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SOTEROULA -CONSTANTINIDOU

HOMERIC EYES IN A RITUAL CONTEXT

In a ‘typical battle scene’ in the Iliad Peisandros and Menelaos
are involved in a fierce combat described in detail and recurring
along the same pattern but with different combatants elsewhere in
the poem. Peisandros is struck on the face and killed while his eyes
are knocked out and fall on the dusty ground, bloody, before his feet.
For Menelaos with his sword had hit him on the forehead, above
the nose and smashed the bones there (Zl. 13. 601-8, esp. 615-7:

6 68 mpooidvra pérwmov | gwds Smep moudtng: Adxe & dotéa, Td 86 ol do-
oe-{ mag mocly aiuatdevta yauai méoov &v xovinow). The closest par-
allel to this scene, when this typical pattern is repeated with varia-
ting features, according to B. C. Fenik’s! pattern classification, 1s
Iliad 16.335-41. However, in this case Peneleos’ sword sank into
Lukon’s neck ‘but only the skin held fast, and the head hung to one
side, and his limbs were loosed’ (340-1). At Iliad 16.731-43, in a sim-
ilar way of death, Kebriones’ eyes are knocked out of his head and
fall on the ground before his feet while he himself fell like a diver
from his chariot and his spirit was leaving his bones. An obviously
unreal slaying and death as the details, like the falling eyes, reflect
lack of exactitude while the description of the disintigration of the
human body by its separation of some of its organs, the eyes for exam-
ple, and of the spirit —in general its abandonment of life— is paral-
leled -to that of the falling figure of the warrior from his chariot, like
a diver. Thus a number of parallels can be observed here, in this
scene: the falling eyes to the falling figure, the disconnection /dissoci-
ation of the body to the disintegration of life, and the falling-diving

1. Typical Battle Scenes in the Iliad. Studies in the narrative techniques of Ho-
meric battle description, (Hermes Einzelschriften 21, Wiesbaden 1968), 197, according
to the pattern: ‘1. A throws at B and misses 2. B throws at A and misses 3. A kills
B’. See also ibid.,, 1, on M. Parry’s and W. Arend’s contribution to the under-
standing of Homeric ‘typical scenes’ which belong to the same compositional
technique as that of the verse making, in Fenik’s words: ‘Verse making and scene:
making would thercfore seem to be two related aspects of a single and pervasive
principle of composition: namely, the repetition of standard units —individual

phrase formulae at one level, typical situations related in essentially the.same basic’
language at another.
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body is drawing a parallel to the falling life down to Hades, itself
like a diver.

Let us concentrate —and complete this pattern— on another pas-
sage [scene, Iliad 14.496-505. Here Peneleos kills Ilioneus in a most
outrageous and horrible way: his spear hits the eye right at its base,
while his sword cuts off Ilioneus’ head; the head with the helmet is
thrown down but the spear is still in the eye. Peneleos holds it up like
a poppy (the poppy-simile here apparently reflects the real image
of a damaged blooded eye-ball) and by showing the head to the Tro-
jans (a ghastly sight indeed!) he boasts that the hero’s parents should
start mourning their dead son; because Promachos’ wife will also
grieve as she is not going to see her hushand back to their homeland,
when the xovpot Ayai@y will return with their ships leaving Troy.?
The savagery displayed here by the mutilation of the human body
is not unique but is found elsewhere in the Iliad, in acts as well as in
words, like Hektor’s threat that he would behead Patroklos and
impale his head (18.176 f.; ¢f. 17.126-7), while Achilles gives a similar
promise that he would burn Hektor’s head together with his armour
in the pyre of Patroklos (18.334-5). An evaluation of the meaning
that such acts assume in connection with the reality of war and the
Homeric moral values is beyond the scope of the present study. How-
ever, it could be argued that any criticism about cruelty and lack
of moral sensitivity on behalf of the epic heroes —and Homer himself—
should be expressed within the limits and the conventions of oral
epic composition as well as in comparison with acts revealing polar
human situations of which the Iliad has a remarkable number to
present, especially in book 24.

The fierceness with which eyes are treated in the above ways of
killing and death, where repeated situations and details belong to
formulaic language and typical composition, appears as a contradic-
ting feature to those scenes where eyes are set within a social and
religious ritual framework, related either to death or life. For eyes
knocked out and fallen on the ground will not be attributed the rit-
ual custom which is proper to the dead warrior by his close rela-

1. Il. 16.740-3: dugotépac &' dpols ovredev Allog, 0Vdé ol dayev [ dotéov, dgbaduol
8¢ yaual néoov & xovigow | adrod ngdols modav: & & &° dpvevtijor dosxax [ xdxmso’

dn’ edegyéoc Slpgov, Alns &' dovéa Ovuds. Fenik, op. cit.,, 197, 213.
2, See R. Janko, The Iliad: A Commentary, vol. IV: books 13-16, Cambridge
1992, 221-2 (on 14. 489-505). C. Segal, The Theme of the Mutilation of the Corpse

in the lliad, Leiden 1971, 20, 23.
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tives, that is the closing of his eyes: «d d¢id’, od uév ogoi ye marno xal
ndtvma witne | dooe xabargrjoovar Davdvre mep, AL olwvol [ dunoral épvov-
ot, mepl mTEpd mwxva Paidvieg. [ adrap EW’, &l xe Odvw, xveprotol ye
diot *Ayacoin (Il. 11.452-5): ‘Ah, poor wretch, your father and queen-
ly mother shall not close your eyes in death, but the birds that eat
raw flesh shall rend you, beating their wings thick and fast around
you; whereas to me, if I die, the goodly Achaeans shall give burial’
(Loeb transl.). Thus Odysseus boasts as he sees the Trojan hero
Sokos falling by his spear which was fixed in his back and penetra-
ted through his breast.

Therefore, the corpses of the warriors must be recovered from
the battle field, they should be released for decent burial. The dead
should be bewailed, mothers, wives and fathers must weep over them,
it is they (mainly the deceaseds’ wives) that should close their eyes;
this is the due of the dead (d¢ émechxer)! Agamemnon’s dreadful

1. See Od. 24. 295-6: xxva’ &v Acyéecow v ndow, w5 énciixet, [ dpfatpods xa-
Gedolioa’ 16 ydg yépac éotri Oavévrwr; cf. Il. 16. 674-5. The theme of corpses exposed
to mutilation appears in the very beginning of the lliad, 1. 4-5: ... sjodwy, | adrods
08 éAddpia Teliye xvveaoy | olwvoiol te ndow: Segal, op. eit.,, 9. Therefore, by arguing
that ‘no one is ever fed to the dogs in the fliad’, J.M. Redfield (Nature and culture
in the Iliad: The Tragedy of Hector, Chicago 1975, p. 169), is only partly right
as far as the named heroes are concerned whereas the above verses of the Iliad
(1.4-5) clearly state that some corpses, probably of anonymous heroes, really
had such a fate. See B. Hainsworth, The lliad: A Commentary, vol. III: books 9-
12, Cambridge 1993, 273 {on 11. 450-5): 'These verses explain why it was so impor-
tant to recover the corpses of the slain. After the chivalrous proposals of Hektor
that the victor take the armour but release the body of the slain for decent burial
(7.76-91), Odysseus’ boast sounds a mean, unpleasant note. Dogs and vultures
are the fate of the common soldiers ... but this is the first time in the Iliad that a
named victim is threatened with them.’ Hektor, however, is contemplating giving
Patroklos’ corpse to the dogs of Troy at Iliad 17.127, a threat that is transferred
to Achilles by Hera’s messenger, Iris, at Iliad 18.178-80, that Hektor’s intended
savagery to the corpse of Patroklos would be a shame for Achilles (180: coi A8y,
al xév T véxvg foyvupévos EAGp). On the theme of the maltreatment of the corpse
in the Iliad see mainly C. Segal’s (op. cit. passim) very interesting work and par-
ticularly on Iris’ message and warning pp. 24-5. Segal argues that it is with Achil-
les’ honour himself and the values of a Homeric «shame culture» that Iris’ appeal
is associated but we are rather inclined to agree with J.T. Hooker (‘Homeric soci-
ety: A shame-culture?’, GR 34(1987), 125), that it is ‘«religious awe» ... much more
than shame before one’s equals or inferiors, that acts as a constant and powerful
constraint upon the heroes.” But see also R. Parker, Miasma. Pollution and Puri-
fication in Early Greek Religion, Oxford 1983, 70, for the view that while Homeric
language emphasizes the cause of divine anger and not pollution for corpses that
are mutilated or denied funerary rites, it seems that the appeal to divine interven-
tion acts as a support to the human rule,
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death was even more shameful for Clytaemestra, who seeing him
dying, turned her back and she did not stay neither to close his eyes
with her fingers nor his mouth.! Lamentation and burial are what
Elpenor’s soul asks from Odysseus on his visit to the Underworld,
otherwise he threatens that he would bring the wrath of the gods
upon him (Od. 11.72-3: wij @’ dxlavroy dlanzor icw Saber xavaieimew,|
voapiadels, pij tol T Oeov prpvipa yévwpar). And Patroklos’ soul/ spirit
appears to Achilles in full self, i.e. his dream-image resembled the
one he had when alive in all features (23.66-7: advt’ adr@d uéyebds ts
xal dupara xdA’ éixvia, [ xal gwwijy,...) and reproaches him for having
neglected the due funeral rites asking him to bury him quickly so
that he could enter the gates of Hades (/I. 23.69-74).

Death rituals are mainly performed by women in the Homeric
society. They areusually the leaders of lamentation to whom speech/
words are attributed by the poet, as for instance to Andromache,
Hecuba and Helen in Jliad 24, who are accompanied by the ‘answering

1. Od. 11. 424-6: ... 1} 88 xvvddmg [ vooploat’, otdé por Erly vt tep €l; "Aidao |
xepai xav’ dplatuods éAdey ady 1e ordu’ épeioar: ‘«My bitch of a wife would not even
close my eyes or fix my jaws», complained murdered Agamemnon in the underworld
(xi. 425), a refusal of family duty which was a clear measure of her distaste for him.
The pleasant presentation of the body was partly prompted by feelings that it

- might appear in the underworld as it had left the upper world, a matter quite sep-

arate from the theory of the psyche’: E.T. Vermeule, Aspects of Death in early

- Greek art and poetry, Berkeley and Los Angeles 1979, 14. See also R. Garland, The
" Greek way of death, London 1985, 138: ‘It was believed that the psyché could
-take one of three exit routes from the body, viz. mouth, nostrils or eyes’; idid., 23:

‘Upon a person’s decease, the eyes and mouth were first closed, a practice known
to Homer which was most appropriately discharged by the next-of-kin. The
custom may originally have fulfilled a purely cosmetic function, but by the histo-
rical period at the latest it had acquired an eschatological significance as well. An

. Inscription found at Smyrna possibly to be dated to the third century B.C. sug-

gests that the closing of the eyes was believed to secure the release of the psyché
from the body.’ On Homeric attitudes towards death see also Chr. Sourvinou-
Inwood, ‘To Die and Enter the House of Hades: Homer, Before and After® in J.
Whaley, ed., Mirrors of Mortality. Studies in the Social History of Death, London
1981, 15-39, esp. 25 ff. for decath-ritual behaviour and the system of values that
this is based on, a system ‘expressed through axes of binary oppositions® like
‘Disorder-Order (a concept of fundamental importance in ancient Greek mentality),

. Female-Male, Pollution-Purity, Nature-Society /Culture, Death-Life, Separation-

Integration’. See also I. Morris, Burial and ancient society. The rise of the Greek
city-state, Cambridge 1987, 29-54 on the complex relationships between burial and
society, tho function of funerary rituals in the af[irmation of tho social order, in

......
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groans from the women of Troy’ (éni 6 orevdyovto yvvaixes: 24.722)
and that of ‘the great multitude of the people ..’ (éni & &oteve dijuos
dneipwv: 24.776), all parts of the death ritual (see also 22.405-515
and 23.8 {f.).! Ritual gestures are, however, concentrated on the head
and the face of the dead like the holding of his head during the
prothesis or the funeral by his nearest kin or main kinswoman. The
touching (or the holding) of Hektor’s head by his mother and wife
(712: dnrduevar xepaldiig, 723-4: fjoye ydoto [ "Extopos avdgogdvoto xdgn
pera yeooly Eyovoa), accompanied by lament in book 24 of the Iliad, is
not ‘a casual gesture but ... an established custom’, according to J.Th.
Kakridis.?2 In a similar way Achilles holds Patroklos’ head during his
ekphora thus substituting in a way the female rdle in performing this
ritual.3 In both cases, however, certain elements in the description

1. P. Easterling, ‘Men’s x2éo¢ and Women’s yéog: Female Voices in the Iliad’,
Journal of Modern Greek Studies, 9 (1991), 149: ‘The capacity of women in
the Iliad to suffer and lament foreshadows that displayed by tragic heroines like
Tecmessa in Ajaz or Hecuba in the Trojan Women and by many tragic choruses.
In expressing grief —their own and the community’s— the women give strong emo-
tional and ritual coloring to the events narrated, but their mourning goes beyond
cries and groans: they also offer comment, articulating the issues at stake.

2. Homeric Researches, Lund 1949, 67. See Il. 24.710: npdrar tov y’ dloyds te
@iln xai nétvwa pijtne | ©Aréalny, én’ Guakav édrpoyov ditaoa, [ dntduevar xepalii ... ;
cf. 24,722 ff.: oi pév dg’ &0prveov, éni 8¢ orevdyovro ypvvaixes. | Tijow & *Avdpoudyn
levrddrevog 1pye ydowo, [“Extogog dvipopdvoro xdpn uerd yepoiv Exyovea. The lament
for Hektor follows the standard /formal pattern, structured within known Homeric
conventions of expressing deep feelings ‘but no strident or stilted pathos’ as in
tragedy; along standard elements, however, the three women’s lament in the last
book of the lliad recalls major themes of the poem as well as it foreshadows future
events but also presents things that the poet left in suspense in previous books look
definite now: see C.W. Macleod, Homer, Iliad Book XXIV, Cambridge 1982, 148-
9. On the view that in the Homeric poems ‘the scale of funerary rites was considered

- a very overt statement about the social status of the deceased’ see I. Morris, Burial

" and ancient society, 44-8. J. M. Redfield, Nature and culture in the Iliad, 170-1,

argues that ‘the Homeric funeral is exclusively a ceremony’ dealing with the dead
as ‘an organic being’, ‘a social being’ whose relation with the living is stated and
beyond the grave. See also J.-P. Vernant, ‘Corps obscur, corps éclatant’ in Corps
des dieuzx (Le temps de la réflexion, VII), Paris 1986, 34-5, on how the Homerlc
hero is commemorated after his corpse is consumed by fire.

3. See Il. 23.136-7: ... Smlev O¢ ndpn Exe dios *Ayildeds | dyviuevos® Eragov ydp
duvpova néun’ *Aiddode; Kakridis, op. cit.,, 67: ‘We can easily understand why in
¥ it is Achilles who holds Patroclus’ head, when we consider that this task
could not be fulfilled by any female relation of his outside the walls of Troy.” As
far as this ritual’s association with pollution is concerned sec R. Parker, Miasma.
Pollution and Purification in FEarly Greek Religion, 39: ‘«Touching the
corpse» might, of course, have formed a part of the mourning ritual,
but this would be merely a translation of social- .contact -into. physical,  and
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of the death ritual, like the closing of the dead person’s eyes and
mouth by the closest relative, are omitted, and this is because both
heroes’ death took place in the battle.

The same gesture, the holding of the head by the closest kin,
recurs along similar language at Iliad 18.70-2, but this time it concerns
a living person, Achilles (¢ 6¢ faod orevdyovri maoioraro wdrvia wi-
™0, [ 880 8¢ xwxioaca xdon Adfe matdog Eoio, xal ¢’ Sloguvooudyy Enea
arepdevra mpoonvéa): in this scene Thetis with a shrill cry is clasping
her son’s head. The gesture could be interpreted ‘as an expression
of motherly affection, when she finds her son grieved, although I
know of no corresponding scenes to mention’, Kakridis! remarks.
The exact position and movements of Thetis and Achilles are not
clearly described here by the poet —which is unusual for Homer; more-
over, the verb nasiorarar creates some confusion since it means that
Thetis is standing by Achilles while she should be sitting on the gro-
und holding her son’s head from behind. However, the meaning of
this scene does not seem ‘totally different’, Kakridis® argues, from that
of those examined above. The holding of Achilles’ head alludes to
the same ritual desribed above and confirmed by other details
presented in the preceding lines and the beginning of the same book
(book 18). The context of lines 18.24-70 as well as that of the fol-
lowing ones (73 ff.) is that of grief and mourning, i.e. of death or, to
be more accurate, of a foreshadowing death, that of Achilles. This
will be examined in detail below.

would not prove the real primacy of the physical ... In many societies, death-pollu~
tion is spread by relationship as well as contact: the dead man’s kin are contami-
nated from the moment of death, even if they are a hundred miles away when it
occurs’; see also note 27: ‘The women who prepared the corpse of course touched it.
Two Homeric mourning gestures, touching the dead man’s chest and cradling his
head, involved physical contact; the latter at least survived as a woman’s gesture
in classical times, but in Homer they arc performed only by the dead man's closest
associates, and the typical male gesture at the classical prothesis scems to have
been a greeting from a distance with outstretched arm ... On pollution beliefs in
the Homeric world in general see {bid., 66-70.

1. Op. cit, 67.

2. Ibid. See R. Garland, The Greek way of death, 43: ‘It is interesting to note,
as we have alrcady seen, that touching and fondling the body were essential
features of the ritual lament —a clear indication that the corpse was not held in
complete abhorrence’; R. Parker, Miasma, 66: ‘In the Homeric world, it has often
been argued, attitudes wero very different. Despite the countless deaths descri-
bed in Homer, there is no hint of miasma affecting the living. The heroes may
return to their normal pursuits after a funeral without apparently even washing.’
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On the first stage Achilles enacts as a mourner, a role that gives
the impression that this scene concerns not only Patroklos’ but al-
ludes, refers to his own death too. 18.22-7: “with both his hands he
covers his head and face with grimy dust and black ashes fell on his
tunic and himself lay in the dust and tore his hair with his own hands’.1
18.28-31: ‘and their duwai, Achilless and Patroklos’ maidservanis
acquired as booty, shouted out of anguish and gathered around
Achilles beating their breasts with their hands and each one’s knces
were loosed. And érépwOer Antilochos was weeping holding the hands
of Achilles —for he feared that he would cut his throat with his knife—
(32-3), who let out a terrible groan (oueodaléor & @Puwlev) heard by
his mother down in the depths of the sea. Thetis let a shrill cry (xw-
xvoev) and the sea-goddesses, the Nereids, thronged about her and
all beat their breasts and began lamenting with Thetis as their lead-
er’? Her sorrowful speech about her son’s unjust fate and forthcom-
ing death made their grief stronger and their weeping made the
sea waves around them cleave (65-7). And thus they came to Troy
and stepped out of the sea on the shore, one after the other, there

where Achilles was surrounded by the ships of the Myrmidons
(67-9).

1. See Priam’s reaction for his son’s death (Il 22.408-9: Juwter & éleewa na-
o @lAog, dupl 68 Aaol | xwxvtd T’ elyovto xal oluwyj xavd dorv; line 414: ... xvAw-
dduevog xara xdmpov). In Iliad 23.24-6, Hektor’s body is laid down to Patroklos’
fun->ral bed, his face downward in the dust. Hektor’s head was mingled in the dust
as he was dragged by Achilles’ horses (chariot), that head which was so beautiful
before (Il. 22.402-3: ... xdon & dnav év xovinoe | xeivo mdoos yaolev; cf. 405: “Q¢ Tob
pév xexéviro xdgn dmav). A mourning ritual or a mode for the expression of grief,
namely laying in the dust, merges into a way of death in battle, i. e. laying in and
mingled with the dust (probably his face downward and his mouth and eyes in
the dust), an insult for a warrior (see Il. 8.54-5: odx dv Tov ypaiouy xibaois td e ddvp’
*Apoodlrng, |7} Te xéun té e eldoc, 6T év xovinor wyelns). See M.W. Edwards, The
Iliad: A Commentary, vol. V: books 17-20, Cambridge 1991, 144 (on 18.22-31):
‘... The language of mourning is mingled with that of death, for defiling the head
with dust is the sign not only of extreme grief but also of death on the battlefield.
The presence of the lamenting women also suggests that Akhilleus is lying not in
grief, but in death, and the way is prepared for the even stronger adumbration of
this in Thetis’ lament ...’. See also R. Parker, Miasma, 68 who argues that Achil-
les’ self-pollution was ‘if not fixed rules of mourning, at least traditional modes
for the expression of grief’.

2. See Vermeule, Aspects of Death, 14: ‘As in modern wakes, the dead are
instinctively felt capable of hearing the funeral lament, and perhaps even of noling
the ceremonial funeral gestures of striking the head, tearing out the hair, beating
the breast, and scratching the cheeks till the blood runs.
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The chorus-like move of the sea-nymphs as they are crossing
the sea-borders and step upon ‘the deep-soiled land of Troy’, one
after the other, creates an image of a chorus of dancers. Homer does
not tell us that they are thronged round about Achilles, but we are
immediately invited to make the link /comparison between them
and the ships of the Myrmidons; it is to the latter that Homer refers
to instead of saying that the Nymphs are gathered in close lines round
about Achilles. A comparison of the Nereids with the ships would
have its perfect place here, so I suggest that this is what is exactly
alluded to by the poet,in an unclearly defined and incomplete simile.
This scene is naturally recalled by the reader of lines 55-9 of book 24
of the Odyssey. In the description of Achilles’ prothesis by the shade
of Agamemnon, Thetis and the immortal sea-nymphs came from the
sca and standing around Achilles’ body, wailing, they clothed it with
immortal garments (Od. 24.58-9: dugi 66 ¢ &stnoav xovoar dliowo yé-
povrog [ oixtp’ loguoduevar, mepl & dufoora cipara Eocav).

Step-by-step, by succeeding choruses of mourners and their lead-
ers (18.51: Oéric &' 8&fjpye ydowo) the theme of Achilles’ forthcoming
death and mourning has been constructed in words and acts in the
beginning of book 18. The visual perception of this forthcoming
event is remarkable in its details as the poet alludes even to ritual
gestures related to death: the motherly affection of Thetis, holding
her son’s head, cannot but remind us of the actual rite performed in
other scenes of the Iliad mentioned above.! This scene is thus con-
ceived within a death and mourning context; a death that is clearly
foreshadowed in the following lines by Achilles himself (18.88 ff.)
and Thetis (18.95-6: «dxduogogc 01 pot, téxos, Eooeat, ol dyopeveis |
adtixa ydo tor Enerra pel® "Extopa ndruos Eroiuog»; cf. preceding lines,
59-60: ... Tov &’ ody’ vmodéfouar adtic [ oixade vogricavra dduov IInAijiov

1. This ceremonial funcral gesture is well documented in art representations
showing women lamenting round the funeral bed: one of the women-mourners
‘touches the head of the dead or holds it between her palms, the others are weeping
striking their heads or tearing out their hair: see Vermeule, Aspects of Death, 14-
6 and esp. figs 8A, 9; 150 fig. 3: here it is Sleep and not a woman mourner that is
holding the head of the dead Sarpedon. Sce also M.\V. Edwards, The lliad: 4 Com-
mentary, 152 (on 65-9): ‘Much is made here of the fact all the Nercids accompany
Thetis, and their dismissal at the end of the scene (139-45) is further stressed by
her direct specch to them. Their presence should not be thought inimical to the
intimate talk of mother and son; on the contrary, throughout the scene they add
to the looming shadow of the funeral rites of Akhilleus, forming a chorus of mourn-
ing women around Thetis as she holds her son’s head in hor arms (see 71-2n:).
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eiow) And it is again to Achilles’ own death that is rather alluded
by Thetis’ pdoc during Patroklos’ prothesis at Iliad 23.14: pera 6é
opt Oétic ydov luepov dgoe.

The above poetic representations of death ritual gestures also
depicted in contemporary and much later art as ‘the tradition of the
lament scarcely changed between the Bronze Age and the Iellenm-
stic period’,? concentrate on the head and the face, particularly on
the eyes. The eyes are sources of light which is succeeded by darkness

They anticipate the lamenting women of Troy whom Akhilleus describes a little
later (122-4)...°; 153 (on 71-2): ‘Taking Akhilleus’ head in her hands is a gesture
of mourning, as when Akhilleus holds Patroklos’ head (23.136) and Andromakhe
Hektor’s (24.724; cf. also 24.712). She kneels or sits beside Akhilleus who is still
lying prostrate at 178. For other parallels and representations in art see 23.136n.
and Macleod, Iliad XXIV 147. Here the gesture strengthens the foreshadowing of
Akhilleus’ approaching death; behind the picture of Akhilleus grieving for his dead
friend the poet shades in a tableau of the mourning for Akhilleus’ own death, which
will come as a direct result of his grief and vengeance ... C.W. Macleod, Iliad
book XXIV, 147, on the other hand sees in Thetis’ gesture an expression ‘of pro-
tective or motherly love’, while he accepts that ‘dnrduevar »epalijs’, at Il. 24.712,
is a gesture ‘customary for the nearest and dearest at funerals’.

1. See Vermeule, Aspects of Death, 14: ‘These are family responsibilities of
the women in the household who loved the dead dearest and miss him most. The
dead are helpless, and need comfort or mothering like infants, from mother or wife,
to close the eyes, straighten the limbs, fix the jaw shut.” See also M.W. Edwards’
excellent article, ‘The conventions of a Homeric funeral’ in J.H. Betts, J.T. Hooker
and J.R. Green, eds, Studies in honour of T.B.L. Webster, vol. 1, Bristol (1986), 84-
92, for the allusions to funeral rites made by the poet in certain points of the poem
when no real funeral takes place, or elements of the rites which seem to be omitted
but in fact are transferred elsewhere, rites for a certain funeral merge into those
for some other, or even some rites are foreshadowed in speeches or ‘pictures of
death and funeral rites’ and are used by the poet to foreshadow a forthcoming death
as this is the case in the beginning of Iliad book 18: see esp. ibid., 86: ‘When the
news of the death is brought by Antilochus, Achilles lies in the dust like a dead
man; the captive women wail and beat their breasts; and they are joined by the
nymphs of the sea, as Thetis leads the antiphonal dirge among them just as An-
dromache leads it for Hector at the end of the poem. But her words mourn not for
Patroclus but for Achilles himseclf, and it is Achilles’ head which the goddess holds
in her hands, as Andromache will hold the dead Hector’s.

2. Vermeule, Aspects of Death, 15; M. Alexiou, The ritual lament in Greek
tradition, Cambridge 1974, 4-23.0n the debate as to whether the funerary scenes
of Geometric art depict contemporary events or heroic ones, or ‘that they can
only be understood in the literary context furnished by the Homeric poems’ see
Morris, Burial and ancient society, 50 ff. and J. Whitley, Style and Society in
Dark Age Greece: the changing face of a pre-literate society, 1100-700 B.C.,
~Cambridge 1991, 48-53.
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when death comes. They are also sources of information which comes
through them to the mind and thus the media where intelligence is
reflected as brightness: like Helios’ intelligence, or rather wide
knowledge, is owed to the fact that he is the greatest eye and could
see everything (Il. 3.277) so the mind’s information through light
and vision leads to intelligence.! However, it is with noos’ collabora-
tion /function that what is taken in by vision, by visual perception,
is further recognized and consciously perceived (or responsively
understood). There are obviously many examples in the epics show-
ing that visual acts are associated with ‘perceiving and knowing’.
Homeric verbs like noein, gigniskein and eidenai connect seeing and
knowing although ‘therc are significant differences in the concepts
of noticing, recognizing, coming to know, and knowing’. This con-
nection between knowledge and vision is ‘deeply embedded’ in the
Greek language —as well as in other Indo-European languages. For
Homer the much-travelled and thus much-seeing man is he who knows
a lot (e.g. Odysseus moldrgomos: Od. 1. 1-3); and two of Zeus’ signif-
icant epithets are edpvoma, ‘far-seeing’ rather than ‘far-sounding’,
and unticra, he is pre-eminently the god of wisdom, of méiis? Light
and sight, sight and understanding are thus interrelated notions in
Homer in some sense identified with the notion of life itself. To this
relation of life and vision expressed in a ritual form the present work
refers next.

Eyes recur in a different ritual context related to life in three
passages of the Odyssey that I am examining now. In all three cases,
and only here, another word is cmployed in ‘eyes terminology’. This is
@dea® associated with arrivals and welcome greetings. The newly arri-

1. See Vermeule, Aspects of Death, 25 ff.: in exceptional cases non ordinary
deceased retain an internal light and wits that are not extinguished but that can
be sparked again. Such a conception however, is not found in the Home-
ric poems but ‘wit as internal light’ may be suggested by Hermes’ rdle ‘as the god
who guided men between life and death, who could use his magic wand both to
enchant the eyes of men into darkened quiescence, Suuara 0édyer (XXIV. 343, xxiv.
2) or to waken the sleeping mind, was not accidentally made the wittiest of the
Hellenic gods.’

2. See Redficld, Nature and culture in the Iliad, 176 and J.H. Lesher’s stimu-
lating article, ‘Perceiving and Knowing in the Jlliad and Odyssey’, Phronesis 26
(1981), 2-24, esp .8 ff. mainly on Homer’s ‘knowledge’ terminology and the various
views on his perception about the achiovement of knowledge. See also G. Nagy,
‘S8ma and nddsis: some illustrations’, 4rethusa 16 (1983), 35-55.

3. With a probable otymological connection with the Vedic word meaning
‘light’: sec A. lHeubeck - A. Hoekstra, 4 Commentary on Homer's Odyssey, vol.
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ved accepts the kisses of the person who welcomes him, on the head,
the eyes and the hands. This is obviously a ritual gesture in a greet-
ing type-scene here introduced with elements that are not found
elsewhere in this category of type-scenes.! In the first scene in his re-
turn from - Pylos Telemachos arrives at the hut of Eumaeus, the
swineherd, and he is welcomed as follows (Od. 16.14 ff.): ... 6 & arriog
A0y dvaxrog, | xbooe O uw xepaliy te xal Gupw gdea xala | yeipds T
dugpotépag: Oalegor 06 oi Exmece ddxov: ‘And he went to meet his lord,
and kissed his head and both his beautiful eyes and his two hands,
and a big tear fell from him’ (Loeb transl.). A parallel scene is re-

called in Od. 17.38 ff. where Penelope this time welcomes her son
with similar gestures:

aupl 0¢ madl @idw PdAe mijyee daxoboaca,

xbo0oe 06 pwv xepaliy te wal dupw gdea xald,

xal 0’ dloguoouévny Emea mrepdevra mgoonida
‘and bursting into tears she flung her arms about her dear son, and
kissed his head and both his beautiful eyes; and with wailing she spoke
to him winged words’ (Loeb transl.). In a different ritual context

II: books ix-xvi, Oxford 1989, 266 (on 16.15). On ¢dea and the gaewd, the
‘shining’, eyes of Zeus see also R. Janko, The [liad: A Commentary, 148 (on
13.837).

1. The pioneering work in this field is W. Arend’s, Die typischen Scenen bet
Homer (Problemata 7), Berlin 1933; but see also M.M. Willcock’s criticism (‘Ner-
vous hesitation in the lliad’ in Homer 1987. Papers of the Third Greenbank Col-
loquium, Liverpool 1992, 65): ‘But Arend only deals with the simplest and most
basic examples of «themes»—actual repeated situations like arrivals, arming, set-
ting out on a journey, baths. I see thematic composition as something much more,
the pervasive methods of the poet in the presentation of his story, as the formula
shows his method in the construction of his lines. «Theme» for me includes even
style, narrative and characterisation, as well as the morc or less exactly repeated
incidents.” See also M.W. Edwards, ‘Type-scenes and Homeric hospitality’, T4APA4
105 (1975), 51-72, for the various definitions of the type-scene and a survey on
the history of its study and the major contributions made by various scholars,
among them A. Lord, G.E. Dimock Jr., D.K. Fry, J.B. Hainsworth and others.
Arend’s ‘highly original and excellently done’, according to M.W. Edwards, con-
tribution to Homeric studies is often acknowledged by him by page-references to
his work (Die typischen Scenen bei Homer) related to the scenes under discus-
sion: see for example 61 ff. for the category called ‘the arrival type-scene’ and ‘the
visit type-scene’ which in some parts is an claboration of the ‘arrival type-scene’.
A number of standard clements of these two categories of type-scenes recorded by
Edwards (‘Type-scenes and Homeric hospitality’, 62 ff.), like *1. the visitor stands
in the doorway 2.someone sces him 3. he gets up and hurries to the visitor 4.
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but along similar highly emotional language and gestures the divine
mother of the Iliad, Thetis, meets her son in the scene we have
discussed above (Il. 18.71-2: &) 0¢ xwxioaca xden Adfe maidos éoio, [
xal ¢’ Jdlogupouérn Emea mrepdevva mpoonida). Obviously in the two
scenes formulaic greeting occurs in a significant ritual context and
the variation of the standard /set elements is employed not only for
different emotional effects but also for distinguishing the two rituals
according to the different circumstances: the arrival on the one
hand, the allusion to a forthcoming death on the other.

But the first to see Telemachos a bit earlier was Eurykleia; she,
too, burst into tears as she faced him and ‘she came straight toward
him, and round about them gathered the other maids of Odysseus of
the steadfast heart, and they kissed his head and shoulders in loving
welcome’ (Loeb transl.): daxodoaca &’ Ener’ 100 xiev: dupi & do’ da-
lat [ dpwal *Odvaaijos Talacigoovos 1yeoébovro, | xai xdveov dyamaldus-
vat xegaliy te xai duovs (Od. 17.33-5).2 The kissing of the eyes is not
included in this welcome greeting but tears accompany (as in the
previous cases) the gestures performed in this scene by the maidser-
vants. Both Eumaeus’ and Penelope’s speech express their fear and
anxiety about Telemachos’ safe return home; they say they thought that
they would never see him again: «7jA0eg, Tnléuaye, yAvxegdy gdog' 0¥ o
& &yw ye | dypeolar épduny, énel olyeo vyt ITAovde»: ‘You have come,
Telemachos, sweet light of my eyes. I thought I should never see you
more after you had gone in your ship to Pylos’, Eumaeus says (Od.
16. 23-4). And Penelope repeats: «jA0cs, TnAéuaye, yAvxegdy gdog. o6 o
¥’ dyd ye | Syealar dgduny, énel olyeo vyt ITvAovde | Adlpp, duct déxn-
w .0 (0d. 17. 41-2).

In the above persons’ reaction in facing Telemachos again ele-
ments conveying an emotional depth must not be considered as

leads him in 5. he then gives the visitor a seat 6. offers him hospitality’, concerning
the recoption of a newcomer or a guest, occur not in all but at least in two of the
Odyssean scenes examined here, which follow in the main points the structure of
the normal ‘type-scene’ (16.14 ff. and 19.416 {f.). See also M.\WV. Edwards, Homer:
Poet of the Iliad, Baltimore and London 1987, 71-7; idem, The Iliad: A Com-
mentary, 11-5.

1. Here dyamalduevar (1. 35: xal »xvveov dyanalduevas xepalrfy ve xai duows) as
in Odyssey 16.17 (dyand{n) refers to signs of alfection that accompany the ritual
gesturcs associated with ‘return’ and ‘welcome’. See also A. Heubeck and A.
Hockstra, A Commentary on Homer's Odyssey, vol. II, 266 (on 16. 17-9): “... The
etym. of dyandw, dyand{w is unknown, but their original sense seems to have
been «to welcome with affection» .....
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occasional or applied to a conventional description of a type-scene but
as important features in a particular context. Some of them bust into
tears, others are wailing, of joy rather than sorrow although with an
underlying element suggesting also a lament context.! Penelope shows
affection and parental devotion. An equal to parental affection is
shown by Eumaeus clearly expressed by what is said in lines 17 ff.
(book 16): ‘he welcomed Telemachos like a father would welcome his
only son who came from abroad after ten years’ of absence’: ¢ 6¢
nate Ov maida @ila @oovéwv dyandln | éM0cvr’ & dnins yains dexdrew
Enavtd, ... ndvra xdoey meopvs, d¢ éx Oavdroro puydvra. It seems like
a privilege that Eumaeus has been ascribed, that is the kissing of
the eyes of his master (16.15), that only his close relatives had the
right to do; we saw shortly before that the maids and even Eury-
kleia, did not kiss Telemachos’ eyes when attributing the welcome
gestures.? Odysseus is greeted in like manner by Eumaeus and the

1. Od. 16.16: Balepdv 8¢ of Exneoe ddxpv; 16.21-2: ndvra xdoey mepupls, g €x
Bavdrowo puydvra: | xaf ¢’ dhopupduevos Enea mrepdevra mpoonida; 17.38: daxpdoaca;
17.40: xal ¢’ dlopupouérn &nca mregdevra mpoonvda. It seems that there is no clear
distinction in Homer between expressions denoting weeping of mere sorrow and
those referring to lamentation. In lament phrases applied to a real or a foreshad-
owed death belong the following: Jjoxe ydoto (Il. 24.723), &foye ydowo (II. 18.
51, 24.761), ddwoi &Erjoye ydow (Il. 22.430, 23.17, 24.747), ydov iucpov Bgoe (Il. 23.
14), toiol 0¢ ndow S’ iuegov dpoe ydoro (23.108, 23.153), ddvpero ddxouva Aelfwr (Il.
18.32), xal ¢° dlopugouévn Enca mrepdevra mpoonida (18.72), xdxvoev 8¢ pdla péya
naid’ éowdovoa (22.407), Puwkey & éleewd nmarnp pllos (22.408; cf. 23.12), xwxvtd
T’ giyovro xai oluwyjj xara dorv (22.409; f. 22.447, 24.703), yodwsa (22.476), &dv-
pouévoroy (23.154), oi & & darv Elwy oluwyf] te orovays e (24.696), "Exropa ddxov
zéovres dbgovro med muAdwry (24.714), ol uév &9’ E0pijveov (24.722), ydov & driacrov
Sowe (24.760), as well as expressions like xAalovo(a) (19.301, 22.437, 22.515, 24.
760, 24.776), xAalwy (19.338, 22.429, 24.712), doecle xAavluoio (24.717) as well
as ddxpv yéovres (24.714), xava Odxpv yéovea (18.94), daxguéecoar (18.66), ddvpero
ddxgu yéovoa (22.79). It is only between thrénos and gdos that there is some differ-
entiation in Homer, the former is performed by professional mourners (hence its
artistic development to a lyric song) while gdos, the most frequent Homeric term
for lament, is performed by close relatives (kinswomen or Lkinsmen) or -friends
(see M. Alexiou, The ritual lamentin Greek tradition, 10-4). Especially Iliad books
18, 22, 23 and 24 refer so often to a mourning context so that the reader of the
Iliad ends up with the impression and a deep feeling that above all he has to do
with a ‘Poem of lament’.

2. We know that Eumaeus and Eurykleia are not ordinary slaves in the
Odyssey and their réle to mnesterophony and the re-establishment of Odysseus
in his oikos is very important. For their status in the Odyssean / Homeric society
see M.I. Finley, The World of Odysseus (first published 1954, revised edn 1956),
62 If., 76 f. See also A.G. Geddes, ‘Who’s who in ‘Homeric’ society?’, CQ 34(i)
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herdsman when he reveals his identity to them; they flung their arms
about him and kissed his head and shoulders and weeping accompa-
nied their gestures (Od. 21.224-5).

Let us proceed to the third example where gdea occurs. Odys-
seus is welcomed and greeted by his grandmother during his visit for
claiming the gifts his grandfather Autolycus had promised him as a
newborn child. His grandmother Amphithea embraces him and kis-
ses his head and ‘both beautiful eyes’ (19. 416-7: wjino 8’ ’Augiféy
unroos eorgiva’ Odvoiji [ #boe’ doa uty xepakiy 1e xal dupw gdea xa-
Ad), while his grandfather and his sons, i.e. Odysseus’ uncles, greet-
ed him by kissing his hands and by sweet words (l. 415: yeoolv ©° %-
ondlovro Exegol e uediyiowst). Here, too, the main elements construc-
ting this scene follow the same order enriched with some variating
details.

It is obvious, then, that all three occurrences of ¢dea relate to
arrival scenes and welcome greetings. In all of them the kissing of the
eyes is the central gesture among other, like the kissing of the head
and the hands, attributed to the newcomer. The formulaic character
of the above verses is apparent. However, apart from structuring
highly emotional scenes they present elements of a social ritual®
related to concepts of life, the same concepts that are expressed in
polarity in the scenes examined in the first part of this work which
are associated with death and mourning.

In examining the above Homeric scenes emphasis has been
given on eyes functioning as objects of affection but mainly as ritual
objects associated with the notion of life. Penelope’s and Eumaeus’
wailing reaffirms Telemachos’ survival (for which both were
very anxious), the kissing of his eyes applies to his potentiality
of seeing and, therefore, live. This is what is exactly expressed by
the address formula (7jAGec, TnAéuaye, yAvxegdv gdog: Od. 16.23, 17.41),

(1984), 23 ff.; M.M. Austin - P, Vidal-Naquet, Economic and Social History of
Ancient Greece: An Introduction, London 1977, 44-7; A Commentary on Homer's
Odyssey (J. Russo, M. Ferndndez-Galiano, A. Heubeck), vol. III: books XVII-
XXIV, Oxford 1992 (passim). On the display and meaning of affection in types
of rclationship in the Homeric world sce G. Herman’s admirable work, Ritualised
friendship and the Greek city, Cambridge 1987, esp. 16 fI.

1. On the question of the correspondence of such ritual practices to the for-
malities of actual life of the heroic or Homer’s time, or they are rather the result
of oral composition technique sco Edwards, The Iliad: 4 Commentary, 14 1.
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where light imagery is associated with Telemachos’ physical appearance
and the light of his life which scattered the darkness of anxiety.
Through their eyes and vision they are able to ascertain that life
exists in the light (the @doc) of the eyes (@dea) of their beloved per-
son they dre welcoming. The scenes we have dealt with show a use
of analogy and contrast, a basic feature of the poet’s art, when eyes
are objects symbolizing light and life or on the contrary darkness
and death.! And Homeric language emphasizes this contrast between
Iife, light and vision, to death, darkness and loss of sight, an ever-
lasting contrast between life and death.

1. On the ‘use of parallel and contrast, analogy and polarity’ in the Homeric
poems see Segal, op. cit., 5-8. See J.M. Redfield, Nature and Culture in the Iliad:
The Tragedy of Hector, 175 f., 254 note 31. See also M. Alexiou, The ritual
lament in Greek tradition, 187.



