossed, indicating that they might
have been bound. Lemos suggests that she may have been killed in situ to accompany the warrior
in death like the horses, and that the ceremonial knife was then placed next to her head.®!¢
However, this reading of the evidence has been contested.’!” Carla Antonaccio argues that since
the inhumed woman was given significantly more valuable and more numerous grave goods than
the man she was buried with (or than any other individual buried at Lefkandi), she may actually
be the primary occupant of the grave and a high-status person in her own right.%!® Stefanos
Gimatzidis has suggested that the pattern of rich female burials found in Athens and other more

northerly parts of Greece in the Early Iron Age should be seen as evidence for the existence of

612 L emos 2002: 167.

613 Lemos 2002: 167. Similar tumulus burials have been found at other Early Iron Age sites such as Thermon and
Oropos (Antonaccio 2006: 389).

614 Catling 1995: 126; Ruiz-Galvez 2007.

615 Although this is contested by Antonaccio 2002: 32.

616 Lemos 2002: 167.

617 See Antonaccio 2002; Harrell 2014.

618 Antonaccio 2002: 32. Cf. Harrell 2014: 101. Harrell argues that the horse-sacrifice was intended to honor the
woman because she was buried closer to the horses than the man. She proposes that the knife found next to the
woman was used to sacrifice the horses. Antonaccio also suggests that the woman was the intended beneficiary of
the horse-sacrifice, citing evidence that women were associated with horses in Iron Age Greece (Antonaccio 2002:

33).
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“big women,” the female equivalents of the “big men” who are usually assumed to have held
power in Early Iron Age communities.®'® These women would have gained their social standing
not just from their male relatives, but from their own resources and abilities. It is possible that
the woman in the Lefkandi tumulus could have been one such “big woman.”®?° Antonaccio
proposes that, if the tumulus burial was intended to honor the woman, the man accompanying
her may have predeceased her and been stored as cremated remains until she died.®?! She cites
the burial of Achilles and Patroclus as a Homeric parallel for this hypothesis, wherein Patroclus
died and was cremated first and Achilles was eventually buried in the same grave (/. 23.81-92.
Od. 24.76-77).62

Hector Catling has found a similar parallel to the burial of Achilles and Patroclus in a
cluster of Subminoan graves (c. 1050 BCE) from the Zapher Papoura cemetery at Knossos. As in
other parts of Early Iron Age Greece, male graves in this cemetery are marked out by weapon
burials.®** In Tomb 201 at Zapher Papoura, the ashes of an adult man were found mingled

together with those of an adult woman, and perhaps a child as well. The ashes of another woman

619 Gimatzidis 2017. “Big Man” is an anthropological term referring to a highly influential individual in a tribe. It
was popularized by Marshall Sahlins in his work on Melanesia and Polynesia (1963). Whitley 1991a suggested the
applicability of the “big man” model to Early Iron Age Greece.

620 Gimatzidis writes that she could not have been a big woman because she was sacrificed (2007: 213). However, if
we accept Antonaccio’s argument that she was not sacrificed, she certainly seems to fit Gimatzidis’ criteria for a big
woman.

621 Antonaccio 2002: 33.

622 Antonaccio 22: 33. A closer Homeric parallel might actually be Achilles and Antilochus, who were buried in the

same grave but in separate urns (Od. 24.78), whereas Achilles and Patroclus actually had their ashes mingled

together in the same urn.

623 Catling 1995: 130.
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were found in Tomb 200, which Catling argues forms part of a single complex with Tombs 201

and 202. He explains the evidence as follows:
We may suppose...that the primary death was the male and that in the course of the
ceremonial that followed his death and culminated in the burning of his body and
subsequent committal of his ashes to the tomb, two women and, perhaps, a child died
and their bodies were burnt simultaneously. I would, further, argue that the body of
one of the women, and the child if it really existed, were burnt on the same pyre as the
male, their ashes subsequently taken up and committed together, without any attempt
at separation. I suppose the body of the second woman was burnt on a different pyre,
her ashes taken up and committed at the same time as the others, but in a separate
receptacle. I explain the empty “cave,” Tomb 202, by suggesting that the complex was
prepared before the cremation rite was performed, when it was known that three adults
would be burned, but not that the ashes of two of them would be inextricably
confused.®*

This scenario would seem to indicate human sacrifice taking place as part of a man’s funeral, as

Lemos and others have suggested occurred with the female inhumation in the Lefkandi

tumulus.®?

Less ambiguous evidence of human sacrifice as part of a “Homeric” funeral on Crete has
been found in the Orthi Petra cemetery at Eleutherna. Pyre LL/90-91, which dates to the late
eighth century, represents a typical warrior burial for a man who was about 30 years old. In the
northwest corner of the pyre, the headless body of another man was discovered contorted into an
unusual position and lacking grave goods. This second man has been taken to be a human

sacrifice like the Trojan prisoners slaughtered by Achilles on Patroclus’ funeral pyre (/. 23.175-

7).626

624 Catlin 1995: 125-26.

25 However, I suggest that it is equally possible that the individuals in Tombs 200 and 201 all died at separate times
but were nevertheless interred together, as with Achilles, Patroclus, and Antilochus (Od. 24. 76-78). The mingled
ashes in Tomb 201 could have come from a man and woman who died at different times and were mingled after
both had been cremated, as in the case of Achilles and Patroclus.

626 Stampolidis 1996: 149-200.
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Similar traces of Homeric funerals have been found in the eighth-century royal tombs at
Salamis on Cyprus.®?’ Every royal burial has at least two horse skeletons in the dromos of the
tomb along with the impressions of the chariot pole to which they had been attached, and the
bones of sheep and cattle were found in two tombs. An inhumed male skeleton from Tomb 2 that
was discovered with its hands tightly bound together may have been a human sacrifice. Evidence
for a possible quenching of a pyre with wine is found in Tomb 1, where the pyre deposit was
covered with a thin layer of brown mud, above which were six unburnt and unbroken vessels that
had evidently been used to put out the fire. Also in Tomb 1, the cremated remains were placed in
a bronze cauldron with traces of cloth found on its inner face. A large tumulus was built over
Tomb 3.

The Euboean colonists at Pithecussae also quenched funeral pyres with wine and built
tumuli over the remains of the deceased. Here the evidence for quenching the pyres is even
stronger than in the Salamis tombs. In many burials, the only unburnt vessel is an oenochoe
placed atop the cremated remains.®?® The weapon burials in the late eighth-century heroon at
Eretria on Euboea also show similarities to Homeric funerals. The weapons of the deceased were
burned on the pyre with the corpse, and the cremated remains were wrapped in cloth and placed
in bronze cauldrons.%?° Bérard has hypothesized that the heroon was the burial place of
aristocratic chiefs who were concerned with immortalizing their own glory on the field of battle

just as the Homeric heroes were.®*® J.N. Coldstream suggests that the burials at Salamis, Eretria,

627 Coldstream 2003: 331-3; Rupp 1988; Blackwell 2010.
628 Coldstream 2003: 332.
629 Bérard 1970: 28-32.

030 Bérard 1970: 71.
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and Pithecussae, all of which date to the end of the Geometric period, were inspired by the /liad,
with eighth-century Greek warriors consciously modeling themselves on the heroes of the past.
The burial at Lefkandi, however, dates from the tenth century, and Tombs 200-202 at Zapher
Papoura are from the eleventh century, suggesting that Iliadic funerals mirrored existing
practices. Regardless of whether the epic tradition took its inspiration from real-life funerals or
the other way around, there is a clearly demonstrated similarity between the practices of epic and
the practices of Early Iron Age Greece over a period of several centuries.

Whitley associates the destruction of the warrior’s body and offerings in Early Iron Age
funerals with Iliadic warrior ideology. In analyzing the differences between Bronze Age and Iron
Age “warrior burials,” he suggests that during the Early Iron Age a profound change took place
with regard to the “masculine ideal” of Greek society. During this time, being a “man” became
symbolically synonymous with being a warrior: “In the Bronze Age, a ‘warrior’ formed part of a
range of male identities. In this new order, however, warriors are obliged to die, or at least be
buried — literally and metaphorically — in a blaze of glory.”®*! The burial of men as warriors,
rather than as some other social role, indicates the importance of the warrior identity in its social
context. Whitley argues that the narrative of warrior identity expressed by these grave goods
dovetails neatly with the conception of warrior identity in the //iad:

New identities are brought about in a variety of ways. Ritual action and burials are
important, but hardly more so than tales or stories. Indeed, it is difficult to see how a
certain kind of burial could have been effective unless it formed part of a wider
‘poetics of manhood’. The paradigmatic story of what it is to be, live and die a warrior
1s of course the Iliad. It is, I think, no coincidence that this narrative closes with the
burial of the indirect (Patroclus) and the direct (Hector) victims of Achilles’ wrath.
Their burials are similar because their status in the narrative — hero-victims — is

similar. There is no attempt by Homer to differentiate them, in death, by race or ethnic
background. Their burials are ostentatious and destructive, a fitting end to a meditation

631 Whitley 2002: 227.
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on ‘the hero’... There is then a homology between the narrative structure of the //iad
and the narrative being created (and brought to a close) in the funerals of ‘warriors’, a
homology reinforced by the closure of the cultural biography of the objects. It is this
convergence of personal and material narratives that serves to create a new cultural
ideal: the warrior as ‘hero.’%3?
The ostentatious destruction of the warrior’s remains can thus be shown to go hand in hand with
the /liad’s emphasis on how objects and human beings can enter the poetic tradition only after
they have been destroyed in the physical world, as with the clothes that Andromache says she
will burn to be a kleos for Hector (I1. 22.510-14).5%° The funerary rituals associated with Early
Iron Age warrior burials down to the eighth century indicate the real-world relevance of the
heroic ideals of Iliadic society. In interrogating those ideals, then, the /liad is directly engaging
with the values and social order of Early Iron Age Greece.

From the eleventh to the eighth centuries, Early Iron Age burial practices suggest a
similarity between the construction of masculinity in the //iad and the construction of
masculinity in Early Iron Age Greek society. At the end of the Geometric Period, however, there
is a shift in the archaeological record that indicates a similar shift in social practice. This change
is particularly evident in Attica. From the Protogeometric period to the middle of the eighth
century, there was, as has been noted above, a sharp distinction in the grave goods deposited
with male and female burials, with male burials receiving weapons and female burials receiving
fibulae, pins, and other dress ornaments. In the second half of the eighth century, however, this

gendered distinction in grave goods largely disappeared, and metal artifacts ceased to play a

significant role in the realization of social identities at death.®** At the same time, there was a

632 Whitley 2002: 227.
633 See Chapter 1.

634 Whitley 1991b: 183. After the second quarter of the eighth century, the “warrior grave” and the “rich female
grave” disappear from the archaeological record (Whitley 1996; Alexandridou 2016: 350). The “maiden grave” as
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sharp uptick in child burials, and the number of overall burials in Attic cemeteries rose.®*
Alexandra Alexandridou suggests that the primary social distinction reflected in Attic burial
practices in the second half of the eighth century is one of age, rather than status or gender, in
contrast to the emphasis on gender and social roles seen from the Protogeometric period to the
first half of the eighth century.®

Ian Morris has argued that this shift in Attic burial practices in the mid-eighth century
BCE was the result of a fundamental change in the social order that was brought about by class
conflict.®*” Whitley and Morris suggest that during the Early Iron Age, Attica was ruled by an
aristocracy, and that members of this privileged class determined who had access to formal
burial. Morris attributes the changes in burial practices in the second half of the eighth century,
namely the increase in the number of burials and the end of grave goods as markers of specific
social identities, to the overthrow of the aristocracy and the institution of a new polis society. In
such a society, the citizens become synonymous with the state. The city is viewed as a koinonia,
a group united in a single aim, and the community rather than the aristocratic leaders is

considered to be the source of authority.®*® Whitley views the sudden widening of the class of

described by Langdon does continue in the second half of the eighth century BCE (Langdon 2008: 139-42).
Alexandridou suggests that the maiden grave persists because of the concern in the second half of the eighth century
with marking sub-adult status through burial practices (Alexandridou 2016: 355). The maiden grave thus represents
a form of femininity that is marked as specifically different from masculinity. During this period, however, there is
no form of masculinity that is marked as specifically different from femininity in grave assemblages in the way that
the identity of “warrior” was earlier in the EIA.

635 Whitley 1991b: 170.

636 Alexandridou 2016. Arrington 2015 argues that this primary distinction between adult and child graves already
exists in the Early Iron Age burials at Lefkandi. However, as discussed above, gender is also marked in the Lefkandi
burials.

637 Morris 1987: 177.

638 Morris 1987: 3.
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people allowed formal burial and the new lack of distinction between adult graves as reflections
of the principle of isonomia, wherein all citizens of the polis are regarded as being equal to each
other in status.%3? It is significant, I suggest, that we see the rise of the polis coinciding with the
end of both weapon burials and the strict distinctions between male and female graves. These
circumstances suggest that there may be a link between the polis and changes in the construction
of masculinity.**

At the same time, there is a change in the depictions of martial activity in Attic vase
painting. Athenian art in the early LGI period (760-750 BCE) is characterized by a profusion of
funeral and battle images.%*! These scenes primarily appear on funerary vessels and depict the
prothesis, or “laying out” of the corpse, on one side of the vessel with land and sea battles or
processions of chariots and warriors on the other side.®** There is debate over whether these

images are meant to depict contemporary battle scenes or stories of the heroic past, perhaps even

of Homeric epics.*** Nevertheless, regardless of whether the Geometric vases portray

639 Whitley 1991: 180.

640 Certain scholars have expressed their skepticism with regard to Morris’ equation of formal burial with
“citizenship” (cf. Garland 1989; D’Onofrio and D’Agostino 1993; Patterson 2006). However, the rise in the number
of people allowed formal burial in the second half of the eighth century does point to a new social ideal of greater
equality, and the correspondence of the disappearance of weapon burials with this phenomenon is suggestive.

%41 Rombos assigns the following dates to phases of the Late Geometric period: LGla: c. 760-750, LGIb: ¢. 750-735,
LGlIa: ¢. 735-720, LGIIb: c. 720-700 (Rombos 1988: 22).

642 Rombos 1988: 77ff; Coldstream 2003: 88ff.

643 Snodgrass has argued that the chariots in these scenes are meant to evoke heroic funeral games of the kind
depicted in Homer, which he concedes may have taken place for eighth-century elites, but he argues that chariot
races and processions at funerals were unlikely to be a common event. He suggests that when chariots appear on
funerary vases, they therefore represent either “a bygone era” or “unreal social aspiration” (Snodgrass 1980a: 74).
He also argues that the so-called “Dipylon shields” common in Geometric art are based on shields found in
Mycenaean art, and that they too are meant to evoke the heroic past (Snodgrass 1980a: 75). Since a large number of
the warriors in Geometric battle scenes carry Dipylon shields, this might suggest that the images are meant to
portray epic poetry. However, this idea is not universally accepted, and Coldstream speculates that some of the
scenes may depict battles in which the deceased actually fought (Coldstream 2008: 350). For an overview of the
objections to the idea that the Dipylon shields are meant to by Mycenaean, see Snodgrass 1980b: 53-54. Ahlberg
argues against the Dipylon shield representing the Mycenaean “figure-eight” shield on stylistic and archaeological
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contemporary or epic battles, they do attest to a strong interest in heroic images of fighting and
funerals like those we see in the /liad. These images suggest that the martial ethos of epic poetry
may have been important to elite ideology. Ian Morris has argued that the spread of epic poetry,
the popularity of heroic scenes on vases, and the increased interest in hero cult in the mid-eighth
century are all results of the aristocratic basileis’ attempts to justify and maintain their authority
in a changing political and social world by evoking their heroic ancestors.5**

However, images of battles in Attic vase paintings suddenly disappear almost entirely
around 750 BCE—the same time that we see a radical shift in Athenian burial practices.®*> While
funerary images with processions of warriors and chariots continue into Attic LGII, only one
example each of land and sea fight images have been found in the LGII period, dwindling to only
one land fight in Early Proto-Attic, as opposed to 14 land fights and 8 sea fights found in LGI
pottery.®*¢ Langdon has argued that the emphasis placed on the martial scenes of LGla vase
painting has obscured larger trends in society that emerge from a more holistic view of
Geometric art. She points out that early depictions of battle scenes are followed by an explosion
of diverse imagery that engages with the changes of the later eighth century:

Representations of funerals, horses, and chariots, battles on land and sea constitute
only the initial wave of artistic revival. Integral to the elitist renaissance paradigm,
these themes overshadow other emergent imagery that grapples with sweeping
changes in the later 700s: a world of open seas, exotic encounters, growing cities,
shifting social and physical boundaries, new paths beaten out to countryside shrines.

Repeated images of dancers, couples, children, religious rituals, athletic and musical
contests, and the fantastic and the monstrous all address the needs of communities in

grounds and suggests that the battles depicted on LGI funerary vessels are real-life battles from the time of the
Sfloruit of the deceased, which would be approximately MGII (Ahlberg 1971: 66-69).

644 Morris 1986: 128-9.
45 Ahlberg 1971: 67.

646 Rombos 1998: 35.
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transformation. If there is a danger of oversophisticating the eighth century, there is a

more serious risk of selling it short. The rich, renewed energies of its art suggest the

enthusiasm of a newly discovered social technology.®*’
Attic vase painting in the second half of the eighth century is characterized by a concern for
emerging social institutions and peaceful communal activity rather than with warfare and heroic
death. These images of growth, generation, and community life can be compared to the “city of
peace” on the shield of Achilles (/. 18.490-508), which is contrasted with the nightmarish “city
of war.”%*® The shield of Achilles could thus be said to represent the duality of artistic subjects in
Late Geometric art.

It is significant that the changes in burial practice and the changes in vase painting occur
at approximately the same time in Attica and seem to display a similar ideological shift. In the
realm of vase painting, the emphasis on martial imagery is supplanted by community-oriented
imagery, and with respect to burial practices, individual masculine warrior identity is supplanted
by polis-centric isonomia. These developments suggest a change in the way that the community
as a whole viewed warfare and warrior identity, a change which appears to have coincided with
the rise of the polis.

Other regions of Greece do not necessarily mirror the patterns of behavior observed in
Attica during the eighth century. In Argos and Knossos, for example, the number of weapon
burials rose throughout the eighth century rather than ceasing around 750 BCE.%* However, at

around 700 BCE in the Argolid, the weapon burials in cist graves that had made up the majority

of Argive burials in the eighth century suddenly ceased. Instead, all adults began to be interred in

47 Langdon 2008: 292.
48 In the city of peace, the poet describes marriages and festivals, agriculture, dancing, and a public arbitration.

649 Whitley 1991b: 189.
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circular pithoi, and almost all graves were devoid of grave goods.®*° Was this change due to an
ideological shift like the one that can be identified in the archaeological record of Attica? Does
the sudden uniformity and plainness of adult burials signify a similar shift towards polis-centric
isonomia? Argos was still ruled by a king in the seventh century, so it is unlikely that the change
in burial practices was caused by an overthrow of the elite aristocracy like the one Morris
suggests occurred in Athens. The change does seem to suggest some shift in ideology, however,
and it is striking that in both Athens and Argos the characteristic Early Iron Age masculine
“warrior burial” was superseded by more uniform burial practices that placed less emphasis on
one’s gender and individual social role. This shift away from a strict separation of masculinity
and femininity in grave goods mirrors how the /liad shows the beginnings of a new kind of
masculinity that incorporated into itself qualities that had previously been considered feminine,
such as maternal protection. I suggest that the change in burial practices in the eighth century
reflects a similar disruption of previous patterns of hegemonic masculinity. Evidence that Late
Geometric masculinity, like the masculinity of the /liad, was evolving towards a more communal
paradigm is found in the practice of weapon dedications that began to emerge as the deposition
of weapons in graves fell out of favor.

In nearly all regions of Greece, weapon burials vanished after the late eighth or early
seventh century, and there was a decline in grave goods in general.®*! This decline corresponded

with the rise of dedications at cult centers and sanctuaries, such as Olympia, Delphi, Isthmia,

650 Foley 1988: 47-48.

65! The late eighth/early seventh century heroon at Chalcis represents one of the last examples of ostentatious
weapon burial (see above).
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Kalapodi, and the temple of Aphaea on Aegina.’*? For example, at Olympia the practice of
dedicating weapons began in the last third of the eighth century.®** The sanctuary at Kalapodi
also began to see dedications of helmets, greaves, lances, and swords in the LGIlIa period.®>*
During the sixth and seventh centuries, dedications of weapons at Kalapodi vastly outnumbered
dedications of other votive objects such as jewelry.®>> At Isthmia, weapons began to be dedicated
at the end of the eighth century, although they had already ceased to be used as grave goods in
the Corinthia during the MGII period.**® Weapon-dedications at Isthmia then rose exponentially
in the seventh and sixth centuries.®*” The dedications of miniature armor and weapons at the
temple of Apollo at Bassae, which begin in the late eighth or early seventh century BCE, are part
of a similar pattern.5*®

Weapons dedicated at sanctuaries were often booty taken in armed conflicts. It was
common practice for the victorious city-state to dedicate the arms of their defeated enemies with

an inscription labeling them as such. Usually, the whole polis appears in these inscriptions as the

dedicator of the booty.®>? Individuals could also dedicate their own armor after a victory, as

652 de Polignac 1995: 46; Osborne 2009 [1996]: 86-87; Snodgrass 2006: 250.

653 Frielinghaus 2011: 88. The majority of dedications are from between the last third of the eighth century and the
middle of the fifth. Only a few weapons have been found at Olympia dating from before this time, and these were
buried in individual graves.

654 Felsch 2007: 357-551. Two LGI lances have also been found (E1497 and E444).

655 Felsch 2007: 554.

656 Morgan 1999: 406.

657 Jackson 1992: 141.

658 Cf. Snodgrass 1974: 196-201; Voyatzis 1990: 39; 1999: 137-138; Cooper 1996: 71.

65 Frielinghaus 2011: 123-124. The cities which dedicated tropaia at Olympia are Athens, Orchomenos, Thebes,
Tanagra, Argos, Kleonae, Sikyon, Sparta, Messene, Psophis, Apollonia, Tarentum, Hippo, Zankle, Rhegion,

Messene (in Magna Graecia), and Syracuse. Plutarch tells us that the Spartans did not dedicate the weapons of their
defeated enemies because they thought that the gods would be insulted to receive the weapons of cowards (Plut.
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Miltiades did with his helmet after the battle of Marathon.®®® However, such individual
dedications are rare and may have been part of larger civic dedications.®®! There are also a
number of dedicated weapons that do not come with inscriptions, making it unclear whether they
are booty taken in war, the individual weapons of the dedicator, or weapons that were
commissioned specifically for the purpose of dedication.®®?

The change from depositing weapons in graves to dedicating them in sanctuaries suggests
a shift in how Greek society viewed weapons and warfare. That warfare was now conceived of
as an activity undertaken jointly for the benefit of the community was indicated by the practice
of cities acting as the primary dedicators of booty rather than individuals. Even individual
dedications during this period reveal a more community-oriented mindset. Robin Osborne points
out that dedications are a more communal form of display than grave goods, because although
dedications can be made by individuals, cult is by its nature a communal activity.*®> Anthony
Snodgrass and Frangois de Polignac associate the switch from depositing weapons in graves to
dedicating them in sanctuaries with the rise of polis ideology in the eighth century.®®* As de
Polignac points out, sanctuaries were often located on the edges of settlements and had an

important role in delimiting the boundaries of emerging poleis:

Mor. 224), so it is possible that dedications from Sparta or individual Spartans should be seen as consisting of
Spartan weapons, not captured booty. However, it is unclear if Plutarch is a reliable source in this respect, given his
historical distance from the period in question.

660 Olympia Museum B2600.

6! Barringer 2010: 169.

662 Frielinghaus 2011: 123.

663 Osborne 2009 [1996]: 94.

664 de Polignac 1995: 60; Snodgrass 2006: 250.
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Religious sites, like the land itself, were the objects of a process of appropriation
crowned by the building of a sanctuary that designated the frontier the group claimed
for its territory in the face of its neighbor-adversaries. The religious site was an
agalma, a sacred emblem of the extension of one people’s power, and when two
peoples fought over it, it resembled the tripod to which both Apollo and Herakles laid
claim.®%
Sanctuaries were in this way important symbols both of communal identity and of the
community’s shared defense of their common territory. The dedication and display of weapons
in sanctuaries associated these weapons, and by extension warrior identity, with communal
identity and communal defense. Weapons were no longer attached solely to the individual, as
they were in the context of burial, but to the shared communal space of the sanctuary. This
change hints that society now primarily considered the purpose of weapons—and of warriors—to
be the defense of the community rather than individual glory.

A number of social and political developments in the later eighth century likely played a
role in contributing to this shift, and it is unlikely that the appearance of a new paradigm of
hegemonic masculinity can be attributed to any one factor. One element partly responsible for
this change could be population expansion in the eighth century. The archaeological record
shows a rise in the number of settlements during this time,**® and Snodgrass has suggested that
this population expansion occurred because the Greeks were largely pastoral during the Early

Iron Age, but shifted to agriculture at the end of the Geometric period.*®’ De Polignac argues that

this change would have led to increased competition over the finite resource of arable land,

%65 de Polignac 1995: 60.

666 Whitley 1991b: 57. Morris has argued that the dramatic increase in the number of burials in Attica in the second
half of the eighth century is not the result of a proportionately similar population explosion as Snodgrass has
suggested, but rather of a change in the social structure (Morris 1987). However, the expansion of settlements
suggests that some amount of population increase did occur.

%7 Snodgrass 1971: 380; 1980a: 37-40.
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which would in turn have encouraged armed conflict between settlements.%® Communities
would have had to band together and work in cooperation to defend their shared territories in a
way that had not been necessary in the centuries since the fall of the Mycenaean palaces.*®’

This theory of a shift from pastoralism to agriculture at the end of the Geometric period is
by no means universally accepted.®’® Nevertheless, the expansion of already-existing populations
of farmers could still have created greater demand for arable land and led to conflict between
settlements, as well as greater emphasis on community identity. It does seem clear that the
Greeks were beginning to show greater concern for delineating the boundaries of their
communities during the early Archaic period, as is shown by the sudden appearance of walls and
fortifications around settlements.®’!

Such walls are completely absent from the Protogeometric archaeological record, and
extremely rare during the Geometric period. No Early Iron Age fortifications have been found
dating to before the mid-9™ century BCE, and on the Greek mainland there is almost no evidence

of fortifications before the seventh century BCE, with the exception of the late eighth-century

walls at Asine in the Argolid.®’? For the mid-ninth century, we have only three sites: Old Smyrna

668 de Polignac 1995: 49.
669 de Polignac 1995: 48-50.

670 Whitley suggests that there is insufficient evidence to support Snodgrass’ hypothesis (1991b: 43), while Lemos
states that the archaeological data does not support the theory that the Protogeometric Greeks were semi-nomadic
pastoralists (2002: 1).

871 Morris 1987: 192.

672 Snodgrass 1971: 298; Coldstream 2003: 296. There are Dark Age hilltop sites in Crete that seem to have been
built in inaccessible locations for the purpose of defense, but they are isolated to Crete and are not found in the rest
of Greece (Snodgrass 1971: 298). For a more recent overview of these sites, see Wallace 2010: 54-68 for a general
discussion of citadel cites and change in settlement patterns, including alternative explanations other than need for
defense for why people may have relocated to higher ground after the end of the Bronze Age, including a shift to a
pastoral lifestyle, better water sources for agriculture, and climate change.
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in Ionia, Zagora on Andros, and Vathy Limenari on Donoussa.’”*> Sarah Morris, however, has
contended that the walls of Smyrna should not properly be classed as fortifications, and that they
“suggest landscape engineering rather than defensive measures and should be compared to
Anatolian and Near Eastern terracing.”®’* The Ionian city of Melia and the city of Iasos in Caria
both had fortifications by c¢. 800 BCE.®”> Snodgrass has suggested that these 9" century walls in
Ionia and the islands may have been built as a defense against pirates, especially since nothing
like them is seen on the mainland at this point.®’® By the end of the eighth century there are eight
more settlements with fortifications: Agios Andreas on Siphnos, Asine in the Argolid, Emporio
on Chios, Hypsele on Andros, Minoa on Amorgos, Old Paphos on Cyprus, Phaistos on Crete,
and Salamis on Cyprus.®”” By 600 BCE there are 33 attested walled settlements, by the end of
the sixth century, there are 58, and by 480 BCE there are 75.%7% The Archaic period is thus
marked by an increasing trend of marking the boundaries of poleis with walls, perhaps as a result
of increased communal sentiment and territorialism. Most scholars assume that fear of attack was
the main reason for the construction of walls.®”” Josho Brouwers agrees that military concerns

were a motivation for cities that built fortifications, but he also suggests that peer-polity

673 At Zagora and Vathy Limenari, we see only single walls built to cut off a peninsula from the rest of the island.
The walls of Smyrna were much more substantial, encircling the entire city (Frederiksen 2011: 196, 199; 2017: 186,
189).

674 Morris 1985: 177.

675 Frederiksen 2011: 201.

676 Snodgrass 1980a: 32.

677 Frederiksen 2011: 201.

678 Frederiksen 2011: 108. Frederiksen 2017 counts 14 “positively identified” walls from the seventh century.

679 Snodgrass 1980a: 32-33; Rawlings 2007: 128.
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interaction and status rivalry may have been a factor.®®® Walls thus may have served as a way
both to defend territory and to assert group identity in the face of rival poleis.

The rise of hoplites as the quintessential fighting force of the Greek polis is also
traditionally associated with an “agrarian revolution” occurring in the eighth century, when a
new class of “middling” farmers is assumed to have banded together to overthrow the
aristocracy.®®! This revolution is thought to have led to a change in military tactics, wherein the
warfare of the Early Iron Age, consisting of skirmishes between small groups of aristocrats, was
replaced by the hoplite phalanx in which warriors from different social classes had to integrate
themselves into a fighting body.®*? There is by no means a consensus, however, about whether or
not such a “hoplite revolution” actually occurred, or, if it occurred, when it took place. Victor
Davis Hanson champions the traditional narrative of the rise of the hoplites, in which an agrarian
revolution in the eighth century BCE led to a sudden change in both military tactics and social
organization, creating the new “citizen farmer” as a political force to be reckoned with.®** Van
Wees, in contrast, argues that the eighth century date is too early, and that the agrarian revolution
and subsequent emergence of the hoplite phalanx did not occur until the sixth century.®®* Lin
Foxhall, for her part, finds no archaeological evidence of an “agrarian revolution” in either the
eighth or the sixth century. Snodgrass suggests that there was no sudden “revolution” but a

gradual change from Early Iron Age warfare to hoplite tactics beginning at the end of the eighth

680 Brouwers 2013.

%81 For the rise of the “middling” social class in the Archaic period, see Morris 1987; Kurke 1999.
682 Morris 1987: 196; de Polignac 1995: 48.

%83 Hanson 1989; 1995.

%84 Van Wees 2013: 222-255.
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century and progressing through the seventh century.®®> Joachim Latacz argues that there was no
hoplite revolution at all because hoplite tactics already existed in the eighth century, as can be
demonstrated in the accounts of massed formations of soldiers in the I/iad.?®® Therefore, while it
is tempting to associate the changes in burial practices and sanctuary dedications in the second
half of the eighth century with the advent of the hoplite phalanx, the difficulty of pinning down
the origin of hoplite warfare to a particular century makes a direct link between these phenomena
hard to prove. It might be more accurate to say that both are part of a trend wherein warfare
was—either suddenly or gradually—redefined as an activity whose emphasis was primarily
communal rather than individual.

Evidence for this change can be found in the difference between the portrayal of the
individual warrior in the //iad and in the work of the seventh century poet Tyrtaeus, whose
poetry has traditionally been interpreted as defining heroic areté in terms of a warrior’s service
to the polis, in contrast to the greater individualism of Homeric heroes.%®” Tyrtaeus places
emphasis on the duty of men to fight together as a unit and show concern for each other’s
survival (fr. 11.11-14):88

Ol HEV YOp TOAUDGL TTap” BAANAOIOL LEVOVTEG
£€C T adTOGYENINV KOl TPOUAYOLGS 1EVal,
navpdTEpOL Bv1ioKovst, Gaodaot 6€ ooV OTGGM
TPESOAVI®V 6" AVOPAV TAG ATOA®A™ APETY).

For those who dare to remain beside one another
And go towards hand-to-hand combat and the front ranks,

%85 Snodgrass 2013: 85-94.

686 Latacz 1977. A Late Mycenaean vase from Mycenae that depicts a group of soldiers may point to hoplite-style
warfare even at this early date (Athens National Museum 1426; cf. Jarva 2013: 396).

%87 Cf. Adkins 1960; Jaeger 1966: 103; Snell 1969; 1982: 172; Murray 1993; Raaflaub 1993. For criticism of this
interpretation, see Fowler 1987: 105-6 and Irwin 2005b.

%88 Numbers for Tyrtaeus fragments come from Gerber’s 1999 Loeb edition.

271



They die in fewer numbers, and they save the host behind them.
But when men flee, all areté is lost.

Individual excellence depends on how well a warrior fulfills this function of fighting as part of a
larger group (fr. 12.13-24):

N0 dpetn, 100" debAov &v avBpmmoicty dpioTov
KAAMOTOV TE QEPEWY YiveTon AvOpl VE®.

Euvov &° €60AOV TODTO TOANT TE TOVTL TE dNU®,
oot avnp daPag &v mpoudyotst pévn

volepéme, aioypiic 6& euYNg érl mhyyv Aabntal,
Yoy kol Bupov tAqpova mapbépevog,

Bopcovn 0° Emecty TOV TANGIOV Gvdpa TAPESTMS'

00T0og Avip Gya0dC Yiveton &v TOAEp.

alya 8¢ Suouevémv avpdv ETpeye Qaiayyog
TpN)eiag, omovdf) 0 Eoyebe kD péymg.

avTOC 0" €V TPOUAYOLIGL TEGHV Pihov dAece Bupdy,
doTou TE Kol AOVG Kol Tatép’ eVKAEIGOG

This is arete, this is the best prize among men

And the most beautiful for a young man to win.

This is a common good for the city and all the people,
Whenever a man remains planted firmly among the front ranks
Unceasingly, and forgets entirely shameful flight,

Risking his life and his steadfast spirit,

And standing by the man next to him cheers him with words,
This man is good in war.

Straightaway he routes the bristling ranks of hostile

Men, and he holds the tide of battle with his zeal.

And he falls in the front ranks and loses his life,

Giving kleos to his city and the people and his father.

The ideal warrior in this passage is praised for the way he benefits his people and city (15, 24),
as well as for his ability to hold the battle line and encourage his fellow soldiers (19).
As Elizabeth Irwin points out, these “Tyrtacan” sentiments are not absent from the /liad.
In Chapter 3, I discussed how Ajax seems to envision the possibility of winning kleos through
communal endeavor when he says (15.561-64):
o eilot avépec Eote, Kol aidd 0660° &vi Oupd,

aAAMAOVG T’ aidelche kAT KpaTEPAS VOUIVOC.
aidopévev &’ avopdv TAéoveg cOOL Mg TEPAVTAL:
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QELYOVTOV O’ 00T’ Gp KAE0G dpvuTaLl OVTE TIG GAKT).

Friends, be men, and put shame in your spirit,

And show regard for each other in the strong encounters.

When men show regard for each other, more are safe than are slain.

But when they flee, there is no kleos nor any might.
Similarly, Hector exhorts the Trojans to fight together and die for their fatherland (patra) at
15.494-97:

AL piryecs’ €mi viuoiy AoAAEEG: B¢ 0€ Kev DUEDV

BAnuevog nE tumeig Odvartov kai mOTHOV Emicnn

Tebvate- ol ol dekeg dpuvouéve mept TaTpng

tevapev:

Fight all together by the ships! And whoever of you

Follows death and fate, having been hit by a missile or struck by a sword,

Let him die. It is not shameful for a man to die protecting his

Fatherland.
On the basis of such similarities, Irwin has argued that there is not a significant difference
between the martial ideology of Homeric epic and that of Tyrtaean elegy, since both contain
references to communal endeavor in the context of war and a warrior’s duty to his homeland.®®’
As I have discussed, Homeric epic does show concern a warrior’s responsibility to defend his
city and comrades.®® However, the major distinction between Homer and Tyrtaeus is that in
Tyrtaeus there is no tension between individual glory and communal benefit. Whereas in Homer
the greatest kleos is won by warriors such as Hector and Achilles who prioritize their own fame

over the well-being of comrades, family, and city, in Tyrtaeus the greatest glory imaginable is

won fighting on behalf of comrades, family and city.

889 Trwin 2005b: 17-34.

690 See Chapter 3.
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The difference between the warrior ethos of the //iad and that of Tyrtaeus is thrown into
sharp relief by the intertextual relationship between Tyrtacus 10.15-30 and /liad 22.71-76.
Tyrtaeus describes how it is much better for a young man to die in battle than an old man (10.15-
30):

® véot, GALG pbyecOe Tap” GAARAOIGL PEVOVTEC,
unde euyRg aioypiic dpyete unde eoPov,

AL péyav motelobe Kai GAKIoV v epeci Buuodv,
unde eroyvyeit” avopdot papvapevor

100G 88 TOAAOTEPOVG, OV OVKETL YoUuvat Ehappd.,
U1 KOTOAEITOVTEG PEVYETE, TOVG YEPULOVG.
aioypov yap o1 ToDTO, LETA TPOUAYOIGL TEGOVTOL
keloBo Tpocbe vEwv Avopa maloudTepOV,

1On Aevkov Eyovta KapM TOALOV TE YEVELOV,
Oouov dmomveiovt’ dAkipov &v kovin,

aipatoevt’ aidoia @ilaig &v xepoiv Egovio—aioypa
0y dpOolpoic Kai vepeontov idelv—rai

1POO YOUV®OEVTA” VEOLOL 08 TAVT EMEOIKEV,

dop’ partiig fing ayAadv dvbog &,

avopact pev Onmrog 10€iv, £patoc o6& yovauéi

oG EmV, KAAOG O™ €V TPOLLAYOICL TECHDV.

BALG TIG €D S10fAC HEVET® TOGIV AUPOTEPOLGL
ompydeig éml y1|g, ¥ETL0C 000DGL dUKMV.

Young men, come, stand fast beside each other and fight,

And don’t begin shameful flight or panic,

But make the spirit in your breast great and strong,

And don’t love your own life when you are fighting with men.
Do not flee and leave behind aged old men,

Whose limbs are no longer light.

For this is shameful, when an older man lies having fallen

In the front ranks in front of the young men,

Having a head already white and a grey beard,

Breathing out his mighty spirit in the dust,

Holding in his hands his bloody genitals—these things

Are shameful to the eyes and bring indignation to behold—
And his body naked. But everything is seemly for a young man,
While he has the shining flower of lovely youth,

Wondrous for men to behold and causing desire in women
While he is alive, and beautiful when he has fallen in the front ranks.

274



The image of the old man’s defiled grey hair and bloody genitals contrasted with the beautiful
body of a slain young man resonates closely with Priam’s speech to Hector in //iad 22, when he
begs Hector to think of the pathetic sight of Priam being eaten by dogs after he has been killed
by the Greeks (22.64-71):
VE® 0 1€ TAVT EMEOIKEV

apnt KTapéve Sedaiyuévem 0EET Yok

keloOar mavta 8¢ kKaAd Bavovtt mep OTTL avin:

AL Ote 61 TOAMOV TE KAPT TOMOV TE YEVEIOV

aid® 1" aioyOvmot KHves KTOUEVOLO YEPOVTOG,

ToVTO 01 OlKTIoTOV TEAETAL OEINOTOL BPOTOIGLY.

Everything is seemly for a young man

When he has been killed in war and lies having been cut

By sharp bronze, and everything for him is beautiful, whatever is visible.

But when dogs defile the grey head and grey beard

And the genitals of an old man who has been killed,

This is the most pitiable thing for wretched mortals.
Both passages contrast the death of the young man with the shameful sight of the slain old man,
but their meanings in context are very different. Tyrtaeus urges young men to fight so that old
men will not be shamefully killed in battle. The young warrior is encouraged to be willing to
sacrifice his life (und¢ prhoyvyeit’, 10.18) so that he may protect others. We may compare the
passage in the same fragment in which Tyrtaeus exhorts the Spartan warriors: Qupu® yfic Tépt
Thode payopeda kol tepi maidwv / Bviokopey youysov unkétt pewdouevot, “Let us fight with
spirit for this land and let us die for our children, no longer sparing our lives” (10.13-14).

Hector, in contrast, is urged not to fight, since it is his death in battle that will result in

Priam’s pitiful death at the hands of the Greeks. He fights not to protect, but to win kleos, as he
himself says: pn pav aomovdi ye kol AkAEIDS AmoAroipny, / QALY péyo PEEAG TL Kol E6GOUEVOLOL

mvBésbat, “May I not die without a struggle and without kleos, but having done some great deed

for those yet to come to hear of” (22.304-5). Whereas the warriors in Tyrtaeus are urged to fight
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in order to prevent harm coming to their land, their children, and aged old men, Hector is willing
to let harm come to his family and city because he is unwilling to forgo the k/eos he can win
from a glorious death in battle.®!

The tension between communal good and individual glory that we see in the //iad has in
Tyrtaeus been replaced by an emphasis on the warrior’s duty to fight for the community. The
warrior has been redefined as first and foremost a defender of his city and its inhabitants, and it
is through these activities that warriors now win praise. Two centuries later, a similar sentiment
is expressed in the Periclean funeral oration in Thucydides: kowfj yap T& copata S106vteg 101
1OV aynpwv Erawvov EAaupavov, “Giving their lives in common they took individually praise
which never grows old” (2.43.1-2). Scholars do not agree as to whether the poems of Tyrtaeus
depict a fully developed hoplite phalanx or a transitional stage between “Homeric” combat and
hoplite warfare.®? Nevertheless, it is clear that Tyrtaeus describes a warrior ethos fundamentally
different from the one to which the majority of Iliadic heroes subscribe.

One possible reason for why the warrior’s role was redefined as part of the transition
from the Early Iron Age to the Archaic period is that beginning in the eighth century, warfare
became more destructive to communities and settled populations than it had been during the
Protogeometric and Geometric periods. Early Iron Age battles are generally considered by

scholars to have been less destructive than conflicts in both the Mycenaean period that preceded

it and the Archaic period that followed it.>> The lack of fortifications during the Early Iron Age

1 Cf. Chapter 1, Chapter 3.
2 Kagan and Viggiano 2013: 12-13.
93 Snodgrass 1971: 297-8; Morris 1987: 196; de Polignac 1995: 50; Lemos 2002: 191.
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perhaps indicates that there was not a pressing need to defend settlements during this time.®*
That there was warfare of some sort from the eleventh through the ninth centuries is implied by
the number of weapon burials that have been discovered from this period, but this warfare may
not have involved attacks on settlements or civilian populations. A change in this pattern during
the eighth century is suggested by the sudden rise in fortifications beginning in the Late
Geometric period and continuing on through the Archaic period.

Frederiksen argues that the walls that we see around settlements on the mainland in the
seventh century were built for conflicts between Greeks, rather than to ward off non-Greek
invaders or raiders. The walls were not wide at the socle and did not have towers, so they would
have been insufficient defense against a large-scale attack or a sustained siege. This “small-
scale” warfare, in contrast to the larger campaigns waged by the Lydians and other non-Greeks
during this time, is characteristic of the force that Greek cities would have been able to bring to
bear against each other.%®> The dimensions of the walls thus provide additional evidence for the
idea that conflicts between Greek city-states became more frequent or more destructive at the
beginning of the Archaic period, leading settlements to construct walls to protect themselves
from their neighbors.

That settlements suddenly became more vulnerable to armed attack in the eighth century
is also hinted at by the sharp rise in the destruction of settlements in the archaeological record at
this time. From the middle of Late Helladic III on, there are scarcely any traces of the violent

destructions of settlements in the archaeological record until the eighth century.®® Two

94 Cf. Morris 1987: 192. However, Frederiksen argues that more Early Iron Age walls might be discovered in
further excavations (Frederiksen 2011: 108).

95 Frederiksen 2017: 90-91.

9% Snodgrass 1971: 297-8; Lemos 2002: 191.
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exceptions date from the ninth century: a house at Argos that was apparently destroyed around
the beginning of the ninth century BCE, and the settlement at Lefkandi on Euboea, which
experienced a destruction by fire c. 825 BCE, after which the population declined
considerably.%®” The excavators are unsure if the city suffered an attack by enemies, however,
since they have found no archaeological evidence of foreign encroachment, and the city of
Chalcis, the traditional enemy of Lefkandi (if Lefkandi is indeed Old Eretria or part of Eretrian
territory), had not yet risen to power in the 9™ century. Instead they posit that the city may have
fallen to internal civil strife brought on by wealth gained in the overseas pottery trade.*”8

In the eighth century, the number of destructions began to climb steadily. The city of
Smyrna experienced a destruction c. 750 BCE, possibly due to the seizure of the formerly Aeolic
town by the Ionians.®®® The city of Asine was destroyed c. 710 BCE, supposedly for its
involvement in the First Messenian War, and its inhabitants were forced to relocate (Paus.
4.14.3).7% Around 700 BCE, the settlement at Lefkandi was destroyed by fire again, possibly in
the Lelantine War, after which it was abandoned and never re-inhabited.”®! At around this time,

the city of Melia is said by Vitruvius to have been destroyed by the other Ionians because of the

arrogance of its people (Vitr. 4.1). The last evidence of habitation at the site dates to around 700

97 For the house at Asine, see Courbin 1966: 161-2nl.

8 Popham and Sackett 1980: 364.

099 Coldstream 2003: 244; 250.

700 Coldstream 2003: 143. 710 BCE is Coldstream’s date, based on pottery contemporary with the destruction layer.
Other scholars have tended to date the destruction earlier, to c. 725 BCE, based on Pausanias’ dates for the First

Messenian War (cf. Hammond 1982).

701 Popham and Sackett 1980: 369.
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BCE.” Coldstream suggests that the scarcity of remains attests to the thoroughness with which
it was destroyed. An inscription from Priene dates the destruction to sometime before the
Cimmerian raids of the mid-seventh century.’®® Also around the turn of the eighth century,
Smyrna experienced another destruction, along with Miletus, both of which Coldstream dates to
700-675 BCE based on pottery contemporary with the destruction layers.”** Coldstream suggests
that these destructions may have been the work of Gyges of Lydia, who, Herodotus tells us,
attacked both Smyrna and Miletus (Hdt. 1.14).7% This evidence would put the destructions after
c. 680 BCE, since most scholars now agree that this was the date of Gyges’ ascension, as
opposed to Herodotus’ date of 716 BCE.”%

From 750-675 BCE, then, we see six cities with evidence of destruction in their
archaeological record, a dramatic increase from the previous century. Nevertheless, we must be
careful not to place too much weight on this evidence, since it is possible that more destructions
of settlements from the eleventh through the ninth centuries will be discovered in the future. It is
important to keep in mind that very few Early Iron Age settlements have been excavated at this

point, since many of these settlements are located under the remains of later occupations.’®’

702 Coldstream 2003: 75.

793 Coldstream 2003: 76; Inschrifien von Priene no. 37. Although there are some important new candidates for the
site of Melia (cf. Lohmann 2005; Herda 2006).

704 Coldstream 2003: 244, 250.

705 Snodgrass, however, suggests that this destruction of Smyrna may have been the work of an earthquake
(Snodgrass 1971: 353n2).

706 Cook 1982: 197.

707 Lemos 2002: 135.
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However, there is other evidence to suggest that warfare during the eighth century became more
destructive than it had been during the tenth and ninth centuries.

Mass warrior burials can be used as evidence for the occurrence of violent armed
conflicts. The most dramatic example comes from the Late Geometric polyandrion on Paros, in
which 160 Geometric vases containing the burnt bones of young men have been discovered in
two separate graves.’*® The deaths of such a large number of young men at the same time suggest
that they may have died in battle, with the excavator positing the Lelantine War as the cause.””
Others have argued that the presumed warriors may have died in a more local conflict between
Paros and Naxos.”!? Either way, this mass grave seems to be a clear indication of a bloody armed
conflict much larger than anything we have mortuary evidence for earlier in the Iron Age.

Of particular interest with regard to the Paros polyandrion are two vases decorated with
what appear to be narrative scenes. The first depicts a battle with warriors in chariots and on
horseback. The second shows a dead warrior on the belly of the vase, a fight between two
warriors over the corpse on the shoulder of the vase, and a prothesis (the laying-out of the corpse
with mourners) on the neck of the vase. Photini Zaphiropoulou has argued that this second vase
depicts three successive events related to the death in battle of the young man interred in the

vase.’!!

708 Zaphiropoulou 2006: 271.

709 Zaphiropoulou 2006: 277.

710 Morris 2014: 2.

"1 Zaphiropoulou 2006: 275. Bernhard Schmaltz has argued that we in fact see a “correction” on the neck of this
vase that was added after the vase was painted but before it was fired in order to “customize” the vase for the

deceased (Schmaltz 2010). This further suggests that the image on the vase relates to a real conflict in which the
deceased took part.
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This argument has implications for the relationship of Geometric vase painting to real
eighth-century armed conflicts, perhaps lending credence to the idea that LG Athenian battle
scenes depict real battles. But even if LG vase paintings portray conflicts from the heroic past,
they can still be used as evidence for changes in the way Athenian society conceptualized
warfare. Gudrun Ahlberg points out that Late Geometric battle scenes tend to focus on the final
stage of battle, the slaughter of the enemies, as is clear from the images of wounded and falling
warriors and corpses. Middle Geometric battle scenes, on the other hand, do not depict warriors
slaying each other, and the fighting seems to be of a “bloodless character.””!? This new focus on
the deadly consequences of battle may indicate that either warfare actually became more
destructive in the LG period or that it came to be conceived of as being more destructive than it
had previously.”!* The focus on the violence of war rather than on idealized images of warriors
may reflect some of the same unease with the destructive aspects of warfare that we see in the
lliad.

The historical record can also be used to give us information about a possible increase in
destructive warfare at the end of the Early Iron Age, although with certain caveats. Historians
record two wars occurring in the late eighth century, the First Messenian War and the Lelantine
War, that, according to extant texts, involved multiple city states and were larger than all other
conflicts since the end of the Trojan War.”'* As has already been seen, it is sometimes possible to
link the evidence of violence in the archaeological record with wars that are reported to have

occurred in the historical record. We must be cautious with such historical evidence, since most

712 Ahlberg 1971: 52-53.

713 One should perhaps not make too much out of the differences between MG and LG battle scenes, however, given
the dearth of extant MG figural imagery.

714 Cf. Thuc. 1.15.
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of our sources were written centuries after the events they describe. Furthermore, we know of no
chronicle kept in a Greek city-state before the fifth century CE. Even the logographers and
genealogists, such as Hecataeus of Miletus, who can be seen as proto-historians, do not begin to
appear until the end of the sixth century.”!® Although any historical account of events in the
eighth or seventh century must therefore be treated with a healthy dose of suspicion, when
historical accounts are supported by archaeological evidence, it is possible to weigh the two
sources of information against each other to gain a clearer picture of the wars between city-states
that occurred in the early Archaic period.

The first war of the Archaic period that we hear of in the historical record is the First
Messenian War, in which Sparta conquered Messenia and reduced its citizens to the status of
helots. Spartan aggression in Messenia was said to have begun in the reign of king Teleclus (c.
750 BCE), who conquered the plain of Makaria around the head of the Messenian Gulf (Str.
360). In the First Messenian War, the Spartans then conquered the rest of Messenia after a
twenty-year struggle (Str. 279). Pausanias dates the beginning of the First Messenian War to the
second year of the ninth Olympiad, or 743 BCE (4.11.1). He dates the end of the war, the final
storming of the Messenian stronghold of Ithome, to the first year of the fourteenth Olympiad, or
724 BCE (4.13.7). According to him, the war eventually involved most of the Peloponnese. The
Corinthians allied with Sparta, while all of the Arcadians and some contingents from Argos and
Sicyon came to the aid of the Messenians (Paus. 4.11.1). Hammond sees support for Pausanias’

dates in the list of Olympic victors. The last Messenian victor was in 736 BCE, while the first

15 Jeffrey 1976: 34. See also Burkert 1995.
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Spartan victor was in 716 BCE, which Hammond believes corresponds well to a war from 743-
24 BCE.7'

Coldstream, however, is inclined to date the war slightly later based on archaeological
evidence. It is in this war, Pausanias tells us, that the city of Asine was destroyed, supposedly on
the grounds that the Asineans had helped the Spartans invade the Argolid (Paus. 4.14.3). Since
the destruction layer at Asine can be dated to c. 710 BCE based on pottery deposits, Coldstream
suggests that the dates for the war should be adjusted to correspond with this event. Keeping the
20-year length for the war reported by Tyrtaeus, Coldstream accordingly dates the First
Messenian War to 730-710 BCE.”"”

If we trust the historical record, a terminus ante quem for the war is given by the
founding of the colony of Taras in Magna Graecia, which various historians tell us was founded
by the illegitimate sons of Spartan women whose husbands had been off fighting in the war.”'®
Pottery from Taras dates the founding of the colony to c. 710 CE,”"” which, as Coldstream points
out, corresponds well with Eusebius’ date of 706 BCE.”*® Therefore, the archaeological evidence
seems to agree in adjusting Pausanias’ dates later by about 15 years. These dates, however, still
depend on the historical record insofar as they assume that the destruction of Asine and the

founding of Taras, events which certainly occurred, were connected to the First Messenian War

in the way that the historians tell us. Nevertheless, the fact that these two events can be dated to

716 Hammond 1982: 324. The Spartans could not have attended the Olympic games before conquering Messenia,
since to get to Olympia they would have had to go through northern Messenia or Arcadia (Jeffrey 1976: 130n2).

717 Coldstream 2003: 143.
718 Antiochus of Syracuse FGH 555 F 13; FGH 70 F 216; Diod. Sic. 8.21.
719 Jeffrey 130n2.

720 Coldstream 2003: 143.
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roughly the same time by means independent of the historical record suggests that there may be a
connection between them, and the historical record offers a possibility for what this connection
might be.

There is also a limited amount of further archaeological evidence for a disruption of some
kind occurring in Messenia at this time. At Mila near Malthi, a cult with dedications of figurines
came to an end c. 725 BCE, although at some other areas, such as in a large tomb at Karpophora,
there was continuity from Geometric to Classical times.”?! Coldstream also notes widespread
hero-cult activity in Mycenaean tombs in Messenia in the second half of the eighth century, more
so in this region than in any other in Greece. He posits that the stress placed on the Messenians
by the Spartan encroachment led them to appeal to their local heroes and ancestors for help.”*?

The second war that was said to have been fought at the beginning of the Archaic period
was the Lelantine War, an armed conflict between Chalcis and Eretria on the island of Euboea.
The two cities fought for control of the fertile Lelantine Plain which lay between them. At the
center of this plain stood Lefkandi, which may have been the Old Eretria of the Bronze Age.’”
The details of the war are murky, but Thucydides tells us that this was the first war since the
Trojan War that involved multiple Greek city states fighting as allies on both sides (Thuc.
1.15).7%* Herodotus writes that Samos supported Chalcis and Miletus supported Eretria (5.99.1).

Plutarch says that the Thessalians sent cavalry to aid Chalcis, and that the Chalcidian colonists in

Thrace also sent aid to their mother city (Mor. 760-1).

721 Hammond 1982: 333.
722 Coldstream 2003: 143.
723 Boardman 1982: 763.

724 This might contradict Pausanias’ claim that the First Messenian War involved most of the city states of the
Peloponnese.
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The end of the eighth century is the most likely period for the start of the conflict,
although there is evidence that it dragged on or periodically flared up well into the seventh
century. Hostilities may have begun as early as 735 BCE with the removal of the Eretrians from
Pithecussae and their expulsion from Corcyra by the Corinthians.”>> However, we see Eretria and
Chalcis participating jointly in their overseas trading post at Al Mina in the Levant down to
about 700 BCE, after which Euboean involvement in the site ends. This date may mark the true
start of the conflict,’?® and it is also the approximate date of the final destruction of Lefkandi,
which very likely occurred as part of this war. Further evidence for a serious rupture of friendly
relations between Chalcis and Eretria is seen in the fact that pottery styles current in Lefkandi
just before its destruction and in Eretria just after the final destruction and desertion of Lefkandi
have not been found in Chalcis.”*’

That the war continued into the seventh century is suggested by a fragment of
Archilochus that seems to describe this conflict (West fr. 3):

O0 o1 TOAA’ €mi T6Ea TavvooeTal 0VoE Bapetal
opevdovaL, €0’ &v O udrov Apngc cuvaynt

&v medilor Elpémv 8¢ moAvGTOoVOV EGGETOL EPYOV

TG YOp KEIVOL SAILOYES lot Piymg

deomotan EvPoing dovpucivTot ...

Not many bows will be drawn,

Nor will slingshots be frequent,

Whenever Ares will lead together the battle on the plain;

But the much-sighing work will be of swords,
For the warlike masters of Euboea are experienced in this type of battle.

725 Boardman 1982: 761.
726 Parker 1997: 92.

27 Boardman 1982: 762. Boardman points out, however, that since Chalcis has only been superficially explored, this
evidence is not conclusive.
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Strabo tells us that during the Lelatine War, Chalcis and Eretria, because they had been on
friendly terms prior to the war, made a pact not to use slings or bows and arrows (Str. 10.1.11-
12):728
70 P&V 0OV TAEOV MUOAGYOVV AAMAIG 0 TOAEC avTaL, Tepl 8¢ AnAdvTov
Steveyfeicon ovd’ obte TeEAémc nocavTo, Mote T® TOASHM KaTd ov0Edey dpdv
&kaoto, GALY GUVEDEVTO, £¢° Olg GLGTAGOVTAL TOV AyGva. dnAoi 82 Kkai TodTo &V T¢)
Apopovlio othin tic, epdlovca un ypHobot tniefororc.
For the most part these cities were in harmony with each other, and when they
disagreed concerning the Lelantine Plain they did not so completely break off relations
as to do each thing in the war according to their own desires, but they agreed on which
conditions they were going to do battle. And a certain stele in Amarynthium shows
this, saying that they didn’t use long-distance missiles.
This pact seems to be what is alluded to in this Archilochus poem. Victor Parker dates this
fragment of Archilochus no earlier than the middle of the seventh century BCE, due to
Archilochus’ mention in his other extant fragments of Gyges and of a solar eclipse. By
calculating the solar eclipses that would have been visible to Archilochus and that would have
overlapped in time with Gyges, Parker arrives at a date in the mid-600s BCE.”*® This would
seem to mean that the war was still continuing 50 years after it began ¢. 700 BCE, although, as
Parker points out, it seems more likely that we are looking at a case of intermittent conflicts
flaring up and petering out over a long period of time rather than a period of sustained conflict.”*°
This theory of intermittent conflict is supported by archaeological evidence in the form of

weapon burials and hero cult at Eretria. From 715-690 BCE, seven cremated adults (along with

nine inhumed children) were buried immediately to the east of where the West Gate of Eretria

28 But see Plut. Mor. 293a, which says that Methone was founded by Eretrians in the late eighth ¢. BCE who had
failed to establish a colony on Corcyra and had then been repulsed from Eretria by sling-bullets.

729 Parker 1997: 58-80.

730 Parker 1997: 92.
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t.”3! Many of the deceased were buried with weapons, and it has been

would later be buil
postulated that these were “war heroes” in the conflict between Chalcis and Eretria.”? One of the
earliest graves has been ascribed to a “prince” or “leader.””** A little later in the 7™ c. around 680
BCE a fortification wall was built around the city, and a triangular structure was built on top of
the graves. The site became a heroon, a place of hero-cult, and votive offerings and sacrifices
were presented to the dead. The fortifications suggest armed conflict, and Parker argues that in
constructing the heroon, the Eretrians were seeking the help of the dead warriors in a renewal of
the conflict with Chalcis.”**

As is mentioned above, an extremely interesting feature of these “warrior burials” in the
heroon at Eretria is that they appear to share many characteristics with the funerals of heroes in
Homer, suggesting a link between the burial practices and epic poetry. Bérard theorizes that
these burial practices indicate that the heroes of the Lelantine war were concerned with

eternalizing the glory won in battle, much as the Homeric heroes were:

Les tombes érétriennes donnent l'image d’une societé princiere en arms a laquelle la
guerre lélantine sert de cadre précis. En outre, le monument, qui demeure quelque peu
enigmatique, témoigne de la puissance d’une oligarchie soucieuse d’éterniser sa
gloire acquise sur le champ de bataille et de s’imposer a la communauté par des
solennités qui débouchaient sur I’héroisation de leurs chefs de file.”>

31 Ainian 1987: 14,
732 Parker 1997: 91.
33 Ainian 1987: 14.
734 Parker 1997: 91.

735 Bérard 1970: 71.
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The Eretrian heroon, then, may give us a direct link between Homeric ideology and a real-world
conflict fought between multiple city-states around the turn of the eighth century BCE.”* We
know from “Nestor’s Cup” that Euboeans were familiar with hexameter poetry. This was a clay
drinking cup (kotyle) found in a burial of a young boy from c. 720 BCE in Pithecussae on Ischia
off the coast of Italy, a colony settled by Euboean Greeks from Chalcis and Eretria. The cup
itself is from Rhodes and dates to ¢. 740-730 BCE. On it is an inscription partially in dactylic
hexameter, written in Euboean script.”?” There is also some possibility that the dead heroes of the
Lelantine War were celebrated with funeral games like the epic funeral games of Patroclus in the
lliad. Plutarch mentions a prominent citizen of Chalcis named Amphidamas who died fighting in
the Lelantine war and says that this was the same Amphidamas in whose funeral games Hesiod
names himself as competing in Works and Days.”

If we continue on into the seventh century and down into the Archaic period, both the
historical and archaeological record give us more evidence of armed conflict and destruction. In
the mid-seventh century, perhaps after the Spartans were defeated by the Argives at Hysiae in
669/668, the Messenians revolted from Sparta, resulting in a war that again lasted for many
years.”?® Much of the evidence for this war comes from the elegies of Tyrtacus, which were
supposedly composed to strengthen the Spartan’s flagging morale and to stave off stasis by
insisting on the proper maintenance of the social order (Arist. Pol. 1306b-07a). The dating for

the war is somewhat unclear. Plutarch says that it lasted until 600 BCE (Mor. 194b). The end of

736 As discussed above, the shift away from this type of warrior ideology was already underway throughout most of
Greece by the end of the eighth century, but Eretria seems to be a little behind the times.

737 Fox 2008: 148.
738 Plut. Mor. 153f-54a; Hes. Op. 654-56.

739 Jeffrey 1976: 117.
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this war marked the final subjugation of the Messenian people by Sparta, and from this point on
they lived in a state of semi-slavery until they were liberated by the Thebans in the fourth
century.

Herodotus tells us that Arisbe on Lesbos was also destroyed in the seventh century, and
that its people were enslaved by neighboring Methymna (Hdt. 1.151.2), while Pausanias reports
that Nauplia was destroyed by the Argives (Paus. 4.24.4). At the end of the seventh century,
sometime before 600 BCE, Smyrna was destroyed again by the Lydian king Alyattes, as is well
attested in the archaeological record.”*® Also c. 600 BCE the city of Cirrha was destroyed in the
First Sacred War, and reduced to a pnAdBotoc, a “place grazed by sheep.”’*! Continuing on into
the sixth century, Pellene and Donoussa were destroyed c. 570.7% This takes us down to the mid-
sixth century, which virtually all scholars agree is the latest date by which some version of the
texts of our /liad and Odyssey had to have been written down.”*

Along with the destruction of cities, another disturbing outcome of warfare that we see
occurring in the Archaic period is the enslavement of entire populations, with the most famous
example being Sparta’s conquest of Messenia in the second half of the eighth century. Similar
events also occurred in other areas of Greece. In addition to the enslavement of the people of

Arisbe mentioned above, Argos and Sicyon probably also enslaved fellow Greeks. The enslaved

gymneétes (“naked ones”) of Argos were likely the inhabitants of the surrounding territories,

740 Morris 1985: 117.
741 Isoc. 14.31; cf. Aeschin. 2.115; Plut. Sol. 11.
742 Theopomp. Hist. FGH 115 F 176, 311; Paus. 7.26.2, 6. Cf. Van Wees 2004: 124.

743 Although Nagy insists that the text was not yet “fixed” but that it continued to evolve as a multiform though a
koine of related texts until the Hellenistic period (Nagy 2001).
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including Cynouria, conquered c. 700-550 BCE,”** while the “sheepskin-coat-wearers”
(katonokophoroi) of Sicyon were probably the inhabitants of nearby Pellene and Donoussa,
enslaved c. 600-550 BCE.”*

In examining the archaeological data, we have seen evidence of significant changes in
how Late Geometric and Early Archaic Greeks viewed warfare and the role of warriors. Burial
practices from the Early Iron Age suggest that the construction of hegemonic masculinity in
Greece during this time matched the hegemonic masculinity that we see in the //iad. This was a
warrior masculinity that separated adult warrior men from women and children as a privileged
class and that identified the pursuit of kleos aphthiton as the warrior male’s primary goal. In the
eighth century, patterns of burial shifted, and warrior graves disappeared completely around the
end of the Geometric period. The disappearance of the Iliadic paradigm of hegemonic
masculinity from the archaeological record coincides with the rise of the polis and with the
emergence of a new form of hegemonic masculinity that redefined the warrior as first and
foremost a defender of his community rather than as a seeker of individual glory. This new
warrior ethos is seen in the practice of dedicating weapons at sanctuaries and in literary sources
such as the poems of Tyrtaeus. This evidence suggests that the tension that I have identified in
the Iliad between the normative warrior masculinity that privileges the pursuit of kleos over other
aspects of the warrior’s role and a new form of warrior masculinity that is primarily concerned
with protection and defensive fighting was a tension that was playing out in Greek societies at

the end of the Early Iron Age.

744 Hdt. 6.83; Arist. Pol. 1303a6-8; FGH 310 F 6.

745 Theopomp. Hist. FGH 115 F 176, 311; Paus. 7.26.2, 6. Cf. Van Wees 2004: 30.
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This shift in how Greek societies viewed the warrior’s role may have occurred because of
an increase in destructive warfare in the eighth century, an increase that perhaps resulted from
rising population levels and a demand for farmland. As communal identity became more
important to the Greeks with the rise of the polis and the safety and stability of communities
began to come under greater threat, a warrior ethos that caused a man to place his own kleos over
the safety of his family and city as Hector does in the //iad could have come to be seen as
detrimental to the welfare of the community. The /liad’s critique of its own normative warrior
masculinity can thus be said to reflect the social and political concerns of Late Geometric and

Archaic Greeks as they struggled to adapt to a rapidly changing world.
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CONCLUSION

In this dissertation, I have argued that the //iad uses feminine perspectives on kleos to
critique the system of hegemonic masculinity that it has received from the poetic tradition.
Women in the /liad express a negative view of male warrior kleos because the ideology that
valorizes the acquisition of kleos through death in battle is fundamentally opposed to the female
task of creating and preserving life. The poem harnesses feminine perspectives and voices to
highlight the problems inherent in the system of masculine warrior values that pits a warrior’s
desire for individual kleos against his duty to protect his city and comrades. I have suggested that
this critique of the masculine pursuit of k/eos in the /liad is the result of hegemonic masculinity
in Early Iron Age Greece reaching a crisis point at which it could no longer justify its supremacy
because its emphasis on the acquisition of martial glory was threatening the safety and stability
of the emerging polis.

I have, I hope, provided a convincing refutation of the idea that the /liad is a particularly
“virile” or “masculine” text. In concluding this dissertation, I will go one step further and end my
analysis of the poem with a discussion of how we should characterize the gender of the voice
that speaks to us in the /liad—that amorphous entity called “Homer,” who variously serves as a
signifier for the //iad’s narrator, its putative poet, and the entire poetic tradition that stands
behind it. In my introduction, I characterized the /liad’s use of female voices and perspectives as
an example of a male author (or poetic tradition) adopting a feminine position in order to
criticize the hegemonic masculinity of his own society. Throughout this dissertation, I have

2 <6

consistently referred to “the poet,” “the narrator,” and “Homer” with male pronouns. In doing so,
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I have followed the example of almost every scholar who has written about the Iliad.”*®

Nevertheless, I remain unsatisfied with the default assumption that the //iad is the product of
male authorship. When the current state of the Homeric question is such that we cannot assert
anything about the circumstances of the //iad’s composition without controversy, why are we so
certain that it should be considered unequivocally and entirely the creation of men?

We don’t know who “Homer” is, but we are sure that he is male. But what do we really
mean by “Homer,” anyway? If we speak of “Homer” as the legendary poet to whom the Ancient
Greeks attributed the /liad and the Odyssey and whose life is related in a number of ancient
biographies, we may rest assured that this individual is unambiguously masculine. And yet this is
not the sense in which scholars most frequently refer to Homer in their discussions of Homeric
poetry. Instead, the poet’s name is often employed as a kind of short-hand for the thorny problem
of Homeric authorship. Frequently we will see “Homer” used to refer to the unknown person or
persons who were responsible for the /liad’s production, even in the work of academics who
profess agnosticism on the Homeric question. For example, John Foley clarifies what he means
by “Homer” in his book Homer’s Traditional Art in the following way:

First, Homer is here understood only secondarily as “an author,” presumably the latest
and finest practitioner of ancient Greek epic. While it is indisputable that an individual
(or individuals) personally and idiosyncratically molded the //iad and Odyssey that
survive to us, [ will be maintaining that “Homer” most essentially designates the

poetic tradition as a long-term, ongoing phenomenon that comprises many
individuals.™’

746 To my knowledge, the only scholar who has argued for female authorship of the Iliad is Andrew Dalby in
Rediscovering Homer (2006).

"7 Foley 1999: xi.
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Even authors who eschew use of the name “Homer” in their work will often refer to “the poet,” a
generic entity who is always male, as we see in Jonathan Ready’s book Character, Narrator, and
Simile in the lliad:

When the poet has his characters speak similes, he is using similes as a mechanism of

verbal competition. In subsequent chapters, I expand on this idea by looking at how in

the //iad the poet makes his heroes compete both with other characters and with the

narrator over simile.”#®
Here Ready distinguishes the “poet,” the consciousness outside the text that is responsible for the
poem’s composition, from the “narrator,” a voice that speaks within the text.”*’ Like “the poet,”
the narrator is usually assumed to be male. Even Irene de Jong, who astutely points out that the
narrator is not explicitly gendered in the //iad, consistently refers to him with male pronouns:
“Although the external NF1 is not a character partaking of the action, has no name and no body
(and strictly speaking no sex!) he is not fully devoid of personality.””>°

The assumption that the //iad is a product of masculine authorship is also prominent in

discussions of gender in the ancient world and Homeric epic itself. In an article on feminist
criticism and Classical texts, Barbara Gold refers to the Homeric poems as a “master narrative,”
a “male-authored text that has received, transmitted, and influenced the traditional male-centered

system of representation.””>! Sheila Murnaghan argues that Penelope in the Odyssey cannot be

said to have agency because she is not a real women but a character in a work created by a male

748 Ready 2011: 86.
74 For the distinction between “poet” and “narrator,” see de Jong 1987: 29-30.
730 de Jong 1987: 45.

51 Gold 1993: 84.
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poet.”*? Ruby Blondell suggests a less antagonistic relationship between the Homeric poet and
his female characters, but still refers to him as male.”?

The assumption of male authorship for the Homeric poems has not been total. In the late
nineteenth century, amateur critic Samuel Butler notoriously argued that the Odyssey was written
by a young, unmarried woman who lived in Sicily between 1050 and 1000 BCE.”** However, his
book The Authoress of the Odyssey has serious methodological problems and has experienced
near-universal ridicule from scholars since its publication.”*® Butler’s arguments for female
authorship are largely based on nineteenth-century gender roles and essentialist views about the
differences between men and women. For example, he suggests that the description of the maids
cleaning up the blood at Od. 22.437-43 has been included in the poem because “the first thing a
woman would have thought of after the suitors had been killed was the dining room carpet.””>¢
He also contends that “the instinctive house-wifely thrift of the writer” is demonstrated by the
mention of the food and wine that is spilled when the suitors upset the tables at which they had
been sitting.””” When confronted with arguments such as these, it is extremely difficult for the

twenty-first century reader to take Butler seriously.”®

752 Murnaghan 1994.

733 See Blondell 2010: 19, “This female perspective stands in tension with the objectifying strategies
of the epic’s male characters. Yet it seems to receive the endorsement of the poet himself” (emphasis mine).

754 Butler 1897: 2-3.
55 See Clayton 2004: 1-20 and Ebbott 2005 for a summary of the reception of Butler’s ideas.
736 Butler 1897: 118.
57 Butler 1897: 154.

738 See Ebbott 2005 on the question of whether Butler may in fact be joking, as some have suggested.
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And yet scholars in the twenty-first century have made similarly essentialist statements
when discussing the question of gender and Homeric authorship. In response to Andrew Dalby’s
2006 book Rediscovering Homer, which argues for female authorship of both the /liad and the
Odyssey, Anthony Snodgrass said that a woman could have written the Odyssey because it is
about “a world at peace in general terms, with domesticity, fidelity...endurance and
determination rather than aggression,” but that “the idea of a woman writing the //iad and not
being bored out of her mind by the endless fighting and killings is a bit more far-fetched.””>”
As Mary Ebbott points out, such suppositions are based on restrictive ideas about
masculinity and femininity and hinder critical appraisal of the text.”®" It is a fallacy to assume
that a critic can deduce an author’s gender based upon the contents of their work, however
tempting it may be to try.”¢! Ebbott herself is attracted to the idea of a genderless Homer, but
sees this as an anachronistic imposition of her own desires upon the text:
As I read these several studies of the Odyssey, I found myself desiring a genderless
Homer—wouldn’t that be easier? It is all too safe and easy to ignore gender in
Homeric studies even today, so I could continue on with a subconscious but
wrongheaded notion of a genderless Homer, but instead I hope to capitalize on that
realization with a greater awareness and articulation of my own gender
assumptions.’®?

Ebbott rejects the comfort of a genderless Homer because such an idea is “wrongheaded,” an

example of her “own gender assumptions.” And yet, doesn’t any attempt to assign a gender to

Homer also represent an “assumption”?

75 Quoted in Alberge 2006.
760 Ebbott 2005: 20.

761 1t is a subset of the biographical fallacy, wherein a critic assumes that works of art can be interpreted as
reflections of the lives of their creators (cf. Winslow 1995: 7).

762 Ebbott 2005: 21.
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On the one hand, it seems undeniable that the //iad is most likely the product of a male
poet or poets. The poets depicted in the Homeric poems such as Demodocus and Phemius are all
male, and, as I have discussed in Chapter 2, women in the //iad and the Odyssey are prohibited
from engaging in authoritative speech in almost all contexts. The //iad and the Odyssey thus do
not seem to envision the possibility of their own composition by a woman. On the other hand, we
do have Sappho as an example of a female poet of the Archaic period, and she did compose
poems on the theme of the Trojan War (L-P 16, 44). Sappho 44, a fragmentary poem about the
marriage of Hector and Andromache, is composed in dactylic pentameter, a meter which, as
Gregory Nagy has shown, is cognate with the formulaic structure of Homeric dactylic
hexameter.”®® Nagy suggests that the Homeric poems and Sappho have inherited formulae from a
common epic tradition. Granted, Sappho is later than Homer and writing with different meters in
a different dialect, and thus cannot be said to be part of an “Iliadic tradition.” But her existence
and her engagement with epic material suggest that there could plausibly have been another
female poet earlier in time, perhaps living in Ionia, who composed in Ionic hexameters and who
could have had an influence on the poetic tradition that came to be our //iad. That we have never
heard of her should not be a concern to us, since we have inherited from the Greeks no
knowledge of poetry before Homer.”¢*

Or if we reject the Sappho parallel as too speculative, what about the Delian maidens in
the Homeric Hymn to Apollo? These are a chorus of young women who “sing a song
remembering the men and women of old” (uvnodpevar avop@dv 1 TOAMDY 1OE YOVOIKDV /

vuvov deidovotv, 160-61) after they have first sung hymns to Apollo, Artemis, and Leto (158-

763 Nagy 1974: 118-39.

764 Cf. Kirk 1985: 4; Van Wees 1999: 3.
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59). In this way, their poetry seems to closely mirror that of the putative “Homer” who narrates
the Homeric Hymns, in that they sing hymns as prooemia to longer performances of poems with
epic themes.”® That they seem to have agency over what they sing is suggested by Homer’s
request that they sing his praises to travelers who come to Delos in the future (166-73). However,
several scholars have suggested that by asking the Delian maidens to remember him in the future
(épeio 6¢ kai petomobev / pvinoact’, 166-67), Homer is actually asking them to remember his
song and perform it to future audiences.”®® If this is the case, the Delian maidens would not be
poets in their own right as Homer is, but female performers reenacting the work of a male poet.
Nevertheless, to perform the work of another poet in an oral tradition is in effect to recompose
the song anew. Thus, by performing Homer’s song, the Delian maidens become part of the
Homeric tradition. In a way, they too become “Homer.”

As tantalizing as such speculation about “female Homers” may be, the fact remains that
the existence of women composing and performing Homeric epic cannot be proven. However,
we do not actually need these women if we are to challenge the idea of a male Homer. We can
say with absolute certainty that the poetic tradition of the //iad is indebted to female composers
and performers because of the extensive integration of the discourse of lament into the poem.
Margaret Alexiou, Gail Holst-Warhaft, and Nadia Seremetakis have shown that the laments of

the /liad draw upon a female oral tradition of lament that remained remarkably consistent from

795 For the Homeric Hymn to Apollo as a prooemium, see Thuc. 3.104.2-4. See also how various Homeric hymns end
with the phrase “But I will remember you and another song” (a0tap £y®d kal 6€lo Kol GAANG pvnioop’ dowdtic, HH
2.495=3.546=4.58=6.21 etc.), or with the phrase “beginning from you I will change to another song” (ced 8’ &ym
ap&dpevog petafnoopat dGAhov &g buvov, HH 5.293).

766 Stehle 1997: 184; Nagy 2013. Peponi 2009 writes, “The Delian Maidens’ chorus is positioned between audience
and bard” (40).
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the first millennium BCE to the twentieth century.”®’ Female composers and performers of
lament during the Early Iron Age are thus among the poets who played a part in shaping our
Iliad.”®® Sheila Murnaghan has argued that the female voices in the /liad have been coopted to
serve male ends.’® But if, as I have argued, the ideology of female lament is not only prominent
in the /liad but dominant, can we not conceive of the poem as amplifying the voices of women
rather than silencing them? When the poet of the I/iad speaks, whose voice do we hear?
Similar questions can be raised about the narrator, our Homer inside the text. If the
narrator has no name and no body, on what basis do we assign gender to “him”? De Jong has
shown that at no point in the //iad does the narrator use gendered language to refer to
“himself.””’° If we abandon the position that “the poet” must be male by default, it allows us to
formulate a more complex picture of the narrator’s gender. I have argued that the narrator
exhibits qualities which the //iad itself associates with female characters, such as showing
sympathy for both sides of the conflict and emphasizing the suffering that the deaths of heroes
will cause to their loved ones.””! In the obituaries of dead warriors, the narrator seems much
more concerned with this suffering than with the k/eos that the warriors have won, just like the
lamenting women of the //iad, while at other points in the poem, the narrator displays a more

masculine concern for battlefield glory.””? Is the narrator then a male voice with feminine

767 Alexiou 2002 [1974]; Seremetakis 1991; Holst-Warhaft 1992.

768 Cf. Richard Martin: “The theme and diction of lament appear to have shaped the /liad and can even be found
embedded in the name of Achilles, “grief of the fighting-men” (Martin 1989: 86).

769 Murnaghan 1999.
770 de Jong 1987: 45n10.
771 See Chapter 4.

772 See Chapter 4.
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characteristics? A female voice with masculine characteristics? Perhaps “genderless” may not be
too far off the mark as a descriptor for the //iad’s narrator, a bodiless entity whose voice is
definitively neither male nor female.

For many scholars, the idea of the //iad as a “feminine” text seems counterintuitive, even
ridiculous. But I suggest that to view the /liad as a “masculine” text is equally inaccurate. The
lliad, like Homer, cannot be made to fit neatly into a gender binary. Like its author, it resists
categorization. As /liad scholarship moves forward, a willingness on the part of readers to
critically interrogate our notions of the //iad’s “maleness” may produce new and surprising

results.
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APPENDIX

Figure 1: Mother Holding Dead Son, Attic White-Ground Lekythos, c. 460-450 BCE
Staatliche Museen zu Berlin, Antikensammlung, F 2447

Photo Credit: ANTIKENSAMMLUNG, STAATLICHE MUSEEN ZU BERLIN
-PREUSSISCHER KULTURBESITZ-
Photographer Johannes Laurentius
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Figure 2: Eos and Memnon, Attic Red-Figure Cup, c. 490-480 BCE

Louvre Museum
Department of Greek, Etruscan, and Roman Antiquities, G 115

Photo Credit: Wikimedia Commons
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