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SEAN SIGNORE

ANDROMACHE AS MAENADIC WARRIOR

In Book twenty-two line 460, Andromache rushes towards the walls of Troy:

WS papévn peydoolo dtéoouto pouvddl ion

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

What does the phrase paivdodl ion mean in this context? Segal writes that “if pavéol
means maenad and not simply mad woman (likely, but not absolutely certain), we would
have another instance of Homer drawing upon a relatively unfamiliar realm of experience
for an unusual degree of emotion.” I argue that a link arises from the adaptation of the
warrior formula daipovt toog to an expression tailored for Andromache. This phrase
that only occurs once, powvddl ion, is adapted from an inherently masculine formula and
made appropriate by Andromache's gender and grief.

Through a formulaic’ comparison with dai{povt icog and an analysis of both the
nominal form pouwvdg and corresponding verb paivopor within epic, pouvaor iom, I
argue, elevates Andromache to a divine status as great as a warrior who is daipovt icog.

In other words, she receives an aristeia within her cultural and gender-specific sphere of

! All translations are mine.
? Segal 1971, 47-48.

> 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,
such as Hainsworth, Martin, and Russo. 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. See Parry 1971 [=1930] 272 or Lord
1960 30, Hainsworth 1968, Russo 1997 245, and Martin 1989 164-165.



influence through the vehicle of her grief, just as warriors through their supernatural
battle prowess. Furthermore, the gender specific powvddt tor functions as an appropriate
substitution in the predominantly masculine daipovt oo formula. Both pouvdde and
daipove share similar phonemes with only one difference in their vowel coloring
between a~o0. 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 potvopou 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)
illuminates Andromache’s powvadr ton with two examples of paivopor and powvdg in
scenes replete with lamentation and warrior imagery. Such similarities will furthermore
link Andromache to Achilles, who of all the daiuovi ioog warriors also openly partakes
in ritual lament. These examples offer the reader a deeper understanding not only of the
use of powvdg 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.

The formula Saipovt toog appears nine times in the Iliad describing Diomedes,
Patroclus, and Achilles.
Diomedes:

AL 8te 01 1O TéTapToV £mEoouTo dalpovt ioog, 5.438
But when he charged the fourth time equal to a god

aTOQ Emert’ adT@ ot Emfoouto daiuovt l0og 5459
But then he charged at me equal to a god




abTOQ Emert’ adT( ot EmEoouTto datuovt l0og 5.884
But then he charged at me equal to a god

Patroclus:

GAL’ bte 1) TO TéTapToV EmEoouTo daipovt toog, 16.705
But when he charged the fourth time equal to a god

GAL’ Bte 81 TO TéTaToV EmEoouTo daipovt oog, 16.786
But when he charged the fourth time equal to a god

Achilles:

AL 6te 01 1O TéTapToV £mEoouTo daluovt ioog, 20.447
But when he charged the fourth time equal to a god

¢ 6 ye mavty ODve ovv Eyyei daluowvt loog 20.493
Thus he on every side rushed with his spear, equal to a god

renMpévov pogixnow, O 8’ Eooge datuovt ioog 21.18
Leaning against the tamarisks, he then leapt in, equal to a god

"Qc eimwv Toheoow méoovto datpovi loog: 21.227
So speaking he charged at the Trojans, equal to a god

The formula -{00vTo daipovt ioog 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 daipwv 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 dal{povag.

1 & OV Avumov O PePrnel
OMpOT’ € aiyloyoLo ALog peta datpovag dAlovg.

And she went to Olympus,
home to aegis-bearing Zeus, amidst the other daimons.
1.221-222



In this passage dalpwv serves to express a group of unspecific divinities. Within the epic
diction, then, a daipwv is a god. Its application to men at the time of their aristeia is a
metaphoric elevation from mortal to divine, even Olympian status. In Andromache’s
formulaic variation, a non-specific divinity word, powvadl replaces daipove.

g Gapevn peydoolo dLEoouto patvadl ion

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 povadL iom is a
“modification of a formula which occurs in some of the most intense of the battle scenes,

daipovt i0og.”

Previously, only men achieved that transcendent state during their
aristeia. This paradigmatic formula, triggered by Andromache’s grief, suggests a
momentary divine status similar to that of heroes in battle: a woman's aristeia, achieved
through mourning.

Moaouwvade ton, like dalpove iooc, is coupled with a verb of sudden motion, used
to express heroes charging or, in this case, Andromache running to the wall. The
dalpovt iooc formula is coupled with ogvopal in seven instances (5.438, 5.459,
5.884,16.705, 16.786, 20.447, 21.227), O0ve at 20.493 and €0000¢ at 21.18. The seven
examples of the verb énéoouto are especially significant since the powvade ion formula
is combined with the verb di€oovto. The presence of the same verb in close proximity to

uouvadt points to the poet’s adaptation in pouvady tom of a traditional daipovt ioog

formula. As an Achaean warrior leaps into the fray “equal to a daimon,” so Andromache

4 Arthur 1981, 30.
> Segal 1971, 47.



rushes to the walls “equal to a maenad.” Thus, the singer economically employs
semantically equivalent verbs of motion appropriate for warriors in Andromache's
feminine reformulation of daipovt ioog.

While Segal remarks on the intensity of the contexts in which daipovi icog
occurs and the juxtaposition of “Andromache and the situation of warriors,”® he does not
explore its implications for Andromache. In light of the divine state indicated by the
daipovt toog formula, pawvade {on, with its equivalent metrics and syntax, ought to
bestow upon Andromache comparable transcendent associations. In other words, as the
Achaean warriors attain divine status through their actions on the battlefield and as the
poem, by bestowing upon them the Saipovi icog formula, recognizes their supreme
achievements in battle, so the poem recognizes Andromache’s divine status and her state
of grief by bestowing upon her a warrior formula par excellence.

The pawvade {on and daipove 0og connection is not the only feature that links
Andromache and warriors.” The verb paivouat also forges this link. In book six a
female attendant describes Andromache thus.

1] HeVv O1) ROG TElY0G EMELYOUEVT] APLRAVEL

uouvouévn €ixvia: Gpégel & Guo atda TLOfHv.
N 00 Yuvi) Tapin, 6 & dméoovto dmpatos ‘Extwe

“She, hastening, goes towards the wall
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 powvddr ton, Andromache is the only female character in the Iliad who is

described as powvopévn. Mawvouévn €ixvia is not isometric or syntactically equivalent

% Segal 1971, 47.
7 Segal 1971, 43. Segal presents formulaic structures shared by Andromache and battling warriors.

¥ Erbse 1977, 349: The Townley Manuscript Scholia refers the reader from paivadi ion to Andromache
book six via the lemma “powvopévn €invia.”



to Sdafpovt toog, but is considered by Arthur a metrical variant.” Note also the semantic
similarity and how it foreshadows the powvddl iorm formula of 22.460. Here we also find
the verb ogvopow in the aorist dméoovto, again in close proximity to the paronomastic
verb of pavdg.

Three examples of the application of paivopor to the war god Ares and to
warriors show that it signals superhuman battle prowess. Helenus, the Trojan seer,
describes Diomedes, who received the daipovt icog formula in his aristeia in book five,
with the verb paivetau.

008" Ayh& 00" wdE ¥ £deldipev Boyapov dveomv,
Ov mép oot Oedc Eéupevar: A" 5de Mnv

uovetar, o0d¢ Tig ol duvaTal PEvog icopaiCery.

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
In book five, Athena describes Ares as powvopuevov as she exhorts Diomedes to drive his
chariot towards Ares to press the attack.
AN Gy’ € Agni TEdTR £xE pdvuyog (ovug,

TOPov O oyedinv und’ Gleo Bodoov Agna
TOVTOV UALVOUEVOV, TUXTOV RAXOV, AMOTTQOCAAAOV

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

Similarly in book fifteen Athena seizes the bronze spear from Ares’ stout hand and
addresses him as patvoueve.

uouvoueve Gpoévag NAe dtépOogag: 1 v ToL atwg
obat’ anovéuev €0tl, voog & AmOlwAe ®ol AOMG.

% Arthur 1981, 30.



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
Maivopou in all cases — Andromache, Ares and Diomedes — indicates intense emotion.
Maivopou applies not only to great warriors but also to Andromache, and bridges the gap
between their gender-specific occupations, namely war and lamentation.

However, one last instance of poivopow in the [Iliad broadens its semantic
spectrum to incorporate Dionysus and his mysteries, which in turn reveals another aspect
of Andromache. When Diomedes addresses Glaucus in book six, the poem describes
Dionysus as powvouévolo. At the same time it also employs an active form of the verb
ogvdual just as seven of our daipovi icog examples above as well as Andromache’s
povadn ion.

0Vd¢ YA 0Vd¢ AQUaVTOg VIOg QO TEQOS AVROOQYOS
oMV v, 6¢g pa Beololv Emovgavioloty €QLlev:

O¢ moTe pouvouévolo Alwvioolo T vog
ogbe not' NydOeov Nuorov:

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,

Down from the Nysian peaks;

6.130-134"

The poem endows Andromache with a formula that accurately encompasses both the

martial aspect of her husband and the socially acceptable expressions of emotion

' The tendency to associate poivopou and other paranomastic verbal and nominal forms with Dionysus
resonates traditionally, as Euripides’ Bacchae indicates: Tovyd viv adtag £x déumv Hotong €yom /
uoviaug, 600g 6 0inodoL TaEdroToL GEEVAV: / o%EVV T Exewv Nvayrag OQYImV Eumv, / %ol Tdv TO
Oniv onéopa Kaduelwv, doat / yuvaireg noov, £Eéunva dwudtwv: "So then I stung them from their
houses in their / frenzy; they inhabit the mountain, distraught in mind, / And I compelled them to wear the
habit of my mysteries, / And all female descendents of Cadmus, as many /As are women, were driven
raging from their houses" (1. 32-36).



available to women: lamentation and religious mysteries. Dionysus colors the range of
paivopar to include not only war and lamentation, but also the mental and spiritual state
of the predominantly feminine followers of his rites. The very name of Andromache
<*QvOOc-pdym or “battle of a man” pronounces her fate and identity as bound to her
husband. Possibly the most important “battle of a man” for Andromache is Hector’s duel
with Achilles in book twenty-two, the culmination of her name fulfilled. Thus powvdol
{om, a feminine variant of a warrior formula, encapsulates her grief at her warrior dying
who, as she declared in book six, is her entire family (6.429-430). It stands to reason that
her sorrow would be of such a magnitude that the poem would offer a formula that
reflects the martial excellence of her husband and her intensity as grieving wife.!" Segal
writes “As dAhoyog, she sees his death as the collapse of her own life, the destruction of
her identity, her social position in a highly formalized society.”'> Note also that her
anguish is as potent and consuming as a bacchantes’ fervor: Andromache rushes from the
palace (ueydoio) as a maenad in I1. 22.460 just as Dionysus’ faithful driven from their
homes (dwpdtwv) in the frenzy of the god. It is fervor with no voog or aidmg; it is
divine.

Mowvdéde tom, then, because of its martial and ritual associations with poivopat,
is an appropriate substitution for daipovt loog, but is this enough? What else affects the
use of poawvddl at this climactic moment in book twenty-two? Are there any other
characteristics of pouwvadl ion as a formula that give expression to her emotive state with

all its warrior associations?

" Vernant, 1980 23-24: “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.”

2 Segal 1971, 28.



The words powvdg and paivopan 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 at lines 42 and 386
show correspondences of theme and formulaic diction. On the level of theme, the uses of
powvés and poivouon 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 pouwvdg / poivopor or datpove icog + a verb of
sudden motion indicates a parallel relationship between a warriors’ aristeia and
Andromache and Demeter’s grief at the loss of one’s beloved.

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

Nymoav 0’ 0péwv ropudal xat PEvOea TOVTOU
GV VT aBavatne T 8 Erdve TOTVIAL uNTNO,
0LV O¢ v #0dinv dyog EMhafev. audi 68 yourtalg
appoootaig xondepva dalleto yeol diknouy.
rudveov ¢ nbhvupa ®ot’ oudoTéQwv PALeT’ OUWV,

00010 O’ MOS T” 0LWVOGS £7TL TQADEQTV TE RAL VYQTV
LOLLVOULEVT).

1% See Alexiou 1974 for an extensive survey of traditional antiphonal lament, Dué 2002 and 2006 for the
modeling of Briseis' laments on Andromache and a survey of lament in drama, Ebbott 1999 for Helen's
unusual use of lament diction, Nagy 2009 for the visualization of Andromache's lament archetype in
Roman epic, and Tsagalis 2004 for configurations of 6gévog and y60g.



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 powvouévn appears in conjunction with ocevopal in the
form ogvorto to represent Demeter’s frenzied state, just as the [Iliad represents
Andromache in 6.388-389: 1) pev 01 mpOg TElYOG €mELYOUEVN APLrdveL /pouvopévn
€¢invia. There is a correspondence between like verbs of motion in Adurdver +
powvopuévn to Demeter’s oebato + powvouévr. Both these examples, like povadl iom
and daiuovi icog, 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 patvdg. At the moment when Demeter
sees Persephone set foot upon the earth, free from Hades, she rushes to greet her as a
maenad.

1] &¢ idoloa
NE, Nite powvag 60og ndta ddontov VAN.

And seeing her she darted just as a maenad down the
wooded mountain to the forest.
Hom. Hymn Dem.385-386
A verb of sudden motion, )\’ appears with N0Te powvag, which is an expression not

only isometric and syntactically similar to pouvddu iom, but also the only other

occurrence of powvdg within the Homeric poems. Thematically, too, it is an appropriate

10



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 daipovt with pouwvadr in Iliad book twenty-two, the singer
correlates the language of Andromache’s formulaic variant within the epic tradition — but
outside our extant [liadic tradition — 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'
+ daitpovt / pouvadt. Note the collocation of the verb HIE  the aorist of dioow conjoined

to pouvdc just as in the case of pouvéadi fon/ daipovt toog.

Character(s) Pre-verb Formulation ioog / {on
Achilles, Oud, €t ogvopou+ daipove ioog
Diomedes, —-- 0ve + daipovt ioog
Patroclus - £000pe+ daipovt ioog
Andromache QIO OEVOUOLLFLLOLVOUEVT) ginvia

oLa OEVOUAL+UOLVAL {on
Demeter --- OEVOUAL + LLOLVOUEVT) ---

-—- ALOOW+UOLVOG 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 termination of familial
reunion. In turn warriors with daipovt icog are allotted the same emotional intensity. By
choosing the word powvdg in book twenty-two, the singer employs the “loog/ ion”
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 links this to a traditional formulaic theme of a woman’s reunion with

separated family members and the pain of dashed hopes.

11




To return to the Iliad 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 at 22.437-476: antiphony, disfigurement, and mourning. These features are
localized near pouvdg and paivopaor in the Hymn and suggest a type-scene' patterned on
the same lament narrative sequences from which Achilles’ and Andromache’s originate.

The antiphony that characterizes 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.

opeQdaAéov & PumEev: dxrovoe ¢ mbTvia uiTne

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

Next, Thetis cries out and the sea-goddesses hear her.

2OrVOEV T G  Emerta: Beal O uuv AupayéQovto

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.

2O®VTOD & frovoE %Al OlpWYTE Ao TOEYOU:

She heard a wail and a cry from the tower:
11.22.448

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.

4 Edwards 1975.

12



Achilles and Andromache possess two different motifs of disfigurement not
unlike those within Demeter’s passage. The tearing of the »p1fdeuvo as found in
Demeter’s passage appears in 11.22.470 when Andromache flings her own using the exact
same word at the confirmation of Hector’s death."”

Achilles’ disfigurement is embodied by the battle verb dailw ‘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.

®€tto, Gihnot 8¢ xeoot xodunv floyxvve dailwv.

He lay, rending his hair with his own hands
18.22

The verb daitCw primarily appears in the Iliad in the thick of battle and 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 mriyag MAOe daitlwv yahrnodg
atelpng, “the unwearied bronze, cleaving asunder, came through six layers” (7.247), or
as Ajax leaps among the Trojans, daiCwv (mmovg te nai avépag “cleaving asunder
horses and men” (11.497), and in a lament for Hector Agyeiovg #telveone daitlwv OEEL
yodnd: “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

" In the passage of the Hymn, the employment of the ®Q10gpva, as Foley notes, is parallel to Hecuba and
Andromache throwing their own veils at the walls of Troy. Hecuba’s veil is thrown as a proleptic sign of
grief, as for Demeter. See Foley 1994, 37.

"Active participle: daiiCwv four times (7.247, 11.497, 18.27, 24.293): Medio-passive participle: two times
(d0iiCopevog 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: daiiCépevar (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.

13



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 dyog 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
Persephone’s cry.

O¢ paro- TInheiove 8 dyocg yever’, &v 8¢ ol NTog

So he spoke, and grief came to the son of Peleus, and the heart in him
I1.1.188

Odpoa 0¢ pot Tmel nal 0p¢ Gpdog Nerloo
dyvutat, ovdE Tt ol dUvapon yoououfoal ioboa.
#oVoNV fiv doa oi yépag EEehov vieg Ayoudv,
™V O €% XELDV ELETO ®EEIWV AYouéuvay.
ftot O Thc Ayéwv boévag EHOiev:

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 back 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 dyvuta, the verbal base of dyog, as well as a
participial form. As a consequence, diyog and its verbal relatives in Achilles’ passages
are internally consistent with Demeter’s own to express separation. Another type of
separation between the living and the newly deceased includes dyog. Both Hector and

Achilles metaphorically experience it as warriors swooning in battle or in the throes of

grief.

14



®g GAto, TOV O dyeog vedEAN Endhvpe péhawva.
So he spoke, and a black cloud of grief covered him.
15.575 (Hector)
18.22 (Achilles)
Andromache’s own variation functions as paradigmatic equivalent to this line.

TV 0¢ %ot OPHAAUDV £0ePevvi) VUE éxdhvpev

Gloomy night covered over her eyes.
11.22.466

The poem equates the near death of battle and the grief of familial separation by
employing the same formula. The g ¢parto dactyl necessitates a compressed version in
Achilles’ version that explicitly mentions ¢yog, but the essential idea is maintained in
Andromache’s expanded variation.

Another feature in this formula that Achilles and Andromache share is the verb
naAvTTTm ‘to cover, conceal.” Thetis, too, partakes in this formula. In the Iliad, as she
proleptically mourns for Achilles in book twenty-four, Iris asks her to join the gods in
Olympus. As she prepares for the journey, she flings a ®GAvupo over her shoulder
exactly in the same manner as Demeter.

g doa pwvioaoa rdhvup €le dia Bedwv
rvdveov, Tod &' ol TL peldviegov Emheto €000g.

So speaking she, shining among goddesses grasped a
Dark covering, and no cloth was blacker than this.
11.24.93-94
The noun xdAvppo “covering” is a noun from the verb xaAlmtw “to cover, conceal”

and appears only once here and in a Demeter passage (Hom.HymnDem. 40)." In both

passages the collocation of xdhvppa and its descriptor ®xvdveov creates the effect of

17 Chantraine 1968, 487.
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mourning. Thus Achilles, Andromache and Thetis, already linked by sequences of
lamentation, are again conjoined by epic diction for grief, which Demeter also shares.
Another parallel with warriors is that the entire line nvdveov d¢ ndAlvppo xot’
audotéomv Paiet’ duwv serves in Thetis and Demeter’s passages as the feminine
equivalent to a warrior’s arming narrative sequence.

One final similarity between Achilles, Andromache and Demeter may be found in
the etymology of poivag and pfjvig. The zero-grade suffixed form of the same root
*men," to activate the mind" yields *mn-yo-, whence the nominal paivog, pouvadog (cf.
paiveoOar)." For pijvig, there are some possibilities; Muellner, following Schwyzer and
Watkins, notes that the same root *men yields *mneH, (Theme II enlargement), then
*mna > *mna-nis with nasal dissimilation to (Aeol.) manis, whence Att.Ionic ménis."”
André Sauge suggests that the nominal ending *ti > -01c™ is attached to the *men root:
*men-ti > *man-sis > (Aeol.) manis (with compensatory lengthening after the loss of
intervocalic sigma), whence Att.Ionic ménis.”' It seems that current tendencies point
pufvig towards the root *men, which would further link emotions and identities between
Achilles, Andromache and also Demeter, as Demeter possesses Uivig.

Zelg pe motno ayouny Iepoepoveiov

eEaryayelv Epéfevodt peta odpéag, dpoa € puitne
opOaipoiory idodoa YOAOU Ol PUNVIOG QiVG
aBavdTolg TovoELEY.

Father Zeus commanded me to lead noble Persephone out
Of Erebos to them, so that her mother, seeing her with her

'* Watkins 2000, 54.

' This is discussed more thoroughly in Muellner 1996 177-194, who correlates Grk. pfjvig and Vedic
manyi-'zeal, desire, anger,' as well as its Avestan cognate mainiiu- (maniiu) '(good/bad) spirit.'

20 Sauge 2000 629 refers to Chantraine 1933:283, where -01g "évoquent la notion en tant que puissance
cachée, mais active. Cette nuance, bien que dégradée, s'apercoit encore dans quelques passage de 1'lliade et
de 1'Odyssée."

1 Sauge 2000, 630.
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Eyes, might cease from her anger and terrible rage at the
immortals.
348-351

As Muellner 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
devastation it causes his own social group.”” Persephone’s rape and her subsequent
absence incur Demeter’s own pfjvig; it is fitting that within the context of Achilles’ pufjvig,
lamentation and warrior glory are conflated.

Given the relationship between poivopor and pfjvig, 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. Furthermore that relationship
also illustrates the intensity of Andromache’s (or Demeter’s, or Thetis’) grief at the loss
of a beloved. Because of these qualities, Achilles shares a particular bond with
Andromache —the archetype of lament singers— that other warriors do not. Andromache,
who is the only female characterized with lament and a feminine variant of da{powvt icog,
is propelled to her maenadic state by her grief. While Achilles, the only warrior
privileged with both daipovt icog and ritual lament, activates his #Aéog by the vehicle of
his grief for Patroclus.** Therefore, the connection between the quality of the masculine
warrior and the feminine quality of pafvopor and by extension daipovi icog and

poavéaor to is lexically, semantically and etymologically supported.

22 Muellner 1996, 24.

5 Segal 1977, 55: "With her maternal and conjugal tenderness, her rich feminine emotionality, her
intelligence and sharp sighted realism quickened by intense involvement, she is the bearer of the suffering
of all the women in the war, and perhaps of all women in all war." See also Tsagalis 2004, 167.

* Nagy 1979, 6§10.
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In conclusion, the poetic relationship between daipovt i0og and pouvade tom
allots to a male and female a divine state. The connection between Saipovt toog and
povéol ton and the uses of the word powvag within epic and hexametric poetry has
established a continuity of formulaic diction and thematic narrative between warriors and
women. Mouvdg and poivopar tread the borders of a gender-specified distinction
between war and marriage, and through their formulaic usage within our Iliad, 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
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.

18



BIBLIOGRAPHY

Alexiou, M. The Ritual Lament in Greek Tradition. Cambridge: Cambridge University Press,
1974.

Allen, T.W., ed. Homeri Ilias. I-1II. Oxford: Clarendon Press, 1931.

Arthur, M.B. “The Divided World of lliad V1.” In Reflections of Women in Antiquity, Helene
Foley ed. New York: Gordon and Breach Science Publishers, 1981, 19-44.

Carlisle, M. and O. Levaniouk, eds. Nine Essays on Homer. Lantham: Rowman &
Littlefield, 1999.

Chantraine, P. Dictionnaire étymologique de la langue grecque. Paris: Editions Klincksieck,
1980.

Dué, C. Homeric Variations on a Lament by Briseis. Lantham, Md.: Rowman &
Littlefield, 2002.
— —. The Captive Women's Lament in Greek Tragedy. University of Texas Press, 2006.

Ebbott, M. “The Wrath of Helen: Self-Blame and Nemesis in the Iliad.” In Carlisle and
Levaniouk 1999: 3-20.

Edwards, M.W. "Type-Scenes and Homeric Hospitality." TAPA 105 (1975),51- 72.
— —. ed. The Iliad: A Commentary. Vol. V. Cambridge: Cambridge University Press, 1991.

Erbse, H., ed. Scholia Graeca in Homeri lliadem I-VII. Berlin: de Gruyter, 1969-1988.
Lord, A. The Singer of Tales. Cambridge: Harvard University Press, 1960.

Martin, R. P. The Language of Heroes: Speech and Performance in the Iliad. Ithaca: Cornell
University Press, 1989.

Muellner, L.C. The Meaning of Homeric EYXOMAI Through its Formulas. Innsbruck: Institut
far Sprachwissenschaft der Universitit Innsbruck, 1976.
— —.The Menis of Achilles: Anger in Greek Epic. Ithaca: Cornell University Press, 1996.

Nagy, G. The Best of the Achaeans. Baltimore: John Hopkins University Press, 1979.
— —. Homer the Classic. Washington D.C., Center for Hellenic Studies, 2009.

Parry, A. ed. The Making of Homeric Verse: the Collected Papers of Milman Parry. Oxford,
Clarendon Press, 1971.

Parry, M. "L’épithete traditionelle dans Homere: essai sur un probléme de style homérique."
Paris: 1928 [rep. and trans. in A. Parry 1971: 1-190].

— —. “Studies in the Epic Technique of Oral Versemaking. I. Homer and Homeric Style.”
HSCP 41 (1930): 73-147 [repr. in A. Parry 1971: 266-324].

— —. “Studies in the Epic Technique of Oral Versemaking. II. The Homeric Language as the
Language of Oral Poetry.” HSCP 43 (1932): 1-50 [repr. in A. Parry 1971:325-64].

— —. Review of Walter Arend, ‘Die typischen Scenen bei Homer’, Classical Philology 31
(1936), 357-360.

19



Russo, J. A. "The Formula.” In A New Companion to Homer, Barry Powell and lan Morris ed
New York City, Brill, 1997, 238-260.

Segal, C. “Andromache’s Anagnorisis: Formulaic Artistry in lliad 22.437-476” HSCP 75
(1971): 33-57.

Tsagalis, C. Epic Grief. Untersuchungen zur Antiken Literatur und Geschichte, 70. Berlin,
Walter de Gruyter. 2004.

Sauge, A. «L'Iliade: poéme athénien». Bern: Peter Lang, 2000.

Sihler, A. New Comparative Grammar of Greek and Latin. New York City: Oxford
University Press, 1995.

Vernant, J-P. 1980. Myth and Society in Ancient Greece. Trans. Janet Lloyd. New Jersey:
Humanities Press.

Watkins, C. The American Dictionary of Indo-European Roots. 2™ Edition. Boston, Houghton

Mifflin Company, 2000.

20



