
5 Mourning Glory: Ritual Lament and 

Roman Civic Identity 

JN GREECE AND ROME, WOMEN SERVE AS ARB1TRATORS OF DEATH 

rituals , responsible for burying and lamenting the dead . Yet in 

both societies the state takes pains to regulate and control these 

female practices, as they can potentially harm the interests of the 

larger community. In the Aeneid, in particular, women's excessive 

display of grief on such occasions serves as a foil to Aeneas' role 

as a leader and the responsibilities he has to ensure the progress 

of his mission . Two episodes where women practice rituals associ

ated with death display complementary notions of the dangers that 

excessive passion brings to the state. At one end of the spectrum is 

Andromache, whose grief seals her identity as wife of Hector, per

petuates the loss of Troy, and does not allow her to adjust to new 

circumstances and assume a new identity. Andromache is portrayed 

as a double for Aeneas and thus represents an attitude toward the 

past that presents obvious obstacles to the success of his mission . 

A second aspect of the problem of grief is explored in the episode 

of the Trojan women in Book 5· This time, the women's excessive 

passion over the losses they have suffered transforms into action 

that turns against their community. The women's rage is linked to 

funeral ritual , since their decision to act, though divinely inspired , 

occurs during the ritual act of lamentation . That the women's rit

ual aces have implications for public life is underscored both in the 

case of Andromache and in that of the Trojan women. As a result , 

women's death rituals often transgress the norms prescribed by rit

ual custom and thus threaten the progress of Aeneas' mission . 
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I. LESSONS IN RITUA L MOURNING 

1. Andromache 

The episode of Aeneas' stay at Buthrotum in Book 3 displays the 

necessity for the hero to move beyond his Trojan past on to his Roman 

future.' Of all the prominent figures in the episode, the tension between 

past and future, loss and empire finds its best expression in the figure of 

And romache. As is the case wi th most women in the Aeneid, ritual serves 

as a vehicle through which these problems come into sharp focus. 

Andromache is the first person Aeneas encounters as he enters 

Buthrorum. He finds her deep in mourning, conducting a funeral in the 

cenotaphs of H ector and Astyanax: 

progredior porru classis er li tora linquens, 

sollemnis cum forre dapes er rrisria dona 

anre urbem in luco fa lsi Si moenris ad undam 

libabar ci neri Andromache manisque uocabat 

Hecroreum ad tumulum, uiridi quem caespi te inanem 

et gem inas , causam lacr imis, sacrauerat aras. 

I set forth from the harbor, leaving ships and shore, 

just when, as it happened , in a grove outside the ci t y, 

by the waters of a fa lse Simois, Andromache was performing 

the solemn feast and g ifts of mourning to the shades, 

and offeri ng wine ro the ashes and calling the g host 

ro Hecror's tomb, the empty mound of green turf 

and twin altars she had consecrated, the cause for her tears. 

Andromache's rites transgress the spatial and temporal limits of death 

ritual. She is performing libations at a cenotaph, long after H ector and 

her son have died. Despite the fact that cenotaphs were not unusual in 

ancient death ritual practice' and that regular commemoration of the 

dead is important for the affirmation of life, the excess and futility of 

' See G rimm r967; Srorey 1989; Wesr 1983; and Quinr 1993: 53-65. 
2 Toynbee ( r97 1 : 54) notes that cenotaphs were used when the body was not avai l

able for burial , whether the person had d rowned or died in battle. References 

ro cenotaphs in lirerature emphas ize the idea of futi lity. For examples, see 

Williams 1962: I 19. 
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Andromache's ac tions permeates the passage: she offers libations co the 
ashes, yet there are no ashes in the comb; the surrounding landscape and 
the comb itself are described with the adjectives falsm [fake] and inanis 

(empty], thus poig nantly underscoring the ironic contrast between the 
ind ividual's desire co dwell in the past and the harsh necessity of adjust
ing co the future. 

Andromache's funeral ri tes co her lost husband and child express her 
choice co live in the world of her dead loved ones. While mourning is a 
transitional period for the survivors, marked by withdrawal from society 
and ending with a ritually articulated return (Van Gennep r96o: 147; 
Seaford 1994: 86), Andromache clearly has not undergone the process of 
reintegration: a perpetual mourner, she longs co be united with her dead 
husband and child but is forced co exist in the world of the living. The 
narrative highlights her special connection with the dead in her reaction 
when she sees Aeneas: 

ut me conspex it uen ienrem et Troia circum 

arma amem uidit, mag nis exten·ita monsrris 

derig11it u isu in med ia, calor ossa reliq11it, 

labitur et Iongo ui x tandem tempore fatur: 

When she caught sig ht of me coming, and saw, beside herself, 

the arms of Troy around , distrattght by these great marvels 

she stiffened as she was looking, and the wamzth left her limbs. 

he collapses and hard ly at last she speaks: 

The description of her demeanor underscores her affinity with the dead , 
as she progressively g rows stiff and her limbs become cold . It is not a 
surprise, therefore, that when she finally musters the streng th co address 
Aeneas (ttix tandem [hardly at last]), we see her more prepared co assume 
that he is a ghost , a more vivid projection of her world (Grimm r96T 
155), than willing co accept that what she sees is real. At the same time, 
the excessive nature of her g rief is evident in her deep emotional turmoil 
(amens [beside herself]), which jeopardizes her judg ment, compromises 
her rationality, and has the potential ro lead her co actions that can be 
dangerous for herself and others. 

Andromache's liminal existence between the living and the dead is 
also eloquently displayed in her response co Aeneas' questions about her 
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fortunes after the fall of Troy, an account she begins with a wish to have 
shared Polyxena's fa te. For Andromache, death is far preferable to a state 
of permanent mourning: 

'o fe li x una anre a lias Priameia uirgo, 
hosrilem ad ru mulum Troiae sub moenibus alri s 
iussa mori , quae sorrirus non perrulir ullos 
nee uicroris heri rerigi r capriua cubile' .. . ' 

'0 happy beyond a ll ochers , maiden daug hter of Priam, 
bidden ro die ar an enemy's romb, beneath 
rhe lofty walls of Troy, who never bore che d rawing of lor, 
nor as a capcive rouched rhe conquering mas ter's bed! .. .' 

By introducing the example of Polyxena, Andromache expresses a long
ing for the permanence of real death , which will put an end to the 
perpetual deathlike liminality of her mourning and will bring about 
the desired unity between her as a mourner and the mourned, H ector 
and Astyanax.3 Unlike Andromache, Polyxena, who died as a sacri
ficial offering at Achilles' burial, was never forced to leave Troy, incur 
the humiliation of slavery, or suffer the indignity of living as an ene
my's wife. Polyxena's permanent virginity in death contrasts sharply with 
Andromache's changing identities, from Trojan wife and queen to vari
ous stages of slavery." 

In Euripides' Hecttba, Polyxena's sacrifice as a burial offering at the 
tomb of Achilles is one of the p lay's focal points? Although Polyxena does 
not earn more than a passing reference in Verg il , her fate is nevertheless 
related to some of the episode's most important themes: Andromache's 
liminal position between the living and the dead; her inability to nego
tiate her changing identity from princess to slave and the transition from 

3 See, similarl y, Seaford 1994: 167 on Achilles as a mourner of rhe dead Parroclus 
in c he IIi cui. 

4 On Andromache's self-definicion as a Trojan and wife of Hecror, see Grimm 
1967 and Wesc 1983. In Eurip ides' T1·oades, Andromache compares herself ro 
Polyxena chree rimes (630-3 1, 64 1-42, 677-80), and each rime she finds che 
laccer more forrun ace chan herself. 

5 Carullus' rendition of che sacrifice of Polyxena in 64.366-74 is cescimony ro che 
power of Euripides' scene. 
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past ro fmure; the theme of corrupted rituals, and of sacrifice in parric

ular; and the problematic narure of excessive grief, which can lead ro 

revenge and destrucrion. 

In Vergil 's passage the main poinr of comparison between Andromache 

and Polyxena is that the larrer never became a slave. This is also cenrral 

in Polyxena's speech in Hecuba where she eloquendy declares (342-79) 

that ro die as a free princess is preferable ro slavery in the hands of her 

foes. Unable to bear life in differenr terms (357-68), she chooses death. 

Ar the same rime, this choice renders her a permanenr virgin . Polyxena 

lamenrS her fate aS deprived Of marriage (tXvUf-t<jlO~ aVUf-tEvalO~ WV f-t' EXP~V 

TUXEtv [wirhom the bridegroom and wedding I should have had}, 416). 

Her sacrifice symbolically enacts her wedding, as she is married ro Hades 

(368; 482-83), a fact that her mother confirms after her sacrifice: Hecuba 

describes her daughter as a bride who is no bride, a virgin who is no vir

gin (vuf-t<jlYJV T• Ci.vuf-t<jlov, 1rap8evov T. ci7rcip8Evov, 612; Loraux 198T 39). 

The theme of marriage and sacrifice- indeed of marriage as sacrifice

is a pervasive motif in Greek tragedy. Scholars have repeatedly poinred 

our rhar Euripides appropriates the scene of the sacrifice of lphigeneia in 

Aeschylus' Agamemnon as parr of a larger allusive schema linking Hemba 

with Oresteia. The erotic aspects of Polyxena's sacrifice have been amply 

noted by crirics,6 while the brutality of her death consrirmes an instance 

of perverred sacrifice, despite the fact that she offers herself willingly. 

At rhe same rime, Polyxena's death is closely linked with the theme of 

burial, which is paramount in the play (Mirchell-Boyask 1993: 122). The 

sacrifice of Polyxena and the death of Polydorus, the two dead children 

of Hecuba, act as catalysts for the unleashing of her powerful vengeance. 

The figure of Polydorus consrirmes yet another connection between the 

Vergilian narrative and Euripides' play: just as Hecttba opens with the 

appearance of the ghost ofPolydorus requesting burial (47-50), so Book 3 

of the Aeneid begins with Aeneas violating the romb of Polydorus. The 

episode ends with Aeneas and his comrades honoring their fellow Trojan 

with complete funeral rites and erection of a burial mound (62-68). 

The themes of marriage7 and perverred sacrifice, so prominenr in the 

tragic versions of the myth, are also manipulated in this episode of the 

6 Segal 1990: rr2 ; Zeirlin 1996: 172-216; and Loraux 1987: 36-39. 

7 On the theme of marriage in Euripides' And1"0111ache, see Srorey 1989. 
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Aeneid, alongside rhe theme of revenge and retribution. As Andromache rells Aeneas abour her fare, she recounts rhe dearh of Neoprolemus: 
as t ilium ereprae mag na Aammatus amore 
coniug is er scelerum furiis ag irar us Orestes 
exc ipir incaurum parriasque obtmncctt ad mm. 

Bur Orestes, burning wirh g reat love for his raped 
wife and driven by rhe Furies fo r his crimes, 
catches him unawares and slays him at his fa rber's ctfta1~ 

Neoprolemus' death ar the hands of Orestes at the altar In D elphi is enacted in Euripides' Andmmache. The scene portrays Neoprolemus' death in terms of perverted sacrifice: the hero goes ro the oracle unarmed (r r 19) ro ask for forgiveness and perform expiation; while still a suppliant, Orestes kills him at the altar.8 Neoprolemus' perverted "sacrifice" is directly linked with the problem of revenge in the play, since Orestes kills him as punishment for the loss of his betrothed, Hermione. The notion of revenge is therefore rendered problematic, since it is exacted by means of a "sacrificial" death. The ritual order, however, though disrupted by the perverted "sacrifice" of Neoprolemus, will eventually be resrored, since the play ends with an appearance by Thetis, who promises burial for the slain hero. Yet Thetis also proclaims that his romb will serve as a reminder of the sacrilegiousness of his death (1240-42). Furthermore, Neoprolemus' perverted "sacrifice" is a symbolic ex tension of the general disruption and crisis of marriage and oikos in the play. All marriages depicted in the drama are measured against the ideal marriage of Andromache ro Hecror, a standard they fail ro attain (Srorey 1989: r8). The restOration Thetis seems ro provide is only in terms of Peleus' oikos (she promises burial for N eoptolemus and immortality for Peleus), while Andromache is still identified as a captive wife (yuvahca alxfLitAwTov, 1243), and her eventual union with Helenus underscores her unbreakable link with her Trojan past. The issue of the captive woman's fa te in slavery is central to Andromache's concerns in the Aeneid, as well as in Euripides' Hecuba, 
8 Orestes' sacrileg ious behav ior toward N eoptolemus would have been even more poig nant for the Athenian audience if this sy mpathetic portrayal of Achilles' son is an innovation of Euripides. On Euripides' innovations regarding the character ofNeoprolemus, see Stevens 1971: 5-6, J4- 15. 
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Troades, and And1··omache. The close link between Andromache's social 
identity as a captive and a slave and her status as a mourner is also evi
dem in rhe way she describes her fare after Troy: she was a captive of 
Pyrrhus (captiua, 324); she was his slave when she bore him a child (serui
tio enixae, 327); and her marriage to Helenus was a transferral of one 
slave to another (me famulo famttlamqzte Heleno trcmsmisit habendam, 329; 
Wesr 1983: 26o-6r). The mirroring of Aeneas' and Andromache's arri
rudes toward rhe past becomes evidem when Aeneas addresses her as 
Hectoris [wife of Hecror} (319),9 while Andromache's own last word in her 
response is Hector (343; see also Grimm 196T 158). 

The problem of Andromache's new identity after the fall of Troy is cen
tral in Euripides' Troades and Andromache. In the former play, Andromache 
considers Polyxena as more fortunate than herself. Polyxena's permanent 
virginity arrests ro her loyalty to her natal family, whereas Andromache is 
rhe wife whose loyalty to her husband is complete (Scodel 1998: 148). Her 
new status as a slave in rhe household of her husband 's murderer is stressed 
poignantly in Troades 66o, where MfLap, rhe term for the legitimate wife, is 
followed by oouA.euuw, a word denoting slavery (Scodel 1998: 148). Hecuba 
goes on to advise Andromache ro adjust ro her new sirurarion because this 
is ultimately what will serve rhe interests of her earlier family, although rhe 
play dashes rhese hopes as Talrhybios' entrance announces the Greeks' deci
sion ro murder Asryanax. Euripides' Andromache can be seen as presenting 
Andromache's furure from the perspective ofTroades (Scodel 1998: 149). The 
play opens with rhe heroine recounting her past and present, bur, as her nar
rative progresses, the audience becomes increasingly aware rhar her present 
situation echoes her past: once again she is besieged by Greeks; a Greek 
woman (Hermione) is rhe source of her rroubles; and her son (Molossus) 
is in danger (Sorum 199S: 377). Yet by rhe end of the play, Andromache 
has proven successful in adapting ro new circumstances: she has caused 
disaster in the victor's family, and in marrying Helenus she returns to her 
firsr family (Scodel 1998: 150). The problem of transcending rhe past is a 
primary theme in Andtwnache; ironically, in rhar play, Andromache is the 
only character who proves capable of adjusting to the demands of her new 
situation, as her new son pulls her reward the future (Kyriakou 199T 24). 

9 See Grimm r967: 156. On Aeneas and Andromache as mirror images, see West 
1983: 259 and the discussion following here. 
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In the Aeneid, by contrast, Andromache's perpetual status as a mourner ex tends beyond her private tragic fate to the entire community. Just as Andromache cannot live her life as other than Hector's wife and Astyanax' mother, so the whole city of Buthrotum is described as a sad replica of Troy, a symbolic burial g round for Andromache's dead kin : 
procedo et parvam Troiam simulataque mag ni s 
Perga ma et arenrem Xanrhi cognomine riuum 
agnosco, Scaeaeque amplecror !imina portae. 

I go on, and recog ni ze a I itrle Troy, with a copy of g reat 
Pergamus and a dry brook named from Xanrhus, 
and embrace the portals of a Scaean gate. 

For the people at Buthrotum, remembrance of the lost Troy points to their common past and affirms their bonds of kinship and identity as Trojans. Regular commemoration of the dead is critical for every community because it is a very effective means of affirming social solidarity and collective identity. The beneficial effects of commemoration are evident in the practice of public funerals and hero-cult, as well as in the establishment of festivals and games. Yet such commemoration is also necessari ly removed from the intense emotions that accompany the processes of mourning (Loraux 1998: 83-109). 
Commemoration therefore goes hand in hand with the need for a g radual alleviation of pain that allows the reintegration of the mourners into the world of the living and enables the community to overcome the blow that has been inflicted upon it by death. This kind of necessary oblivion cannot easily be imposed upon the g rieving, particularly upon mothers who have lost their children. That is why we see the state in both Greece and Rome at pains to establish rules and regulations that will control the excesses of mourning (Loraux 1998: 9-34). Yet in the case of Helenus and his people, as in the case of Andromache, the community does not seem able to overcome the loss incurred by the destruction of Troy. Aeneas' description of Burhrotum repeatedly makes mention of its small size, which contrasts sharply with the grandeur of the old city: a reminder that the past cannot be recreated, that memory will always fall short of the real thing.10 

10 On the size of Troy and memory, see Saylor 1970: 26-27. 
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The dangers that the passions stirred by memory and mourning can 

present for others are evident in Andromache's excessive display of grief, 

which affec ts Aeneas profoundly: 

... dixit lacrimasque effundir er omnem 

impleuit clamore lowm. uix paucafm·enti 

subicio et raris turbat11s uocibus bisco .. . 

. . . She spoke, and shedding a flood of tears .filled 

tbe entire place with her cries. To her in fnnzy I can scarcely 

make a brief reply, and disturbed I gasp with broken words ... 

Andromache's previous distraught state (amens, 307) is now trans

formed into uncontrollable frenzy. Aeneas' reaction all but mirrors that 

of Andromache: he is disturbed ro the point that he can barely speak, 

just as Andromache earlier was rendered speechless upon seeing him. 

This mirroring of Aeneas and Andromache symbolizes the contagious 

power of grief, with its potential ro spill over into the larger social and 

political spheres. Aeneas' starus as a leader is important as he becomes a 

living example of the dangerous contagiousness of Andromache's exces

sive mourning. What is more, the entire community, which is captive in 

the same state of mourning, embraces death. The numerous and striking 

katabasis elements present in the episode" attest ro the problems inher

ent in Andromache's passion and Helenus' inability or unwillingness as a 

statesman ro control it. 

Excessive grief leads ro rage, and rage can lead ro fresh acts of violence 

that may threaten the entire community. The episode at Burhrotum 

showcases with subtlety the problems inherent in this siruation: the her

oine's account of the death of her capror husband , Neoprolemus, occurs 

at an altar, which constitutes a replication of his slaying of King Priam. 

Euripides' Andromache also dramatizes this particular instance with great 

emphasis on the inappropriate locale for such a killing (u56). Killing 

someone at the altar is an act of pollution. As such, it cannot constitute 

an acceptable means of retribution. When Helenus thus offers the armor 

of Neoprolemus (3-469) among parting gifts ro Aeneas and Ascanius, 

he gives them a symbol of that particular line of justice, its inefficiency 

II See Quint 1993: s8-6o and Paschal is I99T 131-33· 
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marked by rhe presence of pollution as a symbol of this community's inability ro ex tricate itself from the realm of the dead .' 2 

Andromache's state as a perpetual mourner rhus demonstrates rhe inability of funeral ritual to bring relief. Through rhe repetition of rhe act of burial and lamentation , Andromache seeks ro find comfort for her loss, bur all her efforts are doomed ro failure. This ineffectiveness of ritual is due ro the fact that the rites Andromache practices transgress social norms, since rhey deprive the mourner of a return ro rhe world of rhe living. '.l The point of rhe episode, therefore, is that Aeneas must learn from the negative example of Andromache the appropriate ways of mourning, which allow the living ro look roward the future. That he should have to learn this at chis juncture in che poem is rather surprising, g iven rl1ac Creusa, his lost wife, had caught him this very lesson earlier in Book 2 . 

2 . Creusa 

The pairing of memory and mourning so poignantly demonstrated in the episode jusc examined and the central role of women in this process a lso figure prominenrly in the episode of rhe disappearance of Creusa in Aeneid 2. In chis instance, Aeneas is taught che correct attitude visa-vis loss and mourning. Significantly, this instruction is provided by his lost wife, Creusa. She advocates che need for selective memory as the only means by which a devastating loss can be borne and eventually overcome. Yer che lesson that Aeneas appears ro learn so successfully in Book 2 is soon forgotten when he meers Andromache in Book 3· The poem rhus offers a standard by which one can evaluate the processes of mourning as they unfold over che course of the poem. 

12 Hardie (1993: 17) notes that Aeneas reali zes the constraints imposed upon the ci ti zens of Bmhrotum , doomed to live in the past , when hi s words to Helenus and his people (ui11ite felices (li ve happy], 493) combine the language of farewell with the lang uage of funerary epitaph. On the sig nificance of the theme of retribution in this scene, see my discussion in Chapter r , pp. 41-43. ' 3 Indeed , the tenuousness of the boundaries between proper and perverted rirual is a pivotal theme in this episode: the death of Polyxena as a funeral offering at the romb of Achilles and the killing of Pyrrhus at the altar by Orestes both transg ress correct rirual practice (Aen. 3.330- 33). 
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Although ritual mourning is a practice usually ascribed co women, 
rhe lines describing Aeneas' reaction once he realizes that his wife is lost 
cast him as a mourner: 

quem non incusaui ctmens hominumque deorumque, 

aut quid in euersa uidi crudelius urbe? 

What man or god did I not blame in my frenzy) 

what sight more cruel did I see in the overthrown city? 

Much as in rhe case of Andromache, so in this instance rhe overwhelm
ing power of grief takes over the mourner's senses: he is amens, just as 
Andromache is a11zens when she sees Aeneas (3.307). The series of ques
tions that Aeneas urrers evokes the mourner's initial anxiety that he may 
fail co express his grief adequately: a series of questions co this effect 
usually begin a formal lament (Alexiou 2002: r6r). Aeneas, however, 
expresses rhe opposite of chis convention: in reproaching men and gods 
for raking his wife away and in equating the loss of Creusa with the loss 
of the city, he is anxious co establish rhe propriety of the contours of his 
lamentation. Aeneas concludes by rushing co look for his lost wife; as his 
search proves vain , he resumes his mourning: 

ausus quin etiam uoces iactare per umbram 

impletti clctmore u ias, maestusque Creusam 

nequiquam ingeminans iterumque iterumque uocaui . 

quaerenri er tectis urbis sine fine ruenri ... 

I even dared to cast my cries in the night; 

!filled the streets with shoms and in my misery 

repeated ly called Creusa again and again in vain. 

As I rushed and sought [her] endlessly among the buildings of the city .. . 

Aeneas' lamentation here again resembles Andromache's in Book 3 
(irnpleuit damo·re locttm [filled rhe place with her cries}, 313), while the 
vanity of his efforts is closely akin to Andromache's furile preoccupa
tion with death and mourrung. The emphasis in Aeneas' language on 
triple repetition, marked by the use of iterttm and ingeminans, displays 
the hero's agony and grief as well as rhe repetitive endlessness of the ace 
of lamentation. It also points co rhe funeral practice of calling rhe name 
of the dead three rimes (Aen. 6.so6). At the same time, Aeneas' violent 
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movement in search of his wife is an indication of rhe violence and fury 
of the g rief he suffers. The emotional turmoi l associated with g rief is 
only one step away fro m wrath and rage. This association may also be 
seen in the alternative readingfurenti provided by M. The good authority 
of rh is manuscript adds force ro rhe read ing, especially since the fury of 
the mourner is one of rhe standard features of lamentation, also seen in 
Andromache's case of frenzied grief (3.312- 14). Aeneas' actions can thus 
equally be describing a mourner. 

Creusa's phantom also instructs Aeneas as ro rhe appropriate forms 
of lamentarion.' 4 When she reproaches him 'quid tantttm insano itmat 
indulgere dolori .. .' ("why does it please you to indulge so much in 
frenzied grief .. . "} (776), she acknowledges the manic stare rhar pain 
inflicts upon rhe mourner and calls attention ro the problem of excessive 
grief, which can be particularly destructive. Her words point ro the para
doxical phenomenon of rhe mourner finding pleasure in rhe process of 
mourning, while the close semantic connection of g rief and anger in the 
word dolor suggests the complexities of a stare that may otherwise appear 
as harmless. Yet the special link between rhe mourner and the mourned 
established through lamentation renders the former eager ro prolong 
that state as long as possible. Creusa here identifies a well-arrested fac
scination with lament, an obsessive component of mourning, because it 
keeps rhe memory of the lost one alive and immortalizes rhe past in the 
present (Loraux 1998: 100). This, however, is precisely the stare rhar does 
nor allow rhe reintegration of rhe mourner into the world of the living, 
as is rhe case with Andromache and the people of Buthrorum. As such, 
it can also prove dangerous because it may excite wrath and a desire for 
revenge that will lead ro a continuation of the cycle of death and suffer
ing, as is so often rhe case in Greek tragedy. 

Female mourners are dangerous, often depicted as "indulg ing" in 
g rief, while men attempt ro control and regulate the women's potential 
excesses. In rhis instance, however, Aeneas assumes the feminine charac
teristics of rhe mourner, while Creusa recognizes the dangers of dwelling 
in g rief and the past. Her words to Aeneas look forward ro his future; she 

' 4 Imeresting ly, Aeneas' reaction upon seeing Creusa is almost idemical to his 
reaction upon seeing Andromache (3·313- 14). This link between Creusa and 
Andromache once more confirms Andromache's depiction as a living dead. 
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prophesies rhe long wanderings awairing him bur also poinrs ro rhe hap

pier days ahead and orders Aeneas ro put an end ro his mourning: 'il/ic res 

faetae regnrtmqtte et regia conittnx I pa1'ta tibi; lacrimas dilectae pelle Crettsae . . .' 

[happy evenrs await you there, a kingdom and a royal wife; banish rhe 

rears for your beloved Creusa . .. ) (783-84). Neverrheless, in acknowl

edging char her husband loves her, she also calls arrenrion ro rhe paradox 

of her requesr: how can a bereaved husband desisr from mourning rhe 

loss of a dear wife? Creusa's srraregy is therefore nor in keeping with 

rhe usual feminine behavior in mourning, which encompasses all char is 

excessive and dangerous. On rhe conrrary, in depicting her disappearance 

as parr of a larger, divinely sanctioned scheme, she asserrs rhe precedence 

of Aeneas' mission over rhe inregriry of rheir family. This conrrasrs wirh 

her earlier arrempr ro convince Aeneas ro defend rheir (Trojan) household 

(675-79), a plea whose porenrial success is implied in rhe narrative by rhe 

subsequent appearance of an omen affirming the decision to flee. '5 As a 

result, Creusa's disappearance suppresses an orherwise clear dichoromy 

berween rhe inreresrs of Aeneas' mission and chose of rheir household. 

Creusa's association wirh rhe inreresrs of Aeneas' grearer mission is also 

underscored by her association with the goddess Cybele: 'sed me magna 

demn genetrix his detinet oris. I iamque uale et nati serua communis amm·em' 

[bur rhe grear morher of the gods keeps me ro these shores. Now fare well 

and guard the love of rhe son we had rogerher) (788-89). Throughout 

the Aeneid, Cybele is consistenrly depicred as protecting Aeneas' mis

sion. In Aeneid 6.781-87, in parricular, we encounter rhe srriking com

parison of rhe ciry of Rome and the vase expanse of irs empire ro rhe 

Grear Mother embracing her divine offspring. The ciry rhus appropriates 

rhe very qualities of ferriliry and motherhood that rhe goddess repre

sents. Creusa's contributions ro the new city are also associated wirh her 

role as wife and morher. Her lase words ro Aeneas are abour rheir child, 

whose significance for the future of Rome hardly needs mention. Yer 

Cybele is also associated wirh excess and barbarism, emasculation and 

effeminacy.'6 Aeneas' assumption of rhe role of a mourner consumed by 

'5 Perkell (1981 : 360-61) nares the contrast between Creusa's priorities and chose 

of Aeneas. 

' 6 On rhe different arrribures of Cybele and Roman arrirudes coward rhe goddess, 

see Beard 1994. 
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grief and Creusa's concerns with the interests of the new state both indicate the kind of reversal of gender roles at tested in Cybele's relationship with her priests. 
Creusa's voice thus appea rs assimilated ro the voice of the state, and as such she advocates oblivion as a means ro dissolve Aeneas' mourning. She does not suggest that Aeneas forget her completely; her memory will live throug h the love for their son. She thus proposes a kind of selec tive memory, one that allows for both a link wi th the past and the necessity to look forward to the future. The "disappearance" of Creusa is thus a literal expression of the need for selec tive memory. Bur her final words ro Aeneas leave no doubt that her loss is as permanent as that incurred by death: the phrase iamqtte uale is also found in a very similar scene in Book 5 (738) where Anchises' g host in the Underworld has just finished g iving Aeneas insrructions. 17 

As Creusa's phantom d isappears, Aeneas' lament continues: 

haec ubi dicra dedit , lacrimanrem er mulra uolenrem 
dicere deseruir, renui sq ue recessir in auras. 
rer conarus ibi collo dare bracchi a circum; 
rer frusrra comprensa manus effug ir imago, 
par leuibus uenris uolucriq ue simillima somno. 
sic demum soc ios consumpra nacre reuiso. 

After she spoke these words, she abandoned me weeping and wishing to tell her much, and d rew back inro thin air. 
T hree rimes there I tried to throw my arms about her neck; three rimes rhe image, clasped in va in , fl ed from my hands, 
equal ro rhe lig ht winds, and most like a winged dream. 
Thus ar las r, when night is spenr, I rev isit my compan ions. 

The use of the present participles (lacrimantem, 110/entem) reveals the continuous nature of Aeneas' g rief, his desire to prolong their contact as long as possible. His efforts ro embrace her, repeated three times, point ro funeral ritual practices and are symbolic of the mourner's need to be connec ted with the lost one, while Creusa's lack of corporeality and her 

1
7 See also rr.827, Camilla's fina l words before she dies. A similar phrase is found in Carullus' fa rewell at his dead brother's romb (a11e atq11e 11ale, IO I. ro, a poem rhar is parr of or a subsrirure for burial rites). 
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comparison co a dream signals her permanent separation from the world 
of the living. The narrative dwells on Aeneas' acts of mourning, which 

rake place in the nig ht, the symbolic realm of the dead . Yet Aeneas' 
return to his comrades in rhe morning presents his return to the world 
of the living, ready co face his fmure. He thus appears to have completed 

rhe various stages of mourning successfully. Although Aeneas reunites 
with his companions, rhe narrative is strikingly silent about the pro
cess of rewrn. And when he meers Andromache, we see that he still has 

much to learn about putting the past behind him. Creusa has provided 
him with the standard that will allow him to control the intensity and 
excess of grief, bm he is far from having internalized this lesson . 

Aeneas with his rescued Trojans gather at the mound of Ceres when 

rhe hero remembers that his wife was not with them (741-43). The god
dess, a mother who lost her daughter, exemplifies the dangers of exces
sive mourning. The story, however, concludes with the reunion of mother 

and daugher as symbolic of life triumphing over death. The mound of 
Ceres rhus stands as a reminder of insufferable loss, and as such it trig

gers Aeneas' memory. Moreover, the figure of Ceres embodies the most 
important themes of the episode: death and mourning, on the one hand, 
and the successful control of g rief, which eventually benefits humanity, 
on the other. 

Having explored the problems of passive grieving, the poem continues 
to explore the theme of mourning in Book 5, where the transition "from 

sorrow to wrath, from wrath ro secession" (Loraux 1998: 43) becomes 
tangible. Women's engagement with funeral ritual, with memory and 
loss, will provide Aeneas with the final lesson in mourning. 

II . RITUAL LAMENT AND CIVIC IDENTITY 

In Aeneid 5, the theme of the dangers of funeral lamentation reaches its 
climax. Women in their ritual role as mourners work up a rage that 
leads them to invade public space and wrn against their own commu

nity. Women rebel at Juno's instigation; yet her intervention is effec
tive precisely because ir capitalizes on the emotions of grief and rage 
at work during the riwal ceremony. Women's rites are both embedded 
within the larger framework of Anchises' commemorative celebration 

and juxtaposed to those performed by the men . Male and female rites 
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are thus portrayed di fferently: female mourning is depicted as divisive 
and potentially destructive, whereas the men's celebration of Anchises' 
funeral promotes social solidarity and the formation of a new civic iden
tity for Aeneas and his Trojans. This is achieved throug h a transforma

tion of the tragic pattern of ritual corruption-restoration : while in many 
Greek traged ies violent conflict is ultimately settled throug h the founda
tion of hero-cult, in Aeneid 5 the reverse is the case. Hero-cult elements 
abound in the description of the commemoration of Anchises' burial and 

the games that follow. But unlike what happens in Greek tragedy, in 
Verg il we first witness the positive function of hero-cult that benefits 
the community; then the renewed unity and hope that the community 
establishes throug h the ritual celebration of the games is threatened by 

the women's performance of corrupt rituals that endanger and destabilize 
the entire mission . 

1. Anchises' Funeral and Hero-Cult 

D eath and commemoration are central concerns in Book 5· It opens 
with the fl ames of the funeral pyre of Dido and ends with the drowning 

of Palinurus, a "sacrifice" to N eptune for the successful completion of 
Aeneas' journey to the Underworld. As they arrive in Sicily, Aeneas, as 
befits the son of the deceased , presides over the ceremonies commemo
rating his father 's death. Yet we are immediately aware that this is not 

a private funeral but a public celebration. Althoug h the obvious model 
for this episode is the funeral games for Patroclus in Iliad 23, in this 
description we witness an am algam of Greek and Roman ritual ele

ments: the Roman ludi fimebres, games held after the death of important 
citi zens (Williams 1960: 48), and the ritual of parentatio, which serves 

here as a foundation myth for the ritual of Parentalia (Bailey I93S: 291; 
Williams 1960: 53).' 8 These funeral rites and games are cast as public 
events that help establish a new identity as a new nation for Aeneas and 

'
8 Bea rd and colleagues (1998: 3 1) suggest that the Parentalia is similar to the cult 

of heroes in G reece, though nor as individuals bur as a generali zed g roup under 
the ride di M anes or diNi parentes. They arg ue (1998: 50) that the Parentalia 

were "essentially domestic fes tivals focused on fa mily ancestors, though there 
was also a public element when , on the first day of the parentalia, a Vestal 
Virg in performed the rituals for the dead." On the fJarentalia, see also Wissowa 
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his comrades. Although the games in honor of the dead Patroclus in the 

Iliad extend to the entire community and represent the integrative vir

rues of public funeral over the disruptive power of death ritual (Seaford 

1994: 187), they do not aim at creating a new identity for the Greeks 

fighting at Troy. In the Aeneid, however, the funeral rites in honor of 

Anchises and the games enacted within their framework help create a 

new sense of belonging among Aeneas' comrades, who are in the process 

of making the transition from Trojans to Romans. In this respect, the 

function of the funeral tributes to Anchises resembles the use of hero

cu lt in Greek tragedy, where it also serves to cement Athenian civic 

identity by transferring loyalty from individual households to the city. 

Before I go on to discuss in detail how the text highlights issues of unity 

and collective identity, a few words on hero-cult and its role in Greece, 

and in Greek tragedy in particular, are in order. 

In the Greek world, hero-cult is defined as worship performed at the 

hero's grave or what is imagined to be his grave. The tomb is in a spe

cial precinct, set apart from other burials. Sacrifices and other gifts are 

offered, and occasionally a special grave monument is erected (Burkert 

198y 203). It appears that the spread of hero-cult is linked with the for

mation of the city-state (Burkert 1985: 204; Seaford 1994: uo). Hero-cult 

in the polis replaces the extravagant funeral games for noble lords with 

institutionalized agones of the sanctuaries, honoring a hero. As a form 

of death ritual, hero-cult eliminates the potential divisiveness of private 

funeral. The importance of an individual family gives way to events that 

involve the entire community. Hero-cult thus promotes among nankin 

members or the whole citizen body the same type of unity that funerary 

ritual confers upon kin members. This unity is expressed by the belief 

in a common descent from the hero (Seaford 1994: 109, 111).'9 In the 

collective celebration of the hero's death , all distinctions, individual and 

familial, social and economic, are abolished (Seaford 1994: 107). Other 

benefits arising from the worship of the hero are more obvious: he may 

19r2: 232-33. Toynbee (1971 : 63-64) nores rhar rhe las r day, rhe Feralia, was a 

public celebrarion. 
19 A prime example of funeral rirual used as a means ro enhance communal 

belonging is Pericles' funeral orar ion in Thucydides (34-46), where praise of rhe 

dead fallen in barrie serves as a manifesto of Arhenian civic idenriry (Seaford 

1994: ro6). 
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be a model for emulation, and morale may be heightened by a belief in 
his ac tive presence (Seaford 1994: 120). 

In hero-cult, the dead receive blood offerings and are imagined as shar
ing feasts with the living, while laments are sung for the heroes as for the 
ord inary dead (Burkert r98s: 204-5; Seaford 1994: rr4). Three elements 
expressing the social significance of hero-cult are the centrality of the tomb 
within the city, the participation of nankin, and the perpetuation of obser
vance (Seaford 1994: rr7). H ero-cult also much encouraged rhe participa
tion of epheboi, the new generation, thus connecting ir with the world of 
the dead and the traditions it represented (Burkert 198s: 208). Contests 
were also part of these celebrations, but by the time of the formation of 
the polis they had dropped our of funerary prac tice. They were, however, 
still held for rhe war dead or for an exceptional individual honored by the 
ent ire community (Seaford 1994: 120- 21). Just as in the funeral proper, 
the institution of contests provides a controlled outlet for aggressive anger 
ar the death of an important individual. By the same token, when con
rests are held at regular intervals, in the cult of a hero or god, they can be 
socially integrative, especially where the dead man was a king or had been 
killed fighting for the whole community (Seaford 1994: 122-23). Richard 
Seaford arg ues rhat in Greek tragedy the integrative powers of hero-cult 
can be seen in full force. H ero-cult in tragedy appears able to transform 
the destructive reciprocal violence that drives the plot into benefit for the 
whole polis. In other words, in tragedy, death ritual is an instrument for the 
proliferation of reciprocal violence, while hero-cult is an instrument for the 
promotion of communal solidarity (Seaford 1994: 138).'0 

The main elements of hero-cult operative in the description of 
Anchises' funeral in Aeneid 5 were noted by Bailey: Aeneas addresses his 
father as sancte pcwens [holy father} (So), a term repeated at the end of the 
celebrat ion of the games (630), thus pointing to Anchises' status not as a 
divinity proper but rather as a hero.' ' The altars of his romb are named 

20 Verg il 's contem poraries would have been able to relare rhe aurhor's appropria
rions of rhe fu ncrion of hero-culr in G reek rragedy to insrances from rheir own 
experience, as hero-culr pracrices continued in rhe Hellenisric world . Romans 
m ighr have been able to relare especially to various culr prac rices surrounding 
H omeric heroes, which seem to have enjoyed a resurgence in rhe H ellenisric era. 
On rhis resurgence and irs sig nifica nce, see Alcock 1997. 

2 1 Compare rhe earlier di11iniq11e o.rsa jJarentis [bones of my d ivine fa r her] (47). 
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a/taria (54, 93), a word used, according to Servius, only of the altars to 

the di superi [gods of the upper world).22 Among Aeneas' offerings to his 

father are milk and wine, which are normally offered to the dead. He 

also makes blood offerings, however, which are more appropriate to a 

divinity.2
3 Similar offerings (i .e., blood sacrifices, food, and libations) are 

part of hero worship (Burkert 198y 205). We also witness weeping and 

lamentation for the dead Anchises, but only later on, when the narrative 

turns to the ac tions of the women (613-14). The main event of hero-cult, 

the communal feasting in the company of the hero, is also observed here, 

albeit implicitly: we are only told that the Trojans light a fire and roast 

the meat (102-103). 

The elements that help construct the public nature of Anchises' 

funeral are signaled from the very opening of the episode, when Aeneas 

speaks to his fellow Trojans from a mound (5-44), in the manner of 

Roman generals addressing their rroops (Williams 1960: 49). The first 

part of the speech (44-54) focuses on Aeneas as a son eager to perform 

his dury toward his father. Feelings of loss and grief are prominent (mae

stasque . .. aras [altars of grief), 48; iamque dies . .. adest, quem semper acer

bttm, I semper honoratmn . .. habebo [the day is here, which I shall consider, 

always a day of grief, I always a day of honor], 49-50). Yet as the speech 

continues (55-71), we witness a pronounced shift from private dury to 

public rribure, initiated by Aeneas' invitation to his companions to par

ticipate in the funeral rites and engage in supplication: 

ergo agire er laetmJt amcti celebremus bonorem; 

poscamm uentos, arque haec me sacra quotannis 

11rbe uelir posita temp/is sibi ferre dicatis. 

Come then, one and ctll, and ler us solemnize the sacrifice with joy; 

let w pray for winds and may he grant char yea1· by year 

when my city is founded I may offer these rites in temples consecrated to him. 

22 Servius on Eel. 5.66 and Aen. 5·54; Bailey I93Y 293. 
23 Offerings are made twice because rhe rites were interrupted by rhe appearance 

of the snake. Two oxen are sacrificed for every ship, while Aeneas bids his com

rades ro bring their penates and those of Acesres (61-63). The second rime he 

slays rwo sheep, rwo swine, and rwo black heifers (96-97), a sacrifice described 

as bon01·es ro his father (94), a term normally used for a sacrifice ro a divinity 

(cf. 1.49). See also Bailey I93Y 294. 
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The suggestion that Anchises may provide help for all Trojans evokes a 
bel ief, crucial to hero-cult, that the hero has the power to benefit the com
munity. Aeneas' words further imply that the whole community has an 
interest in honoring Anchises. Propitiation of the "hero" d irectly aids in 
achieving the communal goal, since the ghost of Anchises is envisaged as 
capable of ensuring favorable winds for the continuation of Aeneas' journey. 
At the same time, the act of paying tribute to Anchises unites the Trojans 
(amcti). In appropriating Anchises as one of their own, the Trojans rejoice 
in the celebration, while the perpetuation of the observance, proclaimed 
by Aeneas once the new city is founded, guarantees their continuing sol
idarity. The placement of Anchises' temple within the new city points to 
hero-cult, since the hero's sanctuary was centrally located, while the yearly 
observance affirms the hope that Anchises will continue to bestow his favor 
upon the community (see also Bailey 1935: 294).24 Moreover, the feelings 
of joy (laetmn . .. honorem) expressed here and throughout this episode (34, 
40, 58, 100, 107)25 connote the effects of the communal ritual celebration, 
namely, solidarity and hope for success in the future, and sharply contrast 
with Aeneas' earlier (private) g rief at the death of his father. 

The transition from private funeral to public celebration reaches its 
cl imax with the description of the games. The close connection between 
games and funeral is indicated by the fact that they rake place on the 
ninth day of the funeral rites, that is, on the day of their conclusion . In 
addition, Aeneas initiates the ceremony by using formulae that evoke 
the words of a priest before the onset of ritual tO ensure purity: ore fauete 
omnes et cingite tempora ramis [be silent all and wreathe your brows with 
leaves} (71) (Williams 1960: 55).26 Elements of hero-cult once again 
surface as Anchises' spirit, in the form of a snake tasting the offerings at 
the romb, seems to be sharing in the feast . The appearance of the snake 
stuns Aeneas (90), who is unsure as to the sig nificance of the portent 
(95-96). In narratives of hero-cult, physical encounters with the hero are 

24 Before he leaves Sici ly, Aeneas founds the temple of Venus of Eryx but also 
assig ns to the tomb of Anchises a priest and a sacred grove (759-61). 2 5 T he word is also often repeated during the games as well as during the narra
t ive of the lmm Troiae (183, 2 ro, 236, 283, 304, 515, 531, 577, 667). 26 T he offe rings presented at the tomb of Anchi ses evoke the Roman sacrifi
cial ceremony of suouetcmrilia. See Bailey 1935= 294 and Williams 1960: 63. 
Hellenistic elements of apotheosis are also at work here (see Willi ams 1960: 48). 
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always rife with fear and danger. The appearance of a snake in particular, 

always a terrifying creature, is often taken co be a manifestation of the 

hero (Burkert r98y 206). Moreover, the strengthening of the communal 

bond being forged through the ritual is also evident in the narrative's 

emphasis on the effacement of socioeconomic distinctions among the 

participants. We see stress placed on the act of participation and nor on 

the type of offerings contributed by each (quae mique est copia [as each can 

afford}, roo). 27 

As a number of scholars have pointed our, at the games we observe an 

imitation of the conresrs enacted on rhe battlefield. Within the controlled 

space of ritual contest, the threat of violence among the members of the 

community is averted by the distribution of prizes to all contestants, even 

when it may seem inappropriate, as in the case of Nisus and Euryalus 

(335-6r). Aeneas rhus emerges eager to impose unity, even if ar rimes this 

unity may appear artificial. His actions cultivate among the contestants 

a sense of belonging to rhe community char is required by those ready 

co die for it in barrie. Yer the potentiality of violence among members of 

rhe group is strikingly present, though eventually averted by sacrificial 

substitution, as becomes apparent in rhe case of EnteUus, who sacrifices a 

bull in the place of a human vicrim.28 The themes of unity, solidarity, and 

continuity are also manifest in the concluding segment of the games, the 

imm Troiae. We are cold char the skill displayed by the boys as they exe

cute their mock barrie formations gives joy to rhe spectators: 

excipiunr plausu pauidos gaudenrque tuenres 

Dardanidae, uererumque agnoscunr ora parenrum. 

The Dardans welcome the anxious boys with applause and rejoice, 

as they gaze, ro recog nize in them the features of their old fathers. 

Once again, rhe feelings of joy are grounded in rhe recognition of the 

continuity between fathers and sons. The importance of this continuity 

between rhe new generation and the world of the dead and the rradi-

2 7 The fact that funerals can be a sire of competition among members of the com

munity is amply arrested. See, in particular, Ovid 's description of the Parentalia 

in Fast. 2.533-46, where he advocates the necessity of presenting humble offer

ings ro the dead, the implication being char excessive offerings were common. 
2 On the complexities of the use of sacrifice and sacrificial substitution in Aeneid 

5, see Hardie 1993: 32-33, 52 and Feldherr 2002. 
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the recreation of Troy, contrasts strongly with Aeneas' forward gaze to 
the new city and its new institutions. It is thus obsession not with pri
vate loss but with communal loss and suffering that causes the women 
to articulate their own plan over that of the men. The women are then 
propelled to violent act ion that leads co perversion of the rites they had 
so faithfully observed: 

· . . . quin agire et mecum infausras exurite puppis. 
nam mihi Cassandrae per somnum uat is imago 
ardencis dare uisa faces: 'hie quaerire Troiam , 
hie domus est,' inquit 'uobis .' iam tempus ag i res , 
nee rancis mora prodigiis. en quattuor arae 
Nepruno; deus ipse faces animumque minisrrar.' 

· ... Come and burn with me these accursed sh ips. 
For in my sleep the ghost of the prophetess Cassandra 
seemed ro g ive me blazing firebrands: 'Here seek Troy,' 
she said 'here's your home.' Now is the rime ro act; 
nor delay befits such ponencs. Here, four altars 
ro Neptune; the god himself lends the firebrands and the courage.' 

Interfering with the burning of the fire at the altars outside the frame
work of ritual ceremony (injensmn ui corripit ignem [seized with force the 
deadly flame}, 641) is a defilement of normal ritual practice. It is pre
cisely the sacrilegious nature of the act that stuns the women (arrectae 
mentes stttpefactaqtte corda I Iliadmn [startled are the minds of the Trojan 
women, their hearts bewildered}, 643-44), causing Pyrgo to intervene 
and inform them that the woman inciting them to violent action cannot 
be Beroe.3' Yet Iris' flight to heaven (657-58) ignites the hearts of the 
women as well as the ships: 

rum uero arronirae monstris actaeque }itrore 
conclamanr rapiuncque focis penetrafib11s ignem; 
pars spoliant aras, frondem ac uirg ulta facesque 
coniciunc. jin·it immissis Volcanus habenis 
rranstra per et remos et pictas abiete puppis. 

3 ' In her speech she reminds the women, and the reader, that they are in the pro
cess of performing funeral rites (651-52). 
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Then indeed stunned by the marvels and driven by frenzy, 

they cry aloud , and some snatch fire from the hearths within; 

others strip the altars, and throw on leaves and twigs 

and brands. W ith free rein Vulcan rages 

amid thwarrs and oars and hulls of pa inted pine. 

The women's fury is a result of their intense grief over the losses the 

com munity has incurred during the quest for Italy. The goddess fuels 

this g rief so that it becomes rage, which leads ro destruction as they 

set fire ro the ships. The women's rage also results in sacrificial corrup

tion , as they now follow Iris' sacrilegious example. The women's frenzy 

becomes one with the frenzy of the fire that consumes the ships, the 

uncontrollable fire being a concrete manifestation of the women's lack 

of self-control. The lang uage describing the women's frenzied state bears 

great resemblance ro that used ro describe the more specifically bacchic 

rage of Amara and her followers in Aeneid 7 (attonitae Baccho . .. matres [the 

mothers . .. frenzied by Bacchus), 580).32 More distinctly maenadic char

acteri stics surface in the description of the women's flight after Ascanius 

chastises them: 

ast illae diuersa meru per lirora passim 

diffugiunt, si luasque et sicubi concaua furtim 

saxa petunt; piget incepti lucisque, suosq ue 

mutatae agnoscunt excussaque pectore !uno est. 

But the women scatter in fear over the shores this way and that, 

and stealthily seek the woods and the hollow rocks anywhere 

they can find them; they loathe what they began and the light of day; 

now changed, they know their kin, and Juno is shaken from their breasts. 

The women's movement recalls that of bacchants who abandon the civi

lized world for the world of the wild. Their flight comes at the moment 

of sanity, however, which is incong ruent with standard maenadic prac

tice, where women flee tO the wild in their madness only tO return tO 

their homes after the frenzy has subsided. Maenadic flight signals the 

32 The Trojan women's bacchic behavior as a resu lt of Iri s' interference is not su r

prising g iven the many sim ilari t ies between her and Allecto, on which see 

Putnam 196y 88- 90. 
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abandonment of the female space and marks a transgression of the wom
en's roles as wives and mothers. In this particular instance, however, it is 
the women's trad itional role as ritual mourners that encroaches on pub
lic space. Through their lamentation they express thei r collective will 
to oppose the plans of the men. The use of bacchic imagery to express 
the women's return to sanity rather than their madness emphasizes 
their transgression, because it describes their rage as the product of dis
torted female rites. Thei r bacchic flig ht symbolizes the fact that they 
have lost their place in the community once they have turned against 
it. The women are rhus permanently delegated to the wild; their ties to 
the community are severed, and their flight prefigures their subsequent 
exclusion from Aeneas' Rome. Thei r exclusion is thus a result of both 
their attachment to the past, exemplified by their ritual status as mourn
ers, and their inability to understand and share in the positive effects of 
public death ritua\.33 

The women's encroachment on the public sphere is vividly captured 
by Ascanius: 

primus er Ascanius, cursus ur laetm equesrris 
ducebar, sic acer equo 111rbata periuir 
casrra, nee exanimes possum rerinere mag isrri. 
'q uis [11ror isre nouus' quo nunc, quo rend iris,' inquir, 
'heu miserae ciues) non hosrem inimicaque casrra 
Arg iuum, 11estms spes uriris. en, ego 11ester 
Ascanius! ' galeam ante pedes proiecit inanem, 
qua ludo indurus belli simulacra ciebat. 

And first Ascanius, as joyfully he led the eq uestrian 
course, eagerly sought with his horse the bewildered 
camp, nor can his breathless masters hold him back. 
'What strange madness is thi s) ' he says, 'Where now, where are you goi ng, 
my wretched citizem? lr is nor the foe, nor the hostile Arg ive 
camp you burn , bur yo11r own hopes. I am yo11r own 
Ascanius! And before his feet he tossed the empty helmer 
which he was wearing as he roused in sport the imitation of battle. 

33 This inability is, of course, as we have noted , also a result of thei r exclusion 
from the life-affi rming, positive rituals. 
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The public nature of the women's actions is evident in Ascanius' appeal 

ro rhem as cittes and his effort to reestablish rhe connection between the 

women and the rest of the community by the repetition of uestras and 

uester.34 Furthermore, Ascanius' description as /aetm evokes the earlier 

episode of the games and the emotions of joy and solidarity char rit

ual generates among the members of the community. By contrast, the 

women's perversion of their role as ritual mourners negates the beneficial 

effec ts of properly executed ritual. 

That the women's collective action is critical to rhe future of Aeneas' 

mission is evident in Aeneas' emotional reaction: 

ar parer Aeneas casu conc1mm acerbo 

nunc hue ingenris, nunc illuc pecrore curas 

murabar uersans, Siculisne residerer aruis, 

oblitus fatomm, Iralasne capesserer oras. 

Bur father Aeneas stmmed by rhe bitter blow 

now this way, now rhar, within his heart turned over 

his cares, whether, forgetful of fate, he should settle 

in Sicilian fie lds, or aim for Italian shores. 

Aeneas here resembles much more the women stupefied by Iris' words and 

actions than the leader who earlier in the book had showed a deft ability 

to ease tensions among his people. Aeneas' reaction also eloquently and 

poignantly demonstrates how communal unity, reinforced through the 

elaborate description of the commemoration of Anchises' death, is always 

fragile. The earlier sentiments of joy now forgotten, Aeneas contemplates 

doing what the women want. It rakes the intervention of Names and 

Anchises himself to convince him otherwise and rhus to undo the dam

age the women have done. The outcome of these deliberations is the 

abandonment of rhe women in Sicily along with the elderly men.35 Yet 

this city, like Burhrotum , is chained to rhe past: ir is a new Troy (756). 

34 Nugenr (1992: 280) notes rhar Ascanius' gesture demonstrates rhe divide 

between men and women: the male in his armor is unrecognizable in rhe 

domestic space. On Ascanius as Euripides' Pentheus within rhe maenadic con

text, see Oliensis 2001: 58-59. 

35 On rhe decision ro leave rhe women in Sicily, see also Nugent 1992: 283. 

Interestingly, rhe women are granted civic starus: tramcribunt ltrbi matres, 750 . 
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The women appear limited in their capaci ty ro understand the collective 
mission and are therefore denied participation in it. W hat is more, their 
traditional role as ritual mourners is shown ro endanger communal unity 
and the success of Aeneas' miss ion. 

In Book 9 (473-502), the Trojan army d isplays a reac tion similar to 
that of Aeneas as a result of the lament of Euryalus' bereaved mother.36 

In this instance roo, fema le grief exhibits bacchic attribmes: the woman 
is sa id tO be mad (amens, 478), and her cries (jemineo ul~tlatu, 477) appo
priate the maenad ic cry so frequently used by maenads. She abandons 
the female space and its attendant ac tivities (476) and moves ro the 
ranks of battle (agmina . .. I petit, 478- 79), while bemoaning the fac t that 
the reality of war prevents her fro m performing burial rites for her son 
(485- 89). The great impact of her lament on the Trojan army is recorded 
in detail : the soldiers' spi rit is shaken (conCIIssi animi, 498), and sorrow
ful moaning ari ses among all (maestmque per omnis I it gemitm, 498-99). 
Euryalus' mother, however, far from stirring the men's g rief into ac tion 
and revenge, undermines their ability tO continue the fight. We are told 
that their strength for battle diminishes (t01pent infractae ad proelia ttires, 
499), while the woman kindles lamentation like fire among them (incen
dentem lttctm, 500) before she is removed. Once again we see that female 
lamentation can be pernicious, diminishing men's effectiveness ro fulfill 
the common goal. 

In conclusion, in Book 5 Vergi l employs the use of hero-cult in Greek 
tragedy but inverts and transforms it in order to expose the cracks at the 
seams of communal unity and the new civic identity it seeks ro affi rm . 
In Greek tragedy, accord ing ro Richard Seaford , the violence that often 
ensues as the result of death ritual, in the form of reciprocal vengeance, 
is eventually replaced by hero-cult. As a form of funerary ritual that 
eliminates the divisiveness caused by death , the institution of hero-cult 
transfers the emotions of private funeral ro a collective participation in 

Accord ing ro Serv ius ad foe., trcmscribere is a technical term denot ing citizenship. 
See Williams 1960: 184. 

36 On Eurya lus' mother's appearance despite the statement char all of rhe women 
stayed in Sicily, see Nugent 1992: 272-74. On her lament, see also Nugent 
1999: 254- 56. Note char here roo, as in the case of Dido, Fama helps spread 
female lamentation (see Hardie 1994: 159-60). 
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the lamenr over a hero and thus promotes civic unity. Vergil inverrs this 

pattern from Greek rragedy: the greater porrion of the book celebrates 

the positive, unifying effects of death ritual, cast as a tribute for the dead 

Anchises, whose spirit is able ro benefit the community. As a common 

pater ro all, he provides a renewed strengthening of communal bonds 

under the shared vision of a future in Italy. This unity, however, appears 

ro be incomplete because it excludes other groups from the commu

nity, namely, the women. As a result , communal unity is shown ro be 

threatened nor by loyalties ro autOnomous households (as is the case in 

Greek tragedy) but by the women, whose opposition takes the guise of 

a rransgression of their role as ritual mourners . Violence thus erupts at 

the conclusion of the funeral games, a violence that divides the commu

nity inro male and female and destabilizes Aeneas' (and, by implication, 

the community's) resolve to fulfill their mission. The inversion of the 

Greek rragic pattern underscores the fragility of the new civic identity 

and its ability ro stop reciprocal violence. Aeneas' final act, the killing 

of Turnus, cast as an act of memory and grief for the loss of Pallas (saetti 

monimenta do/oris [reminders of savage grief}, 12.945) may thus be seen as 

yet another confirmation of the problematization of public death ritual 

in the Aeneid. 



A M BR I DGE U I V E RSITY PR ESS 

Cam bridge, New York , Melbourne, Mad rid , Cape Town, Singapore, Sao Paulo, Delhi 

Ca mbridge Un iversi ry Press 

32 Avenue of rhe Americas , New York , NY roo r_)- 2473, SA 

www.cambridge.org 

Informat ion on rhis ride: www.cam bridge.org/978052 1895224 

© Vassiliki Panouss i 2009 

This pub! ica rion is in copyrig ht. Subjecr ro sra ru rory exceprion 

and ro rhe prov isions of relevam collec tive licensing ag reemems, 

no reproduction of any parr may rake place wirhour rhe wri rren 

permiss ion of Cambridge University Press. 

Fi rsr pub! ished 2009 

Primed in rhe Unired Sra res of America 

A rtttalog record for tbiJ p11bliulfion iJ at1ai/able from tbe BritiJb Libtm-y. 

Libmry of Congrw C<ttaloging in P11blir<ttion data 

Panouss i, Vass iliki , 1967-

G reek rragedy in Verg il's Aeneid: rir ua l, empire, and inrerrex r I Vass iliki Panouss i. 

p. em. 

Includes bibliographical references and index. 

ISB 978-0 -52 r-89522-4 

r. Virg il. Aeneis. 2. Epic poerr y, Larin - G reek inAuences. 3· Epic poerry, Larin -

H isrory and criticism . I. Tide. 

PA6825 .P27 2008 

873'.o r-dc22 2008030568 

ISB1 978-0 -52 1-89522-4 hardback 

Cambridge Un iversi ty Press has no responsibility for rhe persistence or 

accuracy of Il LS fo r ex rernal or rhird-parry Inrerner Web sires referred ro in 

rhi s publicat ion and does nor g uaranree rhar any conrenr on such \Xfeb sires is, 

or will rema in , accurate or appropriate. In fo rmacion regarding prices, rravel 

rimerables, and orher facr ua l informarion g iven in rhi s work are correcr ar 

rhe rime of fi rsr priming , bur Ca mbridge Unive rsity Press does nor g uaranree 

rhe accuracy of such informacion rhereafrer. 



V I 

2. Livy's Devotio and the Aeneid 

3· Ritual, Tragedy, Closure 

SECTION B. RESTOR ATION 

3 The Fragility of Reconciliation: Ritual Restoration 

and the Divine 

I. Versions of Juno: Furies and Ritual Pollution 

II. Furies as Agents of Discordia 

III. Venus, Juno, and the Fragility of Conrordia 

IV. Transforming Juno: Ritual Restoration in Aeneid 12 

V. Change of Venue: The D irae and the Oresteia 

VI. The Mediation of Pallas 

VII. Ritual and Empire 

SECTION C. WOMEN 'S RITUALS 

4 Maenad Brides and the Destruction of the City 

I. Bacchus in Greece and Rome 

II. Tragic Maenads 

III. Maenad Brides 

r. Amara 

2 . Dido 

3· The Sibyl and Helen 

5 Mourning Glory: Ritual Lament and Roman 

Civic Identity 

I. Lessons in Ritual Mourning 

r. Andromache 

2. Creusa 

II. Ritual Lament and Civic Identity 

r. Anchises' Funeral and Hero-Cult 

2. The Trojan Women 

Contents 

66 

8r 

104 

109 
II2 

II5 

rr8 

121 


