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ABSTRACT

This thesis is an analysis of Achilles and Andromache in Homer’s Iliad
employing the formulaic theories of Milman Parry, Bakhtin, modern narratology, and
deixis. These methodologies illuminate correlations between these seemingly different
characters by commonalities within epic diction: the motif of Eetion, the shared narrative
sequence of lamentation, and shared paradigmatic formula. In chapter one, Eetion marks
a triadic relationship with Achilles, Andromache and Hector, in which if Achilles
survived the war, he would have led Andromache off as wife, fulfilling his earlier loss of
Briseis. In chapter two, Achilles and Andromache are shown to share the same narrative
lament sequence; Achilles’ narrative is borrowed from a traditionally feminine one. In
chapter three, Achilles shares the formula daimoni isos with Andromache in the modified
mainadi ise, indicating not only parallel poetic descriptions in battle and lamentation,

respectively, but also transcendence to a divine status.
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CHAPTER ONE:
INTRODUCTION
One of the ways in which the Iliad foreshadows events is
through a process of substitution.
Dué 2002, 40.

The Iliad and Odyssey as we have them are the culmination of Greek bardic
traditions that developed over the course of centuries and these poems, orally composed
at the moment of performance using formulaic diction, begin their codification into
textual forms in the time of Peisistratus.'

The Iliad challenges the contemporary reader to discern congruency and
difference between characters and poetic effects achieved in traditional epic by
substitutions at the formulaic, thematic, and narrative level. Such substitutions, often
with meaningful differences, exist between the characters Andromache and Achilles. At
first glance these two appear to be inappropriately linked, an unnatural pairing. Yet,
using techniques provided by three methodologies, we can illuminate not only motifs,
formulaic diction, and narrative sequences that these two characters share, but also a

sustained parallelism as these characters encounter comparable situations.

"In this I follow Nagy 1996, 109-110 and his analysis of a gradual ossification of the Homeric texts from a
fluid period extending from the early second millennium to its most rigid phase around 150 BCE.
Henceforth the expression ‘the /liad’ will designate the crystallized eventual form of these ‘texts.” See
Nagy 1979, 1996.



We begin with Parry’s original definition of the formula as “a word or group of
words under the same metrical conditions that expresses an essential idea.”” His
definition has been refined by a number of critics, most notably Russo, Hainsworth, and
Martin.” Martin adds the term paradigmatic to designate a formula that substitutes an
isometric morpheme or “meaningful unit” for an element within the regular syntagmatic
formula that is not semantically appropriate. This term can be most usefully applied to
tailored modified forms of well-attested formulae, wherein the poet substitutes an
atypical yet traditional word or phrase for a well-attested isometric and syntactically
equivalent counterpart.’

Using Bakhtin’s notions of “live-entering” and empathy from Towards a
Philosophy of the Act as well as deictic analysis I attempt to describe the emotional and
spatial intimacy between two pairs of characters, Andromache and Hector on the one
hand and Achilles and Andromache on the other. This helps me develop a parallelism
between Hector and Achilles in relation to Andromache both as a wife and a bride prize.

In chapter one, I show how the motif of Eetion, the father of Andromache, creates
two pairings: Andromache and Achilles as well as Andromache and Hector. This, I

argue, results in a triadic relationship in which Achilles and Hector share Andromache as

Parry 1971 [=1930] 272.

3 Russo 1997, 245 emphasizes “the localization of word-types with clear grammatical identities, whose
combination into phrases often created familiar metrical cola of the type documented by Friankel and
Porter.” Hainsworth 1968 replaces Parry’s phrase “the same metrical conditions” with the simpler “bonds
of mutual expectancy.”

* Martin 1989, 164-165.

> Slatkin 1991, 5 (original emphases): “The epic can highlight or suppress attributes associated with a
particular character, allowing their meaning to be colored by the specific narrative context, thus revising or
manipulating its audience’s expectations. And, in a complementary movement, it can appropriate the
resonance of mythological variants that the narrative context may not explicitly accommodate. In adapting
specific features in this way, the poem acts traditionally; it does not violate tradition (although it may be
violating one particular tradition) but remains within it, exploiting its possibilities and using traditionality
as an instrument of meaning.”



an actual or prospective bride or war-prize. Furthermore, Hector functions as the
bridegroom leading her away in marriage while Achilles is the despoiler who, if he were
to survive and sack Troy, would lead Andromache out as a captive woman — symbolic
recompense for his loss of Briseis to Agamemnon.

In chapter two, I argue that Andromache of book twenty-two and Achilles of book
eighteen share the same narrative sequence typical of lamentation, a traditionally
feminine speech genre of epic diction. With slight variations, Andromache’s reaction to
Hector’s death parallels Achilles’ to the death of Patroclus. Achilles’ masculine warrior
diction gives way to feminine lamentation as represented by Andromache.

While Achilles adopts a feminine speech genre in chapter two, Andromache is
assimilated into a predominantly masculine tradition as set forth in chapter three.
Andromache is described at the height of her grief as paivédi (o, a gender specific
variation of dxipOVL EO’OC_,, the masculine formula used in the poem to indicate a
warrior’s aristeia and elevation to divine status. Andromache and Achilles both receive
their appropriate variants. The poem elevates Andromache’s status in the midst of her
grief not only to the level of a warrior at his finest moment in battle, but also to that of a
female divinity, a maenad. Andromache and warriors are futher conjoined by epic uses of
the palvopal. Maiv&g, which by comparison to parallels from the Homeric Hymn to
Demeter, is also an appropriate substitute within situations of familial distress, as when
Andromache realizes that she has lost Hector and Demeter that she has lost Persephone.

Achilles and Andromache, then, share particular formulae, motifs, and a speech
genre (lamentation). Thus there are tangible connections between these two seemingly

disparate characters within the poem. This sort of relationship has precedent: Foley’s



analysis of “reverse similes” illustrates Odysseus and Penelope’s shared gender traits in
the Odyssey.® Just so do Achilles and Andromache function in an inverse relationship of
gendered diction. Furthermore, these correspondences point to the symmetry that
Vernant detects between warriors and women. “Marriage is to the girl what war is for the
boy: for each of them these mark the fulfillment of their respective natures as they
emerge from a state in which each still shared in the nature of the other.”’

The awareness of this symmetry at the level of epic diction, narrative structure, and
speech genre may aid the interpretation of other Homeric instances of cross-gender

diction.

% Foley, 1978, 8.
7 Vernant, 1980, 23-24.



CHAPTER TwoO:

ANDROMACHE AS CAPTIVE WOMAN

In Book twenty-two of the /liad, Andromache learns of the death of her husband,
Hector, and beholds his body being dragged away from the city of Troy. She stands on
the battlements and, suffering greatly, flings from her head the veil.

NUXTL TA OTE pLv kupuBalolog “EkTwp
€k d6poL 'HeTiwvoc, éTTel TTOPE pupior EdVA.
On that day when Hector of the shining helm

[Led her] from the house of Eetion, when he bestowed countless dowry.8
22.471-472

Here the poet collocates the collapse with the forging of Andromache’s marriage in a
passage striking as much for its rich formulaic content as for its emotional power in
conveying the horrors of war and the rupture of familial structures. Indeed, as Segal
notes, Andromache “is the bearer of the suffering of all women in the war, perhaps of all
women in all war.”

Prominent in this nostalgic flashback to the moment of marriage is the role of
Andromache’s father Eetion. What is the effect of his presence in this emotive passage?

Why accentuate the horrors of war with a reminder of a time of tranquil peace? What is

the poetic resonance of the name Eetion throughout the epic?

¥ All translations are mine — I alone am responsible for the prodigality of the language.
9
Segal 1971, 55.



Eetion appears thirteen times in the //iad. Zarker compares the sacking of his city
Thebe to the sacking of Troy, especially within the context of the noble and savage
fluctuations in Achilles’ warrior virtue, saying that “Homer’s auditors, upon hearing of
King Eetion and Thebe, would think of Achilles’ attack, taking, and subsequent treatment
of Thebe and its inhabitants as related in oral epics.”10 Schein, too, notes the humane
manner in which a pre-ménis Achilles respected Eetion’s corpse, as opposed to the
warrior’s later vicious treatment of the corpse of Hector and other Trojans.!' As
Muellner observes, “...the sack of Eetion’s city represents the true narrative point of
departure for the /liad as well as the origin of the scarce sources of prestige — Chryseis

12 Thebe resonates with Troy as

and Briseis — which are the engine of dispute within it.
the archetypical sacked city, as Zarker writes, but also as the city from which Hector led
Andromache in marriage.

I would like to illuminate the function of Eetion and his city Thebe by utilizing
three complementary methodologies as developed by Parry and Lord, Bakhtin, especially
in Toward a Philosophy of the Act, and modern deictic theory. From the first approach,
we understand that the singer crafts the Homeric Kuntsprache utilizing traditional
formulaic language woven under the exigencies of performance. In other words, each

composition of the poetry, while filled with variation, is an original yet entirely

traditional song."> These definitions encourage a statistical study of all forms of the unit

' Zarker 1965, 110.

" Schein 1984, 103.

"> Muellner 1996, 138-139 fn. 11.

1 Lord 1960, 94 describes the form of traditional song as “...ever changing in the singer’s mind, because
the theme is in reality protean; in the singer’s mind it has many shapes, all the forms in which he has ever
sung it, although his latest rending will naturally be freshest in his mind. It is not a static entity but a living,
changing, adaptable artistic creation.”



in question with regard to line placement, metrics, and context, in order to achieve a full
understanding of its poetic resonance.

Three concepts developed by Bakhtin, ‘live-entering,” ‘value-center,” and
orientation, provide further means of interpreting the formulae associated with the name
Eetion. For Bakhtin, the “value-center” of a person is the point from which all temporal
and spatial organization takes place.

In correlation with my unique place of active issuing

-from-within-myself in that world, all thinkable spatial

and temporal relations gain a value-center around which

they arrange themselves into a certain stable concrete

architectonic whole, and this possible unity becomes

actual uniqueness.

57, my emphases

The unique placement of a character defines the position from which he visualizes
everything in his/her “value-center.” The character’s perceptions and evaluation of
experience arise from within and are then directed outwards toward what s/he sees. The
character functions, to borrow terminology from Physics, as a non-inertial observer;'*
there is a fundamental place from which experiences are directed in, directed out, and
processed.

Bakhtin’s concept of “value-center” is a later and perhaps more idiosyncratic
formulation of deictic analysis, as it evolves in linguistics and then with Biihler in literary
and cultural analysis. Bakhtin analyzes the relations between value-centers in spatio-
temporal terms.

All spatial-temporal values and all sense-content values

are drawn toward and concentrated around these central

emotional-volitional moments: 1, the other, and I-for-the-other.
(54)

14 Pfeffer and Nir 2001, 23.



Here Bakhtin marks the directionality of a temporal-spatial movement in terms of “I,”
“the other,” and “I-for-the-other.” The latter anticipates deictic descriptions of dialogue
between first and second person, the “I”” and the “you” — both instances of proximal
deixis.

Modern deictic theory is concerned with the interrelationship between two points
in the same manner as Bakhtin. Felson 2004 describes the approach as follows.

The project of investigating the poetics of deixis begins

with an exploration of linguistic forms that point in a

variety of ways to diverse kinds of objects: extra-textually

to realia in the surrounding or implied context (deixis ad oculos);
backward (ana-) and forward (cata-) to objects within the

text (anaphoric or textual deixis); and imaginatively to

objects within the text (anaphoric or textual deixis); and
imaginatively to objects brought into existence by the very

act of pretending to designate them (deixis am Phantasma:
fictional deixis). In the act of pointing to or creating such
objects, deixis establishes orientation points between which

the characters of the textual universe move. The act of tracking
the movement of such characters gives even distant readers a
vivid sense of involvement and, indeed, of presence at the distant
performance event.

254, my emphases

The deictic origo or orientation point is similar to the Bakhtinian “value-center,” from
which movement within a text is calibrated. The “linguistic forms” create deictic
distinctions, especially by the use of the first and second person, that correspond to
Bakhtin’s terminology of “I,” “the other,” and “I-for-the-other.” Klein 2000 discusses
the effect of first, second and third person speakers on the origo."”

Thus, in any discourse the first person or speaker (ego) occupies

the center of his/her own world and, so long as s/he has the floor,

represents the focus of attention and is therefore not on a par with

the other potential referents not in the cognitive focus of the
audience. At the same time, I cannot be located at a distance

' For the purposes of this thesis, third person distal deixis will not be discussed.



from myself, nor, under normal circumstances, do I need to pick
myself out of a group and distinguish myself from others.
Similarly, you (tu), the addressee, are in normal discourse within
earshot of me, and so long as a speech act is ongoing between us,
my verbalization is directed to you and does not change. Third
person, on the other hand, encompasses a more complex set of
possibilities. As a non-speech-act-participant, a third person
may indeed need to be picked out of the universe of potential
referents outside the speaker and the addressee. Moreover, a
third person may be present or absent, near me, near you, in

the distance, or irrelevantly positioned.

93, my emphases
Klein’s “center of his/her own world,” like the Bakhtinian “value-center” and Biihler’s
origo, is the fundamental starting point for deictic movement. His spatial localization of

first and second person interactions is proximal deixis. These parallels are diagrammed

below.

Bakhtin Deixis Person

“I” Proximal / Origo 1 Person / speaker

“The other” Proximal 2" Person / addressee

“I-for-the-other” Relationship between two Relationship between two
proximal individuals proximal individuals

The Eetion formula functions as a marker of deixis for Homer’s audience,
transporting them to Thebe — either Andromache’s past happiness as a daughter of the
king at the time of her marriage to Hector or at the time of its sacking by Achilles.
Because the city of Eetion and the name of its king are utilized to conjoin Achilles and
Andromache, interrelating their past history, each use forges a link between Achilles,
Andromache and Hector, triangulating their relations.

The two events of marrying from that city and sacking that city coalesce around

the figure of Andromache, on whom Hector’s and Achilles’ life stories converge. The




10

sacking of Thebe functions as a paradigm for the sacking of Troy. The death of Hector
ends his marriage to Andromache; her suffering parallels the sack of Troy. She loses her
adopted city and husband in a single blow. In book six Hector foresees Andromache’s
fate as a captive woman, and predicts that she will be led out of Troy as a slave. The
Eetion motif links Andromache’s anticipated debasement to Achilles’ earlier gain of
plunder; she will become a captured yépag “prize,” were Achilles to survive, in
compensation for Achilles’ loss of T{pn “temporary honor” at the seizure of Briseis in

book one.

1. Formulaic Analysis

The formulations of the name Eetion evoke the destructive power of war as well

as the joy of marriage. The thirteen instances of Eetion, grouped by frequency of form,

are:
1, 2. Avdpoukxn Buy&Ttnp peyaAfTopoc 'HeTiwvocg
Andromache, daughter of great-hearted Eetion
6.394, 8.187
3. €oONOV évi TTpopGxoLot ModAv vidv HeTiwvocg
In the forefronts noble Podes, the son of Eetion
17.590
4. WXOUED’ €C ONPNV LepnV TTOALV "HeT{wvoc
We went to Thebe, the holy city of Eetion
1.366
5. OV TTplv pév pimrTooke péyo oBévog 'HeTiwvoc
which formerly the great strength of Eetion frequently would throw
23.827
6. €oke &’ évl Tpweoat ModA¢g vlog HeTiwvoc

and he stood among the Trojans, Podes, the son of Eetion
17.575
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7. TRV &peT’ €€ Evpwv TTOALV HeTiwvocg ONECTOC
Which he seized for himself from the spoils after destroying the
city of Eetion

9.188

8. €v dOpw 'HeTlwvog, 6 P’ ETpepe TUTHOV €0DTAV
In the house of Eetion, who raised me, being little
22.480

9. €k d0poL 'HeTiwvoc, éTrel TTOpe pupio €SV
From the house of Eetion, when he granted countless dowry
22.472
10. TOV p& 10T’ 'HeTiwvog EAV TTOALY Ryay’ AXLANEDC
Whom Achilles once led after he sacked the city of Eetion
16.153
11. 'HeTi{wv 0¢ Evatev OTTO MA&kw OGAnéoon
Eetion, who lived beneath woody Plakos
6.395
12. “luBpLog 'HeTiwyv, TTEPYPEV &’ €¢ dlav ApioBnv
Imbrian Eetion, but he sent him to shining Arisbe
21.43
13. ORABNV LPITTLAOV: KOTKX &’ EKTaVEV 'HeTiwva
High-walled Thebe; and he slew Eetion
6.416
The most common form of the proper noun is the genitive 'HeT{wvo¢, which occurs in
ten out of the thirteen instances, most commonly in verse final position (five times),
thrice at the end of a mid-line trochaic caesura, and once when the diaeresis falls in an

extremely rare position after the 3" foot (9.188).'® The nominative "HeT{wv appears

only twice, once in line initial position (6.395) and once from the beginning of the second

' Stanford 1996, Ixxxiv. “The rarest diaeresis is after the third foot. There are apparently two restrictions
in its use: an undivided dactyl or spondee is not found before it, and the end of a sentence never coincides
with it, (though the end of a clause may).”
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foot extending to the trochaic caesura (4.43). The accusative 'HET{wWVX appears only
once in verse final position (6.416).

The majority of the formulations of Eetion describe Andromache or Achilles
indirectly or directly. All instances but one refer to Andromache’s homeland, Thebe, and
her father; one within the context of an unfortunate Trojan whom Achilles slew (21.43)
and two others appear in connection to Podes, a brother of Andromache slain by
Menelaus (17.575 and 590). The combination of Andromache and Achilles is implicit in
two of the twelve mentions, while Achilles alone is associated with four.

Book six contains the single best example of Andromache and Achilles in close
proximity to Eetion.

ATOL Y&p TTaTép’ GUOV &TTEKTOVE dlog AXIANEDCG,

€k 5& TTOALV TTépaev KIAKWY €0 VXLETROLO AV
OABNV LWIiTTVAOV: KaT& &’ EkTavev 'HeTlwve,

For shining Achilles slew my father,
And he utterly sacked the well-peopled city of the Cilicians,
High-gated Thebe: he slew Eetion,

6.414-416
Here Andromache, the speaker, connects Eetion and Achilles. Her two mentions of her
father, the first generic (TTXTEP’), the second specific CHET{wVK) frame her reference
to the sacking of Thebe. The generic reference establishes the father motif before the poet
ornaments the city with specific details, such as “the well-peopled city of Cilicians” and
the name of its king. The placement of this designation of Achilles as the agent of

destruction in Andromache’s very discourse emphasizes their inextricable connection.
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From the value-center of Achilles, sacker of cities, the city is a target to be sacked
and looted."” For Andromache from her own value-center, Thebe is the beloved
homeland in which she was raised and from which she was led in marriage. The names
of Eetion and of his city bind Achilles and Andromache in a sustained opposition. For
Homer’s audience, steeped in traditional material, both the characters’ value-centers
resonate. Thus, Eetion as a twofold resonance refers to the sacking of the city of Thebe
at the hands of Achilles and to Andromache’s wedding to Hector. It is not only textually
localized around the figures of Achilles and Andromache, but it also marks the depth of

the relationships between the two pairs.

1I. Textual Analysis

At 22.462-472, as Andromache watches Hector being dragged far from the city
without burial rites, these two traditional narratives associated with Eetion and his city
intersect. The sacking of Eetion is reenacted before the epic audience at this climactic
moment in the poem: with Hector dead, Troy is doomed, as are those inhabiting the city.
The death of Hector activates the destruction-motif associated with Eetion and with the
despoiler Achilles, which counters and overwhelms Andromache’s ‘matrimonial motif.’
At this second sacking, Andromache will suffer the same fate as her mother at the first,
and as any other captive woman. In other words, in an agon between the two Eetion
motifs, the Achilles’ sacking motif wins out; more broadly, the ravenous spear of war has

broken the vows of marriage asunder. These motifs coexisted as complements until the

17" Sacker-of-cities’ is a fixed epithet of Achilles, inherent to his identity. 1. Algoopévn Tinoal
AxIMAa TiToA{mopBov (8.372, 15.77). 2. "EKTOPOG GU@L VEKUL, K&l AXINAA & TITOA{TTOpOOV.
(24.108).
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very moment when Andromache sees her slain husband and recognizes what is to be her

fate.

A. Achilles

Each of the four instances of Eetion that are directly localized around Achilles
designates Achilles as a sacker-of-cities and a looter-of-spoils. In all four, the motif of
Eetion functions as a paradigm forecasting the fall of present-day Troy. Eetion is utilized
as a way of ornamenting goods that Achilles won from sacking Thebe.

Book sixteen contains the arming scene of Patroclus, in which Achilles’ horses
are being saddled for Patroclus as he prepares to sally forth to support the Greek host.

TW 8¢ kol ADTOUEd WV UTTarye TUYOV WKERG LTTTTOUG
=&vBov kol Baiiov, T Gpa TIVOLNOL TTETETONY,
TOUG ETEKE ZEPOPW GVEPW ApTruta Moddpyn
BOOKOMEVN AELUOIVL TTOp& pdoV 'Qrenvoio.

é€v b€ Trapnopinolv apdpova Mhdaoov let,

TOV p& 10T’ 'HeTiwvog EADV TTOALY Nyay’ AXIAAEDC,
0¢ kol BvnTog €WV €TTed’ (TTTTOLG ABOXVETOLOL.

And for him Automedon led the swift horses under the yoke,
Xanthus and Balius, the two who together flew with the winds,
The horses which Arpuian Podarge bore to Zephyros the wind,
She, grazing in a meadow beside the stream of the Ocean.

On the side traces he sent blameless Pedasus,

Whom Achilles once led after he sacked the city of Eetion,

A horse indeed which, although being mortal, followed the
deathless horses.

16.147-154

In this scene in which Automedon leads Achilles’ horses under Patroclus’ chariot, a short

lineage description ornaments the introduction of the two horses, and a third tracer horse



15

is mentioned, “blameless Pedasus,” as part of the plunder from the city of Eetion.'® A
single line, then, identifying the mortal horse Pedasos, transports the listener to Thebe at
the time of its sacking.

Linking plunder with Achilles is by no means unusual; in book one, after
Agamemon incurs his ménis, Achilles himself mentions the sacking of Thebe to his
mother Thetis (#4):

WXOHUED’ €c ONPNV LepnV TTOALY "HeTlwvoc,
TNV 8¢ dleTrp&BOopéV Te kKol NYoueV EvO&dEe TT&VTA:

We went to Thebe, to the lofty city of Eetion,
And we sacked her and we led out all therein.
1.366-367

Note how “to the holy city of Eetion” concludes the line from the masculine/strong
caesura to line end. The singer would have constructed this part of the line to ornament
the mention of Thebe in the first half-line.
In book nine, the mention of Eetion again appears as Achilles, holding a beautiful
lyre that he also acquired from the sack of Thebe, sings the glories of heroes (#7).
TOV &’ ef)pov EpéVa TEPTTOUEVOV POPHLYYL ALYE(N
KOAR SadAAED, ETTL & &pyOpeov Tuyov Ney,

N y 3 oo, ., y , )\ 2 .
TNV XPeT’ €§ ev&pwv TTOALV 'HeTiwvocg ONéECTOC:
T} O YE BUHOV ETEPTTEV, KELDE B &Pa KAEX GVDPUDIV.

And they found him delighting his mind with a clear lyre
Beautiful, cunningly, and upon it was a silver bridge,

Which he seized for himself from the spoils after destroying

the city of Eetion;

With which he delighted his spirit, and he sang the glories of men.

18 As Felson 1999 has noted, Pindar utilizes the indefinite adverb TTOTE to introduce such a distal deictic
shift. She traces the uses of mote in Pindar’s Pythian 4, noting that it “creates the space for the first deictic
shift” (15), places one in “mythic time” (16), and can be used to indicate distal deixis from the origo (25).
Here too, the indefinite adverb TTOTE “once” triggers a temporal shift from the Zic et nunc of the war to
Eetion’s city at an earlier time.
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9.186-189
Here Achilles is singing the “glories of men,” that is, epic poetry,' to delight his heart,
the lyre is expanded with ornamental language about its construction and quality.*’
In book twenty-three Achilles presides over the funeral games of Patroclus, and
one of the games involves an item from the sack of Eetion’s city (#5).
aOT&pP MNAeldng Bfkev cOAOV XOTOXOWVOV
oV TTplv pév piTrTooke péyo oBévog 'Hetiwvoc:

AN’ NToL TOV ETTEpVE TTOd&PKNC dlog AXIANEDC,
TOV &’ &YeT’ év VAECOTL OOV BANOLOL KTEXTETOL.

Then the son of Peleus placed a rudely cast quoit

Which formerly the great strength of Eetion frequently would throw;

Except that’' swift-footed shining Achilles slew him,

And led it out on ships together with his other possessions.
23.826-829

Here Eetion is in the most common line position and case (the genitive), and is again
localized around Achilles, as in the three previous examples (16.147-154, 1.366-367, and
9.188). Here, however, the contest is not between Achilles and Thebe, but between
Achilles and Eetion himself. The mention of Eetion and the use of the verb &yw
indicate Achilles’ superiority over Eetion in might and mark him as someone worthy of

522

the epithet, ‘sacker-of-cities.””~ Mentioning the athletic contest with “the rudely cast

' Muellner 1996, 139 fn. 11: “the lyre may be a metaphoric acronym of the epic song being sung on it by
Achilles: his own.”

20 The formulae describing the lyre are rare in the epic diction, such as @OpuLYYL ALyein, which occurs
in one other location, /7.18.569, and K&XAR dXLOKXAER, which occurs in two other locations, /7.16.222 in
the genitive case, //.18.612 in the accusative: other more unusual expressions such as the silver bridge
(&py0Opeoc) occurs only 28 times in the /liad and Odyssey combined and only nine times in the accusative
(&pyOpeov). This is the only instance in which &py0Opeov is coupled with Tuyov.

Denniston 1934, 27, where a possible translation is “except that;” see also 554, with examples where
frol in Homer loses its vividness and begins to function as a “mere ancillary” (other examples from the
Iliad: 1.68,1.211,4.22,7.451,11.24).

*? See Zarker 1965, 110.
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quoit” (23.826) accentuates the might of Achilles, which captured the lofty citadel of
Thebe, in direct contrast to the might of the slain Eetion. Thus the quoit becomes an
emblem of Eetion’s manhood and former strength, which Achilles appropriates. The
natural result of the comparison between the warrior and the king continues in the
following line as Achilles slays Eetion and leads his possessions onto ships. It is not only
the destruction of the city for which Achilles is responsible, but of Eetion himself.
The comparison of athletic prowess to manly vigor is also made in the Odyssey,

when Odysseus is challenged to compete in athletic contests by the Phaeacian Laodamas.

“680p’ aye katl o0, §elve TTep, Trs(pr]oou XEBAWYV,

€L TIV& TTOU BEBKNKOC: eoms € L6|J£V aeerug

ou pev y&p pu(ov KAEOC KVEPOC ocppa K’ en0|v

n ol Toootv TE PEEN Kkal xepotv en0|v

AN’ &ye Trelpnoal, okédacov & &Td kndea BupoD.

Come hither, even you, guest father, to make trial of the games,

If you ever somehow have learned some sport: it is seemly

for you to know games;

For there is no greater glory for a man as long as he lives

Than whatever he does with his hands and his feet.
But come compete; scatter the cares from your spirit,

0d.8.146-149
As Odysseus declines the invitation to partake in the games, Laodamas scorns him,
saying that o0®’ &XBANTHPI €oiKag “you did not seem to be an athlete” (Od.8.164).
Here the achievements of warriors are subsumed into the glorious deeds of the athlete:
cowardice in athletics equals cowardice in battle, while KAEOG is the appropriate reward
for both deeds.” The Phaeacian scene ends with Odysseus hurling a discus farther than

any other Phaeacian youth, thereby proving his superiority as an athlete and as a warrior

2 See Nagy 1979 chapter two on KAEOG as the goal and consolation of heroes and on its fundamental
relationship to epic poetry and hero cult, as well as 32, fn.6.3 “those who flee get no kKAéog” (11.15.564)
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(8.186-194). That scene inversely parallels Achilles’ multi-generational competition with
Eetion at 23.826-829; both scenes are rife with the tension of a contest of strength and
glory between older and younger generations. In the //iad scene Achilles is the younger
warrior who subdues the older Eetion, while for Odysseus, the age-grades are reversed as
he outdoes his younger competitors.

The verb &yw has special significance for Achilles as ‘sacker-of-cities.**

TOV p& 10T’ "HeTlwvog EADV TTOALY NYay’ AXAAEDC,

Whom Achilles once led after he sacked the city of Eetion,
16.152

TNV 8¢ dleTrp&OOpéV Te KOl NYOUEV EVO&DE TTEVT:

And we sacked her and we led out all therein.

1.366-367

~ L y ) J 7 7 y Ve J ya
TNV XPeT’ €§ ev&pwv TTOALV 'HeTiwvocg ONéECTOC:

Which he seized for himself from the spoils after destroying
the city of Eetion;

9.188
TOV &’ &YET’ év VAEOOL 0DV &ANOLOL KTEXTETOTL.

And led it out on ships together with his other possessions.
23.829

Achilles, in three out of four of its occurrences, leads out the possessions of the sacked
city of Eetion using 6tyw; aorist forms at 16.153 (Qyay’) and 1.367 (fyOp€eV), and a

medio-passive imperfect at 22.829 (XY€ET’).

2 1SIsv.’ 1. “To lead carry fetch bring (of living creatures). 2.3 “carry off as captives or booty.”
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At 9.188 (#7), Achilles’ plunder includes the silver lyre, which, having destroyed
the city of Eetion, he took from the spoils. The ornamentation of the lyre’s origins
denotes Achilles’ past sack of the city of Thebe in a reference to Eetion.

TRV &peT’ €€ Evpwv TTOALY 'HeTiwvog ONECTOC
9.188

This line is comprised of perfect dactyls in a classic case of a penthemimeral caesura.
Here the poem uses a form of alpéw isometric with &Xy€eT’ for Achilles’ leading out of
plunder, indicating its interchangeability in the poet’s mind. This substitution’s isometry
indicates it as poetically equivalent in meaning with the three other instances of Xyw
used for the leading out of plunder.

Elsewhere in the //iad, notably at 6.455, Hector utilizes ayw to describe
Andromache being led away:

€oOETAL NPAP OT’ &v TTOT’ OAWAN “IAtog tpn

kot Mplapog kol Ao EDppENiw MpL&poro.

AN’ o0 pot Tpwv Téooov péNeL GAYOC OTTiooW,
o0T’ a0TAC ‘Ek&Png obTe MpL&poLo &vakToc

o0Te KXOLYVATWY, 0ol KEV TTOAEEC Te Kol EaBAOL
év Kovinot TI"IéO'OLEV o1’ &vdp&olL duopevéeTay,
0000V €0, OTE KEV TLG AXKLAV XOAKOXLTOVWV
dakpuOETTAV BYNTOL EAEDBEPOV AUOP KTTODPAC:

The day will come when lofty Ilion will be destroyed

Both Priam and the people of Priam of the ashen spear

But such a grief for the Trojans is not a care for me in the future,
Nor for Hecuba nor the lord Priam

Nor my brothers, those who both many and noble

Would fall in the dust at the hands of men intending ill,

As much as for you, when some one of the bronze-clad Achaeans

Leads you weeping after robbing you of the day of your freedom.
6.448-455
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This passage associates a woman enslaved and spoils taken in war as semantically
interchangeable direct objects of the medio-passive &yeo8ai, which within epic diction is
employed to take a wife.’
Slave women and spoils are not the only possessions led out of cities using the

verb &yw. In the /liad, the verb appears in the lament speech of Briseis for Patroclus.

00B€& v 0VSE ' EQOKEC, OT GvOp' EPOV WKOC AXIAEDC

EKTeIVEY, TTéEPOEV B€ TTOAIV Beloio MOvnTOC,

kAalelv, XAAG ' €Epaokec AxIAROC Beloio

koupIdinv &Aoxov BAcElv, GEEv T' évi vnuoiv
€c PBinv, daiotlv &¢ y&uov et MuppIdOveool.

You did not permit me, when swift Achilles

Slew my husband, and sacked the city of God-like Mynes,

to weep, but you kept on telling me that you would make me

the maidenly wife of Achilles the god-like, and you would

lead me (&yw) on the ship,

to Phthia, and would have a wedding feast with the Myrmidons.
19.295-299

"Ateiv and daioelv are in a parallel structure in Patroclus’ promise: to lead Briseis on the

ship would directly result in the marriage feast with the Myrmidons. Odysseus, too, in

the midst of spinning Cretan lies to Eumeus, uses the medio-passive form to take a wife.
nyayounv ¢ yuvaika ToAUKARPpWY &vBpWTTwY

elvek' ENc XPETAC, ETTEL OVK KTTOPWAIOC A
008€ PUYOTITOAENOC:

I led to myself a wife from men of many possessions,
Because of my excellence, since I was not idle nor
One to flee a fight.

0d.14.211-213

2187 sv.? 1. To take to oneself a wife, marry. Od. 14.211
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Another example outside of the Homeric corpus meaning ‘lead in marriage’ appears in
Sappho 44LP, in which Hector leads Andromache back to Troy in matrimony using the
exact same verb.

"EkTwp Kol oLVETOLP[O]L &YOLT” EALKWDTTLOX

OnRBuc €€ épac MAakiog T &[T &Glv<v>&w

aBav Avdpopdxav Evi vadoLy €T’ GAHLPOV

TTOVTOV-

Hector and his companions lead a quick-eyed girl

From lofty Thebe and from chilly Placia,

Gentle Andromache on a ship upon the briny sea...

Sappho 44LP
This fragment then supports the definition of &yw: to lead out a bride in marriage.
When Achilles leads out the spoils from the city of Eetion, the poet employs the same
verb — in the forms Ryay’, Nyopev, &yeT’ found in 1.366-367, 16.153, and 23.827
respectively. Although this verb is extremely common, it is no coincidence that the
poetic tradition uses it for the leading out of possessions of a sacked city, a noblewoman
turned chattel (6.455), and the selfsame woman in marriage.
The spoils of war and captive women have one thing in common: the spear wins

both. &yw, with Achilles as subject, describes the leading out of possessions from a
sacked city, but within epic diction it also is used to lead women out of a newly sacked
city as chattel as well as to lead someone home as a wife (19.295-299 and Od.14.211).
This definition is corroborated outside of epic; in Sappho 44LP the same verb describes
Hector leading Andromache out of Eetion’s city in marriage. As a consequence, there are

two ways to win a bride or a bride-prize (Y€PQG): by the spear or by paying countless

dowry.
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This Sapphic fragment is an appropriate comparandum for a number of reasons.
First, the subject matter draws on and incorporates epic material.® We know that Greek
lyric and drama, as well as Hesiodic and Cyclic poetry, draw on vast amounts of
traditional material not available to us.”’” It is not unreasonable to believe that this
Sapphic fragment preserves a morsel of a longer, more detailed tradition of the wedding
of Hector and Andromache. Moreover, the meter and narrative style of the fragment are
reminiscent of epic.”®

Thus the Eetion motif places in paradigmatic relation not only the fall of Eetion
and the fall of Troy, but also Andromache led out from Eetion in marriage, the goods
Achilles leads from Eetion, and Andromache envisioned as a captive woman to be led
from a sacked city. This suggests that Hector’s prediction at 6.445-455 will eventually

come to pass, not as it turns out, through Achilles’ agency but through his son’s.

%% Even these three Sapphic lines contain formulaic phrases that occur in the /liad. For example, compare
Sappho’s ONBag €E lépag MAakiag with 22.479 OABNOLY OTIO MA&GKwW OANETON, a semantic
variant. This is most likely due to the shift from epic hexameter to Aeolic pentameter, OTTO MA& KW
UAnéoon# at (11.6.396, 11.6.425), and #OAPN “YTTOTTAKK{N (/1.6.397), which appears as enjambed line-
initial formula that repeats the same 0TT0 MA&KW VANETON# of the previous line at 6.396.

F’Slatkin 1991, 11: “Subsequent researches shown in detail that the Cycle poems inherit traditions
contingent to our /liad and Odyssey and preserve story patterns, motifs, and type-scenes that are as archaic
as the material in the Homeric poems, to which they are related collaterally, rather than by descent. The
Cycle poems and the //iad offer invaluable mutal perspective on the recombination of elements deriving
from a common source in myth, which makes possible the continuous evolution of themes and characters
appropriate to individual epic treatments...Similarly we shall see, an important source of comparative
evidence offering insight into the themes of the //iad is choral lyric poetry, where treatment of closely
related mythic material provides the possibility of recovering archaic poetic traditions not overtly employed
by Homer.”

% For reasons why Sappho is appropriate comparanda on the metrical and formulaic level, see Nagy 1974,
120.
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B. Hector and Andromache

An additional Bakhtinian concept, empathy or live-entering, can help explicate
the interrelationship of the narrative and dialogic motifs surrounding the figures of
Andromache and Hector in the poem. In Bakhtin’s view,

Pure empathizing is impossible. If I actually lose myself into
the other (instead of two participants there would be one — an
impoverishment of Being), i.e., if I ceased to be unique, then
this moment of my non-being cannot become a moment in the
being of consciousness — it would simply not exist for me, i.e.,
being would not be accomplished through me at that moment.
15-16
Felson has already applied the Bakhtinian concept of ‘live-entering’ to the marital
relationship of Odysseus and Penelope in the Odyssey and other Homeric couples,
arguing that a dialogic relationship exists between them characterized by Homeric
homophrosune.*

The eight instances of Eetion localized around Andromache and Hector function
in a manner independent of yet complementary to those localized around Achilles. They
remind the audience of the extreme intimacy of this marital couple, and of the intensity of
their marital bond.

Thus, according to Bakhtin, the empathizer ceases to be within a state of Being,
for a temporary moment, before returning to his or her value-center. The unattainability
of pure empathy ossifies the distinction between the “I”” and “the other.” In deictic

language, the coincidence of two value-centers is impossible to sustain the subsumption

of an “I” into “an other” and cannot last. In a moment of utter empathy such a

2% Felson 1993, 160-161.
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confluence can indeed occur, and this is precisely what happens to Andromache when she
sees Hector dragged away from the city and flings off her veil.

Is pure empathy possible? According to Bakhtin, it is not. However, aesthetic
works can create multiple value-centers, including those of the narrator and each
character. The third functions from three different origos; that of, as Bakhtin says, “the
author-artist, who is situated outside the poem’s architectonic of seeing the world (not the
author-hero who is a participant in this architectonic), and outside that of the

30
contemplator.”

The luxury of a poet / narrator creates an allowance for pure character
empathy; when the value-center of a character ceases to be, the value-center of the
author-artist or the contemplator remains. The ability of the poem to function as its own
origo graces characters with the ability to lose their own value-centers, if only
temporarily.

At 22.462.472 Andromache experiences a moment of pure empathy as she live-
enters the origo of her husband. In that moment Andromache ceases to exist as a
separate individual. Her value-center collapses into Hector’s. She is no longer a wife
conjoined to Hector: she in fact is the warrior himself at the moment of his fall.

Hector had experienced a similar coalescence of selves with Andromache in book
eight, as he exhorted his horses to serve him in battle by invoking kindnesses bestowed
upon them by his wife:

W¢ elTTV (TTTTOLOLV EKEKAETO PUVNOEV TE:

Z&vOE Te kal o0 Modapye kot AlBwv AGUTTE Te die
VOV HOL TAV KOMLONV &TTOTIVETOV, NV HEAX TTOAAAV
Avdpoudxn Buy&Tnp peyaAntopog 'Hetiwvog

UYLV TI&XP TTPOTEPOLTL HEN(PPOVA TTUPOV EBNKEV
olvov T’ éykep&oooa TTLELY, OTE BLUPOC &GvyoL,

30 Bakhtin 1993, 66.
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N éuol, 0c TTép ol BaAepdc TTOOLC eDxouaL ElVAL.

So speaking he called out to the horses and spoke to them:
Xanthus and you Podargos and Aithos and shining Lampos,
Now return for me the tending, which in great abundance
Andromache the daughter of great-hearted Eetion

In former times placed beside you honey-hearted wheat
having mixed it in wine to drink, when her spirit would urge,

even before me, who indeed boasts to be her blossoming husband.
8.184-190

In the midst of battle, Hector invokes earlier acts of kindness performed by his wife,
which he then parleys into a debt owed to him in a quid pro quo relationship typical of
the tripartite Greek prayer.’' Hector expands on the kindnesses that Andromache
repeatedly performed for the horses and then names himself as her blossoming husband.
The appearance of XAEPOC TTOTLG in Hector’s speech performs a practical and
a personal function. In a practical sense, Hector prays to his horses by invoking a scene
in which Andromache was present and by offering her kindnesses as his own. ** He
situates himself as an “Andromache” substitute and requests a return favor from the
horses. This is a collapse of the Bakhtinian value-center for Hector and Andromache, as
Andromache appears to deserve the horses’ beneficence until Hector asserts that it is he

who is present in this scene and in need, not Andromache. The mention of 1] €po({ “even

31 Muellner 1976, 28-29: “A Homeric prayer has the following structural elements: (1) Invocation of god
or goddess with ornamental epithets, etc. (2) Claim that person praying is entitled to a favor on the basis of
favors being granted, granted in the past, or to be granted, or on the basis of a previous response which
implies the existence of a contract between god and man based on past exchange or favors. (3) Specific
request for a favor in return, including an implied or explicit statement of the relevance of the favor to the
particular god’s sphere... For our purposes it is important to conceptualize the prayer theme and these
variants of it as a kind of deep structure with surface structure manifestations.”

32 Muellner 1976, 29-30: the use of eDXOp&L “pray, boast, vaunt,” indicates precative speech towards the
divine horses, not gods, atypical of this prayer form.
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before me,” clearly returns Homer’s audience and the poet to the proximal Aic et nunc

after Hector’s supplication in the name of his wife.*

This is the first of a number of instances in which the identities of Andromache

and Hector coalesce. Shortly, Hector spots Andromache on the wall:

€vO’ GAox0¢ TTOADdWpPOC évavTin NABe Béovon
Avdpoubkxn Buy&Ttnp peyaAnTopoc 'Hetiwvocg
'HeTi{wv 0¢ Evatev OTTO MA&kw OLAnéoon

OhBN “YrrommAakin Kikikeoo’ avdpeaaty AVROOWV:
TOO TTEP &1 BUY&TNP €XEO’ “EKTOPL XAKAKOKOPUTTH).

There his much-dowried wife came opposite, running,

Andromache, the daughter of great-hearted Eetion,

Eetion who lived beneath woody Placos

In Thebe-under-Placos, ruling over the Cilician men:

Whose daughter in truth was held in marriage to bronze-clad Hector.
6.394-398

The relative adverbial locative €vO’ “there” locates Andromache in reference to Hector’s

origo as does the adverb évavTin and the direction of the verb |?]>\9€. The poet

identifies Andromache as Hector’s “wife” and then adds the formulaic AvOpopé&xn

Buy&Tnp peyaAnTopog 'Het{wvog (8.187). This triggers a further expansion, a

two-line digression on the history of Eetion’s kingship, which underscores Andromache’s

worth and importance.

No passage truly illustrates the empathetic relationship between Hector and

Andromache as much as the one in book six, where Andromache recollects the slaying of

Eetion:

NToL Y&p TTaTép’ GUOV &TTékTaVE dloc AXIANEDCG,
€k 5¢& TTOALV TTépoev KIAKWY €0 VHLETROLO KV
ORABNV LPITTLAOV: KOTX &’ EkTaveV 'HeTiwva,
00BE pLv €€evapLEe, oeP&TTnTO Y&P TO YE BUHWD,

33 Kirk 1985, 313.
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OAN XPO HLV KKTEKNE OV EVTEDL dXLOKAEOLTLY
Ao’ éTTl OAY’ Exeev: Trepl &€ TrTe>\é0(g EpOTELOOV
vuucpou opem'w(f)eg KOUpO(L Awog ouytoxom

ol 5€ poL ETTTX KO(O'LYVI’]TOL ETQV €V ueyapom‘tv

ol pév 1TO(VT€C_, (@ klov NUaTL "Atdog elow:
TI'O(VTO(C_, y0(p |<0(Te1'recpve 11060(p|<ng 6LOC_, AXIANEVC
Boualv éTr’ GO\LTroSeGO'L Kol O(pyevvng oleool.
unTepO( 5, N BO(O'L)\GUGV U1TO I'I)\O(Kw LAnéoon,
Tnv €Tl'€L ap dedp’ Nyay’ ay’ oO\)\OLO'L KTEO(TEO'O'LV
QWP O YE TAV XTTEAVOE AXBWV &TTepe(ol’ &TTOLVY,
TIRTPOC &’ év pey&polot B&N' 'ApTepLS LOXEXLPA.
"EkTOp &T&p 00 pol éooL TTOTAP KOL TIOTVLX UATNP
Nd¢ kaxolyvnToc, o0 &€ poL Balepdc TTapoko(TNC:

For shining Achilles slew my father,

And he sacked the well-inhabited city of the Cilicians,

High-gated Thebe: and he slew Eetion,

And he did not despoil him, for he shrank from this deed in his spirit

But he performed funeral rites for him together with his

cunningly-wrought armor.

He piled a mound upon him; mountain-nymphs,

The daughters of aegis-bearing Zeus, planted elms around it.

For there were seven brothers in the house

but all went on a single day to the halls of Hades.

For swift-footed shining Achilles slew all of them

in addition to the shambling-hoofed cattle and the white sheep.

But my mother, who was queen under woody Placos,

When he led her hither together with the rest of the possessions,

He, to be sure, ransomed her, taking a countless ransom,

But in the halls of my father arrow-pouring Artemis struck her.

But Hector you are my father and my queenly mother,

You are my brother and you are my flowering husband.
6.414-430

This blurs the distinction for Andromache between her family members and
Hector. The passage culminates in the delineation of Andromache and Hector’s
respective value-centers from her focalization. Here, Andromache, by recounting to
Hector Achilles’ murder of her family, not only plays the narrator of the story about the
fate of her family, but also articulates the interrelationship between the three of them. Her

family fell at the hands of Achilles, and now she has invested Hector with the value of
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each member of her lost family. When Achilles slays Hector, he will be eliminating
Andromache’s family yet a second time.

In this emotional final address to Hector, Andromache not only equates him
sequentially to her father, mother and her brother, but also names him her OxAepoOg
TTxpako{Tng. This designation is the semantic equivalent of OXAEPOC TTOTLG to be
used of Hector at 8.190. On both occasions, the Eetion motif forges a context of intimacy
between Andromache and Hector.

The verb that Andromache employs to describe Achilles leading her mother out of
the city of Eetion is Nyay’. The use of the aorist form of &yw here matches those uses
outlined above (pp. 15-18) with Hector or Achilles as subjects. Here too, Andromache
utilizes Nyoty’ to describe leading out plunder, chattel, and a bride in marriage.

In lines 429-430, Andromache shifts from diegesis to direct address:

“EkTOp &T&P 00 poi €00l TTHTAP KOL TTOTVLX HATNP
Nd¢ kaxolyvnTog, o0 &€ poL BoNepdg TTapoko(TNC.

“EKTOp &T&p 00 pot fills the first half of line 429, and the juxtaposition of 00 poi
together enacts their intimacy. In the second half of line 430, 00 € poL BxAepPOC
TTXPpaKO(TNG, echoes the earlier juxtapostion and further fortifies their ties. The
juxtaposition creates a specifically two-sided dialogue between Hector and Andromache
out of a triadic one that included Achilles, Andromache, and Andromache’s family.34
The combination of the 00 and po{ and the conjunctive particles XT&p, NO€, and Hé

accentuates the tension between them.>’

3% See Bakhtin’s analysis of the Pushkin poem Parting (1830) in which “the event moments of Being are
distributed and arranged around the two value-centers (of the characters).”
3% Denniston 1934, 51 classifies these as adversative in the context of an impassioned plea, citing 6.429.
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If Andromache’s speech in book six verbally expresses her intimacy with Hector,
the passage from book twenty-two expresses that same intimacy in deeds. Their empathy
culminates at the moment when Andromache, reaching the tower of Troy, perceives the
horrid fate that has befallen her husband. In an instant, the two resonances of Eetion
intersect in a manner unique in the poem; at the sight of Hector’s corpse, Andromache’s
value-center is absorbed into her husbands by the vehicle of pure empathy. Here, the
complementary Eetion narratives associated with Achilles’ destruction of his city and the
marriage of Hector and Andromache conjoin.

aOT&P ETTEL TTOPYOV TE KOl AVOPIV (EEV OpLAOV
€0TN TTATITAVAG ETTL TE(XEL, TOV 8¢ vOnoev
ENKOpEVOV TTPOTOEeV TTOALOC: TaXEEC € pLv (TTTTOL
EAKOV AKNOEOTWC KOIAXC ETTL VAXG AXXLODV.

TRV 8¢& KT OPOXAPGOV EPeBeVVI] VOE EKAALWEV,
npLtte &’ €E€otriow, &TTO 8¢ YUXNAV EKKTTUOCE.
TAAE & &TTO KPATOC BAAE DETUATO OLYOXAOEVTQ,
XUTTUKX KEKPUPOAOV Te (O€ TIAEKTAV AVOOETUNV
Kpn6€uvov 0’, 6L dke XpuoR AwpodiTn

nuorrt T OTE PV KUpUGO(Lo)\og Ay&yed’ “Ektwp
&k 56p0L "HeTiwvoc, ETTel TTOpe pupla Edva.

But then when she came to the tower and the throng of men
She stood at the wall, glancing about, and she perceived him
Being dragged before the city: and swift horses dragged him
Unburied to the hollow ships of the Achaeans.
And gloomy night covered her eyes
And she fell backwards, and breathed out her life-spirit.
And she flung far from her head the shining headband,
The headdress with lappets and the plaited headband
And the veil, which golden Aphrodite gave to her
On the day when Hector of the shining helm
Led her from the house of Eetion, when he bestowed
countless dowry.

22.462-472

The mention of the house of Eetion in this passage takes Homer’s audience back to

Thebe on the day of the wedding of Hector and Andromache. In a single moment, the
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poem juxtaposes the death of Hector, the swooning of Andromache, and the city of

Eetion on Andromache’s wedding day. The narrative progresses as follows:

Andromache sees Andromache ‘dies’ | Andromache flings | The headband/veil
Hector dead/shamed the headband/veil transports the epic
audience to Eetion’s
city at the time of
the marriage.

Andromache’s vision of Hector slain and despoiled causes a profound reaction: at
that moment, in pure empathy, her identity is subsumed into Hector’s and she dies in the
manner of a warrior:

TRV 8¢& KT OPOXAPGOV EPEBeVVI] VOE EKAAVWEV,
npLtte &’ €E€otriow, &TTO 8¢ YUXAV EKKTTLOTE

Gloomy night covered her eyes
and she fell backwards and she breathed out her spirit.
22.466-467
The first line is formulaic for a warrior dying: variations of €épeBEVVR VOE EKGALYPEV
appear nine times in such descriptions in the /liad.*® Andromache alone among women
partakes of this formula. When she sees the corpse of Hector, she, too, if only
temporarily, at the height of empathic distress, collapses her value-center into his and
“dies” the death of a warrior.
This moment violates Bakhtin’s notion that pure empathizing is impossible,
inasmuch as the empathizer (Andromache) ceases to exist as a self and, in a state of

impoverishment of Being, cannot be conscious of the world. By experiencing a warrior’s

death, she does in fact lose herself into Hector. The poetic device of Andromache

36 11.5.310, 5.659, 8.488, 9.470, 10.201, 11.356, 13.580, 14.439, 22.466.
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sharing in the warrior-dying formulae expresses this fleeting union with her slain
husband.

In books seventeen and eighteen, the dying warrior formula occurs for Hector and
for Achilles. At 17.585-590, it occurs at the end of Apollo’s rebuke, after Hector has fled
from Menelaus and allowed him to remove the corpse of a dear companion, Podes, a son
of Eetion and brother to Andromache. The combination of empathy with Andromache

and the shame at such a loss causes Hector to swoon in battle momentarily.

WG PETO, TOV 8’ GXEOC VEPENN EKAAVYE HEAXLVA,

So he spoke, and a black cloud of grief covered Hector.
17.590

The slaying of Podes is described as follows:

€oke 8’ évl Tpweool NodAc vldc Hetiwvocg
XPVELOC T’ AYaB0OC Te: PEAALOTA OE pLv Tiev "EkTwp
dApov, ETTel ol ETATpPOC €NV PINOC EINKTTLVOOTAC:
TOV pax kT CwoTApa B&Ae EaxvBOC MevéENxoC
XEaVTa OOV BE, dLX TTPO d& XUAKOV EAXCCTE:

there used to be among the Trojans, Podes the son of Eetion,

both wealthy and noble. And Hector honored him especially

within the land, since he was his dear companion

who ate at the same table.

Blond Menelaus struck him in the war belt

While darting in fright, and he drove the bronze through him.
17.574-579

The mention of Eetion highlights the explicit intimacy that Hector shared with
Podes as his brother-in-law. Hector responds to Apollo’s invective with its news of
Podes’ death by swooning as expressed by a formulaic line. The same line occurs at the
beginning of book eighteen when Antilochus bears the message to Achilles that Patroclus

is slain.
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WG PETO, TOV 8’ &GXEOC VEPENN EKAAVYE HEAKLVA.
In like situations of loss, then, as they suffer grief, Achilles, Hector, and Andromache
swoon just as if they had themselves died. All three characters, Andromache alone
among women, share the characteristics of heroes who lament the death of someone dear.

The name Eetion at 22.472, within a reference to Andromache’s wedding that in
turn is embedded in the scene of Andromache’s intense grief, forges a concrete link
between the legitimate marriage and the illegitimate ravages of war. The expression
NUOTL T OTe brings about a temporal shift for the audience; it both deflects attention
from the abject horror of the scene and intensifies that horror by juxtaposing Hector’s
corpse with a most precious moment at a time of tranquility, when Hector led
Andromache off in marriage.

This reference to Hector and Andromache’s wedding invokes an alternate epic
tradition extant within the //iad and later in the poetry of Sappho 44LP. As Achilles
drags Hector’s corpse away from Troy and towards the ships of the Achaeans,
Andromache flings her veil, the very symbol of her union, far from her head (TAA€ &’
ATTO KPOTOC BAAE DECHATH OLYKAOEVTX). Achilles’ defilement of Hector’s
corpse corresponds to the undoing of Andromache’s marriage, as well as to the earlier
non-defilement of Eetion’s corpse. The loss of the veil pre-figures the fall of the city of
Troy and forecasts the doom of the city. As Nagler astutely observes, the veil is a
metaphor for the walls of Troy.”’ Just as Eetion invokes both the destructive power of
Achilles and the intimacy between Andromache and Hector, so the flinging of the veil

suggests the collapse both of the city of Troy and Andromache’s marriage. The future

37 Nagler 1974, 53-54.
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that Hector predicted for Andromache in 6.448-455 is about to come to fruition. The fall
of Troy, anticipated up till now, is imminent.

Here Andromache, who was Hector’s bride, comes to resemble Achilles’ war-
prizes from Eetion’s city. The equation is strengthened by the uses of &yw / &yopal in
three contexts: Nyay’ (1.366-367), Ryouev (16.153), &yeT (23.827). Here Ry&yed’
depicts Andromache being led from the house of Eetion in matrimony, just as in previous
examples the verb described Achilles leading out spoils, Andromache’s mother being led
away as a slave (6.426), and even Andromache as a slave in Hector’s bitter prediction
(6.455). Direct objects of the verb become equivalents: spoils, slaves (Andromache’s
mother and Andromache herself), and brides. Achilles and Hector, as subjects of the
verbs, also become equated. Because Andromache was once led out in marriage by
Hector, and now seems to be about to be led out as a slave by Achilles, Achilles and
Hector alike possess Andromache as a prize and bride. With Hector dead, there is
nothing to prevent it anymore. Hector predicted at 6.448-455 the city will fall; his wife
will be led out (&yw) of the city as chattel. The two narrative threads of Eetion, now
joined, unite the past sacking of Thebe with the current and imminent fall of Troy.
Hector has fallen, Troy is to be sacked, and Andromache, like the possessions of the city
of Eetion, like her mother, will be led out and enslaved as a bride to some one of the
Achaeans, fulfilling Hector’s bitter prophecy. Andromache is given as a bride to his own
son Neoptolemos in order that she fulfill her indenture to him beyond death through the

substitute of his son.*®

B ef, Euripides’ Andromache 12-15.
alOTA 8¢ 500AN TAV EAEUBEPWTRTWV
olkwV VouIo0eTo’ ‘EANGD' eloa@ikOunv



At the moment of this conflation of identities and intersection of narratives,
Andromache’s life-spirit returns to her body, and she begins to function again from her
own value-center, her own origo. In her next speech she redefines her social world,
poignantly taking care to differentiate the present from the recent past, and at the same
time she tries to distance herself from Hector’s corpse in order to reclaim her own

personal identity, as a live woman distinct from her dead husband:

EKTOp Eyw 600‘rnvog (A apax YEWOUED’ olon
O(LIQDOTEDOL oL pév év Tpom MNpL&UOL KT 6wu0(

O(UTO(p Eyw ©hBnov UTro I'I)\O(Kw U)\neccn

€V dOPW He‘rwuvoc, 0 u_ Etpepe TUTOOV EolonV

600‘uopog XLVOHOPOV: WG PN WPEANE TEKETOXL.

VOV O€ oL pev A'(SO(O d6poug UTTO keDBeTL yaing
EPXEQL, AOTGP EUE TTLYEPD EVL TTEVOEL )\emetg

xnpnv év ueyomow't T&ig b €T vnmog O(UTUJC_,,

ov TeKouev a0 T Eyw Te 6U0'0(uuopm o0Te o0 TOOTW

€ooenl "EkTop Ovelap €TTel B&veg, obTe ool oUTOC.

Hector I am wretched: we both came to the same destiny;
You on the one hand in Troy in the house of Priam,

But I in Thebes under woody Plakos

In the house of Eetion: who raised me since I was small,
To an ill-fated destiny: would that I were never born.

Now you are going to the houses of Hades under the
depths of the earth, and you leave me in baneful suffering,
a widow in the palace; and there is a youthful child in addition,
who we raised, you and I, the unfortunates: you will not be
a benefit for this one, Hector, since you are dead, nor will
this one be a benefit for you

22.477-486

34

T vNOIWTN Nsomo)\epw 00p0O¢ yépag
508¢ioa )\stag TpwikA¢ €EaipeTov.

And from most free house, being held

As a slave-woman, I came to Greece,

I, the choicest spoil of Troy, being given to
The islander Neoptolemos as a prize of war.
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The ache of loss activates deictic distinctions, as Andromache attempts by way of first
and second person addresses to disengage her identity from Hector’s. Her use of the
second person for him absorbs the absent Hector into an imagined husband close at hand.
As Peponi suggests in her analysis of the function of the second person in Alcman’s
Partheneion, in a performance context poetry uses the second person not only to address
a personage, but also to create an internal model for the external audience.** Here
Andromache, by her constant references to Hector in the second person, not only
distinguishes her current spatial localization from his, but draws Homer’s audience into
Hector’s identity.

It is not a difficult step to equate terminology from “I”” and “you” and “we” to
Bakhtin’s “I”” and “the other” and “I-for-the-other,” to recast Bakhtin’s categories in

deictic terms with an eye to this passage. Below is a diagram of correspondances.

Greek Bakhtin Modern Terms
Eyw, Y’ “1r° Proximal
>0, AelTTELC, ECOENL, “the other” Proximal
B&veg
Fewvoped’, &upodtepol, | “I-for-the-other” Proximal
TEKOMEV, dLO&UHOpPOL

Andromache redefines the space in which she and Hector separately exist, in direct
contrast to her previous absorption into Hector’s identity through the vehicle of pure

empathy.

39 Peponi 2004, 300: “Even if we imagine...that the second-person addressee is the chorus itself, then the
chorus is enacting the role of an internal audience as a model upon which the external audience, that is, the
actual one, has to be molded.”
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There are two origos in this passage, one of Andromache and the other of Hector;
all else within the passage stems from their interrelationship. The frequent uses of “I”
and “you” make evident that they are not a single person and they do not exist on the
same temporal-spatial plane. Andromache only allows herself to refer to Hector and
herself together when she laments their common ill-starred destinies in the present ilf]
apa Yewvoped’ alon / &upoTepol, (22.477-478), and that of their child in the
future, “whom we raised, you and I, the unfortunates (22.485) and whose life she knows
will be ill-starred because of Hector’s absence. Here, in parallel constructions,
Andromache accentuates the new spatial distance between Hector and herself; he is going
into the houses of Hades, whereas she, a widow, is going bereft, to an enemy’s palace:

xOTGP EPE OTUYEPGD EVL TTEVOEL AelTTELS / XAPNV €V YEYRPOLTL. Here

Andromache shoulders the heavy burden of accepting her life without Hector. The
mention of Eetion again at 22.472 invokes a happier time at the place where Andromache
was raised and from which Hector led her in marriage. The parallel constructions and
deictic language help to distinguish her own identity from that of the newly-slain Hector,
a trope in lament speeches that serves the ritualistic function of allowing the social group

to redefine the living apart from the dead.
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CHAPTER THREE:

ANDROMACHE AS LAMENTER

After Andromache discovers that Hector is dead (22.462-472), she engages in the
speech genre classified as a lament. Her reaction shares a sequential structure and
thematic elements with the reaction of the warrior Achilles to the death of his beloved
Patroclus. Margaret Alexiou sets the groundwork for the analysis of the lament speech
from archaic Greece to medieval times as a speech genre; particularly useful is her
distinction between the Bpnvog, the professional lament, and the y60g, the keening of
close relatives.* Casey Dué, examining Briseis’ lament in book nineteen, delves deeply
into Briseis’ significant role within the lament tradition.*' Finally, Pietro Pucci compares
Briseis’ and Achilles’ laments in book nineteen with an eye to formulaic and thematic
similarities.**

Achilles and Andromache are two characters who experience particularly intense
grief.* Their reactions share a number of thematic and formulaic commonalities, as a
comparison of /liad 18.1-51, in which Achilles receives the news of the death of
Patroclus, to 22.437-476, in which Andromache discovers the death of Hector, reveals.

In terms of diction and speech genre, Achilles the warrior takes on the qualities of a

lamenting woman, Andromache those of a warrior.

40 A summary of lament in lyric can be found in Lardinois 2001, 75. Alexiou 1974, 2002, esp. 132-133.
*! Dug 2002.

*2 Pucci 1998

43 Nagy 1979, 77: “The figure of Achilles is pervasively associated with the theme of grief.”
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In performing my analysis of these two speeches, I use three narratological terms:
formula, theme and motifeme. Formula has already been defined; theme, in addition,
functions in a similar manner. As Russo notes, just as formulae are chosen and
artistically adapted at the whim of meter, the ‘sequential narrative’ or ‘thematic
composition’ is crafted via ‘the manipulation and combination of known patterns,” and
this technique allows for ‘invention within a framework of tradition.”** Russo’s ‘known
patterns’ thus follow a sequential order to characterize certain types of scenes, or type-
scenes.

Propp’s Morphology of the Folk Tale classifies ‘known patterns’ of theme by
analyzing the arrangement of individual functions in one hundred Russian folk tales.*’
According to Propp,

If functions are singled out, then it will be possible to trace
those tales which present identical functions. Tales with
identical functions can be considered as belonging to one

type. On this foundation, an index of types can then be created,

based not upon theme features, which are somewhat vague and
diffuse, but upon exact structural features.

22

* Russo 1976, 8. “As on the level of diction the poet dealt with an available stock of set and ready-made
patterns within which there could be variation, so too on the level of story or plot the poet has as his
conscious purpose the retelling of established tales, the manipulation and combination of known patterns.
Thematic composition is, then, like formular composition in the way it allows for invention within the
framework of tradition, thus harmonizing these two apparently contradictory impulses...But the great
insight brought by Parry's work is that we have become aware that the poet's storytelling habits depend
very much upon his verbal habits, and we must ponder the question whether storytelling itself is just one
verbal habit writ large.” See also Parry 1936, 357 - “There are certain actions which tend to recur in the
1liad and the Odyssey, and which, each time they do recur, are told again with many of the same details and
many of the same words,” and Lord 1960, 68 “[themes are] the groups of ideas regularly used in telling a
tale in the formulaic style of traditional song.”

* Propp is in agreement with Veselovskij’s general principle that binds theme as secondary to motif — “A
theme is a series of motifs. A motif develops into a theme. Themes vary: certain motifs make their way
into themes, or else themes combine with one another. By theme I mean a subject in which various
situations, that is, motifs, move in and out.” Propp 1968,12. He also sees the importance of distinguishing
tyoe of hero from specific hero—one of Propp’s major contributions to the study of the morphology of
folktales.
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Thus Propp offers an empirical system for classifying tales with like motifemes/functions
by comparing their sequential patterns, his rough equivalent of Homerists’ type scenes.*®
Prince defines theme as semantic macrostructural category or frame extractable from
distinct textual elements that illustrate it and express the more general and abstract
entities that a text or part thereof is about. He further specifies that it is an “abstract idea”
framework as opposed to an action frame, which is described by the term plot. Topos is
defined as a specific complex of the smaller unit motif, which is in turn defined as a
minimal thematic unit.

The motifeme, according to Prince, is the smallest significant thematic unit, “an
act defined in terms of its significance for the course of the action in which it appears or
an act considered in terms of the role it plays at the action level.”™’ The above
definitions, when conjoined, offer a sequential progression of narrative elements from the
general to the more specific.

The combination of Parry’s definition of formula and modern narratology will
provide enough specific terminology to analyze the collocation of Achilles’ and
Andromache’s lamentations, which exhibit identical motifs. Both characters function
paradigmatically as thematic substitutes within the type-scene, creating a unique bond

that they share through their mutual intense grief. Achilles laments Patroclus as

Andromache laments Hector.

* Lord 1960, 121. Lord distinguishes the importance of the theme: “The fact that the same song occurs
attached to different heroes would seem to indicate that the story is more important than the historical hero
to which it is attached. There is a close relationship between hero and tale, but with some tales at least the
type of hero is more significant than the specific hero.”

47 Prince 1987.
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Achilles’ status as a lamenter marks a diminution of his heroic character in a type-
scene dominated by women. Since no other heroes overtly mourn in the manner of
women, it is fitting that the poem makes his grief congruent to that of Andromache, who
has also suffered supreme loss. In the previous chapter Achilles was a dominant figure as
Andromache’s captor, but in this context of lament, gendered social hierarchy is

temporarily dissolved, and Achilles now is assigned feminine qualities.

1. Achilles and Andromache: Thematic Equivalency

From the presentation of Achilles’ reaction to the death of Patroclus and of
Andromache’s to the death of Hector, nine motifemes can be abstracted. These are: news
vs. no news, parenthesis, foreboding, news/sight of the beloved’s corpse, death, self-

disfigurement and death, lamenters take notice, contemplation of suicide, and formal

lament.
Achilles, 7/.18.1-51 Andromache, 11.22.437-476
1.  Messenger brings news (1-3) 1. No messenger brings news (437-
439)
2. Achilles’ unawareness (4-7) 2. Andromache’s unawareness (440-
444)
3. Achilles expresses foreboding 3.  Andromache expresses foreboding
(8-15) (445-461)
4.  Achilles learns of Patroclus’ 4.  Andromache sees Hector’s corpse
death (16-21) (462-465)
5. Achilles ‘dies’ (22) 5. Andromache ‘dies’ (466-467)
6. Achilles disfigures self (23-27) 6. Andromache disfigures self,
undoes her marriage (468-472)
7. Slave girls lament (28-31) 7. Family members lament (473)
8.  Achilles contemplates suicide 8.  Andromache contemplates suicide
(32-34) (474)
9a. Mother hears him (35-36) 9a.
9b.  Catalogue of goddesses (37-  9b.
49)
9c. Thetis leads the lament (50-51) 9c.  Andromache, resuscitated, leads
the lament (475-476)
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Thus Achilles’ reaction matches Andromache’s in nine different categories, with the

ninth expanded for Achilles.
1. News vs. no News

A messenger comes forth (TTG8AC TAXOC KYYEAOC ﬁAGE) to Achilles, but no
messenger comes forth (00...TIC ETATUMOC &YYEAOS EABWLV) to tell Andromache of the
fate of her husband.

WG ol pév uépvavro déuag TTupog alBopévolo,
Avtidoxoc &’ AxIARi TOdac TaxV¢ &yyeAog AABE.

So the Trojans fought as a blazing fire,
But Antilochus the swift-footed messenger went to Achilles,
18.1-2

('bg €paTo K)\a(oug (’)’()\oxog &’ ol T TI TTETTUCTO
EKTopog o0 y0(p ol TIC ETATUPOC ByyeAOC EABIV
nyyei\’ o171 p& ol TOOIC €KTOBI pipve TTUAGWY,

So she spoke lamenting, but the wife had not yet learned
anything by hearsay,
(The wife) of Hector; for not one true messenger coming
Brought word that her husband remained outside of the walls,
22.437-439
The combination of GyyeAOG + EPXOMKL, as in these two examples &yYEAOG ﬁAGE and
&yyehog EABWV, appears seven times in the poem, five at line end.*® Achilles’

messenger is described in the aorist, Andromache’s absent messenger with the aorist

participle. The parallel is strengthened by the isometric and isosyntactic modifiers

48 2.786,3.121,18.2,22.438, 23.199, 24.194, 24.561
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TOdaAg Tay VG “swift-footed” and ETATUPOC “true,” respectively.”’ Combined with
ayyeAOC + EpXOpaL, those modifiers fill the line from weak caesura to line end.

At 1.558, as Hera addresses Zeus, the poem directly links Achilles and
ETATUHOV.

T 0’ 6lw KaTAVEDTOoOL ETATUHOV WG AXAAX
TWAONG

I believe that for her you truly nodded so that you
would honor Achilles

Second, as Poseidon rallies the Achaeans, he asserts that the misfortunes of the Achaeans
stem from the quarrel between Agamemnon and Achilles.

AN’ €l O Kot TTGPTTV ETATLUOV GLTLOG EOTLY

Npw¢ ATpeldng, evpd Kpelwv Ayapépvwy,

olvek’ &TTnTipnoe TTodwken MnAelwva

but if indeed it is certainly truth that the hero, son of Atreus,

is to blame, wide-ruling Agamemnon,

because he dishonored the swift-footed son of Peleus

13.111

Third, Thetis directly addresses her son and his deeds using the word ETATUHOV.

val 0N TaOT& Ye, TEKVov, ETATLUOV 00 KXKOV ETTL
TELPOUEVOLG ETRPOLOLY XUUVEHEV alTTOV OAEBpOV.

49 Parry, 1928, 111-112: T6dag Tax0G is a variant of the more common TO&AG WkOG, which occurs
thirty-one times as an epithet for Achilles. The adjective €TATUPMOC, however, appearing only four times, is
a poetic reduplicated variant of the more attested €TUMOG, and carries an identical resonance in two
different contexts. (LSJ sv.” ETATUHOC “true, real, genuine”). Within the poem, €TATUPOC is directly or
indirectly associated with Achilles in three of its four cases; in its one other instance it is used in the
context of Andromache, specifically characterizing the quality of the absent messenger who brings no news
to a person in a state of emotional panic over the loss or absence of a loved one.
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“Verily these things are not a true evil, child,
to ward off steep destruction from the companions being worn down.
18.127-129

It is a difficult to argue that such a word, utilized in a number of different
grammatical contexts and located so far away from Achilles, is specifically related to
him; however, there are a number of formulaic and contextual reasons why they should
be considered interrelated. First, as noted above, TTO8AC TaXOC KyYEAOC ﬁAGE is
isometric to ETATUPOC GtyyeAog EABUV from caesura to line end, making it easy for the
poet to substitute one expression at the moment of performance for the other. In the
poet’s mind they are equivalent expressions. Secondly, ETATUMOV is localized
alongside Achilles in three out of four cases in the //iad. In its other instance, it is used to
describe Andromache’s absent messenger. Moreover, although there are numerous
instances in which an &yyeAog is described with ornamental epithets, Achilles’ and
Andromache’s laments are the only two instances in the poem in which an &yyeAog
receives an epithet from a weak caesura to the bucolic diaresis. In other instances
combinations of &yyeAOG + EPXOMOL occur either not in line final position or without
ornamental epithets.’® Considering its isometry, its associations with Achilles, and the
rarity of its line placement and surrounding formula, in the poem the word €TATUHOV is
a word associated with Achilles, and its attraction to Andromache is noteworthy.

In the Homeric Hymn to Demeter, a similar situation arises reminiscent of
Andromache’s lack of a true messenger. Demeter’s grief at the search for a beloved

daughter closely resembles that of Andromache’s for her absent husband. Here the cry of

30 ayyehog + EpxopaL: Line final and no epithet: 3.121, 24.194, 24.561. Not line final and no epithet:
2.786,11.714,18.167, 23.199.
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Persephone alerts Demeter to her daughter’s absence, but as she searches, no messenger
is to be found.

oeboTo 8’ ¢ T’ olwvog ETTL TpowepAV TE Kal LYPAV
pHoLvopévn. TAL O’ ol TIg éTATLHX HUBACHTOCL
nOelev obTe Bedv olTe BvNTAOV GvOpwTIWY,

o0T’ olwv@v TLC TAL ETATLUOC &YYENOC NABEV.

She darted just as a bird upon the land and the water,

In the state of being a maenad. No one of the gods

Or mortal humans wished to speak true muthoi to her,

Nor did some true messenger among the birds come to her.
Hom.Hymn.Dem.41-46.

The overall scarcity of ETATUMOC and its paradigmatic relation to TT6SA¢ Tay V¢ link
Demeter and Andromache especially in view of their presence in the same &yyeAog +
€pxopot formula. The occurrence of ETATUPOC XYYEAOC ﬁAGEV (Hom.Hymn.Dem.46)
makes Demeter in the Hymn parallel to Andromache in the //iad: both experience the
absent messenger motif. For Andromache, the messenger who fails to come is the
subject of the aorist participle EAOWV, for Demeter the second aorist ﬁAGEV. The
modifier of €ETATUPOG, then, formulaically accompanies the absent messenger for a

mother or wife overcome with grief.
2. Unawareness

Just before the delivery of the message, Achilles reflects upon the state of the
Achaeans while Andromache tends to household affairs and orders the maidservants.
Bringing these two passages into alignment are Achilles’ thoughts on deeds
accomplished regarding Patroclus and Andromache’s unintentionally fruitless efforts for

Hector.
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TOV 8’ €0pe TTPOTTI&POIBE VEGDV OpBOoKPaIPEWY
TX PPOVEOVT’ &V BUUOV & BT TETEAEOUEVA NEV:

And Antilochus found him in front of the straight-horned ships,
Thinking in his spirit as to those things which had already been finalized;
18.3-4

&AN' Ny’ loTov Ucpouvs HUX® 50uou ULun)\OLo
olrAaka Tropcpuper]v év B¢ epova TToIK{\’ €TTa0OE.
KEKAETO &’ Xu@ITTOAOIOIV EUTTAOKGUOIC KATG SWDUA
&pcpt TTuptl oTRoal TpTroda uévav, O0@pa TTEAOITO
“ExTopI esppa )\OETpO( paxng €K VOOTAOOVTI
vnTiin, 008’ évonoev O piv u&Aa TAAE AoeTpiov
Xepolv Axl)\)\nog 0&uaoe y)\GUmeg ABnAvn.
KWKUTOD &’ NKouoe Katl olhwyAg omo TTOpPYOU:
TAC &’ EAeA(ON yula, xapal &€ ol EKTTETE KEPKIC:

But she wove a cloth in the deepest recess of the stately home,
A double-woven purple cloth, in which she sprinkled
embroidered patterns,

And she bid her well-plaited handmaidens throughout the house
To stand a great tripod upon a fire, in order that there would be a
Warm bath for Hector when he returned from battle,

Naive woman, she did not realize that extremely far from baths
Bright-eyed Athena subdued him at the hands of Achilles.

She heard a wail and a cry from the tower:

Her limbs were loosed, and the shuttle fell to the floor:
22.440-449

Note the epic compression in Achilles’ passage in contrast to the minute details in
Andromache’s. In both these passages, the respective subjects are isolated from their
social groups; Achilles in front of the “straight-horned ships” ve@v 0pBokpaip&wv
(18.3), and Andromache “in the deepest recesses of the house” pux® d6uou ownAoio
(22.440). These isometric expressions indicate the location of each character to the epic

audience in relation to the messenger/absent messenger.
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The expression TIPOTI&POIBE VEWV OpBOKpaIP&GWYV appears only twice in the

poem, and both times within the context of Achilles’ grief. It occurs here and also at

19.344 when Zeus describes the hero’s pitiable state.

Kelvog Oye, Tpotr&polBe VeV 0pBoKpaip&wyY
NoTaL OdLPOHEVOC ETapoV PIAov- ol 5€& 87 GANoL
olXoVTOL HETX DEITTVOV, 0 &’ KUNVOC K&L XTTXOTOC.

This man in front of the straight-horned ships
Sat lamenting his beloved companion, the others

Departed for dinner, but he is without vigor and has not supped.
19.343-346

This passage follows a number of lamentations: Briseis’ for Patroclus (19.282-19.303)

and Achilles’ own formal lament (19.315-339). The thematic similarity of Achilles’

solitude as expressed in both 19.344 and 18.343 by this formula is arresting.

While Achilles’ expression overtly marks his distance from his social group,

Andromache’s isometric expression JUX(W dOHOU OwnAoTo illustrates conjugal

intimacy in a shared space. Occurring once in the //iad and three times in the Odyssey,

this formula, which fills the line from weak caesura to line-end, subtly expresses her

husband Hector’s marital absence by its very presence. The poem depicts Andromache’s

solitude with a formula usually associated with the conjugal bedroom, as in these three

examples.

AbTOC & adTE KOBEDDE MUY déuou bwnlolo,
T & GA0X0G dEOTTOVA AEXOG TTOPTUVE KAl €OVNV.

But he once again slept in the deepest recess of the stately home
And his queenly wife prepared the couch and bed for him.
0d.3.402-403

ATPELdNG 5€ KBEDDE LYW dopov LwnAoio,
TP 8’ ‘EAEVN TAVOTTIETTAOC ENEENTO, OTXX YUVOLKGDV.

But the son of Atreus slept in the deepest recess of the stately home
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And flowing-robed Helen lay beside him, shining among women.
0d.4.304-305

ANkivoog &' Gipar AéKTO pux @ S6uou bynAoto
&P &€ yuvh déoTrolva AéXOG TTOPOUVE KAl EOVAV.

But Alcinoos slept in the deepest recess of the stately home
And beside him his queenly wife prepared the couch and bed.
0d.346-347

Because of these instances, pux@ dOpoU OwnAoio underscores the sense of marital
inversion in Andromache’s scene. First in section one, there is no messenger to bear her
word, and that expression resonates two-fold in scenes of lament and familial distress as
in Achilles’ passage and the Homeric Hymn to Demeter. This is then followed by the
mention of the innermost recesses of the house. Since Andromache is not in her
bedchamber and is not with Hector, and the epic audience is already aware of Hector’s
grisly fate, the poet cleverly applies formulaic diction that implies happy marital relations
in this context of separation that is the exact lack thereof, generating a perversity that
builds dramatic tension by implying and overtly stating the exact opposite of what the
epic audience expects. The poem constructs a dramatic tension that textually forecasts the

separation of Andromache and Hector well before she perceives it herself.
3. Foreboding

The poet uses ring composition to describe their reception of news of their respective
beloved’s death.

0xBAoac & &pa elre TTPOC OV UeyaAATOpa BUUOV:
W poi éy, T T &p’ adTe K&PN KOPOWVTES Axaiol
vnuotlv €mm kAovéovTal &TulOuevol TTed{0Io;

un &N poi TeAéowal Beol KAk kKNdea BuUW,

(¢ TTOTE pol PATNP BIETTEPPADE KA{ YOI EEITTE
Mupuidévwv TOV &pIoTOV ETI {WOVTOC EUETO
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xepotv Uto Tpdwv Aclweiv @&og Rehiolo.

N uéAa &1, Téevr]Ks Mevoit{ou &AKIpog uldg
OXETAIOG: |’] T’ €KEANEUOV &nwoé(gsvov dAiov TTOp
O(L|J em vnog Lpsv und’ “Extopi L1 uéyxeodal.

£log 0 1000’ Wppaive kat& @péva kat kaTk Buudy,

And deeply vexed he spoke to his own great-hearted spirit:
Alas, why again are the long-haired Achaeans
Scrambling to the ships, being routed from the plain?
May the gods not bring to fulfillment for me the evil pains in my spirit,
Thus once my mother told me plainly and she said to me
That the best man among the Myrmidons while I am still living
would leave the light of the sun at the hands of the Trojans.
Surely the stout son of Menoitios has fallen.
Headstrong! I commanded him, after having pushed back the blazing fire
To go back to the ships, not to do battle with Hector with force.
While he pondered these things in his mind and spirit,
18.5-15

R & adric 6uwn0|v €UTT)\OKO(LIOIOI usmuéc

OelTe 6uw Hol ensoeov dwy’ onv epyc TETUKTAL.
atdoing €kupic orrog eK)\uov év d’ €pol GUTI’]
OTABEO!I TTO()\)\STGI ATop &v& oTONA, VEPBE b€ yoliva
TTI’]YVUTGI eyyug on KGKOV I'Ip|0(p0|o TEKETOIV.

al y&p &1’ obatog eln éued ET0C: GAAX PGA’ alvdg
Oe(dw pun dA ol Bpacvv “EkTopa dlog AXIAAEDG
podvov &TToTuALAC moAiog med{ov 3¢ dinra,

KGL 6n I\ KGTGTTGUOI’] aynvoptng XAEVEIVAC

n uIv €xeok’, €mel ob ot €VL TTANBUT pevsv 0(v6pwv
XAAX TTOAD TTPOBEEOKE, TO OV HEVOC OVBEVL ELKWV.
W¢ apévn pey&polio diécouto paivadi ton
maAAopévn kpadinv: Gua &’ &ueitroor klov adTii

And again she addressed her well-plaited handmaidens.

“You two follow me here, so that I may see whatever

deeds have been fashioned.

I heard the voice of my reverenced mother-in-law,

and in me myself

my heart in my chest is thumping up to my mouth, and my knees are
being chilled from below: surely some evil is near to the children of
Priam.

Would this word be far from my ear; but really dreadfully

I fear lest godlike Achilles having cut courageous Hector off from
the city drive him from the city to the plain.

And lest truly he put an end to him of the grievous courage
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Which he frequently possessed, since not ever did he remain

in the press of men

But he would rush far forward, yielding his life force to no one.”
So speaking she rushed from the house equal to a maenad,

Her heart pounding: and her handmaidens ran along with her.
22.450-461

The ring composition present in Achilles’ passage is replicated in Andromache’s, though
not in the strictest sense. Achilles’ passage starts with peyaAftopa Buudv (18.5) and
ends with sfog 0 1008’ WpHaIve KOT& PPEVa Kal kaTa Buudv (18.15), whereas
Andromache’s starts and ends with the mention of her handmaidens, SuwnoIv

€UTTAOKG&poIo1 and GU@ITTOAOI, respectively.

Beginning Ring Digression End Ring
Composition . composition
Achilles 0xPAoag & &pa elTme Soldiers, Patroclus  £lo¢ 0 T8’
TTPOC OV ueyaAATopa (18.6-14) OpuaIVE KATX
Buuov (18.5) @péva kal KaTx
B Bupov (18.15)
Andromache 1 &’ a0TIg SuwioIV Hecuba, Children of TraAAOpévn
€UTTAOK&OIOI ETNOBa:  Priam, Hector kpadinv: ua &’
(22.450) (22.451-460) &u@itroAol Kiov

a0TR (22.461)

Achilles speaks to his own BUPOG (18.5) about the welfare of the Achaean host and
Andromache to her silent handmaidens Xp@QITTOAOIOIV EJTIAOKKMOIC (22.442). The
poem uses BUPOG and handmaidens, respectively, to bracket their enclosed speech.
Though their addressees diverge, their functions remain the same. The formulaic
expression of speaking to a warrior’s Buudg is not only a common expression for a
warrior’s internal monologue in battle but also as a poetic technique to orally perform the

inner turmoil of a character. The entire line 0X0Aoa¢ &’ &pa elmre TPOC OV
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HEYaARTOPa BUUOV appears seven times in the Iliad and four times in the Odyssey.”' As
Scully notes, the poem employs OxOA0AG starting from book eleven seven times (thrice
of Achilles) to express a hero’s internal deliberation, and in every instance, “the hero

9552

reaches a decision unaided: a god never intervenes.””” In all extant examples except for

two, the hero’s dialogue with his BUpOG is followed by Q0 poi “Ah me!” as an indication
of his imminent doom.”

For Andromache, her female equivalent to BupOG-as-audience is her
handmaidens. They travel with her wherever she may go, silently present in her life
(22.461). The poet employs their presence as a foil for Andromache in order to create an
addressee for her discourse, shifting it from soliloquy to external performance.

An analysis of 81E00UTO paIvédi Lon “she rushed, equal to a maenad,” as a

marker of Andromache’s equivalent status of a warrior will be addressed in chapter three.
4. News/Sight of the Beloved’s Corpse

Achilles and Andromache perceive the deaths of their respective beloveds in two
different manners. The former receives the word from Antilochus, while the latter learns
of it through her own proactive investigation.

TOPP& ol €yy0Bev AABev Gyauod NéoTopog ulog
dGKkpua BepU& XEwv, P&TO 8’ &yyeAinV XAyeIvVAV:
W poi MnAéog uté daippovoc i p&Aa AuypRig
mre0oeal &yyeAing, N un WEeAAe yevéaBai.

KETal M&TPOKAOC, VEKUOC 5€ SR Xu@iu&yovTal
yupvos: &1p T& ve TeOXE’ €xel kopuBaioAog "EKTwp.

/A 1.403, 17.90, 18.5,20.343, 21.53, 21.552,22.98. 0d.5.298, 5.355, 5.407, 5.464.

52 Scully, 1984, 13.

>3 The two examples that are not followed by Q0 poi employ parallel formulaic constructions that occur
from verse initial to line end that express surprise but not necessarily mortal fear. #¢0 TTOTIOlI f HEYX
Badpx T6d' dOBaApOIOLY OpDUCL-# 11.20.343 and 11.21.53
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Until the son of famed Nestor came near him,

Shedding warm tears, and he spoke grim news.

“Alas, son of fiery-hearted Peleus, you will learn a truly baneful
Message, which I wished never happened.

Patroclus lies dead, and they are fighting all around his naked
Corpse; glancing-helmed Hector has his arms.”

18.16-21

aOT&p ETTel TTOPYOV TE KAl AvOPWV LEEV OpIAOV
€otn TramTAvag’ Tl TelXEN, TOV 8€ vOnoev
EAKOpevov TTpOaBev TTOAIOC: Taxéec O€ piv UTrTTol
EAKoV &kndEéoTwc kolhac ETTL vijac Axaidv.

But then when she came to the tower and the throng of men

She stood, peering with piercing glance upon the wall,

and she perceived him

Being dragged in front of the city: and swift horses were dragging him

Unburied to the hollow ships of the Achaeans.

22.462-465

From a deictic perspective, the passive manner in which Achilles, ruminating in solitude,
learns of Patroclus’ fate contrasts sharply with the active role Andromache plays in the
discovery of Hector’s death. Achilles’ passivity is emphasized with directional verbs and
pre-verbs. In section two, I argued that the formula TTpoTT&pOIBE VEGDV
OpBokpaip&wy establishes Achilles location far apart from the messenger. In this
passage, ﬁAGEV and its adverbial modifier €yy0Bev “nearby” mark the messenger
Antilochus as moving towards Achilles, who by contrast is passively stationary.

In contrast, Andromache is a flurry of activity to discover her husband’s fate;
indeed, she approaches the place occupied by the corpse of her husband only to watch
him being dragged to another location. She came to the throng (Eﬁsv OuIAov) assembled
at the tower to actively pursue information and she took her stand in one place

(€0TN...€TL TelxED), only to perceive (vOnoev) how Hector appears to come closer to

the city where she is (TTpOG0gv TTOAIOG) before he is immediately withdrawn from her
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origo by swift horses Tax€éec &€ piv (TrTr01, €AKOV, and a combination of a preposition

and a final spatial destination elsewhere (Ko{Aag €Tt vAag Axaidv).

5. ‘Death’

The shock of baneful tidings catalyzes Achilles and Andromache, respectively,
into a frenzied state in which each perishes with a formula that frequently describes dying
warriors. Their gender distinction is effaced: Andromache, a woman, becomes
equivalent to Achilles, best of warriors, via a formula reserved for the swooning hero.

¢ P&TO, TOV &’ OXE0C VEPEAN EKGAUWE PEAQIVAL:

So he (Antilochus) spoke, and a black cloud of grief covered (Achilles).
18.22

AV 8¢& ka1’ OPBOAPV EPEBEVVT VOE EKXAUYEY,
Neite &’ €€otriow, &TTO 8€& YUYV EKKTTUOOE.

And gloomy night covered her down from the eyes
And she fell backwards, and breathed out her life-spirit.
22.466-467
His reaction to the news is to suffer a death that mimics that of a fallen warrior
such as Patroclus. As Scully writes, “in the vicarious experience of his death through that
of Patroclus (and in the report of Thetis), Achilles gains a preview of his death long

% The formula of darkness veiling the eyes of warriors appears in a

before it happens.
number of variations; in these two examples, the formulae fill the last five metrical feet of

the line.”> The first variation occurs in only one other place: at 17.575 to describe

% Scully 1984, 23.

3% A characteristic of warrior-dying formulae is the verb K&AUTITw. Some (not all) examples follow, all at
line end: 1.70v 8¢ ok6TOC 000 K&AUWE, from weak caesura to line end, appears seven times (4.503,
4.526,13.575, 14.519, 16.316, 20.393, 20.471). 2.70v &8¢ okOTOC O00E K&AUWEV, with nu movable,
appears four times (4.461, 6.11, 16.325,21.181). 3.1é€Aog Bav&Tolo KXAUWYE appears two times (16.855,
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Hector’s loss of Podes, the brother of Andromache. Both Hector in book seventeen and
Achilles in book eighteen suffer the loss of a loved one.”® In a contextually analogous
situation, when Odysseus visits his father Laertes (in Od. 24.315), Laertes, deceived by
Odysseus’ lies, laments. (WG P&TO, TOV & &XEOC VEPEAN EKGAUWE pEAaIVA: “So he
spoke, and a black cloud of grief covered him.” Like Achilles and Hector, Laertes
attracts the fallen warrior formula as he mourns the alleged loss of his beloved son.
Within epic diction this hero-dying expression is employed to describe men in all age
grades in the throes of lamentation.

Andromache’s TRV €& kat’ OQBaAuV EpeRevvh VOE EKKAUWEV contains the
kernel of the formula indicated by the verb ék&Auyev. This line is expanded with
ornamentation that is built from the constituent parts of other warrior formulae. The verb
Npitre is found nineteen other times in the //iad, exclusively within battle formula and
always in verse initial position.”” It is followed by the adverb é€otr{ow six times, five of
which occur in the midst of a battle scene and one at the wrestling competition during the
funeral games for Patroclus.”® Its pugilistic context within the poem enhances by its
martial associations the heroic manner in which Andromache falls backwards. The
remaining portion of the line from the strong caesura to line end, &0 &€ WuxAV
€K&TTUOOE is a more rare formation. The verb €K&TTUOOE is a hapax legomenon within

the poem. Numerous slain warriors breathe out their psukhé, but as Nagy notes (his

22.361). With the ‘v’ movable, TEAOG Bav&Tolo KE&AUWEV appears two times (5.553, 16.502).

38 Two variations of the line exist with the simple change of the pronoun to describe fallen warriors: when
Sarpedeon slays Tleptolemos (5.659) and when Helenos slays Deipyros (13.580).

574.462, 4.493,5.47,5.58,5.75,5.294, 8.122, 8.260, 8.314, 11.724, 13.389, 15.452, 16.319, 16.344,
16.482,17.619, 20.456, 20.487, 22.330.

58 As Redfield 1994, 206 succinctly states, “Funeral games are an imitation of combat.” Battle: 11.461,
13.436, 14.438, 17.108, 17.357. Wrestling: 23.727.
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emphases), “the psukhé is regularly envisaged as leaving the body, but it is never

3 The employment of one warrior-dying

mentioned as returning when the hero revives.
expression seems to have attracted another at the moment of composition.

The poet uses even more formulaic warrior language for Andromache than for
Achilles. The poem imbues Andromache with the characteristics of a warrior in the

context of the depths of her grief as she participates in a speech-genre that is traditionally

expressed by women.
6. Self-disfigurement and ‘Death’

As Redfield notes,

Between death and burning, the dead person is in a liminal

condition; he is neither alive nor properly dead. He is decaying,

yet he is clung to; his mourners thus enter the liminal realm with him.
They share his death and bring on themselves an image of death’s
befoulment by pouring ashes on themselves, tearing their hair and
cheeks, rolling in the dung, and throwing off their clothes.*

Andromache, like Achilles, reacts to the news of the death of her beloved: she perishes
like a warrior and suffers physical defilement matching her spiritual state. The emotional

and social boundaries between the mourner and the recently deceased blur. The mourner

co-exists in the social world of the living and the realm of the dead simultaneously.

UPOTEPNTI BE XePOLV EAWIV KOVIV alBardecoav
Xe0ATO K&K KEPAANC, xapiev d’ ijoxuvs TTPOCWTTOV:
VEKTOPEW BE XITGVI HEAQIV Gu@iave TE@pn.
a0ToC & év kovinal péyag peyaAwaoTt TavuaBelg
Kelto, PlAnot d¢ xepol kounv foxuve datfwv.

59 Thimos — I1.22.475, 0d.5.458, 22.349, ménos 11.15.60 and 11.22.262 (Nagy 1990, 90).
60 Redfield 1994, 181.
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Having seized sooty ashes with both of his hands
He poured them downwards from his head,
and he defiled his handsome countenance.
The black ash settled upon his fragrant tunic,
And he himself lay in the dust, being stretched greatly over a great space
And tearing his hair with his own hands he defiled his head.
18.23-25

TAAE &’ &TTO KPOTOC B&AE BéCpATA OIYaAOEVTQ,

XUTTUKOL KEKPOPAAOV Te 15¢ TTAEKTRAV avadéounv

Kpnéspvov 8’, 0 p& ol BUKE xpuon Acppoéur]

npom T oTe plv Kopueato)\og Ayéyed’ “EkTwp

€K 6opou "Het{wvoc, émel THpe pupia Edva.

And she flung far from her head the shining headbands,

The headdress with lappets and the plaited headband

And the veil, which golden Aphrodite gave to her

On the day when Hector of the shining helm

Led her from the house of Eetion, when he bestowed countless dowry.

22.468-472

We have already discussed the warrior-dying formula that Achilles and Andromache
share with Hector and Laertes (pp. 30-32). In the lines directly following that expression,

Achilles and Laertes alone partake of similar language with slight modifications.

0(pcp0Tepn0| 5¢& xepolv EAWV KOVIV alBalbecoav
XEVOTO K&K KEQOAARC TTOMIAC, XSIVK oTevay({wv.

And seizing sooty dust with both hands
He poured it down from his grey head, groaning incessantly
0d.24.315-317
Within the theme of lamentation and loss, Achilles and Laertes are both portrayed in the
same manner: pouring ash on their own heads. Achilles’ line, from strong caesura to line
end, is filled with xapiev &’ ijoxuvs TTpOowTIOV, while Laertes’ has an isometric
replacement, TTONIRG, &dIV& oTevayi{wyv, suitable to his old age. The formulaic

language of disfigurement is modified appropriately for the character described while

serving the same function. Achilles receives a description expressing the prime of his
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youth, while the poet substitutes for Laertes attributes commensurate with his age. In
both cases, the defilement is an anomaly for a warrior.

The poem’s description of Andromache’s defilement is filled with ornamentation
characteristic of her gender. First Andromache is described as flinging the Séopara
olyaAdevTa “shining bonds” from her head. The modifier arlyaAdevTa appears only six
other times in the poem; five times modifying the reins of an animal, once clothing.®'
Sihler points out that 5€TOG is of the noun type that has a different gender in the
singular and the plural, while Liddell and Scott note that the neuter 8éopa, dECUATOG is
a poetic version of the masculine déa0Og ‘bond.”*? Asa consequence OEOUATA is
historically connected to reins, though in this case it is used for humans and not animals,
and it attracts olyaAOgvTa into its presence. Following this is a series of hapax
legomena, all descriptors for Andromache’s cast-off headdress XUTTUKO, KEKPOPAAOV,
and &XvodEouNV.

The motif of the kpAdePVOV depicts not only marriage, but also a wife preparing
to visit her beloved. In this passage it appears only once in the accusative, but in another
two instances in the accusative plural and the dative singular. It appears in the dative in
the apaté of Zeus, where Hera arms herself with seductive dress to cozen Zeus and turn
the tide of battle against the Trojans.

KPNSEUVw &' EPUTTEPBE KAADWOTO Bla BeGwv
KAAG vnyaTéw: Aeukov &' v NéENIog Wg:

she covered herself on top with a veil, she, shining among goddesses,
beautiful, new-made; it was as bright as the sun.
14.186-187

o1 Reins: 8.137, 11.128, 5.226, 5.328, 17.479. Clothes: 22.154. Od.6.26, though in different line position.
52 Sihler 1995, 345. LSJ sv. 5éopa, SE0UATOC.
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This is just one of the many allurements with which Hera has bedecked herself in this
feminine version of a warrior’s arming scene. Here in Zeus and Hera’s teen-age tryst it
applies not only to a married woman, but a woman about to reunite with her beloved. Its
presence in 22.470 then not only indicates Andromache’s marital status, but also evokes
the potentiality of a marital rendezvous. She is almost reunited with Hector as he is being
dragged to the Achaean ships, and as a consequence, when the veil that would normally
mark her marriage and potential marital reunion is defiled, this defilement signals the
perversion of that reunion and of her now-broken marriage.

Andromache’s flinging of the veil anticipates the distal deixis that is discussed
above (see section 4 22.464-465). As Hector is being dragged away, verbs of motion like
€AkOpevov and €Akov, the afferent prepositional phrase Ko{Aag €Tt vAag Axaidv,
and swifts horses (Tayéeg (1rmr01) all emphasize Hector’s speedy departure from
Andromache, now located at the wall.

The extended motif of the veil’s lineage is another arresting detail that displaces
the audience temporally to the past by the evocation of Hector and Andromache’s
wedding. The expression Quar T OTe “on the day when” creates a temporal deictic
shift not only to the happy day of their wedding but also to the later sacking of Eetion’s

city Thebe.
7. Other Lamenters Take Notice

Alexiou already noted the antiphonal quality of lamentation from the archaic through
Byzantine periods. As she writes, “the kinswomen stand round the bier, the chief

mourner, either mother or wife, at the head, and the others behind. Other women,
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possibly professional mourners, are sometimes grouped on the other side, but it is rare to
find men, unless they are close relatives, as father, brother or son.”®® The defilement of
the principal mourners in the two previous sections now attracts other lamenters, for
Achilles, the handmaidens, and for Andromache, members of Hector’s family.

Spwal &’ &g AxIAeg AntocaTto METPOKASG Te
BUPOV aknxépeval uey&A’ laxov, ék 8¢ B0pade
€dpapov xp@’ AxiAfja dalppova, xepol 8¢ TT&oal
oTABea TTETTARyovTO, ADBevV &’ UTTO yula EKKOTNG

Handmaidens, whom Achilles and Patroclos carried off as prizes,
Being pained in their spirit, cried out greatly,

and from the door

They ran around fiery-hearted Achilles,

and all with their hands

struck their breasts, and the limbs of each went limp

18.28-31
L OE pIv YahOw Te Kat elvaTépeg QNG E0TaV
And around her in abundance stood both her husbands’ sisters
and her brother’s wives
22.473
For Achilles, handmaidens captured in war take the place of relations. This is not the
only time that a captive woman outside the family has been given the opportunity for
lamentation; Briseis in 19.282-302 and Helen in 24.761-776 are both accorded lament
speeches ordinarily reserved by tradition for family members. Achilles in book nine even
states that Briseis, a girl won by the spear, is equal to a wife.
&AAa &' &pioTAeool BiBou yépa Kal BaciAedol:
TOTO1 pév EuTTeda KetTal, EPed &' 1O polvou Axaitv

elAeT', Exel &' &Aoxov Bupapéa: TH TTapiabwy
TEPTTECOW.

But he gave other prizes to the best men and to kings;

63 Alexiou 1974, 6.
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For them the prizes lay intact, but from me alone of the Achaeans
He has taken, and he keeps the wife fastened to my heart; let him
Delight, lying beside her.

9.334-337

Achilles’ use of &Aoxov for Briseis is unusual. Briseis does not regard herself as a

. 64
simple slave.

00B€& PV 0VSE ' EQOKEC, OT GvOp' EPOV WKOC AXIAEDC
EKTeIVEV, TTéEPOEV B€ TTOAIV Beloio MOvnTOC,

kAa(elv, XAAG ' €Epaokec AxIAROC Beloio

koupIdinv &Aoxov BAcElv, GEEV T' évi vnuolv

€c PBinv, daiotlv &¢ y&uov et MuppIdoveool.

You did not permit me, when swift Achilles

Slew my husband, and sacked the city of god-like Mynes,

to weep, but you kept on telling me that you would make me

the maidenly wife of Achilles the god-like, and you would lead me

in marriage (&yw)

on the ships to Phthia, and would have a wedding feast among the

Myrmidons.

19.295-299

From these marital associations, it is clear that slave women won by the spear can replace
family members in a formal lament setting, though they cannot sing the y0og. Women
specified by the poem as won as a prize can function as substitutes but only for secondary
female family members.

While the public professional lament, or Bpnvog, exists, the yO0g is essentially a
private family affair in which only the most intimate of relations wail the family lament.
Andromache is portrayed, in a single compressed line, as surrounded by her kindred, who
serve as the “other women” encircling the chief mourner. For Andromache, the poem

crafts in the most concise manner the appropriate assemblage of relations in order for her

to begin the solemn lament in accordance with traditional custom.

6% For Briseis’ tradition and her relationship to Achilles, see Dué 2002.
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8. Suicide Attempt

As we have seen, a mourner disfiguring himself in grief is attempting to belong to
two social groups at once: that of the living and of the dead. As Redfield notes, “The
dead man is going on a journey, and the impulse of the mourners is to go with him; the
most perfect mourning would be suicide, and this is treated as a real possibility.”®
Achilles and Andromache, propelled by the force of their grief and the social vacuum
created by their losses, are restrained by their respective secondary mourning groups
while they long for death.

AvTidoxoc &’ €TépwBev OB0PeTO B&KpUa AEIBwyY

XELpag Exwv AXIAROC: 0 &’ €oTeve KUBKAIMOV KA P:
Se(die y&p un Aaipdv amrapnoeie o1dApw.

And Antilochus on the other side lamented, shedding tears,

Holding Achilles’ hands, but he was wailing with respect to his glorious

heart,

For Antilochus feared that he might slice his own throat with iron.
18.32-34

AXUPL BE pIv ya)\é(@) Te Kat elvatépeg GAIC EoTav,
al € et oplowv elyov &rulouévnv &rroAéaBal.

And around her in abundance stood both her husbands’ sisters
and her brothers’ wives,
Who held her, raving to perish,

22.473-474

This is a thematic variation on the heroic death and disfigurement formulae previously
describing them. In the last three sequential motifs of death, disfigurement, and now
suicide, their motivation sprang from intense grief. The heroic death formula is the

unwilling response to the knowledge of the death of the beloved. The desire to die is the

65 Redfield 1994, 181.
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fullest expression of mourning, found in Achilles’ AaigOv &mapfoeie o1dHPW and
Andromache’s &Tulopévnv &toAéoBail. Indeed this sentiment is expressed in both of
their formal laments. Achilles at 19.328-330 states his desire to have died in Patroclus’
stead.

TIPLV Pév y&p WOl BUPOG évi 0TABECOIV EWATTEI

olov éué @BioeoBal &' "Apyeog UTrTToBOTOI0

adTo0 évi Tpoln, o€ 5€ Te DBV 5¢€ véeobal,

For before my heart in my chest had hoped

That I would waste away alone, away from Argos grazed-by-horses

Here in Troy, but that you would return to Phthia.
In the throes of her grief Andromache too vocalizes her wish never to have been born (¢
un WEeAe Tek€aBai (22.481). The semantically parallel expressions of defilement and
suicide or non-birth are active attempts to join the beloved by dying oneself and so to

redress the imbalance to the social group created by the losses, a theme further addressed

in formal laments.
9. Formal Lament: Andromache and Thetis

At this point the two aligned laments deviate. In a bout of epic expansion and
ornamentation, Achilles’ inserts motifs before resuming his formal lament speech. His
lament expends twenty-three hexameter lines compared to Andromache’s four. The

correspondences are noted in the chart below.
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Achilles’ and Andromache’s
Combined Narrative Sequence

Sections 1-8.

Thetis hears Achilles
Section 9a.

I

Catalogue of Goddesses Andromachg begins y00g
Section 9b. Section 9.

I

Thetis begins y60og
Section 9c.

This expansion occurs for a number of traditional and stylistic reasons. First, while slave
girls often function as a group of secondary lamenters, it is traditional for a member of
the immediate family to lead the lament. As noted above (p. 60), “the kinswomen stand
round the bier, the chief mourner, either mother or wife, at the head, and the others
behind.” In Andromache’s case, her husband’s family is at hand, while Achilles’
immediate family is not, until Thetis appears leading the lament.

This is not to say that Achilles is incapable of lamenting a y6og alone. Indeed, as
Pucci has already noted, he is the only hero represented keening a y60og, which he does at
18.355.%

TTavvOxiol pév Emerta Todag TaxOv Gue' AxIARa
Mupuid6veg MEATPOKAOV KVEOTEVEXOVTO YOWVTEC:

Then all night around swift-footed Achilles
The Myrmidons lamented Patroclus, keening the goos.

% pucci 1998, 99.
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18.354-355

As Martin says, Achilles is the hero “most practiced at the lament.”®’

Murnaghan
responds that while Martin is correct in classifying Achilles’ lament speech within the
larger context of commemorative speech genres,

the classification of lament as simply a form of recollection

overlooks the range of its themes, which include fantasy and

speculation about the future as well as memories of the past,

and obscures the degree to which a man who laments is using a

mode of speech that is primarily feminine and antiheroic.®®
I speculate that the sequences of the narrative describing the receipt of news of the death
of a beloved explicitly call for a woman to begin the formal goos, and that Achilles,
embedded in a subgenre of epic dominated by women, is traditionally out of place at this
particular moment: the poem acquiesces to the tradition of the lament sequence and at
this moment removes him as chief mourner and substitutes a more appropriate figure,
namely Thetis. As a consequence, his lament scene, while modeled on traditional female
lament narratives and equivalent in eight of the nine functions, is modified to incorporate
his epic identity. In this lament sequence the poem juxtaposes Thetis and Andromache
as appropriate formal lamenters, who both are mothers mourning the future loss of their
children. Their losses of Achilles and Astyanax, respectively, reiterate the deaths of
Patroclus and Hector.

In the first sub-section before the formal lament starts, Thetis takes note of

Achilles’ distress.

opepdaréov &’ WpwEev: Gkouae &€ TTOTVIA PATNP

Nuévn év BEVBeoOIV XAOC TTAP& TTaTPL YEPOVTI,

57 Martin 1989, 86-87 and 222-223.
68 Murnaghan 1999, 210.



64

Achilles groaned terribly. But his queenly mother heard him,
Sitting in the depths of the sea besides her aged father
18.35-36

In this expression of the motif of “other lamenters take notice,” the repetition of the motif
with a new group of lamenters — his mother and a throng of sea-goddesses — emphasizes
his importance by expanding his throng of lamenters before proceeding to the formal
lament. His mother in the following lines antiphonally matches Achilles’ cries.

KWKUOEV T &p’ €merta; Beal &€ uiv &u@ayEpovTo
&oal 0oal katk BévBoc xAOC Nnpnidec hoav.
€vl’ &p’ Env MAaokn Te O&AeI& T Kupodokn Te
Nnoain Zmeiw 1€ ©6n 68’ AA(N 1€ BodTTIC
Kupo86n e katl Aktain kal Aipyvaopeia

Kal MeA(tn kal "laipa kal Ap@iBén kat Ayaun
AwTtw 1€ MpwTt 1€ Pé€pPouc& 1€ Auvapévn Te
AsCapévn T Kal Au@ivoun kal KaAAiGveipa
Awpic kal MavoTmn kal dyakAerTh FToA&TEIO
NnuepTAC Te kKal Aweudng kal KaAAikvaooa:
€vBa &’ énv KAupévn ’l&veip& Te katl 'lkvaooa
Maipa kal 'QpeiBuia EGTIAOKaPOG T Ap&Bsia
aAAai 8’ al katra BévBoc dxAd¢ Nnpnideg noav.

And then she cried out; and the goddesses gathered around her,
All the goddesses, as many who were the daughters of Nereus
under the depths of the sea.

There was Glauke, and Thaleia, and Kumodoke,

Nesaie and Speio and Thoe and cow-eyed Alie

Both Kumothoe, Aktaie, and Limnoreia,

And Melite and [aira and Amphithoe and Agaue,

Doto and Proto and Pherousa and Dunamene and

Dexamene and both Amphinome and Kallianeira,

Doris and Panope and famous Galatea,

Both Nemertes and Apseudes and Kallianassa.

There was Klumene and Ianeira and Ianassa,

Maira and Oreithuia and beautifully-plaited Amatheia.

And the other goddesses who were the daughters of Nereus
under the depths of the sea,

18.37-49
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Just as Achilles cried out and his mother heard him, so do the other sea-goddesses
respond to Thetis’ wails. While KWKUGEv is not particularly marked for gender, its
subject in the poem is always a free woman, never slaves, as Pucci has noted, and it is
regularly used to lament a dead husband or a son.*” The catalyst of this chain of
antiphonal mourning is Achilles’ first cry, to which Thetis responds with a cry that the

sea-goddesses answer. Ring composition encloses the catalogue of goddesses.

Ring Composition Begins Digression Ring Composition Ends
m&oal 0oal Kotk BévBog  Catalogue of Goddesses &AAal 8’ al katk BévBog
aAO¢ Nnpnidec hoav. 39-48 aAO¢ Nnpnidec hoav.

38 49

The catalogue itself contains examples of Behagel’s Law of Increasing Members: A + B
+ epithet C, with three excellent examples: Nnoain Zmeiy 1€ @6n 6’ AAIn e BoWTIC
(1.41), Awpic kal MavoTm kal dyakAertA FaA&reia (1.46), and Maipa katl
'QpeiBuia EGTTAOKOPOG T ApéBeia (1.49).”° Conversely, Andromache’s passage, in a
mode of epic compression, crystallizes the bare narrative structure preceding a formal
lament in a single taut line GuQL 5€ pIv yaAOw Te Katl elvaTépeg &Aig EoTav: family
and kinsmen are present and restrain the chief mourner, who then begins the lament.
Finally, after the catalogue Thetis leads the y00OG as Andromache does for Hector.

TV 8¢€ kal &pyO@eov TTARTO oTTéoc: at & &ua TTéoal
oTABea TTeTARyovTo, QETIC &’ EERPXE YOOIO:

And the hollowed grotto was filled with them; and the goddesses

% Pucci 1998, 98. Instances of KWKUEIV in the lament of a dead husband include: Od.24.295, 4.259, 8.527.
Of a son: 11.22.407-409, 22.447, 18.37, 18.71. Occurs twice outside of a lament context at /1.24.200,
0d.2.361).

70 Watkins 1996, 24: “Behagel’s ‘law of increasing members’ rests on a plethora of examples from
Germanic, Greek, and other Indo-European languages which show the stylistic figure of enumerations of
entities whereby only the last receives an epithet: “X and Y and snaggle-toothed Z. The Catalog of Ships
in /liad 2 offers in its lists of names of persons, peoples, and places examples practically without
exception.”
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all together beat their breasts, and Thetis began the goos.
18.50-51

R & &mel 00V EuTvuTo Kal &¢ Ppéva Bupdc dyépdn
GUBAABNY yodwoa peT& Tpwiiowv Eermev:
But when she inhaled and her spirit was being gathered into her breast,

Beginning singing the goos she spoke amidst the Trojan women.
18.475-476

Why is it appropriate that Thetis laments in Achilles’ place and sings the y00g? As
Murnaghan and others already noted, Thetis chants a proleptic lament for Achilles.”!
Achilles mourns for Patroclus, and while Patroclus is an intimate companion of Achilles,
how is Thetis’ presence justified? If one accepts van Brock’s proposal (as summarized
in Lowenstam 1983) that Oep&TTwV was borrowed from Anatolian farpanalli < *tarpan-
< *tarp- and has the common meaning of ‘ritual substitute,” and that definition has
devolved to “vassal” or even “servant,” as well as Lowenstam’s assertions that Patroclus
functions as Achilles’ sacrifice/ritual substitute, it is fitting that Thetis lament the fate of
her son in the poetic context of Patroclus’ death, as Andromache laments the future death
of Astyanax in the wake of Hector’s fall.”” From the perspective of gender, too, Thetis’
substitution for Achilles further strengthens the parallels between Achilles’ and
Andromache’s lament sequences since he replaces a feminine character. The death of
Patroclus entails the death of Achilles, just as the death of Hector entails not only the fall
of Troy and Andromache’s harsh fate as a slave-woman and captive bride, but also the
death of his son. Thetis at 18.52-64 laments the mortal life of her child whereas

Andromache in her lament speech at 484-507 mourns for the future horrors that Astyanax

" Murnaghan 1999, 206, and Schein 1984, 92.
2 Lowenstam 1983, 126-131.
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will endure. For Andromache, the substitution of Thetis as chief mourner creates a state
of equivalency between two mothers in a state of proleptic grief for the future loss of
their sons.

In their lamentations, Achilles and Andromache share not only numerous parallel
features in terms of theme, and motifeme, but also a lament tradition which both serve.
Their own laments are constructed from the same narrative sequence. The poem builds
Achilles’ lament on the model of Andromache’s, so that the traditional sequence
motivates the replacement of Achilles by Thetis. Within the confines of the lament
narrative, Achilles’ epic identity thrusts him outside of the role in which the lament has
placed him. As a consequence, Thetis’ presence as chief lamenter at the end of Achilles’
narrative sequence fulfills the traditional role of a mother or wife wailing the y6og. In
acquiescence to tradition, the poem removes Achilles from a social position which he, a

male, cannot fulfill kKat& kaipov.
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CHAPTER FOUR:

ANDROMACHE AS MAENADIC WARRIOR

In chapter one, I argued that the motif of Eetion signaled on the one hand the
antagonistic relationship between Achilles the sacker of cities and Andromache, a war-
prize and unwilling bride. On the other hand, chapter two aligns the two adversaries,
Achilles and Andromache, by way of their participation in lament (y00G) for a loved one.
In the first relation, Achilles is the despoiler, while in the second he partakes of a
traditionally feminine speech genre as expressed in Andromache’s lament at book
twenty-two.

A third connection between Achilles and Andromache arises from the adaptation
of the warrior formula da{povi {T0G to an expression tailored for Andromache. This
phrase only occurring once, pXtv&dL Lon, is adapted from an inherently masculine
formula and made appropriate for Andromache’s gender and grief.

In Book 22 line 460, Andromache rushes towards the walls of Troy:

WG PAHEVN HEYEpOoLo dLETTUTO poxvédL ton

So speaking, she rushed from the house, equal to a maenad

What does the phrase paivédi (on mean in this context?”® Segal writes that “if paiv&dl

means maenad and not simply mad woman (likely but not absolutely certain), we would

> The Townley Manuscript Scholia, with the utmost brevity, indifferently refer the reader to Andromache
book six via the lemma “paivopévn &ikuta.” Erbse 1977, 349.
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have another instance of Homer drawing upon a relatively unfamiliar realm of experience
for an unusual degree of emotion.”

When Lattimore translates paivédi ton “like a raving woman,” he misses some
of its poetic significance. Through a formulaic comparison with dxipovt EO'OC_, and an
analysis of both the nominal form paiv&g and corresponding verb px{vopot within
epic, we will interpret paivédi (on as elevating Andromache to a divine status as great
as a warrior who is dXipovL EO'OC_,. She receives an aristeia within her cultural and
gender-specific sphere of influence through the vehicle of her grief, just as warriors do
through their supernatural battle prowess. Furthermore, the gender specific paivédi lon
functions as an appropriate substitution in the predominantly masculine dxXipoVvL EO'OC_,
formula. Localized in the bucolic diaresis to the line-end, it marks a thematic pattern
wherein a hero transcends his mortality and becomes a divinity at the moment of
extraordinary achievement in battle. This is supported not only by their isometry and
equal syntax but also by the use of px{vop L in connection with the god Ares, the
warrior Diomedes, and Andromache herself. Finally, a thematic comparison of
Andromache’s grief to Demeter’s at the loss of Persephone (Hom. Hymn Dem. 36-42 and
385-386), scenes replete with lamentation and warrior imagery, illuminates
Andromache’s paivédi {on with two examples of paivouai and paiv&g. These
examples offer the reader a deeper understanding not only of the use of yaiv&g within
this particular phrase, but also of the singer’s intent to deify Andromache during this
climatic scene of the poem by juxtaposing the accomplishments of a warrior in the thick

of battle with the throes of grief at the loss of family.
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The formula dxipovt EO'OC_, appears nine times in the //iad describing Diomedes,

Patroclus, and Achilles.

y y U N N . ) ’ ’ 5
1. AN OTE O TO TETKPTOV ETTECTUTO dXLUOVL LOOC,

But when he charged the fourth time equal to a god

5.438

16.705

16.786

20.447
2. xOTGP ETTELT” AOTM HOL ETIETTUTO daipovL looc

But then he charged at me equal to a god

5.459

5.884
3. W¢ 0 ye TT&vTN B0VE OOV EYXEL daipove looc

Thus he on every side charged with his spear, equal to a god
20.493

4. KEKALUEVOV HUPIKNOLY, 6 & EgBope daipovt looc

Leaning against the tamarisks, he then leapt in, equal to a god
21.18

© ] N ’ ) ’ v 5
5. QC_, ELTTWYV prEO'O'LV ETTECOUTO SO(LUOVL Lo0o¢C:

So speaking he charged at the Trojans, equal to a god
21.227
The formula is localized in the bucolic diaresis to line-end and marks a thematic pattern
wherein a hero transcends his mortality and becomes a divinity for a time by achieving
something extraordinary and superhuman in his finest hour of battle. The word dai{pwv
connotes the divine state of these warriors because it is also used to describe the gods. In
book one, when Athena returns to Olympus after counseling Achilles to curb his rage, the

poem calls the Olympians da{povag.
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n & OUAupTIOV 8¢ BeRAKEI
dwpar &g alyidxoio Aidg petd daipovag GAAOUG.

And she went to Olympus,
home to aegis-bearing Zeus, amidst the other daimons.
1.221-222
In this passage dai{pwyV serves to express a group of unspecific divinities. Within the
epic diction, then, a dalpwv is a god. Its application to men at the time of their aristeia

is a poetic elevation from mortal to divine, even Olympian status. In Andromache’s

formulaic variation, a non-specific divinity word, p&XLv&dL replaces dXLMOVL.

WG PApEVN Hey&polo dLETOTUTO poxtvédi ton

So speaking, she rushed from the house, equal to a maenad
22.460

As Arthur writes, Andromache “experiences a transport that delivers her out of the world
with which she is normally associated.”’* As Segal notes, the expression pavédi ton is
a “modification of a formula which occurs in some of the most intense of the battle

scenes, OXLYOVL l0OC.”"

Previously that transcendent state was applied solely to men
during their aristeia. This paradigmatic formula with an appropriate gender specific
substitution suggests Andromache’s momentary divine status through the intensity of her
grief.

Maivédi ton, like daipovt EO'OC_,, is coupled with a verb of sudden motion, used
to express heroes charging or Andromache running to the wall. The dxipovt EO'OC_,

formulae are coupled with ceLOPXL (*kyew) in seven instances (5.438, 5.459,

5.884,16.705, 16.786, 20.447, 21.227), O0ve at 20.493 and €000p¢ at 21.18. The seven

74 Arthur 1981, 30.
7 Segal 1971, 47.
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examples of the verb €ETTETTUTO are especially significant since the paivédi lon
formula is combined with the verb 91éaauTO. The presence of the same verb in close
proximity to gaivé&di points to the poet’s adaptation in yaivé&di lon of a traditional
daipovt EO'OC_, formula. As an Achaean warrior leaps into the fray equal to a daimon,
so does Andromache rush to the walls equal to a maenad. The singer economically
ascribes to Andromache a feminine reformulation of daxipovt EO'OC_,, changing it to
acknowledge gender and using the same verb of motion.

While Segal remarks on the intensity of the dxipovt EO'OC_, formula and the
juxtaposition of “Andromache and the situation of warriors,””® he does not expand on its
implications for Andromache. In light of the divine state indicated by the daxipovt
EO'OC_, formula, paivédi lon, with its equivalent metrics and syntax, ought to bestow
upon Andromache the same transcendent associations. In other words, as the Achaean
warriors attain divine status through their actions on the battlefield and as the poet, by
bestowing upon them the daxipovL EO'OC_, formula, recognizes their supreme
achievements in battle, just so does the poet recognize Andromache’s divine status and
her state of grief by bestowing upon her a warrior-god formula par excellence.

The paivédi lon and daipovt EO'OC_, connection is not the only feature that links
Andromache and warriors;”’ paivopai also forges this link. In book six a female
attendant describes Andromache thus.

N M&V N TTPOC TEIXOC ETTELYOHEVN XPLKAVEL
HOLVOUEVN EIKUTX: PEPEL D’ U TR TLOAVN.

A P& YUV Topin, 0 &’ atméoouTto dwpaTtog “EkTwp

“She, hastening, goes towards the wall

76 Segal 1971, 47.
7" Segal 1971, 43. Segal presents formulaic structures shared by Andromache and battling warriors.
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Like unto one in a rage: and together with her the nurse carries the child.”
So the housekeeper spoke, and Hector rushed from the house
6.388-390

As with yaivé&di ton, Andromache is the only female character in the Iliad who is
described as pxtvopévn. Mawvopévn €(KUTX is not isometric or syntactically
equivalent to dXLHOVL EO'OC_,, but is considered by Arthur a metrical variant.”® Note also
the semantic similarity and how it foreshadows the paivé&di ton formula of 22.460. Here
we also find the verb ogeudpai in the aorist XTTETOUTO, again in close proximity to the
paronomastic verb of pav&g.

Three examples of the application of paivoual to the war god Ares and to
warriors show that it signals superhuman battle prowess.”’ In book five, Athena
describes Ares as MXLVOMEVOV as she exhorts Diomedes to drive his chariot towards
Ares to press the attack.

GAN' &y’ €1 "Apni TIpWITW EXE HAWVUXAG LTTTTOUG,

TOWov 8¢ oxedinv pnd’ &Ceo Bolpov 'Apna
TOOTOV PALVOPEVOV, TUKTOV KXKOV, GANOTTPOTOANOV

But come; drive your single-hoofed horses at Ares first
And strike him close; do not stand in awe of furious Ares,
He who is raging, a wrought evil, fickle

5.829-831

78 Arthur 1981, 30.

7 Not all examples of paivopal have been analyzed. Excluded, for example, is the combination of
paivouévolo with og0e at 6.130-134 in describing Dionysus.

008€E y&p 00BE AplavTOg ULOG KPaTEPOG AUKOOPYOG

SRV Ay, O¢ pa Beolalv ETmoupaviololv EpIZev:

O¢ TroTE paivopévolio Aiwviooio TIBAvag

oede Kar' Ay&Beov Nuoriov

For the son of Dryas, strong Lycourgos

Did not live long, he who quarreled with the gods in heaven,
Who once drove the nurturers of raging Dionysus,

from the Nysian peaks
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Similarly, in book fifteen, Athena seizes the bronze spear from Ares’ stout hand and
addresses him as X LVOMEVE.

HXLVOUEVE (PPEVAC NAE dLEpBopac: R VO Tol aDTWG
00T XKOVEMEV €OTI, VOOC &’ ATTOAWAE Kol al{dWc.

Raging one, crazed one, you have destroyed your mind; now truly in this
very manner you have ears to hear, but your mind and shame have
perished.

15.126-129

Finally, Helenus, the Trojans seer, describes Diomedes, who received the daxipovt EO'OC_,
formula in book five, with the verb paiverai.
008’ AXIARG TT00’ (LBE Y’ EdeidLpev bpxapov &vdpiv,

34 7z ~ 3 7 ) y ¥ 7
oV TTép YaalL De&g eCEPPEVAL: XAN 0O€ Alnv
paiveTat, o0dE Tig ol dOvaTal pévog loopapiTeLv.

Not even Achilles did we ever fear thus, leader of men,
He whom they say is born from a goddess, but this one excessively rages,
and no one is able to match his force in battle.

6.99-101
Maivopai in all cases — Andromache, Ares and Diomedes — indicates intense emotion.
The fact that it applies not only to great warriors but also to Andromache, bridges the gap
between their gender-specific occupations, namely war and lamentation. Hence, the
substitution of pauv&d! for dxipoVL in the EO'OC_, battle formula is appropriate.

Maivédi Ton, then, because of its martial associations with paivopal, is an
appropriate substitution for dxipovL EO'OC_,, but the question remains, how is paIv&dl
appropriate at the climactic moment in book twenty-two? Does paivédi lon convey
Andromache’s heightened agitation and fear about Hector’s life? In book twenty-two she
rushes to the walls in order to learn the fate of her husband who, as she declared in book

six, is her entire family (6.429-430). Hector’s death will be the end of Andromache’s
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world. Segal writes “As &A0XOG, she sees his death as the collapse of her own life, the
destruction of her identity, her social position in a highly formalized society.”* Is
paivédi Ton then an appropriate formula to express her emotive state with all its warrior
associations?

The words paiv&g and pailvopai are localized around Demeter twice in the
Homeric Hymn to Demeter — first, when she hears Persephone’s cry and second when
she rushes to meet her daughter who has risen from the underworld. The Hymn, as part
of the epic tradition, is an appropriate comparandum: it draws on epic material in the
same meter and uses concordant formulaic language. These examples show
correspondences of theme and formulaic diction. On the level of theme, the uses of
Maiv&g and paivopail in the Hymn express the intense emotive state of one discovering
the fate of her beloved in a situation that parallels that of Andromache. With regard to
formulaic diction, the combination of paivég / paivopai or daipovi loog + a verb of
sudden motion indicates a parallel relationship between a warriors’ aristeia and
Andromache and Demeter’s anguish.

In the first passage, when Demeter hears Persephone cry out, her grief at
Persephone’s absence is expressed both by a form of paivopai and a lament sequence
that contains a number of the features characteristic of Achilles and Andromache. (1)
antiphony (36-37), (2) disfigurement (38-39), (3) separation anxiety (40), (4) a verb of
sudden motion (41), and (5) a participial form of paivopai (42).  The discussion of the
first three elements will follow the discussion of the latter two.

nxnoav &' dOpéwv Kopugal Kal BEvOea TTOVTOU
owvnl DT &Bav&TNI® TAC & EKAUE TTOTVIA UATNP,

%0 Segal 1971, 28.
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OE0 B€ piv kpadinv &xoc EANaBev, XUl 8¢ XaITaIc
duBpoaiaic kpAdeuva daileTo xepal @IANaIv.
Ku&veov 5€ K&AULpa KT XUQOTEPWY BEAET (OUWV,
0£0a1o & W¢ T olwvog ETTL TPAPEPAV TE KAl LYPAV
Jalvouévn.

The peaks of the mountains and the depths of the sea rang
with her deathless voice; and her queenly mother heard her,
And sharp grief seized her heart, and the veil around her
immortal tresses was rent asunder by her beloved hands.
And throwing a dark covering over both shoulders,

She darted just as a bird upon the land and the water,

In the state of one raging.

Hom. Hymn Dem.36-42
The medio-passive participle paivouévn appears in conjunction with ceudpai in the
form og0aTo to represent Demeter’s frenzied state, just as the Iliad represents
Andromache in 6.388-389: 1] p&v N TTPOC TEIXOC ETTELYOHEVN XPLKEVEL /
HoLvopévn €ikula. Compare like verbs of motion in XQIK&VEI + HXLVOHEVT to
Demeter’s CEOKTO + PXLVOUEVN. Both these examples, like paivédi ton and
daipovt EO'OC_,, are accompanied by verbs of sudden motion and in all instances the
character is under great emotional distress.

In the second passage from the Hymn, only two of these shared features are
present: a verb of sudden motion and the noun paiv&g. At the moment when Demeter
sees Persephone set foot upon the earth, free from Hades, she rushes to greet her as a
maenad.

n 5¢ (dodoo
b4 E’ ) s \ 1 14 7 6 7 l'x
NLE’, NOTE PaLV&g 6pog K&Ta d&akLov DAN.

And seeing her she darted just as a maenad down the
wooded mountain to the forest.

Hom. Hymn Dem.385-386



77

A verb of sudden motion, RIS’ appears with A0TE PaLVXC, which is an expression not
only isometric and syntactically similar to poxtv&dt (o, but also the only other
occurrence of JaXLv&¢ within the Homeric poems. Thematically, too, it is an appropriate
comparandum as Demeter rushes to meet her lost daughter with the same degree of
urgency as Andromache when she rushes to the wall to find Hector.

By replacing daipovit with yaiv&dl in Iliad book twenty-two, the singer subtly
manipulates the language of Andromache’s formula to refer within the epic tradition - but
outside of the //iad - to Demeter’s urgency of emotion when she darts down the mountain
to see Persephone. The shared diction in each example points to a common traditional
source, evident in the parallel groupings of verbs of sudden motion + da{povi / paiv&di.
Note the collocation of the verb NLE’ the aorist of X{oow conjoined to paIVES just as in

the case of paivédi {on/ daipovt tooc.

Character Pre-verb Formulation loog / lon

Warriors di&k, €l ogubual+ daipovt loog
B0ve + daipovi
€gBope+ daipovt

Andromache XTTo OEUOUaI+ ULVOUEVN €lkuia
SI& osuOUaI+UaIVEDI ton
Demeter - ogubpal + Jaivouévn
X{OOW+HALVAG noTe

The designation of Demeter as ‘like a maenad’ marks the intensity of her joy and the
goddess’ transition to another state of consciousness, while at the walls of Troy
Andromache’s transition is brought on by grief and despair at the lack of familial
reunion. In turn warriors with daiuovi (00og are allotted the same emotional intensity.

By choosing the word paiv&g in book twenty-two, the singer deliberately twists the
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“EO'OC_,/ lon” battle formula to convey Andromache’s intensity of emotion, her
preternatural state heightened by the rush to the tower, and her feminine equivalent of
heroic warrior status. But the singer also refers to a traditional formulaic theme of a
woman’s reunion with separated family members and the pain of its dashed hopes.

To return to the //iad with these passages from the Hymn in mind, three other
features stand out to enrich our reading of the laments of Achilles at 18.1-51 and
Andromache’s at 22.437-476: antiphony, disfigurement, and mourning. These features
are localized near paiv&g and paivopai in the Hymn and suggest a type-scene patterned
on the same lament narrative sequences from which Achilles” and Andromache’s
originate.

The feature of antiphony as found at Persephone’s cry heard by Demeter at 36-37
evokes the antiphonal lamentations of Achilles and Andromache and Thetis. Achilles
cries out lamenting the death of Patroclus and Thetis hears him.

opepdaréov &’ Wpwgev: Gkouoe &€ TATVIa YATNP

Achilles lamented the dire news. And his queenly mother heard him
11.18.35

Next, Thetis cries out and the sea-goddesses hear her.
KWKUCEV T' &p’ Emerta; Beal &€ piv &upayEpovTo

And she cried out; and the goddesses gathered around her,
11.18.37

Finally, Andromache hears the cries of lamentation from the tower that alert her to
Hector’s demise.

KwKUToD &’ NKouoe kal olgwyRA¢ &Trd TTOpyou:

She heard a wail and a cry from the tower
11.22.448
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These semantically equivalent phrases point towards an epic lament vocabulary that
correlates the diction between Achilles and Thetis, Demeter, and Andromache, as they
respond to the loss of a beloved.

Achilles and Andromache possess two different motifs of disfigurement not
unlike those within Demeter’s passage. The tearing of the kpfidepva as found in
Demeter’s passage appears in /1.22.470 when Andromache flings her own using the exact
same word at the confirmation of Hector’s death.”!

Achilles’ disfigurement is found within the battle verb datdw ‘rend,” a verb also
used for Demeter’s torn veil. At the moment when Achilles receives news of Patroclus’
death, the warrior rends his own hair.

KelTo, PIANoI 3¢ Xepol kOUNV Noxuve datlwv.

He lay, rending his hair with his own hands

18.22

Aa{lw, a verb that primarily appears in the /liad in the thick of battle, usually describes
injury a warrior inflicts upon others.* Three of the four instances of the present
participle occur in the context of battle: €€ 8¢ S TITOXAG ﬁAGE dallwv XahkO¢
&TEIPAG, “the unwearied bronze, cleaving asunder, came through six layers” (7.247), or
as Ajax leaps among the Trojans, datdwv UTTTToug 1€ Kat &vépag “cleaving asunder

horses and men” (11.497), and in a lament for Hector Apye{ouc KTelveoke datlwv OEE

81 In the passage of the Hymn, the employment of the KpAdeuva, as Foley notes, is likened to Hecuba and
Andromache throwing their own veils at the walls of Troy. Hecuba’s veil is thrown as a proleptic sign of
grief, like Demeter. Foley 1994, 37.

52 Active participle: datdwv four times (7.247, 11.497, 18.27, 24.293); Medio-passive participle: two times
(0ai¢bpevog 14.20). Medio-passive perfect participle: eight times (17.535, 18.236, 19.203, 19.211,
19.283, 19.292, 19.319, 22.72). Infinitive: 0aiCépevai (21.33). Imperfect medio-passive: three times (9.8,
15.629, 21.147). All these instances except for two are in battle; one describes the decision-making of
Nestor (14.20), and the other describes Achilles’ lamentation at 18.27 as discussed above.
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XOAKQ: “he frequently slew the Argives, cleaving them asunder with sharp bronze”
(24.393). Achilles’ countenance, like Demeter’s veil, expresses self-injury as a response
to extreme grief. Achilles, like Demeter, inflicts violence on himself that one would
usually inflict on an enemy. The poem expresses the heartfelt pain of loss and the
anguish of being slain with the same verb.

The third element is a separation anxiety, which the Iliad expresses with &x0¢
and its implications “suffering to the point of death.” Two passages illuminate Achilles’
fundamental grief, which, like Demeter’s, is the loss of a loved one. Achilles’ immediate
response to the loss of Briseis in book one resembles that of Demeter when she hears
Peresephone’s cry.

D¢ e&To" MnAeiwwi & &xoc yever, év 8€ ol fHTop
So he spoke, and grief came to the son of Peleus, and the heart in him

11.1.188

ocppa 0€ Kol (wel kat op0( @&og I’]E)\LOIO
ayvutal, ouée 1 ol 6uvapcl xpaloynoal lodoa.
Koupr]v nv apa ol yepag €€ehov ulec Axaidy,
TI’]V O(L|J €K xapwv €AETO Kpsuuv Ayapéuvwvy.
nToI 0 TAG AXEWV PPEVAC EPBIEV:

While for me he lives and looks upon the light of the sun,
He grieves, and I am able to do nothing to help, though going to him.
There was a maiden whom the sons of the Achaeans gave to him as
a prize,
The ruler Agamemnon seized her from his hands
And grieving for her, he wore out his heart

11.18.442-446

In the second passage, when Thetis pleads with Hephaestus for god-crafted armor,

her speech describing Achilles features &xvuTai, the verbal base of &xoc,
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as well as a participial form. As a consequence, &X0¢ and its verbal relatives in Achilles’
passages are internally consistent with Demeter’s own to express separation. Another
type of separation, that between the living and the newly deceased, also includes &X0G.
In the heroic death formula, both Hector and Achilles experience it.
WG PETO, TOV O’ &XEOC VEPENN EKAAVYE HEAXLVA.
So he spoke, and a black cloud of grief covered him.
15.575 (Hector)
18.22 (Achilles)

Andromache’s own heroic death formula (already discussed in chapter one and two)

functions as paradigmatic equivalent to this line.

TRV &€& KT OPOXAPGOV EPeBeVVI VOE EKAAVLYEV
Gloomy night covered over her eyes.
11.22.466
Achilles has &x0¢ conveying separation from a loved one as well as a warrior-dying
formula, which is a separation from the social group by death. Andromache shares in
that with her own formulaic death expression.

Another feature in this formula that Achilles and Andromache share is the verb
K&AUTTITW ‘to cover, conceal,” of which Thetis also partakes via a historically related
word in book twenty-four. In the /liad, Thetis, proleptically mourning Achilles in book
twenty-four, is asked by Iris to join the gods in Olympus. As she prepares for the
journey, she flings a KXKAUPUa over her shoulder exactly in the same manner as Demeter.

¢ &pa pwvAcaoa kkAupy' €A dla Be&wy
Ku&veov, T00 &' ol TI peA&VTEPOV ETTAETO €00OC.

So speaking she, shining among goddesses grasped a
dark covering, and no cloth was blacker than this.
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11.24.93-94

The noun K&Auppa “covering” is a noun from the verb KGAOTITW “to cover, conceal”
and appears only once here and in a Demeter passage (Hom.Hymn Dem.40).® In both
passages the collocation of K&AUPMQ and its descriptor KUKVEOV creates a mourning
effect. Macleod notes that Thetis’ cloth is black for mourning but does not note
Demeter’s parallel scene.*® Thus Achilles, Andromache and Thetis, already bonded by
sequences of lamentation, are again conjoined by epic diction for grief, which Demeter
also shares. One further parallel with warriors is that the entire line Ku&veov &€
K&AUPPa KaT Xp@oTépwY BEAET OpWV serves in Thetis” and Demeter’s passages as
the feminine equivalent to a warrior’s arming narrative sequence.

In conclusion, the poetic relationship between daipovi (oG and paivédi ton
allots to a male and female a divine state. The connection between da{povi loog and
paivédi Ton and the uses of the word paivég within epic and hexametric poetry has
established a continuity of formulaic diction and thematic narrative between warriors and
women. Maiv&g and paivopai tread the borders of a gender-specified distinction
between war and marriage, and through their formulaic usage within our //iad, they cross
its threshold, equating maidens with maenads, warriors with daimons, and the duties of
warriors with the duties of women. Andromache becomes a maenad through the intensity
of her familial devotion, which is conveyed by the singer with formulae that express both
the masculine perils of battle and the feminine yoke of marriage. Whereas the Achaean

heroes achieve divine status on the battlefield, when a mortal man is able to harm a god

83 Chantraine 1968, 487.
84 Macleod, 1982, 98.
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as Diomedes does in book five, or when a man is capable of slaughtering twenty-seven
men charging thrice as Patroclus does in book sixteen, just so Andromache transcends
within her gender-specific sphere of influence, lamentation, to a divine status, surpassing
all women in lamentation and capacity for grief. Hence, Andromache’s transcendence —
an aristeia of grief at the death of her husband — is the equivalent of that achieved by
those Achaean warriors at their apex.

One final similarity between Achilles and Demeter may be found in the
etymology of unvig. Its classical etymology proposed by Schwyzer in 1931 and revived
by Watkins in 1977, takes it from *mna-nis with nasal dissimilation to manis whence
Att.Jonic ménis. This conflation would further link the emotions and identities between
warriors and maidens. Demeter is described as possessing pfjvig. ¥

Ze0¢ pe TatAp Gyaunv Mepoepdveiav

€€ayayeiv 'EpEReUTPI HET& OPEQc, OPpa € HATNP

O@BaApoiolv (Bodoa x6Aou kal uAviog alvijc

&BavéToic TTadoeley.

Father Zeus commanded me to lead noble Persephone out

Of Erebos to them, so that her mother, seeing her with her

Eyes, might cease from her anger and terrible rage at the immortals.

348-351

As Muellner 1996 points out, “every aspect of Demeter’s alienation is similar to the
aggrieved alienation of Achilles caused by the loss of an unwilling girl, the indiscriminate

. . . . 86
devestation it causes his own social group.”

Persephone’s rape and her subsequent
absence incur Demeter’s own PAVIG; it is fitting that within the context of Achilles’

ménis, lamentation and warrior glory are conflated.

5 The summary of the following paragraph is based on and discussed more thoroughly in Muellner 1996,
177-194.
% Muellner 1996, 24.
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Given the relationship between paivopal and unvig, the rage of a warrior in
battle and the rage of Achilles at the lack of reciprocity signified by the loss of Briseis are
historically related and are in turn related to the diction, illustrating the intensity of
Andromache’s (or Demeter’s, or Thetis’) grief at the loss of a beloved. Therefore, the
connection between the masculine warrior quality and feminine quality of paivopail and

by extension daipovi Eoog and paivédi Lon is supported.
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CHAPTER FIVE:

CONCLUSION

A formulaic analysis of epic diction uncovers hidden relationships between
characters that on the surface level appear quite different. This has been the case for
Achilles and Andromache in the //liad. The diction shared between them crosses gender-
specific boundaries, drawing out the correspondences between a lamenting women and a
courageous warrior. They also share a formulaic pattern, which is transformed for
Andromache from the usual (daipovi Eoog) to the rare pavéd ton.

My finding that the correspondences between Achilles and Andromache cross
gender boundaries is in line with Foley’s classic essay in which she defines “cross-gender
similes.” She shows that in the Odyssey “direct symbolic inversion of the sexes is
delicately reserved for a few prominently placed similes.”® Cross gender similes occur
at pivotal moments and they expand the empathy, in particular, between Odysseus and
Penelope, to whom they apply.®™ As Foley argues, “In the disrupted Ithaca of the early
books of the Odyssey Penelope, far from being the passive figure of most Homeric

criticism, has come remarkably close to enacting the role of a besieged warrior.”

87 Foley 1978, 8.

8 See Foley 1978, 9, 10. For an example of Odysseus as a captive woman in a simile, see Od.8.521-531
and Foley’s analysis.
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Odysseus even refers to her glory as equal to that of a king “(0¢ T€ Tev N BATINROC
XUOpOVOC” in Odyssey 19.109.%

Similarly, Andromache emerges as a female figure in the /liad who has her
aristeia at the moment when she perceives Hector’s death. Her masculine qualities are
apparent already in book six, when she offers Hector battlefield stratagems as if she were
a general. She advises him to station the host beside the fig tree, where the city is easily
assaulted and the wall is easily scaled €vBa u&AoTa / XuBATOG €OTI TTOAIG Kal
ETT(®popov ETTAETO TEIXOC (11.6.433-434). Andromache’s speech carries the
mannerisms of a gruff general advising the next skirmish. Her adoption of masculine
traits is not unlike Penelope’s princely qualities as a ruler of Ithaca in Odysseus’
absence.”

As we have also seen in chapter two, warriors such as Achilles can adopt
feminine narrative sequences when contextually appropriate. He is not the only warrior
to do so: in book twenty-two, as he awaits the onset of Achilles’ attack, Hector realizes
that Achilles will not pity him, but will kill him unarmed, just as a woman (G T€
yuvaika (22.125), with simile-introducing QG.

Achilles, too, carries other feminine characteristics aside from his participation in
the female speech genre of lament. In book sixteen, when he castigates Patroclus for his
womanliness, he uses an extended cross-gender simile to describe his friend:

TiTTTe 5ed&KpUoal MaTpdkAeeg, AOTE KOOPN
vntiin, N 6' &ua unTpt Béoua’ &veAéoBar XVWVEl

glavoD arrTopévn, Kal T écoupévnv KatepOKEl,
dakpudecoa € PIv TTOTIBEPKETAI, OPP' XVEANTAL:

8 Foley 1978, 11, and 0d.19.107-114.
%0 Eoley 1978, 10.
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Why are you crying Patroclus, just as a foolish
Maiden, who upon seeing her mother begs to be lifted up
Clutching her dress, and restrain her rushing,
Crying she looks up at her, in order to be picked up?
11.16.7-10
Here their relationship, as Mills has pointed out, parallels that of Hector and
Andromache. ' Achilles implies by the comparison that, whereas Patroclus is a little
maiden, he is the mother to whom he runs. Moreover, this passage recalls Achilles’
earlier description of himself, at 9.323-325, as a mother bird taking care of her chicks.”
Andromache, Achilles, and Hector also share a triadic relationship through the
motif of Eetion. Through parallel uses of the verb &yw in both city-sacking and marital
contexts, Achilles metaphorically possesses Andromache as a war-prize and bride. If
Achilles were to survive the Trojan War, he would have lead Andromache away; since he
does not survive, she is the prize of Neoptolemus. To Homer’s audience, Eetion and
&yw in these contexts may have resonated the domination of Achilles as conqueror over
Hector and Andromache’s marital tradition.
These few examples illustrate the rare but present features of cross-gender
relationships between characters within the Homeric poems. Andromache and Achilles

share a relationship that on the surface level appears quite dissimilar; however, their

shared formulaic and thematic diction indicates the similarities present under the surface.

1 Mills 2000, 12. Mills has already discussed how the Achilles-Patroclus relationship parallels Hector and
Andromache’s. “Andromache tells Hector that he is father and mother, brother and husband to her (6.429-
430): in just the same way, Patroclus acts as mother, father, and elder brother to Achilles, and there are
even analogies between his relationship with Achilles and that of Andromache with Hector, so that
Patroclus is his 'wife' as well.”

92 Mills 2000, 7.
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