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Homeric Variations on a Lament by Briseis

This dissertation examines the figure of Briseis in the lliad as an example of the
traditional artistry enabled by a highly complex and self contained oral poetic system. Through a
close reading of Homeric passages pertaining to Briseis | show how the [liad refers to expanded
and alternative traditions about Briseis even while asserting its own version of her story.
Reconstructing the force of Briseis’ character from a diachronic perspective, I argue that in some
Aeolic epic traditions Briseis once had a story that was well known, involving the sack of her city
and capture by Achilles.

Briseis’ lament for Patroclus in lliad 19 hints at the role once had in the larger epic
tradition. It seems likely that there were at least two variations on her story, because of the two-
fold pattern she fulfills in ancient references. In one variation she is a wife whose husband is
killed by Achilles in the sack of his city; in another she is an unmarried girl, the daughter of a
king, whose father is killed when Achilles captures her town. Our [liad alludes to multiple
variations on these two basic themes.

Briseis’ lament is compressed retelling of her life story that also maintains a meaningful
relationship with the lliad as a whole. A close analysis of Briseis’ song reveals a complex web of
meaning through substitution as the poetry connects Briseis with the other women of the Iliad,
including Chryseis, Helen, and Andromache. [ analyze both these timeless substitutions as well
as the personal associations in the figure of Briseis, in order to demonstrate her powerful role in
the structure and poetics of the Iliad.

[ rely on a variety of sources, including internal evidence of the lliad, the scholia to the
lliad, the extant fragments of the Epic Cycle and the summaries of Proclus, later fictional accounts
of the Trojan War, and representations on vases. Throughout, [ use the figure of Briseis as an
example of the empirical reality of the system demonstrated by Milman Parry and Albert Lord in

their studies of Homer as traditional oral poetry.
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Introduction: Variations on Briseis

In his 1960 book The Singer of Tales, Albert Lord argues that Homeric
poetry is defined by its traditionality: any given audience on any given occasion
of pertormance knew the story and the characters already. There would have
been nothing about the story, the language, the rhythm of the song, or the
characters that was new. The poet of any given performance might be
particularly skilled at telling the tale. But as Lord points out, what is good about
Homeric poetry is not newness:

The singer’s mode of composition is dictated by the demands of
performance at high speed, and he depends upon inculcated habit
and association of sounds, words, phrases, and lines. He does not
shrink from the habitual; nor does he either require the fixed for
memorization or seek the unusual for its own sake. His oft-used
phrases and lines lose something in sharpness, yet many of them
must resound with overtones from the dim past whence they came.
Were we to train our ears to catch these echoes, we might cease to
apply the clichés of another criticism to oral poetry, and thereby
become aware of its own riches.'

* All translations in this dissertation are my own, except where indicated. The names of Greek
characters are Latinized, but place names are not.

* Lord 1960(= 2000).65. Cf. Parry 1932.12-14 (=Parry 1971.334-335): “One oral poet is better than
another not because he has by himself found a more striking way of expressing his own thought
but because he has been better able to make use of the tradition... The fame of a singer comes not
trom quitting the tradition but from putting it to the best use. “For a recent application of this
principle see Martin 1993. In a forthcoming work [ debate in detail the work of Scodel 1997, who
has tried to refute the idea that the audience of Homeric poetry necessarily knew the entire story
and characters of any given performance, and suggests that often the composer intends to
confuse his audience.



The singer of Tales demonstrates the process by which a poet in a traditional song
culture can compose poetry in performance using techniques, plots, characters,
and language that he has inherited from many previous generations of singers.’
The material and techniques are traditional, but each performance is a new
composition - a re-composition, in and for performance.’ In this dissertation [
argue that the very fact that the Iliad is “oral traditional” often allows even
deeper and more complex levels of meaning than may be found in poetry that is
composed in a literate, text-based culture.!

The traditionality of Homeric poetry allows the phrases, in the words of
Lord, to “resound with overtones from the dim past whence they came.” In other
words, the traditional themes and phraseology carry with them powerful
associations for a traditional audience, the “echoes” of many past performances.’

Words can resonate within their context, recalling by association countless other

* For more on the concept song culture see Herington 1985.

' See especially Lord 1960.4-5 and 13: “every performance is a separate song; for every
pertormance is unique... The singer of tales is at once the tradition and an individual creator”
(4); “Singer, performer, composer, and poet are under different aspects but at the same time.
Singing, performing, composing are facets of the same act” (13).

* Cf. Martin 1993.228: “Thanks to its traditionality and flexibility - the two aspects seen by Parry
in the formulaic system - Homeric epic can accomplish characterizing effects that prose fiction
cannot bring about.”

* A traditional audience is composed of members of the song culture within which the song is
composed and performed. This traditional audience is not a precisely definable entity in the
sense that each performance is a new composition, and depending on the time, place, and
occasion of performance the definition of “tradition” changes. What is “tradition” in Lesbos in
600 BC might be unfamiliar if not obscure in Chios in 550 BC. As [ discuss elsewhere in this
dissertation, references to local and therefore potentially unrecognizable traditions became
screened out in the panhellenizing process in which the Iliad and Odyssey took shape. See Nagy
1979.7, 115-121; 1990, 52-81, with references ad loc.; and 1996b.38-43. On the traditional audience
see also Lord 1960.148-157 and Martin 1993.227-228 and 238. On the importance of the connection
between composition and reception see Foley 1999 p. 18 and passim.



song traditions.” Laura Slatkin’s The Power of Thetis, for example, explores the
superficially minor role of Thetis in the lliad and shows how

allusions, both abbreviated and extended in lengthy digressions,

are highly charged and repay scrutiny for the myths whose

resonance or “reverberation” they carry into the narrative as a

whole, signaling a constellation of themes that establish bearings

for the poem as it unfolds and linking it continually to other

traditions and paradigms and to a wider mythological terrain.’
Slatkin uncovers alternative Hesiodic traditions about the power of Thetis to
which the lliad alludes within its own narrative, and shows how an awareness of

those myths brings a far greater understanding of Thetis’ place in the thematic

structure of the Iliad.?

" G. Nagy was the first to explore, in terms of oral poetics, the possibility cross-references
between epic traditions. Scholars had previously proposed for example that the lliad never
referred to the Odyssey and vice-versa. Nagy shows that while such cross-references are indeed
possible, the reterences are not to texts but to traditions:

Even if we were to accept for the moment the dubious notion that parts of the

Homeric Cycle are drawn from some text that predates our liad and Odyssey, the

fundamental objection remains the same: when we are dealing with traditional

poetry of the Homeric (and Hesiodic) compositions, it is not justifiable to claim

that a passage in any text can refer to another passage in another text... [ will

confine myself, then, to examining whether a poem that is composed in a given

tradition may refer to other traditions of composition. Thus, for example, our

Odyssey may theoretically refer to traditional themes that are central to the stories

of the Cypria-or even to the stories of the [liad, for that matter. But even in that

case, such traditional themes would have varied from composition to

composition. There may theoretically be as many variations on a theme as there

are compositions. Any theme is but a multiform [that is, a variant], and not one

of the multiforms may be considered a functional “Urform” (Nagy 1979.42-43 =

1592.317-318).
On cross-referencing between the lliad and Odyssey traditions see also Nagy 1990.53-54 note 8; for
a textual perspective, see Pucci 1987.240-242. On the concept of traditional referentiality see also
Folev 1999.13ff and bibliography at p. 278, note 2.

" Slatkin 1991.108. On cross-referencing in myth see Leach 1982.5. and Lang 1983. The term
“reverberation” is that of Lang 1983. On the idea of resonance see also Foley 1999.20: “the extra
laver of meaning is not the singular creation of a particular event or context, but a traditional
harmonic that adds resonance to each of its occurrences.”

* For another study of the powerful effects of seemingly casual or superficial allusions see G. A.
Privitera’s 1970 work on Dionysus in Homer. See also Foley 1999.18 on the effect of name and
epithet combinations: “’Grey-eyed Athena’ and ‘wise Penelope’ are thus neither brilliant
attributions in unrelated situations nor mindless metrical fillers of last resort. Rather they index
the characters they name, in all their complexity, not merely in one given situation or even poem
but against an enormously larger traditional backdrop.”



In this dissertation I explore the character of Briseis in a similar way. Like
Slatkin, I hope to show that a better understanding of Briseis enhances our
appreciation of central themes, and that by exploring key passages in connection
with Briseis we can recover other potentially meaningful traditions to which the
[liad refers.

The basic premise on which [ base my arguments is that Briseis’ role in the
[liad is enormously compressed from the standpoint of both the Iliad as a whole
and the entire tradition of the epic cycle.’ In the Iliad she doesn’t even have a
name - she is simply the “daughter of Brises.”' Yet elsewhere there are hints that
her name was Hippodameia, and that she was part of another story - or other
stories." The lliad is a narrative about the anger of Achilles in the tenth year of
the Trojan War. Much earlier as well as much later events are woven into a story
that takes place in only a few days time. Even though at 15,000 verses it might

take as many as three days to perform, I will argue that the [liad is nevertheless a

" On the terms compression and expansion see Lord 1960.25-27, 68-98, 99-123.

* [ don’t mean to imply that Briseis was not ever understood to be a name. But like Patroclus,
who is reterred to in his first appearance in the lliad as simply “the son of Menoitios,” Briseis is
introduced into the poem referentially by way of her father. A similar phenomenon occurs with
Chryseis, whose connection with her father in [liad 1 make a patronymic reference seem very
logical at first glance. Neither girl, however, receives another name in the Iliad, unlike other
women who have both a name and a patronymic. (See Higbie 1995.113 and 136.) We may even
question to what extent Briseis and Chryseis are actually patronymics. For the name of each girl
has meaning for the narrative: Briseis, the prize of Achilles, is related to a word for martial
strength (cf. lliad 12.346, 17.52 [LS], s.v. BpiBaw]), whereas Chryseis, the prize of Agamemnon, is
related to a word for gold (xpuods). Scholars have also connected Briseis and Chryseis to the
towns Brisa and Chryse. (Cf. Hyginus Genealogiae 106: Agamemnon Briseidam Brisae sacerdotis filiam
ex Movsia captivam propter formae dignitatem, quam Achilles ceperat, ab Achille abduxit...) Murray
1960.20+ translates koupn Bpionfs as “maiden of Brisa.” On Briseis’ possible relationship with
the town of Brisa on Lesbos see also Wilamowitz 1884.409, Reinhardt 1961.50-57, and “Girl,”
below. On the applicability of both meanings over time see below, p. 65.

* She is named Hippodameia by the A scholia at 1.392 and in Dictys of Crete. According to Iliad
2.688-694, 19.295-6, and elsewhere she was captured by Achilles in the sack of Lyrmessos. In her
lament Briseis says that she was married, and that Achilles killed her husband, who may have
been King Mynes. Other sources, including the Cypria, say that she was captured not in

Lvrnessos but in Pedasos (Cypria frag. 27 Bernabé 1987 = 21 Davies 1988). See also the scholia at
16.57.



compression of the ultimate expansion of epic poetry about Troy."” I suggest that
one result of this compression is that the [liad only gives us a glimpse of the
tigure of Briseis, whose role in the larger epic tradition I think must have been
much greater.

Readers who are interested in Briseis will find this compression to be
frustrating, but in this dissertation I hope to show that in fact there is more
information about Briseis than meets the eye, and that this compression can be
evocative. In the [lind, Briseis can be a prize, a girl, a daughter, a wife, or a
captive." The few words she speaks link her to both Helen and Andromache (the
cause and victim of war), and the epithet that introduces her as she begins her
lament for Patroclus in 19 connects her with Penelope." In at least one tradition
she is very much a young (or at least unmarried) girl, the daughter of King Brises
of Pedasos, whom Achilles receives as a prize along with Diomedeia, the

daughter of King Phorbas of Lesbos."

* For the length of performance, see Taplin 1992.21 note 20; Heiden 1996, 1997, and 1998; Nagy
1999a; and the debate in Symbolae Osloenses 74 (1999).

“yépas (1.185, 336, 507; 2.240; 16.34, 56; 18.444); koupns (1.298, 336; 2.377; 9.637; 19.58), Koupnv
(1.275; 1.337; 16.56, 85; 18.444; 19.272); “daughter of Brises”: Bpionts (19.282), Bpiontda (1.184, 323,
346), koupns... Bpionidos (2.689; BpioniBos... koupns 1.336), koupn Bpiofios (9.132), xoupn Bpiontdt
(19.261), xoupnv Bpiofios (1.392); yuvn (1.348), cf. 9.340-343 and 19.298; SoupixTiTny (9.343).

*19.282 Bpionts &' ap’ Emert’ ikéAn xpuoén "Appodity ~ MTnvehdmeia, 'ApTéwdt ikéAn fE xpuoen
‘Appoditn (Odyssey 17.36-37; 19.53-54); so also Cassandra ikéAn xpuoi 'A@podity (lliad 24. 699).

** See Dictys of Crete 2.16-19. Such a tradition may be reflected in the words that are used
throughout the Iliad to denote Briseis, especially xoUpns as at 1.298, 1.337, 16.56, 16.85 etc., as
well as xoupiBinv GAoxov at 19.288. (For a different view see Taplin 1992.85 note 5.) For
Diomedeia, cf. [liad 9.663-665. Dictys of Crete only survives in a Latin translation of the fourth
century AD, though internal evidence and a papyrus fragment of the Greek text date Dictys
considerably earlier to between 66 and roughly 200 AD. To what extent we may use the Latin text
of Dictys to reconstruct earlier traditions is a difficult but potentially productive question. In my
chapter entitled “Girl”, [ show that in many places where Dictys departs from the Homeric
account, he is in agreement with very old sources against the [liad. For a survey of the
relationship between the text of the Iliad and that of Dictys see Venini 1981.



My reading of the role of Briseis as an example of epic compression
requires us to look at Briseis from two perspectives. The first is paradigmatic.
That is, [ will show how traditional reverberations or resonances unite Briseis
with other characters in meaningful narrative relationships that transcend their
immediate contexts and evoke universal patterns. The focus of this part of my
analysis is [liad 19.282-300, in which Briseis performs a lament over the body of
Patroclus. The lament’s compressed retelling of her life story both alludes to
other parts of the Ilind and refers to events that take place outside the confines of
the poem. A close reading of Briseis” words reveals a complex web of meaning
through substitution as the poetry connects Briseis with Chryseis, Helen,
Hecuba, and Andromache."

Briseis, Helen, Andromache, and Hecuba are marked in the lliad as both
objects of love and singers of lament. The special combination of love song and
lament that they perform is already proto-elegy, incorporated into epic."” These
four women are linked by their past and future life experiences. Each has
survived or will survive the loss of a husband in battle, each has been, is, or will
be a captive woman." Briseis becomes structurally linked with each of them

throughout the course of the narrative. By examining her connections to these

 Although their approaches are very different from my own, Suzuki 1989.21-29 and Taplin
1992.84-86 and 212-218 also find several meaningful connections between these characters.

* [ emphasize performance because these four women are the only women who speak in the Iliad
and because lament is a form of song. On lament and love song, see Alexiou 1974 (= 2001). On the
various genres that are incorporated into epic by the Iliad see especially Martin 1989; Nagy 1990;
Carlisle-Levaniouk 1999; Davidson 2000.98- 1.

" L argue that the relationship between Briseis and Helen in the [liad allows the reader to view
Helen as a prize of war and a captive woman in a foreign land, even though she came, by many

accounts, willingly. On the parallels between Briseis and Helen, see also Suzuki 1989.21-29 and
Lang 1995.



four women the Iliad reveals to us Briseis’ life history, just as she in turn reveals
the life history of Andromache, Helen, and Hecuba.

These associations are made possible by the traditional and constantly
self-referential system within which the Iliad was composed. The lines that
introduce the lament can serve as a brief case study for my approach:

Bpionts & &p' émert’ ikéAn xpuoén 'Agpodity

w5 18e TTaTpokAov Sedarynevov OE& XaAkd.

AU’ aUTE XUHEVn Aly’ ékcdkue, Xepol &' &uuooe

omfe& T' NO’ amaAnv Seprv 3¢ kaAa TpdowTa.

eie &' &pa kAaiouoa yuvn) éikula Befjor (19.282-286)

Then Briseis like golden Aphrodite,

when she saw Patroclus pierced by the sharp bronze,

falling around him wailed shrilly. And with her hands she struck

her breast and tender neck and beautiful face.

And then weeping she spoke, a woman like the goddesses.

As [rene ]. F. de Jong and Mark W. Edwards have noted, Briseis’ lament for
Patroclus activates multiple strains of both past and future grief."” The act of
throwing herself down upon the body of a fallen warrior is one that she has
already experienced when Achilles killed her husband (19.295-296), and she will
go through it again when Achilles dies soon after the killing of Hector (auTixa
yap Toi émeita ueb’ "Extopa mdTHos éTolnos 18.96).° Both of these events take

place outside the confines of the lliad, but by means of the lament in 19 they are

brought before our eyes in a masterstroke of enargeia. Moreover, through Briseis,

~ de Jong 1987.113; Edwards 1991, ad. loc.

¥ The sack of Briseis' town was related in the Cypria, according to the summary of Proclus. No
surviving epic source narrates a lament performed by Briseis on the occasion of either her
husband’s death or her subsequent captivity. In her lament for Patroclus in [liad 19 Briseis
suggests that she was not allowed to lament for her husband (19.295-297). I believe, however, that
Briseis’ words in these lines refer to Patroclus' actions in the Achaean camp, not to the moment of
her husband's death or to the time when she was taken captive, at which time, in some traditions
at least, she must have performed a captive woman's traditional lament. Propertius (2.9) and
Quintus of Smyrna (3.551-576) present us with a lamenting Briseis, fallen over the body of
Achilles, but once again no surving archaic epic source contains such a lament. For the passages
in Propertius and Quintus of Smyrna, see my Afterward and Appendix, below.



the fate of every Trojan wife is vividly enacted. From the standpoint of the Iliad
as a totality, it is appropriate that the words she sings both recall and point ahead
to Andromache.

Achilles himself predicted that these would be the actions of Andromache
when he decided to return to battle in 18:

...v0v B kAéog eabAOV &poiunv.

ka{ Twa Tpwiadwv kat Aapdavidwv BabukdAmewv

QUPOTEPTIOV XEPTL TAPEIALIV ATTAAGWY

Sakpu’ opopEapévny addv oTovaxioal EQeiny.

yvotev & cag 8n Snpodv ey ToAéuolo ETauuar (18.121-125)

But now may I win good kleos,

and may [ cause some one of the deep-girdled Trojan and Dardanian

women

to wipe the tears from their delicate cheeks with both hands

and lament unceasingly.

And they may know that too long I have held back from battle.
The substitution of Briseis for the lamenting widow of Achilles’ prediction just
one book later is full of irony. The woman who caused Achilles’ withdrawal and
the death of Patroclus (and ultimately the death of Achilles) takes the place of the
wife of Patroclus’ killer and Achilles’ greatest enemy. The substitution intensifies
our awareness of the connections and substitutions between Patroclus, Achilles,
and Hector that are built into the structure of the poem.*

This kind of ironic substitution reflects the poetics of the highly traditional
song culture in which the Illiad and Odyssey were composed. Expansion and

compression on the performance level in the form of allusion, similes, and even

epithets create narratives whose power extends far beyond their immediate

** On the interrelationships between Hector, Patroclus, and Achilles see especially Nagy 1979 and
1997; as well as Whitman 1958 and Sinos 1980. Cf. Sappho fragment 44, in which Achilles’ lliadic
epithet Beoeixehos (Iliad 1.131, 19.155) is applied to Hector and Andromache.



contexts. Just as Briseis when lamenting Patroclus can become Andromache, so
too can Odysseus in the court of the Phaeacians in Odyssey 8:

TaUT &p’ aodos Geide mepikAuTds: autap 'Oduooeus

TNKETO. dakpu &' Edevev UTO BAepdpolol Tapeids.

s &€ yuvn kAainot pilov dowv auiecovoa,

3¢ Te Eng TPOabev TOAIos Aadov Te TEGTOW.

&oTel KAl TEKEEOOIV QUUVWVY VNAEES ﬁuag'

1 HEv Tov BunjokovTa kail acwaipovta idoloa

AU auTed xUHévn Alya kwkuer ot 8¢ T° dmicobe

KOTTOVTES SOUPESTI HETAPPEVOV NBE KAl CILOUS

eipepov eicavdayouaot, Tovov T' ExEUEV kal Oluv

s &' eAeevoTaTw axel pbwubouot Tapeaai

s 'Oduoels eAesvov Tt o@puct Sakpuov eiBev.
(Odyssey 8.521-531)

The renowned singer sang these things. But Odysseus

melted, and wet the cheeks under his eyelids with a tear.
As when a woman laments, falling over the body of her dear husband

who fell before his city and people,

attempting to ward of the pitiless day for his city and children,

and she, seeing him dying and gasping,

falling around him wails shrilly, but men from behind

beating her back and shoulders with their spears

force her to be a slave and have toil and misery,

and with the most pitiful grief her cheeks waste away,

So Odysseus shed a pitiful tear beneath his brows.
Upon hearing his own kleos Odysseus” weeping becomes a lamentation.
Lamentation links him with a grieving woman who, from the standpoint of the
simile, is soon to be a captive, but who, from the point of view of the Odyssey, is
already one of his own victims.” This kind of referentiality across levels of
narrative and across tradition is at the heart of the power of Briseis’ song.

In order to best understand the paradigmatic power of Briseis, however, it
will also be necessary to reconstruct a more syntagmatic view of her character by

examining the compressed references to her life story within the Iliad and in

other sources. Again we must return to the term compression, and the idea that

= On the internalized lamentation of Odysseus and the identification of the lamenting woman see
Nagy 1979.100-101. On Odysseus as one of his own victims see also Foley 1978.7.



10

the Iliad is itself an example of compression. The ability to expand or compress
complex narratives in performance is a fundamental technique of the epic poet,
who has at his disposal a vast continuum of traditional stories from which to
draw his song. It will be my assumption throughout this dissertation that
compression and expansion can be witnessed throughout the [liad in the form of
micro- and macronarratives. A single line, such as that found at lliad 11.227 (“but
as soon as he had married, he went away from the bride chamber, looking for
glory [kleos] from the Achaeans”), could be potentially expanded to an epic of
15,000 lines like that of the [liad. Such a line is a reference to another story,
another epic. For a traditional audience,” those references are meaningful.

We may compare the story of Achilles as it is told in the Catalogue of
Ships:

vUv aU Tous docot 16 TTehaoyikdv "Apyos évaiov,

of T "ANov oi T' "AASTMVY oi Te Tpnxiva véuovTo,

oi T eixov OBinv 8" 'EAN&Sa I(Gf)\lY\'NCXlKG.
Mupuiddves 88 kaAedvTo kai "EAAnves kai "Axaiot,
TV AU TEVTIHKOVTA VEGV v apXxos 'AxIAAeUs.

aAA’ of y' oU TToAépolo Buanxéos EuvIoVTOo!

oU yap €nv 8s Tis o £T oTiXas HyioaiTo:

KEITO y&p €v vrieaat Toddpkns Sios "AxIAAeUs

koupns Xwouevos Bpiont®og fukducto,

™V ek Aupvnoool eeileTo TOAA& woyrioas
Aupvnooov Siatropbricas kai Teixea O1Bns.

kad 8¢ MuvnT' EBalev kai 'EmioTpogov ¢y xeoiucpous,
vieas EUnvolo ZeAnmadao &vakTos:

TTS O YE KEIT' axécwv, Taxa 8 avotnoeofai EueAAev. (2.683-694)

Now however many inhabited Pelasgian Argos,

and dwelled in Alos and Alope and Trachis,

and those who inhabited Phthia and Hellas of the beautiful women,
and were called Myrmidons and Hellenes and Achaeans,

of these Achilles was the leader of fifty ships.

But they did not think of grievous war.

For there was no one to lead the troops.

= On the traditional audience, see note 5, above.
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For swift-footed brilliant Achilles lay among his ships

angered over the fair-haired girl Briseis

whom he took from Lyrnessos with great toil,

when he sacked Lyrnessos and the walls of Thebe

and he slew the spear-fighters Mynes and Epistrophus,

the sons of the ruler Euenus, who was the son of Selepius.

He lay grieving because of her, and he was not soon to rise up.

[f the Iliad did not survive and these lines were found in another epic about
another warrior at Troy, today’s readers would find the references to Achilles’
anger and the capture of Briseis at Lyrnessos obscure. But for a traditional
audience, the ufjvis of Achilles would be called before their eyes, and that
compressed narrative would resonate within its context.

These micronarratives are potentially much more than just signals to the
audience of other epic tales in the singer's repertoire. Consider the shield of
Achilles in [liad 18. This remarkable piece of armor holds within its design a
micronarrative of dispute, which in turn carries with it all kinds of messages for
the larger narrative about the anger of Achilles. Close analysis shows us that the
anonymous characters on the micronarrative of the shield have their
counterparts in the macronarrative. A successful decoding of the shield
simultaneously decodes the entire Iliad.* Slatkin’s work builds on similar
arguments in its analysis of compressed references to the power of Thetis.

[f we look more closely at the words of Briseis herself we find many

examples of long-distance interconnections across epic tradition that can aid us

** On the shield of Achilles, see especially Nagy 1997. See also Taplin 1980; Hubbard 1992; Stanley
1993; Becker 1995; Stansbury-O’Donnell 1995; and Snodgrass, 1998. 40-44.



in both paradigmatic and syntagmatic perspectives on Briseis.” I quote the
passage in full:

Bpionts &' &p' Emert’ ikéAn xpucén 'Appodi

cs 18e TTaTpokAov Bedatyuevov oer xake.

aue’ auTe g(uuevr] Aiy' éxcokue, xepol &' auuooe
omesa T 1o amaAinv 851pnv id¢ kaAa pdowTa.
elme &' &pa kAaiouca yuvn) éikvia Befjolr

TTaTpokA€ pot SelAf] rllc'rov xexcptcueve Buu
Ceoov peév ae EAelTrov eyco kAloinbev ioloa,

v O€ oe Tsevncbra Kixavouat 6pxaue Aadv

Gy auiolo™ s wot BéxeTal kakov ek kakol aiei.
avdpa uev @ €docdv e TaThp Kal TOTVIA UfTNE
€iBoV TTPO Trro)\log Bedatynévov L& xaAkd,

TPELS TE KAOLy VI TOUS, ToUs HOL pia YeivaTo uiTnp.
KnSEloug ol Tra\rreg o}\eeplov fuap ETTECTIOV.

oUBE EV OUDE W' Eaokes, OT Gudp’ Eudv wkUs 'AXIAAEUS
éxTewev, TEpoev O TOAw Beioro MuvnTos,

kAaiew, aAAG y’ Epaokes 'AxiAAfos Beiolo
kouptdinv dAoxov Bricev. &Eewv T évi vnuaoiv

g5 OBinv, daioew 8¢ yduov peta Mupuiddveaat.
Tw o' GuoTtov KAaicw TeBundTta ueilixov aiel.

s épaTo kAaloua', el 8E OTEVAXOVTO Yuvalkes
[TaTtpokAov mpdpaciv, opddv &' autdv knde’ éxdoTn. (19.282-302)

Then Briseis like golden Aphrodite,

when she saw Patroclus pierced by the sharp bronze,

falling around him wailed shrilly. And with her hands she struck

her breast and tender neck and beautiful face.

And then lamenting she spoke, a woman like the goddesses:

“Patroclus, most pleasing tc my wretched heart,

[ left you alive when [ went from the hut.

But now returning home I find you dead, o leader of the people,

So evil begets evil for me forever.

The husband to whom my father and mistress mother gave me

[ saw pierced by the sharp bronze before the city,

and my three brothers, whom one mother bore together with me,

beloved ones, all of whom met their day of destruction.

Nor did you allow me, when swift Achilles killed my husband,

and sacked the city of god-like Mynes,

to weep, but you claimed that you would make me the

wedded wife of god-like Achilles and that you would bring me in the
ships

to Phthia, and give me a wedding feast among the Myrmidons.

Therefore I weep for you now that you are dead ceaselessly, you who
were kind always.”

= For the phrase “long-distance interconnections” see Taplin 1992.vii. For a very different
approach to long-distance references see Reichel 1994. See also note 6, above.
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So she spoke lamenting, and the women wailed in response,
with Patroclus as their pretext, but each woman for her own cares.

Briseis’ lament alludes to many of her life experiences, most of which are not
narrated by the Iliad except in her own voice in this one passage. As I noted
above, we see her fall down weeping over the body of Patroclus, in the same way
that the unnamed widow of Odyssey 8 falls down over the dead body of her
warrior husband (19.284 au@’ auté xuuévn Aly' ékcokue ~ Odyssey 8.527). The
widow of Odyssey 8 is led off as a captive into slavery before our eyes even as she
weeps. The death of Patroclus does not bring about slavery for Briseis, who is
already a captive. But when she sees the body of Patroclus “pierced by the sharp
bronze” (Sedatypévov o&ér xaAke 19.283), she recalls her own husband, who
died in just this same way (3edaryuévov 6Eét xaAké 19.292). Briseis’ lament for
Patroclus reenacts the lament that she must have performed for her husband
upon learning of his death, perhaps, just as the woman in the simile of Odyssey 8,
just before she herself was led off into slavery. Achilles killed her husband in the
sack of Lvrnessos, a raid that takes place outside of the confines of the poem but
to which the poem frequently alludes. Thus in just two lines (19.283-84)
traditional resonances that are contained in the phrases themselves evoke a
whole range of experiences and events.

The lines that follow are likewise extremely rich in traditional cross-
references. In line 19.288 Briseis mentions her departure from the tent of Achilles,
an event narrated at 1.345-348. It was Patroclus who led her from the tent.
Patroclus, Briseis laments, was always kind to her (19.300). The kindness of

Patroclus is important, as lines 19.291-4 go on to explain. Briseis is a captive



14

woman in a foreign camp; she is the concubine of the man who killed her
husband. Her brothers are also dead:

Gvdpa Hév @ E500dv e TATNE kai TOTVIAQ UiTNP

eidov TTpd TTOAIos Sedaryuévov OEE xaAkd.

TPEIS TE KACLY VT TOUS, TOUS HOL WA YEVATO urjtne.

kndelous, ol TavTes OAéBplov Ruap éméomrov. (19.291-294)

The husband to whom my father and mistress mother gave me

[ saw pierced by the sharp bronze before the city,

and my three brothers, whom one mother bore together with me,

beloved ones, all of whom met their day of destruction.

Patroclus proves to be an ally for a vulnerable woman who no longer has the
protection of her father, husband, or brothers.”

These lines not only refer us to epic traditions outside of the Iliad and a
raid that is narrated in the Cypria, but also make a meaningful connection to
another part of the Iliad itself.” 19.291-294 evoke Andromache’s words to Hector
in [liad 6, in which she laments the death of her brothers:

ol 8¢ pot ETTTa kaoiyvnTol écav év ueydpoigiv

ol HEv TTAvTes I xiov fijuaTt “Atdos eloco-

TAVTASs yap KATETMEPVE TTOdAPKNS B10s 'AxIAAeUs (6.421-423)

[ had seven brothers in the palace

all of whom went to Hades in one day.

For the swift-footed Achilles slew all of them.

[n terms of the Iliad the sacks of Lyrnessos (the city in which Briseis was
captured) and Thebe (in which the brothers of Andromache were killed) took

place on a single campaign.® In this same sack of Thebe Chryseis was taken and

** On the traditional features of lament in this passage see discussion below, pp. 93-94.

* The Cypria (as summarized by Proclus) narrated the raids of Thebe, Lyrnessos and Pedasos. As
[ argue in below in my first chapter, the Cypria and the poems of the Epic Cycle in general are
traditional epic narratives that are as old or older than the lliad, but that crystallized later. On the
term crystallization as a model of text fixation, see below, p. 23 note 47 and pp. 32-33.

= See [liad 2.690-91 and p. 67, below.
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given as a prize to Agamemnon.” In terms of the [lisd Andromache was already
living in Troy as Hector’s wife at the time of the raid. She thus escapes capture,
but only temporarily: through Chryseis and Briseis we are reminded that
Andromache (and all of the Trojan women) will soon be captives.® From the
standpoint of narrative, the past and future are joined and brought to life in
Briseis’ lament. From the standpoint of tradition, these lines hint at other tales in
which the given events traditionally took place, like the Cypria or the Aethiopis.”

In lines 19.295-299 we can see once again how Homeric poetry connects its
own tale to other epic traditions:

oUdE pev oUBE Y’ Eaokes, 8T' &udp' Eudv wkUs "AxiANeUs

ExTeWeV, Trépaev B¢ TOAW Beioo Muvntos,

kAaiew, aAAa u’' épaokes "AxiAAfos Beiolo

koup18inv &Aoxov Bricetv, &€ev T' évi vnuaiv

s OBinv. daicew & yduov ueta Mupuiddveoot.

koupdinv &Aoxov (19.295-299)

Nor did you allow me, when swift Achilles killed my husband,

and sacked the city of god-like Mynes,

to weep, but you claimed that you would make me the

wedded wife of god-like Achilles, and that you would bring me in the
ships

* On the connection between Chryseis and Andromache and her mother in this passage see
Taplin 1986, Robbins 1990, and discussion below, p. 73.

“ In his study of allusions to the raid of Thebe in the Iliad, J. W. Zarker notes: “The fate of both
Hector and Andromache is the same, as is that of Thebe and Troy. What happened at Thebe and
the other cities of the Troad will happen to Troy. What happened to Chryseis, Briseis, and other
captive women will happen to Andromache... Achilles’ taking of Thebe is the dramatic
loreshadowing of the fall of Troy” (Zarker 1965-66.114). Zarker’s analysis of the effect of allusions
to other traditions about Eétion and the sack of Thebe has much in common with my own
interpretation.

* We must be careful to distinguish the texts of the Cypria and Aethiopis as we now have them
trom the traditional material from which took shape. The Cyclic traditions, like those of the Iliad
and Odussey, have a very long history, but the texts seem to have become fixed at a later date than
the lliad and Odyssey. (See Burgess 1996.) We must also realize that the Cypria and Aethiopis only
come down to us in the summaries of Proclus, which only convey the bare minimum of what the
texts contained. In the form in which we now have it, for example, there is no episode in the
Aethiopis in which Briseis laments Achilles as she does Patroclus here, but in this tradition (or one
related to it) she likely did so. Both Quintus of Smymma (3.551) and Propertius (2.9) contain a
scene in which Briseis laments Achilles. (See Afterward, below, pp. 116ff. and note 20, above.) On
the relationship between the lliad and the Epic Cycle see below, pp. 33-35.
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to Phthia, and give me a wedding feast among the Myrmidons.

The allusion to Mynes raises the interesting possibility that Briseis was the queen
of Lyrnessos, and that her husband was Mynes.” If this interpretation is right,
with this one detail the story of Briseis comes together and we can piece together
her life as it is represented in the Iliad. She was born in Brisa on Lesbos, and
married to King Mynes of Lyrnessos.” When Achilles went on his series of raids
in and around Lesbos, he sacked not only Briseis” hometown, where presumably
her brothers were killed,” but also Lyrnessos. Achilles killed Mynes and
enslaved the women of the town, receiving Briseis as his prize.

[t is important to note here that references in an epic song to named
figures with which we modern readers are not familiar would not be opaque for
a member of the song culture in which that epic poetry is composed and
performed. " For an audience comprised of such members, the name Mynes
means something and conjures up other traditional tales associated with that
figure. Similarly, Patroclus is first introduced in the Iliad by way of his father, in
the torm of the patronymic MevoiTiddns.” The first-time modern reader of the

[liad finds this reference confusing and must be told who the son of Menoitius is.

* Isuggest that the syntax of 19.295-296 expresses paratactically what in English prose would be
subordinated: that Achilles killed her husband Mynes, who was the ruler of the city (Lymessos).
This is the interpretation of the bT scholia. [t is also quite possible, however, that her husband

was a man of Lyrnessos other than Mynes. See also Leaf 1912.246 as well as Edwards 1991, ad loc.

" Others have similar reconstructions. On the detail that Briseis (and likewise Chryseis) must
have been in Lyrnessos because of marriage see Taplin 1992.84-86 and arguments (with
bibliography) ad loc. For Chryseis, see also Leaf 1912.244.

S0 also Taplin 1986.18 note 6. Others have suggested that her brothers were fighting as allies for
Lvrnessos. See, e.g., Leaf 1912.246. On this raid in general see Reinhardt 1961.50-57.

" Lang 1993.149 notes that of all the heroes only Calchas and Nestor are formally introduced.

* See also note 10, above.
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But for a traditional audience, names like Mynes or a patronymic like
MevoiTiadns are signals. For us too they can be signals, but they are difficult and
sometimes impossible for us as outsiders to interpret. Because of the signals
inherent in traditional poetry, in these few lines Briseis can allude elliptically to
her entire life history to date.

Moreover in these same lines we hear the hopes of Briseis for the future.
Briseis says that Patroclus always promised she would be Achilles’ koupi8in
&hoxos,” and that he would give a wedding feast for them in Phthia after the
war. But a traditional audience knows that Achilles will never go back to Phthia.
The death of Patroclus means the death of Hector, which in turn, as Achilles
learns from his mother Thetis in 18.96, means the death of Achilles. Briseis will
become a widow once again and the captive of some other man. Briseis’ vain
hopes for the future recall Achilles own speculation on a marriage back in Phthia:
nv yap 81 ue cadaol Beot kai oikad' kwpat, / TnAeus 6rv pot Emeita yuvaikd ye
uaocgetal autos (9.393-394). When Achilles makes that statement in [liad 9,
return is still a possibility from the standpoint of the narrative. In Iliad 19,
however, we know that Achilles will never marry.

We have seen how Briseis’ lament both alludes both backwards from the
point of view of the narrative to the lament of Andromache in Iliad 6 as well
outside the poem to events that take place chronologically prior to the narrative
of the Iliad. Briseis reenacts the lament of Andromache and in doing so
assimilates the figures of Hector and Patroclus. When Patroclus becomes

substituted for Hector in the lament of Iliad 19, the chain of events that lead to

“ For more on the term xoupi8inv &Aoxov see below, p- 56 note 16 and p. 72.
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Achilles’ death is clarified. In Iliad 6 Hector is not yet dead; in Iliad 19, because of
the death of Patroclus, Hector is all but dead. Briseis the captive then both echoes
the words of Andromache, but also previews the lament that will be sung for
Hector by the soon-to-be captive Andromache in Iliad 24.

19.300, the last line of the lament, likewise points ahead to the funeral of
Hector and some of the last lines of the poem:

T o' apoTtov kAaicw TeBundta ueidixov aiel. (19.300)

Therefore [ weep for you now that you are dead ceaselessly, you who
were kind always.

aAX’ el Tis pe kail &AAos évi peydpoioc évitrrol...

aAAa oU TOV ETTEECC! TAPAIPAUEVOS KATEPUKES

OT] T Ayavo@pocuvr) Kal 0ols &yavois ETTEETTL.

T o€ 6" aua xAaiw kai &y’ dupopov axvuuévn kijp:

oU yd&p Tis not €T’ &AAos évi Tpoin evpein

1mos oude pidos. TavTes 8€ pe Te@pikaciv. (24.771-775)

But if anyone ever reproached me in the palace,

you checked them with your words speaking gently

with your kindly spirit and kind words.

Therefore I lament for you and for my unhappy self, grieving in my heart.
These are the words of Helen, who, like Briseis, is a woman in a land of
strangers. Without the protection of Hector, she is now vulnerable to the kind of
reproach and insult that in the past Hector always warded off. Briseis” own
vulnerability to such reproach is made very clear earlier in Book 19, when
Achilles exclaims that Artemis should have killed her on the day that he sacked
Lyrnessos (19.59-60). The similarity in the laments of these two women reveals
an important structural relationship between Briseis and Helen that I will go on

to explore in subsequent chapters. Helen’s words give us a unique insight into

her situation in Troy. They convey the loneliness and defenselessness of an
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outsider. When we hear in her words an echo of Briseis, we understand not just
Briseis as a second Helen,® but Helen as a second Briseis.

The words of Briseis therefore bring together a monumental sequence of
events in one highly compressed and expressive song. This sequence of events
could not be narrated in full on any one occasion, but, as [ have argued, the
traditional mechanics of expansion and compression can incorporate by way of
allusion, reference, and even resonance complex narratological relationships that
span a vast continuum of poetic and artistic traditions. In this brief sketch, we
have seen how any one performance of an lliad for example can assume and refer
to events of the traditions of the Cypria or Aethiopis. A traditional system such as
the one described here, moreover, contains a built-in poetic structure of stories
within stories. As the narrative proceeds these stories within stories are
incorporated in more or less expanded form. The least expanded narrative - that
is, the most compressed ~ could be as small as an epithet or a patronymic.” An
example of a more expanded story-within-a-story is the story of Meleager in Iliad
9. The [liad itself is an extreme example of expansion, but as [ have been arguing,
it is not the ultimate expansion. We might think of the entire Epic Cycle, if it
survived as fixed and complete poems, as an ultimate expansion of poetry about
Troy - or, better, as a variation on such an ultimate expansion.

The system of stories within stories that are built into Homeric poetry
creates structural relationships between events and characters. The traditional

laments sung by Andromache, Briseis, Hecuba, and Helen connect them in a way

* On Briseis as a second Helen see “Prize,” below.
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that is both artistic and traditional. Their words are both universal and personal,
timeless and occasional. As [ noted above, Briseis can become Andromache when
lamenting Patroclus, just as Odysseus becomes one of his own victims in Odyssey
8. The substitutions and connections create meaning. In this dissertation, [
analyze both the timeless (or paradigmatic) substitutions as well as the personal
{or syntagmatic) associations in the figure of Briseis, in order to illustrate the

dynamic workings of a traditional poetic system.

The connections between Briseis” lament and those of Andromache and
Helen in [liad 6 and 24 have been noted. Some have interpreted these connections
as intentional allusions by a master poet. Others have argued that the lament of
Briseis is built upon or derived from the laments of Andromache and Helen (and
is therefore inferior poetry).* I do not interpret the powerful emotions that
Briseis” lament induces in her listeners (or the overall artistry of the scene) as
simply the result of universal truths or the intertextual designs of a master poet.
Rather [ will argue that the traditional artistry involved in the mechanics of
expansion and compression allows a multiplicity of associations that evoke
powerful emotions for both the characters within the narrative as well as for the

audience of the epic.

" For epithets as micronarratives cf. Nagy 1990(b).23 on moAUtAas Odysseus: “Odysseus is
ToAuTAas ‘much-suffering’ throughout the Iliad because he is already a figure in an epic tradition
about adventures that he will have after Troy.”

¥ Inter alia, Reinhardt 1961; Lohmann 1970 and 1988.13-32; Erbse 1983; Edwards 1991, ad loc;
Taplin 1992.84-86 and 212-218. Schadewaldt 1959 shows how Achilles is already very present in
the meeting between Hector and Andromache in Iliad 6, just as Hector and Andromache are very
much called before our eyes by the laments of Achilles and Briseis in Iliad 19.
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The questions that have generated scholarship about Briseis deal
primarily with perceived inconsistencies within the poem. These inconsistencies
have been approached from a number of different angles, but nowhere are they
addressed systematically. Recent scholarship, moreover, approaches the
perceived problems connected with Briseis from a primarily text-centered point
of view. Allusions to the raids of Lyrnessos and Pedasos and Thebe, for example,
have been read as meaningful for the narrative and part of a master poet’s highly
complex plan for the poem. But the possibility that these allusions refer to other
epic traditions is overlooked and even denied by many scholars.* In this
dissertation I offer a new way of understanding the many conflicting traditions
about Briseis. | too will try to show how powerful connections can made between
Briseis and other characters. I will analyze allusions to other traditions and the
resonant effect that such allusions have within the [liad. My analysis will address
both the perceived “problems” as well as perceived artistry from the point of

view of oral poetics, informed throughout by the research of Milman Parry and

* Instead, they argue that the consistency of the details points to the genius of the master poet.
See, for example, Robbins 1990.10, note 28: “What is consistent within the poem, even if that
consistency is perceived only as details accumulate, does not have to point outside the poem.” Cf.
Taplin 1992.222, note 30: “The consistency of detail... should not necessarily lead to nec-analytic
theories of pre-existing sagas (thus most fully Kullmann, 284ff.). The details might just as well
have been worked up over many years to give substance to this important scene.” Both Leaf 1912
and Wade-Gery (1952.85, note 114) posited a pre-Homeric poem about these raids. See also
Kullmann 1960.281ff. It is helpful here to consider the formulation of Leach on cross-referencing
in myth:

The various stories [i.e., the myths of a given society] form a corpus. They lock in

together to form a single theological-cosmological-[juridical] whole. Stories from

one part of the corpus presuppose a knowledge of stories from all other parts.

There is implicit cross-reference from one part to another. [t is an unavoidable

feature of storytelling that events are made to happen one after another, but in

cross-reference, such sequence is ignored. It is as if the whole corpus referred to a

single instant of time, namely, the present moment (Leach 1982.5, as cited by

Nagy 1992.316).
['would apply this formulation (as does Nagy) not only to the narratives about gods in the lliad
but to all heroic narrative.



Albert Lord, which has demonstrated how a traditional song culture works.*
The work of Parry and Lord has not yet permeated many “literary” analyses of
the poem;* I offer my analysis of Briseis as just one example of how literary
analysis and appreciation of an oral traditional work can be done.

Recent work on Homeric poetry that attempts to appreciate the Iliad and
Odyssey as oral poetry has not broken free of our literate culture’s understanding
ot authorship and poetic craft. Michael Nagler’s Spontaneity and Tradition
interprets the Homeric poems as oral poetry and is very much indebted to the
work of Parry and Lord throughout. He notes a “natural tendency to assimilate
the unfamiliar “echoes” in oral poetry into superficially similar features of works
composed in writing” that “has caused us to judge oral poetry by the wrong
standards and to overlook precisely those characteristics of the art which would
be most revealing.”* But Nagler’s appreciation of the oral process of
composition-in-performance ends with “Homer,” the single monumental
composer who brought to a cataclysmic end centuries of epic performance and

composition-in-performance.

“ Cf. Nagy 1979.4-5: “The positing of a unitary Iliad and a unitary Odyssey has been for me not an
end in itself, one that is continuaily threatened by contextual inconsistencies in this Homeric
passage or that. Rather, it has been a means for solving the problems presented by these
inconsistencies. Whatever Homeric passages seem at first to be inconsistent in the short range
may in the long range be the key to various central themes of the overall lliad or Odyssey-central
messages that are hidden away from those of us, such as we are, who have not been raised by
Hellenic society as the appreciative audience of Epos.”

*' The intention, craft, or skill of “Homer” or “the poet” are still discussed in the context of the
beauty and power of various scenes. Such discussions make no distinction between the artistry of
an individual poet and the poetics of an oral traditional song culture. In this dissertation I analyze
the power of various scenes not in absolute terms but rather from the standpoint of the song
culture within which they were composed. Cf. Hainsworth 1970 (= 1992) and note 49 below, as
well as Martin 1993.222-228.

* Nagler 1974.xx.
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Nagler argues that the Iliad and Odyssey were dictated at two “special
performances.”* He also notes: “For my purposes, it actually matters little
whether Homer dictated two performances to be written down, or otherwise
taught them to be preserved verbatim in oral tradition...”* Either of Nagler’s
two alternatives freezes the process of recomposition-in-performance with one
poet and one performance, and therefore he is at odds with my own approach,
which sees the poems as having crystallized over time in a gradual and
evolutionary process of text fixation in the context of increasingly limited
performance.”

Similarly, Oliver Taplin’s insightful book Homeric Soundings undertakes to
appreciate the [liad through both form and content.” Taplin’s approach, despite
his intention to interpret the lliad as a work meant to be heard, is nevertheless
text-centered in its essentially literate focus on the intention of the single author:

There might seem to be an inhibition, even a prohibition, against

finding all this complex and large-scale correlation in the [liad of all

poems. Homer was, after all, archaic, pre-classical; and even if he

could laboriously write (which for myself I think highly unlikely)

he surely created his poems to be heard. Does this not make all this

intricacy, the fruit of many rereadings, inapposite? The more [ have

dwelt on this problem, the more I have come to believe the

contrary: the kind of artistry which [ have uncovered, especially the

long-distance interconnections, would be more rather than less

accessible when perceived aurally. Extended sessions of

performance can induce a kind of spellbound attentiveness, such as

cannot be sustained in the disjointed process of reading.

Furthermore, if the form and timing of the long sessions are
arranged by the performer, then this opens up further

* Nagler 1974.xvii.
“ Nagler 1974.xvii.

* For this model of text fixation see Nagy 1981; 1996a.107-152; and 1996b.29-63.

“1992.vii.
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opportunities for shaqpings that would be far more apparent when
heard in real time...*

Taplin’s analysis presupposes a master poet who, although illiterate, is capable
of creating “complex and large-scale correlation in the [liad” and “long-distance
interconnections.” Taplin's Homer is in fact something like an illiterate Virgil,
whose work we may interpret no differently than any other poet. Taplin offers
his Homeric Soundings as a new way of reading the complexities of the Iliad, but
despite many beautiful interpretations, I disagree with his methodology, which
focuses too often on the intention of the master poet, and too little on the
meaningful connections made possible by tradition.”

My reading studies these complex and large-scale correlations and long-
distance interconnections as the cornerstone of a long and rich tradition of oral
epic poetry composed in and for performance. This long and rich tradition
includes the conventions and allusive power of a number of other song

traditions.™ One of the most important of these for our understanding of the Iliad

¥ 1992 vii-viii.

¥ In a 1970 essay that was reprinted in 1992 (the same year that Taplin’s Homeric Soundings was
published), J. B. Hainsworth examines the question of whether or not a new kind of criticism is
required to analyze Homeric poetry. He opens his essay by noting the criticisms that have been
launched against Homer by various generations of scholars mired in their own poetic
conventions, some of which are “no more than the stock responses of their age to epic poetry.”
Hainsworth concludes in the end that conventional literary criticism is in fact suited to Homeric
poetry. Hainsworth’s distrust of the comparative fieldwork of Parry and Lord is apparent in his
first paragraph: “It may even be the case that the despised anachronistic ‘singer’, that unwashed,
mendicant figure lurking in the coffee houses of the Balkans, has something to say. But whatever
he says, it will be applicable to Homer only by analogy, and will require verification”
(Hainsworth 1970=1992.65). Although I do not share Hainsworth'’s hesitation to accept the
analogy of the South Slavic epic tradition, there is much with which I agree in his essay. [ note
especially p. 74: “Every use of a formula evokes its other uses (Lord, 1960, p. 148), and it is up to
the good poet to grasp and make use of these associations.” Hainsworth, like Nagler and Taplin,
believes the [liad to be the record of a single performance of a master singer (1992.66).

* See especially Martin 1989.225.
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is the traditional lament for the dead.” Briseis’ lament must be interpreted within
the context of long-standing lament traditions. But rather than limit
interpretation of Briseis” words to mere formulas, [ argue that an appreciation of
the traditional artistry of lament enhances our understanding of Briseis and the
other women in the poem.

[n the following chapters [ will examine the stages of Briseis’ life, to which
the poem alludes by means of epithets, casual and indirect references, and
Briseis” own words. Each of the chapters relates Briseis to important themes,
characters, and tensions in the Iliad, in order to show how a paradigmatic
reading of Briseis brings a great deal of meaning to our understanding of the
structure of the entire poem.

But in order to explore these relationships it will first be necessary to
understand that Briseis can evoke more than one paradigm in the lliad. Briseis
has her own macronarrative that is only hinted at in the [liad. This
macronarrative is primarily consistent, but it has, secondarily, its own
multiformity. [ argue that there was not only one possible expanded tradition
about the sack of Lesbos and neighboring cities and the taking of Briseis,™ but
many possible narratives. [ assume that traditions about Briseis necessarily
varied from locale to locale and in different time periods. Nevertheless, it is my
contention that some or all of these traditions would have been familiar to what I

have been calling “traditional audiences” of the Iliad.

* See especially Alexiou 1974 as well as Danforth 1997; Caraveli 1986; Seremetakis 1990; Holst-
Warhatt 1992; and Herzfeld 1993. For a reading of a woman'’s lament in Persian epic see
Davidson 2000.123-14.

* Leaf 1912, for example, posited a great epic poem that he called “The Great Foray” as a major
source for the Iliad, and others have since followed him. See note 41, above and below, p. 81ff.
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In order to reconstruct the expanded or alternative traditions about Briseis
[ must rely on a variety of sources, including internal evidence, the scholia to the
[liad, the extant fragments of the epic cycle and the summaries of Proclus, later
fictional accounts of the Trojan War, and representations on vases.™ These
sources are potentially very useful in any reconstruction of competing epic
traditions, but each must be approached carefully and in its own way.
Throughout my discussion, moreover, [ use the figure of Briseis as an example of
the empirical reality of the system demonstrated by Milman Parry and Albert
Lord in their studies of Homer as traditional oral poetry. In other words, Briseis
will not be used to prove a theory about oral poetry, but instead to illustrate the

system of poetics that the work of Parry and Lord has uncovered.”

™ For a complete list of ancient literary sources for Briseis see Appendix, below.

* On the term “oral theory” and the empirical reality of the system in which the lliad and Odyssey
were composed see Nagy 1996b.19-20. The bibliography on each of these issues is enormous, but
throughout [ rely primarily on the findings of Parry and Lord themselves, as published in Parry
1971 and Lord 1960, 1991, and 1995.



Briseis and the Multiformity of the Iliad

[n an oral traditional song culture such as that in which the Iliad and
Odyssey were composed, each new performance is a new composition. In such a
system, as Albert Lord demonstrated, there can technically be no original from
which all others are copies." In fact it is misleading to think of versions that differ
from the lliad as we know it as “variants.” If, for lack of a better word, we use the
term variant, we must acknowledge that the [liad is itself a variation on any
number of ways to tell a story about Troy, and that within the [liad itself there are
references to other variants.” In the [liad Briseis is named Briseis and she was
captured by Achilles in the sack of Lyrnessos. In another or other versions of the
story of Briseis, she is named Hippodameia and was taken from Pedasos.’

The [liad is not only a variant in its own right, it is also a compression.*
Although, as [ have already noted, in its current lengthy form the [liad would
take several days to perform,’ it nevertheless is a compression, in that the events
of the entire Trojan saga from the judgment of Paris to the sack of the city are
enfolded into a narrative that spans a few weeks in the tenth year of the war. In

performance an epic singer expands or compresses his narrative at will. A single

* See Lord 1960.101.

* Cf. Edmunds 1996.440: “Homer’s epics as wholes can be shown to constitute particular variants
of myths. Because of their monumentality and millenial predominance, their versions now seem
authoritative, which is the same as saying that they no longer seem to be versions.”

'See “Girl,” below, p. 64ff. and p. 4, note 11, above.

* For the term compression see Lord 1960.25-27, 68-98, 99-123.

* For the length of performance see above, p. 3, note 12.
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word, such as aékouca (used to describe Briseis at Iliad 1.348), signals the
possibility of much more. In [liad 19 we learn the kind of things Briseis might
have said, had she been given a voice in that scene of departure from the tent of
Achilles. But in her lament of book 19 we also learn about events that take place
chronologically prior to the beginning of the poem. In the ultimate expansion of
poetry about Troy, the prehistory of the war and all of the raids and all of the
battles and sacks of cities to which the Iliad alludes would be incorporated, as
would the death of Achilles, the sack of Troy, and all of the events of the Epic
Cvcle. We might think of the Epic Cycle itself, if it survived as fixed and
complete poems, as one variation on this ultimate expansion.

In the following chapters [ will examine the paradigmatic aspects of
Briseis - that is the things that unite her with all other mortal women of the [liad. [
argue that the traditional nature of Homeric poetry allows her to evoke such
tigures as Helen and Andromache, thereby bringing additional richness to the
scenes in which she appears. I further argue that Briseis actually evokes multiple
paradigms (prize, girl, wife, widow, and captive) because of a multiformity of
traditions associated with her. In some Aeolic/Lesbian traditions [ suggest that
Briseis is an unmarried beauty queen, the quintessential local princess who falls
in love with her father’s enemy.” No doubt if we had access to the local epic
traditions of towns in and around the Troad we would find that Achilles took

one such girl from every town.” The Iliad contains traces of such a tradition, but

" This story pattern is also connected with so-called Ktisis-Sagen (foundation sagas), in which the
conqueror falls in love with a local girl. See Schmid 1947 and Nagy 1979.140-141.

" For Pedasa, Peisidike, Briseis/Hippodameia, Diomedeia, etc. see “Girl,” below.
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primarily asserts another version, in which Briseis is the wife of a local king
whom Achilles kills in one of his raids around Troy.*

It is my contention that the variations on the story of Briseis are
fundamentally connected with local as opposed to Panhellenic epic traditions. As
Nagy has shown, archaic Greek poetry refers to Panhellenic myth and poetry as
“truth” while local versions of stories about gods and heroes are pseudea or
“lies.”” Such a conception of truth and fiction is at work in the opening lines to

the Homeric Hymn to Dionysus:*

ol Hév yap Apakavew o', o1 §' 'Ikdpew nvepoécon

@aa’, oi &' év Nagew. Slov yévos, cipapidTa,

ol 8¢ o’ e’ 'AAQeEId ToTau PBabudivrievtt

KUCapEVNY 2epeAnV Texéev Al TEpTTIKEpQUVCLY:

GAAot & ev Onfnow. dvag, oe Aéyouat yevéohan,
yeuddpevol ot 8’ ETikTe TaThp Avdpdv Te Bedv Te
TOAASY aTr’ avBpecdTreov. kpUTTTev AeukcdAevov "Hpnv.

For some say that you were born at Dracanum; others say on windy
[carus;

some say you were born in Naxos, divinely born, snatched from the thigh,

and others say that at the Alpheus river with deep eddies

Semele conceived and bore you to Zeus who delights in thunder.

Still others say, Lord, that you were born in Thebes,

But they lie. The father of gods and men bore you

far from men, hiding you from white-armed Hera.

* lliad 2.688-692; 19.60; 19.295-296.

* Nagy 1990a.60: “the alétheia of Greek poetry tends to contrast with the divergence of local
poetic versions in the overarching process of achieving a convergent version acceptable to all
Hellenes.” On pseudea as variant versions and not necessarily “lies” - that is, deliberate
falsehoods - see Carlisle 1999.

* These lines come from the fragmentarv hymn to Dionysus (Hymn 1 in the Oxford Classical
Text [ed. Allen 1912]). Because of its first position in the manuscript M (where a leaf is missing),
the hymn is thought to belong to the group of earlier and longer hymns. For discussion of the
dating see Allen-Halliday-Sikes 1936.97 and Cassola 1975.14-16. See also Janko 1982.187. For
examples of similar distinctions between truth (@Af8eaia) and lies in archaic Greek poetry, see
Nagy 1990a.62-66 and 1990b.43-46.
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As Nagy argues: “various legitimate local traditions are here being discounted as
false in order to legitimize the one tradition that is acceptable to the poet’s
audience.”"

The Iliad must likewise assert a version of the Achilles story that
supersedes competing local variants. It does this in two ways. First, it leaves out
or leaves obscure many local details about a romance between Achilles and the
various girls from the many towns he captures. In the [liad Briseis and Diomedeia
are included, but marginalized. Secondly, the Iliad will include within its own
narrative allusions to other versions, thereby asserting the primacy of its own
narrative at the expense of competing variants.

An example of this competition between different versions again concerns
Briseis directly. In the Cypria, according to the scholia, Briseis was captured in a
sack of Pedasos, not Lyrnessos, where we are told she was captured in the Iliad."
In the lliad, neither Achilles himself nor the other Achaeans ever refer to a sack of
Pedasos, which, like Lyrnessos, is a town near Mt. Ida in the Troad." Instead, in
the Catalogue of Ships, the town of Thebe, another town near Mt. Ida (where
Chryseis and Andromache’s mother were captured), is closely associated with

the sack of Lyrnessos:"

“ Nagy 1990b.43.

** From the T scholia at lliad 16.57: Thv TTR8aacov oi TGV Kunpicov Tointai, autos 8t
Aupvnoladsv. See p. 76, below.

“ Apollodorus, who lists by name the towns that Achilles captured, gives Lyrnessos but does not
mention Pedasos (Epitome 3.32-3.33). (The list does, however, mention the taking of Aeneas’
cattle and concludes with the phrase kai GAAas moAAds.)

** Lyvrnessos, Pedasos, and Thebe are thought to be located very close to one another near Mt.
Ida, not far from the gulf of Andramytteion. Lyrnessos and Thebe in particular are closely related
in the ancient sources. In Aeschylus' Phrygians (as cited in the scholia to Euripides’ Andromache)
Andromache is referred to as having been taken from Lymessos, even though she is everwhere
else in Greek literature said to come from Thebe:
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KEITO y&p év vrieoot Todapkrs Slos "AxIAAeUs

Koupns Xwouevos Bpionidos fukduoio,

v ek Aupvnooot eEeileTo TTOAAG poyTioas
Avupvnoocov Blamopbiicas kai Teixea OnPns (2.688-691)

For swift-footed brilliant Achilles lay among his ships
angered over the fair-haired girl Briseis

whom he took from Lyrnessos with great toil,

when he sacked Lyrnessos and the walls of Thebe.

[n fact the only person who mentions a sack of Pedasos in the lliad is Aeneas,
who describes an encounter with Achilles while he was tending cattle:

OV UEV Yap viv TpdTa Todkeos vt 'AxtAfios
ogtrooual, aAA’ 11dn pe kat &AAoTe Soupi PoRNoEV
€€ "Idns. &Te Bouaiv émmAubev fueTépnoat,

mepoe 8¢ Aupvnoodv kai TTridacov: autap éue Zeus
eipucal’ (20.89-93)

For this is not the first time that [ will stand against swift-footed Achilles,
but already another time he put me to flight with the spear

from Ida, when he made an attack on our cattle,

and he sacked Lyrnessos and Pedasos. But Zeus

protected me.

Later, when Achilles and Aeneas meet in battle at Troy, Achilles taunts Aeneas

with their former encounter:

1ndn pév of ye pnut kai &GAAoTe Soupt poPiicat.

1 oU wéuvr &Te Tép ot Podv &To polvov edvTa

ceva xaT '1daiwv dpéwv Taxéeool ddeaot

KapmaAigws: TOTe &' ol Ti peTaTpoTalifeo pevyov.
€vBev &' €5 Aupvnaooov UTrékpuyes' auTap Eydd TV

mepoa ueBopunBeis alv "Abrivr kai Al Tatpl.

Aniadas 8¢ yuvaikas éAeubepov Auap dmoupasg

Nyov: atap ot ZeUs éppuoaTo kai Beot &ANol. (20.187-194)

For [ assert that already another time I put you to flight with the spear.

éviol 8 kai v Xpuonv kai Ty Aupvnooov v 16 Tis O1iBns medico Taacouawv, cag
AioxuAos Aupvnoaida Trpocayopeioas THv "Avdpoudxnv év Tois Opuiv. évba xai
Eeveas ioTopel ‘AvBpaiuovos autiv Adéywv [frg. 267]:
"Avdpaipovos yéveBAiov <> Aupvnaaiou,
SBev ep "ExTewop &Aoxov Ayayev gilnv.
For a complete compendium of all ancient testimonia regarding the location of Lyrnessos,
Pedasos, and Thebe, see Stauber 1996.91-175.
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Or do you not remember the time you were alone and apart from your
cattle
And I chased you quickly down from Mt. Ida with swift feet?
That time you did not turn back as you ran away.
From there you escaped to Lyrnessos. But then I
sacked it after [ made an attack with the help of Athena and father Zeus,
and taking their day of freedom from the women I led them off as
captives.
But Zeus and the rest of the gods protected you.
In most respects the two accounts are the same. But Achilles mentions only
Lyrnessos, whereas Aeneas says that Achilles took Lyrnessos and Pedasos.
suggest that Aeneas’ inclusion of Pedasos is an allusion to another version of this
raid in which Pedasos takes the place of Lyrnessos. The lliad, by virtue of being
Panhellenic, includes both. And it is especially appropriate that it is Aeneas who
speaks the variant. Aeneas was the subject of his own epic traditions in the
Troad."”
The [liad and Odyssey are multiforms in the sense that our fixed texts are

the product of a performance tradition that was at one time a multiform.™

Variants allow us to recover some of the multiformity that was lost in the process

** The quarrel between Aeneas and Priam (referred to in [liad 13.459-61) is a vestige of one of
these traditions. See below, p. 52 note 4.

** On the multiformity of the performance traditions of the lliad and Odyssey see Dué 2001(a) and
Nagy 2001. The medieval transmission of the lliad and Odyssey reflects a text that has become
relatively fixed. Nevertheless, in the Classical period, although variability was limited, significant
performance variants are attested that are signals of alternative traditions that once flourished.
(For example, see my discussion of Aeschines’ quotation of lliad 23.77-91 {Dué 2001(a)].) The
variants attested in the Classical period and beyond, even though in most cases they do not
survive in the medieval manuscripts, are important. [n at least one version of the Odyssey, to cite
just one example, Telemachus goes not to Sparta, but to Crete. (See the scholia at Odyssey 3.313.)
[n a forthcoming work ! discuss the manifold local Cretan epic traditions that are still present in
our lliad and Odyssey. Matters of geography are the most likely to be at variance with each other
in competing local epic traditions. Towns that have competed historically for the same territory
have corresponding epic traditions that legitimize their claims. (See Aloni 1986, Nagy 1990(a).75,
note 114, and Higbie 1997.) In the Panhellenizing process, points of geography become
increasingly vague so that local color becomes screened out. Cf., for example, Odyssey 3.295-296:
gvBa NoTos péya kiua moTi okaidv piov wel. / &5 OaiaTdv, pikpds Bt Aiflos uéya xuu’ amoépye
(“There the South Wind pushes a great wave toward a headland to the West at Phaistos, and a
small rock keeps back the big wave). Zenodotus knew of a reading MaAéou 5t AiBos (“the rock of
Malea”) for pikpds B€ AiBos.
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of text fixation. This process was coextensive with the process of
Panhellenization, as Nagy has shown in his discussions of what he calls the

17

“Panathenaic bottleneck.”” Nagy argues that the text fixation of lliad and Odyssey
occurred not through writing but in the context of increasingly limited
performance at the Panhellenic festival of the Panathenaia. As the poems passed
through this “bottleneck” the degree of variability became increasingly limited.

Nagy has shown that the Iliad and Odyssey, as Panhellenic poetry that
must appeal to all Greeks, screens out distinctly local features — particularly
romance and elements of fantasy." Because the Panhellenic phase of Greek epic
necessarily occurred later rather than earlier in the system of Homeric
composition, we must acknowledge that local details that are “screened out” of
the Iliad and Odyssey are potentially older than the Panhellenic lliad and Odyssey.
But our sources for these more local elements are, paradoxically, chronologically
later than the crystallization of the two Panhellenic epics.

The earliest source for these kinds of narratives, if it survived, would be

the relatively less Panhellenic poetry of the Epic Cycle. These poems, attributed

to various authors such as Lesches of Mytilene, announce themselves as being

“ On the “Panathenaic bottleneck” see especially Nagy 1999(b).67 and Nagy 1999(a). For even
earlier formulations of the role of the Panathenaia in shaping the lliad and Odyssey see Nagy
1990(a).23: 1996(b).43; and 1996(a).77.

™ See especially Nagy 1990(a).70-73 and note 99. Cf. Snodgrass 1987.164: “The legends will have
included a substantial body of primarily local traditions, of the kind that often surfaces in later
classical literature, sometimes to the embarrassment of the writers who retell it, because of its
predictable inconsistency with the (by then) more widely accepted versions.” Olga Levaniouk
(2000) has explored the local features that do remain in our texts of the Odyssey, and shows how
they can be reinterpreted and reshaped in a Panhellenic context. On the avoidance of fantasy and
elements of folk tale in the [liad and Odyssey (in contrast with the Cycle) see Griffin 1977 and
Davies 1989.9-10.
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more locally oriented than the [liad or Odyssey.” The poems of the Cycle survive
only in fragments and in the summaries of Proclus; our knowledge of their
contents is therefore limited. The summaries of Proclus, moreover, are not an
entirely accurate reflection of the poems in their earliest stages.” Nevertheless,
the surviving summaries and fragments give us an indication of the traditional
content of epic poetry that was composed and performed within the same
tradition as the lliad and Odyssey. These poems are more local in orientation and
therefore include relatively more fantasy, folk-tale, romance, and local color.”
Jonathan Burgess has argued against a common interpretation of the Epic
Cycle which views the poems as late compositions that are wholly derivative of
the Iliad and Odyssey.” Burgess argues that the poems of the Cycle were
originally longer than the surviving summaries would indicate and were in

many cases overlapping compositions.” In the process of the formation of a true

“ The converse is likewise true for Homeric poetry: many cities laid claim to being the birthplace
of “Homer.” No one city could claim the Iliad and Odyssey as its own. See Allen 1924.11-41. On
the local, that is, relatively less Panhellenic nature of the poems of the Cycle see Nagy 1990(a).70-
79 as well as Burgess 1996.

¥ On the original scope and content of the poems of the Epic Cycle see especially Davies 1989,
Scaife 1995, and Burgess 1996..

* See Griffin 1977 and Davies 1989.9-10 (who view these elements as signs of inferior poetry);
Nagy 1990(a). 60-61 and 70-71; Burgess 1996.79 note 12 and 95.

= Burgess 1996. For this view see, for example, Davies, who has called the Cypria “a hold-all for
the complete story of the Trojan War up to the events of the lliad” (Davies 1989.4). Davies (1989.3-
5) acknowledges that many of the narratives related in the Cycle were traditional, but argues that
these narratives should not be attributed to Cyclic poems that predate the lliad: “Provided we do
not envisage Homer ‘drawing on’ specific texts of the Aethiopis or the Little Iliad (least of all those
texts from which our fragments with their post-Homeric linguistic forms derive) all will be well:
Homer will have been acquainted with the stories of the deaths of Antilochus and Ajax when he
composed the relevant parts of the lliad” (Davies 1989.5). Davies, unlike many scholars, is willing
to entertain the idea that epic poetry contemporaneous with the lliad and Odyssey narrated the
events later contained in the Cypria and the Aethiopis (see Davies 1989.5), but nevertheless views
the poems of the epic cycle as “attempts to fill in the gaps left by Homer’s poems” (Davies
1939.4). For the opposite view, see Dowden 1996, who argues that when the iliad refers to Cyclic
traditions it is referring to fixed poetic compositions.

= Burgess 1996. 90-91.
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cycle the poems were made to fit around the Iliad and Odyssey and many existing
books were cut out of the Cycle tradition.” Proclus’ summaries of the Epic Cycle
reflect this truncated textual tradition, rather than the more fluid and expanded
(oral) archaic tradition.

The allusive references to the sack of Lyrnessos and Pedasos within the
[liad make it clear that a tradition like that of the Cypria flourished
contemporaneously with that of the [liad.” But as we have seen, the two
traditions do not agree in every detail, and the Cypria may have told a version of
the Briseis story that was quite different than the one asserted by our lliad.
Burgess in fact uses the differences discussed above in details about the sack of
Lyrnessos and Pedasos and the taking of Briseis to show that the Cypria is
independent of the Iliad, though part of the same tradition: “A better explanation
of such general similarity with minor differences is that the lliad and the Cypria
independently belonged to the same tradition.”* The variation on the Briseis
story alone shows us that we cannot assume that the Cypria and the other poetry
of the Epic Cycle are late stories based on Homer. In fact, as more local,

independent narratives their content may well predate the Iliad and Odyssey as

we know them.

* Burgess 1996.87.

= Many recent interpreters of Homer actually deny that the [liad alludes to an independent
tradition about the raids and prefer to see the cumulative effect of the allusions as the work of a
master poet. See discussion above, p. 21.

* Burgess 1996.83.



36

Another very old source for heroic narratives about Troy are the
representations on archaic vases. These too are a window into the fluidity - that
it is to say the multiformity - of the epic tradition in archaic Greece. The
relationship between text and image is not a simple one, but, as [ will now argue,
visual and verbal artistic traditions should not be separated in an investigation of
archaic epic traditions.

Current scholarship about Briseis deals with perceived narrative
inconsistencies within the [liad and therefore relates directly to the concept of
multiformity. One of the most discussed of these perceived problems has to do
with the seizing of Briseis from the tent of Achilles. In Illiad 1, Agamemnon
threatens to come himself to take Briseis away:

€l O€ ke WT) Bedcoowv Eycd 8€ kev auTos FAcopal

n Teov N AlavTos (v yeépas, i 'O8uotios

&Ew EAcOV (1.137-139)

But if [the Achaeans] do not give me [a prize] I myself will take one,

your prize, or the one of Ajax or Odysseus

I'll go and take...

eyw &€ k' dyw Bpioni®a kaAAimt&pnov
auTos icov kAoinv 8¢ 16 adv yépas (1.184-185)

And I myself will go to the tent and take
the fair-cheeked Briseis, your prize.

[n actuality (as our text presents it) Agamemnon sends two heralds to take
Briseis (1.318-325). Yet elsewhere characters refer to the incident as if
Agamemnon had come in person (1.356; 1.507; 2.240; 9.107; 19.89). It seems as if
two versions have become conflated in the received textual tradition.
Agamemnon himself suggests the possibility of an alternative version of

these events when he first orders the two heralds to take Briseis:
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oud’ 'Ayauéuvwv
Ay’ épidos v pddTov émmTreiAnc’ AXIARTY,
c'x)\K' 0 ye TaABUBidv Te kal EupuPatnv mpooéeiTe,
Ted ot Eoav KNpuUke kai oTpnpw Bep&movTe:
EpxecBov kAioinv TInAniadecw 'AxiAfjos:
XELPOS EASVT' ayéuev Bpiont®a kaAAirépnov:
el &€ ke uN donaw Eycd 8€ kev auTos EAwiat
eABcov ouv Aedveoar TS ol kai piyrov éotal. (1.318-325)

Nor did Agamemnon

let drop the contention with which he first threatened Achilles,

but he addressed Talthybius and Eurybates

who were his two heralds and quick attendants:

“Go to the tent of Achilles the son of Peleus

and taking beautiful cheeked Briseis by the hand bring her [to me].

But if he won'’t give her I myself will take her,

coming with many men. And it will be a very chilling encounter.”

The [liad, through the voice of Agamemnon, directly alludes to an alternative
sequence of events that (I suggest) was current in the song culture when these
lines were composed.

Geoffrey Kirk has proposed that the discrepancies between the two
versions that appear in our text of the Iliad might be explained psychologically:
the poet and characters, he argues, start to believe Agamemnon's threats. As an
alternative solution he cites “oral inconsistency and imprecision.”” Teffeteller
has argued that the grammatical construction used by Agamemnon and others
(auTos icov 1.185; autods amovpas 1.356) does not in fact imply perscnal

agency.” But as Steven Lowenstam has demonstrated in his review of this

problem, the iconographic tradition is similarly divided.”

* Kirk 1983.72. See alsoLowenstam'’s 1997 review of the problem for recent arguments and
bibliography.

3 Teffeteller 1990.

~ Lowenstam 1997.
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The taking of Briseis from Achilles is thought to be represented on several
vases.” One of these is certainly identified; it is a red-figure skyphos painted by
Makron, on which Agamemnon, who leads Briseis away by the wrist, is
explicitly labeled.™ Another vase, a red-figure cup by the Briseis painter (named
for this same cup), is not labeled but thought to be an equally certain
representation of the same scene.” There is an important difference between the
two representations: whereas Makron depicts Agamemnon leading Briseis away
himself, in the painting of the Briseis painter two heralds lead Briseis away, and

on the other side these same heralds lead her to Agamemnon.

¥ These include Louvre G 146 by Makron (ARV? 458.2); London E 69, Brygos Painter (ARV?
369.2); London E 76, Briseis Painter (ARV? 406.1); see also ARV? 405.1 and ARV? 588.80. See LIMC
s.v. Briseis and Lowenstam 1997.39-4. There is also a Pompeiian wall painting from the House of
the Tragic Poet. For representations of Briseis in other scenes, see below, pp. +4-48.

" Louvre G 146 by Makron (ARV? 458.2; Paralipomena 377; Addenda 119). See also Friis Johansen
1967.157 and 161. The other vases have no labels, but show a man leading a woman away by the
wrist.

“ London E 76, Briseis Painter (ARV? 406.1; Paralipomena 371, Addenda 114). See also Friis
johansen 1967.156-157.



Louvre G 146 A: Agamemnon leading away Briseis
(Reproduced by permission of the Louvre Museum)

The pull of the traditional iconography of abduction might well be an
explanation for Makron'’s depiction of the story. Traditional representations of
Paris abducting Helen, including several by Makron himself, show Paris leading
Helen away by the wrist.! The parallels may even reflect a comment by the
painter on the similarities between the two events. In my chapter entitled “Prize”
[ try to show that the dispute over Briseis reenacts for traditional audiences the
dispute over Helen. Here Makron shows us visually a similar substitution of
Briseis for Helen. A similar kind of commentary is made - this time by direct

juxtaposition - on a Boston vase on which Makron depicts Paris leading Helen

See e<pec1all\ Boston 13.186 (ARV*458.1), aiso by Makron (and signed by him) and Berlin F
2291(ARV* 459 4, 1654; Paralipomena 377, Addenda "244), attributed to Makron. The leading of
Helen back by Menelaus is also depicted this way. See again Boston 13.186 as well as Munich
1392 (ABV 281.16). For the iconography of Helen’s abduction and return see Ghali-Kahil 1955.
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away on one side by the wrist, and on the other Menelaus leading Helen back in
the opposite direction.?

I do not believe that Makron has invented his own version of the taking of
Briseis in order to bring out parallels between Briseis and Helen. These parallels
were already traditional long before Makron painted his vase and long before the
[liad came to be in the form in which we have it. Just as the paintings support an
apparent divergence of traditions in the text of the lliad, so the text supports a
divergence of traditions in painting. [ am therefore in agreement with
Lowenstam that two separate traditions regarding the agency of Agamemnon
seem to be involved.

Makron'’s creativity, therefore, involves selecting between competing
variant traditions in order to create a meaningful artistic narrative. In connection
with Makron’s depiction of Briseis, Lowenstam has argued that where
representations of scenes known to us from the Homeric poems differ from the
llind and Odyssey as we have them, variant poetic traditions are likely to be the
source.’ In so doing Lowenstam addresses an important question: to what extent
do the archaic vase-painters invent aspects of the scenes they paint? If differences
between Homeric and painted scenes are attributed to innovation, we should not
use vases as sources for alternative epic traditions.

Following Ahlberg-Cornell, Lowenstam points out that archaic vase

painters would not have wanted to paint scenes that their audience and potential

* Boston 13.186 (see references above). On this vase see also Caskey-Beazley 1963.32-37 and
Robinson 1995. The two scenes are also a way of representing the passage of time, as well as the
beginning and end of the Helen story.

' Lowenstam 1997. See also Lowenstam 1992. My own view is slightly different, for which see
further below.
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customers could not recognize.’ But neither Ahlberg-Cornell nor Lowenstam
denies creativity to the painters:

Indeed, to appraise every evidence of variation from Homer's texts

as stemming from creative license undervalues the painters’

knowledge and range of choices and denies involvement in an

interactive culture where they would be hearing, selecting, and

retelling a great number of stories from many sources and different

genres... The assertion that the painted variations are often based

on competing versions of myths does not deny personal creativity.’
This same formulation could be applied to an epic poet.’ The attribution of
“invention” to an epic poet working within a traditional system or a vase-painter
representing traditional narratives is a very problematic concept.” For just as the

poet in his awareness of competing versions of myth calls upon the Muses to

relate to him the “truth,” so the painters are working within the traditional

* Lowenstam 1997.26 and 50. Lowenstam cites Ahlberg-Cornell 1992.10: “a basic pre-requisite of a
discussion of epic/mythic representations in early Greek art - and this [is] true of Greek art as a
whole - is that the artists always wished to represent motifs which could be understood by the
contemporary spectator.” Cf. Lowenstam 1997.50: “painters displayed their creativity in how
they told their stories, not in recasting mythic narratives into completely new scenes that would
not be understood by the viewers.” [n this respect Lowenstam'’s thinking seems to have changed
slightly from his earlier study of vase-painters. Lowenstam’s 1992 article emphasizes the
inventiveness of the archaic painters. See 1992.174: “painters... might produce variations of the
myth to present their own conception of the depicted story; 1992.189: “Kleitias... filled in the
details as he imagined them; 1992.190: “as Malcolm Willcock says, ‘We must credit [Homer] with
a pervasive technique of instant invention’ [=Willcock 1977. 53].” (Emphases are mine.)
Lowenstam’s 1997 article by contrast emphasizes the poets’ creativity in selecting between
competing but nevertheless traditional variants.

* Lowenstam 1997.66.

" Ct. the phrase of Lowenstam 1992.189: “traditional stories shared by both poets and painters”
and Lowenstam 1997.27: “the mythic tradition was the common inheritance of poets and
painters.” For epic poetry, compare the formulation of Milman Parry, cited on page 1, above:
“One oral poet is better than another not because he has by himself found a more striking way of
expressing his own thought but because he has been better able to make use of the tradition...
The fame of a singer comes not from quitting the tradition but from putting it to the best use”
(Parry 1932.12-14 = Parrv 1971.334-335).

" See discussion further below, p. 106-112
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framework of myth. Myth, anthropologically speaking, is the conveyor of a
society’s truth values.®

It is on this point that my understanding of the relationship between art,
myth, and epic text differs slightly from that of Lowenstam. The focus of
Lowenstam'’s 1997 study of the relationship between archaic vase-painting and
Homeric epic is his argument that vase-painters relied heavily and perhaps
primarily on non-Homeric poetry (including lyric and tragedy). While careful to
point out that archaic vase-painters did not think of themselves as illustrators of
poetic texts, Lowenstam nonetheless emphasizes throughout his article the
relationship between art and poetry.’ [t is my understanding, on the other hand,
that archaic vase-painters, just like epic poets, illustrate myth, not poetry or text.

This is an obvious point in some ways. Burkert can write, for example, in
passing: “As soon as Greek art begins to illustrate myth...”." But recent
scholarship on artistic narrative has focused very narrowly on the question of
whether or not the archaic vase painters knew Homer - that is to say, the poetic

texts of the [liad and Odyssey as we now have them." Anthony Snodgrass’ 1998

* On this point see especially Nagy 1992 and 1996b.113-146. For a person on the inside of a
traditional society myth is truth. Someone looking in on that society from the outside, however,
can see that there are many different versions of the same myth which are mutually inconsistent.
Greeks became aware through contacts between different communities that their various local
versions of myths were mutually contradictory. An Athenian version might be very different
trom a Lesbian version that might in turn be very different from a Spartan version. (Cf. the
famous statement of Hecataeus (FGrHist 1 F 1): “the tales (logoi) of the Greeks are many [i.e.,
contradictorv] and absurd.”) Awareness of variant traditions - and selection between them - is
not the same thing as invention. [On the statement of Hecataeus see Fornara 1983.5 and note 10.]

* On 199743, for example, Lowentam speaks of Makron's dependence on Aeschylus’ Myrmidons.
See also 1997.24 and 28, as well as 57 (“The conclusion that lost epic, and probably lyric poetry,
influenced vase-painters in the Archaic period...”) and 58 (“the hypothesis that painters were
influenced by poems that no longer exist...”).

* Burkert 1987 .46.

* Cf. Lowenstam 1997.21: “The essential question in investigating the relationship between the
Homeric poems and the epic stories painted on Archaic Greek vases is whether the painters were
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book Homer and the Artists is devoted entirely to this question. But as Sarah
Morris objects in her review of this book, the diachronic development of the Iliad
and Odyssey within a traditional system over many centuries and possibly
millennia does not allow for even the question, much less an answer:

This leaves little agreement on whose "Homer" we are comparing

to these images, and we should feel some discomfort with the

pursuit of points of convergence between two evolving traditions."

In Homer and the Artists Snodgrass attempts to combat a simplistic understanding
of the relationship between vase paintings and texts in which art serves merely to
illustrate texts. Nevertheless, when he concludes that archaic vase-painters did
not know Homer, he focuses too sharply on the lliad and Odyssey as fixed texts
rather than as evolving, verbal representations of myth.

Epic poets represent myth through verbal narrative. Artists, drawing from
the same storehouse of tradition, represent myth visually. Each medium has its
own rules and conventions. Lowenstam has noted that the pressure of traditional
iconography for a painter might be somewhat analogous to the pressure of the
traditional theme for a poet."’ We may compare the formulation of Albert Lord:

[n a traditional poem, therefore, there is a pull in two directions:

one is toward the song being sung and the other is toward the

previous uses of the same theme... The habit is hidden, but felt. It

arises from the depths of the tradition through the workings of
traditional processes to inevitable expression."

depicting, with characteristic artistic license, the /liad and Odyssey in the form in which we have
inherited them.” See also Ahlberg-Cornell 1992. For earlier studies of the relationship see Friis
Johansen 1967 and Fittschen 1969. On the relationship between epic and artistic narratives in
general see also Snodgrass 1979, 1980, 1982, 1987.132-169, 1998; Stewart 1987; Stansbury-
O'Donnell 1999.

“ Morris 1999.
4 Lowenstam 1992.171.

“ Lord 1960.94-97.



I would argue that the relationship between myth, poetry, and art should be
imagined as a triangle rather than a series of arrows all headed in one direction.

This model of the triangle helps us to understand at least in part why
vase-painters never seem to represent lyric or Hesiodic poetry."” The
conventional subject of Homeric and Cyclic epic poetry and archaic vase-
painting is mythic/heroic traditional narratives. Hesiodic and lyric poetry
incorporate heroic narratives to some degree to be sure, but each does so within
an entirely separate set of rules and conventions. If more vases and more
Hesiodic and lyric poetry survived, we would no doubt find more points of
convergence between the three. But the fact remains that Homeric, Cyclic, and
visual representations of myth had far more affinity for one another than for
lyric or Hesiodic poetry.'

If the myths about Briseis are multiform, then we expect both visual and
verbal representations of those myths to be multiform. All Greek myth is
inherently multiform, due to the local nature of Greek religion and culture.
Lowenstam has demonstrated one such example of the multiformity of the
Briseis story, as evidenced in both visual and verbal narratives of the taking of

Briseis from Achilles. [ now propose to look briefly at other visual

** See Lowenstam 1992.181 for Luckenbach’s formulation that Homer and tragedy are the only
“literary” sources for archaic vase painters.

* I do not mean to deny that Hesiodic and lyric poetry ever influenced archaic vase-painters, nor
do [ claim that vase-painters never had poetry in mind when they painted. Poetry is sometimes
painted or inscribed on vases. See Ferrari 1987 and 1994-1995 for examples and bibliography. It is
interesting to note that the examples cited involve a performance of some kind or words written
in scrolls. In other words, the poetry does not label the scene but is part of the scene. Ferrari 1994-
1995 discusses a possible exception to this formulation. For a survey of the vase-paintings on
which lytic poetry is inscribed see Lissarrague 1990.123-139.
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representations of Briseis, in order to explore more deeply the degree of
multiformity inherent in what we know as the story of Briseis.

The following categories of representations of Briseis are detailed in LIMC:
the taking of Briseis, Achilles and Briseis together in uncertain scenes, Briseis in
the tent of Agamemnon and the return of Briseis to Achilles, Briseis lamenting
Patroclus, Briseis with Achilles at the ransom of Hector, and Briseis and Phoenix
in the tent of Achilles."” There are also several representations of Briseis (without
Achilles) in uncertain places. Kossatz-Deissmann, the author of the LIMC entry
for Briseis, argues that Briseis has no role outside of Iliadic scenes. Friis Johansen
argues similarly: “When we meet her in art, the source is undoubtedly Homer.”"

[t is true that Briseis appears primarily in Iliadic scenes on vases. One late
archaic amphora by Oltos, however, represents Achilles in armor on side and
Briseis holding a flower on the other; both are labeled." A similar combination of
warrior and flower-holding maiden occurs on another late archaic amphora.”
This kind of scene is reminiscent of narratives about local girls falling in love
with Achilles when he comes to sack their town, a kind of scene that falls outside
of the confines of the Iliad.*' That the flower is an erotic symbol is confirmed by

its frequent appearance in courtship scenes.”

“ Kossatz-Deissmann 1986.

* Friis Johansen 1967.153.

? London E 258, from Vulci (ARV? 54.4; Addenda 79).

¥ In Basel, Antikenmuseum, Ki 424 (ARV? 183.8).

- See “Girl,” pp.74-85 below.

= Gloria Ferrari suggests to me that the flower in such scenes is a symbol of loveliness and erotic

attraction. On the iconography of courtship scenes, see Dover 1989.91-100 (and particularly 92-93
for girls holding flowers). On flowers as a love gift see Koch-Harmack 1989.
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We may compare the Achilles and Briseis vase by Oltos to a red-figure
cup, which is thought to be the earliest red-figure depiction of Theseus.” Jenifer
Neils, following A. S. Murray, interprets the scene on the tondo, in which a
maiden holding a flower faces a youth, as Ariadne and Theseus.” Here we have
an archaic love story in which a young woman falls in love with a foreign
enemy.” Neils interprets the scene in the context of other scenes on the outside of
the cup depicting the deeds of Theseus, including at least one (and probably two)
other romantic encounters. The obverse of the cup shows Theseus’ abduction of
Antiope. The reverse, which is incomplete, shows a male facing a girl holding a
tlower. Neils proposes that this girl is in fact Helen, whom Theseus abducted
from Sparta.®

These paintings suggest that there was an iconographic tradition in which
Achilles and Briseis meet and fall in love. As [ have argued above and will
explore further in subsequent chapters, this kind of encounter would be unlikely
to be received into the panhellenized [liad, but might be a prominent episode in
local Aeolic poetic traditions.” Other vases that contain unidentifiable scenes
depicting Achilles and Briseis together may be associated with these more local,

perhaps Cyclic traditions.®

“ London E 41 (ARV?58.51, 1622; Addenda 80). See Neils 1981.
“* See Neils 1981.178.

= CI. the tales of Peisidike and Pedasa (discussed in “Girl,” below) as well as such well known
tigures as Medea.

* Neils 1981.179.

* For Achilles and Polyxena in archaic vase painting and in the Cypria see Scaife 1995.189-190.

= For the unidentifiable scenes see Kossatz-Deissmann 1986.165.
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The “Iliadic” scenes in which Briseis appears, moreover, likewise often
call attention to scenes that are not featured in our lliad. On the Ilioupersis cup by
the Brygos painter Briseis and Phoinix are depicted together within the tent of
Achilles, whose shield hangs on the wall.” Briseis pours wine while Phoinix sits
in a chair. Both figures are labeled, and Briseis may hold a flower in her left
hand, much as in the scenes discussed above.” Another painting by the Brygos
painter is likely to be this same scene, but without labels.” There is no such scene
in the [liad in which Briseis and Phoinix are featured alone together. But it seems
clear that the Brygos painting is depicting a narrative of some kind.” The painter
even went so far as to label the characters. Again I suggest that this is a
traditional scene that finds expression in painting, and may at one time have
been represented verbally in epic poetry.

One of the most frequent representations of Briseis depicts her with
Achilles at the ransom of Hector.™ Although her presence may be assumed in the
[liadic scene, she is not mentioned by name until Achilles retreats to bed (lliad
24.676). Several commentators have interpreted the effect of this last mention of

Briseis in the Iliad as providing a kind of closure.” Her presence in visual

* Louvre G 152 (ARV? 369.1; Paralipomena 365; Addenda 111).

¥ See Friis Johansen 1967.154.

" Tarquinia RC 6846 (ARV? 369.4; Addenda 111). See also Friis Johansen 1967.154.

" The scene is no doubt to some degree sympotic. The shape of the vase (a drinking cup) is
similar to the one that Phoinix holds, into which Briseis pours wine. But [ do not think we should
exclude the possibility that a traditional scene from a no longer surviving narrative is depicted

here.

“* There are six black-figure, and three red-figure vases. See Kossatz-Deissmann 1986 (LIMC nos.
24-29).

" See, e.g., Macleod 1982, ad loc. and Edwards 1987.38.
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representations of the ransom of Hector also has a powerful effect: the taking of
Briseis had set in motion the chain of events that leads to Hector’s death and
ultimately Achilles’. Likewise the return of Briseis to Achilles presupposes his
return to battle, which in turn guarantees the death of Hector.

All of these scenes suggest a certain degree of multiformity to the Briseis
story that is not generally recognized in current scholarship on Briseis,” which
sees her as an invented character or at best a minor figure.® The narratives about
Briseis that I have explored on vases may have been a part of verbal epic at one
time. Many studies have shown that archaic vase painters often represented
scenes that are not found in our [liad and Odyssey but that are nonetheless
traditional scenes from heroic tales.” I argue that Briseis and Phoinix in the tent
of Achilles and the pairing of Achilles and Briseis in as yet unidentified, possibly
romantic scenes are traditional narratives that are not featured in our [liad, but
that found expression in vase painting and perhaps other epic poetry that no
longer survives.”

Archaic vase painting then can help us appreciate the multiformity of the
heroic narratives of the Greek epic tradition, and make it possible for us to
reconstruct variant traditions to which the Iliad alludes. It is important, however,

to make a distinction between the Iliad - the fixed text as we now know it - and

" Lowenstam 1997 is a notable exception, although he discusses only the scenes depicting the
taking of Briseis.

* On Briseis as an invented character see below, pp. 106-112

7 Many of these scenes are thought to have been narrated in the Cyclic epics, which may or may
have reached their final form prior to the archaic representations on vases. See Snodgrass
1998.140-142 (with his review of earlier studies).

* Cf. Lowenstam 1992.165: “ Archaic paintings... can even preserve some very early epic scenes
that have not survived in written versions.”
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lliadic or Cyclic traditional narratives. No study of the relationship between the
Homeric epics and vase paintings can work without appreciating this distinction.
[n our Iliad Agamemnon sends two heralds to take Briseis, but, according to
another way of telling the story, Agamemnon comes in person. The archaic
artists knew both variants of the tale, and “told the story” both ways, choosing

between them like an epic poet in performance.

As [ explore the paradigmatic power of the figure of Briseis in the
following three chapters, I also necessarily explore the multiformity of the epic
tradition as it is evidenced by Briseis’ story. Because of the nature of what
survives, we have only a narrow window into the larger tradition from which
painters and poets drew their narratives. Reconstruction of the larger tradition
can be difficult and often impossible, but, as an examination of the remaining
sources will show, the ancient Greek artistic and epic traditions were at one time
very tluid. We will see that we cannot think in terms of a “singer of tales,” but
rather singers and tales. The Iliad is one way of telling the tale of Troy, but it is by

no means the only way.



Prize

The lliad, as its first word makes clear, is about wrath. This wrath is no
ordinary wrath, but pfijvig, a cosmic wrath that cause human loss and suffering.'
Achilles” ufjvis causes the deaths of countless Achaeans, and fuels the killing
spree that results in the deaths of countless Trojans, most notably Hector’s. The
cause of Achilles” ufAvis is the taking of Briseis by Agamemnon in [liad 1. As we
will see, an exploration of Briseis uncovers essential themes and structures built
into not just the plot of Iliad but the entire narrative cycle of the Trojan War as
well.

When we first encounter Briseis in [liad 1, she is not referred to by name.
She is simply a prize. Two chieftains are fighting over a prize of honor, a spoil of
war. That prize happens to be a girl, but, at least initially, she may as well be a
tripod or a herd of cattle. The point is status, and the man who gets her has more
status. Agamemnon, whose claim to honor (Tiun) is that he is leader of the
expedition and commands the combined Greek forces, insists that he have a
prize to compensate for the loss of his own. He threatens, moreover, to seize
another man'’s prize if he is not given one:

el &€ ke un Swwolv éycd 8 kev auTods EAwualt

i Teov 1 AlavTos icov yépas. i 'Oduoijos
&Eeo EAcOV- O B¢ kev kexoAwoeTal dv kev kwpat. (1.137-139)

* See especially Watkins 1977; Nagy 1979 (=1999).72-83; O’Brien 1993.78-80; and Muellner 1996.
See also Schadewaldt 1938; Kakridis 1949.47-49; Adkins 1960; Considine 1966; and Nagler
1974.131ff.

* Ci. Athenaeus Deipnosophistae 13.560: OUSéva 8 Uucov ayvoeiv oiopai, GuBpes pilot. 8Ti kai o
uéyioTol moAepot Bia yuvaikas éyévovto. 6 'TAiaxds 8t ‘EAéuny, & Aouds Bia Xpuaonida.
"AxIAAEws ufvis Bia Bpugeida.
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But if they don’t give me [a prize] [ myself will take one,

your prize, or the one of Ajax or Odysseus

I'll go and take; and the one whom I visit will be angered.
Later Agamemnon makes the threat more explicit. He is going to take Briseis,
Achilles’ prize:

£y B¢ k' &y Bpioni®a kaAAidpnov

auTos icov kKAainv 3¢ TO adv yépas Spp’ &b eidijs

docov PépTePSS Eipl oEBev... (1.184-186)

And I myself will go to the hut and take the fair-cheeked Briseis,

vour prize, in order that you know well

how much greater I am than you...
The more explicit threat humanizes Briseis by giving her a name, but the
motivation that Agamemnon gives for his threat seems to reveal her true worth
in this opening scene. Agamemnon will take Briseis in order to prove that he can,
and that he does in fact outrank Achilles and everyone else.

[t is appropriate therefore that we begin the investigation of Briseis with
an exploration of her role as a prize in [liad 1. It is a role that is misunderstood
even by characters in the epic itself. When Achilles refuses the compensation

offered by Agamemnon in [liad 9, Ajax exclaims in exasperation:

ool &' &AnkToV Te kakOV TE
Suuou Evi omeeom Beol Béoav elveka Koupng
oins: viv &€ Tol EMTa Tapioxouev EEox’ apioTas.
GAAG Te TOAA' Tl THov (9.636-639)

The gods made the heart in your breast

both implacable and mean - for the sake of a

single girl. But now we’re offering you seven outstanding girls,
and many more things on top of these.
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Ajax doesn’t get it: for him Briseis is a prize that can be exchanged for another of
equal or greater value. But Briseis is much more than a “mere girl.”* Just as
Achilles” wrath is more cosmic and awful than the wrath of any other mortal in
the Iliad, so the cause of it is much larger than might appear at first glance.*

Achilles gives us an indication of the greater significance of the taking of
Briseis earlier in book 9, when he replies to the speech of Odysseus:

Ti 8¢ Bel moAepCéuevar Tpdeoow

‘Apyeious: Ti 8¢ Aaodv avriiyayev évBad’ ayeipas

'ATpeldns: ) oUx 'EAévuns évek’ RukduoLO;

N HoUvot PiAéoua’ &Adxous pepdTwv AvBpdTeov

‘ATpetdar; €mel 8s Tis avip ayabds kai EXEPPLOV

TNV auToU piAgel kal knideTal, s kai éyw TV

¢k BupoU @ileov SoupikTn TV TEp EoUoav. (9.337-343)

Why should the Argives fight the Trojans?

Why did the son of Atreus gather the army and lead them here?

Was it not for the sake of fair-haired Helen?

Are the sons of Atreus the only mortal men who love their wives?

Just like any man who is good and sensible loves and cherishes his wife,
so [ loved her, even though she was won by the spear.

As Achilles points out, the Achaeans have gone to war against Troy over the
taking of a woman. Achilles makes it clear that not only are the situations the
same, but Briseis is the equivalent of Helen for him. Even though she is a captive

of war, he loves her as a man loves his wife.’

'On Ajax’ comment see especially Muellner 1976.106 and Nagy 1997. See also Taplin 1986.16-17.
Taplin notes the preponderance of women in the restitution offered to Achilles by Agamemnon,
who misunderstands Achilles’ anger.

* ufivis is linked closely with Zeus The only mortal besides Achilles who possesses uivis is
Aeneas. Nagy 1979.73 note 2, suggests that the wrath of Aeneas must have been the central theme
ot another epic tradition (see also Nagy 1979.265-266 and 1990(b).24-28). Apollo’s wrath at the
treatment of Calchas and the subsequent destruction that he brings against the Achaeans is called
uivis at lliad 1.75.

* [ pass over the question of Briseis’ actual or possible status as a legitimate wife of Achilles
because of the difficulty of analyzing social instituions in a poem that cannot be pinned down to
any one time or place of composition.
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Achilles’ equating of Briseis with Helen on an emotional level allows us to
see the formal connections between the two narratives. The dispute between
Achilles and Agamemnon in [liad 1 reenacts the taking of Helen from Menelaus
by Paris. Suzuki has written of Briseis as a “second Helen” in connection with the
dispute between Achilles and Agamemnon in [liad 1.° As Suzuki writes: “the
dispute between Achilles and Agamemnon reenacts the Trojan War in
miniature.”” Briseis substitutes for Helen in this compressed reenactment, and
the wrath of Achilles is thereby equated with the cause of the entire Trojan War.

The mechanics of compression at work in this story within a story are a
traditional way of incorporating chronologically earlier parts of the Trojan saga
into the narrative frame of the lliad. [t has been a long admired feature of the lliad
that temporally earlier events are enfolded into the tenth year setting in order to
present an almost complete narrative of the Trojan War. As Taplin has written:

The lliad is much too good to begin at the beginning (or to end at

the end)... [the past] is conveyed by a wide variety of narrative

techniques, ranging from direct narration, to symbolic re-

enactment, to passing allusions fitting the ‘jig-saw” as it had been

pieced together so far.’

Among such episodes are the so-called teichoscopia and the duel between
Menelaus and Paris in [liad 3 and the Catalogue of Ships in [liad 2. The lliad can
also foreshadow events as monumental as the death of Achilles and the fall of
Troy. One of the ways that the [liad foreshadows events is through a process of

substitution. The best example of this substitution is Patroclus, who literally goes

into battle in place of Achilles, wearing Achilles” armor, and dies in place of

" Cf. Suzuki 1989.21-29 and Lang 1995.

" Suzuki, p. 22.
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Achilles. This substitution is similar to the way that Briseis can substitute for
Helen in order to recall chronologically prior events.

In order to show how these substitutions convey meaning, [ find it useful
to analyze the narrative structure of the [liad in terms of “micro-” and
“macronarratives.” If we think of the entire Trojan saga as an all encompassing
macronarrative, Achilles” wrath and his withdrawal from battle in the tenth year
of the war may be termed a micronarrative, or a story within that story. The lliad
itself likewise contains further micronarratives, which will have a relationship to
the Iliad that is similar to the Iliad s relationship to the overall Trojan saga. As
we have already begun to see, the figures in any compressed (micro-) narrative
can be substitutes for those of the expanded (macro-) narrative.

[t is typical of micronarratives that Briseis be a “substitute” for Helen in
the dispute of liad 1.” Helen was herself a prize, awarded by Aphrodite in the
judgement of Paris." By reenacting the central conflict of the Trojan war between
Menelaus and Paris, the dispute of Iliad 1 alludes to and incorporates this

important chain of events within its own narrative sequence.'! Menelaus

*Taplin 1992.83. See also Lang 1995 and Ebbott 1999.
" Suzuki 1989.25 also uses the term substitute for Briseis in connection with Chryseis.

* Helen was a prize even before that in the competition for her marriage. The wooing of Helen is
nowhere explicitly mentioned in the lliad , Odyssey, or the Cypria (as far as we can tell), but there
may be some allusion to this tradition in the formula of Iliad 3 “Helen and all her possessions”
(3.70, 91). There is a partially preserved account of the wooing in the Hesiodic corpus (fragments
196-204 MW), in which all of the suitors send gifts (with the exception of Odysseus). Stesichorus
also recounted the wooing in the (now lost) Helen. See Gantz 1993.564-567 for these and later
sources.

* Doubt as to whether the Iliad assumes or alludes to the judgement of Paris has been expressed
since ancient times. The only place where it is explicitly mentioned is at 24.23-30. The bT scholia,
Aristonicus, and Aristarchus athetized some or all of this passage on a wide variety of grounds.
Many scholars have since defended them. For a detailed summary of all arguments see
Richardson 1993 ad loc. In any case the Cypria narrated the judgement (summarized by Proclus;
see also Davies 1988 fr. 1), and it was the subject of vase paintings from at least 640 BC on. See
especially Gantz 1993.567-571.
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recounts a compressed version of the story when he boasts over the corpse of the
Trojan Peisander:

O 8¢ A&E év otibea Baivawv
TeUXea T' eEevapiEe kal elxduevos émos nidar
)\slu,;ETs fnv oUtw ye véas Aavadv Taxtmco)\mv
Kcosg UTTEf(pla)\Ol SEwng axkSpnTol QUTHS.

}\ng HEv AwdPns Te kai cxloxeog oUK ETdEVELS
v eue AwPrioaabe kakai kuves, oUdé T1 Buud
Invog eplﬂpeusTew XaAemrny edeicaTe HAvY
Zewiou, &s T ToT Unpt Blaq)ﬁspoa oA aimv:
ol ey Kouplev &Aoxov kal kTiuaTa Tro}\)\cx
uay oixea®’ avayovTes, emel piAéecBe Tap' auTi- (13.618-627)

And he, digging his heel into his chest,

stripped his arms and boasting spoke a word:

“In this way at least you will leave the ships of the Danaans with swift
horses,

arrogant Trojans insatiate of the terrible war cry,

in no need of further outrage and disgrace,

which you outraged me with, you evil dogs. Nor did you in any way

fear the grievous wrath of Zeus the thunderer,

protector of guests and hosts, who will some day destroy your lofty city.

You went away leading back with you in vain my

wedded wife and her many possessions, when you were treated kindly by
her.

In the lliad , in fact, Helen continues to be a prize. In the duel of Iliad 3 “Helen
and all her possessions” (EAévn kai ktrjuact maaoi 3.70, 91) are to go to the
winner." More fundamentally, in the struggle between Greeks and Trojans, the
person who gets Helen gets Troy and all of its wealth.

Micro- and macronarratives are made possible by the traditional nature of
Homeric poetry. Briseis can bring the abduction of Helen to life because both

characters are part of a system of traditional songs." Every epithet, verse, and

# Cl xmual’ édcov el TavTa yuvaikd Te oikad’ ayéobuw: (3.72,93); aUTos a8’ "EAévny ExEéTeo
xal kTipaTta wavta (3.282); and Tpdags Emeif’ "EAévny kai kTHpaTa wdavt amodotva (3.285).

* On parallel representations of the abduction of Briseis and Helen in vase-paintings see pp- 39-
40, above.
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theme brings with it the associations of countless past performances." These
associations create levels of meaning that are extremely rich, and each verse
requires investigation from many different angles if we are to recover its full
complexity. [n [liad 1 Briseis evokes Helen. But parallels between Briseis and
Agamemnon’s prize Chryseis should not be overlooked.

[n the foregoing discussion we have already begun to see the way in
which both Briseis” and Helen’s value fluctuates in Iliad 1 between prize and
wife. As one critic has written: “the poet presents two contrasting but
overlapping ways in which men ascribe value to women-as wife and as geras,
signifier of prestige.”"” When Briseis is a prize, we may compare her to Helen
(and all her possessions) as the prize or reward of Paris. When she is a wife, we
may compare her to Helen as wife of Menelaus (and later Paris). Achilles himself
sets up this relationship in lliad 9, when he asks if only the sons of Atreus love
their wives, therey making Briseis his “wife.” Agamemnon, however, is the first
to collapse the two categories when he protests the return of his own prize
Chryseis to her father: kai yap pa KAutapvriotpns mpoPéBoula / koupiding
aAoxou (“For [ prefer her to my Clytemnestra, my wedded wife” 1.113-114).%

As we shall see in the next chapter, the two star prizes Briseis and
Chryseis are bound together in significant and interesting ways. Agamemnon

professes to prefer Chryseis to his xoupi8in &Aoxos Clytemnestra. In Iliad 19

* Cf. the formulation of Lord 2000.65 (quoted above, p. 1).

~* Suzuki 1989.24. Suzuki focuses on the way that Helen and Briseis each become scapegoats:
Helen for the Trojan War as a whole, Briseis for the destruction caused by the wrath of Achilles.

** The phrase xoup1din &Aoxos is difficult to translate into English. A xoupi8in &Aoxos is a wife to
whom one was betrothed in youth or young adulthood. See Nagy 1970.104-5, note 9.
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Briseis laments that Patroclus promised to make her Achilles’ koupi8in &hoxos."”
[t is clear that each of these two girls represents something more than a prize.
Already in [liad 1 important connections between the two women are apparent.
Agamemnon, despite his protestations, readily exchanges one for the other. Their
names, both patronymic in form, are derived from their (presumed) towns of
origin, Brisa/Brésa and Chryse." The metrical similarities in the names of
Chryseis and Briseis allows them to share epithets as well: both are koUpn and
kaAAirapnos.”

Emmet Robbins has argued that parallels between Briseis and Chryseis
are part of a larger connection between Achilles and Chryses in Iliad 1. That
Achilles” actions mirror Chryses’ can be seen most clearly in Achilles’ own
narration of the events to his mother Thetis:

XwWOUEVOS & O Yépeov TaAY xeTO' Tolo &' "ATdAAwv

eufauévou rfikoucev. eTel udAa ot ikos fev.

fike &' e 'apyeioiol kakdv PéAos: (1.380-382)

The old man was angered and went back. But Apollo

heard his prayer,” since he was dear to him,

and launched an evil arrow upon the Argives.

Chalcas becomes angry, retreats, and prays to Apollo, who brings destruction

upon the Greeks. There are some significant differences. Chalcas becomes angry

~ Helen is twice referred to as the xoupi5in &Aoxos of Menelaus (7.392, 7.696).
“ See above. p. 4, note 10.

** For Briseis as koupn see above, p. 5 note 13, and “Girl,” below; She is kaAAiméapnos at 1.184,
1.323, 1.346, 19.246. Chryseis is koupn at 1.111; kaAMimépnos at 1.143.

* Robbins 1990. For further discussion of Robbins’ arguments, see also p. 73, below.

*! fixoucev in this context has the added sacral sense of “granted” or “heeded.” See Muellner
1976.31-43.
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(Xeoouevos 380), but it is Apollo who conceives pfjvig (1.75).%2 Achilles, moreover,
prays to Zeus through an intermediary, his mother. Nevertheless, Robbins
argues, Achilles perceives their situations to be the same, and this in part justifies
his actions. The juxtaposition of Briseis and Chryseis in Iliad 1, in Robbins’ words
“intensifies his sense that his own situation is like Chryses’.””

What is the significance of the relationships between Briseis and Helen
and Briseis and Chryseis? Suzuki speaks of the “universality of Briseis’ fate as
woman's fate in the [liad.” She argues: “Briseis thus functions as a typical female
in the poem, related to all other young female figures.”* De Jong makes a similar
observation about Briseis” lament in 19: “Thus Briseis, for once given a part as a
speaking character, has become the mouthpiece of a whole group of
characters.”* In this way Briseis is a paradigmatic figure. Her life experiences
evoke emotions and associations that apply to each of the mortal women to
whom she is related in the Iliad.”

But the formulation of Suzuki, [ would argue, is incomplete.” To what

extent is Briseis her own person, with her own story? If the force of her character

= On the relationship between the uijvis of Achilles and Apollo see also Nagy 1999. 74: “Just as
Apollo chronologically has ménis over the abduction of Chryseis (I 75) before Achilles has ménis
over the abduction of Briseis, so also the Achaeans have dlgea from Apollo before they get dlgea
from Achilles.”

~ Robbins 1990.10.
* Suzuki 1989.29.
* De Jong 1987b.113.

* Segal 1971.55 makes a similar observation about Andromache: “She is the bearer of the

suffering of all the women in the war, and perhaps all women in all war.” Briseis’ representation
of women's suffering, however, is more complete than Andromache’s; the capture and slavery or
concubine status that is always foreshadowed for Andromache is realized in the figure of Briseis.

¥ Suzuki concludes that Homer has introduced Briseis in order to question the heroic code and
call attention to its “inhumaneness” (1989.29). Suzuki argues: “he subtly criticizes Achilles’ and
Agamemnon’s objectification of Briseis as scapegoat by endowing her with subjectivity and a
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is only paradigmatic in that she substitutes for the other mortal women of the
lliad, why does her abduction set in motion the ufjvis of Achilles and its terrifying
consequences? This question will be the focus of the next chapter. For now,
however, let me make a start by suggesting that even the paradigmatic aspects of
Briseis’ character may be more powerful than might appear on the surface level
of the narrative.

For Briseis, to go back to Ajax’ complaint, is no mere girl. Within the lliad
she is equated with Helen, the ostensible cause of the Trojan War. Even on her
own terms she plays a fundamental role in the plot of the Iliad. As I noted above,
the taking of Briseis sets in motion the wrath of Achilles, the organizing force on
which all other events of the Iliad depend. But by Iliad 9, Achilles’ decision about
whether or not to go back to battle has taken on a much greater significance. It is
no longer a question of compensation for loss, but compensation for life:

HATNP Yap TE HE Pnot Bea OéTis apyvpdTeCa

SixBadias kijpas pepéuev BavaTtoio TéAos Bé.

€l HEV k' aUBl péveov Tpacwov TOAIV QUPILAXWHAl,

WAETO pEV Hot véaTos, aTap kAéos &pbitov EoTar

el O€ kev oikad’ kwut PiAnv & TaTpida yaiav,

WAETO pot kAéos eaBAOV, eTri Snpdv B¢ pol aicov

€ooeTal, oUdE ké u' ka TéAos BavaTolo kixein. (9.410-416)

For my mother the silver-footed goddess Thetis claims

that a two-fold destiny brings me to the fulfillment of death.

On the one hand if [ stay here and fight around the city of the Trojans

my homecoming is lost, but my kleos will be unwilting.

But if I return home to my dear fatherland,

my noble kleos is lost, and my life will be long-lasting,
nor will the fulfillment of death come swiftly to me.

voice” (1989.27-28). Although [ do not agree with this line of argumentation, [ do think that the
emotions evoked by the figure of Briseis have a power that is not incompatible with Suzuki’s
interpretation. For my objections to the focus on the intention of “Homer,” see above pp. 21-25.
On Briseis as the invention of “Homer” see pp. 106-112, below.
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A return to battle means swift but glorious death for Achilles. In Iliad 9, the
prospect of a long but unremarkable life is appealing to Achilles.

[ would argue that from the standpoint of the song culture in which the
[liad was composed and performed, the dispute over Briseis between
Agamemnon and Achilles in Iliad 1 is already about life or death. And even more
importantly, it is about immortality, after death, through cult. Achilles’ choice as
he formulates it in [liad 9 is between a homecoming with a long life and kleos -
that is, immortality through poetry and cult.” The poetic and religious
significance of Achilles” choice is in fact first articulated in connection with
Briseis. For in her role as prize, Briseis (along with Helen and Chryseis) is
equated in [liad 1 with Tiun.” Twn, generally translated as “honor,” means (in
religious contexts) specifically cult honor.” If we are to understand the full
significance of Briseis’ role in Iliad 1, we must consider this religious aspect of the
word in context.

When Achilles gives his own reasons for fighting at Troy, Tiur is his chief
concern:

ov yap tyw Tpwewv Evex' Aubov aixuntdcv

SeUpo Haxnoduevos. EmTel oU Ti ot aiTiof eiciv*

oV Yap TWTOT euas Pous ffAacav oUde uév (Trmous.

oudé ot év VBin epiBdAaxi BwTiaveipn

KaPTOV €BNARoavT . émel 1) uAAa TOAAG peTafy

oUped Te okidevta Balacod Te fixiecoa

GAAG ool @ Wéy' avaldis du' Eéomoued’ dppa oU xaipns.

Twnv apvupevol MeveAdow ooi Te kuvddTTa

pos Tpwwv: TV ol T uetaTtpén oud’ &heyiles

kal 31 pot yépas autods agaipricecBal &etAeis,
@ ém ToAAa udynoa. 8déoav Bé pot ules 'Axaidv.

* For what follows I rely throughout on the arguments and methodology of Nagy 1979.

* On the connection between Tiur and pfvis in epic and in cult see Nagy 1979.72-83 and
discussion below.

¥ See especially the summary in Nagy 1979.118 and bibliography ad loc.
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oU HEv ool TToTe Toov éxw yépas OTTéT "Axatol

Tpwwv éxmépowa’ el vatduevov rroAiebpov:

di)\d TO WEV TTAEIOV TTOAUATKOS TTOAEHOIO

XEIPES Epal Si€rouc™ &Tap v Tote Saouds knTal,

ool TO yépas oAU peilov, éyw &' SAiyov Te pilov Te
EpxOM’ EXcav ETTl Vijas, ETEl KE K& U TToAepilcov.

viv &' elut OBinv &', eTrel | TOAU @épTepdV €OTIV

olkad' Iuev auv vruoi kopwviov, oudé o’ dtw

€vBad’_&Tinog e dpevos katl TAcUTov agueiv. (1.154-171)

For [ did not come here to fight on account of the Trojan spearmen

since to me they aren’t responsible in any way.

For they never drove away my cattle or my horses,

nor did they ever in fertile man-nourishing Phthia

destroy my crop, since indeed there are many shadowy mountains and
the roaring sea in between us.

Rather, o great shameless one, we followed you so that you might be
happy,

while V\[/)e won honor for Menelaus and for you, dog-face,

at the expense of the Trojans. To these things you don’t pay any attention
nor do you care.

And look how you threaten to deprive me of my prize yourself,

for which [ toiled much, and which the sons of the Achaeans gave to me.

Not ever do [ have a prize equal to yours whenever the Achaeans

sack a well inhabited citadel of the Trojans.

But the greater part of the grief-filled fighting

my hands accomplish. Yet whenever the division occurs,

your prize is much greater, and [ with something small but dear

go to my ships, when [ am weary from fighting.

But now I will go to Phthia, since it is indeed much better

to go home with my curved ships, nor do I think that

[ will accumulate wealth and riches for you while I am without honor.

On one level Achilles the warrior seems to be saying that he fights solely for the
material possessions that are awarded to him. But a closer look reveals that the
acquisition of a prize is closely associated with Tiuj. When Agamemnon takes
away Achilles’ prize, his yépasg, Achilles becomes &Tiuos (171). The loss of
material honor in the narrative of the [liad threatens Achilles’ status as a recipient
of cult honors in Greek religious practice.

When the Achaeans fight at Troy for the restoration of Helen they are

winning T for Menelaus (159). Likewise when Achilles refers to his yépas -
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the loss of which causes him to be &Tipos - he means Briseis. Briseis and Helen
and Chryseis are prizes on the level of narrative, but on the level of poetry and
cult nothing less than immortality is at stake. In [liad 1, an argument over a
woman who is a prize becomes a struggle between two epic figures for Twumn.
Agamemnon responds to Achilles’ threat to return home by saying that others,
including Zeus, will honor him, even if Achilles leaves (Tiufioouct 174). Achilles
then asks for his mother’s help in securing punishment for Agamemnon, because
he did not show him any Twun (6 T° &pioTov "Axaiddv oudtv éTigev 1.412). Thetis
supplicates Zeus at Achilles’ request, and asks repeatedly for Tiun:

ZeG aTep el moTe 81 o wet’ &bavdaTrowow dvnoa

N €meL 1} Epy e, TOBE Wol kprinvov eéAdupr

Tiunodv Ko viov o; WKUHOPWTATOS GAAwv

ETAET aTap uw viv e &vag avSpmv Ayaueuvoav

nTiunocev EAcov yap Exel yépag autos amovpas.

aiia ou n'sp UiV TIoOV O)\uums unTtETG yASVE

ToPpa &' ¢m Tpddeaot Tibet Kpa'rog oq>p av 'Axaiot
utov EUoV Tiowaty 0PéAAcwaiv T¢ € Tiuf. (1.503-510)

Father Zeus, if ever I helped you among the immortals,

either in word or deed, fulfill for me this wish:

Honor my son, who is the most short-lived of all others.

Since as it now stands the lord of men Agamemnon

has dishonored him. For he took his prize and keeps her, he himseif

having taken her away.

But do you honor him, wise Olympian Zeus.

Give power to the Trojans until the Achaeans

honor my son and strengthen him with honor.
When Agamemnon insists on taking Briseis he attempts to take Tiur} away from
Achilles and secure it for himself. But Thetis” entreaty makes it clear that neither
character can win Tiun} without Zeus. Here the religious dimension of the word
becomes most apparent. At the same time, Thetis makes the connection between

Tt and Briseis as yépas explicit. Agamemnon has dishonored Achilles by

taking his prize and keeping it.
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As Nagy has shown, the loss and restoration of Tiurj are fundamentally
connected with the grief (&xos 1.188) and cosmic ufjvis of Achilles. We may
compare the wrath of Achilles with the pattern of the Homeric Hymn to Demeter:

The dkhos of Demeter is instantaneous with the abduction of the

Kore (H.Dem. 40, 90-91). Her resulting ménis (H.Dem. 350) causes

devastation in the form of cosmic infertility (351 ff.). The timai

‘honors’ of the Olympians are this threatened (353-354), and it is

only with the restoration of Kore that Demeter’s ménis ceases (410),

as her dkhos abates (axéwv: 436). Demeter thereupon gets her

appropriate timai (461), and her anger (468) is replaced with

fertility (469, 471 ff.)."

Achilles, like Demeter, conceives instantaneous Gxos when Agamemnon
threatens to take Briseis (1.188). But for Achilles, as Nagy goes on to show, the
restoration of Twun and the cessation of ufjvis in connection with the abduction
and return of Briseis do not bring an end to &xos; the intervening death of
Patroclus brings about permanent &xos.

The abduction of a woman as demonstrated by Helen and then Briseis
seems to be a theme with deep poetic and religious significance. The superficial
consequences of the loss of a prize within the poetic narrative are primarily
material and social, but the consequences on the level of cult are acknowledged
and even emphasized by various characters. It is therefore too simplistic to
accept the formulation of Achilles himself, who articulates the importance of
Briseis in purely emotional terms. Briseis as “prize” unites three cosmic themes

that are crucial to the plot of the Iliad and the character of Achilles: uijvis, Tun,

and &xos.

¥ Nagyv 1979.80



Girl

In the account of the Trojan War by Dictys of Crete Briseis is very much a
voung (or at least unmarried) girl, the daughter of King Brises of Pedasos, whom
Achilles receives as a prize along with Diomedeia, the daughter of King Phorbas
of Lesbos.' I this chapter [ explore to what extent, if at all, the Iliad conceives of
Briseis’ girlhood. Briseis is referred to as simply xoUpn in at least 11 places in the
[liad. Yet we know from Briseis' lament in [liad 19 that she was married. Might
there be in the appellation koupn a reflection of an alternative tradition in which
Briseis is an unmarried girl? If so, what would such a story be like? [ believe
there are passages in the [liad that reflect to some extent such an alternative
tradition. It is my aim in this chapter to try to reconstruct some possible variants
on the Briseis story. I pay very close attention to traditional, formulaic phrases in
order to uncover a history behind Briseis’ brief appearances in the [liad. [ also
explore the story patterns preserved in other, primarily later sources as I attempt

to reconstruct Briseis’ role as a “girl” in an Aeolic epic tradition.

In the previous chapter I explored the way that Briseis and Chryseis
function as prizes in [liad 1. For Agamemnon at least the two prizes are
interchangeable. This interchangeability has an interesting corollary in the

formulae associated with their metrically equivalent names. Both are patronymic

* See Dictys of Crete 2.16-19. For more on Dictys see p. 5 note 15, above, and discussion below, p.
477
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in form and seem to be derived from their (presumed) towns of origin, Brisa
(Brésa) and Chryse.’ If this is correct, it could mean one of two things. Either the
father of each woman is traditionally associated with a particular town, and that
the name of each daughter has been formed as a patronymic,’ or (at least in the
case of Chryseis) the woman herself is associated with a particular town, and the
name of the father has been formed based on the daughter’s. The matter is
further complicated by the fact that the names Chryseis and Briseis seem to have
added significance. Chryseis may be related to the word for gold (xpuods),
Briseis to words for martial strength.! These two concepts define the men to
whom they are attached. Throughout the history of the poem the names were no
doubt interpreted in different ways. [ would argue that the multiple meanings
were appreciated simultaneously at various stages of the evolution of the poem.
The complication is actually a part of the sophistication of this tradition.

[t is a mistake [ think to discount the importance of the father of each
woman (as some scholars have done) by assuming that they are invented
characters whose names derive from their (likewise invented) daughters.’ I argue
this because formulaically Briseis and Chryseis are more often than not defined

by their girlhood, and they are consistently referred to as the daughters of their

* For the geography, see the commentary of Leaf 1900-1902 at 1.37 and 1.184. (See also below, note
30

"So Kirk 1985.57 of Chryses.
* See p. 4 note 10, above.
“See, e.g., Murray 1911.221 (“She has no father or mother: no history apart from the one incident

tor which she was invented”), and similarly Friis Johansen 1967.153. For more on the concept of
“invention” and the phrase “Homer invented” see discussion below, 106-112.
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fathers. Briseis is defined patronymically or in relation to her father in the

following ways:
Bponis (19.282), Bpioni®a (1.184, 323, 346)
koupns... Bpiontdos (2.689), Bpionitdos... koupns (1.336), koupn Bpionid
(19.261)

koupn Bpiafios (9.132), koupnv Bpioijos (1.392)

And as | mentioned above Briseis is simply koUpn in at least 11 places in the
[liad.” Likewise Chryseis is koUpn at 1.98 and 1.111.

Carolyn Higbie has shown that the naming of Briseis and Chryseis
conforms to the way that other women in the [liad are named, although it is
unclear to what extent the patronymic has replaced an actual name.” Women in
the Iliad can be named by means of several combinations, including their own
personal name, patronymic (with or without their personal name), husband'’s
name, and homeland.’ Even married women are often referred to by patronymic
(with or without their husband’s name). The prize of Nestor, Hecamede, is
identified by personal name, her father's name, and land:’

Tolol 8¢ TeUxe KUKEI® EUTTASKkapos 'Exauridn,

TNV GpeT ek Tevédoio yépcov, OTe TrEpoev 'AXIAAEUS,

BuyaTép’ 'Apaivdoou ueyaAriTopos, fiv oi 'Axaiol

é€eAov oUveka BouAi] aploTeveokev amavrtwy. (11.624-627)

And Hecamede with beautiful tresses made for them an elixir,

she whom the old man took from Tenedos, when Achilles sacked it,

the daughter of great-hearted Arsinoos, whom the Achaeans
chose for Nestor since he excelled all in counsel.

" 1.275, 298, 336, 337; 2.377;9.637; 16.56, 85; 18.444; 19.38, 272.
" Higbie 1995.113.
* Higbie 1993.111.

* Higbie 1995.113.
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We are not told whether Hecamede was married and whether Achilles killed her
husband, in the pattern of Briseis and later Andromache. Scholars generally
assume that Chryseis too, like Briseis and Andromache, was married and in her
husband’s city when she was captured." The stories of these four captive women
(Hecamede, Chryseis, Briseis, and Andromache) would then be nearly identical.

According to most interpretations of the relevant passages Briseis and
Chryseis were born in Brisa and Chryse, but then moved to Lyrnessos and Thebe
when they married." Achilles captured them when he sacked these towns in a
series of raids that took place just before our Iliad begins. We may compare the
following passages:

wxOued’ &5 OnPnv iepnv AW 'Hetiwvos,

v 8¢ diempaBouév Te kal fyouev évBade mavta:

Kal Ta pév eV SdaoavTo pueTa ogiow ules 'Axaiddv.

ek &' Edov 'ATpetdn Xpuonida kaAAirdpnov. (1.366-369)

We went to Thebe the holy city of Eétion,

and we sacked it and brought everything here.

And the sons of the Achaeans divided up everything well among
themselves,

and they chose beautiful-cheeked Chryseis for the son of Atreus.

KEITO Y&p v viieact modapkns Slos 'AxiIAAeUs

Koupns xwouevos Bpionidos fuxkduoto,

v ek AupvnaoooU e€eideTo TTOAAG poyTioas

Aupvnooov diatropbricas kal Teixea Onpns.

kad 8¢ MuvnT’ éBalev kal 'EmioTpogov éyxeciucipous (2.688-693)

For swift-footed brilliant Achilles lay among his ships
angered over the fair-haired girl Briseis

whom he took from Lyrnessos with great toil,

when he sacked Lyrnessos and the walls of Thebe,
and he slew the spearfighters Mynes and Epistrophus.

* Leaf 1912. 244; Taplin 1986.18, 1992.84-86. Kirk, however, suggests that she was visiting Thebe
when she was captured (Kirk 1985.57, 91).

" See the commentary of Leaf 1900-1902 at 1.37 and 184, 2.690, and 19.286. For the location of
ancient Chryse, see also note 30, below.
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In the first passage Achilles narrates his own deeds (and those of his comrades)
in the sack of Thebe. The Achaeans chose Chryseis out of the spoils of the town
as a prize for Agamemnon. In the second passage, the narrator recounts Achilles’
sack of Lyrnessos, after which he chose Briseis as his prize. The close relationship
between the sacks of the two cities is reflected above all in line 2.692, in which the
narrator includes both towns as part of a single expedition, even though the
subject of this particular micro-narrative is Lyrnessos.

[f Chryseis was married, as with Hekamede we never learn the name of
her husband. Instead Chryseis and Hekamede (and likewise Briseis) are
assoclated with their fathers and referred to as xoUpn or alternatively as Buydmp
(11.626). War prizes, in fact, seem to be eternal xoUpat, whether married or not.
[n the [liad and Odyssey, women whose husbands have been killed revert to their
father’s household: once widowed, they become girls again.

This sequence ot events in a woman'’s life can be illustrated quite clearly in
the case of Penelope in the Odyssey. As Higbie points out, the suitors never refer
to her except as “the xoupn of Icarius, wise Penelope” (Odyssey 16.435; 18.245,
285; 21.321):

This suggests, perhaps, that they wish to see her not as the wife of

Odysseus and thus unavailable to them as suitors, but as an

unmarried female, still under the protection and control of her

father, or as a widow who has been returned to her father’s

authority. Indeed they urge that Penelope go back to her father’s

home so that she may leave it again as a bride (2.195-97)."

Higbie cautions against taking this argument too far, since elsewhere married

women are identified by their father’s name. But the parallels in the [liad support

Higbie’s thesis. If Odysseus is in fact dead - and the suitors assume this to be the

“ Higbie 1995.130.



69

case - Penelope is a war widow, and thus reverts to “girlhood” under her father’s
control.

It is helpful here to examine more closely the force of the word xoupn as it
is used in the Iliad. In addition to applications of the word to Chryseis and
Briseis, there are three major categories into which the uses fall. The first
category is (goddesses) daughters of Zeus. These are Athena (5.733, 875; 6.305,
312; 8.384; 10.296; 24.26), Artemis (21.505), and Aphrodite (20.105), as well as the
Muses (2.598), the Nymphs (6.420), and the Prayers, or Airtai (9.502, 9.513). Helen
is also koupn Aids aiyidxoto (3.426), and elsewhere she is Awdg Buydatnpe
(Odyssey 4.227) and Awos éxyeyavuia (lliad 3.199; Odyssey 4.184 and 23.218). The
second category, perhaps not to be distinguished from the first, is comprised of
the daughters of mortal men. Cleopatra, the wife of Meleager and daughter of
Marpessa and Idas (9.557), and the daughters of Priam (6.247, 13.173), Phoinix
(14.321), Agamemnon (9.388), and the rest of the Achaeans (9.396) are all koUpat.

The third category of uses of koupn involves comparisons of warriors to
girls. The first occurs at Iliad 2.870-875, in the catalogue of Trojan allies:

TV HEV &Gp' "Auginaxos kait Naotns nynodabnv,

Naotns "Auginaxds te Nopiovos ayAaa Téxkva,

0§ Kai Xxpuagov £xcv ToAeuov &' Tev noTe koupn

viTrios, oudé Ti ol TS y' étmpkece Auypdv SAeBpov,

GAA’ €8aun uTd xepot rodwkeos Alakidao

EV TTOTQHG. Xpuaov & "AxiAeus ékduiooe Salppwv. (2.870-875)

Of these men Amphimachus and Nastes were the leaders,

Nastes and Amphimachus, the shining sons of Nomion.

Amphimachus® went to battle wearing gold like a girl,

the fool, nor did it ward off baneful destruction in any way,
but he was overcome by the hands of the swift-footed Aeacid

“* In the Greek text it is not clear whether Nastes or Amphimachos is referred to as the wearer of
gold. Amphimachos is the last to be mentioned by name; Aristarchus understood him to be the
referent. Others understand Nastes. See Kirk 1985 ad loc.
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in the river, and war-like Achilles carried off the gold.

[n this passage a Trojan warrior is compared to a girl on the basis of the gold that
he wears, possibly in his hair like Euphorbus at 17.51-52." The adjective vrjmios
at first glance may or may not be connected with what precedes; we may
compare 20.296 viiriog, oUud€ Ti ol xpaiounoel Auypdv dAeBpov. koupn refers to
gender and age class, and may be descriptive rather than pejorative.

Susan Edmunds has shown that vrimios is used of adults who because of
“mental disconnection” put their trust in the wrong things, and hence lack
awareness of their impending death.” Edmunds in an exhaustive study of the
word defines vrjmos as the state of being mentally and socially disconnected in a
way that is characteristic of children. viiTros is in fact a negative expression of a
root of which fimos is a positive." fjmos is to be “like a father” while viimios is to
be “like a child.”"” vimrios in this passage therefore applies both to what precedes
(the state of being a xoupn) and to what follows (Amphimachus’ trust in his
gold). The implication is that to be a koupn in this passage is to be a child and a
daughter - that is a young girl who still lives in her father’s house.

In the second of the two passages in the Iliad in which warriors are
compared to girls, a similar collocation is made. Achilles describes Patroclus,
who laments the deaths of the Greeks:

Timrre dedaxkpuoal TTaTpdkAees, ijUTe koUpn

vnTrin. i} 8" dua unTpl Béouc’ averéobal aveoyel
ElQVOU GTITOHEVT, KAl T’ ETOUUEVTIV KATEPUKEL,

4 See Kirk 1985 ad loc.
* Edmunds 1990.89-90.
® Pretace to Edmunds 1990.

7 Edmunds 1990.98.
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dakpudeoca dé uw oTidépkeTal, dep’ avéAnTal (16.7-10)

Why ever do you cry, Patroclus? (You are) like a

vios girl, who running along with her mother begs to be picked up,

grabbing onto her robe, and she hinders her as she is trying to go,

and tearfully she looks at her, in order that she be picked up.

Here, as in the preceding passage, a form of vrimos is coupled with koupn in
order to convey a mental state that is characteristic of children (and not fathers).
The application of koupn vnTrin to a child running after her mother brings out
even turther the association with daughters contained in both words.

When we now consider the application of the term koUpn to prize women
like Chryseis and Briseis, it seems clear that in the Iliad xoupn refers above all to
the state of being a daughter, particularly a daughter who is under the control of
her father. Only twice in the lliad are married women who are not widows called
koUpal of their fathers. As my last two examples show, the term koUpn contains
connotations of gender and age class but is very much connected with the
tather/child relationship. The basic meaning of the word as we understand it
outside of the [liad is “maiden” - that is a young female who has not yet been
married but is eligible to become married or on the verge of marriage.” Gloria
Ferrari has recently shown that the state of being a vuugn is one that a woman
can experience multiple times." Similarly Giulia Sissa has argued that Greek
virginity (Trap@eveia), once given up, is not forever lost but is actually
recoverable.” If a woman is returned to her father’s house, she becomes a

“maiden” again, and eligible for marriage.

* Cf. the definitions given by LSJ® (s.v. kdpn): “girl”; “maiden”; “of a bride, Hom. Od. 18.279,
vounyg wife, Hom. Il. 6.247, Eur. Orest. 1438 (lyr.), Hdn.3.10.8, or concubine”; “daughter.”

** Ferrari (forthcoming).

* Sissa 1987 (= 1990).
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This is precisely what would have happened to Penelope, had she ever
accepted Odysseus’ death, and what does happen to her on the level of Homeric
diction. Likewise Briseis and Chryseis become “girls” after the deaths of their
husbands. It is Chryseis’ father who comes to ransom her; she has no other male
protector who can do so. After her ransom she is returned not to Thebe but to her
father’s household in Chryse. We may compare the fate of Andromache’s
mother, who was like Chryseis a married woman living in Thebe, married to
King Eétion:*

LlﬂTEpa 5.1 Bacd\euev UTro TAdkeo u}\nsocn

TV el &p delp’ fyay’ &y’ &AAoiat KTEQTECOLY,

ay 6 ye v améAluce AaPBwv amepeiol’ &owva,

TaTpos &' ev ueyapolal BaX’ "ApTeuls ioxéaipa. (6.425-428)

And my mother, who was queen under wooded Plakos

her he [ed here together with the rest of the possessions,

but he released her after taking countless ransom,

And Artemis who showers down arrows slew her in the halls of her

father.
Like Penelope, Andromache’s mother is a woman who has been married and has
grown children, and yet returns to her father’s household once widowed.

The state of being a koUpn implies marriageability. Girls are xoUpau in so
far as they have a male (usually their father) who can give them in marriage. The
designation of Chryseis and Briseis as koUpai may help to explain the use of the
phrase koupidin &Aoxos in connection with the two women. Agamemnon prefers
Chryseis to his own koupidin &Aoxos; Briseis says that Patroclus had promised to

make her Achilles’ koupi8in &Aoxos. Earlier commentators have been troubled

by the application of the phrase to Briseis not only because of her concubine

* Cf. Taplin 1986.18, note 6.
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status but because she was married before. But Briseis and Chryseis, who are
repeatedly referred to as the xoUpat of their fathers, are on the level of Homeric

diction expiicitly marriageable.

The purpose of this examination of the term koupn has been to determine
to what extent Chryseis and Briseis are the quintessential girls and daughters of
the [liad. The lliad after all begins with a man coming to ransom his daughter. As
[ noted above, the ransoming of a daughter is a theme that functions as both a
macronarrative (Chryses and Chryseis) and micronarrative (Achilles and
Andromache’s mother) in the Iliad. Emmet Robbins has argued that the two
stories should be read together and serve an important purpose in characterizing
the behavior of Agamemnon (and later Achilles).? Agamemnon'’s harsh
treatment of Chryses and initial refusal to give up Chryseis contrasts with
Achilles” more reasonable (and respectful) treatment of Andromache’s mother
and grandfather. The ransom of Hector by Achilles in [liad 24 then takes on even
turther significance in light of these two contrasting treatments.

The father-daughter relationships set up by the word koUpn are therefore
very important for our understanding of two crucial and framing episodes of the
[liad, namely the ransoming of Chryseis and the ransoming of Hector. But to
what extent may we view Chryseis and Briseis in that other aspect of koUpn - that
is, as girls? As we have seen, the word koUpn, though it refers to an age class,

may be applied to even middle aged women. Thus the term “girl,” which is the

* Robbins 1990.
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title of this chapter, may be an inappropriate one, even when xoupn is used of

Chryseis and Briseis without further specification.

In Dictys of Crete, however, Briseis does seem to be a young girl under the
protection of her father. In Dictys she lives and is captured in Pedasos, not
Lyrnessos, and she’s young enough that the Achaeans give Achilles both Briseis
(who is named Hippodameia in this story) and a girl named Diomedeia® as
prizes, because the Achaeans thought that it would be cruel to separate girls of
their age:

ipse etiam Achilles praeter Brisi filiam Hippodamiam Diomedeam sibi

retinuit, quod eiusdem aetatis atque alimonii non sine magno dolore

divelli poterant et ob id iam antea genibus Achillis obvolutae, ne

separarentur, magnis precibus oraverant. (2.19)

Achilles himself in addition to Hippodameia the daughter of Brises

kept Diomedeia for himself, because they could not be separated

without much grief since they were of the same age and rank, and

because of this they had already before beseeched Achilles having
fallen at his knees that they not be separated.

Dictys’ version suggests to me the possibility at least that Briseis is a young

(unmarried) girl in some traditions.
[n such a tradition Briseis’ father might play a role, perhaps as king of the
city of Brisa (or Pedasos as here) and the father of Briseis’ brothers whom

Achilles kills (lliad 19.293-294). The sack of Pedasos is narrated in Dictys of Crete

as follows:

Ceterum Achilles haud contentus eorum, quae gesserat, Cilicas
adgreditur, ibique Lyrnesum paucis diebus pugnando cepit. interfecto
deinde Eetione, qui his locis imperitabat, magnis opibus naves replet,
ducens Astynomen, Chrysi filiam, quae eo tempore regi denupta erat.
propere inde Pedasum expugnare occepit, Lelegum urbem, sed eorum rex
Brises ubi animadvertit in obsidendo saevire nostros, ratus nulla vi

= Cf. lliad 9.663-665, where Achilles goes to sleep with Diomedeia, now that Briseis is with
Agamemnon.
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prohiberi hostes aut suos satis defendi posse, desperatione effugi salutisque

attentis ceteris adversum hostes domum regressus laqueo interiit. neque

multo post capta civitas atque interfecti multi mortales et abducta filia

regis Hippodamia. (2.17)

But Achilles, not at all content with what he had done, attacked the

Cilicians, and there took Lyrnessos by assault within a few days.

Then after Eetion, who ruled over this area, had been killed, he

filled his ships with great wealth, taking Astynome, the daughter of

Chryses, who at that time was married to the king. From there he

began in haste to besiege Pedasos, the city of the Leleges, but when

Brises their king understood that we were relentless in our siege,

thinking that the enemy could be warded off or his family

sufficiently defended by no amount of force, in despair of flight

and safety and with the rest of the people focused against the

enemy returned home and hung himself. Not much later the city

was captured and many people were killed and the daughter of the

king Hippodameia was abducted.

[ note the variations from the Iliadic references to Briseis as follows: Here she is
the daughter of Brises, but she has a personal name Hippodameia, which is
nowhere in the [liad. She is not married, but lives in Pedasos and is the daughter
of the king. It is possible that Dictys of Crete incorporates into his retelling of the
Trojan War a variant tradition in which Briseis is an unmarried princess. If this
narrative is in fact a compression of an epic tradition or a fuller treatment
elsewhere, it is clear that in that treatment the king Brises played a very
important role involving the defense of his family, failure, and then suicide.

[f we want to postulate that in a tradition not featured in our [liad Briseis
plays an important role as the daughter of a local king, just as Chryseis figures
prominently in [liad 1 as the daughter of the priest Chryses, we necessarily rely
on a great deal of speculation, due to the nature of our sources about Briseis and

archaic epic traditions outside of the [liad and Odyssey. Nevertheless, our sources

present us with at least three possible local connections for Briseis, each
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associated with very old traditions. It is my contention that these different locales
also have different story patterns associated with Briseis.

In several places in the [liad we learn that Briseis was taken from
Lyrmessos (2.690, 19.59-60). But in the Cypria, as we are told by the scholia to the
[liad, Briseis comes not from Lyrnessos, but from Pedasos:

v TTRdacov ot Tav Kumpicwv omnTal, altds 8¢ Aupunoloddv
One scholion also notes that “&AAot apxaiot” name Briseis Hippodameia.” In
these two significant respects Dictys of Crete is in agreement with very old
traditions against the Iliad. The association of Briseis with Pedasos and the name
Hippodameia should perhaps indicate that Dictys had access to the “&AAot
apxaiol” cited by the scholia, and that in some archaic traditions Briseis in fact

gets captured in Pedasos.”

“ From the T scholia at 16.57.

= From the A scholia at 1.392: foike TATPLOVUUIKDS TA SVSUATA QUTDV SXNHATICEW & IO TTS.
ws yap @Alot apxaiol icTopoltal i pév "AaTuvoun ékaleito. 1 8¢ IrmoSduea. Note that here
Chryseis is named Astynome, as in Dictys. Cf. Eustathius 121.10. The term apxaiot in the scholia
reters to Homer and earlier poets in contrast with oi vecdTepor, who include Hesiod, the archaic
poets, the tragedians, and Alexandrian poets like Callimachus. See Henrichs 1993.189 note 4. For
the poets of the Epic Cycle as vechbtepor see Davies 1989.4.

* Dictys’ version, like many works of the Second Sophistic that claim to provide a truer and more
accurate account of the Trojan War than that of Homer, is radically different than the version
presented in the lliad. Dictys claims to be an eyewitness to the Trojan War who accompanied
Idomeneus and kept a journal. The authoritative frame of Dictys’ eyewitness account is further
supported by a dry, chronicle like style that adds credibility to the claim that the text is a war
journal from the Trojan War. Paola Venini (1981) has described in detail the ways in which
Dictys’ narrative differs from the Homeric poems. The account is rationalized in accordance with
the premise that it is a diary written by someone who fought at Troy. The gods do not intervene
in the action, Achilles and other heroes do not possess superhuman abilities, and the Trojans are
presented less sympathetically than they are in Homer. There are also a number of variations in
Dictys that cannot be so easily explained. For example, in 2.47 Chryseis returns his daughter to
Agamemnon in gratitude because she was treated so well by him. Such variations, when they are
unattested elsewhere, certainly impart a fictional, novelistic quality to the narrative, especially for
modern readers who do not have access to the full range of Dictys’ sources. [For Dictys’ sources
see Griffin 1907.3 note 1 and the citations in Venini 1981 passim.] But it is important to note that
very often the variations in Dictys are attested elsewhere. [See Venini 1981.175-196 with notes
and citations ad loc.] This is the case with Briseis. For two recent discussions of the truth behind
the “fiction” of many works of the Second Sophistic, see Merkle 1994 and Bowersock 1994.
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In the Iliad there are suggestions that Briseis has still a third possible
origin. In Iliad 9 and 19 Briseis is associated with seven other women who have
been taken from Lesbos and are particularly famed for their beauty and
handiwork:”

Scbow &' ETTTa yuvaikas auvuova épya iduiag

AecPidag, as 8te AéoBov EUkTIUEVTIV EAEV QUTOS

eEeAounv. al kaAAel évikwv QUAQ yuvaikdv.

TAs HEV Ol BedOow, UETA &' E0oETal fjv TOT' ATMUpPLWVY

koupn Bpiotios (9.128-132)

I will give him seven women of Lesbos, skilled in faultless handiwork,

whom [ myself chose when he sacked well-fortified Lesbos,

who surpass the tribes of women in beauty.

[ will give him these, and with them the one whom I took away,

the daughter of Brises.

€k &' &yov alya yuvaikas auuuova épya iduiag
€T, aTtap dydodmv BpioniBa kaAAimrdpnov. (19.245-246)

They led out quickly the seven women skilled in faultless handicrafts
and eighth was the beautiful-cheeked Briseis.

At the end of book 9 Achilles goes to sleep with Diomedeia, the daughter of King
Phorbas of Lesbos, who substitutes for the absent Briseis,” and with whom
Briseis is paired interestingly enough in Dictys of Crete.” Briseis therefore seems
to have some connection with Lesbos, although the [liad never specifies what that

connection is. As I noted above it has been thought that Briseis should be

~ On Briseis as one of the beautiful Lesbian women see also Aloni 1986, who interprets these two
passages as [ do here.

= Aloni 1986 also interprets this substitution as indicating a connection between Briseis and
Lesbos.

~ Dictys of Crete 2.19.
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connected with the town of Brisa (Bresa) on Lesbos. A town of Chryse has also
been located on the island of Lesbos.®

A Lesbian origin for Briseis accords well with linguistic analysis of
Homeric diction that shows that the Iliad passed through an Aeolic phase of
transmission before reaching its final lonian phase in which we now have it.”!
This Aeolic phase has been further identified as specifically connected with
Lesbos.” The linguistic evidence has led several scholars to postulate a
flourishing tradition of Lesbian epic poetry, to which Sappho 44, The Wedding of
Hector and Andromache, may be related.” Gregory Nagy has demonstrated the
way that the final lines, TTaov’ dvkaAéovTes ékaBoAov evAupav / Juvny &'
"ExTopa k'Avdpouaxav BeoeikéAolis, interact with Iliadic epic traditions about
Apollo, Hector, and Achilles. In this poem, moreover, Priam’s name is given as
TTépauos (44.16). Martin West has pointed out that this Aeolic form, like
[Téppanos at Alcaeus 42.2, shows that the Aeolians had an independent tradition
about Priam and the Trojans.

Richard Janko and Antonio Aloni have each discussed the historical

circumstances that underlie competing Aeolic and Ionic epic traditions in the

¥ See Leaf 1900-1902 at 1.184. A town of Chryse was known in historical times on the west coast
of the Troad. Fick derived Briseis’ name from the town of Brisa and argued that in earlier tellings
of the story both Briseis and Chryseis were taken in Achilles’ sack of Lesbos.

" This was most convincingly established by Parry 1932, who showed that the diction of Alcaeus
and Sappho is likewise traditional. For the Aeolic features of Homeric diction see also Palmer
1962, Hoekstra 1965, and Janko 1982. I note here that the territory of archaic Lesbos would have
included the mainland opposite the island.

2 See Janko 1982.91.

" See West 1973 and Nagy 1974.134-139.

* West 1973.191.
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Troad.™ Whereas Janko has discussed generally the Aeolic dialectical layer and
the geographic implications, Aloni takes a more historicist approach in his
analysis of conflicts between the Mytilene, the preeminent city of Lesbos, and
Athens in the era of the Peisistratids.” Aloni argues that the political conflicts
between the Mytilenaeans and the Athenians had their counterparts in
competing epic traditions involving Athenian and Mytilenaean activities in the
Troad.

[ would like to build on the work of these scholars by trying to place
Briseis within an Aeolic epic tradition. Her patronymic name is in fact
characteristic of the Aeolic dialect.” What would an Aeolic epic narrative about
Briseis and Achilles be like? As I noted above, the three different localities
associated with Briseis (Lyrnessos, Pedasos, and Lesbos) are each connected with
details that suggest different stories. In the Lyrnessos pattern, Briseis is married
and Achilles kills her husband, who is the king of the city. This is the pattern
most represented in the lliad.® Chryseis, Andromache, and perhaps Hekamede
are part of such a pattern.

In a Lesbian tradition, Briseis might be associated with an epic tale about
Achilles’ sack of the island and the “beauty queens” that he captures from each

of the towns of Lesbos.” The A scholia at Illiad 9.129 note in reference to the seven

© See also Carpenter 1946.56-69.

“ Aloni 1986. Janko 1982.92 notes that Phthian Achilles is an Aeolian hero, and that Lesbos made
claims on the Hellespontine region in historical times. He argues: "All the essentials for a
‘national’ epic on the Trojan theme were present in Aeolis...”

¥ Parry 1932.28 (=1971.345) and Palmer 1962.98.

* See especially 2.688-693 and 19.295-296.

" For more on the epic traditions of Lesbos centered around Achilles see Aloni 1986.
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women of Lesbos famed for their beauty that there was a beauty contest held in
the precinct of Hera on Lesbos called the kaAAioTeia:*

mapa AecBiols aycv dyetal kdAAous yuvaikdv év Té Tijs “Hpag
TEHEVEL Aeyouevos kaAAioTeia

Agamemnon, moreover, refers to Achilles’ capture of the island of Lesbos and
the seven beautiful Lesbian women when he offers them as compensation.*!
Achilles might also be interpreted as referring to this conquest when he boasts of
the twenty-three cities that he has captured by land and sea:

8ch8exa 8n ouv viuct TéAets aldmal’ avBpddmeov,
TeCos &' Evdekd @nui kaTta Tpoinv épiBwAov-(9.328-329)

[ sacked twelve cities of men with my ships,
and on land I claim that I sacked eleven below fertile Troy.

Could beautiful-cheeked Briseis be one of those beauty queens in a Lesbian epic
tradition? The Iliad may evoke such a tradition, imbedded as it is in both the
traditional order of the catalogue of Agamemnon'’s gifts (“and eighth was the
beautiful-cheeked Briseis”), and the verse that describes them as conquering the
tribes of women with their beauty.*

In the Pedasos pattern, as we find it represented in Dictys of Crete, Briseis
is the unmarried daughter of the king of a city. Achilles kills the king - perhaps in

order to carry off his daughter. Because we have only a free Latin translation of

¥ See Nagy 1993. Nagy shows that the sacred contest was not only for beauty, but was also
choral. Cf. Alcaeus 130. 32-35:

onrar AleaBilades kpivvduevar puav

meaAevT EAkeaimeTAol, Tepl BE Bpéue

Gxw Becmesia yuvaikcov

ipals ojAoAvyas eviavaoiag
For more on the social and ritual context of archaic choral performances of aristocratic girls see
Calame 1977 (=1997).

* [liad 9.128-130.

*9.128 (...ai kaAAel évikcov PUAG yuvaikeow).
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an original Greek Dictys, it is impossible to know exactly how the capture of
Briseis/Hippodameia was represented in the original text. Such a story pattern
would have a very old epic parallel in the now lost Capture of Oichalia attributed
to the Samian epic poet Kreophylos.*

A slightly different pattern emerges from an account of the siege of
Pedasos related in the scholia.* Walter Leaf summarizes the account as follows:

The siege of Pedasos seems to have enjoyed greater fame than fell
to those of Thebe and Lyrnessos. It has an echo in a late story
preserved by the Scholiasts on Il. vi. 35.° “It is said that this town of
Pedasos was formerly called Monenia; and that Achilles after
besieging it for a long time was on the point of retiring, when a
maiden named Pedasa, who had fallen in love with him, wrote
these words on an apple:

Faint not, Achilles, till thou take the town:

Water has failed them, and they thirst to death.
Upon this Achilles stayed till he captured the place, and called it
Pedasos, after the maiden.” The whole spirit of the story is late, and
the iambic lines show that is does not come directly from an epic
source; but it is possible that it may be in some distant degree a
descendant from the original Tale of the Foray.*

Leaf suggests that this story might go back to an epic tradition about the raids
around Troy, which he terms “The Great Foray.”

Leaf reconstructs this tradition from references in the Iliad to a series of
attacks on towns in the area of the Troad. These towns include not only

Lyrnessos, Pedasos, and Thebe, but also Skyros, Tenedos and others. Leaf

*' See Burkert 1972 and 1979.78ff. and Davies 1991.xxii-xxxvii with bibliography ad loc.

“ See the scholia at 6.35 The story is attributed in the scholia to Hesiod (= fr 214 MW).

¥ rautv v TTRSaagov mpdTeEpOV piv Movnviav paai kaleioal. 'Axi1AAécws 88 auThv éTi TOAU
ToAlopkroUVTOoS. elTa HEAAOVTOS avaxcpeiv +Teioidiknt Tapbévos Tig éPaoesfoa auTow Ev urAcw
Eypawev: "Mn amedd’. "AxiAAel. mpiv Movnviav EAns: / UBop yap oux veaTi. thiydoit kakds”.
o 8¢ mepuueivas UEtage v ToAw (bT) kai TTHdaoov wvduaae Sia v wapbévov (b). A fuller
narration is provided by the A scholia, which assign the story to Demetrius and Hesiod. See
Hesiod fr. 214 MW.

* Leaf 1912.247-248.



believed that these raids were narrated in a famous epic poem that was an
important predecessor of the Iliad:

When we place these [references to the raids] together, we see at

once that they all belong to a consistent whole-the story of a raid by

Achilles along the southern Troad to the very head of the Gulf of

Adramyttium. They are, besides, so allusive in character, so graphic

and yet so imperfectly told, that they can only be understood as

references to a story, the main lines of which were quite familiar to

those for whom the Iliad was composed. It is indeed possible to

reconstruct the outline of the tale. It was evidently a famous epic

poem... We will call it the poem of the Great Foray.*

Leaf, who was a part of the so-called "analyst" school of Homeric scholarship, is
very text-centered in his theory of a famous epic poem. Nevertheless, if we
substitute the phrase “well-known epic tradition” for “famous epic poem” Leaf’s
analysis is very similar to my own interpretation.

The tradition of the raids does not come down to us in a single fixed
poem. This tradition, like that of the lliad, was a fluid one, and our reconstruction
of it must take into account a number of variations on the tale. One variation is
that of the Cypria, which survives for us primarily in summary form. We know
that the Cypria narrated the sacks of Lyrnessos and Pedasos, and perhaps much
more.* Other variations are indicated in the [liad itself. Allusive references to the
raids form a relatively unified narrative that Leaf is able to reconstruct in striking

detail.* The Iliad and the Cypria do not agree in every respect, however. An

important detail concerns Briseis directly. As the scholiast at 16.57 notes, in the

¥ Leaf 1912.242-243. See also Zarker 1965-66.110-111, where the same passage is quoted.

* Since the Cypria only survives for us in summary form in Proclus’ Chrestomathia, it is impossible
to know the full contents of the poem. Likewise, it is difficult to reconstruct even earlier Cypria
traditions to which the lliad may refer. On the imperfect representation of the Cypria in the
summary of Proclus see Scaife 1995.164-166.

* See Leaf 1912.243-252.
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Cypria Briseis was taken from Pedasos, not Lyrnessos. The Iliad and the Cypria as
we know them today are each variant manifestations of a tradition of the raids.
As Jonathan Burgess has pointed out, the two treatments of the raids are similar
in many ways, but they are nevertheless independent retellings of the same
traditional material.”

The capture of Lyrnessos, Pedasos, the cities Lesbos and the others in and
around the Troad are part of an epic tradition that is distinctly Aeolic.” As Rhys
Carpenter and subsequently Nagy, Janko, and Aloni have pointed out, the pre-
history of the lliad, as it is narrated in the Iliad itself, takes place in Aeolic areas.™
Achilles’ associations with Lesbos in the Iliad connect him directly with Aeolic
traditions, as his Thessalian birthplace of Phthia would suggest.”® Another such

connection is attested in an account of Achilles’ sack of Methymna on Lesbos by

¥ Burgess 1996.

* Nagy 1979.272-273 argues for a Capture of Lyrnessos and Pedasos as local ktisis (“foundation”)
poetry.

* Carpenter 1946.56-59; Nagy 1979.140-141, 272-273 and 1990.75, note 114; Janko 1982.89-93; and
Aloni 1986. See also Bethe 1927.66ff.

" See Nagy 1979.140-141: “We are about to see that there are [liadic references to local epic
traditions concerning Achilles, although they are as a rule merely marginal. In the lliad, such
reterences could not be allowed to interfere with the Panhellenic central theme of the expedition
to Troy - an expedition that goes far beyond local epic interests. The Trojan expedition, as it is
presented in its ultimate form by our lliad, is a grand theme, which, by converging on the one
main goal of Troy, unites on the level of content the heroic and material resources of the various
cultural centers that may each once have had their own epic traditions about conquering various
territories. Aside from its centralized thematic concern about the expedition to Troy, however,
the [liad also manages some marginal references to epic traditions about various other
expeditions to other places, notably Lesbos (IX 129, 271, 664), Skyros (IX 668), Tenedos (XI 625),
and Lyrnessos and Pedasos (XIX 60; XX 90-92, 188-194; cf. XI 104-112). These expeditions all
involve territories that would have been Aeolic at the time that our [liad took its present shape,
and the lliadic references to them consistently stress the heroic preeminence of Achilles. This
emphasis on Achilles is particularly striking in the case of Lesbos: the lliad says that Achilles
himself captured all Lesbos (IX 129, 271), and the significance of such a heroic deed seems to have
less to do with the epic fate of nearby Troy and far more with the here-and-now of a Homeric
audience in the eighth or seventh century B.C. The lliad is here verifying something that applies
from the standpoint of this era: that the affinity of the Achilles figure with this particular Aeolic
island is a matter of acknowledged tradition, incorporated even by Panhellenic Epos.”
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Parthenius.™ This story is similar to the Hesiodic account of the siege of Pedasos
discussed above. Parthenius cites 21 lines from a poem on the founding of Lesbos
that has been attributed by modern scholars to Apollonius of Rhodes, in which
an unmarried girl named Peisidike falls in love with Achilles after looking out on
him from the walls.™ With the hope of a wedding to Achilles back in Phthia she

unlocks the gates of the town, admits the Achaean army, and sees her parents

killed:

8ékTo UEV auTika Aadv 'Axaikdv Evdobl TaTens

TapbBevikn kKAndags UTtoxAicocaca TuAGov:

€TAn &’ olow idéabat év dpbaluoiotl Tokfag
aAkd eEAnAapévous kal gOL'!)\lG Secud yuvaikov

EAKOUEVCOV ETT Vijas, UTTOOXEDINS 'AXIATOS,

Sppa vwos yAaukiis QéTidos TrEAoL. dppa ol elev

mevlepol Alakidai, O8in 8’ évi Schuata vaiol

avdpos aploTios vyt Sduap:

Straightaway the maiden received the Achaean army within her country
and unlocked the gates,

and she dared with her eyes to look upon her parents being pierced

by bronze and the enslaving bonds of women

being dragged to the ships, in order that (at the promise of Achilles)

she be the daughter-in-law of gray Thetis, in order that she have

Aeacid marriage connections, and live in a house in Phthia

as the understanding wife of the best man.

This kind of story, of which at least two local versions are attested, may be a
traditional pattern associated with Achilles’ raids against Aeolic towns. No
narrative survives about a capture of the town of Brisa on Lesbos. The story of
Pedasa related by the scholia nevertheless makes it tempting to imagine that

Briseis’ name is a variant related to such a pattern.

¥ Parthenius, ‘Epcatika MadriuaTa ("Love Stories”) 21. See the edition of Lightfoot 1999. See also
Nagy 1979.141, note 6.

¥ See the editions of Stern 1992 and Lightfoot 1999. See also Nagy 1979.140, note 6.
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[f there were indeed local Aeolic traditions in which Achilles has a love
interest who helps him storm Pedasos and/or Methymna (and possibly other
towns as well), I suggest that the Iliad associates Briseis with them on some level.
Archaic vase paintings depict Briseis and Achilles together in a way that suggests
a romantic encounter in which Briseis falls in love with and aids Achilles in the
pattern of Theseus and Ariadne or Jason and Medea.” The [liad would be likely
to screen out such an erotic narrative,” but I argue that it does not do so entirely.
[n Iliad 1 Briseis leaves “unwillingly” (&éxoua’ 1.348),* and in [liad 9 Achilles
proclaims that he loves her as a man loves his wife, even though he won her in
war (éx BupoU @ileov SoupikTnTrv Tep toUoav 9.343). In Briseis' lament for
Patroclus in 19 we learn of her hope, like that of Peisidike, to become Achilles’

koup1din dAoxos in Phthia.

To conclude [ return to the title of this chapter. In two of the possible
narratives that [ have reconstructed, Briseis would still be a girl living in her
father’s house when her city is sacked. It is worth considering, therefore, that
there is more to the ever-present appellation koUpn in the [liad than we would
assume at first glance. koUpai have fathers, just as traditionally Chryseis and
Andromache and Iole have fathers. Embedded in the word there is already a
story, and this story can be evoked whenever we imagine Briseis and other

captive women as daughters. We might think of Andromache’s words to Hector

* See discussion above, pp. 45-46.
¥ See Nagy 1990.72, note 99.

* Cf. Ovid, Heroides 3. Ovid transforms that single expressive word aékouoa into a lover’s lament
in which Briseis rebukes Achilles for letting her go.
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as she recalls the death of Eétion: “you are my father and mother” ("Extop atap
ou pol égot TaTne kai wéTvia uitnp 6.429). Captive women in the [liad fall into

one of two paradigms: unmarried women who have lost their fathers, or married
women who have lost their husbands. Briseis, I suggest, can evoke both

paradigms, because of the multiformity of the traditional stories associated with

her.”

¥ So too Andromache, who loses her father in the sack of Thebe, but her husband in the sack of
Trov.



auTn 8¢ SoUAn vaus e’ "'Apyeiwv EBnv

KOURS EmoTracHeio’ émel & apikdunv

Obiav. povelow "Extopos vuupevouai.
Euripides Andromache 401-403

I myself embarked on an Argive ship as a slave,

dragged by my hair. And when [ arrived in
Phthia, [ became the bride of Hector’s killers.

Wife

We have seen that in one of the traditional patterns that Briseis fulfills she
is the wife of a king who gets killed in battle. In Iliad 9.340-341, moreover,
Achilles asks if only the sons of Atreus love their wives (GAdxous), thereby
likening Briseis to Helen and Clytemnestra and inviting us to think of her as
Achilles’ “wife.”" In Briseis’ lament for Patroclus in book 19 she says that
Patroclus had promised to make her Achilles’ xoupdinv &hoxov. I argued in the
previous chapter that Briseis can be a koupidin &Aoxos because, as a widow, she
reverts to her father’s household and becomes a koUpn again. But Briseis can also
be imagined as a wife because of the narrative substitutions that unite her with
Helen, the wife of Menelaus, Clytemnestra, the wife of Agamemnon, and
Andromache, the wife of Hector. And just as we can imagine the captive Briseis
as the wife or betrothed of Achilles, we can conversely appreciate Helen (the
wife/stolen concubine of Paris) as a captive woman in a foreign land, longing for

legitimate status.’

~ Achilles goes on to make the analogy explicit in 9.340-343. See discussion above, p. 52.

*On the shame and self-blame that is such a pervasive part of Helen’s character see Ebbott 1999
and discussion below.
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In this chapter I propose to explore the way in which Briseis’ lament for
Patroclus in essence allows her to become a wife and a widow three times.’ In
this lament for Patroclus, she plays the role of a weeping widow, previewing the
lament that she will sing for her new “husband” Achilles, for whom Patroclus is
only a substitute.’ As I noted above, her lament is so evocative of the plight of
Andromache that it has been viewed by some as an awkward duplication of
Andromache’s own proleptic lament for her husband in Iliad 6. And yet Briseis’
song also evokes the death of parents, the hopes of a bride, and lost love. In this
way Briseis’ lament explores many stages of life, and a lifetime of sorrow is
expressed in a single moment. Her song is both traditional, in that it incorporates
conventions of Greek lament that are still alive today,” and personal in that it
shows us, as nowhere else in the [liad, Briseis’ own life experiences from viugn to
widow.

This duality is already a fundamental aspect of the ritual lament for the
dead in Greek tradition. As Margaret Alexiou has shown on a functional level:

“objectively, it is designed to honor and appease the dead, while subjectively, it

' Cf. Ovid Heroides 3.14-16: ei mihi! discedens oscula nulla dedi! / at lacrimas sine fine dedi rupique
capillos; / infelix iterum sum mihi uisa capi.

* Both Quintus of Smyrna (3.551) and Propertius (2.9.9-14) depict Briseis weeping over the body
of Achilles, although such a scene is not preserved in the fragments of the Aethiopis or in Proclus’
summary of it - or in Agamemnon'’s description of the funeral of Achilles in Odyssey 24.36-94.

* See Erbse 1983.

" On the continuity and form of the Greek lament tradition from ancient to modern times see
especially the foundational work of Alexiou 1974. For continuation and application of this work
as well as further fieldwork, see Caraveli 1986; Seremetakis 1990; Holst-Warhaft 1992; Herzfeld
1993; Sultan 1993; and Danforth 1997.
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gives expression to a wide range of conflicting emotions.”” In terms of narrative,
Briseis” widowed status is quite personal, but, as others have noted, it gains a
great deal of power from the fact that Briseis’ grief foreshadows the grief of every
Trojan wife. When Briseis throws herself down on the body of Patroclus she is
already a captive woman - something that Andromache only imagines herself to
be in [liad 6.

[f we compare Andromache’s speech in [liad 6 with the lament of Briseis in

lliad 19, we find many traditional features that are typical of laments for the

dead:®

"Avdpoudxn 8€ oi dyxi TapioTaTto 8dkpu xéouoa.
€v T &pa ot ¢U xept Eos T’ EpaT’ ék T ovouale
Saipuodvie pbicel o TO 0dv pévos, oud’ éAeaipels
Tada Te vnmriaxov kal £y’ &upopov, i Taxa XHen
oel Eéooual’ TAXa ydap Je KATAKTAVEOUCIY Axaiol
TavTes EpopunbeévTes: Epol 8é ke képSiov &in

oel apauapTouan x8dva duueval ou yap €T GAAn
éoTal BaAwpen el @v oU ye wéTHOV ETTiOTMS
aAl’ axe'- oUudé pol 0Tt TaTp KAl TATVIA UNTNp.
NTol yap TaTép audv améktave Siog 'AxXIAAEUS,
ek 8¢ TOAw TEépoev Kilikwov el vaieTaovaav
OnpPnv tyimuhov: kaTa &' ékTavev 'HeTiwva,

oud¢ uv eCevapiEe. oeBacoaTo yap 16 ye Buud.
aAl’ Gpa pw kaTéxne ovv évteot SaildaAéolow

nd’ éml ofju’ Exeev- TeEl OE TTeEAéas écp\'rreuocxv
vuppai opeaTiaSes kopai Aids aiyioxolo.

ol 8¢ pol ETTA kaoiyvnTol Ecav év HEY&POIoW

ol HEV TTAVTES I kiov fuaTt "Atdos tlow"

TAVTAS Yap KATETEPVE TTodApKNS Biog 'AXIAAeUs
Bouaiv ¢’ eiAiTrddeao! katl Gpyevviis Oleaol.
unTépa d'. i Paociievev UTd TAdke UAnéoam.

v eTel Gp delp fiyay’ Gy’ &AAoIol KTEGTECOW,
ay & ye v améluce AaBov amnepeiol’ &owa,
maTpos &' ev ueydpoiol BAA' "ApTeuis loxéapa.
"ExTop aTap ou pol éaol TaThp kal TéTvia UnTne
nd¢ kaaiyvntos, oU 8¢ pot Baiepds Tapakoitns
aAA’ aye viv eAéaipe kai auToU Wipv' ETT MUpyw.
) Ta’ opeavikov Bins xnpenv Te yvvaika-(lliad 6.405-432)

" 1974.35.

" On Andromache’s speech as a traditional lament see also Foley 1999.188-198.
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Andromache stood near to him, shedding a tear,

and she reached towards him with her hand and spoke a word and
addressed him:

“daimonios one, your own spirit will destroy you, nor do you pity

your infant son nor me, ill-fated, I who will soon be

vour widow. For soon the Achaeans will kill you,

making an attack all together. It would be better for me

to plunge into the earth if I lost you. For no longer will there be any

comfort once you have met your fate,

but grief. Nor are my father and mistress mother still alive.

For indeed brilliant Achilles killed my father,

and he utterly sacked the well-inhabited city of the Cilicians,

high-gated Thebe. And he slew Eétion,

but he did not strip him, for in this respect at least he felt reverence in his
thumos,

but rather he burned his body together with his well-wrought armor,

and built a funeral mound over him. And mountain nymphs,

the daughters of aegis-bearing Zeus, planted elms around him.

[ had seven brothers in the palace;

all of them went to Hades on the same day.

For brilliant swift-footed Achilles killed all of them

among their rolling-gaited cattle and gleaming white sheep.

But my mother, who was queen under wooded Plakos,

he led here together with other possessions

and then released her after taking countless ransom,

and Artemis who pours down arrows struck her down in the halls of her
father.

Hector, you are my father and mistress mother,

vou are my brother, and you are my flourishing husband.

I beg you, pity me and stay here on the tower,

don't make your child an orphan and your wife a widow.

Alexiou has described the three-part structure of traditional Greek laments, and
notes that the laments of Iliad 24 all conform to this three-part pattern.’ It consists
of a direct address, a narrative of the past or future, and then a renewed address
accompanied by reproach and lamentation. Andromache’s speech to Hector in
[liad 6, though it is not explicitly termed ydos or 8pfivos (which are the usual

Greek words for lament)," nevertheless exhibits this same structure. She first

* Alexiou 1974.133. See also Lohmann 1970.108-112 and Foley 1991.168-174.

* yoos is usually applied to the laments of non-professional female relatives, while 8pfjvos is
used of lament “especially composed and performed at the funeral by non-kinsmen” (Alexiou
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addresses Hector in the second person directly, then narrates the deaths of her
family members in the sack of her city, and then concludes by addressing Hector
once again.

Upon Hector’s departure, moreover, Andromache returns home and
initiates an antiphonal refrain of lamentation among her serving women: "'

ws apa pawvnoas kopub' eileto paidiuos "Extwp
mroupty: Ghoxos 8¢ iAn oikov b PePrikel
evTpomaAifopevn, BaAepdv kaTa 8dkpu xEéouoa.
alya &' émeld’ kave ddpous e vaieTdovtas
"ExTopos avdpogdvoio, kixjoato &' éudobi ToAAas
aupirodous, Tijow 8¢ ydov Taanoiv Evidpoev.
ai pev €11 foov ydov "ExTopa @ évi oikey:

(lliad 6.494-500)

So he spoke and brilliant Hector took up his helmet

of horse hair. And his dear wife went home,

though frequently she turned back, shedding abundant tears.

And when she quickly reached the well-inhabited house

of man-slaying Hector, and found inside her many

attendants, she initiated lamentation in all of them.

They lamented Hector in his own home, although he was still alive.
Although there is a spatial and temporal gap between Andromache’s speech and
the yoos for Hector among the women, we may compare the juxtaposition of the
two scenes in [liad 6 to the conclusion of Briseis” lament in 19.301. Many have

commented on the element of antiphonal refrain: “cs épaTo kAaiovo', émi 8¢

gTevaxovTo yuvaikes / TTatpokAov mpdgaciv, opddv &' auTtdv kride’ ékdotn”

1974.12). As Alexiou points out, in the Odyssey the lamentation of the ocean nymphs, who are
Achilles’ female relatives, is termed ydos, but the Muses sing a 8pfjvos. At Hector’s funeral a
contrast is made between the ydos of the kinwomen, and the 8pijvor of the professional singers
(Hliad 24.720-723). In tragedy, however, there is little distinction between the two terms. For
terminology of Greek laments see Alexiou 1974.11-12 and Sultan 1993.93-94.

* On the antiphonal refrain of Greek laments, already present in the laments of the Iliad, see
Alexiou 1974.131-160.
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(19.301-302)." Verse 19.301 also concludes Andromache's laments for Hector at
lliad 22.515 and 24.746. For aTevaxovTo as antiphonal wailing [ adduce Iliad
24.720-723 with Alexiou’s translation:
Tapa &' eloav aodous
GPﬁvmv eEapxous, ol Te aTovdeooav aodnv

ol nev ap’' é8priveov, eTri 8¢ OTEVAXOVTO YUVAIKES.
THow &' "Avdpopdxn AeukwAevos Hpxe YOolo

They brought in singers,

leaders of the dirges, who sang laments

in mournful tune, while the women wailed in chorus.

White-armed Andromache led their keening.”

Finally, Hecuba’s lament at Iliad 24.760 concludes with a similar instigation of
antiphonal weeping: ¢ épaTo kAaiouaa. ydov &' &AiacTov &pive (“so she
spoke, weeping, and she initiated unabating lamentation”). Thus both the form
of Andromache’s speech and the antiphonal response evoke traditional laments
for the dead. Andromache is shown to mourn for Hector, as the text at Iliad 6.500
comments, while he is still alive.

The content of Andromache’s speech in [liad 6 likewise resonates with
other traditional laments in the lliad. The reproach that has been noted as
characteristic of laments often takes the form of an accusation of abandonment."
Andromache does not reproach Hector directly in this speech, but she does warn
him not to leave her a widow and their son an orphan. Hector admits he’d rather

die than see Andromache led off into captivity (6.464-465). Andromache herself

expresses a wish to die if she loses Hector (6.410-411), and this wish too is a

= Alexiou 1974.132. Cf. p. 134: "There is no example in Greek antiquity of a lament which has lost
all traces of refrain.” See e.g. de Jong 1987b.113 and Edwards 1991 (ad loc.), who remark upon the
response of the women but who do not relate it to traditional lament patterns.

** Alexiou 1974.12. Cf. 22.515 (=24.746): &35 EpaTo kAaioua'. ETi 8¢ oTevdxovTo YUVQIKES.

* Alexiou 1974.182-184.
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common feature of laments.” The accusation of abandonment in both ancient
and modern Greek laments is typically accompanied by a description of the
lamenting woman'’s endangered position in the community.' Andromache
relates how she has lost the protection of all of her family members, and sets up
Hector as her last resource.

We may compare here the way that Briseis too relates the deaths of her
husband and brothers:

dudpa pEv ¢ E800av ue TaTNP Kai TOTVIA UATRP

DoV PO n'To}\log Bedarynevov OEer XaAka.

TPELS TE KACLY VI TOUS, TOUS HOL Hia YEIVATO BNTNp.

kndeious, ol TavTes dAEOpIov Auap éméomov. (19.291-294)

The husband to whom my father and mistress mother gave me

[ saw pierced by the sharp bronze before the city,

and my three brothers, whom one mother bore together with me,

beloved ones, all of whom met their day of destruction.
Andromache’s and Briseis’ laments are representative of the way that wives and
temales in general comment on their status in the community once the man
whom they are mourning is dead. Michael Herzfeld has shown in his study of a
modern Cretar funeral how women may actually manipulate their status by
evoking the sympathy of their audience and warding off potential reproach.”
Mary Ebbott, following up on the work of Herzfeld, has analyzed Helen'’s

language of self-blame in the Iliad in order to show how Helen uses the language

ot lament in even non-lament contexts to voice a view of herself that other

" Alexiou 1974.178-181 and citations at note 46. Cf. lliad 22.481, where Andromache wishes she
had never been born, and Helen's similar wish at 24.764.

©° Alexiou 1974.165-184; Caraveli 1986; Herzfeld 1993.

" Herzfeld 1993.
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characters in the [liad never express.'® We can see in Andromache’s speech a
similar kind of positioning through lament language even before Hector’s death.

Many of the traditional lament themes that are featured in Andromache’s
speech recur when she learns of the death of Hector in Iliad 22 and in her lament
at Hector’s funeral in [liad 24.” She relates how Hector has left her a widow and
their son an orphan (&vep am’ aiddvos véos Aeo, kad 8 e xrpnv / Aeitmels év
HEYdpoiol Trars &' ETt viiTos alTws 24.726-727 ~ oUd' éAeaipels / Tad& Te
vnTriaxov kat €y’ Guuopov, | Taxa xripn / oev écopai 6.407-409).” She describes
the life of servitude that will be hers, and speculates that Astyanax will likewise
be a slave or else hurled to his death from the walls (24.727-728, 732-735).
Andromache addresses both Hector and Astyanax directly, in essence lamenting
both of them. In lliad 6 Andromache argues that life will not be worth living if
Hector dies; in her lament in 24 Andromache makes a traditional comment on
the sorrowful life that Hector has left behind for her:

ov yap €T &AAn
€oTal BaATeopn EMEl @v OV ye TOTUOV ETr{oTT)S
aAX’ axe- (6.411-413)

For there will no longer be

* Ebbott 1999.

™ See [liad 22.477-514. On the relationship between Andromache's speech in 6 and her lament in
24 see also Lohmann 1988.70-74. Charles Segal explores what he terms “formulaic artistry” in
Andromache’s lament in [liad 22, and examines specifically the way in which Andromache’s
position as @Aoxos is brought out in the lament: “Indeed, she is not referred to by name in the
entire passage. Her personal identity is defined by her status as “Hector’s wife.” And it is
precisely in this role that, after father and mother, she laments the fallen warrior” (Segai 1971.37).

¥ Cf. as well Andromache's final plea at the end of the speech: GAN' &ye viv éAéaipe kai auTod
HiMV' ETTL TIUPYW. / UN Taid’ oppavikdv Brins xripnv Te yuvaika: (6.431-432). In [liad 22.482-486
her reproach is even stronger: épxeai. aUTap EuE aTUYEPG EVi TTEVBET Aeimers / xripnv év
HEYApolol TTaYs B ET1 VATIOS aUTws. / Qv TEKOuEV OU T £ycd Te duadpupopor oUTE U TouTw /
éogeal "ExTop Sveiap émei Baves. oUTe got oUTos. ("Now you are gone to the house of Hades
under the paths of the earth, / but you leave me behind in hateful grief, / a widow in the palace.
And your child is still an infant,/ whom you and [, ill-fated, bore. You will be no help/ to this
one now that you are dead, nor will he be any help to you.")
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any comfort once you have met your fate,
but grief.

enol 8¢ pahioTa AedelyeTal &Ayea Auypd.

oV ydap uot Burjokwv Aexgwv ek X'efpcxg Opekas.

oUdE Ti pol elTres TTukivdv ETros, OU TE Kev aliel

HELVTIHNV VUKTAS TE Kal fuata dakpu xéovoa. (24.742-745)

But for me especially you have left behind grievous pain.

For when you died you did not stretch out your arms to me from our

marriage bed,

nor did you speak to me an intimate phrase, which I could always

remember when [ weep for you day and night.

In her lament Andromache incorporates the traditional accusation of
abandonment within a song that mournfully contrasts past, present, and what
might have been. The themes of lament present in Andromache's speech in [liad
6, because they are traditional, do not merely foreshadow but actually evoke the
inevitable death of Hector and funeral laments of Iliad 24.

Briseis’ lament for Patroclus likewise allows Briseis to lament Achilles
before death. I have already noted that the traditional phraseology that describes
Briseis” actions after she sees the body of Patroclus evokes the death of her own
warrior husband.” That this phraseology is particularly associated with laments
triggered by the death of husbands in battle is suggested by the simile of the
unnamed lamenting woman of Odyssey 8.2 The initial comparison of Briseis to
“golden Aphrodite” in 19.282 seems to be fundamentally connected with Briseis’
evocation of the role of a wife in this passage. Penelope, the quintessential epic

wife, is twice compared to Aphrodite.” Likewise Andromache is metonymically

connected to Aphrodite as she begins her lament for Hector in [liad 22.470: when

** See page 13, above.
= See my discussion in the introduction, pp. 8-9.

= Odyssey 17.36-37; 19.53-54; see also above, p. 5 and note 14.
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she realizes that Hector is dead she throws down from her head the adornments
that “golden Aphrodite” had given her on her wedding day.* These associations
are borne out just a few lines later when Briseis recalls how Achilles killed her
husband in the sack of Lyrnessos:

oUdE UEV oUBE |’ Eaokes, 8T &udp’ EHOV cokUs "AXIAAEUS

EKTEIVEV, TTEpOEV B¢ TTOAW Beioio MuvnTos,

KAQigw... (Iliad 19.295-297)

Nor did you allow me, when swift Achilles killed my husband,

and sacked the city of god-like Mynes,

to weep...
The imperfect tense of éaokes coupled with the repetition of oU8¢ uev oUdé u'
connotes frequency; Patroclus repeatedly put an end to Briseis’ lamentation for
her former husband by promising to marry her to Achilles, her husband’s killer.

[n this way Achilles becomes substituted for her former husband and
Briseis becomes a bride a second time. This will be the fate of Andromache as
well, who is awarded to Achilles” son Neoptolemus after the fall of Troy.”
Briseis’ song in fact laments her substitute husband Achilles as much as it does
Patroclus or her former husband. Two late authors, Quintus of Smyrna and
Propertius, present us with a Briseis who laments Achilles after death,” but in

archaic epic tradition our only glimpse of such a lament is contained in Briseis’

lamentation for Patroclus.”

“ TiiAe &' ano kpaTos Pake Séouata atyaldevta./ Eumuka KERPUPAASY Te IBE TTAekTTV
avadéounv / kpndeuvov ', & pa& of Bdke xpuot "'Appoditn / fuaT: T 8Te wv kopubaiolos
Ny&yed "Extowp / éx 8éuou 'Heticovos. (On the lliad 22 passage see also Segal 1971.49.)

= As related in the Little lliad (fr. 20 Davies = fr. 21 Bernabé) and Iliou Persis (as summarized by
Proclus); see also Euripides’ Andromache 14 and Trojan Women 658-66.

** See above, p. 88 note 4; Afterward, p. 136; and Appendix , p. 151.

* As | argue throughout this chapter, I believe the traditional phrases describing the actions of
Briseis, as well as the words of her lament itself, evoke primarily a husband and wife or bride and
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That Briseis laments Achilles when she laments Patroclus is in perfect
accordance with Patroclus’ relationship with Achilles in the lliad. Patroclus is
Achilles’ 8epaTtrcov, a word which has been shown to convey a relationship of
ritual substitution.” This relationship becomes fulfilled when Patroclus leads the
Myrmidons into battle in place of Achilles, wearing Achilles' armor. Patroclus’

subsequent death previews in exact detail the way that Achilles will die. Achilles’

groom relationship with Achilles. Under this reading Patroclus is a direct substitute for Achilles.
This reading is complicated, however, by the fact that the relationship between Achilles and
Patroclus was most likely interpreted in different ways by different communities and over the
course of time, as evidenced by the various interpretations of Classical times. It has been shown
that in the earliests phases of the Greek epic tradition the relationship is one of ritual substitution,
as witnessed in the term Bepdmeov (see further below). In later phases their relationship may have
been understood to be that of épaotrs and épcbpevos. If that is the case, Briseis’ lament takes on a
slightly different significance. Patroclus (as épaatms) would then be a father figure/lover, who
might arrange a marriage for his épcouevos. (For a casting of the épaaTris/épcouevos relationship
as that of father and son, see Plato, Laws 838A-B, Republic 403B5. For the model of the épacTrs
who helps to procure a bride for his é¢pcbuevos we may compare the myth of Poseidon and
Pelops. [See Dover 1989.198.] Achilles’ grief for Patroclus is often represented in the /liad as that
of a tather for his child and vice-versa. See, e.g., 18.314-322, 19.315-337, 23.221-225, 24.507-512.) In
this scenario Briseis laments Patroclus as a xoupn, both in the sense of daugter and in the sense of
unmarried girl.

[t would be difficult, however, to prove a universal épaoTris/épcopevos reading for
Patroclus and Achilles (with Patroclus as épaoTris and Achilles as épcapevos) even as late as
archaic times. In the lliad Patroclus is represented as being older than Achilles (11.786), but
Aeschylus’ Myrmidons portraved Achilles as the épaaTris of Patroclus. (See Myrmidons fr. 228-229
and Dover 1989.197-198.) Archaic vase painting is divided in its representation of the respective
ages of Achilles and Patroclus. In b;ack-figure Achilles is very often bearded, but sometimes not;
in red-figure he usually not bearded, but sometimesis. A Corinthian cinochoe in Brussels from ca.
530 (Musée du Cinquantenaire A4) shows a bearded Achilles mourning for Patroclus. But a
black-figure kantharos, also from ca. 550 (Berlin F 1737), depicts both Achilles and Patroklo as
beardless, in contrast to Odysseus and Menestheus who have beards. In the famous red-figure
representation of Achilles tending to the wounded Patroclus (Berlin F 2278; ARV? 21.1, 1620;
Paralipomena 323; Addenda 154), Patroclus appears to be only slightly older than Achilles. In
Plato’s Symposium (180a 4-7), Phaedrus vehemently objects to Aeschylus’ portrayal of Achilles as
¢paoTrs, arguing instead that Achilles’ youth and beauty make him the épcouevos, whereas
Aeschines’ Against Timarchus (18ff.) assumes Achilles to be the épaois. (On the various
interpretations of the relationship of Achilles and Patroclus over time see Dover 1989.197-199. See
also Halperin 1990.75-87 and Calame 1999.190 note 15.)

But regardless of how we interpret the relationship between Patroclus and Achilles, it
seems clear that Briseis laments Patroclus to some extent as a father figure, in that he was
apparently going to arrange for her marriage, and he might even be interpreted as her xuptos. (Cf.
Iliad 1. 345-346, where Patroclus leads her from the tent and hands her over to the two heralds.
He does this at Achilles’ command, but his role in the exhange seems not unlike that of a xUpios.)
[n this way Briseis fulfills multiple, shifting roles in her lament, as she moves from wife, to
daughter, to sister, to bride and daughter again.

= See Whitman 1958.199-203.; Nagy 1979.33, 72, and 292-293; Sinos 1980; Lowenstam 1981; Aitken
{torthcoming). For Sepameov as ritual substitute see Van Brock 1959.
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death does not take place within the narrative confines of the Iliad itself, but it is
nonetheless enacted in the sacrificial death of Patroclus.”

Just as the ritual sacrifice of Patroclus substitutes for the death of Achilles
in the lliad, so the funeral rites for Patroclus substitute for and actually enact the
funeral rites for Achilles. As Nagy notes: "the Iliadic tradition requires Achilles to
prefigure his dead self by staying alive, and the real ritual of a real funeral is
reserved by the narrative for his surrogate Patroclus."® Nagy goes on to argue
that only retrospectively can we witness the actual wake of Achilles, in the form
of a flashback in the Odyssey.” But we do get a preview of that wake in the form
of Briseis' lament for Patroclus, Achilles' ritual substitute.

Briseis’ lament for Patroclus deals more with defining her relationship to
Achilles than it does with Patroclus. Like Andromache, Briseis uses the medium
of lament to narrate the pains of her life and manipulate her status within her
community. Like Andromache, Briseis sets up first Patroclus and then Achilles as
her primary resource after the deaths of her brothers and husband. She uses the
kindness of Patroclus (19.300) to comment on her own vulnerability. When she
notes that Patroclus always promised to make her Achilles’ koupidin &Aoxos she
seeks to legitimize her position through lament. She creates a status for herself that

might protect her in some way when Achilles himself dies.

** See Scheliha 1943.264 and 397-398 (with bibliography ad loc.); Whitman 1958.201 (“The death of
Patroclus is a shadow play of the death of Achilles, a montage of one image upon another...);
Reinhardt 1961.354; Nagy 1979.33, 63, 143-145, and 293; Sinos 1980.55; Mueller 1984.53;
Lowenstam 1981.116-117; Schein 1984.26 and 155; Janko 1992 at 16.77-867; Dowden 1996.56.

¥ Nagy 1979.113.

" See Odyssey 24.58-61.
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Kirk Ormand explores this kind of manipulation of status through lament
in relation to Tecmessa, the concubine of Ajax. * In Sophocles’ Ajax Tecmessa
pleads with Ajax in a speech that, like Andromache’s, is in many ways a lament
for Ajax before death. Tecmessa’s lament is a rhetorical attempt to position
herself as Ajax’s wife, even though, like Briseis, she is a captive concubine:

The three points that echo the Iliad (501-503, 510-513, 515-518)™
strengthen Tecmessa's social standing, implicitly casting Tecmessa
and Ajax in the roles of Andromache and Hector, respectively. This
becomes a powerful suggestion that Tecmessa’s legitimate place is
by Ajax’s side. We must notice, however, that the allusions to the
[liad are a rhetorical device, and involve a bit of careful deception.
While readers have often noted that Ajax does not act like Hector
here, few have pointed out that Tecmessa is not, properly speaking,
socially parallel to Andromache. In fact, in one of the key parallel
passages, Tecmessa lets this difference slip. Tecmessa imagines the
insults that she will receive from one of her future masters: “BeTe
TNV OUEVVETIV AlavTos, & HéyioTov ioxuoev oTpaTol” (“’Look at
the bedmate/ of Ajax, he who had the greatest strength of the
army,”” 501-502). When Hector predicts similar abuse of
Andromache (6.460-65), he calls her his gune, a proper word for
wife; Tecmessa realizes she is only the homeunetis (“bedmate”) of
Ajax, at least to outside observers. Sophocles makes the comparison
to Andromache, but also deftly undercuts it, hinting that
Tecmessa'’s status is not so exalted as that of her epic predecessor.™

[ would interpret Tecmessa’s rhetoric slightly differently than Ormand does here.
If we understand the lament traditions from which both Andromache’s and
Tecmessa’s speeches emerge, we can see that Tecmessa’s arguments are a
traditional way for a woman to ensure a certain status in the community. Even

Tecmessa’s predictions of future taunts are an attempt to ward off reproach

2 Ormand 1999.110-119.

¥ 18ee TV SpeuvéTv / AlavTos. ds WEyIoTov IaxuaE oTpaTol. / oias AaTpeias avd’ doou
CnAou Tpégel... oikTipe &', cval, maida Tov odv., &i véas / Tpo@iis oTepnBeis ool SloiceTat pdvos
/ UT SpPavIoTAV UN Qikcwv. Goov KaKOV / Keive TE kauol Toul'. dtav B&vrs. velels / éuol yap
OUKET EOTIV &is O TI BAETw / WAV gou. ou y&p pot taTpid’ foTwoas 8dpel./ kai unTép’ GAAR
Holpa TOV puaavTa Te / xabeidev "Adou Bavaaipous oixTopas./ Tis SHT' ol yévorT' av avTi
cou tateis: (Ajax 501-503; 510-518)

% Ormand 1999.113.
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while at the same time establishing, through the speech act of lament, that she
and no other woman was Ajax’s homeunetis.

Tecmessa’s speech is conventional in that it draws on traditional lament
techniques, but I do not deny that a great deal of its power lies in its intertextual
relationship with the Iliad. This intertextual relationship is not limited to
Andromache’s speech, however; it is equally reminiscent of Briseis’ lament for
Patroclus. ¥ And when we understand that the speeches of Andromache and
Tecmessa are in fact laments, we can appreciate the connections between
Andromache, Briseis, and Tecmessa on another level: all three are well-born
women who become captive concubines. Andromache and Tecmessa once were
and will be social equals, and that is part of the power of Tecmessa’s speech. In
fact Greek laments traditionally articulate a woman'’s life history while they at
the same time define a woman's particular relationship with her community.
Tecmessa’s speech is remarkable both for its traditional content as well for the
literary bridge that it creates between epic and tragic interpretations of captive
women's lament traditions.

Of all the song and speech traditions that are incorporated into Homeric
poetry, lament is perhaps the most pervasive. Alexiou points out that to lament
Hector before his death is unlucky.™ In fact not just Hector but also Achilles is

lamented repeatedly throughout the [liad. Thetis and her sister Nereids lament

" See Rose 1995.64 and Ormand 1999.112-113. Both note in passing the connection with Briseis.
For Tecmessa and Andromache see also Brown 1965 and Kirkwood 1965. Tecmessa's lament
resonates throughout Greek and Roman literature in the form of the desperation speech, which,
as [ argue elsewhere, is not a generic feature of all tragic figures but rather the particular province
of barbarian or captive women. On the desperation speech and its echoes in literature see Dué
2000, as well as Fowler 1987.

* Alexiou 1974.4.
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Achilles as soon as Achilles becomes aware of Patroclus’ death, when Thetis
knows that Achilles will return to battle:

ai 8 dua aoai
octifea mewARyovTo, @éTis 8’ Efpxe Ydolo
kAUTE kaoiyvnTal Nipnides, Spp’ €0 Taoal
eIBeT’ akovouoatl 8a’ Eucd évi kndea Buud.
€ Hol éyc delAn, @ pot SuccxplOTOTéKElc.
1 T  ETel Gp TEkoV VIOV GUUHOVA TE KPATEPOV TE
EEoxov Npwwv- 6 &' avédpauev épvel loos:
TOV UEv Eyw Bpéyaca guTov s youvd aAwiis
VNuaiv EMTpoEnKa kopwvio “|Alov elocw
Tpwot paxnoduevov: Tév &' ol UrodéEouat alTis
olkade vooTtrioavTa dduov MTnAftov eiocw. (lliad 18.50-60)

And all the Nereids together
beat their breasts, and Thetis led off the lament:
"Hear me, sister Nereids, in order that you all
know well, hearing how many cares I have in my heart.
Alas how [ am wretched, alas how unluckily I was the best child bearer
since [ bore a child that was faultless and strong,
outstanding of heroes. And he shot up like a sapling.
After nourishing him like plant on the hill of an orchard
[ sent him forth in the hollow ships to Ilion
to fight with the Trojans. But [ will not receive him again
returning home to the house of Peleus.

Throughout the lliad we are constantly being prepared for the death of Achilles.”
Thetis tells Achilles that his death is guaranteed upon the death of Hector, to
which he responds: "auTika Tebvainv” ("then may [ die straightaway"). In Iliad 23
the Achaeans build a funeral mound for both Achilles and Patroclus: ka8 &' &p’
ET axTTis BaAhov Emoxepd. EvB' Gp’ 'AxIAAeUs / ppaoocaTo TTaTpdkAe éya
npiov ndt of aUTd ("They threw [the wood] down in rows upon the beach,
where Achilles had indicated a great mound was to be built for Patroclus, and

for himself" 23.125-126).

* CK. lliad 1.352, 416; 9.410-413; 18.59-60, 89-90, 95-96; 24.132.
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That Patroclus and Achilles will be buried together is established earlier in
[liad 23, when the yuxn of Patroclus visits Achilles in a dream (23.65-107).
Patroclus entreats Achilles to bury him in the golden amphora that Thetis gave to
Achilles in anticipation of Achilles’ death:

UN éua adv amaveube TIBueval doTé' "AxIAAeD,

aAAN’ Suol s ETPAPNUEY €V ULETEPOITL SOUOIoIV...

s B¢ kai OCTEQ VIV OUN 0OpOs AUPIKAAUTITOL

XPUCEOS QUPIPOPEVS, TSV Tol TTope mdTvia uritp. (lliad 23.83-84,91-92)

Do not bury my bones apart from yours, Achilles,

but together, as we were raised in your house...

so may the same vessel contain both our bones, ‘

the golden amphora, which your lady mother gave you.®
This golden amphora is one of the only concrete symbols of Achilles’ immortality
after death in the Iliad. Elsewhere in the poem only his short life and his grief
while alive are emphasized. The anticipation of the finality of his death is so
great that the mourning for Achilles begins while he is still alive. The Iliad is for
that very reason open-ended. [t does not end with the death of Achilles, but with
the death of Hector, whose own death seals that of Achilles (18.96).

With the laments of book 24 comes an awareness that Andromache,
Hecuba, and every Trojan wife will soon be captive women. And just as Achilles’
death is constantly foreshadowed, but does not occur, so the capture of

Andromache by Greek warriors, an event that is foretold in books 6, 18, and 24,

does not take place within the confines of the Iliad itself. Her capture is instead

* For the golden amphora see Odyssey 24.73-77: Bke 8¢ urinp / Xpudeov Gupipopia:
Alcovicolo & Sdpov / pack’ Eueval, épyov B¢ repikAuTtol ‘HoaioTolo. / év TG Tot kelTal Aevk’
oaTéa. paidip’ "AxiAAel. / uiyBa 8 MTaTpdxAoio MevoitidSao BavévTos. On the importance of
the golden amphora for “Elysium”-type narrative closure, see Nagy 1979 chapters 9-10. See also
Stewart 1983, who argues for a compositional unity to the Frangois Vase centered on the golden
amphora depicted on it. The wedding of Peleus and Thetis is set amidst narratives that explore
the tensions between mortality and immortality, peerless heroism and savage wrath, and mighty
prowess and terrible hubris in the figure of Achilles. He notes: "Appropriately, all these themes
intersect in the motif of Dionysus’ amphora and its twin promises of death and immortality” (p.
66).
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realized in the figure of Briseis, the "wife" of Achilles. Just as Patroclus and then
Hector are substitutes in death for Achilles within the poem, so Briseis can be a
substitute for Andromache. And as the funeral of Hector foreshadows that of
Achilles, Andromache’s fears for herself in turn reverberate back to Briseis,
whose story, upon the death of Achilles, will come full circle, and she will be a
widow and a captive once more.

Similarly, Odysseus and Telemachus are lamented repeatedly throughout
the Odyssey by Penelope.” The Iliad and Odyssey are incongruous in that the
Odyssey is about the successful homecoming of both father and son, while in the
[liad Achilles must choose either véoTos or kAéos (9.410-413). But here again the
religious dimension of Homeric poetry aids our interpretation. As Nagy has
argued, the funeral rituals and lamentation of the lliad and Odyssey are a
reflection of actual cult practice in the worship of heroes like Achilles and

Odysseus as religious figures. The songs of lament for Achilles and Odysseus

* Odyssey 1.363-364; 4.716-741, 800-801,810-823; 18.202-205, 603-605; 20.57-90; 21.54-57, 356-358.

¥ See "Lamentation and the Hero” (Nagy 1979.94-117), especially 116-117: "As Rohde [1898]
himself had noticed, the Funeral of Patroklos at lliad XXIII has several features that connote the
rituals of hero cults. For example, the wine libation (XXIII 218-221) and the offering of honey with
oil (XXIII 170; cf. xxiv 67-68) "can hardly be regarded as anything but sacrificial.” Such marginal
details of cult, as also the integral element of singing lamentations at XXIII 12 and 17, give ritual
form to the akhos of Achilles for Patroklos at XXIII 47. Even the central epic action of Book XXIII,
the Funeral Games of Patroklos, has ritual form. In Homeric narrative, the funeral of a hero is the
primary occasion for athletic contests (XXIII 630-631: Amarynkeus; xxiv 85-86: Achilles himself).
[n classical times, local athletic contests were still motivated as funeral games for the epichoric
hero (cf., e.g., Pausanias 8.4.5). As a general principle, the agén was connected with the cult of
heroes, and even the Great Panhellenic Games were originally conceived as funeral games for
heroes. The custom of mourning for Achilles at the beginning of the Olympics (Pausanias 6.23.3)
is a striking instance of this heritage. As a parallel, epic offers a corresponding single event in the
mourning for Patroklos that inaugurates the Funeral Games in Book XXIII. Even though there are
hints within the /liad that the Funeral of Patroklos is presented as a grand beginning of cult (XXIV
592-595), the overt singularity of the event forced Rohde to rule it out as a parallel to the cult of
heroes, which is recurrent. And yet, the [liad itself is a singularity. What is recurrent in ritual is
timeless in the epic tradition, just like the kleos aphthiton of Achilles.”
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within the epic are an important part of ritual lamentation for the hero on the
part of the community for whom the epics are performed.

Briseis’ lament in Iliad 19 expresses private grief that becomes transformed
into a collective sorrow for her audience both within the epic and beyond it:

s épaTo kAaioua', ETTl B& CTEVAXOVTO YUVAIKES
TT&aTpokAov Tpdpaatv, opdv &' autdv knde’ éxactn (19.301-302)

So she spoke lamenting, and the women wailed in response,
with Patroclus as their pretext, but each woman for her own cares.

The ability to turn the personal into the paradigmatic is a fundamental feature of
lament, as Herzfeld has shown:

More formally, we can say that performance creates meaning by
playing on the complex links between three kinds of time. The
longest is the longue durée of textual evolution, in which the grand
events commemorated in the song texts are scarcely more than
generic markers for repetitive experience. This kind of time
undergoes transmutation into biographical time: the imagery of the
fall of cities or of death personified informs the public view of
personal disaster. The effectiveness of such imagery, finally
depends on the interactional or performative time, which corresponds
closely to Bourdieu'’s (1977:7) tempo. It is the management of this
interactional time that allows actors to recast biographical time
metonymically as the longue durée... Such linkage contributes to a
lamenter’s effectiveness: if she can evoke a sufficiently rich image
of collective suffering, she will move others to tears because she has
recast individual as common experience, her personal pain as
shared past and present.*

Briseis, in the role of the lamenting wife, exemplifies this process by which the
personal is transformed into the collective. Briseis’ song extends not only to the
collective experience of the women around her who lament their fallen
husbands, but to the audience of the epic as well. Briseis’ lamentation for
Patroclus, because it is also a lament for Achilles, becomes on the level of cult a

communal expression of lamentation for the hero Achilles. It is not insignificant

* Herzfeld 1993.2-4.
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then that the final lament of the Iliad, sung by Helen (who is the cause of the
war), ends not with the antiphonal wailing of the women (as at 6.499, 19.301,

22.515, and 24.746), but of the &fjuos: ds épato kAaioua’, émi &' EoTeve Sfjuos

ameipwv ("So she spoke lamenting, and the people wailed in response” 24.776).%

** Cf. the bT scholia on this line: “oU udvov ai yuvaikes: mAeiova Yap EKiVNOEV OIKTOV. ETTL
TAeiGTe Bk EAécy kaTaaTpépel THv 1Aidda.”



Conclusion: Tradition and Innovation

A single man or even a group of men who set out in the most careful way could
not make even a beginning at such an oral diction. [t must be the work of many
poets over many generations. When one singer... has hit upon a phrase which is
pleasing and easily used, other singers will hear it, and then, when faced at the
same point in the line with the need of expressing the same idea, they will recall
it and use it. If the phrase is good poetically and so useful metrically that it
becomes in time the one best way to express a certain idea in a given length of
verse, and as such is passed on from one generation of poets to another, it has
won a place for itself in the oral diction as a formula. But if it does not suit in
every way, or if a better way of fitting the idea to the verse and the sentence is
tound, it is straightaway forgotten, or lives only for a short time, since with each
new poet and with each new generation of poets it must undergo the twotold
test of being found pleasing and useful. In time the needed number of such
phrases is made up: each idea to be expressed in the poetry has its formula for
each metrical need, and the poet, who would not think of trying to express ideas
outside the traditional field of thought of the poetry, can make his verses easily
by means of a diction which time has proved to be the best.'

Literary criticism of Homeric poetry is often concerned with finding the
particular aspects of the Iliad and Odyssey that are the invention of Homer. Under
this model, Homer is envisioned as a master poet who took the raw material of
the epic tradition and created something new. This newness is equated with
poetic genius. It has been argued for example that Homer “invented” Briseis, and
even such a central figure to our Iliad as Patroclus.” But in the system of Homeric
poetry as it has been defined by Parry and Lord, innovation is a complex
concept. As Parry shows in analysis of epic diction, change within the system

occurs slowly and in very specific ways. I propose to conclude my analysis of the

 Parry 1932.7-8 [= Parry 1979.330].

*On the inherent flaws in any combination of “Homer + verb,” see Nagy 1996b.20-22. The
particular combination “Homer invented” is connected with a common misconception of Homer
as a master poet who has somehow “broken free” of the oral tradition. See 1996b.26-27. On
Patroclus as an invented character see Howald 1924.11-12 as well as Dihle 1970.159-60 and
bibliography ad. loc. Phoinix is another character who is thought to be “invented.” Bruce Braswell
has suggested: “The character of Phoinix was either invented or adapted by the poet to give the
embassy greater weight” (Braswell 1971.22-23). Interestingly enough, two archaic cups in the
Louvre by the Brygos Painter (B 22 a and B 22 b) depict Briseis and Phoinix, two frequently cited
“invented” characters, together in a scene not found in our Iliad. See discussion above, p. 47. The
scene is very likely symposiastic in nature (Briseis is pouring wine into a drinking cup held by
Phoinix), but the possibility of a narrative is nevertheless there.
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place of Briseis in the Homeric tradition by exploring the concept of innovation
on the part of individual poets and on the part of the tradition with specific
reference to Briseis’ character.

Both Knud Friis Johansen and Gilbert Murray speak of Briseis as invented.
Murray writes: “In the Iliad Briseis is a shadow, a figment of the poet.”’ Friis
Johansen argues likewise:

Briseis... is no true legendary figure. She is not, like all genuine

figures of legend, firmly rooted in a well-known family with a well-

defined genealogy. In II. XIX, 291 sqq., where she bewails her fate

and recalls her parents, her three brothers, and her husband, whom

Achilles has slain, their very anonymity betrays their unreality. She,

too, has no real name, and must be content with being called “the

girl from Brisa”, a locality on Lesbos. She is a pale figure created by

poetry and has no existence outside the lonian epics. When we

meet her in art, the source is undoubtedly Homer.*

[ submit that Briseis is far from anonymous. I have tried to demonstrate in this
dissertation that when a character is introduced elliptically, a vast storehouse of
tradition connected with that figure is often assumed by the poetry.’ We may
compare the formulation of Richard Martin: “The full ‘meaning,” and the full
enjoyment, of traditional poetry come only when one has heard it all before a
hundred times, in a hundred different versions.” But it is not enough to have
heard the lliad and Odyssey a hundred times. One must have heard hundreds of

other tales as well. These hundreds of tales and versions of those tales form a

backdrop of tradition every time a song is sung.

"Murray 1911.221 [= 1960.205]. On that same page Murray refers to her as “Briseis, the character
of fiction.”

* Friis Johansen 1967.153. On the problematic concept of the text of the lliad as a “source” for or
intluence on artistic traditions, see discussion above, pp. 42~44.

* See Lang 1995.149 and discussion above, p. 16.

" Martin 1993.228.
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Not all tales and versions of those tales can have coexisted however. Some
are tied to specific localities, others were no doubt well known at one time but
less well known at other times over the history of the epic tradition. There are no
doubt some traditions about Briseis that are, from a diachronic perspective, later
than others.” One might argue that the name Briseis (“daughter of Brises”) is
earlier, and Hippodameia is later. Hippodameia could in theory be hundred of
vears later, even post-classical, although [ have argued throughout this
dissertation that this is not the case. Following the work of Nagy on the Epic
Cycle, [ have argued that Hippodameia is a local variant, and as such, potentially
much older than the relatively more Panhellenic Briseis.

The system in which the Iliad and Odyssey were composed allows that
both older and later traditions be “authentic.”® A diachronic perspective
accommodates and accounts for innovation over time. For innovation can and
certainly does occur within the Homeric system. Parry demonstrated how new
formulas could be created in performance on the principle of analogy,” and
Lord’s work shows how poetry that is centuries old can be applied to new
conflicts and thus gain new significance.” Linguistic evidence proves that over

centuries in the ancient Greek tradition new formulas and new grammatical

" For the terms synchronic and diachronic with reference to the system of Homeric poetry see Nagy
1990(a).4: “By synchronic [ mean the workings of a system as it exists at a given time and place; by
diachronic, the transformations of this system through time.”

* For Homeric poetry as a system see Parry 1928.6-8 [= Parry 1971.6-8].
* Parry 1928.85-99 [= Parry 1971.68-79].
* For Lord’s comparative work see Lord 1960, 1991, and 1995; this work has been expanded upon

by many subsequent studies of oral traditional epic in the Balkans, Egypt, and elsewhere. For
application of this principle to Homeric poetry see Aloni 1986 and Higbie 1997.
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forms replaced old ones, even while other extremely old forms survived." Nagy
has shown how Homeric poetry gradually became Panhellenized, and local
versions of stories were screened out in a slow process."

[t is important to understand that any of these changes in the system of
Homeric poetry happens gradually, and innovation on the part of any individual
poet is subconscious. Individual poets “innovated” throughout their careers,
emphasizing the deeds of one hero or another as local custom and occasion
called for it. Nevertheless, as Lord has shown, the individual poet does not strive
for anything “new.” A poet within a traditional system does not step outside of
his tradition and want to be different."” The poet of a traditional song culture
rather claims to sing the songs exactly as he heard them, even though this never
in fact occurs.™

When we speak of the invention of a character like Briseis, who appears in
both epic poetry and the visual arts, we are dealing with two different kinds of

innovation. For the invention of a character involves not only a radical addition

** For three different approaches see Parry 1932; Palmer 1962; and Janko 1982.
** For Panhellenization, see discussion above, pp. 29-33.

" See Lord, 1995.3. See also Nagler 1974.xxiii. Cf. Parry 1932.9-10 [= Parry 1971.331]: “Whatever
change the single poet makes in the traditional diction is slight, perhaps the change of an old
tormula, or the making of a new one on the pattern of an old, or the fusing of old formulas, or a
new way of putting them together. An oral style is thus highly conservative; yet the causes for
change are there, and sooner or later they must come into play. These causes for change have
nothing to do with any wish on the part of the single poet for what is new or striking in style.
They exist above the poets, and are two: the never-ceasing change in all spoken language, and the
association between peoples of a single language but of different dialects.” Parry’s observations
about Homeric style are equally applicable to Homeric content.

** See especially Lord 2000.27-29.
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to the system of traditional epic composition and song, it also involves the
creation of the myth around which the system of composition is built.”

Malcolm Willcock was one of the first to theorize about a Homer who
invented myth ad hioc to suit the purposes of the character or the narrative.”
Willcock speaks of invention “for the needs of the moment.” His arguments
suggest that the pressure of performance causes invention, as the poet struggles
to make mythological exempla suit the needs of the context.” In reference to the
use of the Niobe story as a paradeigma in Iliad 24 he writes: “The Niobe story
shows that, in order to produce his parallel in the paradeigma, the author of the
lliad is prepared to invent the significant details of the myth” [emphasis
Willcock’s]." For Willcock, the process of composition-in-performance causes the
oral epic poet to invent myth for the moment.

But in the [liad Briseis is not part of a paradeigma, nor does the invention of
a character who is fundamental to the plot fit any of the other scenarios that

Willcock and his followers have attempted to define.” Briseis was part of Cyclic

** For a refutation of the arguments of those who speak of the invention of myth see Nagy 1992
and 1996b.113-146. Nagy argues from the perspective of social anthropology that for the ancient
Greek poets “creativity is a matter of applying, to the present occasion, myths that already exist”
{Nagy 1992.312). Lowell Edmunds also speaks of the application of traditional stories or myth to
the present occasion: “A story, or myth, is therefore, in retrospect, a set of variants on a
fundamental pattern, while, on the occasion of any retelling, the present, individualist version is
the authoritative one. Myth occurs, one could say, at the juncture of performance with tradition”
(Edmunds 1996.420). On the application of mutually contradictory variations of the same myth
on different occasions within the same poem see Edmunds 1996.421-122.

** Willcock 1964 and 1977. For arguments regarding mythological invention in Homer see also
March 1987.

7 See especially Willcock 1977.45.
* Willcock 1964.142, following the arguments of Kakridis 1949.96-105, and with further
bibliography at notes 1, 2, and 4. For more on the story of Niobe and its place in [liad 24 see

discussion below, pp. 141-142.

* See Willcock 1964 and 1977, as well as Braswell 1971 and Griffin 1980.185.
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traditions; she is mentioned by name in Proclus’ summary of the Cypria. If more
of the Cypria survived we would no doubt know more about at least one version
of her story.

The work of Parry and Lord, moreover, refutes Willcock’s suppositions
about the pressure of performance. Composition-in-performance cannot occur
without a traditional system of epic diction in place. This traditional system of
epic diction presupposes traditional content. If the content of the epic narrative
changes, the epic diction must evolve in order to express the new content. In the
citation of Parry with which I opened this concluding chapter, he discusses the
process by which a new formula enters a traditional system. It is only after a new
formula has been found to be both pleasing and useful to a generation of poets
that it becomes part of the traditional diction. In other words, epic diction
changes very slowly. Because the content of the narrative can only be expressed
in traditional phraseology and within a traditional system of themes, change can
only take place gradually, over several generations of poets.

[t cannot be claimed therefore that Briseis or any character is the
“invention” of any one poet, even though traditional tales can be shown (by an
outsider to that tradition) to change over time. If we are to appreciate the Iliad
and Odyssey as oral traditional poetry, a different model must account for Briseis’
and other minor characters’ brief appearances. Such a model presents itself in the
poetic technique of compression and expansion. As the formulation of Martin
that [ have quoted above suggests, the appearance of Briseis or any other
character in the [liad operates within a traditional system of expanded tales and
variations on those tales. In the more fluid stages of the evolution of the Iliad, it is

possible that multiple variations on expanded narratives about Briseis coexisted.
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Briseis had not only a history, but possibly many histories. In less fluid stages of
a poem there are fewer variations, but variation continues to occur on the level of
expansion and compression.” [ argue that Briseis’ relatively minor role in the
[liad, like that of many other characters, is a compression of at least one variation
on her story.

But as [ have argued in this dissertation, it is not enough to recover
Briseis’ story in however many variations it existed; we must also contextualize
Briseis’ story within traditional story patterns. Much of the meaning of the
poetry comes from the interaction of the Briseis narrative with other traditional
narratives: love stories of maidens and foreign enemies, the capture and
destruction of cities, the carrying off of daughters, the loss of husbands, the
enslavement of royal women.” This interaction with traditional patterns becomes
even more important when we consider the gradual screening out of local
versions in the context of the Panhellenic festival of the Panathenaia, a process
that coincided with the process of text fixation for the Iliad and Odyssey. As the
text became more fixed, so many local and variant traditions were lost to the
culture. A fifth-century Athenian audience of the Ilind may have known very

little more about Briseis than modern readers do now.? Instead, much of the

¥ It is useful to think here of horizontal and vertical axes of selection and combination, as they are
formulated by Jakobson. (See, e.g., Jakobson 1960.) In more fluid stages of the tradition, there
would have been more variation on the vertical axis of selection. In less fluid stages variation
happens in the form of compression or expansion along the horizontal axis of combination.

I On the interaction of traditional themes see Lord 1960.95-98.

< A fifth-century Athenian audience would have been acquainted with some version of what we
know as the Cypria at least. Aeschylus’ Myrmidons must have also featured Briseis, and it has
been suggested that she may have had a role other tragedies as well. There is a reference to
Mymes (to whom Briseis refers in her lament at [liad 19.296) in Sophocles’ lost Aichmalotides;
Blumenthal 1927 suggests that the title of that play refers to Briseis and her fellow captives. For
Briseis in these and other lost tragedies see Jacobson 1971.335 and note 11, with references ad loc.
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force of her character would have been paradigmatic, in that the compressed
references to her story served mainly to evoke traditional patterns.

We have seen that this kind of interaction with traditional patterns is
important also in vase paintings. Certainly there were different rules of
composition for the visual artists, who were constrained neither by the dactylic
hexameter nor by the pressure of performance at high speed. But I have argued
that, like the epic poet in a traditional song culture, vase painters did not
conceive of breaking free of tradition. One can strive to be the best painter
without deliberately changing traditional patterns.” Snodgrass has noted for
example that in the geometric period, the best paintings and sculpture are the
ones that are most “geometric.”* In the archaic period, Briseis appears in scenes
that are above all traditional: she is a lovely maiden holding a flower, a wine
pourer, and she is led away by the wrist in a scene of abduction. The scenes are
not generic. They are a visual representation of narrative. But the narratives in
which Briseis plays a role evoke other similar narratives about other women, to
the point that if many of the Briseis scenes weren't labeled, we would most likely

identify them as generic, or else as depicting someone else.

The [liad and Odyssey are a synoptic representative of an entire system of
individual singers that developed over hundreds of years. As Parry already

shows in his analysis of Homeric diction, any innovations that are present in the

= See also discussion above, pp. 4041, for arguments that others have made for believing that
artists strove to work within tradition rather than break free of it.

* Snodgrass1998.48-49. He cites Martin Robertson (1951): “the finer the work of art, the more
geometric.”
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text as we now have it were introduced by means of a complex process over
time, and cannot be attributed to any one poet. The same is true for the content
expressed by that diction. Briseis, like many other minor characters in the Iliad,
can best be understood as a figure with a long history, whose role in the epic
tradition became increasingly compressed over time. The loss to the Homeric
tradition of traditional narratives about Briseis occurred concurrently with the
Panhellenization of the [liad in the context of the Panathenaia.

In this dissertation I have tried to reconstruct the force of Briseis’ character
from a diachronic perspective. In earlier, more fluid stages of the epic tradition I
have argued that Briseis had a story that was well known, involving the sack of
her city and capture by Achilles. It seems likely moreover that there were at least
two variations on her story, because of the two-fold pattern she fulfills in ancient
references. In one variation she is a wife whose husband is killed by Achilles in
the sack of his city; in another she is an umarried girl, the daughter of a king,
whose parents are killed in the sack of her city. Our lliad seems to allude to
multiple variations on these two basic themes.

But the loss of a more expanded version of Briseis’ life and capture,
whenever that occurred in the history of Greek poetic traditions, did not prevent
Briseis from retaining a powerful role in the structure and poetics of the Iliad. The
traditional patterns that she evokes unite her in meaningful connections and
substitutions with the other women of the Iliad. Briseis’ lament is on one level a
timeless expression of love and loss, on another a communal outpouring of grief
tor the hero Achilles, for whom Patroclus substitutes. As Briseis shifts roles from
daughter to sister to wife her lament becomes ever more universal, even as she is

expressing her most personal feelings. The traditional lament links Briseis with
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the most ancient and basic story of them all, around which epic poetry is built

and with which epic poetry is infused at every point, the song of sorrow.



Afterward: Elegizing Briseis in Augustan Rome

The poetic potential of our glimpse of Briseis in the Illiad was not lost on
the Augustan poets, who also had access to the Epic Cycle, which we only have
in summary form.' Propertius and later Ovid seize on the figure of Briseis and
the tragic aspects of her relationship with Achilles as the perfect nexus of epic
and elegiac agenda.’ In Book 2 of his elegies, Propertius transforms epic into
elegy and elegy into epic through the figure of Briseis. A close reading of the four
poems in which Briseis appears will show how Propertius constantly reinterprets
heroic exempla from the lover’s perspective (and vice-versa).’ This
reinterpretation is part of an ongoing engagement of epic poetry in which
Propertius refuses to write epic while he at the same time transforms heroic
models into elegiac ones. In order to refuse epic poetry, Propertius subsumes it to

his own poetic goals.

“ That the Roman elegiac poets had access to the epic cycle seems to me certain. They knew at
least a good deal of traditional material that was narrated in the cycle (although much of this
material may have been mediated through tragedy). Names of the poems of the Epic Cycle (and
the authors to whom they are attributed) are inscribed on the so-called Tabulae lliacae (found in
and around Rome and dated to Augustan times). On the Tabulae Iliacae see Sadurska 1964 and
Horstall 1979.

*On the “elegizing” of Briseis in Ovid (and Propertius) see especially Jacobson 1971 and Barchiesi
1992.185ff. I have borrowed the term “elegize” from Barchiesi. For Propertius, see also Dalzell
1980.30: “the whole plot of the lliad is conceived in romantic terms: Achilles, Briseis, and
Patroclus are the central figures in a drama of passion and suffering. This is an elegiac lliad,
brought down to humanlevel, where the characters are motivated by the emotions which move
the elegiac lover.”

' Running commentaries tend to encounter heroic exempla on a case by case basis and therefore
do not treat them as a unified system. The resulting analysis focuses on each instance as a
distortion of the heroic exemplum that requires explanation. Butler and Barber 1933, Richardson
1976, and Camps 1966 alternatively excuse the poet or point out his errors. [ would like to show
the pattern by which Propertius deliberately reinterprets the exempla in the context of love elegy.
This reinterpretation by nature distorts the model, but as I will demonstrate, the “distortion”
often offers a great deal of insight into both the Propertian poem and its source.
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These poetic goals are declared in a number of ways, all of which can be
explored through the figure of Briseis. First, Propertius equates the epic and the
elegiac poet - and the lover and the statesman and warrior. Propertius asserts in
Book 2 and elsewhere that elegiac struggles are heroic, and that a lover is a
fighter. Secondly, Propertius explicitly inserts himself into the history of Greek
and Latin literature by alluding to and incorporating other genres within his
elegiac mode of expression. Finally, Propertius affirms a Callimachean system of
poetics that rejects the grandiose, martial, and political. Propertius’
transformation of epic into elegiac and Callimachean poetry is a recusatio that
runs throughout the Propertian corpus.

Briseis is part of a system in which the role of poet, citizen, elegy and epic
are explored. Propertius 2.1 is the ideal starting point for my own exploration of
this system, because with this poem Propertius sets forth his goals for Book 2 as a
whole. The seemingly minor figure of Briseis unites many of the themes that are

programmatically laid out in 2.1 well before Briseis appears.

Make Love AND War: The Lover as Warrior in 2.1

Book 2 of Propertius’ elegies begins with a programmatic poem about the

elegist’s place in Augustan Rome. Propertius® refuses epic by equating love and

* I'refer to “Propertius” or “the poet” and “Cynthia” not biographically, but as characters in a
poetic narrative constructed by the “real” Propertius who is the author of the poems. It is often
difficult or impossible to distinguish between the two, since the narrator of the poems is also an
elegiac poet and refers to himself as “Propertius” in 2.8. For the poetic persona we may compare
Catullus and others, whose narrators likewise refer to themselves in a way that suggest that they
should be equated with the author, but who seem to be poetic constructs none the less.
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war, thereby justifying his choice to be a love poet. The poem is structured
around a series of rejections of other, more weighty forms of literature that a
statesman and poet might be expected to write. The poem is addressed to
Maecenas and therefore must fulfill a dual purpose: it is a dedication to a literary
patron and at the same time recusatio of state-oriented epic or historical poetry.
Propertius, just as Horace and Virgil and other poets in Augustan Rome, must
find his own voice within a system in which literary and political patronage are
united and in which the poet’s role is tied to an administration far more closely
than it ever was before.

Propertius creates poetic independence for himself first by asserting that
his poetic inspiration is Cynthia and only Cynthia - he is simply incapable of
other forms of poetry, notably epic:

non haec Calliope, non haec mihi cantat Apollo.
ingenium nobis ipsa puella facit. (2.1.3-4)

[t is not Calliope, not Apollo that puts these songs in my mind.
My girl herself creates the inspiration.’

Cynthia, whose very name is connected with Apollo, here replaces both Apollo
and the epic muse as the source of Propertius’ poetic inspiration. Calliope is
perhaps to be associated with Hesiod, Apollo with Homer.” The substitution of
Cynthia for Apollo and Calliope marks a rejection of epic poetry for elegy, as
well as a rejection of war and the life of a statesman for the life of the elegiac

lover.

‘See Stahl 1985. See also, e.g., Propertius 1.6, where Propertius calls love his militiam (1.6.30).
" All translations of Propertius are adapted from those of Goold 1999.

" Cf. Hesiod, Theogony 79. Camps notes that Calliope is elsewhere Propertius’ Muse (3.2.16, 3.3.38
and 51). See Camps 1966, ad. loc.
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Propertius goes on to equate the “struggles” of lovemaking with the epic
hero’s ordeals (luctatur) on the battlefield:

seu nuda erepto mecum luctatur amictu,
tum vero longas condimus lliadas. (2.1.13-14)

Or if she struggles with me nude, her dress torn off,
then indeed I compose long Iliads.

Here sex is a substitute for battle, and a poem about sex is Propertius’ lliad.’
Propertius (no doubt playfully) justifies his choice by portraying the life of a
lover in heroic terms.

But poem 2.1 is not only a justification the part of the author of the
apolitical life and work of a poet. The poem also creates a place for love elegy in
the literature of Augustan Rome. In line 17 begins a recusatio proper that
encompasses the history of Greek and Latin literature. Propertius begins by
stating that it is not his fate to write epic poetry (17), but if it were, his subject
would be Caesar and Maecenas:

quod mihi si tantum, Maecenas, fata dedissent,
ut possem heroas ducere in arma manus,
non ¢go Titanas canerem, non Ossan Olympo
impositam, ut caeli Pelion esset iter,
nec veteres Thebas, nec Pergama nomen Homert,
Xerxis et imperio bina coisse vada,
regnave prima Remi aut animos Carthaginis altae,
Cimbrorumque minas et bene facta Mari...
bellaque resque tui memorarem Caesaris, et tu
Caesare sub magno cura secunda fores. (2.1.17-26)

But if only fate had so endowed me, Maecenas,
that my Muse could lead a hero’s hands to arms,
[ should not sing of Titans, or Ossa on Olympus
piled, that Pelion might become the path to heaven;
or of ancient Thebes, or Pergamum, Homer's glory,
and the union of two seas at Xerxes' command,
or the early reign of Remus or the fury of lofty Carthage,

* See Camps 1966, ad loc.
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the Cimbrian menace and the splendid feats of Marius:
I'should tell of your Caesar's wars and policies and you
after mighty Caesar would be my second theme.
The poet rejects theogony (19-20), the Theban cycle (21), the Trojan war (21), The
Persian wars (21), the founding of Rome (23), the Punic wars (23), and the Celtic
invasions (24) as subjects for his epic poetry. This recusatio is a formal refusal of
not only themes but also genres and poets. Again he indirectly cites Hesiod (19-
20) and more explicitly Homer (21), as well as Herodotus, Ennius, Naevius and
possibly Livy - to name just the most obvious.” In so doing Propertius refuses
wisdom poetry, epic poetry, tragedy, and history. We may recall here lines 15-16,
which render Propertius’ love poetry “the greatest history”: seu quidquid
[Cynthia] fecit sive est quodcumgque locuta,/ maxima de nihilo nascitur historia. It is
interesting to note that Propertius does not yet reject pastoral poetry, a point to
which I'll return shortly.
Just as Cynthia becomes Propertius’ “epic” Muse, Propertius’ patron
Maecenas likewise takes on an epic persona. He becomes Patroclus:"
nam quotiens Mutinam aut civilia busta Philippos
aut canerem Siculae classica bella fugae,
eversosque focos antiquae gentis Etruscae,
et Ptolomaeei litora capta Phari,
aut canerem Aegyptum et Nilum, cum attractus in urbem
septem captivis debilis ibat aquis,
aut regum auratis circumdata colla catenis,
Actiaque in Sacra currere rostra Via;
te mea Musa illis semper contexeret armis,
et sumpta et posita pace fidele caput:
Theseus infernis, superis testatur Achilles,

hic Ixioniden, ille Menoetiaden. (2.1.27-38)

For as often as [ sang of Mutina or graves dug at Philippi in civil war,

* On the poetic references and sources see Butler and Barber 1933, ad loc.

' On Maecenas as Patroclus see Stahl 1985.165.
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or the navel war and the rout of Siciliy,
or the ruined hearths of Etruria’s ancient race,
and the coasts of Ptolemaic Pharos captured;
or I should sing of Egypt and the Nile, when haled into Rome,
it flowed flagging with its seven streams captive;
or the necks of kings encircled with chains of gold
and Actian prows speeding along the Sacred Way:
my Muse would always be weaving you into these exploits,
you the soul of loyalty in commending as in rejecting peace.
Theseus to the shades below, Achilles to the gods above proclaims a
comrade’s love,
the one of Ixion's, the other of Menoetius’ son;

With these lines Propertius continues his sweeping review of Greek and Roman
history, taking the survey down to the time of composition. He concludes by
asserting that he has been unable to write about these historical events without
weaving in Maecenas, and compares him to Perithous and Patroclus. In this way
Propertius celebrates his patron as a hero. And by implication of course,
Augustus is Achilles. On this analogy the world of the elegist becomes
thoroughly heroic: Cynthia, Maecenas and Augustus all have their Iliadic
counterparts, and, if we follow the analogy through, Propertius is Homer
himself.

But a Homer Propertius refuses to be. Despite his attempts at epic poetry,
the poet maintains that his slender Callimachean poetics (angusto 38, 45) are not
up to the task of composing hard epic narratives (duro 40):

sed neque Phlegraeos lovis Enceladique tumultus

intonet angusto pectore Callimachus,
nec mea conveniunt duro praecordia versu
Caesaris in Phrygios condere nomen avos.
navita de ventis, de tauris narrat arator,
enumerat miles vulnera, pastor ovis... (2.39-44)
But neither would the slender utterance of Callimachus suffice to thunder

forth the battle waged on Phlegra’s plain between Juppiter and
Enceladus,

Nor are my powers fitted to enshrine in martial strains
the name of Caesar among his Phrygian ancestors.
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The sailor tells of winds, the ploughman of oxen;
the soldier counts his wounds, the shepherd his sheep...

In lines 39-40 the poet compares his poetics to those of Callimachus, who was not
able to “thunder forth” the Titanomachy. In the next two lines is a reference to
the Aeneid, which is still at this point a work-in-progress. Virgil is a Roman poet
who could write epic; Propertius’ calling is elsewhere. In 43-44 the poet notes
that every person tells stories about what they know best. The verses are
structured with adversative asyndeton at the caesura, with the result that
oppositions are set up between sailor and farmer, soldier and shepherd. These
oppositions mirror those set up throughout the poem between lover and
statesman, elegist and epic poet.

Propertius associates himself with the Hellenistic poetry of Callimachus,
but Propertius is not a pastoral poet like Theocritus or Virgil. His field of
expertise is love:

nos contra angusto versantes proelia lecto:

qua pote quisque, in ea conterat arte diem.

laus in amore mori... (2.1.45-47)

[ for my part wage wars within the narrow confines of a bed:

let everyone spend his life in the trade he practises best.

To die in love is glory...

Here, as in 13-14, the language of love and battle are mixed so as to make battle a
metaphor for love and to effect an equivalency between the two. The elegist
wages war, but in bed. Likewise it is glorious for the elegist to die on the

battlefield of love. This idea is picked up again in the final lines of the poem, in

which the poet imagines his tombstone, as though he were a fallen warrior.
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Lines 49-70 continue the recusatio with a literary tour de force in which
mythological exempla from tragedy and the epic cycle abound." With Phaedra
and Medea in lines 51 and 54 the genre of tragedy, noticeably absent from the
earlier survey, gains a place within the overall theme of refusal. Many of the
remaining exempla come from the Trojan cycle, and here Achilles makes his
second appearance, referred to indirectly (by way of his spear) as simply “the
Thessalian” (Haemonia... cuspide 63). Propertius’ inescapable sufferings are then
compared to the famous punishments of the underworld and the binding of
Prometheus.

The poem concludes with a return to Maecenas (73), and the hope that the
patron will honor the poet once he has died:

quandocumaque igitur vitam mea fata reposcent,
et breve in exiguo marmore nomen ero,
Maecenas, nostrae spes invidiosa iuventae,
et vitae et morti gloria iusta meae,
si te forte meo ducet via proxima busto,
esseda caelatis siste Britanna iugis,
taliaque illacrimans mutae iace verba favillae:
"Huic misero fatum dura puella fuit.” (2.1.71-78)

When, therefore, fate claims back from me my life,
and [ become a brief name on a tiny marble slab,
then, Maecenas, hope and envy of Roman youth,
my rightful pride in life and death,
should your travels chance to bring you close to my tomb,
halt your British chariot with its figured harness,
and, shedding a tear, pay this tribute to my silent embers:
“An unrelenting girl was the death of this poor man!”

" See Butler and Barber 1933, ad loc.

It could be argued that veteres Thebas is an allusion to tragedies set in Thebes, but the place of
the phrase within a seemingly chronological catalogue indicates [ think that the Theban cycle of
epic poetry is meant.
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Here the poet imagines that his tomb, not unlike the tomb of a Greek hero," will
be visited by travelers. Maecenas is also imagined heroically or, at the very least,
as a warrior in his chariot. True to Propertius’ Callimachean poetics, however,
the tombstone will be slender (exiguo 72). The punch line as it were is that the
cause of this hero’s death is not a fatal wound in battle but a fatal love affair: Huic
misero fatum dura puella fuit (78). Nevertheless, as I noted above, this death will be
for Propertius a source of glory: laus in amore mori (47). The adjective dura applied
to Cynthia recalls the duro versu of line 40. Again an equivalency is made
between the harsh ordeals of the warrior and those of the lover. Thus the final
lines of the poem bring together the themes of dedication, recusatio, and
Hellenistic poetics, as a final connection between the warrior and poet is made in
the image of the hero’s tomb.

In 2.1 Propertius makes two types of refusal to write epic poetry. In 39-46
he argues that his poetics are not of kind to suit epic themes. Like Callimachus,
he is incapable. But the poem as a whole argues for an equivalency between love
and war that overrides the poet’s professed lack of ability. Stahl has written of
2.34: “Propertius dedicates the larger part of the Second Book's epilogue to
explaining his relationship with Virgil: a natural counterpiece to his own
introductory refusal to write an epic on Augustus’ deeds...”" Similarly, [ argue
that Propertius’ metaphorical combination of the semantic realms of love and
war in 2.1 indicate a special way in which the elegist can and will write epic. Epic

will be transformed into elegy throughout book 2. Just as Maecenas can become

“Cf., e.g, lliad 7.87-91 and Alcestis 996-1004.
“* Stahl 1985.173
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Patroclus, Cynthia will become Briseis. And Propertius (like Augustus) will

become Achilles.

Briseis and Cynthia: 2.8 and 2.9

As [ have argued above, in the Iliad Briseis can be a prize, a girl, a
daughter, a wife, or a captive. In lliad 9.340-341 Achilles asks if only the sons of
Atreus love their wives (9.340-341) (aAoxdus), thereby likening her to
Clytemnestra and inviting us to think of Briseis as a “wife.”" In Briseis’ lament
for Patroclus in 19 she says that Patroclus had promised to make her Achilles’
koup1dinv &Aoxov. A koupidin &Aoxos is a wife to whom one was betrothed in
youth or young adulthood;" Agamemnon uses this phrase of Clytemnestra in
lliad 1.114. But of course Briseis has already been married. In the [liad Briseis is a
captive foreigner and Achilles’ concubine, a prize of war (lliad 1.392). Achilles
himself killed her husband (19.295-296).

Propertius exploits this tension between Briseis as wife and Briseis as
captive concubine, never to be resolved in the Iliad itself,” in a masterly way in
Book 2 of his elegies. Propertius’ elegiac mistress Cynthia plays a number of

seemingly contradictory roles in this book (and throughout the Propertian

** See above, p. 32 and p. 87.
" See Nagy 1970.104-5, note 9.

* lliad 24.675-676 offers some closure to the quarrel over Briseis as Achilles and Briseis go off into
Achilles’ tent together to sleep. See Macleod 1982, ad loc. and Edwards 1987.58. But the liad is
open-ended in that Achilles’ death is constantly foreshadowed. Although the relationship
between Achilles and Briseis is restored upon her return, Achilles’ death guarantees that she will
never be more than a captive concubine.
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corpus).” At times she seems to be a meretrix, at other times an upper-class wife
committing adultery.” In 2.6 Propertius highlights the ambiguity: Nos uxor
numgquam, numquam seducet amica: / semper amica mihi, semper et uxor eris (2.6.41-
42). The poetics of Propertius are quite different from those of Homeric poetry,
but the parallels between Propertius’ portrayals of Briseis and Cynthia and the
use of Briseis as an exemplum show us that has exploited a striking (if initially
unintentional) affinity between these two characters.

[ would now like to look more closely at the poems in which Briseis
appears, in order to show how Propertius “elegizes” epic by elegizing Briseis.
Propertius makes Briseis a central character in an ongoing recusatio that
transforms epic and heroic traditions by infusing them with the agenda of love
elegy. In these four poems, Cynthia can be Briseis, or she can be the antithesis of
Briseis. The portrayals of both Cynthia and Briseis are shaped by the dictates of
the poems’ narratives. The flexibility built into their characters allows a re-
interpretation of each woman with each new episode. And yet a unity emerges
that shows that the arrangement of the four poems and the portrayal of the

characters is anything but random.

** See Richardson 1976.3-+: “The picture of Cynthia that must be put together is of a woman who
is shown us by turns as a casta puella who spurns the poet’s desperate love and devotion (1.1), a
frivolous and vain creature of fashion preoccupied entirely with her own appearance (1.2), a
devoted wifely companion who can berate the poet for his desertion of her for an evening while
he has gone off carousing (1.3), a doxy willing to threaten to follow a rich suitor to wintry Illyria
(1.8), vet tearfully insistent that P. give up thought of a career and the chances of lining his pocket
in Asia to dance constant attentendance on her in Rome (1.6), a vindictive little trollop ensconced
in the society of the demimonde of Rome (1.5), and a courtesan accustomed to spend her holidays
grandly among the pleasures and temptations of Baiae (1.11) - to name only some of the guises in
which we meet her in the first half of the first book.”

¥ See Williams 1968.529ff. and Richardson 1976.143ff.
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Poems 8 and 9 of Book 2 have been read as a complimentary pair. In both
poems the narrative context is Cynthia’s unfaithfulness. In poem 8 she has been
snatched away by another (eripitur 8.1); in poem 9 Cynthia is portrayed as a
deceiver (fraudes 9.31). Briseis is the explicit analogy in both cases. Poem 8,
however, has been attacked on grounds of unity.” The wild bursts of emotion
seem incoherent and irreconcilable. Although it is not a programmatic recusatio,
as in poem 2.1 non-elegiac genres and themes are inserted into the medium of
elegy and transformed. But it is precisely Briseis and the analogy with Cynthia
that unites the poem.

Poem 2.8 begins: eripitur nobis iam pridem cara puella (1). As many
commentators have noticed, the verb already sets up an analogy with Briseis,
who will not appear by name until line 35. Briseis was captured by Achilles and
is called SoupikTnTAV (9.343) by him. In the lliad, Briseis loves her captor, and
when she is stolen a second time in [liad I, this time by Agamemnon, she goes
“unwillingly” (&éxoua’ 1.348). The analogy with Cynthia is unexpected but
nonetheless meaningful. Cynthia herself has been “captured” and is possessed
by Propertius whether we think of her as a married woman or a meretrix.*! Now
someone has stolen what he had rightfully stolen.

By imagining her as Briseis, the poet can portray Cynthia, at least in this
poem, as unwilling to leave him. Propertius reinterprets the quarrel between

Achilles and Agamemnon in [liad 1 as a love triangle: nullae sunt inimicitiae nisi

¥ See especially Butler and Barber 1933, ad loc.

* If Cynthia is a married woman, he has stolen her from her husband; if a meretrix, he has stolen
her from her many would-be lovers.
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amoris acerbae (3).2 None of this becomes clear, however, until the final
exemplum of the poem. Before engaging the epic analogy to which he only
alludes in the opening lines, the poet first analyzes great themes of history and
tragedy in terms of love.

[n lines 7-10 Propertius moves from epic and goes on to rethink the
monumental History of Herodotus from an elegiac perspective. He encapsulates
the driving theme of Herodotus’ History as it is formulated in Herodotus 1.5:

'Eyco B¢ mepl péEv ToUTwv ok Epxoual épécov s oUTws i) &AAws
Kws Talta EyEveTo, TOv 8¢ olda auTds TpdTov UTdpfavTta
adikwv Eépycv & ToUs "EAAnvas, ToUTov onuivas mpofricouat &g
TO TTPdaw TolU Adyou, Suoiws Uikp& kal ueydAa aoTea
avlpcotwv émeCicov. Ta yap 1o mdAat ueydha fv. Ta moAA&
QUT@V GUIKPQ YEyove' TA B¢ €T Euéo NV peydAa. TpdTepoOv v
ouikpda. Thv avBpwminv dv émotauevos eldaipoviny oUdaua év
TWUTER HEVOuoQav, EMUVAOOUAL AUPOTEPwLY duoiws. (Herodotus
[.5.3-4)

But concerning these things [ do not plan to say how they
happened one way or another, but rather having indicated the one
who [ myself know first committed unjust acts against the Greeks I
shall proceed with my history, treating small and great cities of
men alike. For many cities that were once great have now become
small; and some that were great in my time were small before.
Knowing therefore that human prosperity never continues in the
same place, I shall mention both alike.

Propertius applies to love the idea that great cities fall and small ones become
great and the fact that human fortune is never constant:
omnia vertuntur: certe vertuntur amores:
vinceris aut vincis, haec in amore rota est.

magni saepe duces, magni cecidere tyranni,
et Thebae steterant altaque Troia fuit. (2.8.7-10)

= Compare Ovid'sTristia 2.371~4 for a similar transformation:
[lias 1psa quid est aliud nisi adultera, de qua
nter amatorem pugna virumque fuit?
quid prius est illi flamma Briseidos, utque
fecerit iratos rapta puella duces?
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All things change, and loves not least of all:
you lose to those you vanquished - so turns the wheel in love.
Great generals and tyrants have oft taken a fall.
Thebes is destroyed and lofty Ilion has ceased to be.

Trov and Thebes are great cities that are now destroyed and insignificant. If these
can be overthrown, it is no wonder that love can too. Love’s fortune is cyclical,
imagined as a wheel (rota 8). We may compare the following passages:

el &' Eyveokas 8Tt c'xvefc.m'og Kal oU €ls kal ETépov Tolvde &PXELS, EKETVO

TP TOV HAbe s KUKAOS TGV avBpoTmiwy EOTI TPNYHATWV,

TEPIPEPOUEVOS OE OUK €& aiel ToUs auTous eUuTuxEetv. (Herodotus [ 207.2)

But if you recognize that you are a man and that you rule over other men,

learn first that there is a cycle of human affairs, and wheeling around it

does allow the the same people to remain always fortunate.

aAN’ Tl THua kal Xap&

T&o1 kukAouowv, olov "Ap-

kTou aTpopades kéAeubol. (Sophocles Trachiniae 131-133)

But pain and joy

exist in a circle for all, just like

the rotating paths of the Great Bear.
The wheel or kixAog of human fortune is a pervasive concept in the tragedies of
Sophocles.” It is also an important metaphor for Herodotus, as exemplified not
only in the opening chapters of the work but also in the story of Croesus in Book
1. Although the cyclical nature of human fortune may well be to some extent a
universal concept, I think that in 2.8.7-10 Propertius does in fact refer to the
monumental work of Herodotus’ History. As [ noted above, already in 2.1

Propertius said that out of Cynthia’s words and deeds “maxima... historia” is born

(2.1.15-16).™ Here that promise comes to fruition, but through elegy and the

= [ have explored this at length in an unpublished paper.

*In Book 1.15.24 Cynthia becomes nobilis historia because of the magnitude of her treachery and
infidelity. (See Stahl 1985.163.) In 1.15, as in this poem, women of the Greek heroic past (in this
case Calypso and Hypsipyle) are put forth as models of fidelity in comparison with Cynthia.
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elegist’s poetics. Propertius’ poem is only 40 lines long, it is in elegiac couplets,
and the history is that of a love affair. But just as there are seeds of elegy already
in the [liad, so Herodotus 1 offers appropriate material for the elegist: the
opening chapters of the book are all about wife stealing.

[t is nice that the metaphor of the wheel of human fortune is one that
Herodotus and Sophocles share. The next Greek model that Propertius
reinterprets is Antigone:

quid? non Antigonae tumulo Boeotius Haemon

corruit ipse suo saucius ense latus,
et sua cum miserae permiscuit ossa puellae,
qua sine Thebanam noluit ire domum? (2.8.21-24)
What? Did not Boeotian Haemon at Antigone's tomb
destroy himself, stabbed in the side by his own sword,
and did he not mix his bones with the unhappy girl's,
since without her he would not enter his Theban home?
[n these lines Propertius takes a complex set of heroic actions and values and
analyzes them from the point of view of the lover. From this point of view
Haemon killed himself for love, because he could not live without Antigone.
Scholars have objected to discrepancies with known literary versions of the
myth.” Butler and Barber write that whatever version Propertius has in mind,
“the parallel is inept.” Camps tries to excuse Propertius: “The fact that the
circumstances attending the loss are quite different in the two cases is not a fault;
the speaker’s thoughts are rendered incoherent by emotion.”*

But as we have seen, the Antigone-Haemon exemplum is the second of

three great literary models to which Propertius equates his own loss of Cynthia.

= See Butler and Barber 1933, Camps 1966, and Richardson 1976, ad loc. Sophocles’ Antigone is the
best known and most obvious literary model. Hyginus (Fab. 72) also has a version in which
Haemon kills Antigone and then himself.
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The poem begins with a veiled allusion to epic and the figure of Briseis; in lines
29-40 the analogy is fully realized as the third of the three:

ille etiam abrepta desertus coniuge Achilles
cessare in tectis pertulit arma sua.

viderat ille fuga, stratos in litore Achivos,
fervere et Hectorea Dorica castra face;

viderat informem multa Patroclon harena
porrectum et sparsas caede iacere comas,

omnia formosam propter Briseida passus:
tantus in erepto saevit amore dolor.

at postquam sera captiva est reddita poena,
fortem illum Haemoniis Hectora traxit equis.

inferior multo cum sim vel matre vel armis,
mirum, si de me iure triumphat Amor? (2.8.29-40)

Even great Achilles, left alone when his wife was stolen,

allowed his arms arms to lie idle in the face of the Trojans.
He had seen the Achaeans in flight cut down along the shore,

and the Greek camp ablaze with Hector's torch;
he had seen the unlovely corpse of Patroclus

lying stretched out on a heap of sand and his locks caked with

blood,

enduring it all for the sake of lovely Briseis:

such is the grief that sears a man when his love is stolen.
But when with tardy redress his captive was restored,

he dragged the valiant Hector behind his Thessalian horses.
Since [ am far inferior to him in mother and in arms,

why wonder that Love naturally triumphs over me?

Here, just as in the Antigone-Haemon passage, the elegiac poet/lover interprets
the model from the lover’s point of view. In the elegist’s analysis, Achilles
allowed his dearest friend Patroclus to die for love of Briseis (omnia formosam
propter Briseida passus 35). Even the dragging of Hector is attributed to retroactive
dolor for the taking of Briseis.

In all three of his uses of Greek literary models in this poem Propertius
distorts and reinterprets the analogy, forcing his exempla to fit within a lover’s

paradigm. Many scholars have tried to show how Propertius gets the model

* Camps 1966, ad loc.
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wrong, and then they explain why he did so. Richardson for example writes on
these lines: “Whether we are to see this distortion as a lapse of the poet’s memory
of the [liad or rather as the half-deliberate falsification of his fevered imagination
at this point does not greatly matter...” Similarly: “In 2.8 the poet could not stop
to think where to begin or what to do, and things came off rather to his
discredit.”* This interpretation, like that of Camps on the Antigone analogy,
attributes an inability on the part of the poet to control his own emotions.
Consequently his poetry become incoherent and imprecise.

Emotional and intellectual turmoil may well be the construct that
Propertius (the author) develops for the poetic persona that is the speaker of the
poem. But I argue that the distortion of famous literary models is intentional and
part of an on-going recusatio, in which Propertius (the author) asserts the place of
elegy in Greek and Roman literary history. Propertius has not, in a fit of jealous
emotion, misinterpreted the act of dragging Hector. The dragging of Hector is
one of the most primal and atrocious responses to grief in the [liad. No ancient
reader of the poem could mistake Achilles’ grief for Patroclus for anger over the
taking of Briseis. Propertius, moreover, could have easily left out lines 37-38,
which at first seem almost an afterthought. But Propertius has deliberately
composed and included them. In so doing, he signals even more provocatively
his appropriation of epic into an elegiac world.

This appropriation of epic begins even before 2.8.29. Already in the
Antigone-Haemon exemplum a conflation of epic, elegy and tragedy has taken

place. In line 23 Haemon is said to mix his bones with those of Antigone (sua cum

< Richardson 1976.236.
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nuserae permiscuit ossa puellae). Both Richardson and Camps point out that we
know of no tradition in which Antigone and Haemon share a tomb. Achilles and
Patroclus, however, are a famous example of a pair whose bones are mixed in a
single funeral urn. Propertius makes brilliant use of this exemplum in poem 4.7,
in which Cynthia returns after death in a dream and makes this same request of
Propertius. Here in 2.8 [ think we have an even earlier reference to the mixing of
the bones of Achilles and Patroclus. By mixing epic and tragic allusions in the
Antigone example Propertius both signals his innovative use of the material but
also appropriates them with his own elegiac system.

Propertius’ use of Briseis as a model for Cynthia is the crucial and
culminating appropriation of epic in this poem. Line 1 refers to Cynthia
(Eripitur... puella), but recalls Briseis. In line 29 Propertius compares his emotions
to those of Achilles, abrepta desertus coniuge. A form of rapio brings the two
together. There is a disjunction, however. Cynthia is a puella, but Briseis is called
a coniunx. Propertius exaggerates the relationship between Briseis and Achilles in
order to make the theft seem all the more terrible and the loss all the more
painful. In exaggerating their relationship, Propertius gives more weight to his
own relationship. And yet Briseis is just as much Achilles’ puella as Cynthia is
Propertius’. Here again I think the disjunction is intentional. In line 37 Propertius
plays on Briseis’ status by calling her captiva: it is unclear whether captiva refers
to her theft by Agamemnon, or Achilles, or both. The analogy with Briseis and
the poem as a whole cast the sufferings of the lover in heroic terms. The obvious
parallels between Briseis and Cynthia allow Propertius to elegize the epic

material as well as call attention to the fact that he is doing so. And yet
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Propertius is never far off from his Iliadic model even when departing from it.
For as we have already seen, the attribution of the status of wife to the captive

Briseis is one made already in the Iliad by Achilles himself.”

Poems 2.8 and 2.9 are together a brilliant depiction of the progression of
the emotions of the abandoned lover. In poem 2.8 the analogy with Briseis is
made in order to entertain the idea that Cynthia has been unwillingly taken from
him. In 2.9 there is no such illusion, and instead Cynthia becomes a failed Briseis.
Briseis is imagined as the quintessential faithful Greek bride, and Cynthia is a
poor comparison:

Penelope poterat bis denos salva per annos
vivere, tam multis femina digna procis;

contugium falsa poterat differre Minerva,
nocturno solvens texta diurna dolo;

visura et quamvis numquam speraret Vlixem,
illum exspectando facta remansit anus.

nec non exanimem amplectens Briseis Achillem
candida vesana verberat ora manu;

et dominum lavit maerens captiva cruentum,
propositum flavis in Simoenta vadis,

foedavitque comas, et tanti corpus Achilli
maximaque in parva sustulit ossa manu;

cum tibi nec Peleus aderat nec caerula mater,
Scyria nec viduo Deidamia toro.

tunc igitur veris gaudebat Graecia nuptis,”

tunc etiam felix inter et arma pudor. (2.9.3-18)

Penelope was able to keep her honour intact for twice ten years,

¥ 9.340-343. Cf. 19.297-298.

¥ Nuptis is Baehrens’ emendation for natis. If natis is kept the meaning is that children have
certain parentage. This seems a strange thing to say of the children of Briseis or Deidamia, and
even stranger in connection with Cynthia. Richardson objects to nuptis on the grounds that it is
“inappropriate for Briseis, when the poet has just characterized her as captiva.” Yet in line 29 of
the same poem (2.8) Briseis is referred to as Achilles’ coniunx. In this poem Penelope and Briseis
are juxtaposed as faithful wormen, and the juxtaposition seems to equate Penelope and Briseis. As
[ argued above, I think the disjunction between Briseis as a captive and a wife is intentional,
although I do not regard the emendation as certain, and both readings emcompass the ambiguity.
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a woman well meriting that multitude of suitors;
her crafty loom enabled her to put off the hour of marriage,
undoing the day's weaving in nightly deceit;
and although she never expected to see Odysseus again,
she stayed true and became an old woman waiting for him.
Briseis, too, holding the lifeless Achilles
beat her fair cheeks with frantic hand:
the mourning captive washing her bleeding lord
as he lay beside the sandy shoals of the Simois;
she soiled her hair and her little hand
took up the body of the huge Achilles and his giant bones.
Peleus was not there for him then, nor his sea-born mother,
nor Deidamia, who slept in a deserted bed on Scyros.
Thus in those days Greece rejoiced in faithful brides,
and in those days chastity existed even amid slaughter and strife.
Here not just Briseis but even Penelope becomes incorporated into the elegiac
realm. " The faithful wife of twenty years would seem to have no place in the
(adulterous) world of the elegiac lover, but Propertius expects no less than
perfect “fidelity” from his mistress Cynthia. The possibility that Cynthia could be
a Penelope is brought out even further by the juxtaposition of Briseis with
Penelope as another example of a devoted consort. Like Cynthia, Briseis is no
wife, and yet, like Penelope, she is a model of fidelity.

The powerful image of the weeping Briseis (2.9.9-14) serves a number of
purposes that tie in well with poemns 2.1 and 2.8. First and foremost Briseis is a
foil for the unfaithful Cynthia, devoted and loyal beyond all others. Briseis was
there for Achilles when his father, mother, and the mother of his son were not.
Secondly, in portraying Briseis this way, as with Penelope, Propertius transforms
epic into elegy while at the same time casting his own sufferings in a heroic light.

The elegizing of epic, however, as we have seen in 2.1 and 2.8, involves

more than rewriting epic narratives to focus on romantic love. The Roman elegist

¥ For Penelope cf. 2.6.23: felix Admeti coniunx et lectus Ulixis.
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is also asserting a system of poetics that is modeled on learned Alexandrian poets
like Callimachus and Theocritus. Propertius often displays his own learnedness
and familiarity with Alexandrian poetic techniques by means of sophisticated
allusions to Greek and Roman poetry that operate on multiple levels. The death
of Achilles does not take place within the confines of the Iliad, but in the
Aethiopis. In the summary form in which we have it there is no episode in the
Aethiopis in which Briseis laments Achilles as she does here, but in this or some
other tradition she must have done so. Quintus of Smyrna (3.551) contains a
similar scene, and probably drew on the same source as Propertius.

Propertius employs Alexandrian learning by alluding here as elsewhere to
“non-Homeric” Cyclic traditions.” But the lamenting Briseis is also eminently
lliadic. The only words that she speaks in the epic are a lament for Patroclus
(19.282-300).* Propertius’ Briseis laments Achilles, but at the same time reenacts
her Iliadic lament for Patroclus (and presumably her lament for her first
husband).™ The range of referents for the allusion is extended, and as a result
Briseis laments more than one man. In this poem the unfaithful Cynthia is not
Briseis. Or is she? In 2.8 the poet compares her directly to Briseis, and in 2.20 and
2.21 he will do so again. The multiple referents for Briseis’ lament may be

connected with Cynthia’s multiple lovers. If this is right we may be able to read a

" Homer was considered by the Alexandrians to be the author of only the [liad and Odyssey. On

Alexandrian allusion to variants and alternative traditions see Rengakos 1993 and discussion
below.

“ On the laments of Briseis see my discussions above at pp. 7-9 and 11-20, and especially my
chapter entitled “Wife.”

" For Briseis” original lament for her first husband, who died in the sack of their city at the hands
of Achilles, cf. Odyssey 8.521-531, which illustrates the fate of Briseis as much as it does the fate of
Andromache and every Trojan wife. See also above, p. 7 note 20.
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similar meaning into the seemingly out of place reference to Deidamia, the
mother of Neoptolemus, as Achilles” widow (16). If Propertius is Achilles, what
does this say about his own fidelity? The perfection of the Achilles-Briseis
relationship crumbles as each is revealed to be less than monogamous, and the
relationship between Propertius and Cynthia is revealed to be equally fragile.

Poem 2.9 presents Briseis as above all a creature of lament. At first the
devoted Briseis is merely a foil for the faithless Cynthia, with whom the
lamenting woman seems to have little connection. But as [ have argued above,
the poem tests the applicability of the analogy, which may be more fitting than it
seems at first glance. In poems 2.20 and 2.22 Cynthia is very much a lamenting
woman who, as an abandoned lover, expresses all the tortured emotions that the
Greek lament tradition and the Roman elegiac love tradition share. In 2.9 we may
already see traces of the affinity between these two poetic systems in the

combination of Briseis and Cynthia.

Epic and Elegy, Love Song and Lament: 2.20 and 2.22

[n the second pair of poems in which Briseis appears in Book 2 she and
Cynthia are linked closely with Andromache (2.20.1-2, 2.22.29-32). As I noted in
my introduuction to this dissertation, Briseis and Andromache are marked in the
[liad as both objects of love and singers of lament. The special combination of
love song and lament that they perform is already proto-elegy, incorporated into

epic.* The elegiac meter has its origins in lament poetry, but in the archaic period

* On lament and love song, see p. 6, above.
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the elegiac meter became divorced from the genre of lament because of anti-
aristocratic laws that prohibited elaborate funerals. In Euripides’ Andromache,
Andromache sings a lament in elegiacs that may be the first reclaiming of lament
in the elegiac meter (103-116). Andromache, whose proleptic lament for Hector in
[liad 6 and formal lament at Hector’s funeral in Iliad 24 make her the archetypal
singer of lament in Greek song tradition, is an ideal figure with which to re-
explore the connection between elegy (with it erotic connotations) and lament. In
2.9, 2.20, and 2.22 Propertius exploits the very similar connection between lament
and love song that is so central to Roman elegiac love poetry. By linking Cynthia
closely with Briseis and Andromache, Propertius, like Euripides, reunites epic
and elegy, lament and love song.

But of course in Roman elegiac poetry it is generally the male lover who
laments and loves, and the mistress who is cold and impenetrable. [n a famous
example Catullus compares himself to a flower that has been “touched” by the
plough (11.23-24). In Propertius Book 2 the roles are, on the surface, (re-)
reversed: Propertius becomes the warrior figure Achilles, and Cynthia is either
the lamenting Briseis or Andromache (2.8, 2.20.1-2, 2.22. 29-32), or else a failed
Briseis or Andromache (2.9). The analogy between the lover and the fighter that
is so prevalent in 2.1 and other poems throughout the Propertian corpus fits
pertectly into this scheme. Through the shifting signs of the metaphor heroic
values are reinterpreted and reassigned.

But if Propertius is to be a fighter then Achilles must be a lover. Already in
2.8 Achilles is as much the persecuted elegiac lover as Propertius is the epic
warrior: tantus in erepto saevit amore dolor (2.8.36). By portraying Achilles as a

tortured lover Propertius brings out a very important aspect of Achilles’
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character in the Iliad. As Hélene Monsacré has shown, Achilles performs a series
of laments that connect him to the erotic world of women'’s lament and love
song.” Briseis’ lament in fact mirrors Achilles’ own.® The corresponding laments
of Achilles and Briseis in the Iliad are reflected in the four poems in which Briseis
appears in this book. In 2.8 and 2.9 Propertius is the tormented elegiac lover
whose emotions find expression in lament poetry. In 2.20 and 2.22, the situation

is reversed, and it is Cynthia who grieves.

Thus poems 2.20 and 2.22 are in many ways a pair that balance and
contrast 2.8 and 2.9. In the first two poems Cynthia has found another lover; in
the second pair, Propertius is the one who is suspected and then proved (by his
own admission) to be unfaithful. Now Propertius is the deceitful one (fraude 3).
In 2.9 Achilles is associated with two women whom he has widowed, and I have
argued that Propertius hints already there that he too has multiple associations.
But in 2.20 he swears that that is not the case, declaring that he has una fides (18).

In this poem Cynthia laments, and surpasses even Briseis and
Andromache in her grief:

Quid fles abducta gravius Briseide? quid fles

anxia captiva tristius Andromacha?
quidve mea de fraude deos, insana, fatigas?
quid quereris nostram sic cecidisse fidem?
non tam nocturna volucris funesta querela
Attica Cecropiis obstrepit in foliis,
nec tantum Niobe, bis sex ad busta superba,

sollicito lacrimans defluit a Sipylo. (2.20.1-8)

Why do you weep more bitterly than the abducted Briseis? Why

¥ See Monsacré 1984,

* See Lohmann 1970.102-5 and 1988.13-32.
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in your anxiety do you weep more sorrowfully than captive
Andromache?
And why do you frantically weary the gods with tales of my infidelity?
Why do you complain that my loyalty has sunk so low?
Not so shrilly does the mourning bird of Attica
utter her nightly dirge in Athenian trees;
not so does Niobe, whose pride caused twice six deaths,
pour down her tears from anguished Sipylus.
The elegiac Cynthia is gravius and tristius than her epic counterparts. If we read
these lines in the context of recusatio gravius takes on even greater meaning:
epic/martial poetry is gravis, but Propertius’ elegy is gravius.”

Propertius here compares the complaints of Cynthia to four heroic
exempla of lament. Next after Briseis and Andromache Propertius adduces
Philomela, who was transformed into the nightingale, a bird of lament in
perpetual mourning for her son Itys. Querela is the Latin word for lament. It is
also a word used of lover’s complaints, as in the closing lines of Propertius 4.11:
haec postquam querela mecum sub lite peregit,/ inter complexus excidit umbra meos
(4.11.95-96)." This word more than any other unites lament and elegy. We might
apply this duality of meaning to the story of Philomela, whose murder of her son
was an act of revenge for her husband’s rape of her sister. [t is possible that here
as elsewhere Propertius interprets the mythological exemplum from the lover’s

perspective, and that Philomela is meant to be lamenting betrayed love and its

disastrous consequences.

“ Cf. Propertius 4.1.109, in which the seer Calchas at Aulis before Troy is a grave exemplum. [ think

that grave has a double meaning: Calchas is both an example from epic as well as a weighty or
serious example.

" 411 (Sunt aliquid Manes...) is itself another exercise in elegizing epic. It alludes throughout to
the dream of Achilles in [liad 23.62-107. Cynthia, like Patroclus, appears to Propertius in a dream
after her death and reproaches him for neglect of her funeral rites. Sunt aliquid Manes is a verbal
echo of the exclamation of Achilles, in which the hero, after attempting in vain to embrace the
shade of Patroclus, suddenly realizes the nature of the yux after death. See Dué 2001(b).
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The final exemplum is steeped in both lament and epic traditions. Here
Propertius refers to Niobe, whose twelve children Artemis and Apollo killed
after Niobe boasted that she was a more successful mother than Leto. Although
Briseis and Andromache are the prototypical lamenting women from the
standpoint of Propertius Book 2, Niobe is the traditional figure of lament from
the standpoint of the [liad. In Iliad 24 Achilles urges Priam to share a meal with
him after he has ransomed the body of Hector. Even Niobe had to eat:

viv 8¢ uvnowueba SépTovu.
kal yap T nokouos Nidfn éuvricaTto oitou.
T7) Tep dIBEKA TTAIDES EVI HEYAPOIOIY SAOVTO
€€ uev BuyaTépss, eE B’ vides NPOovTES.
TOUS uEv "ATTOAAwV TEQUEV AT Gpyupéoto Bioio
xwouevos NidBn. tas 8 "ApTeuls loxeaipa.
oUvek' Gpa AnTol iodokeTo kaAAiTapnw-
i dotey TekEew, N &' aUTh yeivaTto ToAAoUs:
Tw 8 &pa kai Soid Tep VT &md TTavTas SAecoav.
ol yev Gp' Evvijuap kéaT év POV, OUSE Tis Nev
kat8dawyat, Aaous 8¢ AiBous Troinae Kpovicwv:
Tous &' dpa T7j dekaTn) Bayav Beol Odpavicoves.
n & &pa oitou pvroaT’, EMel kAue S&kpy XEouoa.
vV d€ TTou €v METPNCLV €V OUPECIY OlOTTOAOICIV
€V 21TUAG, 661 paoci Beacov Eupeval euvag
VUHPAwV, al T' aug’ 'AxeAwiov EppdoavTo.
évBa AiBog Trep eoUoa Becov ék kidea TéooEl.
aAl’ &ye 81 kal védr uedeopeba Sie yepaié
oiTou" ETTEITA Kev aUTe pilov TTada kAaiowoba
"IAiov eicayaycv: ToAuBdkpuTtos 8¢ Toi Eéotat. (lliad 24.601-620)

But now let us think of dinner.

For even Niobe of the beautiful tresses took thought of food,

she whose twelve children died in her halls,

six daughters, and six sons in the bloom of youth.

Apollo slay the sons with his silver bow,

angered at Niobe, And Artemis who pours down arrows killed the
daughters,

since Niobe had equated herself with Leto the beautiful-cheeked:

she asserted that Leto had borne two children, but she herself had borne
many.

And theyy although being two destroyed them all.

The bodies lay there amidst the slaughter for nine days, nor was there
anyone
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to bury them; Zeus had turned the people to stone.

But on the tenth day the Heavenly gods buried them.

But she indeed thought of food, when she was weary of weeping.

And now somewhere among the rocks in the lonely mountains

in Sipylos, where they say are the haunts of goddesses,

the nymphs who dance around the Acheloos river,

there as a stone she weighs her cares from the gods.

But come let us two also take thought, brilliant old man,

for food. Then in turn you may lament your dear son,

once you have led him back into Ilion. Indeed he will be much-lamented.
The story of Niobe is significant in its own right. The story and its applicability to
the context in which it is used troubled Alexandrian scholars.” Propertius
alludes directly to lines that were athetized by Aristophanes (of Byzantium) and
Aristarchus. As Anton Rengakos has shown, Alexandrian poets like Callimachus
and Apollonius of Rhodes displayed their learnedness by alluding to the variant
readings of Homer known to them and to the textual problems encountered in
the work done by the Alexandrian scholars on the text of Homer.” [ would argue
that in these lines Propertius practices an Alexandrian method of alluding to
Homer. Propertius uses Homer, but in an untraditional, Callimachean way.

Even more significant for this discussion, however, is the [liadic context
within which the story is told. Just before this exemplum Achilles and Priam
weep for sons and fathers. Just after this episode, as 24.620 already predicts,
begins the tuneral of Hector with its succession of laments by Hecuba, Helen,
and Andromache. And it is with this funeral that the Iliad comes to an end. When

Propertius compares Cynthia’s lament to Niobe's, he also evokes the fullest

expressions of lament in archaic Greek literature.

* For the various issues involved, see Richardson 1993, ad loc.

“ Rengakos 1993.
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These four exempla, when taken together, are a reintegration of lament
and love song, epic and elegy. Homeric poetry already incorporates women's
lament traditions within its epic framework. Propertius simply recreates, from
the opposite direction, something that epic already does. Homeric poetry
incorporates lament into epic; Propertius reinterprets elegy as lament and in
doing so incorporates epic into lament. In order to achieve this Propertius adopts
the techniques of Alexandrian poets whose “slender” poetics transform weighty
epic hexameters into finally crafted and delicate elegiacs. Propertius combines
the substance of epic with the poetic techniques of Callimachus and creates

Roman love elegy.

In 2.22, the final poem in which Briseis appears, Propertius reasserts
himself as the lover and warrior Achilles, declaring that one woman is not
enough for him." Poem 2.22 aggressively equates the lover and the fighter in the
way of 2.1. Hector and Achilles are examples of warriors whose martial strength
and abilities are in no way diminished by sex and love:

[uppiter Alcmenae geminas requieverat Arctos,
et caelum noctu bis sine rege fuit;
nec tamen idcirco languens ad fulmina venit:
nullus amor vires eripit ipse suas.
quid? cum e complexu Briseidos iret Achilles,
num fugere minus Thessala tela Phryges?
quid? ferus Andromachae lecto cum surgeret Hector?
bella Mycenaeae non timuere rates?
ille vel hic classis poterant vel perdere muros:
hic ego Pelides, hic ferus Hector ego. (2.22.25-34)

For Alcmena'’s sake Jupiter put the twin Bears to rest,

* Poem 2.22 is usually divided into at least two parts. See Richardson 1976, who makes 2.22.43-50
the beginning of a new poem and transposes 22.17 to follow 2.22.50 as part of the same poem. For
a defense of the unity of 2.22 see Williams 1980 and Hendry 1998-2000.
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and for a doubled night did heaven lack a king;
vet he was not therefore faint when he turned to wield the thunderbolt:
never does the act of love rob a lover of his strength.
What? When Achilles came from Briseis' embrace,
did not the Trojans flee the Thessalian's shafts?
And when fierce Hector rose from Andromache's bed,
did not Mycenae's fleet tremble before his onset?
They had the power to destroy either ship or walls;
in love I will be Achilles, in love fierce Hector.
These lines bring together a number of points in my discussion. First, we see
Briseis and Andromache here more than anywhere else as objects of desire,
which is a necessary image if Propertius is to “elegize” them.* By portraying
them both as lovers Propertius allows Briseis and Andromache to become elegiac
mistresses, and conversely he allows the elegiac mistress to become Briseis or
Andromache. By combining the object of desire (as here) and the singer of lament
(as in 2.9 and 2.22) Propertius captures the essence of the emotions of elegy.
Elegy conveys anger, grief, sorrow, despair, loss, and fond remembrance, all of
which emotions Roman elegiac love poetry and Greek funeral lament share.
Although formal lament certainly exists and existed outside of epic, Propertius in
these four poems engages heroic and specifically Iliadic lament in a complex

process of recusatio. By comparing himself to Achilles and Cynthia to Briseis

Propertius does more than claim equal validity for love elegy as other love poets

“ Cf. Ovid's Ars Amatoria 2.711-714:
Fecit et in capta Lyrneside magnus Achilles,
cum premeret mollem lassus ab hoste torum.
[llis te manibus tangi, Brisei, sinebas,
imbutae Phrygia quae nece semper erant?
[ find this passage to be one of the most striking examples of an "elegized” epic exemplum
involving Briseis. Here Ovid alludes to one of the most solemn and moving scenes of the Iliad, the
kissing of Achilles’ “man-slaying” hands by Priam. Cf. lliad 24.504-506: éyco 8’ éAesvdTepds Tep.
/ Ej’)\nve 5" ol ol med Tis émxBdvios BpoTds &GAAos. / avdpos mrailBopdvoio ToTi oTdpa Xelp'
opeyeabal.
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do.* Through the figure of Briseis Propertius is able to reinterpret epic and

transform it into elegy, thereby asserting his own poetic goals in a heroic realm.

[ have argued above that Propertius deliberately inserts himself into the
history of Greek and Latin literature by reinterpreting his models from the point
of view of the lover and recasting them as elegy. By declaring all of literature a
source for elegiac exempla Propertius affirms the preeminence of love elegy as a
genre. In doing this Propertius consistently refuses to write epic above all and
constantly justifies his own choice to write elegy. But in refusing Propertius
displavs a commanding awareness of the epic tradition. Thus his refusal is also
an inclusion. This technique is grounded in Alexandrian learning and connects
Propertius with the Callimachean poetic program that he claims for himself
throughout the elegies.”

Propertius’ elegiac portrayal of Briseis has its origins in this Hellenistic
tradition of poetry.* Callimachus and Philitas are the poets cited by Propertius as
Greek models for Roman love elegy.* Apollonius’ Argonautica, however, though
hexameter epic poetry, is revolutionary from the point of view of poetics and
extremely important in the history of love elegy. Medea’s soliloquy in Book 3 of

the Argonautica expresses all of the tortured emotions of Catullus and Propertius.

Y Cf., e.g., Horace 1.1.

* See especially 4.1.64: “Umbria Romani patria Callimachi!” On Propertius's use of Callimachean
poetic techniques in his fourth book see Sullivan, p. 138ff., as well as Hubbard, p. 68ff., and
Camps, p. +.

* It is possible that one or more Roman tragedies on the wrath of Achilles may have emphasized
the romantic relationship between Achilles and Briseis, though Barchiesi (1992.186-187) does not
think it likelv.

“See 2.34.31 and 3.1.1.
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Catullus’ portrayal of Ariadne (64) and Virgil’s portrayal of Dido (Aeneid 4) are
comparable responses to Apollonius’ treatment of Medea and are infused with
Alexandrian learning and poetic techniques. Both Catullus 64 and Virgil’s Aeneid
are themselves reconciliations of Callimachean poetics and heroic poetry. Unlike
Catullus or Virgil, Propertius distances himself from epic subjects by claiming
that he can only write about Cynthia. But by constantly comparing Cynthia to

epic models Propertius becomes an epic poet on his own (elegiac) terms.

Book 2 of Propertius’ elegies presents notorious difficulties for the critical
reader.” Divisions between the poems are not always clear or consistent in the
manuscripts, and the unusual length of the book (1,362 lines) indicates the
possibility that two books, one or both perhaps damaged, have been conflated in
our manuscript tradition. As Hubbard notes: “The problem of what constitutes a
poem and what principles of unity we can invoke is thus sharply posed by book
[I'in a way in which it is not posed by other books of Propertius.”* Four poems

do not guarantee that Book 2 as we now have it is a unity. But the balance of

‘" See the recent edition by Goold 1999, as well as Tarrant 1983.324-326 and Sullivan 1976. The
nearest parallel for book length in Latin literature is the third book of Horace’s Odes at 1004 lines.
The other books of Propertius are 706, 990, and 952 lines long. The Alexandrian poets/ critics
seem to have been very aware of book lengths. The history of book/scroll lengths is very much
related to Homeric book divisions, which seem to have become canonical sometime after
Aristarchus. Greek tragedies could be as long as 1800 lines, but were generally around 1400. The
tour books of Apollonius’ Argonautica range from 1285-1781 lines long. Pre-Aristarchean Homeric
papyti show possible scroll lengths of 1000-2000 lines according to calculations by Van Sickle
1980 and [rigoin 1952. The canonical Homeric book divisions range from 461-877 lines long. The
books of Virgil's Aeneid average 850 lines, while those of Ovid’s Metamorphoses average 800 lines,
both basically conforming to the Post-Aristarchean Homeric model. See Nagy 1996.183-184. All of
this indicates to me that even book length is a profession of poetics on the part of the poet and
that there may be a literary intent behind a single extra long book of Propertius. Unfortunately
the severely corrupt state of the Propertian corpus as a whole prevents scholars from anything
more than a guess as to what the original length of Book 2 might have been, and therefore it can't
be stated with certainty that Propertius has deliberately composed an extra long book. On Greek
book lengths see Irigoin 1952.141 and Van Sickle 1980.9ff.

* Hubbard 1974.45.
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comparison and contrast, oppositions and reversals in the analogy between
Cynthia and Briseis, and Propertius and Achilles are a unity that problematizes
traditional attempts to divide the book, forcing the reader to reconsider the
integrity of the poems handed down to us as Book 2. This unity encompasses a
large portion of the 34 poems handed down to us as Book 2. In poem 2.1
Augustus and Maecenas are Achilles and Patroclus. But in 2.8, 2.9, 2.20, and 2.22
Propertius is Achilles and Cynthia is Briseis. Does that make Propertius the
poetic equivalent of Augustus? Can Maecenas (as Patroclus) make Cynthia
Propertius’ xoupidinv &Aoxov? The substitutions at work in the analogy of
Achilles and Briseis in this book collapse all distinctions between lover and
warrior, poet and statesman, and finally elegist and epic poet that are so crucial

to our understanding of Propertius.



Appendix: Selected Ancient Literary References to Briseis

Apollodorus, Library, Epitome 4.1, 4.3, 4.7
AXIAAeUs Bt unvicov €l TOV OAepov ouk eEjet Sia Bpronida (Ep. 4.1)

oi 8¢ mepTrouat TTpds 'AxiIAAéa péoPels 'OBuccéa kai Poivika kat AlavTa.
guppaxew aglodvtes kai Bpionida kail GAAa 8dpa umoxvouuevol (Ep. 4.3)

'AXAAeUs B THv opyTv amoBéuevos kai Ty Bpionida kouletat. (Ep. 4.7)
Athenaeus, Deipnosophistae 13.560

Oudéva bt Uudv ayvoelv olopat, avdpes gikol, 8T1 kal ol uéylaTtol
moAepol Bia yuvaikag éyévovto. 6 'TAiakds Bt ‘EAévnv. 6 Aouds Sia
Xpuanida, 'AxiAAécos urvis Sia Bpioeida.

Bacchylides 13.131-138

s Tpdaeg, el kAUov ai-
xHaTtav 'AxitAAéa
HidvovT' év kAloinow
elvekev EavBas yuvaikos,
Bpionidos inepoyviou.,
Beolov GvTevav xépas,
poiBav éaddvTes UTal
XEH@Vos alyAav

Cypria [From the summary of Proclus, Chrestomathia:

EITa ATTOVOOTEIV WpHNUEVOUs ToUs "AxaloUs 'AXIAAEUs KaTEXEL KATTEITQ
ameAavvel Tas Aiveiou Bols, kat Aupvroodv kai TTRSacov TopBei kai
oUXVas TV TEPLOKidwWY TOAewv. kal TpstAov povevel.

Aukaova Te TTatpokhos eis Afjuvov dyaycov GTeuTroAel.

Kal ek TV Aagupwv "'AxiAAeUs pév Bpionida yépas AauPdvel, Xpuoelda 8¢
"Ayauéuveov.

Dares 13

Briseidam formosam, alta statura, candidam, capillo flavo et molli, superciliis junctis,
oculis venustis, corpore aequali, blandam, affabilem, verecundam, animo simplici,
piam.

Dictys of Crete (Hippodameia = Briseis) 2.17, 2.33, 2.49, 3.12, 4.15

Homer, lliad 1.184, 1.322, 1.335, 1.345, 1.390, 19.246, 19.260, 19.282, 19.295, 24.676
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Hyginus, Genealogiae (Fabulae) 106:

Agamemnon Briseidam Brisae sacerdotis filiam ex Moesia captivam propter
formae dignitatem, quam Achilles ceperat, ab Achille abduxit eo tempore,
quo Chryseida Chrysi sacerdoti Apollinis Zminthei reddidit; quam ob iram
Achilles in proelium non prodibat, sed cithara in tabernaculo se exercebat.
Quod cum Argivi ab Hectore fugarentur, Achilles obiurgatus a Patroclo arma
sua ei tradidit, quibus ille Troianos fugavit aestimantes Achillem esse,
Sarpedonemque lovis et Europae filium occidit. Postea ipse Patroclus ab
Hectore interficitur, armaque eius sunt detracta Patroclo occiso. Achilles cum
Agamemnone redit in gratiam Briseidamque ei reddidit. Tum contra
Hectorem cum inermis prodisset, Thetis mater a Vulcano arma ei impetravit,
quae Nereides per mare attulerunt. Quibus armis ille Hectorem occidit
astrictumque ad currum traxit circa muros Troianorum, quem sepeliendum
cum patri nollet dare, Priamus lovis iussu duce Mercurio in castra Danaorum
venit et filii corpus auro repensum accepit, quem sepulturae tradidit.

Ovid, Heroides 3; Tristia 2.373; Ars Amatoria 2.403, 2.711

Quam legis, a rapta Briseide littera uenit
uix bene barbarica Graeca notata manu.
quascumque adspicies, lacrimae fecere lituras;
sed tamen et lacrimae pondera uocis habent...(Heroides 3.1-4)

[lias ipsa quid est aliud nisi adultera, de qua
inter amatorem pugna virumgque fuit?
quid prius est illi flamma Briseidos, utque
fecerit iratos rapta puella duces? (Tristia 2.373-374)

Fertur et abducta Lyrneside tristis Achilles
Haemonia curas attenuasse lyra (Tristia 4.1.15-17)

Dum fuit Atrides una contentus, et illa
casta fuit: vitio est improba facta viri.
Audierat laurumque manu vittasque ferentem
pro nata Chrysen non valuisse sua:
audierat, Lyrnesi, tuos, abducta, dolores,
bellaque per turpis longius isse moras.
Haec tamen audierat. Priameida viderat ipsa. (Ars Armatoria 2.399-405)

Fecit et in capta Lyrneside magnus Achilles,
cum premeret mollem lassus ab hoste torum.
[llis te manibus tangi, Brisei, sinebas,
imbutae Phrygia quae nece semper erant? (Ars Armatoria 2.711-714)

Propertius 2.8.35,2.9.9, 2.20.1, 2.22.29

ille etiam abrepta desertus coniuge Achilles
cessare in tectis pertulit arma sua.



viderat ille fuga, stratos in litore Achivos,
fervere et Hectorea Dorica castra face;
viderat informem multa Patroclon harena
porrectum et sparsas caede iacere comas,
omnia formosam propter Briseida passus:
tantus in erepto saevit amore dolor.
at postquam sera captiva est reddita poena,
fortem illum Haemoniis Hectora traxit equis.
inferior multo cum sim vel matre vel armis,
mirum, si de me iure triumphat Amor? (2.8.29-40)

Penelope poterat bis denos salva per annos
vivere, tam multis femina digna procis;

coniugium falsa poterat differre Mineruva,
nocturno solvens texta diurna dolo;

visura et quamuvis numgquam speraret Vlixem,
illum exspectando facta remansit anus.

nec non exanimem amplectens Briseis Achillem
candida vesana verberat ora manu;

et dominum lavit maerens captiva cruentum,
propositum flavis in Simoenta vadis,

foedavitque comas, et tanti corpus Achilli
maximaque in parva sustulit ossa manu;

cum tibi nec Peleus aderat nec caerula mater,
Scyria nec viduo Deidamia toro.

tunc igitur veris gaudebat Graecia nuptis,

tunc etiam felix inter et arma pudor. (2.9.3-18)

Quud fles abducta gravius Briseide? quid fles
anxia captiva tristius Andromacha?

quidve mea de fraude deos, insana, fatigas?
quid quereris nostram sic cecidisse fidem?

non tam nocturna volucris funesta querela
Attica Cecropiis obstrepit in foliis,

nec tantum Niobe, bis sex ad busta superba,
sollicito lacrimans defluit a Sipylo. (2.20.1-8)

[uppiter Alcmenae geminas requieverat Arctos,
et caelum noctu bis sine rege fuit;
nec tamen idcirco languens ad fulmina venit:
nullus amor vires eripit ipse suas.
quid? cum e complexu Briseidos iret Achilles,
num fugere minus Thessala tela Phryges?
quid? ferus Andromachae lecto cum surgeret Hector?
bella Mycenaeae non timuere rates?
ille vel hic classis poterant vel perdere muros:
hic ego Pelides, hic ferus Hector ego. (2.22.25-34)
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Quintus of Smyrna 3.551-576, 687; 4.276; 7.723

Tacdwv &' ékmaylov axnxeuévn kéap évdov
Bplonis mapdkoiTis éutrtoAéuou ‘AxiAfos

QU@L VEKUV OTPWPATO Kal GUPOTEPT)S TTAAGUN O
SpuTrToévn xpoa kaldv auTeev: ek &' amalolo
otnBeos aipatdéegoal ava ouwdiyyes &epbev
Betvopévns: paing kev émi yAdyos alua xéactal
@oiviov. 'AyAain 8¢ kat axvupévns AAeyevdds
ilEPOEV UGpUalpE, XApPLs OE ol GuTTeXEY EIBOS.
Totov 8 ExpaTo nibov allupov yodwoa:

"W pot gyw TavTwy TEPIICIov aiva Taboloa:
o(v/ yd&p uol T’éOOO\) TEp %Trﬁ)\\{eev c'x)\}\é TL A,
oUTE kAClyVITcav oUT eUpuxSpoU TTEPL TTATENS.
dogov celo BavovTos: ETrel OU pot iepdv fuap

kal dos fiehiolo TEAes kai peiAixos aicov
eEATrwpn T ayaboio kai &ometov &Akap aving
Taons T’ ayAaing ToAu @épTepos 18 TokRwv
€mAeo’ TAvTa yap olos éng Suwi] Tep Eovan,
kai pa pe Bfikas akortv EAcov dtro SovAia épya.
NTv 8¢ Ti5 év vrieoo "Axaidov &Eetat &AAos
2TapTnv is epiBwlov 1 és ToAudiyiov “Apyos:
kai v kev aupimoAeloa kakds UToTArjool’ aviag
oel aTrovoogiafeica Suoduuopos. ‘s dpeAdv ue
yala xuTh ékdAuye Tapos oo dTuov idéabat.”
"Ws 1) pev dunBévT' dAogupeto TTnAeiwva
Sucotls oUv HoYEPTIOL KAl &XVUHEVOLoIY 'AXaI0Ts
HUpoHEvn kal dvakTa kai avépa: (3.551-576)

Seneca Troades 222; Agamemnon 186

[nhospitali Telephus regno impotens

dum Muysiae ferocis introitus negat,

rudem cruore regio dextram imbuit
fortemque eandem sensit et mitem manum.
Cecidere Thebae, vidit Eetion capi

sua regna victus; clade subversa est pari
apposita celso parva Lyrnesos iugo,
captaque tellus nobilis Briseide

et causa litis regibus Chryse iacet

et nota fama Tenedos et quae pascuo
fecunda pingui Thracios nutrit greges
Scyros fretumgque Lesbos Aegaeum secans
et cara Phoebo Cilla; quid quas alluit
vernis Caycus gurgitem attollens aquis (Troades 215-228)

ablatam Achilli diligit Lyrnesida
nec rapere puduit e sinu auulsam uiri. (Agamemnon 185-186)
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