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ABSTRACT

In the Homeric poems, expressions of grief and mourning abound. This is a
key theme in the Iliad, and the poem culminates with the big funeral scenes
of the last three books. Homeric poetry has long been linked to the emer-
gence of the Greek polis, and it offers us an insight into accepted patterns
of displaying grief and mourning practices in the public sphere. The funeral
games and the different forms that these choral laments adopt, particularly
the thrénos, are collective expressions of ritualised mourning that acquire
a paradigmatic role comparable to that they enjoy in the iconographic re-
cord (e.g. on Geometric pottery). In contrast, some individual responses to
grief in the poems are presented as anomalous, for example, Achilles” which
is explained in terms of his heroic temper and Penelope’s because of her
uncertainty over Odysseus’ fate. These examples allow the poet to portray
extreme personal responses to grief, made manifest in severe physical symp-
toms. Their individual specificity functions as a foil to the paradigmatic rep-
resentation of the collective management of grief through ritualised compe-
tition and communal choral practices.
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1. Introduction

THIS paper explores the contrast between individual and collective lament
in the Homeric poems and highlights the importance of the individual,
isolated mourner motif as a foil to collective, ritualized expressions of grief.
A polarity is thus established, a major compositional device that drives the
plot in both poems, although it takes on different forms in each. In the Zliad,
this polarity is highlighted by the contrast provided by Achilles as the
individual mourner (isolated even when his mourning is framed in a
collective, ritualized context, as in Patroclus’ funeral) and Hector’s funeral
as a paradigm of the collective management of grief. In the Odyssey, the
focus shifts to Penelope’s isolated grief, which cannot be shared in a ritual
context both because of the absence of a corpse to be mourned and the
disruptive presence of the suitors. But, the different narrative formulation
of the ‘isolated mourner’ motif in the two epics only serves to highlight the
commonalities in the portrayal of Achilles’ and Penelope’ individual grief,
which is supported by the iconographic record.

Grief and bereavement are central to the Zliad. Broadly speaking, the
whole movement of the poem leads us on an emotional journey from indi-
vidual expressions of grief, experienced by a great many of the characters
as they lose their loved ones in war or are separated from them by other
means, to Patroclus’ and Hector’s large-scale funerals in the final books.
These two funerals stand out not only because the epic concludes with them,
but also because they exemplify accepted individual and collective mourn-
ing behaviour.! In these closing scenes, collective ritualized practices, such

!'"There are crucial differences between the two funerals, mainly due to Achilles’
disruptive behaviour, but both function as paradigms for the funerary practices of
the elites of Geometric Greece. The archaeological record reinforces this view, for
example, the so-called Royal Tombs at Salamis, Cyprus, which attest to the sacrifice
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as funeral games and choral lament, help manage grief effectively, bringing
it to a close and transforming it into “enduring artifacts of completed
mourning”, referring to both the grave (séma) and the poem itself.? We will
return to the subject of ritualized lament as expressed in choral practice. But
first I will examine the representation of two anomalous responses to grief,
Penelope’s in the Odyssey and Achilles’ in the Iliad, both of which highlight
the tension between individual and collective grief, and contrast sharply
with accepted displays of mourning.

2. Mourning Penelope

Let us begin with Penelope, since her portrayal as an isolated mourner is
even more important for her characterisation than is the case with Achilles.
In the iconographic record, admittedly dated after the accepted date for the
Odyssey, and from the classical period onward, she is typically represented
as seated in a mourning attitude, with the characteristic chin-in-hand
gesture, her head covered by a veil.® In her first appearance in the poem she
interrupts the rhapsode Phemius who is singing a poem about the Trojan
war, because it intensifies her grieving:

N &' Ote 81 pvnotipag deiketo dio yovalk®dv,
oti] pa Tapd oTabpov Téyeog TOKA TOLNTOLO,
AVTO TOPELWY oYOREVN ATapd xpndepva:

apeimolog &' apa ol kedvry exdtepbe mapéotn.
daxpvoaca §' énerta mpoonvda Belov dotdov:
“Drute, ToAAX yorp &AAa Bpotdv Behxtripia oidog
Epy' avdpdv te Bedv Te, TG TE KAelovow doldol
TOV €V Y€ o@Lv &elde Taprpevog, ol 8¢ oL
olvov mvévTe V- TadTng &' dmomade' dotdig

of horses and other features during the funerary ritual. They bear striking similar-
ities to the description of Patroclus’ funeral in the Ziad. For the ‘anomalous’ ele-
ments in this description, see Schnapp-Gourbeillon (1982) and Sistac (2018).

2 Derderian (2001) 66.

3 For a useful discussion of this dominant trend in the representation of Penelope
see Cohen (1995) 43-48. More generally, on the representation of grief in Greek art
and iconography, see Shapiro (2001) and Huber (2011). See also Bakogianni in this
issue (57-58) on the ancient iconographical representation of Electra and how it is
portrayed in modern performance.
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Avyphc, 1 Té pot aidv évi otibecot gilov kijp
teipel, émei pe pdhiota kabiketo névBog ahactov.

ToinV yop keoAnv mobéw pepvnuévn aiel

av8pdg, Tob kAfog evpb kad' EAL&Sa kal péoov Apyog.”

When the woman divine reached the suitors,
she stood beside a column of the densely-built roof,
holding a shiny veil against her cheeks,

and a devoted handmaid stood on either side.

Then, in tears, she said to the godlike singer:

“Phemius, since you know many other things that enchant mortals, / the
deeds of men and gods that singers celebrate,

sing one of those, as you sit beside them, and let them drink

their wine in silence. Cease this sad song

that ever distresses the dear heart in my chest,

since sorrow not to be forgotten (mévBoc dAactov) comes especially upon

me, / for I always long for (m00éw) such a head, when reminded of my hus-

band, / whose fame (xAéoc) is wide from Hellas to the middle of Argos.”

Penelope interrupts the epic song within the epic because of her unceas-
ing sorrow. This testifies to the inversion of the normal management of
grief, in which the song extolling the virtues (in the epic the kA¢og, ‘glory’)
of the deceased brings pleasure, or at least a measure of collective consola-
tion. It brings closure to the audience by fixing the paradigmatic image of
the dead man as a hero, citizen and other normative male roles.> In Odys-
seus’ case, however, there is no dead hero to mourn, and the song of epainos
has the opposite effect. Rather than integrating the bereft person into her
community, it serves to further isolate her from it. ©

This episode foreshadows two similar ones in later books, in which first
Telemachus and then Odysseus himself behave like Penelope does at the

4 Od. 1. 332-344. All references are to Lattimore’s translation of 7he lliad and Hud-
dleston’s of The Odyssey.

> For funerary lament in Greek culture, see Alexiou (1974), Derdeian (2001), and
Palmisciano (2017).

¢ The isolation of the female mourner from the community is an important aspect
of the portrayal of Electra in Sophocles’ tragedy. See Bakogianni in this issue (58-
60).
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onset of the poem. In book 4, when Menelaus reminds Telemachus of
Odysseus, the prince of Ithaca cannot refrain from a sudden, intense burst
of mourning for his absent father:

O¢ P&to, 1§ &' &pa TATPOC Q' (pEpOV ApGEe YOOLO:
daxpu &' amod Prepapwv yopddig Pare tatpog axodooag,
yAaivav Topupénv avt' d@Bodpoiy avacymv
AUPOTEPTOLY XEPOL.

So said he (Menelaos), and roused in Telemachus the desire to weep (ydoc)
for his father. / He let tears fall from his eyelids to the ground on hearing of
his father, / holding up his purple robe in front of his eyes / with both hands.”

Just as Penelope veiled her face in the former episode, Telemachus’
spontaneous grief is accompanied by an appropriate mourning gesture.
Telemachus uses his cloak to cover himself. In book 8, Odysseus himself
repeats this gesture not once but twice, upon hearing Demodocus’ song
about the heroes at Troy. As was the case with Penelope, this rekindling of
the painful memory of his lost comrades, especially Achilles, but also his
own endless wanderings, makes Odysseus burst into a spontaneous display
of grief. And like Telemachus, Odysseus, too, tries to isolate himself from
his immediate surroundings (the banquet at Alcinous’ palace) by concealing
his face under his cloak, thus attempting to keep his grief to himself:

TabT' ap' aodog Gerde mepikAvtog: avtap Odvooede
TOPPUPEOV péya Papog EARV xepol oTifapfol
KK KeQAAAG eipvooe, kdhvye 8¢ kala npdcwma

aideto yop ainkag v’ dppivot ddxpuva Aeifwv.

1 tot éte MjEelev &eidwv Oelog do1dog,

ddxpu' dpopEdpevog ke@aAfg amo @apog Elecke
xal démag apeikdmeAlov EAdV omelcacke Beolowy:
avtap 0T’ af apyorto kal OTpvvelay aeidely
dajkwv ol ApLoToL, Enel TEPTOVT' EnéecoLy,

ol Odvoede kot KpaTa KAAVYEUEVOS YORUTKEV.

7.0d. 4. 113-116.
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This the far-famed singer sang, but Odysseus
grasped the great purple cloak with his well-knit hands,
pulled it over his head, and hid his handsome face, for he was ashamed / to

shed tears from under his eyebrows in front of the Phaeacians. / Indeed, each
time the divine singer stopped singing,

Odysseus took the cloak from his head, wiped his tears,

grasped a goblet with two handles, and made libation to the gods.

But each time he began again, and the best of the Phaeacians

spurred him on to sing since they enjoyed his stories,

Odysseus immediately covered his head and cried.®

By concealing their faces from those around them, Telemachus and
Odysseus follow Penelope’s example at the beginning of the poem. Similar
behaviour is exhibited in the iconographic representation of the ‘mourning’
Odysseus, seated with his hand supporting his head, replicating the much
more popular depiction of his wife.” This style of representation, whose
exact meaning is unknown, is usually interpreted as Odysseus at Ogygia
longing for Ithaca. However we interpret this trend in the representation of
Odysseus, the iconographic similarities with the mourning Penelope are
striking. Still in book 8, the scene repeats itself, but this time Odysseus’ grief
is compared to that of the lament of a warrior’s wife over her dying

husband:

Tabt' &p' aoldog delde mepkAvtdg: adTap Odvooedg
trjxeto, ddkpu &' €devev IO PAe@lapolot Tapelds.
e 8¢ yovi) xAainot @ilov wdowv au@urtecovoa,

0g te €flg TpdoBev mOAog Aadv Te méopouy,
dotel kol TekéeaoLy GUOVLV VjAedg HHAp:

1 Hév Tov Bvijokovta kol acmaipovta idoboa
ane' DTG youpévn Aya kwxvel ol 0¢ T' dmicOe

kOmTOVTEG SOoVpETTL pETAPpPeVOV NOE Kol GPOLG
elpepov eloavdyovot, Tovov T’ €xépev kol OLLoOV-
g &' eeewvotdty ayel @OvBovoL Taperal-

g ‘O8voedg éheetvov O’ depiot Sdxpuov eifev.

8 0d. 4. 83-92.
° For instance, in a fifth-century bronze helmet cheekpiece (Antikensammlung
Misc. 7863, Berlin). See also LIMC, s.v. “Odysseus”, 947-48.
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évl' allovg pév mhvrag EAdvBave daxpua Aeifwv,
"Alkivoog 8¢ pv olog éme@pdoat' RS’ évonacev.

This the far-famed singer sang, but Odysseus
melted, as tears from under eyelids wet his cheeks.
As a woman weeps, when she falls on her dear husband,

who's fallen in front of his city and people,

warding off ruthless day from his city and children,

and as she sees him gasping and dying, she throws her
arms around him, and loudly wails, but those behind her

strike her back and shoulders with their spears
and lead her into bondage, to have hard work and hardship,
and her cheeks waste away with the most piteous grief,

so Odysseus let piteous tears fall from under his brows.
He went unnoticed there by all the others, shedding tears,
and Alcinous alone noticed him and understood.!®

At first glance, the comparison can appear problematic, as the extreme
expressions of female grief contrast sharply with Odysseus’ concealed
crying. But the spontaneous and highly individual response to the death of
a loved one, and above all the absence of any collective ritualised sharing of
grief, are more significant factors. In Demodocus’ song the woman’s lament
is cut short by her captors, who forcibly remove her from the body of the
deceased.!! This takes us back to our discussion of Penelope. In book 19,
Penelope herself tells the audience of her never-ending sorrow. A further
comparison is drawn to highlight this unusual state, this time between her
never-ending grief and the song of the nightingale, a funeral lament for a
lost son, as the myth tells us:!2

avtap épol xal névBog dpétpntov mope daipwv:

10°.0d. 8. 521-533.

11 The allusion to the Trojan women after the fall of Troy, and in particular Andro-
mache, is inescapable. The contrast with the closing books of the Ziad, which will
be discussed next, is all the more telling. In the epic, Andromache mourns Hector
adhering closely to the ritualized model for the collective management of grief.

12 For the commonalities between the myth of the nightingale and Sophocles’ tragic
heroine, see Abbattista’s paper in this issue. See also Anhalt (2001).
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fuata pev yop tépmop’ ddvpopévn yodwoa,

€c T épa Epy' OpdwO Kol AUPLTOA®V EVL OTK -
avtap énnv voE A0, EAnol e xoltog anavrag,
KeTpoL Evi AEKTPw, TUKLVOL O€ pot apg' advov xip
okela pededdvar 0dupopévnv épéBovory.

&g 8" dte TlavSapéov xovpn, YAwpnig &ndov,
KOAOV aeldnov Eapog véov LoTapévolo,

devdpéwv év metdrotot kabelopévn TukvoioLy,

1 Te OQopd tpOTOo YéeL TOALOEVKEQ QW VIV,
maid' dho@upopévn “Trvdov @ilov, §v mote oAk

kteive O agpadiog, kodpov Ziboto Gvaktog:
¢ kol épol diya Bupog dpodpetal évba xal £vba, (...)

But a divinity gave even me immeasurable sadness.
For my days I indulge in mourning and lamenting,

as I see to my works and my handmaids' in my house.
Then after night comes, and sleep takes hold of all,

I lie in bed, and thick about my throbbing heart

sharp anxieties disturb me in my mourning.

As when Pandareus' daughter, the greenwood nightingale,
sings beautifully when spring has just begun,

sitting in the thick leaves of the trees,

who, often varying her voice of many tones, pours out

in mourning for her beloved son Itylus, the son of lord Zethus,

whom she killed on account of folly once upon a time,
so my heart, too, stirs two ways, to and fro (...)

In my view this comparison reinforces the extraordinary nature of
Penelope’s grief. The never-ending nature of Procne’s lament is the result
of her decision to kill her son in revenge for her husband’s rape of her sister
Philomela. In Penelope’s case, as with Telemachus and Odysseus, her never-
ending sorrow is caused by the impossibility of carrying out the proper
funerary rituals. But Penelope’s reasons are singular, she is not sure whether
her husband is alive or dead. Her place in Ithaca is thus unclear, is she still
a wife or is she a widow? Procne, on the other hand, cannot occupy her
usual place in the ritual, cradling her son’s head, because she was the one
who murdered him. The unnamed Trojan warrior’s wife in Book 8 is
forcibly dragged away before she can perform the proper funerary rites,
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unlike Andromache in the //iad'® The uncertainty about Odysseus’ fate
makes the ritualization of his death impossible. Above all, the absence of a
corpse over which to lament (a concern repeatedly raised in the epic,!* as
well as in Late Geometric representations of shipwrecks that depict
drowned sailors being devoured by fish)"® condemns Penelope and
Telemachus, and even —paradoxically— Odysseus himself, to an individual,
isolated, incessantly-renewed grief, that cannot successfully be brought to a
close, via a shared, collective ritual that will transform the hero into a
consoling memory.

3. Mourning Achilles

The visual expression of individual grief through a gesture of concealing
one’s face from others is also a prominent feature of the representation of
Achilles in classical iconography.'® This iconographic link points to a close
relationship between Achilles and Penelope, the two epic characters that are
consistently depicted as isolated mourners. Achilles is portrayed as a
mourner in three key points in the epic. Firstly, when Briseis is taken from
him, secondly, during the embassy when his comrades try to persuade him
to return to the battlefield, and thirdly, when Thetis gives him the new
armour he needs to avenge the death of Patroclus. In the first two cases, he
is grieving over the loss of Briseis, while in the third Patroclus’ death is the
cause of his sorrow. In the poem, the continuity between these two sources
of grief for the hero is highlighted by Thetis’ use of akhos (grief) and the

13 A parallel is Penelope’s never-ending act of weaving, intended as the fabrication
of Laertes’ shroud and presented as a cunning tactic of deferring Penelope’s remar-
riage, but also functioning on a deeper level as a fitting symbol of the impossibility
of properly mourning the missing hero.

4 E.g. in Od. 14. 133-136: ‘By now, dogs and swift birds of prey must have / pulled
the skin off his bones, and his soul has left him. / Or, on the sea, fish ate him, and
his bones / lie on the mainland, wrapped in lots of sand.’

15 For example, the Late Geometric krafer in the Pithekoussai Archaeological Mu-
seum (the so-called ‘Shipwreck vase’), and the Attic Late Geometric oinochoe at
Munich (Antikensammlungen, inv. 8696). On this motif, see also Hurwit (2011).

16 For a list of vases and images, see Muellner (2012). An illustrative example is the
Attic red-figure volute-krater from Tarquinii, ca. 460 BCE, now in the Louvre
(G482): https://commons.wikimedia.org/wiki/File:Akhilleus_Nereides_Lou-
vre_G482_n2.jpg.
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verb akhéo (to grieve),'” which she uses to describe her son’s grief to
Hephaestus:

O0@pa 8¢ pot Lwel kal 0pd @aog rerioto
ayvutat, o0dé Ti ol Svvapal xpalopical loboo.
xobpnv fv &pa oi yépag #Eehov vieg Axaudv,
v ay £k xelpdv €Aeto kpelwv Ayopépvaov.
Aol O Thg axéwv @pévag E@Biev- (...)

(...) O 8¢ xeltan émi xOovi Bupov ayedwv.

“Yet while I see him live and he looks on the sunlight, he has
sorrows, and though I go to him I can do nothing to help him.
And the girl the sons of the Achaians chose out for his honour
powerful Agamemnon took her away again out of his hands.
For her his heart has been wasting in sorrow (...)

(...) Now my son lies on the ground, heart sorrowing.''8

The iconographic gesture of concealing his face from those around him cor-
responds in the poem to the depiction of Achilles’ withdrawal from military
action because of Briseis’ loss and the insult to his honour. Just as in the
visual motif of a man wrapped up in his cloak, Achilles decides to isolate
himself from the Greek army and from normal social interaction, as Penel-
ope does in Ithaca. Achilles Aas lost Briseis, but she is not dead, making it
impossible for him to perform a collective ritualized mourning action. His
grief cannot therefore be overcome nor can he enjoy a measure of consola-
tion that can reshape his social ties and allow him to resume normal inter-
personal interactions.!” As Palmer and later Nagy and Mueller have pointed

17 Muellner argues that grief (akhos) is the primary meaning, as in the comparable
portrayals of Penelope’s and Odysseus’ grief, and not anger (kholos), as argued by
Cairns (2001).

18 J1. 18. 442-446, 461. See also, 2. 694: ‘For her sake he lay grieving (&yxéwv) now,
but was soon to rise up’. Whatever our interpretation of Achilles’ feelings towards
his concubine and his anger at Agamemnon’s insult, these passages testify that his
grief (akhos) is directly related to the loss of Briseis.

19 For a detailed analysis of Achilles’ relationship with Briseis and their respective
feelings, as portrayed both in the //iad and in the later tradition see Fantuzzi (2012)
99-185, especially his discussion of the epic in 99-123.



Jesus Carruesco

out, sorrow (akhos) is such an integral part of Achilles’ being that it is in-
scribed in his name: Akhi-leus.?’ Thetis repeatedly complains that her son
is not only doomed to a short life but to one dominated by grief. The excess
of sorrow, akhos, is closely linked to an excess of wrath (kAolos) which ex-
plains his abnormal management of grief, both on an individual level (e.g.
Briseis) and in a predominantly collective one (Patroclus). For Achilles’ grief
over Patroclus is indeed expressed in a context of collective lamentation and
funerary ritual, but in a very unorthodox way.

Many scholars have discussed the particularities of Achilles’ behaviour
and how they manifest themselves in his handling of Patroclus’ funeral.!
In this paper I discuss two illustrative examples. When the body of the
deceased has been recovered, Achilles delays the celebration of Patroclus’
funeral in order to return to battle and take vengeance on Hector. Once this
goal has been attained, his excess of grief keeps him from participating in
the ritual banquet. Achilles takes this self-imposed punishment to extreme
lengths by refusing to eat altogether, though he does eventually relent:

kelvog O ye mpomapotBe vedv dpBoxpatpdwv
fotot 6dvpopevog Etapov @ilov: ol 8¢ 8r) GAlol
otyovtal peta deimvov, 6 §' dxunvog kol GracTog.

Now he has sat down before the steep horned ships and is mourning / for
his own beloved companion, while all the others
have gone to take their dinner, but he is fasting and unfed.

This protracted grief, which threatens to be as never-ending as Penelope’s
comparison to the nightingale in the Odyssey suggested, finally forces
Patroclus’ ghost to intervene. His friend’s shade urges Achilles to hasten the
burial of his body, since in its inconclusiveness Achilles’ excessive grief
turns out to be the exact opposite of what it should be. It becomes a source
of forgetfulness (lelasmenos) instead of memory, of carelessness (akédeis)

20 Palmer (1963) 78-79; Nagy (1976); Muellner (2001).

21 Most recently, see Sistac (2018) for a detailed analysis of orthodox and heterodox
elements in the description of Patroclus’ funeral. Sistac argues that all examples
that belong to the second category are directly related to Achilles and his self-im-
posed isolation from the group.

10
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instead of positive action, in other words, ineffective instead of
performative.

e0delg, avTap épeio Aedaopévog Emhev AxiAleD.
ov pév pev {ovtog axndeig, Al Bovovtog:
0&mté pe 8tTL tdyioTa TOAag AlSao mepow.

"You sleep, Achilleus; you have forgotten me; but you were not

careless of me when I lived, but only in death. Bury me
as quickly as may be, let me pass through the gates of Hades.’

The funeral itself, when it is performed, is remarkable for a number of
unorthodox actions. Achilles orders a human sacrifice as a gift for the
deceased. And all the while, Patroclus’ funeral, awkward in its own right, is
accompanied by Achilles’ violation of the corpse of Hector, which amounts
to a kind of anti-funeral.?? These actions arise out of Achilles’ excess both
of wrath (kholos) and griet (akhos), and invert normal funerary ritual. The
body of the deceased is denied a proper burial by his kin. This role is carried
out instead by dogs, birds of prey, and/or fish (which are a recurrent motif
in the epic from its very first lines). Perhaps even more disturbing are details
such as laying the corpse face-down, the reverse position to that prescribed
by the ritual. This anti-funeral continues even after Patroclus’ funerary rites
have been completed, delaying the end of the mourning period for both dead
warriors. This will only happen when Hector’s body is returned to his kin
and the celebration of the second and final funeral. Only then does Achilles
finally let go of his excessive anger which also brings the poem that began
with his ‘wrath’ to a conclusion.

Achilles’ ambivalent handling of his grief over Patroclus, poised awk-
wardly between the individual and collective spheres, is also present in the
iconography. Beside the representations already discussed, which show him
wrapped in his cloak and with his head and/or body turned away from his
mother who brings him the new armour, other images show him participat-
ing in the collective lament. For example, in a black-figure Corinthian
oinokhoe (c. 570-50 BC, LIMC s.v. Achilleus 478), now in Brussels (Musée

22 Sistac (2018) 88-89.

11
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du Cinquantenaire),?® he is represented with his mother and a chorus of men
and women. He is bringing his hand to his head, probably pulling out his
hair, in response to a similar gesture by Thetis, and is thus integrated in the
communal ritual lament, in sharp contrast to the wrapped-up ‘mourning’
type.

During the funerary rituals for Patroclus, the anomalous actions we have
previously touched upon coexist alongside more normative behaviour.
Some of Achilles’ actions, however, more properly belong to female
mourners.?* Most conspicuously, he takes the lead in the choral song of
lament, the thrénos, echoed by the laments of the rest of the group of
mourners in typical responsorial form. The following section contains
numerous ritual terms (highlighted), marking Achilles’ integration into the
socially accepted and thus ritually effective performance of grief:

[Tatpoxdov khaiwpev: 6 yap yépag éoti Bavdviov.
avtap énel k' OAoolo tetapnwpecba yooto,

ttmovg Avoapevol doprroopev évBade mavreg.
Qg £pad', ol &' Puwtav dorréec, npye 8 AxiAlevc.

ot 8¢ Tpig mepl vekpodv E0TpLyac MAacay inmoug

popopevol: petd 8¢ oL OéTig yoou (pepov wpae.

devovto Ydpabot, dedovto d¢ Tedyea IOV
daxpuot- Tolov yap mdbeov prjotwpa @ofoto.
toiol 8¢ TInAetdng adivod ¢Efpye yoolo

xelpag én' avdpoedvoug Bépevog otrjbecowy taipov:

xoipé por o [latpoxie xai eiv 'Atdao dopoiot:
évto yap §n tol zedéw T thpolbev véoTnv.

"Let us mourn Patroklos, since such is the privilege of the perished.

Then, when we have taken full satisfaction from the sorrowful dirge, / we
shall set our horses free, and all of us eat here. / He spoke, and all of them
assembled moaned, and Achilleus led them. Three times, mourning, they

drove their horses with flowing manes about the body, / and among them

23 https://commons.wikimedia.org/wiki/File:Achilles_mourning_the_death_of_Pa-
troclus,_Corinthian_Chytra.jpg.

24 Compare also the negative view of men who grieved excessively, especially in
the public sphere, in ancient Rome. See Gorostidi (73-78) and Hope (119-120, 132-
134, 138-139) in this issue.
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Thetis stirred the passion for weeping. / The sands were wet, and the armour
of men was wet with their tears. Such / was their longing after Patroklos,
who drove men to thoughts of terror. / Peleus' son led the thronging chant

of their lamentation, / and laid his manslaughtering hands over the chest of
his dear friend: / 'Good-bye, Patroklos. I hail you even in the house of the
death god. / All that I promised you in time past I am accomplishing (...)."?

The last word in this quotation, the verb teleo (‘accomplish’), emphasizes
the performative aspects of this ritually charged context, in stark contrast
to the inconclusiveness of Achilles” actions, a charge laid against him by
Patroclus’ ghost. Achilles’ complex relationship with grief, its display and
management, highlights the tensions between the individual and the
collective, and between feminine and masculine expressions of grief in epic
poetry, but also more generally in ancient Greek literature.

Achilles’ blurring of gender roles in his behaviour during the funeral of
his friend is highlighted in two contrasting passages:

o0 Bépig éoTi AoeTpd kapratog &ocov ixéaBat
nplv y' évi [Tatpoxdov Bépeval Topl ofpud te xedal
keipacOal te kO, émel ob p' #11 SedTepov HSe
Eet' dyog xpadinv depa Lwolot peteiw.

aAN' fjTot vOv pév otuyepl melbopebo doti-

It’s not right that water touch my head,

until I've laid Patroclos on his fire, piled up a burial mound,
and shaved my hair, since such grief will never reach my heart
a second time, not while I still remain among the living.

But for the moment, let’s agree to dine, though I hate to eat.’?

(...) OmiBev 8¢ xépn Exe dlog Aythdedg
avipevog: Etapov yap apdpova mépm' Aidog 8¢.

and behind them brilliant Achilleus held the head

2 7119. 9-20.
26 [1. 23. 44-48.
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sorrowing, for this was his true friend he escorted toward Hades.?’

In the first passage, Achilles takes on the typically masculine role of burning
the corpse at the pyre and setting up the burial mound, while later on, he
organizes the funeral games. In contrast, in the second passage, he cradles
the head of the deceased, an action usually assigned to women, most often
the mother, as with the lament of the nightingale in the Odyssey. This motif
is also popular in the iconography, both of mythical and everyday funerals,
including Achilles’ own, in which Thetis adopts this female position.

Despite these anomalies, the last passages we examined took us further
away from the individual expressions of grief I began with. Collective
lament is an integral and well-codified part of funerary ritual. This aspect
of the epic representation of grief has been studied at length.?® T would,
however, like to stress the fundamental importance of chorality, the ritual
pattern underlying the whole funerary ritual, especially —but not
exclusively— the lament, goos. The most elaborate form that a fully-fledged
choral composition can take is the thrénos or dirge. The choral pattern
includes a combination of different performative elements: a) polyphonic
song, often arranged as a response between a single voice, the leader of the
chorus (choregos or exarchon) and the rest of the chorus, or parts of it; b)
rhythmic movement, sometimes this takes the form of ritual dance
sometimes a rhythmic beating of the ground or the bodies of the members
of the chorus, be it in an advancing pattern, as in a procession, or in a static
pose, usually a circle; and ¢) music, performed either by a lyre or the flute.
But what is most important for our discussion is the performative agency of
choral ritual, that is, its effective power to transform those taking part in it,
both as actors and spectators, to create or reshape bonds and identities, and
to realize the purpose of the ritual performed. In the case of funerary lament,
the choral pattern achieves several aims at the same time: to send the dead
to his or her new abode and help them take up a new identity. It also helps

27 1. 23. 136-137.

28 See, among many others, Derderian (2001) 15-62; Palmisciano (2017) 13-80. For
the Greek tradition more generally, not specifically epic, a standard reference re-
mains Alexiou (1974). See also the revised 2002 edition, available at:
http://nrs.harvard.edu/urn-

3:hul.ebook:CHS AlexiouM.Ritual Lament in Greek Tradition.2002 (accessed
30/11/2019).
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to reshape the community by redefining the bonds between the living by
the substitution of the missing member, usually, but not always, in the
natural succession of generations.?” Last, but not least, to collectively
manage individual grief and to help bring it to a close by affixing the
memory of the deceased on the grave and/or in the poem commemorating
him or her.

All of these aspects are present in Patroclus’ funeral, but they are
achieved in paradigmatic and fully performative form only in Hector’s
funeral, described in the last verses of the /liad. The lament is codified and
carefully structured, first by the performance of a choral lament led by
professional singers (aoidoi) and then a threefold lament led in turn by
Andromache (Hector’s wife), Hecabe (his mother), and Helen (his sister-in-
law). These three individual laments are picked up and enhanced by the
laments of the whole chorus of women, and echoed by the whole Trojan
community taking part in the ritual.

ol &' émel eloyoryov KALTA SOPATO, TOV PEV ETTELTOL
Tpntoig év Aeyéeoot Oécav, mtapd &' eloav &otdodg
Bprivwv eEGpyovg, ol te oTovoesoav aoldrv

ol pev ap' €Bpriveov, éni 8¢ oTevdyovTo YUVaIKEG.
tiiow 8" 'Av8popdxn AevkdAevog fpye yooto
“Extopog avdpo@dvolo kapn peta xepoiv éxovoar
&vep &' aidvog véog dAeo, kad 8¢ e xrHpnv
Aeimelg év peydpotot mdic &' €Tt vijmiog adTwg (...).

And when they had brought him inside the renowned house, they laid him
/ then on a carved bed, and seated beside him the singers

who were to lead the melody in the dirge, and the singers

chanted the song of sorrow, and the women were mourning beside them. /
Andromache of the white arms led the lamentation

of the women, and held in her arms the head of manslaughtering Hektor: /
'My husband, you were lost young from life, and have left me / a widow in
your house, and the boy is only a baby (...).3°

29 For an examination of the particular poignancy attached to the death of babies
and young people, well before their time, and how this is expressed by their grieving
parents in Roman times see Gorostidi’s paper in this issue.

30 11 24. 719-726.
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The portrayal of Penelope’s and Achilles” individual expressions of grief
in the iconographic record are all dated much later than the Homeric epics
themselves. In the Geometric and early Archaic periods, only collective
lamentation and mourning rituals are depicted when funerary rites are
represented. This corresponds neatly to the progression of the //iad, which
ends when grief is expressed by the whole community and fully realised via
the performance of paradigmatic collective rituals. This is the normative
and desirable way of mourning in the Archaic polis, and it is represented on
vases that are often themselves used in the funeral ritual, be it as grave
markers (for example, the monumental late Geometric vases from the
Dipylon cemetery), or as offerings accompanying the dead to the grave. In
contrast, the examination of individual, isolated grief in the two epics
highlight the distinctiveness of the central characters of Achilles and
Penelope. In both cases, the motif of individual grief functions as a poetic
foil to the collective ritualized behaviour which forms the foundations of
ancient Greek society. In the //iad, Achilles undergoes a process that takes
him on an emotional journey from his individual, isolating grief for the loss
of Briseis, to the more complex tension between the private and public
spheres in the case of Patroclus, and finally, thanks to his decision to give
back Hector’s corpse for burial, to the performance of a truly normative
funerary ritual, Hector’s funeral, which brings the whole poem to a fitting
close. In the Odyssey, Penelope’s individual grief is compared to the song of
the nightingale and to the grief of the captive Trojan woman who is not
allowed to bury her dead husband. This pattern is repeated with
Telemachus’ and Odysseus’ grief; an expression both of the isolation of the
three main characters before Odysseus’ reintegration into his household and
of the private and public anxieties and consequences should that
reintegration fail.
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