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ABSTRACT

This thesis surveys occurrences of the Greek abstract noun aidos and
related semantic terms in relation to female characters in the Iliad and the
+ Odyssey. The goal of this endeavour is to create a framework within which to
discuss how aidds as a concept is construed for female characters and is distinct
from the model for males established by traditional androcentric scholarship. In
"masculine contexts, the concept of aidos more regularly indicates either an
emotional experience of shame or a feeling of respect for one's superiors. For a
female character, however, aidds represents a virtue or an attribute signaling her
modesty and self-restraint. The label aidoie, the adjectival form of the noun aidos,
indicates a woman who is highly valued. Her beauty, her skill at weaving, her
efficient management of the household are all qualities for which she is respected
and which she must possess in order to be recognized as aidoiz. It is her ability to
reserve and direct these qualities to the exclusive benefit of her male guardian,
however, whether husband or father, which reveals her internalization of 4idos as
a virtue. Having established the parameters of acceptable behaviour for the
aidoiz gune, this study allows for and initiates a more precise discussion of the
characterization of female figures who adhere to, and who diverge from, this

ideal.
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INTRODUCTORY REMARK

It has long been recognized that aidds, along with a group of related terms,
designates a system of honour or shame which reflects the unique moral
knowledge of the characters of the Homeric poems. Most of the traditional
scholarship on the subject, however, is largely androcentric and presents a code
of aidos which is only relevant in masculine contexts of war and politics. The
goal of this thesis is to redress this omission by providing a parallel model which
recognizes the special significance of a code of aidds for the feminine. The
identity of a female character is intimately connected to her place within the
‘home. As a result, her honour and her value are judged predominantly by the
loyalty she demonstrates to both her natal household and later to her husband
and his household. Her daily completion of household tasks, her beauty and
physical, as well as verbal, demonstrat‘ions of modesty are all indicators of her
worth.

The first chapter of this thesis focuses on identifying the qualities
possessed by the aidoié'éuné‘, 'the woman who possesses aidos’. 1 employ a post-
structuralist philological approach in examining numerous occurrences of the
adjective aidoiz to determine the breadth of its meaning for Homeric females.
This analysis yields a spectrum of activities by which one caﬁ assess both the

degree of a female character's compliance and/or her noncompliance with the
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idealized sténdard of the agidoig gune. ﬁhlike the heroic male, the female is
expected to in’;ernalize fully aidos as an immutable aspect of her character.
Possessed as an attribute, 2idos signals a woman's ability to protect herself from
aspersions of shame by physically delimiting herself, particularly from men, and
by denying her own subjectivity.

The aidoiz gun# is marked in a number of special ways. Because the
anxiety about female fidelity represented in the poems places a great deal of
meaning on the female body, the fully clothed female form is one of the most
potent signifiers of feminine aidos. Th.e covering of the female body is
accomplished not only through clothing but also by means of sequestering and
by the presence of female attendants when a woman is in the company of men
other than her husband. Chapter Two explores the symbolic importance of the
idealization of the cloaked female. The poems must also reconcile the periodic
neces;sity of female nudity, represented in scenes of bathing and sex which are
crucial to the poems’ narratives, with this ideal. This second chapter, therefore, -
also discusses the parameters within which female nudity can safely be
displayed.

The third and final chapter of this thesis confronts the special case of
Helen. This character confounds any attempts to argue a simplistic dichotomy
between the aidoiz gune and her opposite, the anaideiz gune. Helen is assessed
separately by the Iliad and the Odyssey according to how each poem construes
her responsibility for her departure from Sparta with Paris. The cloaking of the

female ‘implies more than a simple concern for modesty. As I mentioned, the



aidoiz gune cloaks herself both physically and metaphorically. The physical
cloaking is accomplished through voluminous clothing, the presence of female
attendants and by confinement within domestic space. Metaphorically, the aidoie
gune allows the restriction of her subjectivity; this aspect of compliance with aidos

becomes particularly significant in any considerations of the character of Helen.



CHAPTER ONE
The Nature of Aidos and Its Significance for the Homeric Female

Introduction

The intent of this thesis is to come to a clearer understanding of the
concept of 4idds in the context of the feminine in the Iliad and the Odyssey.
Thdugh the concept of 4idds has received much attention over the years, its role
in helping to define the female characters in these poems has been largely
overlooked.! In fact, aidos has a specialh and particular relevance for the women
in the poems. Through her possession of #idos as a positive attribute a woman
indicates her willingness to be restricted by a code of behaviour dictated by the
masculine. This study must therefore rely, in large part, on the examination of
occurrences of the adjective aidoios rather than on the noun aidos and the verb
aideomai. A survey of the evidence reveals that a substantial twenty-six of the
forty-five uses of the adjective have reference to female characters? This is
surprising not only because of the infrequency with which women appear in the

poems but also in comparison to the dearth of references to women in uses of the

1 The work of Cairns 1993 represents the most recent and most thorough treatment of this subject
to date. His discussion of the relevance of 4idf%s for female characters in Homer is limited,
however, to a scant six pages (120-5) demonstrating that there was a need for the kind of work1
propose here. '

2 1f I include the single use of the comparative ‘aidoioteros” (Od. 11.360) and the one adverbial
usage ‘aidoios’ (Od. 19.243) that still gives a total of twenty-six out of forty-seven examples. Of the
other nineteen examples which do not refer to women, fourteen refer to beggars, suppliants or
guests. The final five occurrences refer to men apparently outside of these types of contexts.



noun and the verb. Only two of the twenty-five occurrences of the noun aidos
refer to women and a mere seven of the forty-three uses of the verb aideomai?
These numbers seem to reflect a trend in the poems of avoiding representation of
females experiencing the emotion of shame. The poet(s) instead prefers to depict
his female characters as the possessors of aidd as a positive attribute or virtue.
Women are most often represented either as possessing this quality Wh]..C]’."l
prompts them to avoid situations or behaviour which would cause them shame,
or alternatively, the;y are depicted as lacking #ids, meaning that they lack both
the positive quality of shame and all of the respect and good renown which
accompanies the possession of this quality. In fact, even in episodes in which a
female character is the subject of the verb aideomai, the sense is prospective and
indicates an activity from which a woman refrains for fear of incurring shame
rather than representing an actual experience of shame.! The only real
expression of feminine shame in the poems is found in physical reactions such
as hiding or cloaking which demonstrate this experience. -

It was not until I encountered a passage in the work of Gloria Ferrari, who

" was struggling to come to grips with the representation of 4idds for the feminine

3 The two occurrences of 2id0s in feminine contexts appear at Il 24. 111 andOd. 8.324 while the
seven uses of the verb aideomai appear at Od. 6.66, Od. 6.329, Od. 16.75, Od. 18.184, Od. 19527, 1.
22. 82 and 1. 24.90.

4 See Cairns 1993: 48 who discusses the inhibitory nature of aid0% in certain contexts: “[aids]
prevents the performance of the action expressed in the infinitive. Aidos thus involves a check of
some kind; it modifies the conduct of those affected.”

5 Ferrari 1990: 190 demonstrates in her study of late archaic and classical vase paintings that
“gidos, then is made visible by the downcast glance and the act of covering oneself.” Though this
idea will be touched on in this chapter it will be more fully addressed in chapter 2.



that I was finally able to articulate the disparity with its usage in masculine
contexts.6 The stumbling block for her and for myself is contained in Aristotle’s

discussion of aidos in the Nichomachean Ethics:

Modesty cannot properly be described as a virtue, for it seems to be
a feeling rather than a disposition; at least it is defined as a kind of
fear of disrepute, and indeed in its effects it is akin to the fear of
danger; for people who are ashamed blush, while those in fear of
their lives turn pale; both therefore appear to be in a sense bodily
affections, and this indicates a feeling rather than a disposition.
The feeling of modesty is not suitable to every age, but only
to the young. We think it proper for the young to be modest, because
. as they live by feeling they often err, and modesty may keep them
in check; and we praise young people when they are modest, though
no one would praise an older man for being shamefaced, since we
think he ought not to do anything of which he need be ashamed.
For indeed the virtuous man does not feel shame, if shame is the
feeling caused by base actions; since one ought not to do base actions
..and so one never ought to feel shame. Shame is a mark of a base
man, and springs from a character capable of doing a shameful act...
Modesty can only be virtuous conditionally—in the sense that a
good man would be ashamed if he were to do so and so; but the
virtues are not conditional. And though shamelessness and not
shrinking from shameful actions is base, this does not prove that
to be ashamed when one does shameful acts is virtuous....
(Aristot. Nic. Eth. IV.ixy

6 See Ferrari 1990. The explicit task of this article was not, in fact, to identify aidos for the
ferminine, but to examine the representation of this idea on late archaic and classical vase
paintings. This concept, however, is largely (though not exclusively) communicated through the
depiction of the cloaked female. Inevitably, she was forced to confront some of the same
concemns about gidds that I address here.

7 This translation is taken from Rackham 1934 (Loeb edition).



There are four key points Aristotle makes that will be of importance for our

discussion:
1. modesty (aid0s) is not a virtue but an emotion.
2. aidos is appropriate only to the young, who deserve praise
for their observation of this emotion. Furthermore, aidos
helps to keep the young in check.
3. a man who feels shame upon committing a shameful act is
not therefore virtuous because he is ashamed of how he acted.
4. gidos is conditionally virtuous, but virtues cannot be con-
ditional, therefore aidos is not a virtue.
This summary represents a view of aidos that is relevant for men, in the Homeric
poems. Though aidas occasionally indicates a masculine attribute/virtue in the
poems, the predominant usage for males appears in descriptions of the
occurrence of aidts as an emotion. Aristotle excludes women, for whom the
identification of aidos as a virtue would be specifically relevant, from his
discussion. Because aidds is not an appropriate virtue for grown men it is not a
virtue at all. Despite this assertion, he indicates that aidos is an appropriate
emotion for young men which helps to keep them in check. This would seem to
indicate that young men were expected to be in a perpetual experience of shame,
an experience which prevented them from doing shameful thirigs. It is only by
understanding that aidas is indeed also a virtue/attribute that its effectiveness as
a deterrent to shameful behaviour can be appreciated.
Among other groups including suppliants and guests whom the Greeks

felt needed to be kept ‘in check’ by aidds are women. That aidos has special

relevance for female characters in Homer becomes astoundingly clear once this



discussion is freed from the limitations imposed by the assumption of 4idds as an
emotion alone. This is not to say that 4idos does not function in the context of the
feminine as an emotion; it does. As I will show, however, in cases where aidos is
indicated for female characters through use of the verb, the emotional experience
involves only an awareness that shame could be prompted if they were to
proceed with a certain course of action. Nevertheless, it would be unwise to
avoid the current discussion on the topic of shame and its relationship to aidos
since the experience of shame is often represented for female characters through
physical reactions even if it is not overtly expressed through the use of the verb.
What follows, therefore, is a short summary of the development 6f the discussion

on shame and guilt in the Flomeric texts.

Shame ws, Guil

The débate concerning the identification of the society presented to us in
‘the Hor-neric poems as a 'shame-culture' rather than a 'guilt-culture' has been at
issue for some time. E.R. Dodds had predecessors who were concerﬁed by what
they sav;r as a lack of conscience or morality in the Homeric characters but he was
thé first, so far as I know, to label the Hor;'leric construct a 'shame-culture'ﬁ. In

his work The Greeks and the Irrational he argued that the Homeric characters

lacked any sense of responsibility, displacing blame from themselves onto the

8Dodds 1951.



gods. Arthur Adkins in his Merit and Responsibility: A Study in Greek Values,
granted the Homeric hero a sort of basic notion of responsibility but denied that

. this conceét contained a moral component1? More recently M. Gagarin in his
article entitled "Morality in Homer" has argued for a limited morality, one which
can be detected by an apparent lack of self-interest on the part of the actor!!

Since the inception of this discﬁssion when the Homeric hero was denied
any concept of moral or even personal responsibility, what some scholars have
referred to as conscience, he has gradually been reinvested with this capacity.
The final reclamation of his conscience, a recognition that the Homeric hero is
willing to accept responsibility for his actions and an awareness that he has acted
contrary to a set of internalized values, has been facilitated in large part by the
work of Douglas Cairns and Bernard Williams. 'Cairns has attacked the idea that
the Homeric hero lacked a conscience and has demonstrated that the concept of

aidos depends upon the presence of both internal and external sanctions. What

9Dodds 1951: 13 says that “all departures from normal human behaviour whose causes are not
immediately perceived, whether by the subject’s own consciousness or by the observation of
others, are ascribed to a supernatural agency.”

10Adkins 1960. He acknowledges that the Homeric character accepted responsibility for his
actions (14), but he then arrives at the conclusion that "as soon as a crisis forces the essential
framework of values into view, the competitive values are so much more powerful than the co-
operative that the situation is not treated in terms of quiet values at all; and it is precisely with
such crises that the concept of moral responsibility is concerned, it is evident that such terms as
aldos and aeikes, however useful to society in general, cannot affect the development of moral
responsibility, for they are ineffective at the crucial moment” (46). Mary Scott, 1980, follows
Adkins' lead in her treatment of #idds and nemesis. An article by Richard Gaskin, 1990, represents
a development in ideas about the concept of personal responsibility in Homer but does not really
address the concept of morality.

11Gagarin 1987: 288. He provides a working definition: “In essence I shall use “morality” to
designate that sense of consideration for others not closely tied to rational self-interest, but
without the specially privileged status of pure morality. Rather than seeing morality and self-
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this means is that the hero does not simply experience ﬁido's upon being caught.
His reaction does not have to be dependent on the disapproval of people other
than himself. The hero’s experience of shame can be provoked by what he
perceives to be a deviation from his own internally held set of values.

Previously, it had been held that the distinction between shame and guilt
was that shame was based solely on the presence of external sanctions while
guilt was a response to internal sanctions. Having disproved the validity of this
distinction Cairns proposes that the "criteria for guilt and conscience are
satisfied" by aidos and other related words.!? Because he finds that he can
determine little effective difference between the concepts of shame and guilt, he
therefore argues that aidss must contain an idea of guilt as well as of shame.’? In
defiance of those who have reserved the concept of guilt for Western,
Christianized cultures, he firmly locates its presence in the Homeric texts.} Tam
more inclined, however, because of the burden of Christian rhetoric concerning
this emotion, to accept the argument of Bernard Williams in his Shame and
Necessity. Williams, upon proving that the experience of shame is, like guilt,

dependent upon the presence of a set of internalized values, instead argues that

interest as discrete opposites I shall treat them as the ends of a continuous spectrum, along which
we may think of a gradual extension of concern for oneself to concern for others.”

12Cairns 1993: 42.
13Cairns 1993: 25.

4Cairns 1993: 33. He writes: "Thus the concealed props of the antithesis are laid bare; it still rests
on a dichotomy between external and internal sanctions, but supervenient on this criterion is the
further thesis that guilt and conscience, and therefore truly internal sanctions, can exist only in
societies in which the child is socialized by parents who stress the kind of imperatives, the
absolute Good and Evil, which are hypostatized in the figure of a fatherly Deity."
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aidDs is representative solely of a concept of shame, without thereby privileging a
concept of guilt’® In this way we are able to acknowledge the presence of
conscience in the Homeric character while avoiding the prospect of invoking
Christian sentiment which may muddy our understanding of aidds in its Homeric
setting. Shame is not the only meaning conveyed by the word aidos, as I will
‘proceed to demonstrate, but I will continue to deny the usefulness of employing

the term guilt in reference to the Homeric texts.

Aidos

In addition to the concept of shame, 4id% can be defined by such
descriptors as ‘reverence’, ‘awe’lé 'respect’, and 'regard', along with ‘'modesty’,
‘bashfulness’ and 'propriety'.7 This list of terms indicates two distinct types of
usage. The first gl;oup includes the meanings ‘reverence’, ‘awe’, ‘respect’,
‘regard’ and the basic meaning of shame. This may, at first, seem an odd

combination but “the notions of shame and respect are not totally unrelated; to

15Williams 1993: 91. Contra Cairns: "even though some reactions in those societies were
structured in the same way as our reactions of guilt, they were not simply guilt if they were not
separately recognized as such; just as shame is not the same when it does not have guiltasa
contrast.” Also, in order that there be no misunderstanding about issues of primitivism, he adds:
"the truth about Greek societies, and in particular the Homeric, is not that they failed to recognize
any of the reactions that we associate with guilt, but that they did not make of those reactions the
special thing that they become when they are separately recognized as guilt.”

16 For a discussion of aid0s meaning ‘awe’ and, more particularly, ‘religious awe’, see Hooker
1987, Tam, however, inclined to agree with Cairns who, on aidts as ‘religious awe’, says “not
only is this not the original meaning, it is not even a regular meaning (1993: 57, n.44).

7Cunliffe, R.]. 1963. A Lexicon of the Homeric Dialect, ad loc. See also Liddell and Scott 1968. A
Greek-English Lexicon, ad loc.
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feel inhibitory shame (aids is always prospective and inhibitory in the earliest
authors) is to picture oneself as losing honour, while to show respect is to

-recognize the honour of another.”’® Furthermore

to be concerned with one’s own honour is to envisage oneself

as one among others, also bearers of honour; thus to limit one’s
own claim to honour is to accept one’s status vis-i-vis others, to
inhibit self-assertion is to recognize how such conduct would
impinge upon the honour of others, and to experience inhibition
before the audience whose disapproval might lead to impairment
of one’s honour is clearly akin to the inhibitory self-consciousness
one might feel in a situation in which one was forced to consider
one’s own status in relation to that of another person.’

This first group of terms is indicative of the emotional experience of aidos. As
suggested here by Cairns, 4id0s occurs either in the form of respect, as an
acknowledgement of another’s status, or, when shame, as a recognition of the
debasement of one’s status in one’s own eyes, or the eyes of another, for having
transgressed some commonly held standard of behaviour. To possess 4idds as an
attribute, therefore, is to be respected for one’s recognition of the limitation of
one’s own status or worth. In addition, to be a possessor of aidds also implies
that one’s behaviour is restricted 2 This meaning is implicit in the second group

of terms which includes ‘modesty’, ‘propriety’ and ‘bashfulness’. This second set

18 Cairns 1993: 13.
19 bid.

20 See Cairns 1993: 48, quoted on this in n. 4.
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of meanings clearly demonstrates why aidos is an attribute which is not desired
by males and Wh}; Aristotle denies that it is a virtue.

As I will soon show, aidos is an attribute which is possessed by young men
but it is expected that they will set it aside when they come of age. I must,
therefore, question when Cairns says that “the restraint provided by aidos is an
emotional one, and this is borne out by its location in the thumos...”21 Cairns
cites passages that occur at Iliad 15.561 and 15.661 to prove the veracity 6f this
statement. The first of these is a common exhortation to the Achaean troops, on

this occasion given by Telamonian Ajax.2? He says:

@ dlhot, Gvépeg Eote, kol aidd 0600’ Evi BLUG,
dAMAovg T aldeicbe KOTO KPOTEPOS VOULVOS,
oldopévav & dvdp@dv mifoveg odol ME médavTOL:
devydvrav & ol dp xriéog Spvuton olite Tig o).

O friends, be men, and place aidds in your thumos,

feel aidos for others in the fierce battles

for when men feel #idds more men come through safely

and no glory or courage are stirred up by their flight. (II. 15.561-4)?

The verb used in the first line quoted above is a form of tithemi, which means ‘I
put’ or ‘I place’. Aidos, therefore, does not reside permanently in a man'’s thumos,
instead it must be set there. In fact, if 2idos were imagined to be ever-present in a

man’s thumos, then we could not describe aidos as an emotion since the

21 Cairns 1993: 49.

22 The second passage Cairmns mentions is a variation on the same theme. This same construction
also occurs at II. 5.529-32 and II. 13.121-22,

23 Translations are my own unless otherwise noted.
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experience of an emotion is not normally perpetual but must be provoked by
certain stimuli. Where aidos does have a permanent residence is in the female,
not as an emotion but as a virtue.

Aidos is a broad concept. I have no intention, here, of undertaking an
exhaustixlre examination of all the instances in which evidence of this concept
appears.2¢ Instead I will p-roceed by examining aspects of 2idos which illuminate
the nature of feminine identity in Homer. The passages I have. chosen to
consider are intended to point out individual components of this multivalent
concept. The aim of this first chapter is to outline some of the characteristic
behaviours of the éidoz'é' gune. Certain ideas about aid will be important for our
understanding of the functioning of this concept in the context of the feminine.
Among these is the idea that shame/4id0s is connected with being seen, an idea
which will become important in the second chapter’s consideration of nudity and
sexuality. Also important for this study is the connection between 4idos and
attractiveness. This component of aids is less overt in positive manifestations of
aidos but regularly occurs in negative constructions through the use of adjectives
such as aischros and aischos which mean both ‘ugly’ and ‘shameless’. When aidos
is used as an attribute it often implies an idea of attractiveness for its pOSsessor.
This latent meaning of aidos is directly tied up with another of its meanings, that
of good reputation. Nausikaa has a special concern for aids, aidos which will

prevent her from marring her present good reputation in her time of youthful

24 For a thorough treatment of aidss, especially for its analysis in masculine contexts, see Cairns
1993.
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uncertainty and aidos which *;/vill remind others also to be wary of doing anything
to sully her chances of marriage. For older women, to be labelled zidoiZ is to be
given recognition or respect for having let 2idos govern their married careers.
Women like Arete and Eurydike, Nestor’s wife, are identified as aidoig both for
being possessors of aidos and for thereby being deserving of 4idos from others.
All the traditional meanings of aidoios, such as ‘respected’, ‘honoured’, ‘modest’
and ‘grave’, can still provide useful translations since it becomes clear that this
concept is not reducible to a single meaning. One of the goals of this discussion
is to attempt to discover for what qualities an aidoig gune is respected. What kind
of portrait should be conjured up in our minds when we confront a female

character labelled aidoig?

The experience of shame does not have to depend upon the presence of an
actual audience. One can experience shame at a trangression of thé internalized,
culturally imprinted set of values which have been absorbed and made one's
own. It is generally agreed, however, that "the basic experience connected with
shame is that of being seen, inappropriately, by the wrong people, in the wrong
condition."” The basic reaction upon experiencing shame is, as Williams points

out, to cover oneself or to hide.?6 This instinctive reaction is displayed by

25Williams 1993: 78. This feature of aidos /shame is also pointed out by Cairns 1993: 14-15 and
Taylor 1985: 60ff.

26williams 1993: 78.
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Odysseus in Odyssey 8. Upon hearing Demodokos sing of the adventures of the

Greeks at Troy, Odysseus is overwhelmed and begins to cry:

Towt dp’ Go180g Gelde replxhutée adtop '0dvecedg
ropdpdpeov péyo. ¢Gpog EAdv xepot otfophict

kok xedodfic elpoooe, kddvye 8 koAd mpdowno:
aldero y&p Painkog On’ dopvot ddkpoo Aeipwv.

The renowned bard sang of such things; Odysseus, however,

lifting his large and brightty coloured mantle in his powerful hands

drew it over his head and hid his handsome face;

for he felt shamed before the Phaiakians at the tears pouring down
beneath his brow. (Od. 8.83-6)

It is important to point out about this passage that Odysseus' shame does not
stem from the fact of the tears themselves but rather from a concern that his
misery might be perceived by his host as dissatisfaction with his hospitality 7
That this is the source of Odysseus' shame is confirmed by Odysseus' statement
at Od. 19.118-22 where he suggests that someone might feel nemesis at him for
crying in someone else's house. Nemesis is to be understood as the reaction at a
breach of aidos and will be used at times in this discussion to indicate where such
a breach has occurred and to demonstrate what aidds should have prevented in a
given instance. Cairns explains that “aidos, then, foresees and seeks to forestall
nemesis,”28 and'furthermore that “there is always the possibility, then, that

nemesis may refer to a breach of aidos, even when the latter is not mentioned, and

27Cf. Cairns 1993: 111 on this point.

28 Cairns 1993: 52.
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even in cases in which it does not obviously refer to one of the particular contexts

in which aidos regularly occurs.”? Williams has observed that:

the reaction in Homer to someone who has done something that

shame should have prevented is nemesis, a reaction that can be
understood, according to the context, as ranging from shock,

contempt, and malice to righteous rage and indignation. It should

not be thought that nemesis and its related words are ambiguous.

It is defined as a reaction, and what it psychologically consists of
properly depends on what particular violation of aidds it is a reaction to.3?

Nemesis is the reaction the goddess Thetis hopes to avoid. In Book 24 of
the Iliad, Thetis displays the same basic desire to hide that was demonstrated by
Odysseus before the Phaiakians. The goddess is in mourning for the imminent
death of her son and therefore does not think it fitting to be in the company of
others. When Zeus summons her, therefore, she expresses the shame this will

bring her. She says:

tinte pe kelvog Gvarye péyag 6edg oidéopon Bt
nicyec® dBovdrololy, Exm & Gye’ dxprroe Boud.

What does that great god desire of me? For I am ashamed
to be in the company of the immortals, for I have an unrelenting
grief in my heart. (1l. 24.90-91)

First of all, it should be noted that this apparent experience of shame is still

prospective. Aidos would have otherwise prevented her from joining the

29 Cairns 1993: 53.

30 williams 1993: 80.
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company of the gods had Zeus not summoned her. The audience is therefore
cognizant of the fact that what she will proceed to do is shameful and that she
commits the act unwillingly. Thetis” experience of shame may be prompted by a
number of different sources. Her concern may be related to Odysseus’ reasons
for hiding his grief from his host. In other words, she may consider it shameful
to display her grief before others because it might cause them unhappiness.
Thetis’ shame most likely stems from being seen in her grief3! Zeus, in fact,
expresseé his regret for making Thetis reveal herself while in mourning but
stresses that the urgency of the situation demanded it.3? Grief and the physical
marks it left on the mourner were not considered to be aesthetically pleasing,.
This type of aesthetic concern also motivates Odysseus, disguised as a

beggat, to tell Penelope that she should stop crying:

@ yovon oidoin Aaeptiddem "Odvoiiog,
unkért vOv xpbdo kohov &voipeo undé T Gupov
Tiixe ooV yodwoo vepeooduol ye pEv ovdEV:

O aidoiz wife of Odysseus, son of Laertes,
no longer mar your beautiful skin now nor pine away your heart
for your husband, yet I feel no indignation towards you. (Od. 19.262-4)

Odysseus goes on to explain that even women whose husbands are less favoured

by the gods mourn for them when they are lost. Nonetheless, there is an

31 ] disagree with the suggestion made by Collins 1988: 33 that “her grief, although certainly
appropriate to the death of Patroclus and the imminent mortality of her son, seems specifically in
this passage to be connected with her ambiguous status in the divine community, whose vépeotg
at her appearance she anticipates, and which causes her grief.”

32 Cf. 1. 24. 104-6.
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acknowledgement here that blame could be assigned to Penelope. The primary
reason that Penelope might deserve nemesis must be that she would discomfit her
guest by her behaviour. The disguised Odysseus, however, does point out that
she is making herself unattractive through her continued grieving. This
constitutes a reason for 2idds but not in a stra'ightforward way. Homer does not
precisely construct ugliness as shameful but specifically in the context of the
feminine a woman suffers a loss of 4idgs as an attribute when her beauty is
marred. By spoiling her looks a woman devalues herself, and 4idds can, in some
ways, be seen as a measure of that worth.

An even more pronounced demonstration of the unsightliness of grief can
be found in scenes of ritualized mourning. Part of the ritual behaviour of the
mourner involved a form of physical defilement which included throwing dirt
on oneself, scratching the skin and tearing at the hair. Achilles displays many of

these symptoms when he mourns over the body of Patroklos:

Tov & Gyeog vedbAn Exdioye pédovor
Gupotépnol 8 yepoiv EAdV koviv oiBoAdecoa
1edoTo KoKk xepoAfic, yoplev & foyvve npdowrov:
vektopén 8& yrrdve péhowy’ cpdilove tEdpn.
adTOC & v Kovinol pEYOS HEYOAMOTL TOVVGOELS
x€ito, didnot 8t xepol xéunv foyvve doilwv.

and a black cloud of grief hid him;
and taking up the ash-dust in both his hands
he poured it over his head and befouled his lovely face;
he scattered black ashes over his heavenly tunic;
and stretching himself out, awesome in his greatness, he
lay down in the dirt, and tearing his hair with his dear hands he
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disfigured himself. (Il. 18.22-27)%
The verb I have translated as befouled' at line 24 and 'disfigured' at line 27 is
aischuno. Aischuno and the adjectives aischos and aischros are often considered to
be cognates of aidos and frequently convey ideas of shame3 Thus, for Achilles
to disfigure himself is, on some level, for him to shame himself. That is to say,
under normal circumstances for Achilles to be seen in such a condition would be
considered shameful? In the context of mourning, however, Achilles’ shame
seems to be shrouded by the black cloud of grief which provides a figurative

barrier from prying eyes.

33This type of disfigurement seems almost to mimic the disfigurement which might have been
incurred by the dead person. A great deal of concern was shown over the defilement of corpses
which was seen to bring additional shame upon the dead person and his family, which is, in part,
why Achilles’ attempts to defile the corpse of Hector are such a great insult. At Il. 24. 418
Hermes, in disguise, reassures Priam that despite Achilles’ efforts, the corpse of Hector has not
been mutilated. See also the words of Iris to Achilles when she warns him that he will be shamed
if he lets Patroklos' body be sport for the dogs: Il. 18.175-180. Priam at Il. 22.75-6 says that it is
most pitiful for an old man to be mutilated by dogs in his genitals after death. Douglas 1966: 177
gives the example of the Nyakusa tribe who also cover themselves in filth upon the death of a
loved one. She suggests that “a voluntary embrace of the symbols of death is a kind of
prophylactic against the effects of death; the ritual enactment of death is a protection, not against
death but against madness.” Clader 1976: 17-18 points out that “for an epic hero, the thought of
being prey to dogs before receiving a proper funeral seems to be a major threat; his heroic ethos

- may in fact require that he die in order to attain a place in epic, but it would be non-heroic to be
eaten rather than honored with an appropriate funeral pyre. In other words, dogs often seem to
represent an obstacle in the traditional hero’s path to an honorable death.”

34 The etymological connection between 4idos and aischuno, aischos and aischros is not firmly
established but it is nonetheless proposed by Cairns 1993: 4. The connection is also suggested by
Chantraine 1990, 5.7. aischos, though the link is not elaborated. Itis, however, clear that these
groups share the same semantic range. As to definitions, Cunliffe 1963, gives for aischuno, in
addition to the meanings 'defile’, 'mar’, 'mutilate’, 'disfigure' and 'despoil', meanings such as 'to
bring shame upon’, 'to put to shame’ and, in the passive voice, 'to feel shame’, and 'to feel shame
at the prospect of . For aischos meanings include: 'shame’, 'disgrace’, 'an occasion for shame or
disgrace' and, in the neuter plural form, 'shameful deeds’. Aischros shares a similar range of

meanings.

355¢e Redfield 1975: 161 for a discussion of the aesthetic significance of dirt for ritual purification.
See also Douglas 1966: 35 on dirt as ‘matter out of place’ and on ideas about pollution.
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The notorious figure of Thersites, who attempts to reproach Agamemnon
before the entire Greek army, provides a much discussed example of the
connection between ugliness and shame.3é He is described as the ugliest/most
shameful (gzischistos) man who came to Troy (Il. 2. 216). This identification is
preceded by statements about his propensity for disorderly speech and his
inappropriate conduct in arguing with kings, which includes saying anything to
get a laugh out of the troops (II. 2. 212-16). Directly following the statement about
Thersites’ status as gischistos is a description of his physical appearance. He is
bandy-legged, lame in one foot, hunch-backed and has a pointy head (Il. 2. 217-
19). The adjective aischistos should be understood as a comment on both his
inappropriate/shameful behaviour and his ugly/shameful appearance. As
Thalmann has noted “[Thersites’] grotesque ugliness...seems to play on the Greek
tendency to regard physical appearance as a correlate of moral worth, and to
relate both to social class (aristocrats, of course, being both good and
handsome).”” Odysseus proceeds to punctuate his disgrace by threatening to
beat him and strip the clothing off those parts which one would prefer were not

"seen, inappropriately, by the wrong people, in the wrong condition,” parts more

36In his commentary on purification in Homer, Redfield 1975: 161 says about Thersites that
“those who are dishonorable deserve ugliness and dirt as well; Thersites, who speaks without
measure or order (I1.212-14), is appropriately ugly, lame and deformed (7.216-19)." Thalmann
1988, however, argues that Thersites’ role is more complicated than this. He understands
Thersites as a scapegoat who mediates the social/class tension that has been generated by
Agamemnon'’s testing of the troops. For further discussion of the character of Thersites see:
Koulanakis 1999; and Vodoklys 1992: 38-48.

37 Thalmann 1988: 15. See also, Austin 1994: 35 who asserts that “in the shame or, more correctly,
the honor culture of archaic Greece, the beautiful was good, and ugliness a disgrace.”
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familiarly known as the genitals.3® Odysseus delivers the beating but does not
seem to denude him. The laughter prompted at this abuse is apparently
sufficient measure of his current shaming and sufficient to reinforce his
continuing status as shameless.

There is one further manifestation of the concept of aidas which I will
discuss before I proceed with a more systematic examination of the adjective
aidoios and its relevance for the feminine. The concept of aidx has a special
relevance for young people in the poems. Telemachos, in particular, is
characterized by his struggle to come to grips with the new expectations placed
on him as he comes of age.® This struggle is largely characterized in terms of his
changing relationship with aidgs. As a boy he had been expected to show aidos to
anyone older than himself.40 In his travels to find news of his father, Telemachus
is advised by Athena, in her guise as Mentor, that it is time to set aidds aside (Od.
3. 14-16). As he becomes a man he must cease to feel shame at addfessing his
elders, especially a.t such critical times. His relationship to aidd% as a young child
had been relatively unambiguous; aidds ought to prevent him, wherever possible,
from doing shameful things, one of which was speaking to his elders since he did

not yet know how to speak appropriately.48 The confusion arises when he

38]1. 2.260-4. The term for genitals used here is a form of the noun 4idds, the significance of which
will be discussed in the second chapter of this thesis.

39 Cf. Cairns 1993: 104.
405ee Od. 3.22-24.
410dysseus, while in Phaiakia, is confronted by Euryalos who casts aspersions on Odysseus'

athletic abilities. Odysseus responds to this rude remark by saying that Euryalos does not speak
well (ou kalon eeipeis, Od. 8.166) and that some men are blessed with the ability to speak in public
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begins to come of age as a man and is suddenly expected to assume a role of
greater authority. As a result of his liminal position between man and boy, he
has a heightened sensitivity to aidos.42

It is this heightened sensitivity to shame, to aid0s, that is one of the keys to
understanding the role of idos in the context of the feminine in Homer. There is
no point at which a female in the poems is expected to set aside aidos. Her
relationship to aidos, however, like that of a male character, is not a static one but
changes depending on her age. The same sensitivity to aidos that was
characterized by Telemachos can be seen to inform the behaviour of Nausikaa.
She too is shown to be in a liminal state between parthenos (maiden) and gune
(wife/woman). Nausikaa's awareness of her eligibility for marriage, the
prospect of her imminent transfer from the house of her father to that of her new
husband, perhaps a growing awareness of the sexual implications inherent in
this transference, all cause her to be particularly conscious of aidds, especially in
her dealings with mén.

In Odyssey 6 Nausikaa is visited in a dream by the goddess Athena who
tells her that she is being negligent in her duties, that she should take the

washing to the beach so as to please her mother and father (Od. 6. 20-40). Athena

'without hesitation and with pleasing tact (zido) (Od. 8.171-2), while others are pretty but have
no sense. This is also one of the charges laid against Thersites, see above, On the significance of
sophrosyne in restraining the actions of young men and on the relationship of this concept to aidos
and nemesis see North 1966: 5-6.

42 On the idea of liminality as negotiated through ritual Douglas 1966: 96 proposes that “danger
lies in transitional states, simply because transition is neither one state or the next, it is
undefinable. The person who must pass from one to another is himself in danger and emanates
danger to others. The danger is controlled by ritual which precisely separates him from his old
status, segregates him for a time and then publicly declares his entry to his new status.”
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tells her that this is the way to gain a good reputation. The goddess also explicitly
connects this outing with the possibility of a wedding for Nausikaa. The next
morning, hbwever, Nausikaa proceeds to ask her father's permission to go on

this outing but she does not make mention of her true motivation because:

aildeto yop Boiepdv yduov eEovopfivor
notpl idw: 6 Ok mdvto'véel kol dpeipeto pvle:

she was ashamed to speak of her impending marriage
to her dear father; but he understood everything and replied.... (Od. 6.
66-67)%

The fact that her father, Alkinoos, is said to understand everything despite the
fact Nausikaa has neglected to mention that marria.ge is on her mind should alert
us to the fact tlllat other parties were also aware of her heightened sensitivity to
aidos and were perhaps themselves more acutely sensitized to her sensitivity
during this liminal period. This is to say that other characters, her mother and
father for instance, but also eligible bachelors, are conscious of the fact that
Nausikaa's heightened vigilance in adhering to the code of behaviour dictated by

aidos should be answered by special attention to id0s in their dealings with her.44

43 It should be noted that as in the case of Thetis, earlier in this chapter, Nausikaa’s 4id0s is
prospective and not immediate. She feels aidgs to do something which is expressed in the
infinitive. Aidos therefore prevents her from doing the thing that would cause her shame. Even
though expressed verbally, 2idds is actually working as an attribute, the possession of which
prevents negative behaviour.

44 Cf. Ferrari 1990: 192, who points out that “the appropriate display of aidos imposes on those
toward whom it is directed some form of restraint, resulting in immunity from insult, violence, or
revenge for their subjects.”
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The aidoig gune

In order to gain a better appreciation of the ways in which aidés functions
in the context of the feminine in the Homeric poems, we must look at some
examples. As I have already suggested, one use of a derivative of aidds seems to
have special weight in reference to the female characters, that of the adjective
aidoios. A systematic examination of the use of aidoios is necessary in order to
come to an understanding of the full range of what this adjective designates.
Many of the occurences of this adjective can be described as formulaic.

Nevertheless, as David Claus points out:

First, the supposition that Homeric formulae are ordinarily
perceived as fixed and unambiguous in meaning is at odds
with the simple fact that they are used in the poems as a
means of communication between individuals. From the
point of view of function, therefore, formulae must be per-
ceived by their speakers as capable of differing in meaning
according to context, since intelligible speech cannot occur
unless meaning is something only potential in words until
used.®®

As I will demonstrate, aidos and its derivatives provide a fertile example of the

ambiguity of meaning to which Claus refers.46

45Claus, David 1975. "Aidos in the Language of Achilles,” TAPA 105: 15.

468ee Cairns 1993. This despite his dismissal of the importance of the adjective in reference to
women about which all he has to say is: "In the feminine, however, the adjective is used
formulaically of any respectable woman (87).” Though he does use a few examples which
include women, they are used only to support his general conclusions about the I respect’
meaning of aidoios.
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The most common translations of the word aidoios, when referring to the
feminine, are ‘modest’, "honoured' and 'respected’ and ‘grave’.4” An example of a
purportedly formulaic use of this adjective occurs at Ilisd 6, where the home of
Priam is described. First the fifty rooms of Priam's sons are mentioned, where
their wedded wives lie down to sleep beside them4® Opposite these rooms are

twelve more

&vool 8t youPpol
kowudvro Tprdpoto wap” oidoing cAdyoLoLYy.

where the sons-in-law
of Priam lie down to sleep beside their aidoieis wives. (Il. 6.249-50)

In this instance the word 'modest’ might seem to provide the closest rendering of
the Greek since these wives are described as sleeping beside their husbands, an
activity in which a chaste woman would be engaged. While this possibility may
seem tempting we must avoid restricting our understanding of femirﬁne aidos to
the sphere of chastity. To begin with, although this is an obvious point, we must
remember that the adjective describes the women and not their activity, and we
can therefore make no firm assumptions that they are being defined by where
they make their beds. Also, as will become evident, women labelled aidoie are

described in quite different contexts within the poems.

47See, e.g., Lattimore's translations.

48 [{. 6. 246 reads mnestes alochoisi. See app. crit. for alternative aidoizis alochoisi. Kirk 1991,
makes an argument for this alternative reading.
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The second of the three examples of this formula occurs at Od. 10.11 and
parallels the usage in the latter passage. In this second example it is the wives of
the sons of Aiolos who are described as aidoiai as they sleep beside their
husbands. Once again, while we must admit the possibility that aidoios may
contain the idea of modesty, in the sense of chastity or sexual fidelity to one's
spouse, we must also remember that each of the other translations, 'respected’ or -
'honoured', are equally valid in this context.

Finally, the phrase aidoigis alochoisi occurs at Iliad 21.460 where Poseidon |
accosts Apollo, reminding him of the hatred they bear against Laomedon and
berates him for not punishing his descendants, the Trojans and their families.

Poseidon charges Apollo:

o008t Hed’ Mutwv
nelpd ¢ xe Tplieg drepdlohol Gmdravion
npdyvy Kokde, oV mool kol aidoing chdxotot.

and you do not, along with us,
try to see to it that the reckless Trojans are destroyed
in utter evil, along with their children and aidoigis wives. (Il. 21.458-460)

With this example we can begin to see how translations such as 'honoured' or
‘respected' become more appealing.¥ The women are not engaged in any action
but rather are the innocent and passive recipients of a fate thrust upon them by
the actions of their 'reckless' husbands. The adjective huperphialoi seems to be set

up in explicit contrast to aidoigis and along with the adverbial phrase prochnu

49 attimore uses the word 'honored".
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kakos, ' in utter evil' seems to emphasize the innocence of the women as well as
their dependency on the actions of their husbands. Ishould reiterate at this time
that aidoios is, on some level, connected with the idea of a woman's good
reputation. The point m’ay seem obvious, but its importance becomes clear when
we consider the fact that despite the fact that these women have earned a
positive reputation independently of the actions of their husbands, they are
nevertheless condemned by their husbands' errors.

This brings up another important point about the use of the translations
'modest’ and "honoured /respected’. The term ‘modest’ implies that an individual
possesses an attribute which, while it may elicit approval from others, is yet not
dependent upon their acknowledgement for its reality. The terms 'respected’ and
'honoured’, however, while they may indicate that the individual described
possesses respect or honour him/herself, they need not do so. Instead these
adjectives specifically indicate approval, are indeed dependent upon approval
from others, for their significance. They indicate a response to some kind of
'good’ behaviour but they do not themselves signify a quality possessed by an
individual. This distinction is important not because it indicates any difficulty in
employing either of these translations but rather to draw attention to the fact that
aidoios must reflect both a quality that is possessed in some absolute sense, like
'modest’, and also indicates an acknowledgement and approval from others for

an individual's possession of this quality.
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The aidoiz tamigis a figure who appears throughout the Odyssey.
Lattimore identii;ies her as the 'grave housekeeper'. She is a stock character, one
who remains usually nameless, but her presence in a scene seems to indicate
that appropriate hospitality is being delivered to a guest. The emblematic
incarnation of this character-type is, of course, the cherished Eurykleia.®! In the
Odyssey, Eurykleia fulfills both the role of nurse and housekeeper or steward.
The tasks of the housekeeper involved the supervision of other servants, the
maintenance of an accurate inventory of the household's contents and the
regulation of the distribution of those contents. This latter aspect of her role is
emphasized in the formulaic treatment of her appearance® When a guest is
welcomed into a home, a maidservant brings water for both guest and host to

wash their hands. This activity then prompts the appearance of the housekeeper:

citov & cidoin touin noptdnxe ¢épovoa,
gldoro O EmBeioa, yopi{opévn mopedvtov:

And the aidoiz housekeeper, bringing food, placed it before them
setting out many different kinds of foods, generous with her provisions.
(Od. 1.139-40)3

Karydas rightly points out that the role of the housekeeper was a formidable one.

She is a woman who is granted considerable responsibility and a great deal of

50Ct. Od. 1.139, 4.55, 7.175, 10.371, 15.138, 17.94, and 17.259.
51Gee discussion by Karydas 1998, esp. chapter one.
52 Cf. Reece 1993: 23.

53] have borrowed the phrase 'generous with her provisions' from Lattimore, which seems to
capture the phrase precisely.
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control over the management of the household. For this reason, the housekeeper
was expected to be a woman of great ability. Ideally she ought to have a degree
of intelligence, an authoritative presence,®® unswerving loyalty, and be of
impeccable moral stature.5 It was often assumed, in antiquity, that these
qualities were, in part, acquired with age” This would help to explain the
inclination to translate aidoiz as 'grave' in this context. Aidoig does reflect, in some
cases, a kind of dignity acquired through age but it also equally {eﬂects all of the
other qualities deemed valuable in a tamiz. |

Another formulaic use of the adjective is essentially a variation on the
phrase aidoizis alochoisi, a shift from plural to singular. The first of the three uses

of the phrase 'aidoiz parakoitis' describes the wife of Nestor at Od. 3.381:

NG, dvaos’, 1Andt, Si8wot € pot kAfog EGOAGY,
odTd xol wmoideoor kol aidoin mopokottt

So receive my prayer, mistress, and graﬂt me good repute
for myself, for my children and for my aidoig wife. (Od. 3.380-381)

Here and at Od. 3.451 Lattimore translates aidofe as 'grave’, once again perhaps
because of an implied idea about Eurydike's age or perhaps because 'modest’

does not seem ideal and 'respected' or 'honoured' would make the request seem

4See discussion of Eurykleia's intelligence by Karydas 1998: 14-15.

55In her introduction Karydas 1998: 3, describes the authority of Eurykleia as Nurse. Some of
this same type of authority would also be necessary for her role as famie.

56500 discussion of the unfaithful maidservants, below.

97Cf. Karydas 1998: 2-3.
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redundant. The poet(s) of the Iliad and the Odyssey did not, however, have the
same concerns as we do for redundancy. It would not be out of place for the
Homeric poet to have a character ask for good reputation for his respected wife,
especially since what Nestor must be seeking is the contin.uation of this presént
condition. |

The second mention of Eurydike occurs in the context of sacrifice at Od.
3.451. She, her daughters and her daughters-in-law are said to raise the ritual
cry. This is another context in which it would be unwise to assume that aidoios in
any way comments upon the activity in which she is engaged. It may be true,
however, that aidoios does embody a sense of religious scruple, an appropriate
attitude toward the gods or conscientiousness in the performance of religious
ritual. Aidoios regﬁlarly designates individuals who have a special claim to the
protection of the gods, specifically suppliants, beggars and guests.8 While this
does not prove that any of the individuals who claimed special status possessed
a unique degree of piety (indeed, many a suppliant was seeking protection as a
result of some form of transgression on their part) nevertheless a certain
standard of behaviour was expected from them.>® The relationship between

guest/suppliant and host was a mutual one in which both parties had recourse

8See, e.g., 0d.9.266-71, where Odysseus attempts to explain to Polyphemus that guests and
suppliants have the protection of Zeus, a relationship which, he claims, earns them the right to a
guest gift'and a sanction against violence on the part of the host. Also, see M. Gagarin for a
discussion of the rights due these protected groups. For other examples of the use of aidoios with
reference to guests or suppliants see: Od. 5.447, 7.165, 7.181, 8.544, 19.181 and il. 21.75.

59 See, e.g., Yamagata 1994: 153, who discusses the misdeeds of the suitors as an offence against
xeinia.
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to divine aid.60 Throughout the Odyssey the suitors are described as anaideis,
lacking aidos.61 Because this is a relationship which has divine sanction, a
transgression of aidos must entail both a lack of respect for the gods as well as for
mortals. The point of this apparent digression is to demonstrate that a person
who is aidoios should, ideally, be both a possessor of aidas and expect 2idds to
inform the actions of others towards herself/himself.62

A third and final example of the use of the phrase aidoie parakoitis occurs at

Iliad 21, describing the goddess Hera:

FAAG YoAmoapEVT ALdg cidoin mapaiottig
veixeoev loyfaipav dveldelolg enéecor

But enraged the aidoiz wife of Zeus
reproached her, looser of arrows, with contemptful words. (Il. 21.479-80)

Artemis, the object of Hera's attack, has just finished berating her brother for not
standing up to their uncle, Poseidon. Hera responds by calling her a
presumptuous bitch (kuon adees) and condemns her for attempting to match
strength with the queen of the gods. She then proceeds to abuse Artemis

physically, before the goddess runs away crying (Il. 21. 481-95). It would be

60See, e.g., Od. 2.138-45, in which Telemachus tells the suitors that if they continue to destroy his
household he will call down the wrath of Zeus upon them.

61Gee, e.g., Od. 1.254, 13.376, 20.29, 20.39, 20.386 and 23.37.

62Contra Cairns 1993: 87: "Frequently in the poems we find people described as aidoios. Those
who deserve this designation, people before whom one feels aidos (the 'T respect’ usage, aidos for
the direct recipient of one's actions) fall into three broad categories: those before whom one feels
inferior, who fill one with a sense of awe; those with whom one has a tie of philotes; and those
who are helpless or who throw themselves on one's mercy."
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something of an understatement to say that this example does not seem to
conform to the image we have come to expect of an aidoiz gune. Hera is not,
however, a typical Homeric female. She is deceptive, opinionated, spiteful,
jealous and insubordinate, to name just a few of her less desirable character
traits. These are attributes for which Zeus regularly scolds her. At one point
Zeus says that he is more angry with his daughter, Athena, than he is with his
wife because Hera always disobeys him.®# I do not think that the apparent
discrepancy with the portrait I have thus far painted should prompt us to
attribute Hera's identification as gidoiz solely to her divinity.#¢ Though surely we
must admit that standards of behaviour for the gods differed from those
expected of humans this seems insufficient explanation for this anomaly.®

We must look to Hera's statement about Artemis trying to match strength
with her in order to begin to see the way in which aidoigis an appropriate epithet.
Hera's claim to this title derives from her position as queen of the gods. As we
shall see, aidoios also involves a concept of personal worth or value. This aspect
of aidoios is more clearly recognizable in a few passages which concern Odysseus.
In Odyssey 11 Odysseus tells Alkinous that even should the king bid him remain
for a year, before sending him home laden with gifts, that this course of action

would be better because he would return home more aidoios and more philos to

63See e. g., I1. 8.407, 8.421.

641t is presumably this type of example which prompts some scholars to label 'formulaic’ all uses
of aidoiz in a feminine context. See above n. 42.

65C£. Beye 1974: 91: "There is no point arguing it seems to me that she is a deity and thus
different. The gods especially in the Iliad are emphatically anthropomorphized."
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his countrymen (Od. 11. 358-61). On an earlier occasion Athena had poured
grace over his head and shoulders in order to make him philos, deinos and aidoios

to the Phaiakians (Od. 8. 18-23). Commenting on this passage Cairns suggests:

Being stouter and taller, Odysseus could obviously expect
to appear deinos, and the other two epithets take their force
from this fact; looking like a man of wealth and power,
Odysseus will be more likely to find people who will enter-
tain him, since, philotes being the reciprocal relationship
that it is, one who looks as if he can repay one's hospitality
is a better prospect than one who does not.6

This concept of personal worth should be familiar to any reader of the Iliad
where geras (booty) is distributed to heroes according to their status. Odysseus,
who had been counting on returning home with a full hand demonstrating the
value placed on him by the army, is instead shipwrecked and seeks some other
way to fill his purse so that he should not return home empty-handed.

Aidoios in some ways can be said to indicate an individual's high market
value, to put it crudely. This is further supported by Hephaistos' reception of the
goddess Thetis in Iliad 18.5 Charis, the wife of Hephaistos, first addresses her

with a formulaic greeting®®, calling her aidoios and philos; the response Odysseus

66Cairns 1993: 89-90.

67Despite the fact that Caimns basically dismisses the use of aidoios in the context of the feminine,
see above n.42, he does use the example of Thetis to point out the idea that "both deinos and philos
may describe one who has special status in another's eyes, and it is this special status that makes
one gidoios (90)."

68Compare Kalypso's greeting of Hermes: Od. 5.87-8.
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hoped to elicit from the Phaiakians and the Ithakans.®* Hephaistos then greets
her himself, addressing her as deinos (awesome) and aidoios, and proceeds to

explain his indebtedness to her:

A P vo pot dewvr] e Kol oidoin 6edg Evdov,
1 I Eodwo’, ote u GAyog Gdiketo Thie mecdvra
untpdg &ufic idtnm xovdmidos, 1 ' E0EANGE
kpdyon xwAdv Edvtor

There is indeed an awesome and aidoiz goddess in our home
she who saved me, when pain came to me after my long fall
by the will of my dog-eyed mother, who wanted to hide me
because I am lame;.... (II. 18.394-7)70

Hephaistos goes on to say that he will do whatever he can to help Thetis because
she saved his life (II. 18. 406-8). It is true that Hephaistos might have greeted
Thetis as aidoiz and philz even if he had not felt this sense of obligation. When
Kalypso welcomes Hermes in Odyssey 5 there is no indication of any outstanding
debt or févor owing. Kalypso does, however, indicate that she is eager to aid
him in whatever he requests. Also, in both instances there is an automatic
reaction, on the part of the host, to provide refreshment and entertainment.
Indeed, this type of reception is, to some extent, inherent in the relationship of
xeinia. As Odysseus made clear, however, it was better to be aidoios and philos
because one’s reception would be more favourable and more profitable. In this

instance, Thetis is able to capitalize on the special esteem, her exceptional worth

69]1. 18.385-6 and 18. 425.

70 On the connection between dog-insults and shamelessness, see Graver 1995.
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in the eyes of Hephaistos, to acquire a gift beyond the normal expectations of a
xeinos, namely, a custom-made, divinely wrought set of armour for Achilles!
What a woman might attain then, in the context of the poems, is the
perpetuation or enhancement of the condition of being aidoie. As we saw with
the case of Hera, there is a certain prestige, a certain value placed on being the
wife of a powerful man, or, in this case, a god. An obvious example of this type
of accreditation can be seen in Penelope's title, ‘idoiz wife of Odysseus, son of
Laertes'”2 Clearly, in this instance, the adjective derives some of its weight from
Penelope's relationship to Odysseus, a powerful man and son of another
powerful man. Some of Penelope's value as a woman in the Homeric context
derives from the quality of husband she is able to attract” Penelope is,
however, also described as an ‘aidoie basileia (queen/mistress)74, a usage which
would seem to focus on her skill in managing the household. Arete, Queen of

the Phaiakians, is described as the ‘aidoig mothier' of the children of 'formidable

71In another example at I1.14. 210, Hera tells Aphrodite that she will be called aidoiz and philz if
she is able to repair the marriage of Ocean and Tethys, an indication that there was some special
relevance to this designation and that it was not simply the privilege of any xeinos or philos. She
will acquire greater worth, an enhancement to her reputation, through her beneficent action. Itis
important to understand this as an enhancement since, as we have already seen, Hera is already
possessed of the title by virtue of her rank.

72Cf. (Od. 17.152, 19.165, 262, 336, 583.

73 For an interesting discussion of Penelope’s worth as demonstrated through her skill at
weaving, see Thomas 1988.

74Cf. Od. 18. 314. In this passage Penelope is not only being acclaimed as an aidoiz basileia, her
role is also explicitly contrasted with the negative behaviour of the maidservants. They are told
to go into the house and spin and card wool with their mistress rather than stay in the hall and
provide light for the suitors. This latter task would allow them the opportunity to engage in
inappropriate activities with the suitors.
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Alkinoos'.75 Here it is Arete's role as a mother that is singled out. This will bring
us back to a point about which I cautioned earlier. I advised against attempting
to ascertain the meaning of aidoios from the activity in which the woman
described was engaged. I will expand on this. One should not attempt to
ascertain the meaning of aidoios from its use in a singular context. What I hope
has begun to become clear from this discussion is the range of activity and the
range of roles for which a woman could be designated aidoiz.

My initial warning has special relevance for a passage found in the

Catalogue of Ships, describing the lineage of Askalaphos and Ialmenos:

o0¢ Tékev *Actudyn 86um *Axtopog Aletduo,
nopBivog aidoin, drepwiov eloavafoca,
*Apni kpotepd O 88 ot mopodeoto Adepn-

whom Astuoche bore in the home of Aktor, son of Azeus,
an gidoiz maiden, having ascended to an upper chamber,
with mighty Ares; and he lay down with her in secret. (Il. 2.513-15)

This might, at first, seem a somewhat surprising exception to the general pattern

of the virtuous female and it certainly seems to contradict any notions of

75Cf, Od.8. 419-20.The juxtaposition of these two epithets describing husband and wife seems
significant. Anne Parry has made a strong argument for understanding the adjective amumon to
mean something like ""possessing the kind of beauty which is the result of bodily strength,
coordination, and health (56)"." Unfortunately, as she herself points out, there is no adjective in
English which means ""possessing the strong, handsome body of a warrior (60)",” I have thus
resorted to the somewhat weak translation 'formidable'. She also points out that amumn may
have overtones of meanings such as ‘brave', 'spirited’ and 'steadfast in battle' (60), though she
hastens to argue that these meanings are only secondary to the predominant concern with
physical appearance. My interest in this adjective stems from what seems to be a common theme
with aidoios in designating spheres of excellence for their respective sex. Also, as I argued above
there is a further connotation of aidps, and therefore of aidoios, which is concerned with physical
attractiveness.
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modesty, since there is no suggestion here of rape or excessive coercion on Ares'
part7 Any expression of the maiden's complicity here, however, would be
meaningless to the male, Greek audience. Every Greek male knew that young
women were notoriously susceptible and impressionable and thus could not be
held responsible for their actions. The label aidoig, in this instance, indicates the
special degree of consideration for idos that males, in particular, ought to have
in their dealings with young, unmarried women. Under normal circumstances,
when a female was taken advantage of by a male outside of the household, some
kind of vengeance was exacted or fepayment demanded.”7 When the seducer
happened to be a god, however, there were few foolhardy enough to make
complaint. Thus, without wanting to incriminate himself, our poet makes subtle
comment on the transgression of the god, an act 4idds should have prevented.”
Aidoiz, here, highlights not Astuoche's lack of morals but her vulnerébility, her
sanctity (rape of a virgin was a religious offence), and her worth to the family as

a potential bride.”

76The use of the aorist participle eisanabasa, in the feminine, implies Astuoche's free agency and
therefore a degree of complicity.

77Yamagata 1994: 28-29.

78Kirk 1990, points out that parthenos aidoig looks as though it ought to be formulaic but the
combination does not occur anywhere else in the poems. The adjective aidoiz’seems more
regularly to be applied to matrons which may reflect the fact that it indicates a status acquired
over time. Every girl must have been considered #idoiz in the sense that individuals must be
more conscious of aidos in interacting with them. AidoiZ in more regular usage, however, seems
to convey a quality informed by experience and reflected in the ongoing career of a more mature,
or at least a married, woman. This explanation of the scarcity of the combination parthenos aidoie
would seem to support further the claim that its use here is exceptional and pointed though still
subtle enough to avoid divine wrath.

791t should be noted that a maiden's worth was largely based on her function as a product of
exchange. Where Odysseus wanted to appear more gidoios in order to procure gifts, this was to
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Against this we must set the example of the indiscretions of Odysseus’
maidservants. In the case of Astuoche, the poet seemed, covertly, to be ascribing
blame to Ares, by applying the adjective aidoie to a young girl, an adjective, to
some degree, reserved for more mature women who have earned the right to
that title. By employing the adjective in this context the poet seems to be
emphasizing the implicit, although perhaps less frequently overt, meaning of
éidoios, that one should behave with an awareness for the ﬂeightened potential of
incurring shame when encoﬁntering a person who falls under this category. This
category includes all women, although young unmarried women, in particular,
suppliants, guests; and young men not yet of age. All of these groups, with the
exception of the first, are characterized by their liminality, by the delicate nature
of the individual's status, a thing easily compromised. For this reason there is an
expectation that people who are aidoios, in this sense, will be treated in a way that
is consistent with the dictates of aidos but alsolthat they will be possessors of
aidds. The maidservants of Odysseus and Penelope are not possessors of aidos.
They do not let shame prevent them from doing what they ought not to do.

It is Eurykleia, the model female maidservant, who points out to Odysseus

which of the girls have abandoned aidos:

nevtiikovto. tol elow évi peydpotlol yovoixeg
duaol, tog ukv Epyo ddakopev Epyalecbot,
eiptd e Ealvev kol doviootvrv GvéxecHou:

indicate the potential worth of the gifts he could donate were the positions of guest and host
reversed. This has nothing to do with marketing his own worth as a commodity as would be the
case of Astuoche, or even Penelope. -



40

tdmv dddexo nGoon dvondeing Enéfnooay,
o0t &pE tlovcar 0Ot odtiv IInveddneioy.
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onuoivey elookey &nl dupijot yovoukiv.?

You have fifty female servants in the palace,

whom we have taught to perform their tasks,

to card wool and to endure servitude;

of these, twelve, in total, have given themselves over to shamelessness;
they show no respect for me or for Penelope herself.

Telemachos had only recently begun to come of age and his mother
did not allow him to give orders to the maidservants. (Od. 22. 421-7)

To begin with we should note that the maidservants are identified as gunaikes, a
term which usually indicates that they were at least of marriageable age, if not
older. They were no longer parthenoi, young unmarried girls, and so were of an
age where they were expected to begin to take responsibility for their own
actions. These women, as servants, could not necessarily expect marriage, and if
they did marry, it would only be with the approval of their master and would
probably not be considered a binding contract. Odysseus had complete sexual
control over the dmdni8! For the maidservants. to sleep with the suitors was to

give the suitors some measure of control within the household, the negative

80 Russo et al. ad loc. have accepted the proposition put forward by Beringer that doulosunen
anechesthai cannot mean 'to endure servitude' but rather must mean 'to abstain from bed-slavery'.
While I am in favour of the idea that this phrase implies an idea of the women's status as sexual
property I am disinclined to believe that it suggests that the women were taught to abstain from
bed-slavery with men outside the household. It seems more likely that this phrase implies that
the women were taught to endure the fact that their sexuality was in the control of their master.
The distinction may be a small one but it points out more clearly that this was specifically an
offense against Odysseus and his authority.

81 Yamagata 1994: 28-29 suggests “as is clear from many examples in the Illiad and the Odyssey,
the master of the household - and he only - has the right to have intercourse with his slave-
women, because they are potential mothers of his heir or even potential wives.”
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impact of which can be seen in the maidservants’ betrayal of Penelope's trick of
nightly unravelling her day's weaving to the suitors.2 The loyalty of these
women is seen to be intimately tied to their sexuality. Their sexual infidelity
leads directly to their insubordination and their disavowal of any of the traits
which would have made them aidoiai.

The distinction conveyed by the title aidoi is an important one for the
women of the Iliad and the Odyssey. It communicates the basic idea that the
woman so identified deserves respect, as Cairns suggested. It also conveys a
sense of those qualities for which women were respected. The scope of activities
which represent the career of the aidoiz gune is broad but not surprising. For a
mature female character the epithet aidoiz seems to indicate an established status
based on a spotless career which may have included managing a household,
mothering, nursing, keeping inventory, the performance of any number of

domestic tasks, and maintenance of sexual fidelity to her husband.

82Cf. Od. 19.149-156. On the control usurped by the suitors see Yamagata 1994: 29 who notes that
“the suitors’ affairs with the slave-women of Odysseus are an intrusion into his patriarchal right
and a threat to his lineage.” See also Thalmann 1998b: 72-3: “from the point of view of the
patriarchal oikos sexual betrayal by the slave-women is treachery at its most threatening. This
explains the emphasis on the disloyalty of the female slaves, or at least shows why it is effective
in the representational economy of the poem. It uncovers the area where the slaveholder is most
vulnerable and stirs some of his deepest fears.”
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CHAPTER TWOQ

of Concealment

Introduction

Guo 8t k19GvL Exdvopévy cuvexddetor kol Thv oidd yovi.

along with the stripping of her garment, a woman is also stripped

of aidos. (Herodot. Hist. 1.8)
This gnomic-sounding statement is expressed by Gyges, the bodyservant of King
Candaules in Herodotus' Histories. The uxorious Candaules proposes that Gyges
secretly spy on his wife as she gets into bed, in order that he might bear witness
to her extraordinary beauty. Gyges is suitably shocked at the suggestion.
Nonetheless, to please his master, he consents. Unbeknownst to the male parties,

Candaules' wife takes notice of Gyges

pnogodon & 10 mownBiv &k toh Gvdpdg ovte avéPwoe aroyvveEica
obte Edoke noBely, &v vow Exovoo teloaobor tov Kavdodieo:
nopd YO Tolcl Avdoiot, oyeddv 8k kol mapd Toict dAloiol
BopBdporat, kol Gvpo. 6¢0fiver youvdv &g aloybvny Leyodny
dépet,

but although she perceives the deed of her husband she does not
cry out despite having been shamed, nor does she let on about her
discovery, for she intends to punish Candaules. For among the
Lydians, as among nearly all other foreign peoples, it is considered
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a great shame even for a man to be seen naked. (FHerodot. Hist. 1.10)

There are two things, in particular, that interest me about this story. First, the
overt equation of clothing with a woman's aidts. A woman's clothing is
represented here as though it were a form of body armour which, as it
accompanies aidos, provides a woman with her first line of defense. When
Candaules' wife removes her clothing/armour she is vulnerable to the
experience of shame, shame which will be provoked by being seen, or further, by
what people might say. There is no inappropriateness in her revealing her
nakedness to her. husband but as she does so she entrusts him with her aids (her
propriety, her good reputation, her worth)2 Candaules' first betrayal begins
with his speaking of his wife's naked beauty, an act which provides partial
.penetration of his wife's armour of aidss. The ultimate betrayal, of course,
accompanies the most basic experience of shame, that of being seen.

The second point to make about this passage concerns Herodotus'
statement about male nudity. In typical Herodotean fashion, he focuses on the
otherness of the Lydians in suggesting that among barbarians it was shameful
even for men to be seen naked. The very way that Herodotus suggests that this
is a quirk of barbarian behaviour implies that this was not typical Greek

behaviour, and indeed male nudity is often heavily idealized in Greek culture

1 The verb translated here as ‘shamed’ is a participle formed from aischuno; the same verb used to
describe Achilles’ behaviour in defiling himself in mourning (see Chapter One pp. 19-20, esp. n.
34). The noun in the last line of this passage translated as ‘shame’ is the noun aischune.

2See Ferrari 1990: 198.

3Gee Stewart 1997: 26. See also Salomon 1997.
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The attitudes expressed in this story are, however, those of a Greek (male).
My intention here is not to suggest that we should assume a continuity of
meaning from Homer to Herodotus nor that we can make any conclusions about
aidos in the Homeric texts based on its representation in Herodotus. I have,
however, already begun to demonstrate in the Homeric poems the reaction of the
individual upon experiencing shame, which is to cover him/herself or to hide.
This story in Herodotus conveniently encapsulates an idea about feminine aidos
which is evident in the Homeric texts.

This chapter will focus on the role of aidds in determining the significance
of the cloaked and uncloaked body. The experience of nudity, not surprisingly,
is constructed differently for female characters than for their male counterparts.
Indeed, female nudity is only once explicitly mentioned in the texts.t On other
occasions, where a modern audience might expect some mention of nakedness,
no overt reference is made by the poet; one must postulate nudity for the female
in contexts of sex and bathing.’ The poet offers little opportunity for voyeurism
with the singular exception of the encounter between Aphrodite and Ares. The

poet's unwillingness to make mention of female nudity seems to fit a pattern

4The singular explicit reference to female nudity , and it is only partial nudity, in the poems is at
11. 22. 79-83 when Hecuba bares her breast to her son Hector.

SStewart 1997: 27 points out that bathing and athletics were the two activities where public
nudity was sanctioned in classical Athens; nudity in athletics, of course, being restricted to males.
He remarks that the public bathing was segregated and therefore relatively unproblematic.
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which involves cloaking the female, mediating her apparently perpetually latent
eroticism, and the danger lurking therein, by concealing her body.

The appropriate occasions for a female charactér to be naked are limited in
the poems to private and intimate settings with her huéband /captor and bathing
in the company of other women. 7 Unfortunately, much of the material we have
is not characterized negatively by explaining circumstances in which female
characters have enacted a breach of agides. It is at times, therefore, difficult to
construe a positively functioning model which can be shown to be informed by
aidds. At times it will be necessary to discuss passages in which no overt mention
of an aidos-word is made. In these instances my discussion will be focused on
behaviour or situations which are consistent with shame-related experiences.
These scenes often involve the covering or hiding of one or more individuals,
either as a reaction to some negatively assessed behaviour, or as a preventative
measure, to avoid an experience of shame. As Ferrari has suégested “aidos, then,

is made visible by the downcast glance and by the act of covering oneself.”s

6 A useful parallel to this literary trend can be found in Salomon’s discussion of “the
asymmetrical treatment of the nude male and clothed female in Archaic and Classical Greek
sculpture (1997: 201).”

70dysseus’ sexual encounters with Kalypso and Kirke must be considered to be somewhat
deviant from what Homer constructs to be the norm for female behaviour. These women are
separate and other because as Wohl puts it, they are "without men to direct their fertility into
socially productive channels” (Wohl 1997: 24). They serve in the Odyssey to demonstrate that
"when men are sexually subordinated to women, the result is the crumbling of the world order, a
loss of the distinctions between men, beasts, and gods—semiotically, the felling of the cosmic
pole” (Wohl 1997: 24).

8 Ferrari 1990: 190.
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Nudity and Sex

In Iliad 14, Hera contrives her successful seduction of Zeus. Having
acquired the enchanted girdle of Aphrodite as well as a guarantee from the god
Sleep to anesthetize Zeus after their love-making, Hera makes her move (1. 14.
231-7). Zeus, not immune to the affects of Aphrodite's love girdle, promptly

proposes that they make love on the spot. And Hera replies:

aivétare Kpovidn, molov tov pdbov Eeineg.

gl vOv &v dradtnm MAodeon edbvnBiivon
“I8ng &v xopudficl, 10 8t mpoméhovTon GrovTor
ndc ¥ oy, €1 T1g VAL Oedv OlErYEVETAMV

e¥dovr’ &Bprioeie, Beoiol 8t nGol peteAbav
nedpdSot; ovx Gv Eymye tedv npdg ddpo veolumv
&€ edviic dvotdoo, veuesontov 8¢ kev €.

AN el 81 p’ EBéAeig kol Tol dilov ExAeTo Boud,
gotiv 1ot BdAagoc, ToV 7oL dirog vidg Etevtev
“Héonotog, mokivag 8 0vpag otabpoiolv enfipoev:
Eve’ louev xeiovree, £rel vO ToL ebadev edvr).

Most dread son of Kronos, what a thing to say!

If you now desire to take to bed in lovemaking

on the peaks of Ida, everything is open to view.

How would it be, if one of the immortal gods

should see us abed, and went and told this to all

the gods; I would not get up out of bed and go back

to your house, for this would be shameful.

But if this is what you wish and desire fills your heart,

then there is your bedchamber, which my dear son, Hephaistos,
built for you, he fitted the doors close-set with the posts.

Let us go within and lie down, since going to bed pleases you.
(I1. 14. 330-40)
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This passage clearly shows that Hera's concern for propriety is prompted by the
context.® She does not consider it appropriate to make love in front of a potential
audience, nor in a place that could leave her exposed to one. Zeus' response to
her complaint is to shield them both inside a golden cloud so dense that even the
eyes.of Helios cannot penetrate its cover (Il. 14. 342-5). The cloud does not cover
up something which is shameful. On the contrary, the cloud behaves in much
the same way as the garment of Candaules' wife. "If I were to reformulate Gyges'
sententia to read 'together with the stripping away of the cloud the scene is
stripped of aidos’ it becomes clearer that what is contained behind the barrier is
not shame-less but that it loses the protection of aidos when this barrier is
removed.

I have already flagrantly exploited the formulation proposed by Williams
that "the basic experience connected with shame is that of being seen,
inappropriately, by the 1-Nrong people, in the wrong condition," an idea which is
clearly demonstrated in the above-quoted passage. 1 Williams has further
insights to contribute; he follows this statement by noting that this experience "is
straightforwardly connected with nakedness, particularly in sexual
connections.”! That the potential experience of shame described by Hera is

motivated by the prospect of revealed nudity and not by some deep-rooted

9See Cairns 1993: 123 who says “inappropriateness of place is Hera's (feigned) reason for refusing
sex with Zeus..."

10Williams 1993: 78.

Uibid.
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. connection between shame and the sexual act itself can be shown from a passage
which describes Hera's procurement of the girdle from Aphrodite.1? Hera claims
that she needs the girdle in order to help resolve the conflict between Okeanos

and Tethys:

rovg €ip’ dyopévn, kol o’ dxprra velxeo AMdoo
718N y&p dnpdv xpdvov GAAA@V arExovToL
gOVTiC Kot GLAdTNTOG, £mEl YOA0g Eunece Ouud.
gl xelvo 7' Enfecol noponenifodoo ¢plrov xfip
gig edviv dvéconpll dpmBiivar pradTnt,

aiel k& odt ¢iAn 1e Kol oidoin koheolunv.

I will go and see them, and I will free them from their unresoclved
contention;

already now for a long time they have stayed away from each other,

from the bed and from love-making, since anger resides in their hearts.

If, having persuaded the dear heart in them with words,

I should set them in bed to be united in love,

then will I always be called philg and aidoieby them. (1. 14. 205-10)

Sex is identified here as a unifying and healing experience.l®> Hera feels no
shame in discussing the sex-lives of others and instead believes that she will earn

great respect from the couple for re-engaging them in sexual activity.4 This

13 Calame 1992: 40 suggests: “the Homeric text refers explicitly to the pleasure derived from the
interplay of love that takes place on a bed. When manifested in a relationship of philotés, the
pleasure of love is generally enjoyed by both partners, as suggested by the dual or plural forms
that epic poetry employs in such cases.”

UContra Cairns 1993: 123. In general, Cairns describes the 2idds of women in sexual contexts as a
‘coyness about sex' and a 'shyness towards men'. In discussing the episode with Zeus and Hera
he begins with the introduction: "on two occasions we find married women expressing reluctance
with regard to sex even with their husbands, and doing so on the grounds that others will
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representation of love-making should be viewed alongside numerous others
which portray sex as a pleasurable and beneficial experience for both parties.15
Neither the fact of being naked nor the sexual act itself are worthy of shame
themselves. What provokes an experience of shame is being seen in the midst of
both at once. Nudity, on its own, is not a condition which should pfovoke shame
unless the character is naked in the wrong company or in the wrong context.
Sex, likewise, is not a shameful activity but it necessitates a dense barrier of aidos;
it must be covered to maintain its appropriateness. Both of these experiences
have carefully delineated rules of etiquette, as in our own society, and they are
occasions on which the individual or individuals involved must take special
precautions to observe the boundaries of aidos.

Some discussion should be made about the controversial scene involving
Aphrodite's coercion of Helen into Paris’ bed. In Iliad 3 Aphrodite appears to
bring Helen to the bedroom of her defeated husband who has just been whisked

to safety by his champion, Aphrodite. Helen reproaches her for her meddling:

1 71 e Tpotépm mOAMY €0 VOLOLEVAWY
detg, i Ppoying i Mnoving épateviig,
el tic Tot kol k€101 ¢lhog pepdrav GvOpoRmV

disapprove." Though he recognizes that when Hera expressed concern about sex with Zeus, her
disapproval stemmed from their location, he seems to persist in the idea that women are
represented in the poems as being 'coy’ about sex and even reluctant to engage in sexual activity.
Needless to say, he ignores Hera's claim that she will be aidoiz and philz for getting Okeanos and
Tethys back into bed together and he makes no mention of scenes where a coyness about sex is
not demonstrated by female characters. Examples of this type of scene include particularly the
reunion between Odysseus and Penelope (Od. 23.295-6 and 300-01). See also Od. 5.226-7 where
Odysseus and Kalypso enjoy themselves in their love-making.
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Will you carry me off somewhere to well-established cities,

either to Phrygia or to lovely Maionia,

is there some man there who is dear to you

or is it because Menelaos, having defeated glorious

Alexandros, wants to lead my hateful self to his home

is it for this that you are here now plotting trouble?

Come and sit beside him yourself, withdraw from the abodes of the gods
never again to turn yor feet back to Olympos,

but instead suffer for that man always and protect him,

so that he will make you his wife, or his concubine

I will not go there — for it would be shameful —

sharing the bed of that man; all the Trojan women

would blame me hereafter; and I hold endless grief in my heart. (II. 3.400-
12)

Helen characterizes the prospect of having sex with her husband as deserving of
nemesis or indignation which indicates that it contradicts her own internalized set

of values. Helen also regards compliance with Aphrodite’s command as

conflicting with the code of aidds upheld by the community of Trojan women. 16 I

16Kirk 1985, II. 3.411, suggests that the Trojan women would feel nzemesis at the 'indecent haste’ of
the encounter "rather than [Helen's] accepting her (second) husband again at some point after the
apparent defeat in the duel; but in her mind and theirs there must be the thought already
outlined in 404, that legally she may belong now to Menelaos instead."
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‘have already demonstrated that the sexual act is not constructed as shameful
within the context of the poems. Sex with Paris, however, is construed as
shameful on this occasion first because the timing is highly inappropriate and
secondly, because Helen now regards her husband as being worthy of nemesis.
Mary Ebbott suggests that “Helen expresses not only that it would be
blameworthy of her to go to Paris’ bed after his loss to Menelaos, but she also
portrays her marriage to Paris as itself blameworthy and worthy of reproach by
all the Trojan women.”%7

Paris is largely responsible for the onset of the Trojan war and yet he
regularly absents himself from the battle. And now when Aphrodite has just
rescued him from death at the hands of Menelaos, his first thought is to make
love to his wife though he has just demonstrated that he is incapable of
supporting his claim to her. Helen, as the most beautiful prize, is supposed to
mark the superlative male. Paris, however, comes close to being the antithesis of
Achilles, the ‘best of the Achaeans’, and is, in fact, heavily feminized by his
association with Aphrodite and his valuation of erds over the art of war.18

Unable to oppose Aphrodite Helen turns her attack on Paris, with biting
sarcasm.'® She reviles Paris (enipape) and tells him that she wished he had died.

She tells him that he should rejoin the battle but then scathingly points out that

17 Ebbott 1999: 3.

18 See Nagy’s, The Best of the Achaeans, for a discussion of the significance of this qualification.
For an account of the nature and occasions of Paris’ feminization see Clader 1988: 37.

1971, 3. 428-36. See Kirk 1985 ad loc. for the argument that Helen's reversal should not be taken
literally and should instead be understood as sarcastic derision or contempt.
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he might get killed if he were to fight Menelaos again and so instead encourages
him to remain at home. Helen's disgust with Paris can be seen more clearly when

she speaks of him to his brother, Hector, in Book 6:

Gvdpodc Enert’ ddperhov dueivovog lvorn GxoLtig,
8¢ 1idn véueoty 1e kol oioyeo wOAA’ GvBpdRwV.

Then I would have wished to be the wife of a better man,
one who knew about nemesis and the many kinds of shame among
humans. (IL. 6. 350-1)

As will be shown in the final chapter of this thesis, Helen dissociates herself from
Paris’ shamelessness in order to demonstrate her compliance with the code of
aidos. Though Helen presents herself as one who has committed a breach of aidds
she also indicates through her behaviour and her speech that she has learned
from her mistake and that she has cloaked herself once again in the dominant
value system of her community. Helen’s complaint about Paris is that he does
not do the same. Unlike herself, Paris has not refqrmed and he continues to
behave as a man ignorant of 4idds, as is displayed by his eagerness to make love
in the middle of his war. More broadly then, Helen’s nemesis arises not from a
coyness about sex but from the inappropriateness of the occasion and from her
husband’s inability to recognize it as such.

In Book 8 of the Odyssey, the goddess of love herself is caught in bed at an
inappropriate time and, more importantly, with an inappropriate person.

Hephaistos suspects Aphrodite’s infidelity and contrives a net impossibly strong
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and fine in which he catches the two adulterers. He calls the male gods to

witness but

BnAvtepo Ot Bsal pévov oidol oixol Exdotn.
nAdrep ,

the female gods remain each in their home because of aidas. (Od. 8.324)

Most immediatély one might postulate that the goddesses were staying home out
of embarrassment or propriety. Embarrassment does not capture the right sense,
however, because the goddesses have done nothing to be embarrassed about. In
addition, aidds does not express a sense of being embarrassed on someone else’s
behalf. Translating aidos as propriety here would be more appropriate since in
this context aidds is prohibitory; it manifests itself as an attribute which prevents
the goddesses from embarking on an activity which could bring #idos upon them.

What is this potential experience which would make them feel shame? In
addition to the combination of factors which was present for the scene of Hera’s
potential shame, we have also the factor of adultery.20 Though adultery is clearly
the motivation for Hephaistos’ rage, it is less certain that the fact of infidelity

would be the most immediate source of an experience of shame for the

20Yamagata 1994: 20 suggests that "Thou shalt not commit adultery' does not seem to be a god-
given moral code in Homer. We all know that Zeus himself is a regular adulterer.” I would point
out, first of all, that Zeus is a male god against whom any existing sanctions would prove weak.
Also, Hera's anger and jealousy, her frequent punishment of the women and offspring involved
in Zeus' philandering, and her persistent nagging of her husband can hardly be indicative of
approval for this type of behaviour. For the father of the gods to be represented as limited by the
same kinds of moral sanctions appropriate for humans would be to limit his omnipotence.
Furthermore, as can be seen from the passage quoted above, Ares is forced to pay the adulterer's
damage for his offence, the gods are present to provoke shame in the offenders, the goddesses are
absent to indicate their disapproval and Hermes speaks of being willing to incur greater shame
through engaging in the same offence. All of this seems sufficient evidence to prove that the
gods are represented as having a moral concern over adultery.
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goddesses were they present. It seems more likely that their shame would be
prompted by seeing the adulterers naked and in flagrante delicto. Hera’s reaction
to the possibility of being seen in a compromised position is straightforward. It
is natural and familiar for a person to feel shame at being seen while being both
naked and engaged in sexual activity. It does not necessarily follow that it
should bring shame upon the onlookers. Indeed, the male gods are impeded by
no such concern; they flock eagerly to the scene of Ares' and Aphrodite's shame -
and take delight in the irony of the‘ crippled Hephaistos besting the athletic
young war god, Ares.

The comments of Hermes, shortly after this episode, help té emphasize
the disparity of roles between the male and female gods. Apollo asks him if he
would be willing to be bound up in this manner if he had the chance to sleep

with Aphrodite.21 Hermes replies:

ol y&p todTo yévorto, Gvok Exotnfor’ “Amoiiov.
Seoplol HEV 1pig TéGG0L dneipoveg G EXOLey,
dueic & eloopdyte Osol mGcol e Bfovo,

adtap Eydv ebdoylt mopd xpuctn “Adpodity.

If only this could be, o Lord Apollo, the far-shooter.
Were there three times the number of inextricable bonds encircling
and were you gods watching, along with all the goddesses

21 Glatkin 1991: 68 makes the important point about binding that it "is the ultimate penalty in the
divine realm, where by definition there is no death. It serves not to deprive an opponent of
existence, but to render him impotent. Once bound, a god cannot escape his bondage by himself,
no matter how great his strength.” This idea is particularly significant for our present subject
because it indicates that the male is essentially emasculated by being bound. This should be no
great surprise since to be bound is the characteristic condition of the female, as represented in the
poems.
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nonetheless I would lie down beside golden Aphrodite. (Od. 8. 339-42)

The male gods are present to bear witness, to provide the gaze which produces
shame in its object. This is not the role of the goddesses who express their
disapproval by their absence since to bear witness, to be the possessor of the
gaze, in this instance, would be to bring shame upon themselves. When Hermes
stresses that he would endure the scrutiny of the goddesses as well as the gods
he proposes a whole new level of shame. If the goddesses were in fact present,
as Hermes proposes, this would cause them to feel shame. The shame of the
perpetrators should therefore be escalated by their knowledge of the shame they
brought to the witnesses of their misdeeds. It would appear that it is not
appropriate for female characters to possess the gaze.2 For the goddesses to
view a sexual act, and more specifically, an act of infidelity, might give them a
degree of awareness of their own sexual subjectivity. To some extent, for the
female to assume possession of the gaze would be to assume a masculine,
subjective, stance. It is this transgression of gender boundaries which provokes

shame in the goddesses.

22As Mulvey 1988: 62, has suggested "the determining male gaze projects its phantasy on to the
female figure which is styled accordingly." The female is the object of the gaze, rather than a
subjective possessor of its power.
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Women Bathing

This occasion of Aphrodite’s shame leads us directly to an opportunity to
discuss the only appropriate setting for female nudity outside the bedroom.
Though the text makes no use of an aidos-term in reference to Aphrodite in this
scene, the aidos which prevented the presence of the goddesses and prompted
Hermes' comments about being willing to endure further humiliation suggest
that we can infer that the figures of both Aphrodite and Ares should be
experiencing shame. Both of these characters do in fact display behaviour that is
consistent with the experience of shame. Poseidon convinces Hephaistos that he
will pay Aphrodite's bride-price if Ares shirks the debt and so Hephaistos agrees

to release them:

adtix’ dvoitovte 6 pev Opiiknvde BePrixet,

N & dpo Kdnpov ixove dpriopperdng Agpoditn,
&c TIdoov, Evoa té ol Téuevog Baudg e Buries.
gvBo, 8¢ v Xdprreg Aodoav kol ypioav EAoi®
GuPpdte, olo Beodg Emevijvobev oikv E6VTOG,
cpdt 8t elpora Eocov Empoato, Baduo 1ot

and straightaway they lept up, he went to Thrace,

and ever-smiling Aphrodite went to Paphos on Cyprus

the location of her sanctuary and her altar fragrant with sacrificial smoke
where the Graces bathed her and anointed her with oil

befitting a god, which covers the gods who live eternally,

and they put delightful clothing around her, a wonder to behold. (Od. 8.
361-66)
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This desire to be hidden from those who would witness their shame is a typical
reaction. Aphrodite sequesters herself in her temenos (her sacred space or
sanctuary), an act which conceals her from prying eyeé. The psychological
implications of her need to clean herself may also be significant in representing
Aphrodite’s feelings of shame but lie beyond the scope of this work. More to the
point, however, Aphrodite apparently remains nude from the time she is in bed
with Ares to after her bath when she is clothed by the Graces, a fact which
should help ;to prove that women are represented in the poems as bathing ﬁude.
The poet therefore provides an opportunity for Aphrodite to be doubly cloaked,
first by the physical shelter of the sanctuary and then by the clothing provided by
her attendants.

Furthermore, by returning to the company of the Graces, Aphrodite is
reinstating herself into an environment of safety with regard to aidos. The
Gr-:aces, though goddesses themselves, are of a lower rank in the divine hierarchy
than Aphrodite.2® Their inferior social status is reflected in the fact that they
behave as attendants for another goddess. This characterization of the Graces is
significant because it signals their status as a retinue for Aphrodite, the presence
of which is the mark of an aidoieguné. The fact that they are represented as being
of a lower class means that they do not pose a threat to Aphrodite as further
witnesses to her shame. Instead, because they are identified as attendants they

serve as guarantors against a further breach of aidds, at least for as long as

23] disagree with Yamagata 1994, 152 who proposes that "in the divine world, each member
seems to have an equal right...there is only one 'class' in divine society..."” The assumption of a
hierarchical divine order is an essential premise of Slatkin's work. See e.g., Slatkin 1991: 79.
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Aphrodite remains in their company. Aphrodite’s decision to return to them
indicates, along with the physical behaviour of cloaking, a consciousness of aidos
demonstrated by her need for their protection.

Since the Graces clothe Aphrodite, we can assume that they are witness to
her nakedness and, since she is unclothed as she steps from fhe bath, we can
assume that the poet was accustomed to a tradition of women bathing in the
nude. I will proceed on the assumption that the poet implies nudity for his
female characters during bathing. The text also seems to suggest that it is fitting
for women to bathe in the company of other women. This practice affords them
added protection against unwanted attention and affronts to their modesty.

In Book 14 of the Iliad, however, in order to preserve the secrecy of her
activities, Hera washes herself without the presence of female attendants before
she leaves to seduce Zeus. In order to compensate for this absence, Hera takes

special precautions to ensure her privacy:

Bfi & inev &¢ BAAapov, oV ol ¢pilogidg Erevgev
“Héootog, mokivig 8t 0vpog otafuoioty énfipoe
KATiSL xpuntd), v & od Bedg dAlog Gvdyev:

L}

Eve’ 1] v eloerBodoa BOpog EntONKE GOELVAC.

She went into the chamber which her dear son, Hephaistos,

constructed, and she fitted the close-set doors in their posts

with a secret bolt, which none of the gods could open;

and when she was within she closed the shining inner doors. (II. 14.166-69)

Hera then proceeds to wash herself and ready herself for her encounter with

Zeus (Il. 14. 170-86). The secrecy she employs is strongly emphasized. One
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commentator has made the plausible suggestion that this secrecy arises from
Hera's intended deception of Zeus.? This same commentator also draws
attention to the fact that Hera is not bathed by attendants, as are Aphrodite (Od.
8.362-6) and even Penelope (Od. 18.192-7)25 Hera's concern for privacy is
certainly predicated by her desire to keep her deception secret, but it is also
prompted by this fact. Under normal conditions, concerns of modesty are
mediated by the protective presence of attendants or fellow-bathers. In this case,
because she is alone, Hera must take special precautions to eﬁsme that she is not
seen while naked.?6 The double set of doors and the unbreakable lock substitute
for the lack of attendants. Once again the presence of aidds can be seen in the
symbol that provides concealment.

The Odyssey’s scene of the bathing of Nausikaa and her companions
brings us back to the model of bathing in company. This activity takes place

after they have finished washing the clothes:

al 8& Aoecoduevol kol ypioduevon Aln’ Eoim
deinvov Erel®’ €idovio map’ §yBnoly motopoio.

And having washed and anointed themselves richly with olive oil
they then took their dinner on the banks of the river. (Od. 6.96-7)

247anko 1992, ad loc.
25Tanko 1992, 1. 14. 166-86.
ZJanko 1992 II. 14. 170-1, points out that "Homer coyly avoids saying that Here is naked," a point

which has been noted here and which is consistent with other scenes in which nudity must be
assumed but is never overtly mentioned by the poet.
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" The girls are therefore naked and in the open as they bathe (one must assume
that in this abbreviated description Homer feels it unnecessary to describe the
girls redonning their clothing). Though the audience is aware that this must be a
relatively secluded spot, or at least that the girls think so, the audience also
knows that Odysseus is sleeping nearby. The poet, therefore, carefully locates
this activity prior to the awakening of Odysseus. There is a very prudent reason
for this group of girls to be bathing together, playing together and working
together. Stories of the dangers for a young girl who strays from the pack
picking wildflowers or the like are far too familiar in Greek mythology for the
tension here to go unnoticed?” For a maiden to be caught alone, even fully
clothed, could in the Greek imagination lead to her rape and abduction, as in the
story of Persephone. The danger would only be multiplied by her being caught
alone while naked. The poet establishes a setting whose dangers will be
apparent to the audience but he also provides all the information necessary to
indicate that the parties have negotiated the danger successfully.

That Nausikaa is surrounded by companions, that she does not stray from
the pack is consistent with and helps to create the overall representation of her as
a model parthenos2® Together with her display of 4idts before her father which
was discussed in the first chapter, there are a number of other small details
which signal once again the special sensitivity, the extra precautions that are

taken by, and on behalf of, young unmarried women. The poet tells us that

27See Murnaghan 1987: 93-94; see alsoVan Nortwick 1979: 271,

28Gpe Van Nortwick 1979: 270.
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when Athena comes to visit Nausikaa in her dream, the young maiden is not

even sleeping unattended:

nép St &9 dpdinorot, Xapitwv drno kdArog Exovoor,
otadpotiv exdtepfe: 8bpon & Enéketvto ¢oetvod.

and two attendants, possessed of beauty from the Graces
were nearby on either side of the door-posts; and the shining doors
were closed. (Od. 6.18-19)

Nausikaa would seem to have guards posted by her bedchamber, as further
protection of her chastity. These watchers are female, not for the physical
protection they can provide, but because male guards might themselves
represent a threat to the girl's virginity, or at least to her good name. The female
attendants are seemingly present to provoke #idds in any man who might make
an attempt at the princess. They represent an audience, an audience which, as
we saw from the absence of the goddesses from the bed of Ares and Aphrodite,
should provoke an exceptionally keen sense of shame in the prospective
perpetrator. Were a man to attempt to rape a young virgin, one of high worth
and on the brink of marriage, this would be exceedingly shameful of its own
accord? To do so in front of other young women, also presumably virgins,

heightens the shame factor drastically. The mention of Nausikaa's sleep-guards

29Tt should be noted that these special precautions are taken on behalf of the princess only.
Though, as we saw in the first chapter, concern is expressed over the sexual fidelity of all the
women in the household, it is clear that a great deal more effort went into preserving the chastity
of its 'more important' members, those of higher status. For a valuable discussion of the
implications of class on the sexual mores of female characters in the Odyssey see Thalmann 1998a.
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serves to emphasize the liminality of her present state, her own heightened sense
of aidos and that of her parents and those around her.

Aidds can be seen, more explicitly, to be informing Nausikaa's behaviour
in her encounter with Odysseus. Apart from the issue of his nudity, a topic I will
address shortly, Nausikaa ponders the question of how she will get Odysseus
back to the city, now that he has been made presentable. She conjectures that as
they pass through the city some of the coarser sailors might suggest that she had
gone out searching for a husband on her own and that she has passed over the
local suitors who have so ardently courted her. She is conjuring up the nemesis
which others would feel toward what she would perceive to be a breach of aidos.

She explains:

g &ptovoty, Elot 8¢ k° dveldea tabto Yévorro.
kol & GAAT venesd, 1| Tig Torodtd ye PpéCot,

1 T aéxknt ¢lhwv motpdg kol UnTpdc E6vimy
av8pdot pioynrton mpiv ¥ dudddiov yduov EABery.

This is what they will say, and this would be a disgrace for me.

And I myself would feel nemesis at another, who would do such things,
who, without the good will of her dear father and mother

mingles with a man before she enters upon a public marriage. (Od. 6.285-
8)

Nausikaa fears what others might say of her, how others might misconstrue her

behaviour, despite the fact that she herself has done nothing wrong.® In fact,

30Pace Cairns 1993: 122. Contra Wohl 1993: 28 who suggests about Nausikaa that "at the end of
this passage, she moves from the plane of pure imagination to one of potential reality; she goes
from imagining gossip about a deed to guilt about the deed itself..." This conclusion arises
largely from her translation of the last three lines of this passage. She ignores the object of
nemeso, allz 'another (girl), in line 286 and mistranslates the verb nemeso'to mean 'l am ashamed'
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Nausikaa's super-sensitivity to aidos prompts her to misread the situation, at least
according to her father. Odysseus praises Nausikaa's thoughtfulness and
composure in helping him at the river (Od. 7. 292-6) but Alkinoos suggests that
she should have brought Odysseus to the palace herself (Od. 7. 299-301).

Odysseus then comes to Nausikaa's defence and lies on her behalf:

fipwe, uy pot Tolvex’ dpvpova veixee xovpnv:

1 L&V yop W’ Exédeve obV dudmoroloy EnecOon’
GAN Ey®d odk £0ehov Seloag aloyuvouevocs e,
pt mog xod col Bupdg Emoxdooarto 186vTL
Sdotniol yop T eipkv Eml xBovi ¢ON dvBpmv.

Hero, do not blame this excellent maiden on account of me,

for she bid me to follow along with her attendants,

but I was unwilling being both fearful and conscious of shame

lest in some way your heart should be offended seeing us

for we among the tribes on earth are a éuspicious lot. (Od. 7. 303-07)

Odysseus confirms, in this way, that concern for aidos was necessary, and that he
is sensitive to Nausikaa's present condition. It is probable that Nausikaa over-
reacts because of her own current anxiety over protecting her good reputation
but this is in part because her own thoughts toward the stranger changed

suddenly from duty to a suppliant to interest in a prospective husband.

rather than 'T feel indignation at' or I disapprove of which are closer to the actual meaning of the
verb. As we have seen, #emmesis is the reaction of an individual to someone who has committed a
breach of aidds, it does not itself indicate an experience of shame. Itis for this reason that Wohl
construes the final lines as referring to Nausikaa herself, as though she were speaking in the first
person. Itis this translation that is used to give some weight to her argument about Nausikaa's
heightened awareness of her sexuality.
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Because the audience is aware of Nausikaa's change of attitude, doubt
lingers for some as to the purity of her intentions. Wohl is right to express
surprise about Nausikaa's use of the word ‘misgetai’, in the passage, quoted
above, where she worries over what people might say about her new-found
companion.®! The verb frequently means 'to have intercourse' and Wohl points
out that "this is the fourth time she has used the explicitly sexual verb in under
100 lines." The verb ‘misgetai’, however, can also be construed more innocently
to mean something like 'be in the company of' or 'mingle’ as I have translated it
here. Though we should not ignore the sexual meaning of the verb, and indeed
there is little doubt that Homer intended that meaning to be implicit, it is
unlikely that he wanted Nausikaa's character explicitly to mention sex.3
Because Wohl suggests that Nausikaa is actually fantasizing about being herself
engaged in this illicit activity she aligns Nausikaa with a pattern she has outlined
for Kalypso and Kirke when she describes her as one "who bears a distinct
resemblance to the "dread goddesses” [Odysseus] has just left behind, both in the
help she may offer him and in her remarkable awareness of her own sexuality:
she is quick to respond to Athena's dream-promptings, and there is a suggestibn

in the book that she will have at least some say in the circumstances of her own

31Wohl 1993: 29 translates this as 'having sex with'.

32 pace Cairns 1990: 264: “I do not wish to suggest, however, that there is any specifically sexual
sense in Nausicaa’s use of pioynton in 288 — it would be superfluous for a well-brought-up young
woman like Nausicaa to express her disapproval of a girl who has sex with men (pl.) before
marriage; but I do wish to show that an entirely neutral sense of the verb could lead to a
significant misunderstanding.”
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marriage.”33 Though Wohl does point out that "Nausicaa does 'not, in fact,
actualize her fantasies and, moreover, there is no suggestion that she does or will
wield any power outside the oikos?" she does seem to be suggesting that
Nausikaa's sexuality is represented as though it is scarcely under control.

The manner in which Wohl speaks of an awareness or consciousness of
sexuality implies that Nausikaa recognizes the powér of her own sexuality as a
tool and refrains from using it by choice, or at least througﬁ will. I would
suggest that what Nausikaa has is an awareness of the imminence of her sexual
initiation.‘ It is no surprise that- she seems to be somewhat fixated on the
approaching moment which will mark her emergence into womanhood.?> It is
also no surprise that these musings have strong sexual overtones. To suggest,
however, that Homer would want to represent a young, inexperienced virgin as
a sexual threat to Odysseus seems to me untenable. Surely she represents a
threat to his homecoming in terms of the prospect of marriage but Nausikaa's
latent sexuality should not be understood as the weapon it is shown to be in the

hands of a Kirke or a Kalypso.36

33Wohl 1993: 27-8.
34Wohl 1993: 29.

33Cairns 1993: 122 also recognizes that her behaviour is informed by thoughts of her approaching
marriage, and realizes that she has not transgressed the bounds of aid0s.

3650e Wohl 1993: 23-7.
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Some scholars have questioned the modesty of Nausikaa's choice to
remove her headress for a game of ball-throwing with her companions3” The
concern arises from the fact that Nausikaa will proceed to confront Odysseus
with her head uncovered. One commentator has this to say: "note the erotic
overtone (the xp1jdepvov is a symbol of virtue and modesty). Such excursioﬁs as
the present were a notorious hazard for young females...but by throwing off their
veils in the presence (as the audience know) of a man, the girls are almost
courting the fate that at 138 they clearly thought had overtaken them.”3 Wohl,
attempting to characterize Nausikaa as a young woman strongly aware of her
own sexuality, points out that "she meets him ~ a strange, naked man in a lonely
place - without the usual chastity emblems: accompaniment and veil.”® The
krédemnon, the veil or rather the head covering, is indeed a symbol of virtue and,

more specifically, of aidos.4® As we shall see, however, for Nausikaa to have

3711, 6. 100. On the notion that Nausikaa compromises her modesty by this gesture see, e.g., Van
Nortwick 1979: 270, who suggests that "by manipulating a few potent symbolic devices—the
throwing off of a veil, a simile, a dream sent by Athena—the poet suggests the confusion
attendant upon adolescent sexuality between innocent modesty and a certain forwardness which
is only dimly recognized, if at all, by Nausicaa herself."

38Heubeck et al. Od. 6. 100.

3%Wohl 1993: 28. Carson 1990: 156, outlines more of these chastity emblems: "since woman does
not bound herself, she must be bounded. This is achieved by organization of her space,
prescription of her gestures, ordering of her rituals, imposition of headgear, attendants and other
trappings.”

405ee Janko 1992 II. 14. 184 who, in discussing the kredemnon in the context of Hera's seduction of
Zeus, rightly points out that this article of clothing is not in fact a veil but a head covering, in that
it does not cover the face. Ferrari 1990 discusses the representation on archaic and early-classical
Greek vase-paintings of the cloaked figure often identified by the caption '2idss'. The individual
wearing the garment communicates a visual symbol indicating that he or she is a possessor of
aidos. That the kredemnon is associated with 2idds can also be seen by its synonym kaluptre, a noun
which derives from the verb kalupto, meaning Thide'. The kaluptre is then a garment which hides
the wearer. Once again, it hides from view not something which is shameful but something
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thréwn-off her head covering does not constitute a breach of aidos but instead
leaves her Vﬂnerable to.one.

It is difficult to determine whether or not Nausikaa and her companions
exhibit any signs of shame at being caught with their head-coverings off. All of
them, including Nausikaa, do attempt to flee which, as we saw with Aphrodite, is
consistent with the behaviour of a shamed individual. Whether they flee in
shame, or whether they flee in fear, however, is less clear. If they do flee in
shame, is it as a result of their lack of head-coverings or is it due to Odysseus'
nudity and generally dissheveled appearance? A partial answer can be fouﬁd in
Athena's treatment of Nausikaa. When Athena stops her she puts boldness
(tharsos) in her heart and removes the fear (deos) from he1; limbs. (Od. 6. 139-140).
Nausikaa's reaction, therefore, is not based on an experience of shame nor does
her demeanor in the remainder of her encounter with Odysseus indicate that she
feels shgme over, oreven an acknowledgement of, her lack of head-covering.

The poet of the Odyssey has explicitly drawn the audience's attention to
the strewn krédemnoi presumably to emphasize further the vulnerability of the
girls, their defenselessness with regard to aidds. That this is the case seems
relatively indisputable considering the strength of the krédemnon as a symbol of
the aidoie gung. How then should Nausikaa's iack of response to what has been
construed as a lapse of modesty be understood? In order to appreciate properly

the significance of Nausikaa's behaviour, it will be necessary first to understand

which is vulnerable to shame if revealed. Nagler 1974: 64-85, also has discussion of the krzdemnon
motif,
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the importance of the krédemnon as a symbol for the aidoie gune, the mature
matron. '

In Hera's adornment scene, discussed above, one of the articles of clothing
she dons is the krademnon (Il. 14. 184). This might seem somewhat discordant
with the other accoutrements she employs for her seduction but as a married
woman the kredemnon is a symbol of her fidelity to her husband, her loyalty to
his bed and her unwillingness to put her beauty on display to men other than her
husband4! This last idea comes out most strongly in Homer's representation of

Penelope. In Odyssey 18 Athena inspires Penelope

pvnotipecol gaviival, dnwg netdoele HOAGTO:
Bopdv pvnotipav 18 Tipiecoa yévorto
 uérhov mpdg mdo1ég e kol vikog fi mApog HeV.

to show herself to the suitors, in order greatly to set aflutter ,
the heart of the suitors and that she might be honoured
more by her husband and her son than she had been before. (Od. 18.160-2)

She then tells her servant, Eurynome, that she will go amongst the suitors though
they are still hateful to her (Od. 18. 165). Commentators have long puzzled over
this apparent cﬁange in Penelope's attitude toward the prospect of a new
marriage22 Penelope finds herself in a very difficult position. While she herself

longs to persist in her loyalty to her husband she recognizes that this position

41 Zeitlin 1995: 125 describes the characteristic expression of loyalty to the husband’s bed: “in
traditional diction, terms for-adultery and fidelity focus on the state of the marital bed, defined
between the two poles of “shaming” (aischunein, 8. 269) or “respecting” (aidomene) its sacrosanct
qualities.”

425ee Van Nortwick 1979: 269 n. 1, for bibliography concerning Penelope's apparent change of
heart.
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proves ever more detrimental to her son. As Murnaghan characterizes her

position:

the poem takes great pains to present that allegiance as her intrinsic
and intensely admirable characteristic, an essential fact Of her
character, rather than as simply a product of the citrcumstance of
being Odysseus’ wife when he is there to be her husband. Thus
the Odyssey, in depicting the unsettled conditions that generate
its plot, inevitably draws our attention to a conflict between the
virtue that it demands of its heroine as an inalienable aspect of
her character and the social world in which it situates her and in
which her character must be negotiated. In a world where a
marriageable woman has to be defined as the wife of somebody,
the faithful wife of someone who no longer exists, who is widely
believed to be dead is an impossibility. Yet that is the figure

Penelope is called upon to be#3

When she comes, therefore, to the necessaryrdecision to stage the contest
of the bow, a decision that sets in motion the potentiality for a new marriage, she
nonetheless continues to display her basic unwillingness to be remarried. Itis
therefore important to recognize that it is Athena’s intention and desire to
present Penelope to the suitors rather than any motivation of her own.# Athena
wishes to display Pehelope before the suitors in order to prompt the contest of

the bow and while this happens to coincide with Penelope’s decision to

43 Murnaghan 1994: 90.

44 Russo et al., ad loc.
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announce her renewed availability for remarriage, she indicates, through her
behaviour, that she does so only out of necessity.

When Penelope has announced her intention to Eurynome, the servant
immediately suggests that Penelope wash herself and miake herself presentable
before she goes to address the suitors (Od. 18. 170-4). Penelope, however, refuses

to be bathed:

Edpuvéun, pf todto mopoddo, kndopévn mep,
xp®T GmovirtecBou kol Emiypiecot dAordi
dyrainv v&p &pol ye Beoi, Tol "Olvpmov Exovory,
drecav, £E o0 keivog EBn xoilyg &vi vnuotv.
GAAG pot Adtovény e kol Irmoddpeiav dvanydt
EABELEY, BOpo Ké LOL mOPGTIETOV EV HEYAPOLOLY
oin & ok eloeyn pet’ &vépog' aidéopon yap.

Eurynome, though it is through your concern for me, do not urge

such things as washing my skin and being anointed with oil.

For the gods who hold Olympos destroyed my beauty

from the time that man went away in the hollow ships.

But bid Autonoe and Hippodameia to come

in order to stand with me in the great hall.

For I will not go alone among men. For Iwould feel aidas to do so. (Od.
18.178-84)

Effectively, Penelope is saying that her beauty exists for her husband alone, .

thereby reaffirming her loyalty to him. ¥ Her dissheveled appearance, her face

45A fascinating parallel to this struggle between revelation and concealment can be seen in Laura
Mulvey's 1988: 63-64 , discussion of the representation of the heroine in two films. She says "thus
both in Only Angels Have Wings and in To Have and Have Not, the film opens with the woman as
object of the combined gaze of spectator and all the male protagonists in the film. She is isolated,
glamorous, on display, sexualized. But as the narrative progresses she falls in love with the main
male protagonist and becomes his property, losing her outward glamorous characteristics, her
generalized sexuality, her show-girl connotations; her eroticism is subjected to the male star
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ravaged by grief, which as we saw in the first chapter could provoke shame,
serve to indicate here that she is unwilling to employ her beauty in attracting a
" new husband. While she submits to the necessity of her remarriage she also
demonstrates her unhappiness with this necessity by refusing to participate fully
in her role as bride. Penelope's intent to demonstrate her continuing loyalty to
her husband is only finally and partially thwarted by Athena who must take the
further step of putting Penelope to sleep in ord(;.r to beautify her.

Despite Athena's desire to control the manner and the message of
Penelope's revelation to the suitors, Penelope still does everything she can to

identify herself as an aidofg gune. When she finally makes her entrance

ovk oin, duo T ve kot dudimorol 89 Erovro.
N & Ote &M pvnoriipog adiketo o yovouxdv,
ot} po mopd oTaBUOY Téyeog wiKe TOLNTOlo
avto mopeldav oxopévn Amopd xpridepva:
cpoimoAog & dpo ol kedvr Exdrepbe mopéotn.

she is not alone, for two attendants follow along with her

and when she, a gem among women, arrived before the suitors
she stood by the pillar closely fitted to the well-built roof

holding her shining headdress before her cheeks

and a devoted attendant stood to either side of her. (Od. 18.207-11)

Penelope surrounds herself with emblems of chastity. She is accompanied by

attendants, she goes to stand by the stathmos, a symbol, as Wohl points out,

alone." When Penelope descends before the suitors, through the engineering of Athena, she is
isolated and eroticized by their gaze. Penelope's desire, however, corresponds to that of the love-
stricken film-star, a desire to signal her possession by another. The loss of the film star's outward
manifestations of beauty correspond to Penelope's active attempts to suppress and hide her
beauty and to reserve it as a treasure for the eyes of her possessor alone.
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which allies her to her husband and to the oikos,% and she wears a headdress
which she modestly holds over her face, a gesture so emblematic of Penelope's
character.#” This final gesture, in particular, demonstrates her desire to conceal
her beauty and to maintain the aidos appropriate to a matron. Athena achieves
her desired end since the suitors become weak in the knees at the sight of
Penelope (Od. 18. 212-13), but Penelope still clings, in some small measure, to
control over the message of her presentation through her attitude of aidgs. Rather
than representing a subversive attempt, on the part of Penelope, at pursuing her
own natrative desires, it instead represents her inability to deviate from the only
narrative plot she knows: that of being the wife of Odysseus. Purthermore, her
display of aidos before the suitors, whether she knows or intends it, actually
furthers her husband’s achievement of his nostos since the combined effect of
Athena’s enhancement of Penelope’s beauty and her own insistence upon
concealing it reveal the qualities of the perfect wife. This aids the purpose of
both Athena and Odysseus by inciting the suitors to bestow generous gifts,
which will help to replenish the wealth they have diminished, and to take up the
contest of the bow.

This portrayal of Penelope's intractable 4idos, the importance to her of

concealing her beauty, in part, through her use of the krédemnon, is crucial for our

46Wohl 1993: 23 says: "The image of the axis mundi recurs throughout the poem, represented
variously as a loom, a roofpillar, and a bedpost, always with the woman next to it. In this picture
of the woman next to the ithyphallic cosmic pillar is represented the entire world order: any
movement on the woman's part represents the collapse of the cosmos on some level. The
message of this s2ina could not be clearer: the woman must revolve around the man; while he
supports the universe, her cooperation is essential."

47 Cf. Od. 1. 334, 16. 416, and 21. 65.
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understanding of Nausikaa's apparent unconcern over her lack of headdress
when she appears before the naked Odysseus. Part of the inherent danger
associated with the state of being a parthenos is contained in the idea that the
young woman must make herself somewhat vulnerable to 4idds because she
must display herself, display her beauty, in ‘order to attract a husband. This is
the nature of Nausikaa's liminality. As a parthenos she is especially vulnerable to
breaches of 4idos due to her ripeness for marriage. At the same time, however,
she must relax her vigilance with regard to the trappings of aidos in order to gain
recognition for her beauty which will increase her good reputation which will, in
turn, give her a greater worth which will be employed in attracting the right sort
of husband for her.

As I have already suggested, the removal of Nausikaa's head-covering
does not constitute a breach of aidos but only a vulnerability to this emotion, an
experience which would be provoked by being seen by the wrong person while
in this condition. This is to suggest that it is apparently not inappropriate for
Odysseus to see Nausikaa with her kredemnon semoved. This brings my
discussion to an altogether different point about the potential for an experience
of shame in this context. The prospect that Odysseus, a naked, dirty stranger,
should not represent a threat to Nausikaa or to her gidos seems, at first,
somewhat startling. This is, however, the conclusion that must be reached and it
can be explained by two factors. First of all, Odysseus' appearance when he is
washed up on the beach does not indicate his actual status: his indeterminate

status places Nausikaa in a superior position. Secondly, Odysseus negotiates his
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‘exchange with Nausikaa beautifully by acknowledging her aidos and thereby
putting her at ease. These two ideas are in fact relatéd, but it is helpful to
distinguish them here because it makes Odysseus' approach to Nausikaa become
clearer.

When I examined above the reaction of Aphrodite to being caught with
her lover Ares in bed I pointed out that the Graces, who bathed her, did not
apparently provoke any sense of shame in her by their presence. In that case it
seemed that Aphrodite did not feel shame before them becaué;e of their lower
status. The same is true of Nausikaa's lack of shame before Odysseus. She feels
no shame before him because, even before he speaks, his condition, his physical
appearance, indicate that he is in need, and that he must therefore approach as a
suppliant. One who is “permanently or temporarily at disadvantage” must
display aidas before those of greater status, those who could help or harm him or
her# Knowing how highly charged his present situation is, Odysseus
immediately indicates to Nausikaa that he approaches as a suppliant, thereby
acknowledging her superior position and precluding any shame or any threat
she might have perceived. Odysseus' status as a suppliant here is dictated
largely by his overwhelming lack of anything that could otherwise identify him
as a xeinos. He lacks companions, who could attest to his status. He lacks

clothing, which is also an indicator of status, but its absence places him in a

48 Ferrari 1990: 192, notes that “respect [#id0s] is due to men in authority by persons who are
permanently or temporarily at disadvantage.” Though she points out that 2idgs is due only to
men from persons who are placed at a disadvantage, I would suggest that it was equally due to
femnale benefactors.
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situation where he is being seen inappropriately, by the wrong person. He also
-lacks a noble appearance, the absence of which compromises his status as aidoios.
The lack of any markers identifying his status in fact helps him, at least initially,
because it is his lack of status that allows Nausikaa to be at ease and to avoid an
experience of shame. By the same token, the beautification he receives from
Athena and the clothes he acquires from Nausikaa help to re-establish him as a
man worthy of aidos, one who looks as though he can repay the gift of
hospitality. Though his high status may have represented itself as a hindrance in
reassuring Nausikaa initially, it is essential that it is subsequently recognized in
order that he achieve his nosto-s.49

Interestingly, after their initial shock, neither Nausikaa nor her
companions demonstrate any concern over Odysseus' nudity. This can be
explained, in part, by the commonplace activity of women, of varying status,
bathing men in various episodes in the poems.*® Elsewhere, however, the men in
question are xeinoi who have been properly welcomed by the male head of
household, and whose status has at least been surmised. The maidens do not
express concern over Odysseus' nudity, but Odysseus does. After Nausikaa and
he have exchanged speeches, she tells her attendants to aid him in his bath, an

offer which he protests:

495ee Murnaghan 1987: 91-102, on the importance for Odysseus of reclaiming his status in order
to achieve his nostos.

50 While the task of bathing male visitors is customarily given to servants, when Telemachus
visits Nestor in Pylos he is bathed by Nestor’s own daughter Polykaste (3. 464-5). In addition,
Helen (4. 252), Kalypso (5. 264) and Kirke (10. 449) all take their turn bathing Odysseus. Fora
summary of the typical bathing scene within the context of Homeric hospitality see Reece 1993:
33-4.
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"Apdinodot, otfif’ ovte dndnpodev, 6¢p’ Eyd adrdg
GAUMV Gotiv drolovoopon, Guet 8 Eloto
xpiloopon: N y&p Snpdv amd %pode oty Ao,
avinv & obx Gv &yd ye Aoéooopon- aidéopon yop
yopvoBoBor xolpnoLv EBRAOKOLOLGL PeTeABdy.

Attendants, stand thus at a distance, since I myself will

wash the salt from my shoulders and will anoint them

with olive oil; for it is long since my skin has known oil.

And so I will not bathe before you; for I am ashamed to be
naked in company with lovely-haired maidens. (Od. 6. 218-22)

If, as I have said, i't is a commonplace activity for females to bathe naked males,
what explanation can be offered for Odysseus' feelings of shame?! It has been
suggested that Odysseus' shame is provoked by his unsightly appearance. This
is certainly part of the equation. I have shown that ugliness is construed as
shameful in the poems. Also, as I pointed out above, his good looks and some
attractive clothing would have éiven Nausikaa an indication of his status.
Odysseus is acutely aware of the fact that his current physical appearance does
not communicate his actual status and he is ashamed at having to appear in
what, for him, constitutes a severely depreciated state.

The fact that Odysseus does not look his status implies a loss of power, an
impairment of subjectivity because he is forced to be dependent on others. When
Odysseus adopts the disguise of a beggar upon his arrival in Ithaca, he is still in

control of his physical representation; he manipulates the sign of 'beggar' in

SlHeubeck et al. Od. 6. 217-222.
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order to achieve his own ends. In Scheria, however, he must rely on Nausikaa
and on the help of Athena in order to construct the identity he wishes to present
in this context.”? Before he is able to become clean and to clothe himself
Nausikaa had readily projected onto his inappropriately naked and, therefore,
vulnerable body the status of harmless suppliant. While this degradation in
status had been helpful in gaining Nausikaa's confidence e;nd putting her at ease,
it is crucial to Odysseus that he regain control of his self-presentation.

The vulnerability, the passivity inherent for a male in appearing naked in
the wrong context is amplified in his death. The anxiety surrounding the
condition and treatment of the warrior's body after death can be understood
more clearly when the total incapacity, the ultimate vulnerability of the dead
male body is recognized for what it is. Hector most clearly encapsulates this

concern in Iliad 22 where he conjectures about Achilles' treatment of him:

un U &yo pEv ikopon 1dv, 6 86 1’ odx EAeroet
o0d¢ 1t 1’ cidtoetan, xrtevéel &€ pe yopuvdv Edvio
abtwg Mg Te yovoixa, enel x¥° drd 1edyecn Sdao.

he will not take pity onme
and he will show no aidds for me, but he will kill me

525ee Bassi 1995: 18, who says that "Odysseus' adornment also obviously signals his utter
dependence on a woman for the realization of his homecoming." Odysseus must, of course,
always rely on a woman in some capacity or other but in the case of Kirke and Kalypso he is able
to exploit his physical attractiveness and his reputation to his advantage and he does not need to
prove his identity. Neither must he prove himself to Athena, who knows Odysseus no matter
what his disguise and who respects him for his wits. Only with Nausikaa and Penelope, the two
mortal women on whom his success so greatly depends, is Odysseus unable to rely on the
strength of his Iooks and his fame. With these two women, who do not have the benefit of divine
insight, must he go to greater lengths to prove his worth. It rests upon their recognition of his
worth to guarantee him a successful nostos.
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| just as though I were naked like a woman, when I strip off my armour.
(1. 22.123-5) '

Hector does not mean that he would be killed in the manner one kills a naked
woman, a practice which, as far as I know, was ﬁot common. There is special
import to the nudity of the female in this simile. One might have thought it a
sufficient analogy for Hector to have compared himself to a woman, clothed or
not, due to the defenselessness considered to be characteristic of the female. Just
as with Candaules' wife, when a woman strips off her clothing she is vulnerable
to an experience of aidos/shame. She is also vulnerable to a breach of aidas.
perpetrated by another. In the same way, the dead male body is vulnerable to
aidos. This is particularly true when, as Hector points out, the warrior's body is
stripped of its armour.5 - The dee;d warrior's body, stripped of its anﬁour, is
vulnerable, like the naked woman's body, to penetration. This is, of course, the
special way in which a woman's naked body is vulnerable, because it might
invite penetration from a male other than her husband'. The naked warrior's
body is also vulnerable to penetration from its enemy, a reality which would
effect the emasculation of the warrior. It is not specifically shameful for the
warrior to be dead; it is the fact that penetration can take place beyond the man's

cantrol (largely in the form of scavenging by birds and dogs).

53Bassi 1995: 5, points out that "in the epic, it is clearly a sign of his weakness for a warrior to be
stripped bare of his armor (i.e., to be ySuvoc); it even makes him like a woman... But what is
stressed here is the act of stripping the armor, that is, the transition from armed to unarmed. Male
nudity of itself, free from the stigma of having lost one's armor, is not necessarily a sign of
compromised masculinity."



79

CHAPTER THREE

To Be Aidoiz or Not to Be; That is the Question -

Introduction

The nature of Helen's relationship to aidds is more complex than the
portrait I have outlined thus far for the typical aidoiz gunz. Helen is not
straightforwardly condemned by either of the poems as ‘the woman with no
shame’ nor is she entirely free of nemesis whether it comes from herself or from
others.! This study has revealed a code of 2idts for the feminine by which a
female character can be seen either to conform socio-culturally, for which she is
granted the title of aidoig, or to rebel, in which case she is called anaideig, and is
rendered valueless. The Iliad and the Odyssey both demonstrate a tendency to
minimize representation of the feminine experience of shame. The majority of
the behaviours displayed by female characters which might otherwise be
indicative of a person undergoing an experience of shame for the feminine tend
to reveal instead proscriptive behaviour which acts to prevent an experience of
shame. This trend of cloaking the female conveys not only a message of feminine
modesty but also complicit passivity and objectivity. Female characters are
rarely shown to undergo an emotional experience of aidds because this would

imply that they had asserted their own agency outside the parameters of the

1 Austin 1994: 26 labels her 'the woman with no shame’.
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model of the aidoig gune. To commit a breach of aidps, therefore, can also be
understood as an attempt, by the female, to control her own narrative, to assert
her subjectivity and perhaps to generate an identity unique and independent
from the approved standard?

Helen, therefore, as a woman who has committed a breach of 4idos, is
problematic. Her error cannot be underestimated; she broke the cardinal rule of
the code of the aidoig gune: to remain loyal and faithful to husband and oikos.?
The Iliad and the Odyssey employ different methods for negotiating the
undisputed fact that Helen left Sparta with Paris and sailed to Troy. The Iliad
approaches this problem from two distinct angles. First of all, characters in the
poem other than Helen herself present the scenario as rape; they deny that she
acted at all. By denying that Helen made a deliberate choice to leave they also
deny that she committed a breach of aidds, thereby exonerating her from blame
and, simultaneously, excising her subjectivity. Helen, for her part, repeatedly

attempts to assert that she arrived in Troy through her own agency. She claims

2 See Holmberg 1995 for a discussion of the construction of subjectivity. Though her article takes
the figure of Penelope in the Odyssey as its specific subject, her discussion of recent feminist
theory is much more broadly applicable. When, therefore, she states that “the Odyssey thus
consistently asserts an ideology that denies the female a position as a positive, active participant
in the creation of her narrative plot, or, in other words, denies female subjectivity (104),” one can
immediately see the relevance of this formulation for any number of texts, both ancient and
modern.

3 Murnaghan 1994: 84 highlights the centrality of this issue for the feminine in her discussion of
Penelope: “for the female characters in the poem, indeterminacy arises in connection, not with
identity, but with sexual fidelity. The question that is raised about them is not whether they are
really who they are reputed to be, but whether they are faithful to their husbands. While the
duplicity embodied in the figure of Odysseus raises the question of whether or not he is really
Odysseus, the duplicity embodied in the figure of Penelope raises the question of whether or not
her sexual desires are directed exclusively towards her husband.” See also Zeitlin 1995, esp. 125
on the issue of female fidelity as expressed by maintaing aidos for a husband’s bed.



81

this not in an attempt to gain control over her own narrative, but in order to
reinscribe herself into the code of aidos which she feels that she has transgressed.
Helen claims responsibility and by condemning what she construes to be her
own action, she broadcasts her understanding and acceptance of aidos. The poet
demonstrates her awareness of aidds both through her self-censure and through
her behaviour in the Iliad which is shown to be consistent with that of an aidoiz
SUNE.

The Odyssey employs the reverse strategy. In this poem, characters other
than Helen condemn her because they construct her as an agent who acted of her
own accord when she left with Paris. Characters of the Odyssey do not exculpate
her by asserting her victimization; instead they assume that she was pursuing
her own desire and in doing so, committed a breach of #idos. Helen, on the other
hand, tends to assume less responsibility for her involvement with Paris than s‘he
had in the Iliad. Though her behaviour remains, for the most part, consistent
with that of an aidoig gung, this serves only to indicate that she possesses some of
the attributes and attitudes of this caliber of woman but not that she is strongly
aware, on an emotional level, of the implications of her breach of aidgs.

The Iliad and the Odyssey present these divergent characterizations of
Helen because the emphasis on her value has shifted. In the Iliad Helen
represents both the goal of the war and the foremost prize for its victor. For the
Iliad to characterize her as a woman without shame would be to devalue the

prize- for which the men strive and for which so many of them have already
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died* Helen becomes the vehicle for expressing the nemesis which might
otherwise be directed at her were she not a prize which needs to retain its value.
Leslie Collins has noted that "only Helen can blame Helen without exposing the
paradox that the poem wishes to remain hidden: that the very act which
necessitates a war over her also condemns her from the poem's point of view,
and renders her an unworthy object of struggle."® The poet obscures this
paradox by invalidating Helen's conviction of her own agency through the
testimony of her fellow-characters who deny her subjectivity.

The Odyssey, however, has a new goal and a new prize, both of which are
to be found in the figure of Penelope. In this poem Helen’s reputation does not -
need to be protected since there-is no longer any danger that the significance of
the war will be undermined by exposing the ambiguous value of its prize. The
problem of Helen in the Odyssey is char:acterized by an uncertainty about her
loyalty, a theme which is exploited by its poet in order to raise questions about
its heroine, Penelope. The Odyssey acknowledges that Helen continues to behave
like an aidoie gune but it persistently erodes this portrayal by questioning whether

or not Helen can restrain her impulses to take command of her own narrative.

4Collins 1988: 42 argues that "warriors are impelled to fight this war out of their regard for such
values as vépeotg, yet this war, implicitly a praise of Helen, might arouse vépecig, for her
adultery with Paris and ethical affinity with Aphrodite opposes her to these values (44).”

SCollins 1988: 45 suggests that "not only can the poem repudiate the contradiction of fighting
over and thus praising a woman who represents an affront both to heroic values and the
warrior's self-esteem; but, by having her denigrate herself and her past actions, the Hiad can
reinforce its own values.”

6Collins 1988: 57.



Helen in the Iliad

Helen's experience of shame is more complete, more enduring and more
indicative of a concept of moral and personal responsibility than is demonstrated
by any other character, male or female, in either of the poems. I make this
comment in response to a tradition that began as a result of Dodds' discussion of
"Agamemnon’s Apology", the first chapter of his book entitled The Greeks and the
Irrational, in which he uses the example of Agamemnon's apology to Achilles to
explain that in the context of Homer's 'shame-culture', "unsystematised,
nonrational impulses, and the acts resulting from them, tend to be excluded from
the self and ascribed to an alien origin."? As a result of his choice of example,
subsequent scholarship, which has done much to remedy Dodds' misconception,
has tended to focus on the figure of Agamemnon to prove the presence of a
concept of moral responsibility within the Homeric texts. Surprisingly little
attention has been paid to Helen, a character who more straightforwardly
exhibits both personal and moral responsibility and who, despite her ascription
of blame to Aphrodite, also readily blames herself. In contrast to the assertion
that Helen's responsibility is "a question that remains unanswered in the Iliad," I
would argue that responsibility is clearly claimed by Helen despite her

exoneration by many other characters in the poem?# The fact that she does not

7 Dodds 1956: 17.

8Suzuki 1989; 56.
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accept exclusive responsibility for events leading up to the Trojan War should
not lead the reader to believe that her feelings of regret are somehow lessened

because the blame is shared. As Williams has pointed out:

Regret must be governed, in good part, by results that go beyond
intention. Sometimes regret can focus simply on the outside circum-
stances that made the action go wrong, and the thought is: I acted
and deliberated as well as I could, and it is sad that it turned out
that way. But regret cannot always be held at that distance, and
then it moves back to the moments of deliberation and action, and
you regret acting as you did. This need not imply that you deliber-
ated carelessly; you may have deliberated as well as you could, but
you still deeply regret that that was how the deliberation went, and
that this is what you did. This is not just a regret about what hap-
pened, such as a spectator might have. Itis an agent's regret, and
it is the nature of action that such regrets cannot be eliminated, that
one's life could not be partitioned into some things that one does
intentionally and other things that merely happen to one.?

In the Iliad, Helen's regret is an agent's regret. She recognizes now that her
deliberations could have gone better, especially if her wits had not been impaired
by the influence of Apﬂrodite, but she still accepts that it was as a result of her
action that the war took place. It is the other characters in the Iliad that
characterize Helen's role passively and place it under the heading of 'things that
merely happen to one'. This issue of responsibility is crucial because it is through
her expression of regret and her self-blame that Helen signals her awareness of

aidos and therefore demonstrates her worthiness as a prize.

IWilliams 1993: 69-70.
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The vast majority of the references to Helen in the Iliad centre on her
function as the object and prize over which the war is fought. Some of these
occurrences focus on the status of her ownership, i.e. that she is currently the
wifeé of Paris.10 Others focus on her worth as a prize, suggesting the effort and
sacrifice that has gone into retrieving/retaining her.! These references often
take the form of the heineka Helen®s constructiond? This construction, which
indicates that the war ensues 'for the sake of Helen', does not imply that the
speaker considers Helen to be responsible for the war as a result of her actions.
Instead, this construction signals Helen's status as a possession and a trophy to
be fought over. The poet of the Iliad goes to great lengths to ensure that this
incomparable prize should, in the end, prove worthy of the suffering she cost.

Despite the numerous references to her as the cause of the war, the Iliad
demonstrates a tendency towards withholding blame from Helen. Some of the
best and strongest evidence for this trend comes from the mouth of her father-in-

law, Priam, as he sits on the wall watching the activities below:

dedpo mdpor®’ Erbodoa, dthov Tékog, 1lev Euelo,
Sopa. 18 wpdtepdv 1e mdov wrovg TE Plhovg TE—
o¥ 11 pot oitin €66, B0l v pot oitiol eloty,

ol pot &ddpuncov mOAEHoOV TOAVSoKPLY "AYCLBV—

Come to me here, dear child, and sit by me,

0See e.g.,, Il. 8. 82, 11. 369, 505.
lgee e.g., Il. 4. 19, 6. 292, 7. 350, 355, 401.

12Gee e.g,, Il. 2. 161, 177, 356,590, 4. 174, 9. 339, 19. 325.
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so that you may see your former husband, your kinsmen, and those
dear to you—
for I hold that it is not you who are to blame, but the gods
who embroiled me in this mournful war against the Achaians. (II. 3. 162-5)

Helen's father-in-law, a man whose kingdom and family are at risk because of
hef, nonetheless absolves her of resporisibility for the war. He suggests, instead,
that the gods are to blame, relegating Helen's role to that 'of a pawn or victim.
Priam's view might not be considered to be representative of the general opinion
held of Helen at Troy; after all, she tells us that he and Hector were her only
" supporters at Troy (II. 24. 767-72). She claims that others in the city speak ill of
her but the poet does not provide us with any negative testimony other fhan her
own.13 The important point here, however, is that Priam does not blame Helen
despite her claims of responsibility.14

The words of the cicadas, the old men who accompany Priam as he sits on
the wall, help to clarify the dominant characterization of Helen's role in her

departure from Sparta by characters other than Helen herself. As Helen enters

their company the old men comment:

o0 vépeorc Tpdog kol EbxviLdog *Axonotg

To1fid GuL yovarkl ToAdV xpdvov dAyeo TAGYELV”
alv@dc dBavdrnot Befig elg dma Eotkev:

A% kol B¢ Toin mep 0o &v vuot vetcba,

und® fiv texéeoot 1 dmicow whno Almotto.

13 Both Collins 1988: 45 and Ebbott 1999: 4 point out that Helen is the sole source of blame for
herself.

141, 3.173-5. This passage will shortly be discussed in greater detail.
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The Trojans and well-greaved Achaians do not deserve nemesis
for long enduring suffering for such a woman;
terribly does she resemble the immortal goddesses when you look
at her face.
But though she is such a one, let her go and depart with the ships
Lest she remain behind as a grief to us and our children. (II. 3. 156-60)

This treatment of Helen places her in the 'woman as prize' category, mentioned
above.l® The warriors too are exempted from responsibility for the war because
they do not enact a breach of 4idds in fighting for a prize that will earn the victor
such kleos. Blame is, however, subtly assigned to Helen's beauty, the most
‘readily. discernible indicator of her worth.16 Her beauty is described as ainos,
'terrible’ in the way she resembles the goddesses. It is, therefore, not Helen as an
agent who is characterized as dangerous or evil, but her beauty which causes
men to do terrible things and which the old men wish she would take away.1”
Suzuki has suggested that Helen's "undecidability makes her a perfectly

ambiguous sign; the warriors read her as an emblem with antithetical

15 For parallels of this kind of treatment of the female one need only look as far as the girls
Chryseis and Briseis. At Il. 1.182-4 Briseis is described as a prize {geras) being offered in exchange
for Agamemnon’s loss of Chryseis. Briseis is described as geras again at II. 9. 111 and Chryseis is
alos identified by this term at I. 1. 118 and 120. At Il. 19. 246 Briseis is listed as one item amongst
a catalogue of goods being given to Achilles in reparation for Agamemnon’s ill-treatment of the
hero. Achilles recalls to Agamemnon the distribution of booty after the sack of Eétion whose
portion had been Chryseis (II. 1. 369ff.).

6Collins 1988: 44, points out that the cicadas "reject the possibility that the rationale for this war
is inadequate by evoking Helen's unique excellence in respect to beauty; but in their words is
implicit discomfort with this costly war for a mere woman."

17Clader 1976: 12 suggests that "the simile employed by the elders is thus an expression more of
Helen's effect on them than of any objective quality in her."
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meanings—beautiful as an immortal goddess but a baneful bringer of death."18

This formulation would seem to suggest that these two qualities are independent
of one another when, in fact, it is Helen’s beauty that is a baneful bringer of
death. Neither the old men nor any of the other characters (except Heleﬁ herself)
construct her as doing anything which might provoke such destruction other than
being beautiful. Helen is rendered a passive participant in the havoc her beauty
wreaks.

Apart from isolating her beauty as responsible for the tragedy of the war,
the old men also call Helen a p&ina (a grief), the word used by Hesiod to describe
" Pandora (Theo. 592). Although Helen is not demonized in quite the way that
Pandora is, there is still a powerful connection between the two women in their
bringing disaster as a result of their beauty. Though Pandora is described as
having evil intentions, a trait which gets her into trouble later on, it is her beauty
which excites Epimetheus into forgetting Prometheus’ orders and accepting the

treacherous gift from the gods:
Bobuo 8 £y’ dbavdrtovg te Beodg Bvnrovg T dvepdrovg,
g £i8ov §6hov admiv, Gunyavov dvBpdrolaLy.

wonder took hold of the immortal gods and mortal men

as they looked on the utter deception, irresistible to men. (Theo., 588-9)

Pandora is bedecked by the gods and fashioned in the likeness of an aidoiz

parthenos (Theo., 571-2; W & D, 71). The goddess Athena places a kaluptrg on her

185 zuki 1989: 19.
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head (Theo., 574). Here then is further reinforcement that the woman who is
aidoiZ can be identified visually. Pandora’s beauty and her resemblance to an
aidoig parthenos are described as being potent weapons. The danger, in Helen's
case, is not that she intends to employ her beauty as a weapon, but that she
cannot control its effects.

In order to determine properly the validity of the tradition which
identifies Helen as shameless, it will be necessary to examine not only what
Helen says about herself and what other characters say of her but also the degree
to which the poet constructs her behaviour as conforming to or deviating from
the model of the aidoiz gune. When Helen is summoned to the wall by Iris, the
meslsenger goddeés, Iris places in her a desire to see her former husband:

avtixe 8 apyevvijol koAvyapévn 606vnoLy

OpUaT’ €k OOACLLOLO TEPEV KOTOL AKPL YEOVGT,

ovK oim, oMo Tf ve xol dudinoror &6 Ermovro,
Atepn, IIitdfjog Buydtnp, K\vpévn 1e Bodnic:

And straightaway she covered herself with white robes

and rushed from the bedchamber pouring forth a delicate tear,
she was not alone, the attendants followed along with her,
Aithre, daughter of Pitheus, and ox-eyed Klymene. (II. 3. 141-4)

This is the same formulation that is used of Penelope when she goes before the
suitors in Book 18 of the Odyssey. As I showed in the last chapter, this type of
behaviour is indicative of a woman who possesses aidds. While we are not

explicitly told that Helen wears the kredemnon, the verb used to describe her
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activity is kalupto whose basic meaning is to 'hide' or 'conceal’. I also noted in the
previous chapter that this verb provides us with a synonym for kredemnon in the
kaluptre, whose function is to hide or cover the individual who wears it. ;Along
with this 'chastity emblem’, she also makes certain not to join the company of
men without her attendant women. This is a point which is mentioned again at
3.383-4 when Aphrodite goes to summon Helen to Paris' bedchamber where the
poet tells us that she is "encircled by a throng of Trojan women."

On the one occasion where Helen is compelled to do something which
constitutes a breach of aidos, she reacts as someone experiencing shame would
do. When Aphrodite comes to lead Helen back to Paris' bedchamber, Helen
claims that she will incur nemesis if she complies (II. 3. 410-11).* Normally, as
with Nausikaa, the acknowledgement that to proceed with a course of action will
provoke nemesis would cause a woman (or man) to desist in this activity. AsI
have shown in the case of Thetis, however, sometimes the code of aidos is
superseded by the demands of someone with higher authority.?? Though Thetis
was ashamed to go before the gods in her disheveled condition, Zeus requires
that she set aside 4id0s in the face of his need. In the same way Helen, though she
is conscious of the demands of aidos, is forced to subsume her own propriety to

the will of Aphrodite.2!

19 See Chapter Two 48ff. for discussion of this passage.
20 Cf. Il. 24. 90. See Chapter One, 16-17 for a discussion of this passage.

21Clader 1976: 15 too, views Helen as a victim in the face of Aphrodite's power. See Collins 1988:
54.
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This forced breach of sidos provokes a unique occurrence within the
poems: a sustained portrayal of a woman experiencing shame as an emotion.
Thetis' experience of shame is not emphasized, but rather it is minimized by
Zeus' sympathetic treatment of her. Helen, on the other hand, is forced to
recreate the moment of her shame which forever damaged her status as aidoiz.2
Helen's recognition of the shameful nature of what she is compelled to do signals
not that she is a shameful woman, but that "Helen in the Iliad is intensely aware
of shame, nemesis and the blame produced by her past actions."23

After voicing her unwillingness to continue playing the trophy and being

Aphrodite's pawn, Helen is finally frightened into compliance:

Bf & kotooyopévn Eovd Gpyfitt doetvd
ouyfl, ndoag 8 Tpoog Adev: Tpxe & Saipwv.

she went shrouding herself with her shining white robe
silently, and she was hidden from all the Trojan women, and the
goddess was leading her. (II. 3. 419-20)

This behaviour is not analogous to the scenes of women shrouding themselves
which I have discussed in previous chapters, but it is reminiscent of Odysseus'
weeping before the Phaiakians. Helen does not cloak herself here as an
indication of her modesty, but instead displays an emotional experience of
shame and a consciousness of the nemesis her behaviour will provoke from

others. It should be pointed out that, once again, the verb aideomai is not used to

22Collins 1988: 52.

23Ebbott 1999: 4.
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describe her emotional state. Both Helen and Thetis express concern for the
nemesis which they will incur. This expression is proscriptive and, under normal
circumstances, would prevent them from continuing along the proposed course
of action. Helen and Thetis, however, are not granted this privilege, but in both
cases their subsequent experience of shame is not expressed verbally. This trend
of avoiding explicit articulation of the feminine experience of shame takes on
special significance in the case of Helen. Apart from Helen's own avowal of
responsibility and her extremely negative self-characterization, the poet seems to
avoid passing judgment on her.

Homer does not have characters other than Helen condemn her because
they are invested in maintaining the value of Helen as a symbol of the war. At
the same time, the poet shows that Helen recognizes the lack of aidos that she
demonstrated both in her departure from Sparta and in her return to Paris'
bedchamber after his duel. Helen is shown to possess aidds but she is never
characterized as aidoie. The poet tries to show that Helen's behaviour is
consistent with that of an aidoiz gune or, at least, that she, unlike her husband,
knows aidos, without granting her the title of aidoig which she can no longer
legitimately own. In part, the poet does not divest Helen completely of this
qﬁality because, as I haw./e shown in the preceding chapters, the term aidoie
indicates much more than a woman's knowledge of shame. Aidoizis a title which
communicates a woman's worth and all of the qualities by which her worth

might be calculated. Thus, to characterize Helen's behaviour as totally deviant
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from that expected of an aidoiz gung would be to strip her of any value thereby
rendering the deaths and sacrifice undertaken on her behalf poiﬁtless and inane.
Helen is presented not as a woman who lacks 4idos but as a woman who
has enacted a breach of aidds. If Helen's character were to ignore her
transgression then she could more truly be describeci as a woman without aidds.
Helen most decidedly does not ignore her misdeeds. She regularly expresses her
own x}ery negative self-assessment, she claims responsibility for her role in
instigating the Trojan War and she exiaresses her feelings of shame over her
" involvement. I have shown elsewhere in this thesis that the feminine experience
of shame is rarely communicated through the use of the verb aideoma; instead it
is more regularly demonstrated through descriptions of physical reactions such
as covering or hiding. This will hold true for Helen as well. Rather than express
her experience verbally, she instead characterizes her state by explaining the
nemesis others must feel towards her. Alternatively, her shame is communicated
through a physical demonstration of this emotion or by her frequently voiced
wiéhes to be hidden, or, as an extension of this idea, to die. When she greets

Priam on the wall she says:

08016 té pol Eoat, ¢ike Exvpé, detvog e

dc Sderev BAvorTds pot Gdelv xokog onmdte dedpo
VIEl 6@ Exduny, 8dAouov Yvwiovs € Mrodoa
ROASE e TNAVYETIV Kol SumAkiny Epotetviiv.
GAAG T ¥ oDk Eyévovtor 1O kol KAaiovoo TETNKOL.

Dear father-in-law, you are to me both awesome and deserving
of respect
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how I wish that hateful death had been pleasing to me at that time when

I followed your son here, leaving behind my bedchamber and my
kinsmen

my daughter come-of-age and my lovely age-mate.

But these things did not happen; and I have wasted away in weeping.

(Il. 3.172-6)

Helen does not simply wish that she had not accompanied Paris, nor does she
wish that she had had the power to resist his charms. Her words make it seem as
though any form of resistance, other than death, would have been futile. Her
inability to resist Aphrodite’s whim at the end of Book 3 suggests that she may be
justified in this belief. Death would have amounted to the ultimate display of
aidos for her husband. When a character expresses a wish to die it is normally a
response to some current breach of 4idos. In Helen's case, her wish is not that
she had died as a result of shame but as an indication of her aidos. Aidos should
have prevented her from leaving with Paris even if prevention entailed her own
death. Where Helen only recognizes belatedly that death might have been
preferable to a life (;f shame with Paris, Penelope longs for this outcome when
she is confronted with the prospect of having to betray 4idos for a new husband
(Od. 20.61-83).2¢ This passage at once communicates Helen's desire to have died
in the past as an expression of aidds and, since this wish has gone unrealized, her

own present experience of shame.

24Collins 1988: 47 also notes the parallel attitudes of Helen and Penelope and remarks that this
desire for death "is an eminently decorous posture.”
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In Book 6 when Helen speaks to Hector she projects her desired death
even further into the past. Hector had been visiting Paris in order to shame him

into returning to the war. Helen stops him as he leaves:

dGep EUgio xuvOCg xoxounyovoy dkpuotoonc,
ag W 0¢ed’ fiuatt td Ote He mpdrtov téke piTnp
olyeoBaL podtpovoo koKt GvEuoto GoeAlo:
elg Opog 1 €ig xBpo roAvdroicBoto Baidoong,
gvia pe kB’ dndepoe mdpog Tdde Epyo yevéaOou.
adTOp Emel Tdde v dde Beol kokd TekpipovTo,
évdpog Enert’ dderdov dpeivovog elvan GkoLTLC,

~ 06 1i0n vépeoiv e kol oloyea mOAN' AvBpdmMV.
T0UTQ & oUT Gp vOv dpéveg Eunedol ot dp’ dricom
Eocovtol Td kot pv Encvpricecdon diw.
GAN Gye vOv, gloedOe kol Eleo TS &nl Siopa,
3Gep, Enel oe ndAloTo névoc Ppévog dpdtBifnkey
elvex’ EUElo kuvog kol "AAeEdvdpovn Evex’ dang,
olaty émi Zedg Ofike xoxdv pdpov, d¢ xol dnicom

avBpdnolot meAded’ doidipot Eocopévolot.

Brother-in-law to me, a bitch to be shuddered at, evil-contriving

how I wish that on that day when first my mother bore me

an evil blast of wind, picking me up, would have taken me away

to the mountain or to the waves of the roaring sea,

where the waves would have swept me away before these events
had taken place.

However, since the gods decreed these evil things,

then I wish that I was the wife of a better man

one who acknowledged nemesis and the many insults of men.

But there is nothing stable in this man's head now, nor will there

be in future; and I think he will suffer for it.

But come now, come and sit yourself in this chair,

brother-in-law, for this burden has weighed especially on your
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thoughts
for my sake, bitch that I am, and for the blindness of Alexander,
we on whom Zeus laid an evil destiny, so that hereafter
we will becorne a subject of song for future generations. (II. 6. 344-58)

Helen now wishes that she had been swept away, removed from sight, on the
day she was born. This statement seems to reflect Helen's awareness of the
danger of making herself visible. Clearly she is not suggesting that there was
something shameful about her as a baby. Instead, she wishes that some accident
of fortune (or perhaps not an accident but e;(posure by her mother) had removed -
her from the world so that she had never been seen. It was, after all, being seen
that got her into trouble in the first place. The epic tradition tells us that it was
Helen's beauty that caused her suitors to swear an oath to protect her future
husband's claim to her. It was the sight of her beauty that caused Paris to
abandon 4idfs in his seizure of her. A reader is prompted to wonder if Helen
was aé scrupulous as she might have been in reserving her beauty for her
husband. The poet gives no detail about the actual meeting of Helen and Paris
but only gives hints of the roles each played in the affair? Despite the poet's
reluctance to divulge this infbrmation, he does show us that Penelope's modest
attempts to conceal her beauty from her own suitors proved fruitless in the face
of Athena's machinations. Also, Helen does seem to indicate from her first
speech that it would have taken death to have maintained her aidos upon

confronting Paris with all the power of Aphrodite behind him.

255uzuki 1989: 36 points out that "the poet only portrays the present Helen and leaves her past
self a mystery. He represents Helen as an almost disembodied consciousness passively living out
the effects of her fatal act.”
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Helen has more to say. At lines 350-51 she proposes an altérnative wish to
that of her own death saying that she would have settled for a husband who
knew nemesis. This wish seems to be based on the assumption that the war and
the events leading up to it, i.e. her union with a man other than her husband,
were destined to happen. This is a curious wish since, presumably, any man
who stole the wife of a xeinos would be unimpeded by nemesis. Since her wish is
based on the assumption of the abduction/elopement as a given, her insult
seemsA to be directed at Paris' current behaviour. What she wants is a husband
who, despite his initial breach of aidos, wduld proceed in his future activities as a
man who knows nemesis. In short, Helen is making a subtle comparison with her
own behaviour since she has arrived in Troy.?6 Desl‘aite her breach of aidos in
running away with Paris in the first place, she has, henceforth, behaved as one
would expect of an aidoi€ gune, at least, in so far as she has been allowed by
Aphrodite.

Wishing that Paris were a better man is, however, secondary to her wish
that she had died before the events of the war had unfolded. Her own self-
condemnation through which she communicates her shame is particularly
significant in this speech. It is important to notice about this speech the diction
Helen uses to denigrate herself. Helen's experience of shame is indicated

primarily through her wish for death’but it is also suggested by the insults with

26Collins 1988: 47 suggests about Helen that "she means, obviously, to set herself apart from
Paris: for although she unquestionably had a part in the same evils as Paris, still Helen, in
contrast to him, now sees them the way Hector or any ¢iAog would."
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which she characterizes herself. In Book 3 she told Priam that she was kunopidos
(bitch-eyed; II. 3.180). In the passage quoted above she calls herself emeio kunos
kakomechanou okruoesses (a bitch to be shuddered at, evil contriving; II. 6. 344) and
again, emeio kunos (me, a bitch; Il. 6. 356). Margaret Graver argues that
"metaphors drawn from the kv group are a rather harsh form of abuse, one
which labels its objects as gréedy and potentially cannibalistic in the domain of
goods, or of fighting, sexuality, or speech."” She makes this argument in
opposition to the traditional assumption which sees dog-insults as being almost
synonymous with the term anaideis?® While I agree that "when applied to the
Helen of epic, such abuse strikes the ear as unduly powerful, inappropriate to
her character and actions,” I do not concur that Helen is characterizing herself as
greedy-for-men and that her self-slander must represent the voice of an
alternative tradition which condemned Helen through this type of abuse.?? It
seems to me unhelpful to understand the dog-insult as indicating greed or some
kind of metaphorical cannibalism in its target. Greed may be one manifestation
of an individual's noncompliance with the code of behaviour dictated by aidas
but it is a lack of aidos, generally, that is implied by this insult. Nowhere does
Helen articulate that her specific misdeed is a greediness for men, which,

incidentally, would indicate that she had a permanent character-flaw rather than

27Graver 1995: 53. Alternatively, see Clader 1976: 18-23 who argues that the insults ascribed to
Helen including those belonging to the kuon group indicate Helen's status as a symbol of danger
and death.

28Graver 1995: 44-5.

2Graver 1995: 53. For her discussion of the idea that Helen's self-denigration represents the
condemnation of an alternative tradition see 54 ff.
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that she had transgressed a certain code of behaviour in an isolated instance.
Instead Helen communicates her shame through her wishes to die and through
her nemesis at the prospect of reliving the moment of her transgression by
returning to Paris's b(;:d. Helen is aware that aidos should have prevented this
transgression but did not and therefore she accuses herself of shamelessness,
which is expressed through the dog-insult.

In fact, nowhere in either poem does anyone label Helen anaideiz. This
might seem somewhat surprising considering the dog-insults with which Helen
so frequently condemns herself, and the nemesis she expresses towards her own
actions. The term anaidzis is not applied to Helen because although it would
convey her shamelessness, it would also imply that she lacked all of the other,
positive traits that are indicated by the adjective aidoiz. To be without aidds is, for
a female character, not simply to lack shame. As I argued in the first chapter of
this thesis, the aidbi?guné‘ is a woman who possesses not only the capacity to
avoid deviant behaviour, but is one who has earned respect for qualities such as
her beauty, her efficiency at carrying out household tasks, her wisdom and her
overall worth and value as a wife, among other things. The dog-insults, while
certainly a harsh type of abuse, do not indicate the complete devaluation of their
target that is suggested by the term anaideie. The latter implies not 6nly a lack of
shame but also a lack of all the other qualities and attributes which make Helen a
valuable prize.

The maidservants of Odysseus, however, are labeled anaidei not only for

the initial lack of aidos which they demonstrated in sleeping with the suitors, but
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for the fact that this indiscretion lead them to abandon all of the other
characteristics and behaviours that indicate an aidoig gune. They no longer -
perform their household tasks, they are rude to guests, they no longer listen to
their superiors, in short, they have lost all value. Most mistakes or lapses of gidos

can be forgiven but complete abandonment of what this code implies for the

female can only lead to her compiete devaluation. It is for this reason that
Odysseus kills the maidservants.

One might have expected a characterization of Helen which revealed a
woman corrupted by the infiltration of a seducer, a woman who had abandoned
aidos altogether much like her sister Klytaimnestra, or like the maidservants of
Odysseus. This did not, however, suit the poet’s purposes. Homer’s heroine, the
object of this great war, needed to look and act like an aidoig gune even if he could
not openly name her so. Tradition left Helen open to the suspicion that she did
not properly respect aidds, and the poet acknc;wledges this doubt through
Helen’s own voice. He simultaneously gives expression to the doubt
surrounding Helen’s knowledge of aidos and reinforces his own claim that Helen
is very conscious of shame and possesses the qualities of an aidoie gung by having
Helen express nemesis towards herself. The poet cannot call Helen aidoié‘wiﬂloﬁt
drawing attention to the reality of her past, a question he leaves to one side.
Likewise, he cannot label Helen anm’deie?begause this would be to strip Helen of
any worth and therefore to question the legitimacy of the war and to undermine

the value system which the warriors supposedly fight to uphold.
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Helen in the Odyssey

Helen’s knowledge of aidds becomes more indeterminate in the Odyssey.
In the Iliad she represents the common goal and prize of the whole army, but the
Odyssey is a story of one man’s struggle for an entirely different prize. Aidoie
Penelope is the object of Odysseus’ quest and Helen becomes a foil against whom
the behaviour of Penelope can be judged. The Odyssey has little investment in
maintaining Helen’s status as a worthy prize, and instead it reveals that even
Helen, the most beautiful woman in the world, may not have been worth the
suffering she cost. As in the Iliad, her behaviour shows that Helen is attempting
to comply with the feminine code of aidps. The Iliad represents Heleﬁ as
acknowledging that she would become the subject of song, a song which would
never allow her to recover her good reputation; the Odyssey represents Helen as
actively attempting to re-write that narrative3 There is, however, less
conviction in her speech that she is to blame for the war. Alongside Helen’s
apparent attempts to downplay her responsibility, other characters in the poem

explicitly blame Helen. The combined effect of the testimony of Helen and

30Helen remarks that she will be a subject of song for future generations at If. 6. 358. Some
authors seem to characterize this song positively, as an expression of Keos. Collins 1988: 42
argues that "Helen will suggest to Hector that the suffering she has caused, the névog with which
Hector is burdened, might issue in some good; Zeus bestowed these sufferings so that they
might be preserved in song for future generations... At the very moment Helen condemns herself
as the cause of suffering, she links it to the idea of fame through song and thus not only expiates
herself but praises herself. She implies that the interests of the $iAor will in the long run be well-
served by this war.” Helen, in this passage, however, is clearly not suggesting that it is a positive
thing to be immortalized in song as an emblem of shame. Characters do not win Kleos for their
infamy. The type of song she fears is the sort assigned to her sister Klytaimnestra by the ghost of
her husband (Od. 24. 199-202). For commentary on Klytaimnestra’s song see Nagy 1979: 36-7,
§13n1, §13n3, §13n5 and 255, §6n1. See Chs. 11-14 for a broader discussion of blame poetry.
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others is to undermine any aspirations she might have for restoring her
reputation through her good behaviour. Helen is unable to escape the
implications of her departure from Sparta, the one action which represented an
attempt to govern her own narrative. As a result of this attempt to claim
subjectivity, she is forever denied the ability to regain the status she once
rejected.

Helen's behaviour in the Odyssey is not characterized by a great deal of
flourish. Her feelings of shame are not emphasized, nor are other indications of
her aidos, but they are nonetheless present. When Helen makes her first
appearance in the poem she is said to look like the goddess Artemis (Od. 4.121-2).
This is strange considering the intensity of her connection with Aphrodite in the
Iliad. This comparison seems to signal a shift in associations, especially since it
appears that Aphrodite's attention has shifted to Helen's daughter Hermione
who is said to possess the beauty of that goddess (Od. 4.14). It is tempting to
- read a great deal into this association since, for example, Nausikaa, an unwedded
virgin, is also, more understandably, compared to the virgin huntress (Od. 6. 150-
2). Rather than imagining that the poet is implying anything about Helen's
marital or virginal status, the éomparison should be seen to indicate, most
importantly, a departure from her ties to Aphrodite. For Helen, a woman several
times married, the significance of the association with Artemis may lie in the

implications of purity and sexual restraint within the context of marriage.3! It is

31Clader 1976: 29 notes that "Helen is likened to the goddess, then, through simile and through
the general brilliance which surrounds her, but also represents the perfectly loyal wife with her
homely attributes of spinning.”

L]
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unlikely that the poet intended the audience to assume any lasting connection
between Helen and Artemis, but the fact that it signals a separation from the
powers of Aphrodite would seem to indicate a new stability and decreased
volatility in Helen's character. Free from the empassioned clutches of Aphrodite,
Helen can now behave in a manner more appropriate to that of an aidoiz gune32
While this new association with Artemis indicates a change in behaviour
more in keeping with the code of aidds, it is perhaps less securely connected with
the profile of an aidoig gune than some of the patterns I have pointed out thus far.
One more recognizable way in which Helen demonstrates that she is a possessor
of aidds is that she brings attendants with her. When Helen makes her entrance
into the company of Menelaus and his guests, she is accompanied by three

female servants:

3 ¥

tfi & dp’ ap’ 'Adpriicn xMoiny edtuktov E0nxev,
’Adkinnn & TamrnTo dépev pnoAoxod &pioto,
dodm § apydpeov TdAopov dépe, Tov ol Edwkev

Adreste went with her and set down a well-built chair
Alkippe carried a blanket of soft wool,
and Phylo bore the silver basket. (Od. 4. 123-5)

Unlike Penelope’s appearances in which it is emphatically announced that she
enters the presence of men ‘not alone’ (ouk oié), and she speaks of the shame she

would feel if she did, Helen’s accompaniment is not stressed. Greater emphasis

32As Suzuki 1989: 64, has suggested "this shift in association from Aphrodite to Artemis seems to
signal Helen's transformation from a woman of passion to a chaste wife."
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is placed on the role of the attendants as porters than on the fact that by their
presence they help to preserve Helen's reputation.

Another indication of Helen's compliance with this feminine code of aidos
can be found at Od. 4. 305. Helen is described here as sleeping beside her
husband, Menelaus. Several times in the poems women are described in this
way and they are always identified as aidoig3® The importance of this parallel is
that the activity of sleeping beside one's husband is characterized as non-sexual. |
This image is intended to evoke associations of fidelity and stability, aidds for the
marriage bed, rather than the pleasures of lovemaking. This is a significant way
in which the poet signals to the audience that Helen adheres to the model of the
aidoiz gune while, at the same time, by omitting this adjective, tells the audience
that she has not earned this classification.

Helen's character is enhanced by her performance of everyday activities.
As I'have pointed out, Helen has attendants, and she dutifully sleeps beside her
husband. Helen also delegates household tasks (Od. 4.296), she is courteous to
her guests and provides them with gifts (Od. 15.100-26). The poet gives us
several clues by which we can gauge her behaviour against the standard of the
aidoig gune and she is shown to pass the test.

Just as in the Iliad, therefore, Helen is shown, through these small tokens,
to be in compliance with the established code of behaviour for the feminine. Not

surprisingly, Helen also continues to slander herself through the dog-insult:

%Gee e.g., I 6.249-50. For further discussion of this theme see Chapter One.
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EnElo xuvartdog elvex’ *Ayoiot
TABeD’ Hrd Tpoinv, nélepov Bpoctv dppoivovie,

for the sake of shameless me the Achaians
came beneath Troy, consumed with thoughts of strenuous war.
(Od. 4.145-6)

The self-denigration she displays here does not, however, strictly conform to the
model found in the Ilizd. Though she does call herself bitch-eyed, i.e. shameless,
the insult does not carry the vehemence or conviction that it did in the Iliad.3
This is, in part, due to the fact that whereas in the Iliagd Helen had emphasized
her own personal responsibility, here her- statement follows the common pattern
heinek’ emeio or heinek’ Helengs which, as I poihted out earlier, does not imply that
the war came about by any action on the part of Helen but only for the sake of
Helen as a prize that needed to be recovered. It would therefore seem that Helen
is accepting less responsibility for her role in the war than she had in the Iligd.
The posture of self-blame which Helen maintains in the Iliad serves to indicate
that she is conscious of shame. The departure from this posture in the Odyssey
seems to indicate a greater ambiguity in Helen’s understanding of 4idds on an
emotional level. ‘

In the Iliad the poet desired to have a Helen who could, through her
behaviour and attitude, prove a worthy prize. While Helen proclaimed her

responsibility for the affair, an attitude which highlighted her awareness of aidos,

the other characters tried to convince Helen (and perhaps themselves) that she

33uzuki 1989: 69 notices the same lack of conviction and force in Helen's self-directed insult.
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was a victim of fate and of the gods. In the Odyssey characters have had time to
analyze their losses, to meditate on the price they paid for the war. Achilles
memorz;bly tells us that he would rather be the lowest, most penniless peon alive
on earth than be king over all the shades of the dead (Od. 11. 488-491). Menelaus'
own brother, Agamemnon, was killed by Helen's sister upon his return home
from the war. If Agamemnon had not gone to Troy he would not have had to
sacrifice his daughter, Iphigeneia, and alienate his wifé. In order to recover
Helen, Menelaus has had to sacrifice his family and his dearest friends and not
only in 1ier but in death as well. As a special privilege for being Zeus' son-in-law,
Menelaus will spend eternity in the Elysian fields, forever separated from those
he loves (Od. 4.561-71)35

In the Odyssey, therefore, Helen has become something of a shadow of her
lliadic self. The recovery and possession of Helen proves less rewarding than
might be expected from such a costly prize. To begin with, Helen has apparently
been stripped of the gifts of Aphrodite. She now seems to be associated with
Artemis and sexual self-restraint, a characterization which is reinforced by the
fact that she lies beside her husband, Menelaus.3 Passion and eroticism, two of
the fringe benefits one might expect to gain from possessing the most beautiful

woman in the world and a favourite of Aphrodite, are lacking in the marriage of

3%Suzuki 1989: 63, points out that "Odysseus’ preference for mortality, together with the poet's
portrayal of Menelaus' melancholy life with Helen, qualify the attractiveness of Menelaus'
promised immortality; the eternal continuation of his present existence would be less than
unequivocally blissful.”

36 Austin 1994: 72, notes: "Helen is no longer wild; her status has been resolved. She is not wife
and mistress, but simply a wife; not Greek and Trojan, but simply Greek. Eros has been caged,
and Helen's vagrancy is over once and for all."
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Helen and Menelaus. In addition to this, we are told that Helen is now, quite
literally, barren (Od. 4. 12). Helen has given Menelaus only one child, a female
child, one who can bring no glory to her father through martial explc;its.
Menelaus' only male child was born to him by a slave woman (Od. 4. 12)3
Helen is unable to escape the repercussions of her one significant action. She is
forever determined by the single act of her departure from Sparta with Paris,
whether she left voluntarily or otherwise. Just as she can generate no new
children, so too can she generate no new identity. She can perform no action, she
can say no word which will redeem her or reclaim her status as an aidoiz gune.
Helen vainly attempts two different strategies for generating an identity
beyond her status as a symbol of the war, First, she tries to make her guests
forget. The whole group, Menelaus, Telemachus, Peisistratos and Helen, have all
already come to tears at the thought of lost companions. In an attempt to lighten

their spirits, Helen mixes a heart-easing medicine into the wine:

avtix’ dp’ &g olvov Bdde ¢dpuaixov, Eveev Emtvov,
vmeveEg T dyoAdv T, xaxdv EniAndov dmdvTav.
0¢ 10 xatofBpdleiev, Enel xpnTApt piyeln,

o0 kev &oMUéproc e PoAoL KoTd SGKpL mOpPELEV
008’ €l ol xatatedvoin pfitnp te notp 7e,

obd’ €l ol mpondpolBev Gdehdedv i didov vidv
xOAK® dideev, 6 & d¢BuAucicy dpdro.

Tolo Aldg Buydanp Exe ¢o'apuoucq HNTLOEVTOL,

37See Collins 1976:30-2 for an interesting discussion about the significance of the name of
Menelaus’ son, Megapenthes, for characterizing his father as being plagued by a great grief, a
grief, which is, in part, caused by Helen.
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£cOAa, to. ot IoAvdopvo mdpev, OAVOC ROPAKOLTLC,

Atyortin, tf] mhelota ¢péper (eldwpog dpovpo

dappaxe, TOAAG PEV E6OAG pepypéva, moAAG 8 Avypd-

straightaway she cast a drug into the wine which they were drinking,

a drug which banished grief and allayed wrath, causiﬁg one to
forget all evils.

the one who drank it, once it was stirred into the mixing bowl,

for that day would not shed a tear down his cheeks,

not if both his mother and his father were to die,

not even if, right in front of him, men killed his brother or

beloved son with bronze, and he witnessed it with his own eyes.

The daughter of Zeus had such helpful drugs in her possession,

good drugs, which Polydamna gave her, wife of Thon,

from Egypt, where the grain-giving earth produces so many
medicinals, many good mixtures and many baneful. (Od. 4. 220-30)

Helen'’s role as pharmacologist in this scene has often been understood to have
sinister implications. Suzuki suggests that "Helen's pharmakon is both "good and

malignant": salutary, in that it ensures rest from constant awareness... baneful, in
that it dulls consciousness—even of the loss of parents or the butchery of one's

brother or child before one's very eyes."3 Helen’s use of narcotics also inevitably
recalls the enchantment of Odysseus’ men by the drugs of the goddess, Kirke
(Od. 10. 213). Helen, however, can only emerge favourably from such a
comparison. Helen’s drugs are good drugs (esthls, 4. 228) and cause one to.
‘forget all evils’ (4. 221) while Kirke’s drugs are wretched (lugra, 10. 236), evil
(kaka, 10.213), and are described as causing one to forget one’s homeland

(lathoiato patridos aigs, 10. 236). Kirke is described as ‘thinking evil things in her

383uzuki 1989: 66.
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heart’ (kaka phroneous’ eni thumdi, 10. 317) whﬂe no such maleficent intentions are
ascribed to Helen who only wishes to entertain (4. 239).

Rather than highlighting Helen's sinister nature, the episode with the drug
rather serves to emphasize her ineffectuality3® Helen administered the drug in
an attempt to set the minds of her companions at ease, to help them forget their
sorrows and, therefore, her role as their emblem. The story she subsequently
tells about an adventure of Odysseus at Troy is an attempt to superimpose or
replace the negative reputation she has acquired with a positive account of her
continued loyalty to the Greeks (Od. 4. 235-64). Her tale has been labeled "self-
congratulatory” and this is not far wrong.40 Helen's goal, however, is not praise

for its own sake. Rather, Helen aims to reinvent herself, to rewrite her story.#

39Guzuki 1989: 67 suggests that "through these stories, the poet revises the portrait of the Iliadic
Helen in order to blame and hence to scapegoat her as the evil wife. To that end, he represents
Helen in Troy as sinister, destructive, and culpable and robs Helen in Sparta of any power to act
with consequence, thereby relegating her to the margins of his narrative. The poet associates
Helen with the lliad through these Iliadic stories told by and about her; by representing Helen as
at once evil and inconsequential, he thereby subverts the authority of the lligd.” First of all, the
poet of the lliad does not allow Helen the 'power to act with consequence’. Though she is
portrayed more favourably, largely through the poet's emphasis on denying her responsibility for
the war, she is characterized, perhaps even more explicitly, by her passivity. Itis only in these
'Tliadic' episodes, related in the Odyssey but never in the [liad, that Helen might be shown to have
some power to act with consequence. If these two stories are examined more closely, however, it
becomes clear that they are characterized, in the first case, by inactivity and, in the second story,
by ineffectuality. Her tale about her encounter with Odysseus shows us that her significant
action was not to speak. She did nothing and the effect was that it was a non-deed that went
unrecognized in the lliad and which is devalued in the Odyssey by Menelaus' tale. In the second
story, her attempts to act with consequence similarly fail since Odysseus defeats her ploy. The
poet of the Odyssey does not subvert the authority of the llizd because both poems represent
Helen as being incapable of any action which might restore her reputation.

405y zuki 1989: 68.

4Doherty 1995: 86 points out that "Helen, while ostensibly telling a story in praise of Odysseus,
also seeks to revise her own story, to promulgate a new Keos for herself." See also Bergren 1981:
208: “her aim, it appears is not only the kleos of Odysseus, but also her own “fame” among the
assembled men.”
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She tells of a time when she met the disguised Odysseus who had secreted his
way into Troy and how she alone recognized him underneath the filthy rags of a
beggar (Od. 4.245-50). Helen bathed him, questioned him and swore a great oath
not to denounce him to the Trojans (Od. 4. 251-4)2 And when Odysseus
proceeds to slaughter a large number of Trojans on his way out of the city (Od. 4.

257-8), Helen tells us that:

Eve’ daron Tpopol MY Ekdkvov: odrap Euov kfip
xoip’, Emel 5N ot xpadin tétpomto veéecOot

&y olk6vd, danv 8t petéotevov, v *A¢poditn
8@y, bte W’ fyoye xeloe ¢plAng dmd matpidog aing,
noidd T EuTV voodrocopuévny 8dhapdv e méoLV TE
o Tev devdpevov, ot dp dpévag obte T £ldog.

then the other Trojan women cried out in a loud vbice; but my heart

rejoiced, since by now my heart had turned toward going

home, and I grieved for the blindness, with which Aphrodite

had afflicted me, when she led me there away from my beloved
homeland,

having left behind my child, my bedchamber and my husband

a man who lacked neither for brains nor for good looks. (Od. 4. 259-64)

Helen aligns herself with the Iliadic theme of limiting her responsibility by
assigning blame to another party. In the Iliad, however, though she does blame

the manipulation of Aphrodite, she also claims explicit responsibility in saying

42Helen's bathing of Odysseus should not be understood to carry any sexual implications.
Women in the poems, as we saw in the last chapter, regularly bathe men under the pretext of
hospitality. Austin 1994: 79-80 suggests that Helen and Odysseus may have had a sexual
encounter during their meeting at Troy.
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that she followed rather than that she was led4 It was the task of those around
her to absolve her from blame while she condemned herself, an approach which
highlighted her awareness of aidos. Here, however, she downplays her own
responsibility and stresses her loyalty to the Greeks. The combined effect of this
statement does not fulfill Helen’s purpose of presenting a positive revaluation of
herself. Instead the displacement of blame i;rom herself indicates a compromised
understanding of 4idss. In addition, this profession of love for the Greeks is out
of place. The mark of a woman'’s aidds is, after all, demonstrated through loyalty
to her husband and oikos, and at the time of Helen’s story, her husband is Paris
and her extended oikos comprises the very Trojan women whose grief she does
not share. Helen is attemp.ting to show, with this story, a continuity in her
loyalty to Menelaus and the Greeks which would be in line with the rape
scenario offered in the Iliad, but she herself admits that her loyalties had, at some
point during her time at Troy, lain with the Trojans (260). Helen, therefore,
demonstrates that she not only committed a breach of 4idos in abandoning her
loyalty to Menelaus, but that she also abandoned her loyalty to her second
husband while she remained in his ofkos. In attempting to display that her
commitment to Menelaus and to aidds was only interrupted by the atz sent by
Aphrodite, she instead reveals the ephemeral nature of her fidelity.

This presentation of Helen raises a great many questions. For example:

How did this mendicant Odysseus come to be received in the royal

house and bathed by none other than Helen herself? Earlier it was

3Helen tells us that she followed Paris at Ii. 3. 174. She blames Aphrodite at II. 3. 399ff.



112

servant women who bathed Telemachus and Peisistratus. What was

~ Helen doing bathing a naked beggar? Why did Odysseus permit
himself to be bathed, anointed and clothed by a woman whose earlier
recognition and questioning he had to elude? Why is it necessary to
omit the answers to these questions, if Helen’s “good drug” can cure
any negative side-effects of the story? And, indeed, what in Helen's
story would be lugros without the “good drug” and for whom?
Would Odysseus’ victory by violation of xeniaz be shameful to Tele-

machos?4

These are some of the questions Ann Bergren asks of this passage and she
follows them with another sequence which focuses on the supposedly sexual
implications of the bath# First of all, as I have shown elsewhere in this thesis,
the fact that Helen bathes Odysseus should not be surprising. On numerous
occasions guests are bathed by female members of the household and though
Bergren points out that it is the servants who bathed Telemachos in Menelaos’
home, it is Nestor’s own daughter, Polykaste, who bathes him when he visits that
man in Pylos (Od. 3. 464-8). Also, though it is more frequently the case that
servants attend to this task, Helen, recognizing Odysseus and feeling partisan to
the Greeks, wants to question him alone, so it is natural that she would be the
one to bathe him. Furthermore, Helen does not administer the drug in order that
she might tell them a grievous story, she does so in order to relieve the grief

already present. By removing their pain she hopes to put in its place a happy

44 Bergren 1981: 208.

45 Bergren 1981: 209.
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story which will earn both herself and Odysseus kless. Answers could be
provided for all of these questions demonstrating that Helen's behaviour is
actually in compliance with the feminine code of 4idgs. The danger with Helen is
that she appears to be an aidoig gune both for her physical beauty and for dutiful
attention to her domestic tasks. Her noncompliance with this code or, at le:ast,
doubt about her noncompliance, is only revealed in what people say about Helen
and, in the Odyssey, this includes what Helen says about herself.

To further compound the doubt about Helen’s allegiances Menelaus
follows her tale with one of his own (Od. 4. 266-89). He recalls how, in an event
which took place after the time of Helen's story, Helen attempted to make the
Achaians betray themselves from their hiding-place inside the wooden horse:

NABeg Enetto, ol keloe xedevotpevol 8¢ o’ Euedde

daipwv, 6¢ Tpaeoolv éﬁoﬁ?xaro k0dog OpéEoit’

kol ot Anigofog Beocikerog Eonet’ lovom.

Tpig 8t meploteribog koilov Adyov cudoapdooc,

gx & ovovaxAidny Aavadv dviuoaleg dpioTtovg,
TEVIOV *Apyelov owviyy iokovs dAdyoioty.

And then you came there; a god must have compelled you
who wanted to confer glory on the Trojans
and godlike Deiphobos accompanied you when you came.
Three times you walked around the hollow hiding-place,
touching it with your hands,
you called on the best of the Danaans by name
imitating with your voice the wives of all the Argives. (Od. 4. 274-9)
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Menelaus' story seems openly to contradict Helen's assertion of restored loyalty
to the Greeks. He does, however, suggest that her agency may have been limited
by the intervention of a god. The phrase ‘keleusemenai de s’ emélle' conveys the
idea “it is likely that you were compelled’. Menelaus does not express a great deal
of conviction about the probability of divine intervention, but Helen is his wife
and it would not be appropriate for him to suggest too openly that he doubts her
claims of loyalty to the Greeks. He does, however, mention another source of
motivation for Helen’s renewed support of the Trojans. The epic tradition
informs us that Deiphobos became Helen’s husband after the death of Paris. The
return of Helen'’s loyalties to the cause of the Trojans may stem from the fact that
by this time she has a new husband, one who, unlike the unsatisfactory Paris,
perhaps is a man conscious of 4id0s and nemesis. The purpose of Menelaus’ tale
is, in the minds of many, to catch Helen in a lie. Menelaus tells Helen, however,
that:

vol 87 tabtd ye movto, yovor, KaTe Loipov EELTEC.

in all of these things, wife, you speak appropriately. (Od. 4. 266)

Menelaus’ words reveal not that Helen was lying but the more disturbing truth
that Helen’s loyalties are ever mobile, never fixed or secure.

In the Iliad, though Helen communicates her dissatisfaction with Paris and
even her wish that she could have married a better husband, there is never any
suggestion that she would betray her loyalties to her present oikos. In fact, when
Helen suggests that she would prefer to be married to a man who knew nemesis,

one is forced to remember that this is the type of man she left behind. Menelaus
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is not named because this would suggest that Helen's loyalties were not with the
Trojans, which would undermine her relationship to 4idds. The great affection
she expresses for Hector and for her father-in-law, Priam, signals her connection
to the Trojans where her marriage with Paris cannot4 While there is some subtle
hint, in the Iliad, that she might wish to return to her former husband, there is no
suggestion that she would betray the Trojans. In the Odyssey, despite her
outward display of aidds, her worth is undermined by the fact that her aidas has
been shown, time and again, not to withstand the ultimate test of loyalty to her
husband and his oikos, whether he be Trojan or Greek.

In contrast to Helen's diminished sense of moral responsibility, other
characters seem to blame Helen more explicitly.¥” Odysseus, when he visits the
entrance to the underworld to speak with the shades of the dead, speaks with the
ghost of his friend Agamemnon. After hearing of the treachery his friend met

with at the hands of his wife, Odysseus sympathizes:

& mémot, 7| néAa 31 yovov *Atpéog edpiona Zedg
ExmayAg ExOoipe yovoakeiog Sid BovAidg

&€ apyfic “EAévng ptv dmwAdued” eivexo modhol.
oot 8¢ Khvtoupviiotpn ddiov fiptue tnAadd’ E6vr.

How misfortunate, that far-seeing Zeus has been specially hostile

46The scene between Hector and Helen in Book 6 (343-68) demonstrates, in a small way, the
affection Helen feels for Hector. Her feelings are suggested more strongly in her funeral lament
for him at II. 24. 761ff. Helen and Priam demonstrate their reciprocal affection at Il. 3. 162ff.
Helen also mentions her fondness and gratitude towards her father-in-law in her lament for
Hector (11. 24. 770-1).

47Suzuki 1989: 68 argues that the Odyssey's poet "diverges from the Iliadic poet who declined
from scapegoating Helen and reinscribes the scapegoating of Helen by the Iliadic warriors."
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to the offspring of Atreus through the plans of women

from the beginning; many perished for the sake of Helen,

and while you were far away Klytaimnestra plotted treachery
against you. (Od. 11.436-9)

Odysseus, too, uses the heineka Helenes construction which, as I have said, does
not imply blame. This is not, however, all that Odysseus has to say. He suggests
that Zeus has punished the house of Atreus through the plans of women. Zeus
should not be considered to have made any direct intervention. Even where
blame is attributed directly to the gods it does not preclude the responsibility of
mortals. Qdysseus is, therefore, placing blame squarely on Helen's shoulders. In
fact, he not only suggests that Helen is responsible for a momentary lapse of aidos
or reason, but also that her involvement was premeditated. She is compared to
her sister Klytaimnestra who planned the murder of her husband. Odysseus’
comment is the most pointed assertion of Helen’s culpability to be found in the
poems other than Helen’s own statements. This cannot be an unexpected
response since Odysseus is still suffering the consequences of what he construes
to be Helen’s action. While Helen, now restored to her place in Sparta, attempts
to recover her good reputation through her behaviour and her attempts to
downplay her responsibility, Odysseus undercuts her efforts by dictating the
terms of her song. The weight given to any pronouncement made by Odysseus
himself, since the Odyssey is, after all, his song, cancels out Helen's attempts to

regain the status of an aidoig gune:®# Odysseus determines the song to be sung

48 Holmberg 1995: 104 argues that “Penelope’s, and female, narrative desires are consistently
overcome or appropriated by the narrative desires of the males, particularly Odysseus...”
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about Helen to future generations: Helen, alongside her sister Klytaimnestra, will
serve only as foils for Penelope. Odysseus has particular reason, at this moment
in the narrative, to condemn these sisters since Helen represents the reason
Odysseus had to leave and has not yet arrived home while Klytaimnestra
represents a potential conclusion to his own imminent homecoming.

In contrast to the conviction of Odysseus’ blame of Helen provoked by the
frustrated delay of his homecoming, Penelope’s comments about Helen arise in
the happiness brought about by the fulfillment of Odysseus’ objective. As a
result, her words seem to pass a milder sentence on Helen4 When Penelope
and Odysseus have finally acknowledged their recognition of one another,

Penelope feels the need to explain her caution in trusting her long-lost husband:

odTap P VOV Lot 168 xddeo undt vepfooa,
obvekd ¢” 00 10 npdrtov, &nel 1dov, @Y S&ydrnoo.
ciel yap pot Bvpdg Evi otiifecot didotoy
épplyer pij ic pe Bpotdv dmdgorto Enecowv
EABAV- OAAOL Y&p kok( képdea. PovAedovoty.
oLdE kev "Apyein ‘EAévr, Ald¢ Exyeyavio,
Gvdpt mop’ GAAOSom® Epiyn MAGTNTL KoL OV,
el 160 6 v adtig dprfior vieg *Axoudv
GEéuevor olcdvde ATV E¢ mortpld’ EueAdov.
v & 7 tou péEon Bedg dpopev Epyov derkéc:
tnv & dtnv od npdobev £ EykdtBeto BLUY
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495chein 1995: 25 suggests that "this is the most sympathetic thing anyone in the Odyssey says
about Helen." Felson-Rubin 1994: 39 characterizes Penelope’s response as ‘uncommon empathy
toward the adultress’.
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Therefore do not now feel anger or nemesis towards me

because I did not greet you, when I first saw you, as I do now.
for always the spirit in my devoted heart

was fearful that some man would come and beguile me

with words; for many people contrive evil plans.

For Argive Helen, daughter of Zeus would not have

made love to a foreign man in a sensuous bed

if she had known that the warlike sons of the Achaians

were fated to fetch her back again to her dear home and fatherland.
A god prompted her to do this disgraceful thing;

and never before had such a grievous madness entered

her heart, out of which sorrow first came upon us. (Od. 23.213-24)

Penelope’s speech is quite complex in structure. It delivers a tripartite
assessment of blame targeting an unknown seducer, Helen, and a god. She cites
three separate causes for Helen’s departure from Sparta, each one totally
independent of the last: that is, none provides sufficient explanation for the
others.’0 Her initial words explain her fear of being seduced by ‘some man’.
Penelope seems to be alluding to Paris as the type of man who seduces married

women.?! She does not mention Paris specifically because a) Paris is now dead

%0 See Katz 1991: 1824 for a succinct discussion on the problematic nature of this passage. Since
antiquity scholars have argued that this is an interpolation and have suggested numerous
emendations.

51 Marquardt 1985: 42-3, 46-7 argues that this reference to ‘some man’ does indeed recall Paris
and compares him to the suitors, Roisman 1987: 60-1 disagrees with this conclusion saying that
Penelope did not fear seduction by a suitor but by an imposter who might claim to be Odysseus
rather than pursuing his courtship under his own identity. “Nor does the phrase xoxd képdea
BovAetovoty connect Paris with the suitors, for nothing in the text indicates that Paris used
hypocrisy, simulation or guile to seduce Helen, or that she was unwilling (61).” Katz 1991: 184
accepts Roisman’s argument. Roisman is correct in pointing out that the text does not suggest
that Helen was unwilling but Penelope does indicate that Helen was not acting entirely under her
own capacity (2224). As for Paris, there is nothing in the text to indicate that he did not use
‘hypocrisy, simulation or guile’. This is the crux of the matter; Homer does not describe for us
the scene of Helen and Paris’ first meeting. He does not overtly delineate who was the instigator
in their departure nor whether all parties went willingly. Itis left to the audience to interpret
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and b) she was not afraid that Paris himself would appear as her seducer.
Nonetheless, one can hardly overlook the -allusion specifically when it is then
strengthened by Penelope’s mention of Helen.

The mention of Helen directly after Penelope expresses her fears about
seduction in an apparent reference to Paris leads the audience to expect that
Helen is to be exonerated by being portrayed as a victim.52 Pehelope, however,
does not fulfill our expectations. She does not proceed to suggest that Helen
would not have gone to Troy if she had not been seduced, but instead she
proposes that Helen would not have gone if she had known she would be
caught.5® The previous discussion of seduction is not, therefore, offered as an
explanation for Helen's behaviour and blame is not removed from her. If this
seeming allusion to seduction by Paris does not offer an excuse for Helen, then
one might expect from the phrasing of Penelope’s story and from her proposed

aim (removing suspicion from herself) that she would provide some other excuse

which scenario individual characters believe to have taken place. Paris’ evil intentions, therefore,
to which the phrase kaka kerdea bouleuousin could easily refer, in addition to the placement of the

' description of this seducer, as an introduction to the error of Helen, should be sufficient reason to
believe that Penelope is, at least, hinting at Paris and is comparing him to the behaviour of her
present suitors or some other, hypothetical, suitor.

52 Felson-Rubin 1994: 40 suggests that “Penelope exonerates Helen to exonerate herself.” Katz
1991: 185 also argues that Penelope exonerates Helen.

53 Williams 1993: 81-2 notes that "if everything depended on the fear of discovery, the
motivations of shame would not be internalised at all. No one would have a character, in effect,
and, moreover, the very idea of there being a shame culture, a coherent system for the regulation
of conduct, would be unintelligible.” Penelope's phrasing, then, could serve to suggest that Helen
does not possess an internalized set of values but only determines whether something is right or
wrong through the reactions of others. This would place Helen's morality on somewhat
ambiguous grounds.
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for Helen. Instead, Penelope seems to stress Helen’s agency and her limited
understanding of aidds.

First of all, Penelope expresses the seemingly odd notion that Helen was
ignorant of the consequences of her actions.> Though the poet of the Odyssey
does not mention the pact that was made by Helen's suitors (to support- her
husband-to-be against potential abductors such as Paris), it is hard to believe that
the poet would suggest that Helen was unaware that the Achaians would follow
her. What Penelope seems to be suggesting, therefore, is that Helen did not
expect the Achaians to pursue a woman who had submitted willingl)lr to sex with
a man other than her husband. Penelope assumes Helen’'s consent, her active
participation in the flight from Sparta. Based on. that assumption, she suggests
that Helen too was conscious of her own agency, and believed that the fact of her
complicity would devalue her to such an extent that she would not be worth
retrieving. She is suggesting that Helen did not expect them to try to retrieve a
woman who had demonstrated such an egregious offense against aidos. This is,
of course, why the Iliad needed to insist on Helen’s lack of agency.

Furthermore, Penelope’s subsequent assignation of blame to a god does
not remove responsibility from Helen. Though a god prompted Helen to act
(rhexai), act she did. The fact that blame is attributed to a god only after Helen

has been shown to be culpable, in her own right, weakens this assertion and

54 Felson-Rubin 1994: 39-40 suggests that Penelope insists upon Helen’s ignorance of the
consequences of her actions because of her own guilt over her ‘near betrayal’ of Odysseus. She
asserts that “Penelope reinterprets Helen’s betrayal of Menelaos in order to argue that any
woman might unwittingly betray her husband. To accentuate the similarity between their two
situations, she veils a conspicous distinction: Helen abandoned Menelaos out of sheer desire, but
if she, Penelope, had betrayed Odysseus, it would have been unintentional.”
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renders it insufficient to negate the blame already placed on Helen. The result of
this seemingly fractured assessment of Helen’s predicament is not to remove or
lessen the blame of any one party but rather to assert independent culpability for
each. One expects Penelope to excnerate Helen in order to communicate to
Odysseus the degree of her vulnerability while he was away. Penelope chooses
instead to highlight the degree of her own stability and the strength of her
aidos 55 The allusion to Paris, therefore, is not intended to point out that Helen
was helpless in the face of a single seducer but to remind the audience that
Penelope has successfully resisted the temptation of fifty.5% Penelope’s
explanation of Helen’s motivations suggests her belief that Helen was not a
woman who was ignorant of the consequences of her actions but is one who
displays a moral ambiguity, an uncertainty about her awareness of aidos that
magnifies and places in high relief the moral integrity of aidoie Penelope. %

Penelope’s request to Odysseus that he feel no nemesis towards her is not

%5 Roisman 1987: 64 rightly suggests: “Moreover, by mentioning her cautious welcome of her
husband, Penelope indicates how careful she was in greeting other strangers whose identity was
in doubt, and she vividly shows the care she took to maintain her chastity. The motif of chastity
culminates in her reference to Helen, who was accepted back despite her infidelity...”

56 Contra Felson-Rubin 1994: 40 who suggests that these lines reflect Penelope’s own mental state,
her guilt about “where her flirtation with remarriage might have led, and how she barely escaped
marrying a suitor, with her husband so near at hand.”

57 Schein 1995: 25 argues that "in light of Penelope's comment, it might be more accurate to say
that in the end the poem leaves the question of Helen's moral responsibility and even the moral
status of adultery open and in doubt, however it may tempt a listener or reader to share in the
majority judgement against her and her behavior." I would suggest, however, that Penelope is
very clear about the moral status of adultery and that she does not, in fact, excuse Helen’s
behaviour. What does remain ambiguous is Helen’s moral status since although the characters of
the Odyssey do not exonerate her, neither do they devalue her completely in part, perhaps, for the
sake of her awesome beauty, in part, because she is the wife of Menelaus.
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intended to indicate that she has done anything wrong. Instead it acts as a
device through which she can introduce an encomium to herself. Penelope
compares herself to Helen in order to display not her similarity to her cousin but
to show how greatly she surpasses her in her knowledge of aidos.

The presentation of Helen in the Odyssey is far less coherent than the
character revealed in the Iliad. In the Ilisd we are offered two different
perspectives on Helen: her own and that of everyone else. These two
perspectives, however, together help to establish a unified portrait of a woman
who is conscious of aidds. In the Odyssey Helen’s relationship to aidos is
persistently questioned. Though Helen puts on a display of aidos through her |
behaviour and through the weak echoing of her Iliadic insistence upon her
culpability, nonetheless, her limited understanding of the feminine code of aids
becomes ever more apparent to those around her.

Helen looks as though she is chastely restored to her appointed place at
Menelaus’ side but Helen also seemed to be an gidoig gunz before she left Sparta,
a fact to which Penelope attests (Od. 23. 223-4). The pair of tales told by the
couple underline the fact that Helen’s loyalties continued to shift even while she
was at Troy. Odysseus’ subsequent condemnation of her through comparison to
her sister communicates the authoritative position on Helen’s involvement in the
exodus from Sparta, characterizing her as a subversive element attempting to act
out her own narrative desires. Finally, Penelope’s subtle denunciation of Helen
(which amounts to praise of herself) demonstrates that Helen cannot recapture

her status as aidoiz in a poem in which Penelope is the prize.
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CONCLUSION

This thesis has revealed that current scholarship on the subject of aidos
proves insufficient to the task of defining an appropriate model for its use in the
context of the feminine. To date, studies of this abstract noun and its network of
related terms have focused on its significance in delineating the parameters of a
‘shame’ or ‘honour culture’ which is largely based on a masculine, warrior ethic.
For female characters, however, aidos indicates a standard of behaviour against
which feminine worth can be assessed. Unlike their heroic male counterparts,
female characters in the Iliad and the Odyssey are expected to internalize aidos
fully as an infrinsic part of the self. The adjective aidoiZindicates a woman who is
shown to possess gidds. A female character who possesses aidds does not possess
shame. On the contrary, she has a deep and intrinsic awareness of her
vulnerability to 'the shameful' and she establishes barriers to insulate herself
from the possibility of commiting a breach of aidds. Among the things included
in the category of 'the shameful' are, most importantly, sexual infidelity, an
unwillingness to perform domestic duties and also, physical unattractiveness.
The term aidoie is a form of praise indicating that a woman is valuable, as a wife,
as a potential wife or as a trusted servant.

The ar_ltithesis of this model is the woman who lacks aidos, the anaidefé’

gune. This woman is not sexually faithful to her husband or master, she balks at
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her tasks and disobeys orders; if she has beauty she does not preserve it for the
appropriate male but exploits it to pursue her own sexual desires. In order not
to validate the desires of these deviant females nor to allow their misplaced
usurpation of subjectivity to disrupt the plots of the male characters, the Homeric
poet giveg them little represer{tation. He also largely refrains from depicting
female characters undergoing an experience of shame. Even where a woman is
described as feeling ashamed, she has usually committed a breach of aidos
against her wishes, indicating her knowledge of 4idds and her desire to conform
to the standards of its code.

A more common presentation of the female can be found in the frequent
physical demonstrations of a woman's aidds. Typical behaviour for a person
experiencing shame is actual physical concealment through covering or hiding,
When, however, a female character in the poems covers or sequesters herself, she
is most often erecting barriers. She bounds and delimits herself, signalling a
recognition of her vulnerability to breaches of aidds committed both by herself
and by others. On those occasions, therefore, where nudity is to be expected,
either in scenes of bathing or sex, the aidoig gung must take special precautions to
ensure that only the appropriate parties witness her unclothed body. Strict
privacy must be insisted upon in sexual scenarios and in fhe context of bathing;
danger of revelation is negotiated by the presence of female attendants and
preferably by a remote or enclosed location. |

The third chai::ter of this thesis confronted the ambiguity represented in

the figure of Helen. Helen fits neatly into the category of neither the aidoie gunz
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nor the anaideiz gunz. The Iliad and the Odyssey, therefore, find distinct ways to
negotiate her préeminence among women despite uncertainty about her
compliance with the code of aidos. The strategies of both poems centre on the
question of Helen's agency, on whether Helen left Sparta with Paris willingly or
otherwise. Neither the Iliad nor the Odyssey gives an account of the meeting of
Helen and Paris. The texts allow, therefore, ample opportunity for interpretation
regarding Helen’s responsibility. In the Iliaci, male voices (the only voices to
speak on the issue of Helen's culpability other than Helen herself) exonerate her
from blame. By stressing that Helen was unwilling to leave, in other words, that
she was raped, these male voices reinforce Helen's value as a prize since, in this
construction, she did not attempt to exercise her subjectivity and she did not
commit a breach of 4idos. To complement this attitude, Helen repeatedly asserts
her responsibility for the war, a posture which demonstrates that she is conscious
of aidos, that she has correctly identified 'the shameful' and that in future she will
erect the appropriate barriers in order to prevent further transgression. Helen's
behaviour in the poem reinforces the impression that she is attempting to
conform to the model of the aidoie gune through cloaking herself and
surrounding herself with other emblems of her chastity.

- The Odyssey is not so sympathetic to Helen. This poem venerates
Penelope, the ultimate incarnation of the aidoiz gung. Helen can only suffer by
comparison to such a model, and she does. The poet of the Odyssey does not go

so far as to label Helen anaideig, perhaps from a reluctance to characterize the

prize of the lliad as completely valueless, particularly since she is now restored in
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her position as wife to a Greek hero. The irrepressible question arises, however,
about whether Hélen can comfortably or meaningfully be reinstalled in her
former life when the markers, the gestures of aidos by which she was previously
identified and known, have all been rendered ineffective by her earlier betrayal
of that same identity. Characters of the Odyssey, other than Helen herself, do
understand Helen's behaviour as betrayal, unlike their Iliadic counterparts. She
is constructed as an agent, subjectively creating and pursuing her own narrative
desires. Helen's own attempts to regenerate an identity as an aidoie gune prove
futile. The danger of Helen's beauty, both to herself and others, is contained in
the Odyssey by her measured devaluation. Helen is placed in limbo without any
useful labels which could allow her to recede into an acknowledged category.
Instead, she is unmarked, which means that the characters around her are ever
on the alert to signs of noncompliance.

The vigilance that Helen elicits is re.ally only a heightened form of the
vigilance directed at all female characters at all times within the poems. The
constant concern that an attitude of 4idds be displayed not only by Helen but by
every Homeric female is clearly yet another manifestation of the Greeks’ general
ideological perspective towards women, i. e. that they are vulnerable to' or
actively prone towards types of behaviour which must be prevented, in the case

of the construction of aidds, through the implementation of this moral imperative.
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APPENDIX

The following is a list of terms that have been relevant to this study. Icite
here all of the occasions in which the terms appear in a specifically feminine

context.

aidos

II. 24.111 - Thetis
Od. 8. 324 - goddesses ~ (Ch. 2: 53)

aideomai (aideo)

1. 22. 82 - Hecuba - (Ch. 2: 44)

I1. 24. 90 - Thetis - (Ch. 1: 17)

Od. 6. 66 - Nausikaa

Od. 6. 329 - Athena

Od. 16. 75 - Penelope

Od. 18. 184 - Penelope - (Ch. 2: 70)
Od. 19. 527 - Penelope

idoiz

II. 2. 514 - Astuoche - (Ch. 1: 37)
11. 6. 250 - wife - (Ch. 1: 25)

Il. 14. 210 ~ Hera - (Ch. 2: 48)

II. 18. 386 - Thetis

I1.18. 394 - Thetis - (Ch. 1: 34)
I1. 18. 425 - Thetis

11. 21. 460 - wives - (Ch. 1: 26-7)



I1. 21. 479 - Hera - (Ch. 1: 32)

Il. 22, 451 - Hecuba

Od. 1. 139 - tamie - (Ch. 1: 28, 29)
Od. 3. 381 - Eurydike - (Ch. 1: 30)
Od. 3. 451 - Eurydike - (Ch. 1: 30)
Od. 4. 55 - tamig - (Ch. 1: 28)

Od. 7. 175 - tamiz - (Ch. 1: 28)

Od. 8. 420 - Arete - (Ch. 1: 36)

Od. 10. 11 - wife - (Ch. 1: 26)

Od. 10. 371 - tamiz - (Ch. 1: 28)

Od. 15. 138 - tamie - (Ch. 1: 28)

Od. 17. 94 - tamig - (Ch. 1: 28)

Od. 17. 152 - Penelope - (Ch. 1: 36)
Od. 17. 259 - tamieg - (Ch. 1: 28)

Od. 18. 314 - Penelope - (Ch. 1: 36)
Od. 19. 165 - Penelope - (Ch. 1: 36)
Od. 19. 262 - Penelope - (Ch. 1: 18, 36)
Od. 19. 336 - Penelope - (Ch. 1: 36)
Od. 19. 583 - Penelope - (Ch. 1: 36)

anaideie
Od. 22. 424 - maidservants - (Ch. 1: 39-40)
ne S

Il. 3. 156 - Helen - (Ch. 3: 86-7)
Od. 2. 136 - Penelope
Od. 20. 330 - Penelope

nemesao & nemesizomai

1. 8. 198 - Hera

Il 8. 407 - Hera & Athena
Il. 8. 421 - Hera & Athena
11.15. 103 - Hera
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Od. 2. 101 - Penelope

Od. 2. 138 - Penelope

Od. 6. 286 - Nausikaa - (Ch. 2: 62)
Od. 18. 227 - Penelope

Od. 19. 146 - Penelope

Od. 19. 264 - Penelope - (Ch. 1: 18)
Od. 23. 213 - Penelope - (Ch. 3: 117-8)
Od. 24. 136 - Penelope

nemesetos

I1. 3. 410 - Helen (Ch. 2: 50; Ch. 3: 90)
Il. 14. 336 - Hera (Ch. 2: 46)

kaluptre

II. 22. 406 - Hecuba
Od. 5. 232 - Kalypso
Od. 10. 545 - Kirke

kredemnon

Il. 14. 184 - Hera - (Ch. 2: 67)
Il. 22. 470 - Andromache
Od: 1. 344 - Penelope

Od. 5. 346 - magical - given by Leukothea to Odysseus
Od. 5. 351 - magical - given by Leukothea to Odysseus
Od. 5. 373 - magical - given by Leukothea to Odysseus
Od. 5. 459 - magical - given by Leukothea to Odysseus
Od. 6. 100 - Nausikaa & her companions - (Ch. 2: 65-6)

Od. 16. 416 - Penelope
~ 0d. 18. 210 - Penelope - (Ch. 2: 71)
Od. 21. 65 - Penelope

heineka Helends construction
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I11.2.161 - (Ch. 3: 85)

I1.2.177 - (Ch. 3: 85)

1. 2. 356 - (Ch. 3: 85)

1. 2. 590 - (Ch, 3: 85)

Il. 4.174 - (Ch. 3: 85)

11.9.339 - (Ch. 3: 85)

I1. 19. 325 - (Ch. 3: 85)

Od. 4. 145 - heinek’ emeio - (Ch. 3: 105)
Od. 11. 438

Od. 17. 118
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