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This dissertation investigates the iconic function of repetitions of words and other units of speech
in the lliad and Odyssey as a component of the structural stylistics and aesthetics of Homeric
epic. While these works are famously repetitive on a number of scales, | focus on small-scale
patterns of repetitions that have received comparatively little attention in modern scholarship and
argue that such patterns frequently reflect or enact aspects of the content of the lines or passages
in which they appear. Because certain types of patterns pervasively correlate with certain types
of content, for example ring composition with language of roundness, the resemblance between
form and content allows for an examination of content as an implicit source of information about
the Homeric conception of poetic structure and composition. Chapter 1 lays the groundwork for
the rest of the dissertation by discussing what constitutes a pattern and considering issues of
intentionality and perceptibility in an oral-poetic context; Chapter 2 takes a nuanced look at the
relationship between sound, structure, and sense by examining the role of paronomasia and other
phono-semantic complexities in broader structures; the third and final chapter presents case

studies that investigate thematic categories and their correlation with patterns of repetitions,



showing how Homeric verse presents itself as a finely-crafted product of virtuosic artistic skill.
The intersections of small-scale repetitive structures and content in Homeric epic ultimately
reveal a narrative pervasively concerned with itself as a built medium for conveying its
traditional content. By refining our understanding of the relationship between form and content,
this work strengthens the basis of and broadens the horizon for claims about Homeric epic’s self-

awareness and self-referentiality in the use of language.
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INTRODUCTION

One of the noteworthy characteristics of Homeric epic style is its repetitiveness, its tendency to
repeat words and roots and phrases, lines and passages, syllables and sounds. This work
examines the phenomenon of small-scale patterns of lexical and phonetic repetitions and their
role as an active component of Homeric artistry and aesthetics, centered around the question of
how the Homeric poet or poets use and conceptualize such repetition. The answer that this work
takes up concerns iconicity, that is, the capacity of repetition to reflect or enact an aspect of the
content of the statement in which it occurs.? The pervasive correlation of certain types of patterns
with certain types of content — for example, lexical ring structures with imagery of roundness or
turning, or dense sequences of repetitions with language of thickness, joining, or frequency —
suggests that a mimetic function of repetition relying on varying degrees of conceptual
abstraction is a widespread and energetically deployed component of the structural stylistics of
the Iliad and Odyssey. The aim of this work is to explore these relationships of form and content
on the basis of a close observation of repetitions of, in the first place, words, as they appear in
lines and short passages; and ultimately of roots, syllables, and phonetic sequences, when the
everyday concept of the ‘word’ proves of limited utility for a full description of the interplay of

sound, structure, and sense that the texts reveal.

! The notion of iconicity derives from Charles S. Peirce’s definition of the icon as a sign (a ‘signifier’) that
resembles the concept or object to which it refers (the ‘signified’), as opposed to the symbol, whose relationship to
the signified is arbitrary (see e.g. Peirce’s definition from the early 1900s reprinted in Hoopes 2014: 239-240); in
semiotics, iconicity is “the idea that a formal property in a sign corresponds through similarity to a property of its
referent” (Haiman 2006: 457). The principle was applied to linguistics by Roman Jakobson (Jakobson 1965; see
No6th 1999: 613; Watkins 1995: 29 with note 2), in which domain it has been argued to play a role at every level of
language structure (phonology, morphology, syntax, discourse, etc.); literary criticism has explored its creative and
expressive function in literary and other texts (Nanny and Fischer 2006; Fischer 2014).



LEXICAL REPETITIONS AND MODERN HOMERIC SCHOLARSHIP

The bulk of scholarly attention in discussions of Homeric structure through repetition has
focused on phenomena of a larger scale than what is addressed here, larger in terms of the length
of text spanned or the length of repeated units or both. I emphasize the lexical and the small-
scale not to rule out or disregard the existence and relevance of larger structures, but to remedy
the relative lack of sustained attention to this feature of Homeric epic. A survey of titles that treat
“Homeric repetition” vel sim. makes clear the overwhelming influence the concept of the
Homeric formula has had on where scholars have cast their gaze and how they have framed the
question of Homeric repetition over the past century, with repeated phrases, lines, passages, and
type scenes, within and across books, receiving the majority of attention.? The question of
intentionality and perceptibility is often raised by those dealing with Homeric repetition, with
respect to which Hainsworth may be cited as a representative of the extreme negative position:
“The Homeric audience were too thoroughly accustomed to repetition for any particular instance
to have been significant to them.”® His comment is prompted by the repetition of an extended
simile in the Odyssey seventeen books after its initial appearance, at the larger end but within the

normal range of units and spans concerning which debates about the intentionality of repetitions

2 Many inquiries attempt to address the question of what the formular repetitions throughout the Iliad and Odyssey
mean for the Homeric texts in light of Milman Parry’s observation that such repetitions are typical of oral poetic
production; some emphasize the stylistic implications of such repetitions. Hutchinson’s recent “Repetition, Range,
and Attention: The Iliad” (2017) briefly considers the perceptibility of small-scale lexical repetitions (146-148)
before turning to recurring phrases. Minchin in “Repetition in Homeric Epic” (2016) is primarily concerned with
repetitions “at a larger, structural level” than the formula (17), namely type scenes, repeated elements in stories, and
parallels between imagery and narrative in similes. Mueller’s statistically-oriented chapter ‘Homeric repetitions’
(2009) focuses on phrasal repetitions, following the Chicago Homer database in defining repetitions as “any string
of two or more words that occurs more than once” (135, cf. Mueller 2011: 739-742). Nagy’s 2004 ‘Poetics of
Repetition in Homer’ (engaging with Eide 1999) discusses passages repeated verbatim or close to verbatim;
Bannert’s 1988 Formen des Wiederholens bei Homer: Beispiele fir eine Poetik des Epos deals with the structural
function of repeated verses in and across scenes; Lowenstam in The scepter and the spear: studies on forms of
repetition in the Homeric poems (1993) is concerned with repeated epithets and motifs. Calhoun 1933 “Homeric
Repetitions” focuses on repetitions of a line or more. This list is not comprehensive, and much work on Homeric
repetitions in a similar vein can be found in studies that do not highlight “repetition” in the title.

3 Hainsworth 1988 ad Od. 6.232-235, given as an example by Lowenstam (1993: 3).



play out. One might reasonably attribute the relative silence concerning small-scale lexical
repetitions — repetitions within a handful of lines rather than across scenes or books — to a sense
that because repetitions of individual words within passages are so common in Homer, their
ability to rise to salience and pass the threshold at which they become more than background
noise is limited.

This is not to say that lexical repetitions are never noticed or discussed. As a recent
example, Hutchinson 2017 devotes several pages to an argument for the perceptibility of small-
scale lexical repetitions.* Ahuvia Kahane makes the case that the recurrence at any point in the
text of a thematically significant individual word in the same morphological form and metrical
position as its first appearance can evoke the original appearance of that word, so that, for
example, every instance of accusative singular pfjviv ‘wrath’ in verse-initial position in the Iliad
hearkens back to the verse-initial pufjvtv in Il. 1.1.° Detlev Fehling’s book on figures of lexical
repetition in early Greek literature treats repetitions outside the framework of the formula, but his
emphasis on the figure largely binds him to classifications that descend from the Greek rhetorical
tradition, and his consideration of their function within context is limited; the utility of his work
lies more on the side of collection than of stylistic analysis, and he does not address lexical
sequences like ring structures.® It should scarcely need mentioning that lexical repetitions are
often observed in close readings of Homeric passages in studies that do not take up the question

of lexical repetition per se.’

4 Hutchinson 2017: 146-148.

5 Kahane 1994: 43-79 (50-58 on menis).

6 Fehling 1969; cf. Edwards 1991: 59-60; Gygli-Wyss 1966 on polyptoton in early Greek literature, including 60
instances in Homer (89-95).

7 Tsitsibakou-Vasalos 2000 is a fine example.



With one partial exception, discussed below, repetitions of individual words have also
generally been downplayed in the study of Homeric ring composition, although their existence is
not infrequently acknowledged. The traditional characterization of ring composition is that
Homeric rings are formed of parallels of themes or ideas that are sometimes reinforced by
repetitions of words;? this was most emphatically articulated by Dieter Lohmann in his 1970
book Die Komposition der Reden in der llias:

Es war mehrfach zu betonen, daf? nicht die wortlichen Entsprechungen das

spezifische Merkmal der homerischen Ringkomposition sind, sondern

thematische Zusammenhdnge. Das heift, dal Ringkomponenten und Zentrum in

ihrer thematischen Substanz fur die Gesamtstruktur relevant sind, wobei die

wortlichen Anklénge eine Klammerfunktion haben, aber nur selten den

eigentlichen Ring bilden.®
This view may in turn have had some influence on the rings he tends to find: his focus on
speeches, in which rings formed of ideas developed over one or more lines are common, leads
him to underestimate the potential of smaller units of speech to be bearers of significant parallels.
Although he recognizes that the center or surrounding rings of a ring structure may themselves
be divided into ring structures,*® he overlooks or excludes from consideration smaller lexical
structures that extend into the central sections of broader annular patterns. For example, in his

discussion of the speech in Il. 24.253-64, he labels the center of the ring structure “Klage”

(lament), the next ring “Verfluchung” (curse), and the outer ring “Aufforderung” (exhortation),

8 In his seminal work on ring composition, Van Otterlo 1944: 3 defined ring composition as the repetition of a
thematic sentence from the beginning of a unit of text at its end, “so dass der ganze Abschnitt durch S&tze gleichen
Inhalts und mehr oder weniger dhnlichen Wortlauts umrahmt und so zu einem einheitlichen ... Gebilde geschlossen
wird” (cf. 43-44). Gaisser 1969: 4 follows van Otterlo; Thalmann 1984: 8 (cf. 28) is similar (“the repetition... of an
idea,” sometimes with verbal repetition). Stanley 1993 focuses on echoes between scenes in terms of themes and
motifs (cf. Whitman 1958, Cook 2014), but notes that “verbal parallels may also be evident in these pairs” (36; see
e.g. his analysis of ring composition, including lexical repetitions, in the Shield of Achilles pp. 9-13).

® Lohmann 1970: 26.

101 ohmann 1970: 28.



but makes no mention of further rings contained in these lines that are based on parallels between

the ideas contained in individual words:1

>WO00 >
O 0O

Il. 24.252-264 ABCDDEEDCBA
Evvéa 101G 0 YEPAOG OPOKAN oG EKELELE:
onedoOTE Lol KOKO TEKVO, KATNQOVES: aif’ duo mavteg Aufforderung (253a)

"Extopoc m@éret’ dvti Bofic €mi viyvoli mepdobau. Verfluchung (254b-254)
& Lol £Y0) TaVATOTUOG, &Mel TEKOV viag dpioTovg 255 Klage (255-259)
Tpoin év edpein, T@V 6" oD TV et ,
Mnotopd T avti kai Tpwilov inmioydpunv
"Ext0opd 0, 0¢ goKe pet’ , OVOE EMKEL
ve Ovntod mdic Eppevar GAAG
TOUG HEV Andres” Apng, Ta & EAEYyen TAVTOL 260 Verfluchung (260-262)

yedotal T OpynoTal T YOPOoLTLTIN GV dPLeTOL

apvdv Nd’ Eplemv EMONUIOL APTUKTTPES.

ovK Gv oM pot dpoav Eépomiicoatte thylota, Aufforderung (263-264)
TaDTA 1€ TAVT €mbeite, tva mprocwpey 06010;

These nine did the old man call near him and enjoined:

"Come to me quickly, worthless sons who do me shame; would that you all
had been killed at the swift ships rather than Hector.

Miserable man that | am, since | begat the best sons

in broad Troy, of whom | say not one is left —

godlike Mestor, Troilus the dauntless charioteer,

and Hector who was a god among men, nor seemed he likely

to be the son of a mortal man, but of a god.

Ares has slain them and those of whom | am ashamed are alone left me.
Liars, and light of foot, best heroes of the dance,

robbers of lambs and kids from your own people,

why do you not get a wagon ready for me at once,

and put all these things upon it that | may set out on my way?"

If we follow the lexical rings, the ring structure centers on the recently deceased Hector and,

even more narrowly, on his mortality as a man in contrast with his divine characteristics (the

repetition of the name ‘Hector’ admittedly does not fit the structure). Similar examples of the

tendency to overlook lexical patterns can be found in other frequently-cited accounts of Homeric

ring composition.*2

11 _ohmann 1970: 21.
12 E g. Gaisser 1969 (on ring composition in Homeric digressions), who makes no mention of the lexical pattern at
the center of the ring structure in 1. 7.123-160 (“How Nestor Slew Ereuthalion” 8) dovpi-cidnpein kophvn-



An exception to this tendency is Martin Steinriick’s treatment of lexical ring structures in
his under-cited 1997 book Kranz und Wirbel: Ringkompositionen in den Biichern 6-8 der
Odyssee. Steinruick undertakes an analysis and cataloguing of ring composition on all scales in
Odyssey 6 through 8, and the smallest of these structures, the category he labels
Ringkomposition 1 (RK1), designating ring structures that cannot be broken into smaller units of
ring structures, overlaps with the structures examined here.™® His analysis of their composition
focuses on parallels and oppositions of meaning (semantic rings) and those that are reinforced by
the repetition of words (lexical rings), with the added observation that a lexical repetition is
always also a semantic repetition in and of itself.** Steinriick’s sustained attention to the role of
lexical repetitions as constitutive elements of ring composition is a salubrious improvement on
the norm, but his analyses display on occasion the usual prioritization of semantic import over
lexical repetition. Here is a passage that Steinriick identifies as containing a ring structure (the
markup is mine):°

Od. 6.112-117 ABCCBA
&v0’ avt’ 8L dvomoe Oed, yAowkdmig A0,

A, B ®¢Odvceng , 1001 T" évdmda KovpNV,
1} ol Pamkwv avopdv TOAY yNGOLTO.
c,D ooedipav énet’ uet’ Baciiewn: 115
D,c pev duapte, Pabein & oy
B,A aid émi pakpov qucav: 6 6 dtog Odvooevg...

But then the goddess bright-eyed Athena began to consider
how Odysseus should wake up and see the handsome girl
who was to conduct him to the city of the Phaeacians.

Avkbopyoc-arelvand &v 60@-Kopuvn-cdnpein-Avkdopyoc-dovpi (140-145 ABCDCBDA), or in I1. 18.393-409
(“Hephaestus’ Debt to Thetis” 9), Ebpuvoun te ®¢tig 8°-Edpuvoun-dyoppodov Qkeavoio-pdog ‘Qieavoio-péev-OLTig
¢ kai Evpuvoun (398-405 ABACDCDCBA); or Thalmann 1984: 17 on the ring composition in 1l. 16.364-393, in
the center of which can be observed the sequence ioyn te eopoc te-Inmor-HKOTOdeC-AeTTE-OPLKT TAPpOC EPLKe-
Tapp@ Epuoapuatec dkéeg nmor-Aimov-ioyf te oPw 1€ (365-373 ABCDEFEFECBDA).

13 Steinriick 1997: 93. In the books of the Odyssey on which he concentrates, RK1 covers on average nine to ten
lines and contains two to three rings.

14 Steinriick 1997: 88 and 97. He also acknowledges the possibility of other kinds of echoes, such as those based on
phonetic similarity, metrical form or position, and syntax (87).

15 Steinriick 1997: 30, 73, 111.



The royal girl, therefore, threw a ball at one of the attendants,
which missed the attendant and fell into a deep eddy.
On this they all shouted greatly, and divine Odysseus woke...
Steinrlick schematizes the ring structure as follows (in his notation, underlined words mark

semantic repetition, bold a lexical repetition):1®

Athene plant: Od. soll aufwachen: £yporo 112f.
Nausikaa wirft den Ball (ppuye) 114
verfehlt 115
Nausikaa wirft den Ball ins Wasser (§upaie) 116
Plan erfillt (Odysseus wacht auf): &ypeto 117

Steinrtick omits from his account two of the three lexical repetitions (Odvcoceig, aueinorog) in
the passage. He identifies the semantic echo of ‘throwing’ (§ppiye 114, Eupaie 116) as the
internal echo (“einem nur semantischen inneren Echo”), and makes no mention of, in the schema
or the attending discussion, the lexical repetition of augeirolog in the same lines. But this
repetition occurs over a narrower span than the semantic echo, separated by a single word —
‘queen’ — and the semantic and the lexical echoes are not mutually exclusive. Further, while
Steinrlck sees in this passage a resonance between the eddy (6ivn 116) into which the ball falls
and the ring structure of the passage — a narrative eddy, as it were!’ — there is a similar iconicity
at play in the repetition of aueiroioc ‘attendant’ (etymologically, ‘one who turns around
another’) on either side of the word designating the person she attends (Baciiein).

This last observation touches on another aspect of Steinriick’s book that is significant for
the present study. Steinrtick devotes his third chapter to a demonstration that the language and
imagery of roundness and turning served in ancient Greece as metaphors for ring composition;
he makes this case by gathering a number of poems and passages from Homer to the Roman era

in which round language — the titular crowns and whirlpools included — corresponds to the

16 Steinriick 1997: 30; again, with slight changes, at 111.
17 Steinrtick 1997: 73



structure of the poem or passage in which it occurs. The following late epigram is his first (and
most incontrovertible) example (markup his):8
Rufinus (AP 5.74) c. 100 CE
TéUT® oot, 'PodokAeln, 100e oTEPOGS, AvOEGL KAAOTG
a0TOC VO’ NMUETEPOLG TAEEAUEVOG TOAGLLONG
£oTL Kpivov podén e KAAE votepn T Avepmwn
Kol VAPKIGGOG VYPOG Kol Kuavavyeg Tov.
TaDTO oTEQAUEVT ANEOV HEYAAaVY0g Eo0doa
avOeig Kol AMyelg kol o Kol 0 6TEQAVOG.
| send to you, Rhodokleia, this crown, with beautiful flowers
That I myself twined in my palms
There is lily and a calyx of rose and dewy anemone,
and damp narcissus and dark-shining violet.
Crowned with these things, cease to boast greatly:
both you and the crown flourish and cease.*®
The speaker sends ‘this crown’ (t6de otépoc) of flowers to his addressee; the references to the
crown at the beginning and end suggest that the poem itself is the ‘crown.” The confirmation of
the equation between crown and poem comes from the list of flowers in the second and third
lines: the first letter of each of the flowers and the whole of the last — kpivov podén dvepudvn
vapkiocog fov — spells kpéviov, ‘skull,” as the commentaries note.?’ The lexical references to the
crown, that is to say, surround the hidden ‘skull” in an iconic imitation of a crown on a head.
Steinruck is not the first modern scholar to suggest a correlation between ring
composition and ‘round’ content. Probably the two most well-known Iliadic passages for which
the same correlation has been suggested are the Shield of Achilles in Book 18, in which the river

Ocean, depicted encircling the shield, is mentioned at the beginning and end of the description of

scenes on the shield,? and Nestor’s speech to Antilochus advising him in charioteering in II.

18 Steinrtick 1997: 53-54

19 Translation mine.

20 Steinriick 1997: 54; Hoschele 2006: 127-129.

21 E.g. Becker 1995: 148; Stanley 1993: 9-10; DuBois 1982: 17; cf. Thalmann 1984: 10 on the Shield of Herakles,
with note 33 on the Shield of Achilles.



23.306-348,%% in which the structure of the speech itself parallels the description of the oblong
race-course. There are indications from poetic traditions cognate to that of ancient Greece that
the metaphor of roundness for ring composition was a common Indo-European inheritance.?®
Steinruick’s work shows that the metaphor is widespread in Greek poetry, and that it also applies
on smaller scales than, for example, the Shield of Achilles or Nestor’s speech. But he devotes
only a page and a half to the metapoetic implications of this correspondence,?* and when he turns
from a (relatively brief) list of metaphors to the comprehensive structural analysis of ring
composition in Books 6-8 of the Odyssey, he largely sets aside the considerations previously
discussed.

Scholars have sometimes suggested other intersections of form and content in Homer and
archaic Greek poetry. Norman Austin considers Hesiod’s “spiral composition” in the Theogony’s
“Hymn to the Muses” a “verbal mimesis of that ring dance the Muses perform when they sing
and inspire mortal singers.”?® Erwin Cook argues that the Odyssey’s large-scale structures
correlate with themes of cyclicality in the narrative, while Justin Arft labels Odyssean structure a
“sema” (‘sign’) insofar as the middles of ring structures “highlight and signal the prominent
themes and characters of the epic.”?® Alex Purves fruitfully draws a connection between
repetitive language and language denoting ‘thickness’ in Homer.2” The iconicity of lexical
repetitions for multiplicity, iterative or continuative actions (‘again and again’), distribution

(8vBa xai £vBa ‘here and there,” dAlog dAlo ‘each another’), and reciprocity (dGAAnAov ‘each

2 E.g. Lohmann 1970: 15-17; Richardson 1993 ad loc.; Steinriick 1997: 60-64; Forte and Smith 2014: 62-64.
23 Forte and Smith 2014; Watkins 1995: 37.

2 Steinrtick 1997: 51-52.

% Austin 1975: 130-131.

2 Cook 2014: 93; Arft 2017 (quote 6).

27 Purves 2013.
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other’) is a noted linguistic phenomenon in Indo-European languages and beyond.?® More
broadly, narrative-internal acts of craftsmanship such as metalworking (e.g. Hephaistos and the
Shield of Achilles)? or weaving (e.g. Penelope and the shroud)®® have often been seen as
analogies for the production of epic verse.

Many of the structural metaphors | propose are thus not new, but I propose all of them
solely on the basis of what appears and recurs in the contexts of small-scale patterns of lexical
repetitions in Homer. Because these lexical structures have largely been overlooked, their
relationship to narrative content has also largely been overlooked. Attention to repetitions of
small units of speech offers a means to establish a consistent, cross-Homeric basis for the

sometimes piecemeal connections already made, and to strengthen, refine, and go beyond them.

ORGANIZATION

The first chapter of the dissertation provides an overview of types of lexical patterns,
considers problems of the production and perception of repetitions in an oral-poetic context, and
discusses what “counts” as a pattern on a sliding scale from symmetry to disorder; the passages
discussed offer a series of examples of the ways lexical structures can iconically reflect content.
The second chapter problematizes the term ‘lexical’ by examining wordplay and the role of
phonetic echoes in patterns of repetitions, including assonance, alliteration, and homeoteleuton.
It gathers passages in which the poetry displays awareness through self-annotation of the

presence of repeated sounds such as syllables, phonemes, and homophonous words. | argue that

28 West 2007: 106; Gonda 1959 Stylistic Repetition in the Veda 324-335; cf. Gygli-Wyss 1966: 9 and 11 (on archaic
Greek), 89-95 (on Homer). Wills’ useful remarks in the context of Latin poetry apply to Greek as well (1996: 6-8).
2 E.g. Schadewaldt 1965, Marg 1971, Becker 1990 and 1995, Hubbard 1992, Stanley 1993, Nagy 2010.

%0 E.g. Clayton 2003, Nagy 2010: 274-307, Edmunds 2012.
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the frequency of paronomastic echoes in broader lexical patterns suggests the importance of
repetitions of sound as such, in contrast to the usual approach to Homeric ring composition that
sees repeated words as serving primarily to strengthen an underlying alignment of thought or
theme. At the same time, the chapter examines how paronomastic connections can establish
semantic associations between superficially unrelated words, and the potential implications for
how we understand the content of the narrative.

The third chapter is devoted to an investigation of thematic categories and their
correlation with structures of repetition; it builds on the foundations laid in the previous two
chapters and constitutes the core of the dissertation. The chapter consists of six case studies that
focus on specific images or vocabulary and explore from a variety of angles the interpretive
possibilities of different kinds of structural correlations with content: 1) shields and ring
structures (and circles and equality); 2) ornaments, along with language of order (k6opog) and
signs (ofjua); 3) ‘holding’ (€xw) and the Achaean gates; 4) numeral iconicity, namely doublets
and triplets; 5) multiplicity (moAvc) and the proem of the Odyssey; 6) turning and whirling. Many
other examples of structurally relevant images are discussed as they appear in the above
contexts, images such as folding, joining, and flowing, which together with the other categories
discussed in the chapter and in Chapters 1 and 2 offer an implicit characterization of Homeric
verse as a finely-crafted, orderly, and cohesive, but also much-twisting, multifarious, and fluent

product of artistic skill.

NOTATIONAL CONVENTIONS

The notational conventions | employ for marking patterns can be summarized as follows:
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1) Lexical repetitions are underlined and labelled on the left-hand side of the passage with capital
letters. 2) Paronomastic repetitions, repetitions of non-root morphemes, and etymologically
unrelated synonyms, antonyms, or otherwise conceptually related pairs (e.g. ‘night” and ‘day,’
‘hands’ and ‘feet,” or pairs of names or places) are marked with dotted underline. The same
applies to words for which an etymological link is possible but not certain. These are labelled on
the left-hand side of the passage with lowercase letters. The use of the dotted underline is
intended to acknowledge the greater degree of subjectivity involved in identifying non-lexical
pairs, and the designation should be understood as suggesting anything between the probability
and the possibility of an intentional echo. 3) Words that may gesture metapoetically to the
structure of the passage in which they occur are italicized. 4) When it is useful to draw attention
to alliteration or recurring syllables, these are placed in bold.

For example:

Il. 16.155-167 AB c De FGFG eD c AB

A, B Mvupuodvag 8™ dp’ érorydpuevog OpnEev Aytdrede 155
ndeg ava thsiag oLV rsf)xscw 01 0¢& M)Km ('bg
oit ska(pov KEPOAOV uay(xvr ovpscn Snoacsowrsg

De ddmTovcIV: TACLY 08 napmov

FG  «xait dyeAndov laowv amd kpvng 0OPoL 160
FG  Adyovteg yYAdoonow dpatfjotv BOWP
eD, ¢ dkpov épevyduevol - €v ¢ 1€ QuLog

otBeotv dTpopdg €0TL, TEPIOTEVETAL OE TE YOOTNP:
A Toiot MupLddvev yntopeg o€ pEdovteg

ape’ ayabov Bepdamovta modmkeos Alakidono 165
B poovt - &v 6 Gpa Tolowv apniog iotot’ Aylieng,

OTpOVEOV TTmovg T€ Kol AvEPOS AoTIOUDTOG.

Meanwhile Achilles bade his Myrmidons put on their armour
going about among all the tents with their gear, and these

like flesh-eating wolves, in whose hearts there is unceasing might,
who are feasting upon a great horned stag which they have killed
in the mountains, and all their cheeks are red with blood—

they go in a pack to drink from a black-watered spring

lapping with their long thin tongues the black water;
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and they belch forth the gore of blood; and the spirit

in their chests is fearless, for their stomachs drive them—

even so did the leaders and counsellors of the Myrmidons

gather round the good squire of the fleet descendant of Aeacus,

and among them stood warlike Achilles himself

cheering on the horses and the men with shields.

Here powdv (‘bloody’ 159) and @ovov (‘slaughter’ 162), in corresponding positions adjacent to
the repeated aipa ‘blood,” form a paronomastic ring (ee),** while gpeoiv (‘heart, mind’ 157) and
Bopog (“spirit, heart” 162, cc) are conceptually parallel insofar as both refer to internal organs
associated here with fearlessness and strength (Gometog dAkn, GTpoudc €ot).

It is worth keeping in mind that the ancient epic poet’s conception of words may not
correspond to our own. Among the Serbian bards with whom Albert Lord worked, the word
closest in denotation to the English ‘word’ was closer in sense to the English ‘utterance,’ since it
could refer to a word, a line’s worth of words, or a whole song without distinction.®? Likewise, as
Foley emphasized, the ‘word’ as we understand it may not have been for the Homeric poet an
overwhelmingly relevant unit of speech.®® When pelévodpog is matched with uélov 53wp at the
center of the wolf simile at Il. 16.160-61, for example, it may miss the mark to say that two
words are being paired with one. In such cases I apply the word ‘term,” with some distortion of
its normal sense, to any lexical match, regardless of whether it exists on the printed page as a part
of a word, a word, or multiple words. It will nevertheless often be a matter of convenience to
describe matching terms according to modern conventions.

| have opted to label each repeated root as its own repetition (e.g. peldavvdpoc/pérav

Vowp as FG-FG) in order to indicate something of the length of a repetition in terms of

contiguous units. But this is not practical when entire lines are repeated, in which case | use a

31 But see the discussion of the ancient association between @owvdg and gdvog in Chapter 2.
32 ord 1960: 25.
33 Foley 1999: 201-240.
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single letter in italics (e.g. AA). In the alphabetical labelling at the left-hand side of a quoted
passage, | indicate the adjacency of repeated units in the same line by leaving no intervening
space between the designating letters (e.g. FG for ueravodpog and pérav Hdwp in the examples
above), while units that are not adjacent are separated by a comma and a space (e.g. A, B for
Mopdoévas. .. Axidreng). The salience of repetitions is also a factor in labelling: for a repeated
phrase like Tap6évoc NiBedg te (1l. 22.126-130) | underline the enclitic ¢ in the passage, but do
not label it with its own letter in the margin. This should be understood as a practical
convenience of notation and not a dismissal of the possibility that small units of speech play a
role in lexical patterns.

Closer examination of the role of paronomasia in “lexical” structures will reveal further
shortcomings in the conceptualization of what I have called “lexical” repetitions as repetitions of

words, and these and the attendant difficulties of notation are taken up in Chapter 2.
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Chapter 1. LEXICAL STRUCTURES AND ICONICITY: A
PRELIMINARY DISCUSSION

At the beginning of the Odyssey, Poseidon is absent from a divine assembly on Olympus while
visiting the Aethiopians. The poet pauses to comment that there are two groups of Aethiopians,
one in the east and one in the west (Od. 1.22-25):

Od. 1.22-25

GAL" 6 pév Aibiomoc petekiafe TAGO’ €dvtag,

Aibiomag toi diyfa dedaiotar, EGYOTOL AVOPDV,

ol HEV ducopévov Yrepiovog ol 8™ AviovTog,

AVTIOMV TOVP®V TE Kol APVELDY EKATOUPNG. 25

Now [Poseidon] had gone off to the Aethiopians far away,

the Aethiopians who are divided in two, living at the world's end,

some where Hyperion sets, some where he rises.

He had gone there to accept a hecatomb of oxen and sheep.®*
The scholia to the Iliad repeatedly assert that while there are many instances of the figure
epanalepsis in the Iliad, there is only one in the Odyssey;® that purportedly unique case is here,
in the repetition of AifBiomag from line 22 at the beginning of line 23 (underlined in the passage
above). A scholion to these lines states that the poet “repeats the name, so that he might show
that there are two tribes of Aethiopians” (énavélafe d& 0 dvopa, tva deién Ot 600 yévn
Aiborwv. Y). The scholiast is commenting on one of the uses of epanalepsis, namely, to allow

the narrator to give more information, but strictly speaking, the repetition is not necessary for

saying that there are two tribes of Aethiopians. Why, then, should it appear here? One possibility

3 The block-text lliad and Odyssey translations in this dissertation are taken from or based on the public domain
translations of these texts by Samuel Butler (Iliad 1898; Odyssey 1900). I have in all cases organized his prose by
line to match the Greek, and have frequently made adjustments for the sake of clarity or style. All other translations
in the dissertation are mine unless otherwise noted. The Greek text of the Iliad and Odyssey is that of Monro and
Allen’s 1920 OCT editions.

% E.g. Scholion A ad Il. 6.154: kai 811 év Tt cvvexdg Toic Enavaliyest kéypntar, &v 88 Odvooeiq dmal kat’
apyag, “Aibiomog Toi diy0a”; A ad Il. 22.642.
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is the iconic effect of the repetition as an enactment of the duality and division described in the
phrase d1y0a dedaiaton (23, italicized above): framed a different way, duy0a dedaiotou, literally
‘[they] have been divided in two,” does double work as a reference to the two geographically
disparate groups of Aethiopians within the narrative and to the poet’s repetition of Aifionag at
the level of narrative structure.

This is a simple example of the underlying principle with which this dissertation is
concerned: the capacity of small-scale lexical repetitions, in various patterns and degrees of
complexity, to artistically reflect narrative content, and the capacity of narrative content to act as
an embedded commentary on the structure created by such patterns. The following passage from
lliad 16 offers an expanded illustration (Il. 16.211-217; 215 = II. 13.131 AABBCC):%

Il.16.211-217 AABBCC

HOAAOV 8¢ GTiYES dpbev, Emel Pactifiog dxovoay.

¢ 0’ Ote T0lYOV GVIIp Gpdpn Tokivoiol Aifolat

dmpatog Vynioio Plag dvépmv dresivay,

A¢ dpapov KOpLOEC TE Kal AoTIdEG OUPALOEGTAL.

aomic ap” aomid’ Epeide, , o - 215

yoadov &’ immdkopotl kOpvheg Aapumpoict parolot
VELOVTOV, O TVKVOL EPECTAGOV AAANAOLGL.

They fitted their ranks yet more closely when they heard their king.
As when a man fits with close-packed stones the wall

of some high house, warding off the force of the winds —

even so closely were the helmets and bossed shields fitted together.
Shield leaned on shield, helm on helm, and man on man;

The horse-hair plumes on the gleaming ridges of their helmets touched
as they bent their heads, so close they stood to each other.

In line 215, the lexical structure consists of the repetitions of domnic, K6pvg, and avnp, underlined
in the passage above (AABBCC; I overlook for the moment the repeated words in previous and

subsequent lines). The pattern of repeated words enacts structurally both the dense ranks of

36 Cp. 1l. 13.130-31 @pé&avteg d6pv dovpi, clkoc cbkel Tpodelduve- / domig bp’ domid’ Epede, KOpLE KOPLY,
avépa &’ avnp.
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armed men that the scene describes and the wall of close-packed stones to which the men are
compared in the preceding simile; word leans on word (£peide), as it were.®” But if the block
structure of the words is like the wall (and the ranks of soldiers), we can press the language of
the simile for further parallels: the wall is a built thing, and built by a builder (&vrp ‘man’); the
builder of the wall of words would, then, be the poet; just as the builder’s action is the fitting
together of stones (apdpn), so the poet’s action is the fitting together of words; the stones are
said to be densely packed (mvkwoiot, cf. Tokvoi in the narrative element), as are the repetitions of
words in 215. In short, the correlation between form and content suggests an implicit analogy
between poetic production through lexical repetitions and the act of building a wall. As the
builder’s ability to fit stones together in a dense arrangement is the factor that determines the
success of the wall, so the poet’s skill in arranging and repeating words can be understood as a
factor in the passage’s success.

The aim of this work is to show that patterns of lexical repetitions within small units of
text are a widespread feature of Homeric poetry, and that there is a pervasive correlation in the
Iliad and Odyssey between these lexical patterns and certain potentially self-referential
categories of vocabulary and imagery such as craftsmanship, building, turning, roundness,
joining, flowing, signs, and density. Since the patterns resemble their content, we can reverse the
directionality of the comparison and read the content as an embedded commentary on the
structures: we then have from Homeric poetry itself a view into one aspect of what the Homeric
tradition valued in its own composition. These patterns of repetitions, a structural feature of epic
poetry, have the potential to constitute a semantic valence beyond the content of the narrative,

the meaning of which can be extrapolated from, and, perhaps, interpolated back into, the

37 Cf. Janko 1992 on Il. 13.130-131 (131=16.215): “These lines vividly depict the density of the formation.”
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narrative itself. This “figurative” nexus mobilizes interpretive possibilities going in two
directions: how can the content help elucidate the lexical patterns, and how, in turn, can the
patterns help elucidate the content?

This chapter serves as a preliminary survey of the main characteristics of small-scale
sequences of lexical repetitions in terms of formal features such as symmetry, length, and
complexity, and explores their capacity to act as vehicles of semantic, artistic, and metapoetic
import. I take up the question of what “counts” as a pattern and consider the factors that
contribute to the perceptibility of patterns of lexical repetitions in an oral-poetic context. A
number of the chapter’s discussions and conclusions are informed by analyses conducted in
greater detail in subsequent chapters; the premise that these patterns are widespread finds

corroboration there.

1.1 SMALL-SCALE LEXICAL PATTERNS

By ‘lexical pattern,” | refer broadly to any orderly sequence of repeated words, roots, or
syllables. | focus in this chapter on repeated words and roots; the role of paronomasia in these
structures is treated in Chapter 2. The designation ‘small-scale’ refers to the appearance of these
patterns in passages usually spanning between several and a dozen lines, sometimes more or
fewer; they are thus larger than many rhetorical figures as transmitted by ancient manuals of
rhetoric (epanalepsis, anaphora, etc.) and smaller than most ring composition (and other narrative
structures) as treated by modern scholarship. My working assumption is that any proximate
lexical or phonetic repetition has the potential to be raised to salience and significance by its
context (cf. the Odyssean example given above), so the term ‘pattern’ should be heard as

correspondingly capacious. In the first place, however, it refers to repeating sequences of
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multiple terms. The wall simile described above (Il. 16.211-217) is a fairly clear-cut case of
iconicity through repetition, but the AABBCC sequence — I will call it ‘block composition” — is
relatively uncommon in Homeric epic;® the predominant patterns of lexical repetitions that come
to the fore in the Iliad and Odyssey are ring structures (ABCCBA, etc.) and parallelism or
interlocking structures (ABCABC, etc.), with expansions and complications of the same. Nor are
such “dense” concatenations the norm, although there are enough of these to prompt entirely on
their own a suspicion that the Homeric poet deploys lexical repetitions strategically.®

One does not need to look far in Homeric epic to find an example of a lexical pattern that
is more typical in terms of its structure and frequency of repetitions (1. 1.5-10):

Il.1.1-10 ABCACBA
pfviv_dee Bea InAnidoew Ayiifjog
ovAopévny, i popt” Ayaioig dAye’ Enke,
TOAAGG & 1pBipovg yoyog "Atdt Tpoioyev
NPO®V, aOTOVG O& EADPLA TEDYE KOVESTIV
olmvoioi te mdot, Aog & €teheieto BovAn, 5
& ob &M T mpdTa SraoTHTHY
1€ Gvag avopdv kai 610¢
Tig T dp ocpwe BedV Sovénke payecta,
AnTodg Kai A10g vidg: O yap PactAfT xormOeig
voDGOV Gva 6TPOTOV Opoe KoKV, OAEKOVTO 08 Aaot... 10

>We W
>
(@]

Sing, O goddess, the anger of Achilles son of Peleus,
destructive, that placed countless ills upon the Achaeans.

Many a brave soul did it send down to Hades,

heroes’ souls, and themselves made prey to dogs

and all birds, for so were the counsels of Zeus fulfilled

from the day on which first stood apart having quarreled

the son of Atreus, king of men, and godlike Achilles.

And which of the gods threw them together to fight in strife?

It was the son of Zeus and Leto; for he was angry with the king
and sent a pestilence upon the host, and the people were dying...

38 Others at 1. 13.130-131, II. 2.363, 1l. 14.382, Od. 7.120-121. More diffusely: II. 2.101-108.
% In addition to those listed in the preceding note, see Il. 2.835-838, Il. 2.870-871, Il. 4.62-63, 1l. 6.154-155, 1.
7.428-432, 11. 20.371-372, 11. 22.127-128, 11. 22.157-158, 1. 22.199-202, 1. 23.641-642.
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The lexical pattern is ABCACBA. The external ring consists of the proper noun Awg ‘of Zeus’ in
5and 9, followed by the ring that occurs when the noun &pidt “strife’ in 8 picks up the participle
of the same root in 6 (épicavte). As a conceptual pair, Atpeiong and Ayilievg in 7 are marked
with dotted underline and assigned lower-case letters in the alphabetic labelling to the left (see
the section on notational conventions in the introduction). Here, the names designating the two
characters in conflict, Atpeiong and Ayilievg, occur in corresponding positions within the
structure (cc); their conceptual collocation is phonically reinforced by the /a/s that begin and the
/s/s that conclude each name, and the whole central line is further unified by alliteration. The
adjective diog ‘godlike’ in 7 echoes A10g ‘of Zeus’ in 5 and is echoed in turn by Awog again in 9;
the root of the two words is the same, hence the full underline.*° In making such assessments the
judgments of ancient folk etymology deserve greater weight than those of modern etymology,
but since we lack a contemporaneous authority for the former, modern etymology will have to
serve as a stand-in. In a case like diog and Awoc, the homophony and connotative overlap of the
words strengthen the echo.

Although lexical repetitions are sometimes discussed in terms of ‘density,” ‘frequency’ is
more apt to the oral-poetic circumstances in which Homeric poetry arose, insofar as the Homeric
repetition was not in origin a page-bound spatial occurrence but an iteration of sound over time,
a “demarcation of acoustic space,” to borrow a phrase from Jeffrey Wills.*! If it is sometimes
necessary to use spatial language interchangeably with temporal in descriptions of the text, this is
not meant to suggest that Homeric epic was originally produced in or read from a physical

document. Moreover, as we saw with block composition above, the passages in which lexical

40 Beekes 2010 s.v. ‘belonging to heaven, godlike,’ also ‘belonging to Zeus.” He cites Schwyzer 1950: 176ff for the
possibility that the adjective replaces the genitive of the basic word (Zg0g).
4 Wills 1996: 8.
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patterns occur seem to suggest the aptitude of temporal frequency and sequence as metaphors for
concrete or abstract spatial arrangement. In the proem of the Iliad, the position of Atp&iong and
AyxhAevg at opposing ends of the same line (7) enacts the proleptic dual verb dwactrtny in the
preceding line (6): as the two ‘stood apart having quarreled,’ so their respective names stand
apart to the greatest extent possible within the hexameter verse.*? The line that follows
conceptually reconfigures this relationship on both the narrative and the structural level: when
the narrator asks which god ‘threw them together to fight in strife,” the verb Euvinpu recasts the
relationship of the two characters as one not of separation but of proximity and antagonistic
togetherness. In the same line, the repetition of £€pig (Ep1d1 8, with £pilw in 6) forms the next ring
of the ring structure, a ring that frames within itself the line that names the quarreling characters
(one may note in addition the chiasmus of the verbs éiiotnut and Euvinut on either side of each
gp1c).® For all that the two names stand as far apart as possible within their line of hexameter,
this external frame draws attention to the relative proximity of the names within a single verse, to
their ‘thrown-together-ness.” Iconically, Achilles and Agamemnon have been thrown together
‘with strife’: they have been thrown together in a ring structure that encloses them within a ring
of the repeated word &pig. That the two characters quarrel but are unable to meaningfully
separate from each other — literally, on the plain of Troy, and more abstractly, in terms of the
Greek undertaking at Troy — is the essential condition that leads to the main events of the Iliad.
It should be made clear that my emphasis on lexicality is not intended to minimize the
role of syntax, meter, or any other factor that we might include in the “structural” description of

Homeric verse, just as it is not intended to bypass the semantic import of repeated terms. Many

42 This need not be considered less significant for the fact that these are common verse-positions for each name:
Atpeidnc appears at the beginning of a line more than half the time; diog Ayi\iebc always at the end of a line
(Redfield 1979: 109).

3 See Russo 1963: 246 on the unusual nature of the phrase ‘Siactimv épicavte’ from a formulaic standpoint.
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instances of lexical parallelism, for example, are intertwined with syntactic parallelism, as in the
following passage (ll. 9.410-416):

1. 9.410-416 AB C DEFG C DEFG BA
uniTnp vép t€ ué enot Bea OLtic apyvpodmelo 410

AB oybadiag kijpogs pepépev Hovatolo O¢.

C a0t pévov Tphmv TOAMV ApELiymUaL,
D,EFG HEV 101 VOoTOG, ATap KAL0C deBitov Eotat

C oikad’ ko eiAny &g matpida yaiav,
D,EF pot kKA£og €60A0V, €ml dnpov 6¢ pot aiov 415
G, BA gooetatl, o0OE KE W QKO Bavdarolo kryein.

My mother the goddess Thetis of the silver feet tells me

that I bear a twofold destiny toward death’s end.

If I stay here and fight around the city of the Trojans,

My homecoming is destroyed but my fame will last for ever:
whereas if | go home to my dear fatherland,

my fame is destroyed, but my life will be long

nor swiftly will the end of death come upon me.

Achilles emphasizes the duality of his fates through parallel conditional constructions (i 8¢ k(gv)
... ®AeTo in verse-initial position in 412-413 and 414-415), carried on by the repetitions of pot,
KA€og, and the verb &iui in the apodoses; this lexical parallelism to a large extent coincides with
the syntactic parallelism. The equivalent metrical positions and forms of &i 8¢ k(ev) ... dAeTo
contribute to the salience of the echo. The poet has Achilles illustrate the dyyfadiog kijpag (cf.
0Od. 1.22 diyba dedaiaton, discussed above) not only in terms of content but on the level of form.
The whole is framed by the lexical rings Oavdtoto téhog - téAog Oavdarolo (AB-BA 411, 416); the
combination of ring-compositional and parallel elements occurs often, and I inclusively refer to
patterns with such variations as ‘ring structures’ at the possible expense of descriptive accuracy
on the grounds that this is preferable to a narrow definition of ring structure that leads to
exaggerated emphasis on concentricity when other patterns are involved. Although this and the
ring structure in the proem of the Iliad are relatively balanced in terms of the distribution of

repetitions across lines (in this passage the second eipui, rather than concluding line 415, is
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enjambed in the next), the terms that form the repetitions of lexical structures are more often than
not spread unevenly over a number of lines: there is no systematic equation of one or at least one
term per line in a ring structure. We may understand that the sequence of the repetitions, and not
strictly the temporal distance between them, is the factor that evokes the notional symmetry of
the pattern.

A more elaborate example of the correlation of lexical patterns with narrative-internal
patterns appears in the description of the dancing scene fashioned by Hephaestus on the Shield of

Achilles in lliad 18:

I1. 18.590-606 AB CDCDCDCD EFGFEFG BA G
€V 0¢€ Y0pOV moiKIAAE TEPIKAVTOG AUPLYVNELS, 590

6 Ticehov 016V Mot évi Kvaod edpein
Aaidarlog ioKkNceV KOAMTAOKAU® APLadovn.
&vBa pev Nibeot kai mapOévorl dapesiforot

opyxedvt’ Emi Kapmd xeIpag

TV O’ Aemtag 0006vag ATOVOG 595
glat’ bvvitovg, fxo otidPovtag élaim:

Kot p’ KOAQG OTEQPAVOC. poryoipag

YPLoElNG £ APYLPEDY TEAAUDV®OV.
010 0te pev Hpeluokov EMOTUUEVOLoL TOOEGTL

dMote 8 aw Opslacicov émi otiyag

TOALOG O 1pepdevTa yopov meptiotad’ duhog
TEPTOUEVOL: [LETA € oV EUEATETO BETOG AO100G
Qopuilmv-] dowm 8¢ kKuProTipe KT AVTOVG 605
LOATRG €EGpyovTeg £0ivEVOV KATA LEGGOVG.

Furthermore the renowned god with crooked legs wrought a dancing place,
like that which once in broad Cnossus

Daedalus made for Ariadne of the lovely locks.

Hereon youths and maidens whom all would woo

danced holding each other’s hands at the wrists.

The maidens wore robes of light linen, and the youths wore shirts
well-woven, that were slightly gleaming with oil.

The maidens had lovely crowns, while the young men had daggers
of gold that hung from silver straps.

Sometimes they would run with skilled feet,

very easily, as when a potter makes trial of his wheel fit to his hands,
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sitting at his work, to see whether it will run,

and sometimes they would run with each other in rows.
And a great crowd stood about the charming dancing place,
joyously. [There was a bard singing among them

and playing his lyre,] while two tumblers among them

led the dance and whirled in their midst.

Within a loose annular structure of yopov-aAAnimv-aiinioist-xopov occur two lexical/syntactic
sequences, first £yovteg / 1@V & ol uev Aemtag 006vag £yov, ol 8& yrtdvag - Kol P’ ol uev KoAig
oteQavag &xov, ol 8¢ poyoipag eiyov (594-598), next oi §° o1& pv Opééackov EmaoTouévolot
interlocking ai pév... ol 8¢... description of the young men and women’s garb and
accoutrements are themselves interlocking, in the sequence A (595) B (596) A (597) B (598).
Lines 599-602 describe two patterns of dancing, centering in ring-composed fashion on the
simile of the spinning potter’s wheel (tpoxdg, related to Opé&ackov < tpéy® ‘run’): sometimes
the young men and women dance in a circle like a potter spinning a wheel, and sometimes they
dance in rows. The two patterns described are reflected in the structural sequences just outlined:
the interlocking description of the young men and women in 594-598 evokes the dance in rows,
while the echoic lines that surround the simile of the potter’s wheel, together with the resumption
of aAAAwv and yopog in annular order from before, suggest a spinning of language to match
both the wheel and the dance it illustrates. The two kinds of dancing, in rows and in circles, are
thus imitated by the lexical structures of the passage in which they are described.

If the similarity of form and content were not in itself sufficient to draw an analogy
between Hephaestus’ depiction of the dancing scene in metal on the shield and the poet’s
depiction of that depiction in verse, the passage offers the listener a superabundance of cues for

interpreting the content of the scene as a metapoetic commentary on its composition.** The verb

44 Cf. Rutherford 2019: 30-31; Frontisi-Ducroux 2002: 482-483; Steiner 2015: 40-41.
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nowiAiw in 590 is unique among the verbs used to describe Hephaestus’ creation of scenes on
the shield and signifies the production of intricate and dynamic interplays of color and material;
the corresponding adjective mowkidog is often used abstractly for complexity, versatility, and
variegation outside of the realm of the purely visual, and the verb here marks out both the scene
and the account of the scene as artifacts of virtuosic skill.** Lines 591-592 compare the dancing
place to the one the mythical Athenian inventor and craftsman Daedalus produced for Ariadne,
and Daedalus connotes beyond all else intricate and cunning artistry, for example in the windings
of the labyrinth he built to hold the Minotaur.*® This simile has been understood as a reference to
the “crane dance” that Daedalus is said to have taught the young men and women rescued from
the Minotaur;*’ according to Plutarch, the dance imitated the paths of the labyrinth and consisted
of alternations (mapailda&eic) and spiral movements (cverieic).*® The simile of the potter
turning the potter’s wheel at the core of the description introduces another craftsman, one who
fits the wheel into his palms to test how it runs at the moment when the ring structure starts to
work back towards its beginning. This evokes an image of the poet-as-potter placing his hands
on the verses to shape them (note the participle of apapiokm ‘fit, join’ in 600), and as the dancers
dance ‘easily’ (peio 600) just as the potter easily turns the wheel, we can hear an implicit boast
about the ease with which the poet arranges his intricate verses.

Further, a plus verse (604b-605a) attested here only by Athenaeus introduces a singer, an
ao136¢, who sings and plays the lyre among the dancers and, with a slight adjustment of line 606

(€apyovtec =2 €€apyovtoc), leads the dance. The appropriateness of the line here, which appears

45 On the meaning of mouciioc and the visual significance of mowiA\w in this scene see Grand-Clément 2015: 407-
408.

46 On Daedalus as a figure for the poet here, see Frontisi-Ducroux 2002: 482-483. For the interpretation of yopoc as
dancing place rather than dance, see summaries in Coray 2018 ad 18.590, Edwards 1991 ad 590-592.

47 See Coray 2018 ad 18.592; the crane dance is described by Scheid and Svenbro 1996: 101-103.

48 Plutarch Theseus 21.
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also in the Odyssey, is a matter of debate, but one of the arguments often used in its favor is the
aptness of the self-referentiality of an embedded poet in an already metapoetic scene.*® With or
without this singer, however, the effect of the dance on those watching it is clear (603-604): the
dance is lovely (ineposvta), and the crowd delights in it (tepropevor).>® This reaction serves as
model for a notional reception of the poet’s verbal ‘dance’ of rings and parallelisms: the verses,

like the dance, are implied to be a source of delight.

1.2 LEXICAL REPETITIONS AS CONSTITUENTS OF PATTERNS

In the introduction’s literature review, I discussed Martin Steinrlick’s important assertion
that lexical repetitions are always also semantic repetitions, an assertion that draws needed
attention to the capacity of individual words to constitute rings in ring structures rather than
solely to reinforce broader parallels of thought or theme.>! But this notion of “semantic
repetition” warrants elaboration. While a general correspondence of the broader idea behind the
use of each word in a matching pair is common, there are also instances in which matching terms
are used in different senses or contexts. In the following passage, the verb it in ictoto
vetkog at 1l. 13.333, “strife arose,’ is repeated in koving iotaow opiyAnv at 336, ‘they send up a

cloud of dust,” as one ring in a larger structure:

Il. 13.332-338 ABCDDCBA
A KexAopevol ko™ dudov €n’ adtd Tavteg EPnoav:
B,C 1dv¥d’ VEIKOG &Ml TPLUVEOL VEEGTLY.
@G 6" 60° VIO My€wv AVEL®OV CTEPYMGLY AL
D Huott 1@ Ote 1€ TAeio aupi kerehhoug, 335

49 See summary in Coray 2018 ad 18.604b-605a, with extensive bibliography. Schadewaldt (1965: 367) was an early
proponent of the idea that the do136¢ represents Homer.

%0 In another structural evocation of content, the words moAXog... uihog a large crowd’ are arranged chiastically
around the ‘lovely dancing place’ (iuepogvto yopov) the crowd is said to stand around (mepiictad’).

51 See note 14 above.

52 Contrast Gaisser’s “developing ring composition,” in which the situation has changed at the end of a ring, but the
repeated idea remains fundamentally the same (1969:4-5); cf. Edwards 1991: 47.
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D,C oit duoudig peyoAnv OuiyAnv,
B O¢ Gpa TAV " RAOE ndym, pépacav & &vi uud
A aAAMAoVG KB Opidov évorpépey OEET YOAK®D.

They shouted and made towards him all in a crowd,

and a close fight arose under the ships' sterns.

As when under shrill winds the whirlwinds move rapidly

on a day when a large amount of dust lies on the roads,

and the gusts make the dust rise into a thick cloud—

even so their battle came together, and they were eager in their hearts
to hack at each other with sharp bronze throughout the crowd.

The sense of ‘v & 6udV iotato veikog’ (333) is repeated in ‘g dpo tdv duds” MAOe néym’
(337), with a reinforcing lexical repetition in opdc and oudoe, but the repetition of iotnut in 336
stands outside (or, structurally, inside) of this semantic ring, revealing a partial lack of alignment
between the repeated “idea” and the passage’s lexical structure. The repeated verb helps align
and emphasize the likeness of the two things being compared, the battle and the dust storm, but
the simile establishes a relationship of similarity and not identity: a battle may be like a dust
storm, but the simile only works because they remain two separate things. (The role of ring
structures in similes in particular is the subject of section 1.5; see also below in this section.) At
the same time, the lexical structure illustrates through its narrowing rings the very idea of
‘coming together’ expressed by opov ictaro and opos’ RG>

I have been including under “lexical repetitions” the repetitions of roots, because these
appear frequently in corresponding positions in broader patterns and often align in sense, as in
gpic and £pilw in 1l. 1.6 and 8. They can also produce substantial semantic incongruities. In Il.
3.121-129, Iris approaches Helen at her loom, and iotdc ‘loom’ (125) is echoed by the related
intransitive participle iotauévn ‘standing’ (129), applied to Iris. This is not to say there is no

inherent overlap in meaning between the two terms; probably the ring is an indication that the

%3 guhog may be related (Beekes 2010 s.v. 6u6c), or associated by folk etymology.
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etymological ‘standing’ of the beams of the loom was heard as such. The point is that it is
necessary to go beyond the assumption that each occurrence of a repeated term in a ring structure
will necessarily mean the “same” thing each time, and not rely on equivalence of denotative
meaning as the exclusive criterion for identifying a ring. The paronomastic pairs treated in
Chapter 2 make the point even more clearly, and this thread will be taken up again there. For
now it suffices to observe that such discrepancies in sense indicate the relative compositional
importance of the completion of a ring structure by means of lexical or phonetic echoes, as
opposed to echoes of meaning per se.

Even when a word or root denotes the same thing in each case, there are interpretive
implications to the fact that two small units of speech can carry the whole of a parallel in sense
that would not be present without the inclusion of those terms. The ring structure in lliad 16.762-
71 demonstrates how such a parallel may serve as an interpretive cue to the thematic and
structural import of a sequence:

Il. 16.762-771
“Extop pev kepaifjorv émeil AaPev, ovyi pebiet
[Tatporhoc &' £T€pmbev Exev TOdOG: Ol OE 01 AALOL

A Tpdec kol Aavaol chvayov kpatepnv DoUivny.

B o¢ 8' Edpog te Notog T' épidaivetov 765
ovpeog &v Pnoomng Padénv meieulépey VANV,

C eNYOV 1€ PEANV TE QAOLOV TE KpaveELQY,

B, C' ai te mpdg £Barov nkeog 6Lovg
NN Beoneoin, mdtayog 6€ e AyvopeVA®V,

A', B" &¢ Tphec kol Ayorol ém' Bopovteg 770

dnovv, ovd' Etepot pvmovt' 0Aooio eoforo.

Hector would not let him go when he had once got him by the head,

while Patroclus from the other side kept fast hold of his feet, and all the other
Trojans and Danaans came together in fierce battle.

As the east and south wind buffet one another

when they beat upon some dense forest in a valley of a mountain—

there is beech and ash and cornel with stretched bark;

they hurl at one another their branches with stretched points,

with an immense sound, and a crash of boughs breaking—
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even so did the Trojans and Achaeans spring upon one another
and lay about each other, and neither side paid mind to destructive flight.

The pattern of repetitions is ABCBCAB, with an interlocking element surrounding a ring
structure. Rings A and B taken together form a motivic ring that constitutes the usual linking of
the image of the simile (usually called the vehicle) to the narrative comparandum (usually called
the tenor), but this expected linking does not account for other elements of the ring structure.>
Although the repetition of the tenor (764 and 770), with some variation, is a common occurrence
in Homeric similes, it is not strictly required by the nature of the simile itself and should not be
confused with the ring that is (i.e. @c... 265, 270).> The term éAAqAwv ‘each other’ occurs three
times and marks the center of the ring structure (&AAniog 768); this repetition and centrality of
aAMAA®V can be ascribed to the simile’s emphasis on interaction and taken as an indication of the
equality of the opposed forces.*®

Ring C, the innermost ring, is less conspicuous. Within the vehicle, the detail of the
‘stretched’ bark of the cornelian cherry (tavo@Aiotdv... kpavewav 767) has no apparent
connection with the slenderness of the branches hurled by the wind (tavuvrkeag 6lovg 768)
beyond that contained within the shared stem tavo- (‘stretch’),>” and unlike 6AAqAwv, this
repetition does not have an obvious bearing on the relationship between the vehicle of the forest
wind and the stated tenor of the conflicting armies. The imagery of stretching does sometimes

occur in the Iliad in the context of evenly matched battle, and this association likely reinforces

% The terminology of tenor and vehicle is that adopted by, e.g., Moulton 1977 and Ready 2011 (see especially page
4 of the latter with note); sometimes used as rough equivalents in this context are the terms “target domain” (=
tenor) and “source domain” (= vehicle) from cognitive linguistics (see e.g. Minchin 2001a: 29).

55 For the repetition of tenor cf. 1l. 2.139-54 below; other examples occur at 1l. 5.520-27, 11. 11.61-4, 11. 11.268-72,
1. 21.343-49.

% So Janko 1992 ad 11. 16.765-769.

57 Janko 1992 ad 1l. 16.765-769, remarking on the obscurity of tavoglotiog, observes that the bark of the cornelian
cherry is “not especially thin.” He endorses Leaf’s (1900-1902) reading, “with fine, smooth bark.”
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the interaction suggested by the triple repetition of aAAqAwv.*® But similes in the lliad often
feature multiple points of comparison between an image and its narrative context,* and the
repetition of Tavv- is significant beyond the boundaries of the vehicle and its explicit tenor.
Although the simile describes the combat between the Trojans and Achaeans, it takes place while
Hector and Patroclus are fighting over the corpse of Cebriones; in the lines preceding the simile,
Hector takes hold of the dead man’s head, and Patroclus holds his feet (762-3). The repeated
tavv- picks up the implicit stretching of the corpse between the opposing efforts of the two
warriors. The appropriateness of this term for the scenario is confirmed in Iliad 17, where the
image of stretching a corpse gives rise overtly to the simile in 17.389-95: the men fighting to
carry away the body of Patroclus are compared to people standing in a circle stretching the hide

of a bull; forms of the verb Tavbm occur three times in the vehicle of the simile:

Il. 17.389-395 ABABCAC
g &' 8T’ dvnp tavporo Podg peydroto Poeinv
A, B \aoiow don tavoely, pedvovoav . 390
A deEdipevol o' dpa ol ye d100TAVTES TAVDOLVGL
B kvkAoo', deap ¢ e ikpog EPn, dvvel 6¢ T'
C, A moldv , TOvvToL 8¢ T€ Ao O1ompd-
®¢ ol v' &vBa kai EvBa vékuv OAyn évi yopn
C apeotepotl: paia 8¢ ocprov Edneto Bupog... 395

It was as when a man gives the hide of a great bull

to the people to stretch, all drenched in fat;

and receiving it they stand apart and stretch it

in a circle, until the moisture leaves it, and the fat soaks in

with so many tugging at it, and it is well stretched all throughout—
even so hither and thither within a small space

did the two sides tug the dead body: and their hearts greatly hoped...

58 A verb of stretching (teivm, related to tavv-) appears in connection with the equality of opposing forces in battle
in a line shared by two similes: &¢ pév wév éni ioa péyn térato mtorepdc te (1. 12.436 = 15.413). This association
occurs with the verb tavow at 11. 11.336: &v04 opv kotd oo paynv étdvoucsce Kpoviov. Cf. Fenno 2017.

%9 Edwards 1991: 30-31 following Frankel 1921: 1-16 and passim; see also Scott 1974: 7-8, 57-58; Moulton 1977:
12.
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A single instance of Tavv- in the simile in 16.765-771 could also resonate with the
stretching of the corpse in its narrative context, and the repetition itself lends emphasis to the
occurrence. But the ring structure systematizes the bestowal of emphasis by placing any given
lexical repetition within a broader framework of repetitions. The multiplicity of concentric rings
reinforces the presence, and therefore the potential significance, of any single ring within the
structure.®® The concentricity of the repetitions also creates a center around which the matching
terms are arrayed: in the forest simile, the occurrence of tavv- on either side of that center
mimics the stretching of the corpse from both sides by Hector and Patroclus; in Il. 17.389-395
the stretching occurs in a circle (kvklooe), and the ring structure that spans the simile can
accordingly be understood as an evocation of this circularity. The ring structures enable a
simultaneous evocation of the centripetal motion of the armies clashing and the centrifugal
motion of the struggle over the bodies. When the simile in 16.765-771 ends, the narrative
resumes its direct focus on Cebriones and his central position among the fighters (Kefpiovnv

ape’ 772; aue’ avtov 775).

1.3 INTENTIONALITY AND PERCEPTIBILITY

The lexical patterns discussed up to this point allow us to consider the extent to which
conventional expectations about the intentionality and perceptibility of lexical repetitions do or
do not align with the evidence of the texts. The markers of intentionality and perceptibility differ
but overlap, since the essential faculty for both the intentional production and conscious
reception of repetitions in an oral-poetic context would be memory over time. For perceptibility,

one expects the characteristics of multiplicity and the temporal proximity of repetitions — in

60 Cf. Steinriick 1997: 95.
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combination, frequency — to contribute to their audibility, with higher values corresponding to
greater perceptibility.%! So in the line domic dp” domid” Epeide, kOpug KOpLV, Avépa & dvip (II.
16.215), the three repeated terms within the span of a line draw attention to repetition in a way a
single repetition across several lines might not. In the absence of such a marked structure, one
may ask whether proximate repetitions arise simply because the same subject is being discussed,
and whether these would register as repetitions in the first place.

We may also assume that the length of a repetition contributes to its salience: provided a
reasonable degree of proximity, the repetition of several lines will be more salient than the
repetition of a line, the repetition of a line more salient than that of a phrase, the repetition of a
phrase more salient than that of a word, a part of a word, etc. Even a relatively inattentive
listener is likely to notice the repetition in the following lines, which depict equivalent actions
with identical language:

Il. 7.427-432

o0d’ gla Khaiew [plapoc péyag: ol 8¢ clomn

VEKPOVC TLPKOING ETVIVEOV AYVOLEVOL KT)P,

gv 6¢ mupl mproavteg EPav mpoti "TAov ipnv.

¢ 0’ altwg étépwbev EbKkvHdEG Ayarol 430

VEKPOUC TUPKAINC ETVAVEOV AyvOLEVOL KTP,
&v 0¢ mupl mproovteg EPav koidag Emi vijag.

Great Priam did not allow the Trojans to wail aloud, so these in silence
heaped their dead upon the pyre with sad hearts,

and having burned them went back toward holy Ilion.

Just the same from the other side the well-greaved Achaeans

heaped their dead upon the pyre with sad hearts,

and having burned them went back to their hollow ships.

The same line-and-a-half from the description of the Trojans burning their dead is repeated for

the Achaeans, with minor differences outside the repetitions: the Trojans work in silence and

61 Cf. Parks 1988: 243; Hutchinson 2017: 146-148.
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depart for Troy when they are finished, while the Achaeans go back to their ships. The word
Etépwbev ‘from the other side’ suggests how to conceptualize the spatial relationship between the
two parts: the repetition sets up two ‘sides’ by means of the temporal ‘space’ that each repetition
occupies. The phrase g 6™ abtwg ‘thus just the same way’ in 430 can be taken as a reflection on
the repetitive structure of the description, in addition to commenting on the narrative-internal
action: the content is the same, so the words are the same.

Features like metrical position, metrical or morphological form, and syntactic position
may also contribute to the perceptibility of lexical repetitions, all of which join to make a
sequence like the following, discussed in greater detail in Chapter 3.4.1, especially distinctive:

1. 2.671-674 AAA

Nipevg ob Zoun0ev dye peic vijag éioog

Nipevg AyAaing viog Xapomold T Gvoktog

Nipevg, ¢ kbAMoTog vip Do Thiov A

TOV ALV Aavadv pet’ apopove Inieiova:

Nireus led three equal ships from Syme—

Nireus, son of Aglaia and lord Charopos,

Nireus, who was the handsomest man that came up under Ilius

of all the Danaans after the blameless son of Peleus.
A correlation of a lexical repetition with a broader underlying thought is also likely to add weight
both to the lexical repetition and to the thought: here, the ‘three equal ships’ led to Troy by
Nireus find their structural equivalent in the balanced repetition of Nipe0g in three consecutive
lines.

These various assumptions are reasonable in themselves, but it remains the case that
modern readers are likely to carry with us, and apply to the Homeric texts, our own implicit
standards of salience based on current usage and convention. The constitutive elements of the

lexical ring structures discussed above (e.g. tavv- in Il. 16.762-771 or Ao¢/diocg in 1. 1.1-10) and

later in this work suggest that the Homeric poet and audience, or at least some part of it at some
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point in time, were attuned to repetitions of lower frequency, shorter length, and less marked
position than are likely to register as salient for the modern reader.

Several factors, in turn, point to the intentionality of these patterns. One is the complexity
and symmetry of some patterns, and the fact that such complex patterns recur throughout the
texts; another is the presence of semantically incongruent matching elements, as demonstrated in
Chapter 2; a third the apparent correlation between form and content. The presence of
semantically discrepant or paronomastic matching elements rules out the possibility that these
repetitions are simply a by-product of ring composition on the level of thoughts or themes, and
they accordingly cannot be fully explained by arguments that ring composition arises from the
normal cognitive processes involved in the production of conversational speech.5? Recent work
has shown that patterns of repeated ideas such as hysteron proteron — for example, when a
Homeric character asks a series of questions and these are answered in reverse order — resemble
and likely arise from normal conversational structures.®® According to Raymond Person, annular
structures with up to three matching elements (ABCCBA) appear in normal conversational
speech; Homeric structures that exceed that number, he suggests, represent formalized
“exaggerations” of normal speech patterns.®* If ring composition arises as an “adaptation or
formalization of conversational structures,”®® small-scale lexical ring structures reveal the extent
to which these structures were stylized and aestheticized in the oral epic tradition:

1. 2.835-839 ABCCBA

o1 &' dpa [epxmtny kol [paktiov dupevéuovro 835

A Kol Xnotov kail APvdov Exov kai diav Apicpny,
B,C 1dv o' npy’ dpyapog Avdpdv,

62 Person 2016 following Minchin 2001b and 2007.

83 See Minchin 2007: 102-116 for examples of hysteron proteron in questions and responses.

8 Person 2016: 173; cf. Minchin 2007. There is general acknowledgment of the potential for such structures to
become formalized, and in some cases used intentionally for poetic effect in the epic tradition: See Arft 2017: 10-13
on Nimis 1999, Foley 1999b, Person 2016, Bakker 2013.

% Person 2016: 175; cf. Bakker 1997: 120-121.



C,B A ov Apicfnbev pépov inmot
aiBmveg peydlotl Totapod dmo LeAANEVTOC.

They that dwelt about Percote and Practius,

and Sestos, Abydos, and shining Arishe—

these were led by the son of Hyrtacus, Asius, commander of men—
Asius, the son of Hyrtacus, whom his horses carried from Arisbe,
powerful bays of the breed that comes from the river Selleis.

1. 22.126-128 ABCBCA®®

00 P&V TG VOV EGTIV A0 OpLOGg 0Vd™ AT TETPNG
A, BC 10 oapiléueval, @ te TE
BC, A T’ 0apiletov GAAAOUY.

There is no way from oak or from stone
to converse with him, as young men and maidens,
young men and maidens converse with one another.

Patterns like these are likely to be labelled as rhetorical figures and, implicitly, placed in a
different conceptual category than most ring composition, but they differ from typical lexical
patterns only in density and are best viewed as manifestations of the same underlying
phenomenon. It is worth considering the possibility that ring composition on the lexical level
represents not so much an aid to composition but a stylization to the point of inefficiency, a
structuring that complicates, rather than eases, the production of verse; this would accord with
the embedded commentary that suggests lexical structures are the products of poetic skill.
How symmetrical is symmetrical enough to be recognized as a pattern? We can posit a
scale between flawless symmetry and chaos, but if one grants that the symmetrical end of the
spectrum is sufficiently salient, one must assume that even disorderly sequences of repetitions
rise to salience as potential patterns as the audience listens, because the perception of the
“symmetry” of a lexical pattern must be a perception through time. An audience of the oral

performance of epic poetry would not know during the initial half of a ring structure that a ring

66 Discussed at 3.4.2.

35
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structure would take place, although perhaps it would recognize narrative junctures at which a
ring structure is more likely, such as those William Scott finds for similes.®” Only the taking up
of previously used terms by their repetition in subsequent lines retroactively establishes the
center as the turning point and the ring structure as a ring structure.®® The proximity of the
innermost repetitions serves as a potential indication that a midpoint has occurred and a ring
structure is underway.®® For convenience, | call the first half of a ring structure the ‘approach’
and the second half the ‘return.’

Having considered synoptically a few examples of lexical ring structures, let us work
from start to finish (after some introductory comments) through another example in order to
consider how these structures can play out temporally:

Od. 8.367-384 ABCDE FG EDB GF BA

A ToDT dp’ Go1d0¢ de1de TEPIKAVTOG: avTap OdveceLg

TEPTET EVI PPEGILV OV AKoV®V NOE Kol dALOL
dainkeg doAympeTIOL, VOLGTKAVTOL AVOPEC.
Alkivooc & AMov kol Aaoddpavto KEAEVGEV 370

B

C povvas , €énel opro ol Tig Epilev.
D,E 018’ énel ovv gpaipay koiny PeTd YEPOLY ,
F

MV £Tp0¢ PIMTOLC 1 TOTL VEPEN OKLOEVTOL
G idveo onicw, 0 0" amo VYOG dep 375
E pnioiwg , T4pog mooiy ovdag ikécOart.
D avTap Emel O opaipy av’ 1BHV TEPNGOVTO,
C,GF on &merta moTi movAvfoteipn
Topee’ duelfouéve- Kodpol d’ EmeAnkeov GALOL
£€0TEDTEC KAT AYDVA, TOADG O™ VIO KOUTOG Opdpet. 380
B,A ontot dp Alkivoov mpocepmvee dlog Odvooeic:
‘Alkivoe Kpelov, Tavtov dpldsikete Aadv,
Nuev nsilnocog Pntappovoag sivon dpictoug,
Nnd dp’ étoipa TéTukTo- GEPag 1 Exel elcopdmVTA.

87 Scott 1974: Ch. 2.

% For the appropriateness of calling the center of a ring a ‘turning point,” see, for example, the short ring structure of
1. 18.486-8.

89 Arft 2017: 7-8 assumes that structural middles are perceptible if a) the structure is short; b) if they are performed
in a traditionally recurrent genre or form, such as a type scene; c) if there is an “otherwise discernable pivot or shift
at the midpoint of the structure.” Attention to lexical structures would go far in the direction of identifying such
“pivots.”
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Thus sang the renowned bard, and Odysseus

was delighted in his heart as he listened, and the other

seafaring Phaeacians, men renowned in sailing.

Then Alcinous told Halius and Laodamas

to dance alone, for none could compete with them.

So they took a beautiful ball in their hands,

purple, which skilled Polybus had made for them,

and one of them threw it up towards the shadowy clouds,

bending backwards, while the other jumped high off the earth

and caught it with ease before his feet touched the ground.

When they had done throwing the ball straight up in the air

they began to dance then upon the much-nourishing earth,

alternating closely, while all the young men applauded

standing around the assembly, and made a great stamping with their feet.
Then divine Odysseus addressed Alcinous:

"King Alcinous, most glorious of men,

you boasted that your people were the best dancers,

and indeed they have proved themselves to be so. Amazement holds me as | watch."

After Odysseus has listened to a song by Demodocus in the court of the Phaeacians, Alcinous
bids two Phaeacians dance, and these throw a ball back and forth with gymnastic prowess. The
passage begins with Odysseus’ delight in Demodocus’ song and ends with his expression to
Alcinous of his amazement at the dancers, creating a frame (Odvooevg - Arkivoog - AAkivoov -
‘Odvooevc, ABBA). The set-up leads us to expect that the narrative will return, at some point, to
Odysseus and Alcinous, which establishes the potential framework for a ring structure; the return
to the two realizes this expectation.

We learn first that Halius and Laodamas are the best dancers (370-371). These pick up a
ball with their hands, specifically a beautiful ball made by someone named Polybos (372-373).
The repetition of énei (371-372) seems incidental. There are no other lexical repetitions so far,
although we may note the recurrence of the syllable o (373, continuing through 376) and the
alliteration of the labial stops «, ¢, and B. In 374 one dancer (£tepoc) is said to have kept

throwing (pintacke, with the iterative suffix —oke-) the ball toward the clouds, bending
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backward; the subject changes in 375 (0 6°) and we find the other dancer, at the end of this line,

of what will become a larger ring structure thus center around the transfer of the ball from one
dancer to another, and the turning point of the passage coincides with the implicit arc of the
thrown and caught ball: the one dancer throws (pintacke) and the other catches (uebéieoke); the
one leans back to throw (idvwbOeic), the other jumps to catch (depbeig). The ‘catching’ coincides
with the advent of the return as if metapoetically signaling the occurrence of a pattern: the
approach has ‘thrown’ words up and the return ‘catches’ them, and moreover does it ‘easily’
(pdimg). The prefix peta- ‘after’ of the verb pebéleoxe emphasizes the exchange of actions,
but the verb pebéleoke is also subsequent insofar as it follows, in the lexical structure, the initial
instance of &Lovto; by ‘catching’ the previous instance of aipéw, the verb does on the structural
level what it means.

The second dancer catches the ball before his feet touch the ground; mociv ‘feet’ (376) is
in the equivalent annular position with respect to pnebéiecke as yepoiv ‘hands’ is with Elovro in
372, forming a contrasting ring of hands and feet. The noun ceaipn ‘ball’ in 377 picks up
oeaipav in 372, with other syntactic echoes enforcing the repetition (o1 6’ €nel... Elovto; avTOp
énel... melpnoavto, resuming the plural verb after the individual actions of the dancers had been

described). The ball game concluded, they dance alternating closely (tap@¢’ aueipouéve 379) on

0 Cf. Steinrilick 1997: 196, who explicitly prioritizes the semantic opposition of throwing-catching over the lexical
repetition of pebéreoie and ELovro. For the sequence Elovto-pintaoke-uedéreoke, cf. 1. 17.460-462 dicowv-
(PEVYECKEV-EMOTEAOKE.
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the ground; apyeicOnv in 378 echoes and fulfills Alcinous’ command in 371. The reference to
the ‘much-nourishing earth’ (¥0ovi movivfBoteipn 378) chiastically picks up [I6AvBog (373) and
yOovog (375). Other young men clap or beat time (379-380), and the narrative returns to
Alcinous and Odysseus.

As the narrative proceeds through the scene of the dance, the lexical structure between
opynoacHar in 371 and wpyeicOnv in 378 is symmetrical (CDEEDC etc.); the structural
symmetry finds its narrative-internal correlate in the symmetry of the ball, which, when it first
appears, may cue the audience to the development of a ring structure. The same structural
maneuver appears in the passage quoted above in which Nausicaa throws a ball into an eddy
(Od. 6.112-117); there also the ball, as well as the eddy, suggests the notional ‘roundness’ of the
annular structure. Nor is it metapoetically insignificant in the current passage that the poet
devotes a line (8.373) to describing the sphere and the craftsman who made the sphere. The
adjective mopeupénv marks the sphere (and the structure) as a valuable object of fine
craftsmanship; this Polybus, mentioned nowhere else in Homeric epic,’! is distinguished as
daippwv ‘skillful,” and the poet may be understood as comparably skillful in his production of
the passage.

The symmetry of the whole is interrupted only when we arrive at y0ovi tovAvBoteipn in
378. But the sense in which it “interrupts” is retroactive, and therefore need not necessarily be
heard as an interruption. The phrase y6ovi movAvBoteipn forms its own symmetrical lexical ring
structure with TIoAvPog. .. x0ovog (with a paronomastic echo in TT6AvBog and movAvPoteipn),
producing overlapping ring structures or spiral composition. To intentionally produce or

consciously pick up every repetition, an ideal poet or audience would need to hold every word in

L Other characters named Polybos, presumably unrelated, appear at Od. 4.126 (an Egyptian), Od. 15.519 (an
Ithacan), Od. 22.243 (a suitor).
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mind; the privileging of certain words in the initial ring structure does not rule out the possibility
of privileging other words within that same span as the narrative continues. This shifting
interplay of lexical sequences perhaps finds embedded annotation in the close alternation (tap@é’
apeBouévm 379) of the dancers, described immediately after the echo in x0ovi movAvBorteipn.
The metaphors of exchange (the throwing and catching of the ball, the dense alternation of the
dance) and of roundness (the sphere) overlap, offering different ways of conceptualizing the
activity of repetition: the latter presents a ‘geometric’ reckoning of sameness, the former the
narrative necessity of change through time. The passage with its lexical repetition becomes for a
moment the sphere the audience must ‘catch,” and the dancers model that exchange. The
implication of the iterative language describing the dance is that this does not just happen once:
the narrative keeps throwing, and the audience, ideally, keeps catching.

If the association of lexical ring structures with symmetry or roundness was firmly
enough established among the participants in the oral poetic tradition, it is possible that
associations could be activated even when a pattern is only dubiously ‘round’ in the sense of
symmetrically annular. Consider the following passage:

Il. 19.372-381 ABCDCEEDBAC

apoei 8' dp' dpototy Paieto Eipog dpyvpdniov

YOAKEOV: VTP EMELTa GAKOC PEYQ TE OTIBAPOV TE

elheto, TOD o' yévet' NUTe wijvyg.
¢ &' 61" av €k VoOTNOL GOVAT 375

_____________

én' iyBvodevta pilwv QEPOVOLY-
O¢ an' AytAAfiog odikeog aifép' ikave
KOAOD daidaléon- mepi 08 TpLEaAElY delpag 380
Kkpoti 0€to Ppropnv: § 8" dotnp O anélauney

He slung the silver-studded sword of bronze about his shoulders,
and then took up the shield so great and strong

that shone afar with a gleam as of the moon.

As when from the sea a gleam appears to sailors
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from a burning fire, and it burns high in the mountains,

in a lonely homestead: but the whirlwinds carry them unwilling

out on the sea full of fish, far away from dear ones—

even so did the gleam from Achilles' shield reach into the heavens,

the shield beautiful and finely worked. He lifted the mighty helmet

and set it upon his head, and it shone like a star.

The lexical pattern in this simile is symmetrical (ABDEEDBA) except for the repetitions of
oélog ‘gleam’ (C), which fit in in no apparent order. Several elements are evocative of
roundness. For one, this simile appears in the description of the arming of Achilles’s shield,
which is usually assumed to be round. The description of the shield as koAod daidaréov (380)
brings to mind the lengthy account of the shield’s production by Hephaestus in Iliad 18. The
explicit tenor of the long simile is not the shield itself, however, but the gleam (cé\ac) that
comes from it, which is compared to the moon in an additional short simile (q6te pfvng 374).
Presumably the aptness of the short simile lies in both the quality of the light and the shape of the
full moon; the one other time in the lliad a short simile compares something to the moon, it
describes a white mark on a horse’s forehead that is explicitly circular (Agvkov ofipa T€TvKTO
nepitpoyov NiTe uvn ‘a white sign was fashioned round like the moon’ Il. 23.455).

Is the structure ‘annular’ enough to enable the perception of a connection between form
and content? The simile’s temporary movement away from and back to the narrative, sharply
delineated by the ¢ frame in 375 and 379, is its own kind of ring composition (see below on
similes). The reference to the cdkog (‘shield”) preceding and following the vehicle is a
reinforcing lexical ring, perhaps by its very repetition on either side of the simile suggestive of
its own roundness, in the same way that phrasal repetitions frame the description of this shield’s
construction in lliad 18 (cdog péya te otiPapov te 18.478 and 609). Within the vehicle of the

simile, the narrow repetition in line 376 (Koopévoro-kaigton) is typical of the internal repetition

of a ring structure, and the whole simile moves from sea to sailors to mountain to sailors back to
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sea, enforced by the repetition of Té6vtov. A memory good enough to keep track of the relative
positions of repeated words would presumably allow one to recognize a certain symmetry in
spite of the repetitions of oéAag that do not neatly fit, especially when combined with internal
markers and expectations of the same. Whether a modern observer should count this simile in
favor of an association between roundness and structure is a different matter.

To return to a point from earlier, if it were possible to perceive symmetrical lexical
structures, then it would be possible to perceive any sequence of repetitions within the same
parameters of length and frequency, orderly or not. Put another way, the kind of attention
capable of noticing an individual lexical repetition A-A would be capable of noticing that
repetition whether it stood in a sequence ABCCBA or in a sequence ABACCB, and if we believe
that the former sequence was perceptible, we must believe that the repetitions in something like
the latter were as well. Take a passage like the following, which, as far as | have been able to tell,
lacks an overarching, internally consistent lexical structure, in spite of its many repetitions (I1.
8.553-565):

Il. 8.553-565
o1 0¢ péya €M TTOAELLOL0 YEQVPOG
eloto mavvoylol, Tpa 8¢ oE1ot molla.
@ O 8T’ v 0Lpavd apoei geAnvny 555
T TO.C0L GKOTLOL K01 TPAOOVEG BKPOl

vamat- ovpavobev & ap’ Vreppayn dometog wibnp,
navto 0¢ 1deTON , YéynOe 8¢ te TOWNV-
16660 peoNyL ve®dv o€ EdvBoto podwv 560
Tpowv TupaL TA601 mpd.
YA Gp” év medim mopa , TOP OE EKACTO
inmot 8¢ kpl Aevkov EpemtOEVOL Kol OADPOG
gotadteg mop Oxeopv €b8povov Hd pipvov. 565

Thus high in hope by the highways of war
they sat through the whole night, and many watchfires burned among them.
As when in the sky the stars around the bright moon
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shine resplendent when the ether is windless,

and all the peaks and jutting headlands and glades

shine out, and from the sky the endless ether is split;

the stars can all of them be seen and the shepherd is glad in his heart—
even thus midway between the ships and the streams of Xanthos

shone the burning watchfires of the Trojans before Ilion.

A thousand camp-fires burned upon the plain, and by each

and in the glow of blazing fire there sat fifty men,

while the horses, champing oats and wheat

and standing beside their chariots, waited for fair-throned dawn.

The Trojan campfires in front of Troy are compared to stars in a clear night sky. At what point
does it become clear to an ideal listener that there is no overarching symmetrical lexical
structure? Perhaps around 558, because ovpav@d-poacviv-@aiver’-Epavev-odpavobey forms an
annular ring (ABBBA) prior to the repetitions of aifnp, mwévta, and dotpa (558-559). The
reference to the moon in 555 might prime an audience to think of roundness, but unlike in the
previous example, there are more repetitions in the course of the simile that do not array
themselves annularly than those that do, forcing us either to abandon the search for a correlation,
to look for it in a smaller section of text (the repetition @aewvnv-eaivetr’ on either side of
oeAvny, for example?), or seek it on a level other than that of lexical repetitions (e.g the
chiasmus in 555-556 of the stars around the moon, dotpa (A) paciviv (B) auoet oedivyy (B) /
eaivet’ apurpenia (A).

But the obvious narrative-internal corollary for this disorderly mass of repetitions is the
thousands of campfires on the plain and the stars in the sky. This multitude is the stated tertium
comparationis, the point of comparison of the simile (t6cca 560), and the sheer number of
repetitions is iconic. The commensurability of the repetitions to the scene they represent is
bolstered by the semantics of the repeated words: fire (zdp), blazing (kaiopat), sky (ovpavoc),

stars (&otpov), shining (paivo), ether (aifnp, etymologically from a root meaning ‘shine’). An
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ideal listener, like the shepherd to whom all the stars are visible (mévta 8¢ eidetar dotpo 559),"
notices every repetition, but in practice any given audience member may not have. For these, the
sheer number of repetitions makes it more likely that any few might be heard, enough to make a
connection between form and content; so in annular sequences, the greater the number of
repetitions in the pattern, the more likely any few might suffice to make the connection. The
effect of the star simile on an ideal audience is suggested by the shepherd’s gladness at the starry
sky (yéyn0e 6¢ te péva mounv), but an audience that catches enough repetitions for the

correlation to make sense might feel its share of gladness as well.

1.4 ON CORRELATION

The preceding discussion has considered some of the factors at play in the perception of
lexical repetitions and of a correlation between structure and content. It is plausible that, if there
was an expectation of an association between symmetrical lexical structures and symmetrical
content, a pattern would not need to be symmetrical to activate that association in a given
passage. Nor is interaction between form and content limited to elaborate symmetrical patterns,
as the star simile and, earlier, the Aethiopian example showed. It is, however, more difficult to
make the case for a correlation between disorderly or isolated repetitions and content than
between orderly sequences of multiple repeated terms and content. This brings us to the related
question of statistical correlation.

This study does not conduct a statistical analysis. The results of such an analysis would
be informative, but the hypothesis that a correlation was perceived between, e.g., lexical ring

structures and roundness is ultimately unfalsifiable, whether or not a positive statistical

72 Strictly speaking, the shepherd is not the subject of the verb £idetau, leaving open the possibility of other viewers.
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correlation exists. A falsifiable null hypothesis would be that the correlation is neither intentional
nor perceivable, and this study attempts to falsify this latter hypothesis by an accumulation of
evidence.” My approach is to find patterns and, cautiously but not mathematically, look for
trends in terms of content, but if we reverse the process by looking for the kinds of words that
appear to correlate with patterns — cpaipn or mokvog or the like — and then look for lexical
patterns in the contexts in which they appear, we run into the problem of the overall frequency of
lexical repetitions in Homer. Sometimes the word in question will appear in or next to a
recognizable ring structure or other pattern; sometimes it will appear with repetitions in no
apparent order. But there will almost always be at least one lexical repetition within a few lines
consisting of terms separated by no more than a few lines. When no multi-term annular structure
appears, we are faced with the same dilemma as appeared in the discussion of the moon in the
simile at 1. 8.555-565: either a) a single repetition suffices to evoke a correlation, but no
statistical case can be made; b) a more substantial correlation exists, but not on the lexical level;
c) there is no correlation between form and content in this case.

Let us consider the first possibility. If symmetrical annular structures suggest a
correlation between form and content, there is no reason a single repetition could not do the
same. Indeed, later Greek rhetorical terminology furnishes a number of metaphors for lexical
repetition that, minus the precision of their definitions, were almost certainly already available to
the participants in the Homeric tradition: avodinAwoig or énavadiniwotg (‘folding up in two”) for
‘repetition’ or ‘duplication’; émavactpoer| (‘turning back’) for the ‘repetition of the last word or

s 74

words of a sentence at the beginning of the next;”’* avtiotpoen (‘turning against’) for ‘repetition

3 My gratitude to Olga Levaniouk for her help in formulating this expression.
"4 .SJ s.v.; Hermogenes Id. 1.12; see below in sections 3.4.3 and 3.5.3.
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of closing words in successive members.’’® The Homeric scholia use davaxvichém (‘circle back’)
to describe the multiple recurrence of a single word in a passage.’® Hermogenes in the 2"
century CE defined the rhetorical k0KkAog as the repetition of a word at the beginning and end of
a unit of speech, illustrating his definition with the repetition of x0KkAo¢ in the same: KOkAog éoti
£omwv 0 xOKAog (“a “circle’ is being able to end with the same [words] as the nouns or verbs from
which one started, for this is a circle”).”” Without explicit justification, Steinriick refers to any
singular repetition as a kaum (‘bend”), and this is unlikely to be far off the mark in terms of the
ancient idea.”

If we look up in the Homeric corpus a word that denotes ‘bending’ or ‘turning,” for
example, the overabundance of lexical repetitions in Homeric verse almost guarantees that in the
vicinity of each occurrence, there will be lexical repetitions with which those seeking might
associate it. How, then, can we make any statement about the intentionality of such
“correlations”? How can one be confident that one has recognized an intentional poetic
maneuver rather than read something into the text? Is the pursuit of “correlations” a vacuous
exercise in pareidolia?

Here it may be worthwhile to draw a distinction between what the poet intends and what
the epic genre “intends.” Suppose there are widespread metaphors for structural features of epic
verse that are well-known to its audience and that a poet can leverage for specific effect as he

produces verse in performance. The poet’s keen awareness of repetitions does not necessarily

5 1LSJs.v.; e.g. Phld.Rh. 1.195 S., Hermog. Id. 1.12

6 Aand bT scholia on Il. 1.287-9; bT scholia on II. 1.510.

7 Tepi edpéoemeg 171; cf. Steinriick 1997: 25n61. Eustathius would later apply a similar concept of rhetorical
k0K oG to the Homeric texts (Steinriick 1997: 2n6).

8 Steinriick 1997: 93.
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entail that every time he repeats a word he does so intentionally to produce an effect. But
because the association of form with content is a feature built into the system, as | will argue in
later chapters, it would not be invalid for audience members (or the poet himself) to see a
correlation between repetitions and content that was not consciously intended. Even if lexical
repetitions are not invariably the product of the poet’s intent, the genre validates them. That the
Homeric narrative offers ready fodder for pareidolia is then not a defect of the system, but a sort
of compositional reinforcement for the poet under the various pressures of (re)composing in
performance, because any ensuing uncertainty about poetic intent leaves open the door in every
case to the possibility that the poet did intend it.

A study like this one must navigate a course that is on the one hand conservative enough
to render the proposed correlations plausible, but flexible enough to explore the parameters of
plausibility given a probable discrepancy in perceptual habits between ancient audiences and
today. An attempt to show that there is a correlation between lexical repetitions and content
attributable to a poet’s (or poets’) intention is faced with the necessity of drawing lines between
“probably intentional” and “probably unintentional,” and every case study in this dissertation
grapples with this boundary explicitly or implicitly. These considerations lead back to the
statement, near the beginning of this chapter, that any repetition is potentially significant, but that
the emphasis here is on patterns, both in terms of symmetrical sequences of repetitions and in

terms of the recurrence of such sequences across the Homeric texts.

1.5 RING STRUCTURES AND THE HOMERIC SIMILE

The frequency of lexical ring structures in long similes warrants special consideration.

The fact that Homeric similes have been catalogued makes it relatively easy to assess their
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structures as a set, although the tendencies observed in similes may not apply to lexical structures
in other contexts. | focus here on the similes of the Iliad. Since van Otterlo’s influential work in
the 1940s on Greek ring composition, scholars have noted that Homeric similes inherently
represent a kind of ring composition insofar as they consist of a movement away from a narrative
subject, the ‘tenor,’ to an external image in the simile, the ‘vehicle,” and then back to the
narrative; in long similes this ring is marked by &c¢ 6te...d¢ &pa or equivalent terms.”® The
alignment of tenor with vehicle is often emphasized with a repetition of the aligning thought and,
at times, of the diction itself in the ‘just as...” and ‘just so...” clauses. Thus in the célag simile at
Iliad 19.374-380, the clause ‘as when a gleam from the sea appears to sailors’ (375) is paired at
the end of the vehicle with ‘thus from Achilles’ shield the gleam reached the ether’ (379), with a
repetition of the noun célac. Frequently, as van Otterlo observed, the tenor itself is repeated in
lexically similar ways before and after the vehicle.®’ The following simile is cited by van Otterlo

as an example (1l. 11.267-274):

Il. 11.267-274 ABCABCA
adTap &nel 1O pv Edkog 8tépoeto, Tancoto & aipa,
A 0&elon 8° ddvvar dvvov pévog Atpeidao.
BCA wg o’ 81’ v Bérog 0ED yuvaika
dp, 16 t€ mpoieiotl poyoatokot Eikeibuion 270
BC "Hpng Buyatépeg mkpog :
A O 0T’ 6dVLVIL dDVOoV névog ATpeidao.

€6 dlppov 0’ Avopovoe, Kol MVIOY® EMETEAAE
vnuotv & YAapuptiow Elavvéuey- fxbeto yap Kiip.

8 Van Otterlo 1948: 49-52. See e.g. Edwards 1991: 46, Steinriick 1997: 7, and Nimis 1998: 66-67, who argues that
the ring structures apparent in elements of the narrative such as similes (the ‘just as...” ‘just so...” structure) are a
by-product of the pragmatic integration of various units into a broader discourse. Stanley 1993: 7-8 describes the
basic ring structure of similes as ABA, in which “the poet compares A to B and then describes B in greater or less
detail, before resuming the narrative with a return to A...;” cf. Fehling 1969: 145-146 on the repetition of “key
words” within this structure (albeit without mention of annular arrangement). This departure from and return to a
specific tenor does not occur in every long Homeric simile, however. See note 54 above on the terminology of
‘tenor’ and ‘vehicle.’

80 van Otterlo 1948: 49-50. Steinriick 1997: 85-86, following the classification system of Otterlo 1944: 19ff and
1948: 10-69, calls a ring structure consisting of a narrative ring surrounding a digressive descriptive element
“anaphoric ring composition,” which he labels “ndn” (narrative Ausenteile, deskriptiver Mittelteil); this pattern is
typical for Homeric similes. Cf. Steinrlick’s labeling of similes in the Odyssey on pp. 111 and 113.
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But when the wound dried up, and the blood stopped flowing,

sharp pains went down into the strength of the son of Atreus.

As when sharp pangs take hold of a woman in pain,

which the Eileithuiai, goddesses of childbirth, send forth,

daughters of Hera having charge of cruel pain,

even so did sharp pains go down into the strength of the son of Atreus.
He sprang on to his chariot, and bade his charioteer drive

to the hollow ships, for his heart was in great agony.

But as we see in this and in other similes already mentioned, the alignment of tenor with vehicle
or the return to the tenor after the vehicle does not account for repetitions of words or roots
within the vehicle itself; here, the repetitions of mdivovoav &m-0&Ev-mdivag Exovaon continue the
pattern. Such lexical repetitions within the vehicle of an extended Homeric simile are very
common. Out of a random sample of 100 long similes in the Iliad,® I find that at least 65 feature
a lexical ring structure, provisionally defined as a sequence containing at least two prominent
concentric lexical rings, not including the mc ring vel sim.82 At least 89 out of the 100 long
similes in the sample contain at least one lexical repetition (89%), among which are included
similes that feature non-concentric lexical patterns (ABAB, AABB, etc.). A number of similes
that display no lexical repetitions do feature paronomastic rings, and their inclusion in the tally
would bring the percentage higher still.

The ring structure in the long simile in 1l. 2.139-154 is exemplary, and will permit us to
make some general comments about lexical ring structures in the context of long similes:

Il. 2.139-154
AL dyed', og av &y elnm, melBdpeda Tavteg:

A QELYOUEV GVV VNVGL PIANV £¢ Tatpida yoloy: 140
oV yap &t Tpoinv aipricopev gvpudyviay.

81 The random sample is drawn from William Scott’s charts in The Oral Nature of the Homeric Simile (1974: 191-
205 Appendix A). This is close to half of the long similes in the lliad: D. J. N. Lee counts a total of 197 (1964: 3-4).
82 By “prominent” lexical rings I mean primarily those consisting of at least a repeated root; for the sake of caution |
have left out smaller units of speech such as particles and monosyllabic prepositions, but this does not rule out the
possibility that they have a role to play. My assessment of the frequency of the ABBA structure includes annular
rings involved in more complex sequences of repetitions, e.g., ABCCAB, ABCBCA, provided that the basic
condition of annularity is met.
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O¢ pdrto, Toiot 8¢ Bupdv évi otbecoy Opve
TAG1 LETA TANOLY, 6601 00 POVATG EmdKkovGay:

B, C o' on KopoTo pokpa Bodldoong,
novtov Tkapioto, T pév v Evpoc te Notog 1€ 145
D dpop' TaTPOG ALOC €K VEQELAM®V.
B' ¢ o' bte Z&pupog Pabd Aniov ELOGV,
D' AaPpog , €mi T MUOEL AoTOYVEGTLY,
C', B" &¢1®v ndc' - 701 &' AAOAN TR
A vijog €n' éooeb0vTo, TOdMV ' Vmévephe Kovin 150

iotat' depopévn- toi &' AAAA01G1 KEAELOV
(A)  GrrecBou vindv 18" EAkEpeV €ig dAa diav,

00povg T é€ekdBanpov- Gt &' odpavov Tkev
(A)  oikode iepévov: Hio &' fipeov Eppata Vdv.

“Now, therefore, let us all do as | say:

let us flee with our ships back to our own dear fatherland,

for we shall not take Troy of the broad ways."

Thus he spoke, and moved the hearts in the chests

of the whole multitude, so many as had not heard his plan.

The assembly was stirred like the long waves of the Icarian Sea,
which the east and south winds

rouse darting from the clouds of father Zeus;

or as when the west wind stirs a deep field of grain,

violently rushing down, and the ears bow beneath it,

even so was the assembly stirred: and with loud cries

the flew towards the ships, and the dust from under their feet

rose heavenward. They cheered each other on

to take hold of the ships and draw them into the shining sea;

they cleared the channels in front of them; their shout reached the sky
as they yearned to go home: they removed the stays from beneath the ships.

Following Agamemnon’s deceitful order to go home, the assembly is roused like waves or heads
of grain blown by the wind. The repetition of the word for ship (vioc) belongs to the narrative
frame from which the simile departs and to which it returns: Agamemnon’s order and the rush of
the assembled men to carry it out. The next two pairs of matching terms form the tenor of the
comparison: ‘the assembly was moved like... thus was the assembly moved.’ Eustathius
identified the repetition here of kwvn0n &' dyopn (AB) - kiviion (A) - dyopn kwvnon (BA) as the

rhetorical figure xoxhog ‘circle.’®® As in Il. 11.267-274 above, the repetition of the narrative

83 Steinrtick 1997: 6n11.
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element being compared is not essential to the basic nature of the simile, nor is the chiasm of
Kwnon &' dyopry/dyopn kvion. The active kwvnion in 149 takes up kwvn6n and marks the center
point of the ring structure; a tripled repetition marking the center is not the norm, but occurs
often enough to be worth noting.8* The next pair — the participles énaitac and érotyiwv — may
or may not derive from the same root, but the echo is easily discerned because they are partial
homophones that share a metrical position and a prepositional prefix; Eustathius asserted the
semantic equivalence of the two verbs.® The verb érouyiCm, derived from aiyic,® may connote
Zeus in his aspect of storm god; this would create a further parallel to the description in 146 of
wind rushing down from the clouds of Zeus (éraioc matpog Alo¢ €k vepeddmv). The epithet
aiyloyog ‘aegis-holder’ is applied to Zeus a few lines later in 157.

When a lexical ring structure occurs in a passage with a long simile, the center of the ring
structure usually, although not always, coincides with the vehicle of the simile, consistent with
Lohmann’s demonstration that the center of ring-composed speeches tends to feature a
descriptive element.8” The ring structure in these lines spans two similes, one of waves and one
of grain, which are linked by the element of wind. That the ring structure develops over more
than one simile demonstrates the compositional unity of the similes,®® and it may be just as
appropriate to say that many ring structures feature similes as it is to say that many similes

feature ring structures.

8 E.g. Il. 4.140-149 innov/inniieg/innm; 1. 16.257-268 givodiorc/68d/6ditnc; Il. 17.389-395
tovoev/taviovortavutor; 1. 21.343-349 gEnpavOn/ayEnpavn/éEnpavon. On the last, see Fehling 1969: 146.

8 Steinriick 1997: 6n11. Cf. Kyriakidou 2000 on etymological cognates in Homeric similes.

8 Chantraine 1968 s.v. aiyic. He tentatively suggests the influence of énaicom on the meaning of érnaryilw.

87 Lohmann 1970: 25.

8 Scott 2005: 24-26 calls 2.144 and 147 “juxtaposed similes.” He rightly defends them from an old notion that one
of the two should be rejected (48n11).
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Chapter 2. LEXICAL STRUCTURES AND PARONOMASIA

This chapter picks up from the observation in Chapter 1 that the lexical repetends that in
aggregation constitute lexical structures do not always denote the same thing with each
occurrence of the same word or root, and that these repetitions therefore cannot always be said to
undergird and arise from a repetition of a broader denoted theme or idea, as is usually assumed in
discussions of Homeric ring composition. This observation finds support in the role of
paronomastic echoes in “lexical” structures, in which not words but similar phonemic sequences
in unrelated words or phrases form rings in broader structures. In terms of the arc of this
dissertation, the paronomastic repetitions discussed here provide justification for the
identification of paronomastic rings in the passages treated in Chapter 3, where such rings will
not always receive comment. But the investigation of paronomasia in lexical structures is
worthwhile in itself for what it reveals about Homeric wordplay and language use more
generally. When phonetically similar but etymologically unrelated words or smaller units of
speech occur in corresponding positions in an overarching lexical ring structure, this positioning
increases the likelihood that the correspondence was both intended by the poet and perceptible to
the audience. We can thus use lexical ring structures in the lliad and Odyssey to identify and
substantiate instances of sound-based wordplay in these poems, supplementing important
discussions of Homeric wordplay and etymologizing that have focused on classification over
identification.® In turn, these paronomastic echoes demonstrate the importance of sound as a
constitutive element of the structures, suggesting that the Homeric poet and audience were

keenly attentive to repetitions of syllables and phonemic sequences. This bolsters the case for the

8 E.g. Louden 1995, Rank 1951.
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importance of “lexical” patterns more broadly as intentional and perceptible repetitions of sound,
consistent with the oral-poetic context in which the poems developed.

The previous chapter focused on the meaning of lexical “patterns;” this chapter
problematizes the term “lexical” as a catch-all description of these Homeric patterns by posing
the question of the minimal units capable of producing an echo in the context of a “lexical”
structure. A putative scale of units might run from morphologically identical lexemes (and
phrases, lines, or passages consisting of the same) through shared syllables to alliteration or
assonance; what role, if any, can repetitions of phonemes have in broader lexical structures?
Does assonance “count” as paronomasia, or as a constitutive element of “lexical” structures? The
examples under discussion in this chapter follow a loose trajectory from the more paronomastic
to the more alliterative, with due emphasis that a sharp taxonomic distinction between the two is
not ultimately a useful reflection of the sound textures that would have been more intuitively
perceptible to the ancient poet and audience (and to us, although we cannot assume that our
perceptive apparatus for the sounds of the ancient poems allows us to “hear” the same things, in
terms of salience, even aside from the questions of ancient pronunciation and orthography taken
up below). The chapter concludes its investigation of minimal structural units with a discussion
of Saussure’s anagrams (2.4), which offer a useful framework for thinking about intentionality
with respect to repetitions of units of sound and meaning in light of how common unintentional
phonetic repetition is in all language production.

If paronomasia forces us to think about sounds as such, it can also create associations of

meaning between words not overtly semantically related, with potential implications for how we
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understand the content of the narrative.*® The linguistic self-awareness necessary for the
production of (intentional) wordplay makes the intersection of structure and paronomasia a
robust vehicle for poetic self-reflexivity. Far from being “plain in his words and style” and
“simple in his ideas,” in the famous words of Matthew Arnold,* the Homeric poet that emerges
engages nimbly and enthusiastically in phono-semantic complexity and nuance. There are much-
discussed moments in Homeric epic where this characteristic shines through, of which the best-
known example is probably Odysseus’ reference to himself as Outis (‘Nobody’) in the Cyclops
episode in Odyssey 9, together with the wordplay on obtig/untic ‘nobody’ and uftig “skill,
cleverness, plan.’% Another is the association between the name Odysseus and the verb
o0dvoocopat ‘hate,” explicitly joined by derivation at Od. 19.406-8 and implicitly associated
elsewhere in the Odyssey, showing that the Homeric poet was not without an etymologizing
impulse.®® But it is rare that self-awareness in the use of language is highlighted as an essential
component of Homeric epic the way it is for, e.g., Pindar or the Attic tragedians, perhaps because
of enduring questions about the limitations imposed by composition and re-composition in an
oral tradition.

Discussions of Homeric wordplay usually center on names and situate themselves around
the conceptual rubric of etymologizing.®* This was true of the first monograph on the subject,
Rank’s 1951 Etymologiseering en verwante verschijnselen bij Homerus, in the first sentence of

which he states his intention to examine Homer’s interest in names in particular.® If the science

% Louden’s definition of wordplay in his discussion of its various manifestations in Homer is typical: “a connection
between two similar-sounding words which invests the relationship between them with additional meaning” (1995:
27). Cf. Grieg 1923: 211 (quoted by Redfern 2000: 33) and Attridge 1987: 193 (quoted by Culler 1988: 2).

1 Arnold 1861.

92 .0d. 9.408-414. See e.g. Peradotto 1990:46-47, 143-170, more briefly Miller 2014: 131-132.

% See e.g. Peradotto 1990: 118-142; Kanavou 2015: 90-97; Louden 1995: 34-37.

% E.g. Kanavou 2015, Liovié¢ 2012, Tsitsibakou-Vasalos 2000, Louden 1995, Peradotto 1990, Risch 1947: 79-91,
Stanford 1939: 97-114, Sulzberger 1926.

% Rank 1951: 9; more than half of the text is devoted to proper names.
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of etymology today is grounded in the methodologies of modern comparative and historical
linguistics, etymologizing before the 19th century distinguished itself from wordplay only
insofar as etymology entailed a “supposedly historical continuity between forms” (to quote
Culler, who calls etymology “the diachronic version of punning”).*® Etymology as practiced by
the ancients did not rigidly maintain even this distinction. Recent accounts emphasize that, while
the language of derivation is frequently bound up in the language of ancient etymologizing, the
ancient practice is concerned more with the synchronic exploration of the interpretive
possibilities of a word in relation to other words than with a word’s history; it is oriented towards
the present, not the past, and explicit language of derivation may or may not come into play.%’
This means that any word can have multiple correct etymologies, which may in combination be
heard as granting deeper insight into the word’s meaning.®®

There have been attempts, especially in regard to Latin poetry, to identify textual markers
and other factors that indicate that a collocation of similar-sounding words represents
etymologizing as opposed to non-etymological wordplay (or mere chance), but if the above
account of early etymologizing is correct, it is impossible not only in practice but in principle to
draw a clear line.*® Ancient Greek rhetoric developed its own terms for the use of words that

sound similar (mapetoporoyeiv, Tapovopascio, TapRynoic, avaypaupationdc), although there

% Culler 1988: 2. On the development of modern etymology in the 19™ century, see e.g. Sluiter 2015: 897, Sedley
1998: 145.

9 Peraki-Kyriakidou 2002 esp. 478-481, 487; Sluiter 2015: 898; Sedley 1998: 145.

9 Sluiter 2015: 902-903; Hinds 2006; Peraki-Kyriakidou 2002: 486-487.

% For discussions of the identification of etymology in Latin poetry, see e.g. Hinds 2006; Cairns 1996; O’Hara 1996
(further bibliography in 5n6); Maltby 1993; Ahl 1985: 22-60 and passim. For Greek, see Liovi¢ 2012; Nagy 1994 5;
Irigoin 1991. For etymological markers in both Greek and Latin, see Sluiter 2015: 904-905; Peraki-Kyriakidou 2002
esp. 484-486. O’Hara 1996: 3 acknowledges the fuzzy boundaries between etymology, non-etymological
paronomasia, and euphony, but in his otherwise useful summary of Homeric etymologizing falls into a binary of
etymology versus euphony (7-11).



56

was little consistency in usage across time and authors.'® To avoid confusion, and because to
speculate on the nature of archaic etymologizing is not the aim of this chapter, [ use ‘etymology’
in the modern sense, and ‘paronomasia’ as an approximate equivalent to ‘pun,” minus the
implication of the latter term that the intended result is humor.

Because repetitions of roots (sometimes called figura etymologica) were counted under
“lexical” repetitions in the previous chapter, I do not discuss them here under the heading of
paronomasia. But as pointed out in section 1.1 and suggested above, the ancient assessment is
more important in this regard than the modern one, and it is not always possible to know what
roots an ancient poet and audience considered “the same.”*?! We saw in the introduction a ring
consisting of the accusative singulars of gpowvég ‘blood-red” and pdévog ‘gore’ (II. 16.159/162);12
the two words differ phonemically only by a vowel and in accentuation, and their annular
positions adjacent to the repeated word ‘blood’ (aipatt powvov-edvov aipartoc) enforce the
responsion. We know the ancients interpreted @owvdg as a variant of eovog, so a classification of
the ring as paronomasia would avail only from the modern standpoint that the two words are
etymologically unrelated (and the evidence for the ancient interpretation is at any rate post-

Homeric).1% A similar relation holds between énaicow ‘rush at’ and émotyilw ‘rush upon’ in Il.

100 On the ancient rhetorical concept of paronomasia (Latin annominatio), etc., see Lausberg 1998: 285-288, 847;
Stanford 1929: 33-34. The Latin Rhetorica ad Herennium (early 1 century BCE) defines paronomasia as “a figure
in which, by means of a modification of sound or change of letters, a close resemblance to a given verb or noun is
produced, so that similar words express dissimilar things,” as between vincit ‘defeat” and vinciit ‘bind’ (IV xxi 29;
translation from Culler 1988: 5). Hermogenes of Tarsus (2" century CE) defines parechesis as “an adornment
consisting of similar words that, though different in meaning, sound the same. It comes about whenever someone
says two or three or four expressions or words that sound alike but have a different sense” (translation mine). See
Testenoire 2010: 223-227 on the figures of parechesis and anagram in Eustathius” commentaries and the Homeric
scholia.

101 Cf, Louden 1995: 31.

102 See under the heading “Notational Conventions.”

103 Beekes 2010 s.v. powdc. The etymology of gowag is unknown. Cf. Watkins 1995: 373 with note 3 on this
passage.
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2.146 and 148 (also in Chapter 1); whatever the linguistic relationship, they were likely heard as
closely related by an early audience.!%

The audience of Homeric epic would be accustomed to the fact that roots need not sound
exactly the same to signify the same thing, because phonetic variance in words of the same root
due to derivational processes and/or dialect was common. This variance can manifest in
lexical/semantic rings, as in the ring composed of éxtafosiov ‘of seven bulls-hides’ and
€Bdoudrn ‘seventh’ in the following ring structure, both derived from the Proto-Indo-European
(PIE) root *septm-:10°

Il. 7.244-250 ABCDDCBA

A n pa, Kol QUTETOAQV TTPOTEL HOMYOCKIOV EYYOC,

B,C «oaiPaiev WOV gdKOC 245
AKPOTUTOV KOTAL , 0c &ydoog fiev &’ avTd.

8E 8¢ d10 wroyac HOe Saitlwv aTepne,

&vti o’ PV o£T0- SEVTEPOC ATE

A dloyevng poiel doMyooKioV €yyoc,
kol Bare Hprapidao xat’ donido mavroo’ éiony. 250

OO0

So he spoke, and brandished and threw his long-shadowed spear.
It struck the fearsome seven-oxhide shield of Ajax

in its outermost layer—the eighth, which was of bronze—

and the untiring bronze went cleaving through six of the layers
but in the seventh hide it stayed. Then in turn

Ajax sprung from Zeus threw his long-shadowed spear

and struck the shield of the son of Priam equal in all directions.

It is worth keeping in mind that Greek retains remnants of the old Proto-Indo-European ablaut
system, and speakers of Greek would be accustomed to roots of the basic pattern consonant-
vowel-consonant (CVC) in which the vowel changed morphologically without altering the root’s
basic meaning, for example in Béhog ‘bolt’ / Baiiw ‘throw, strike’ / EpAnto ‘was struck’ / foin

‘throw,” from the PIE root *g"elhi- ‘hit by throwing,” or weTewvdc ‘winged’ / wotdopon ‘fly

104 Chantraine 1968 s.v. aiyic tentatively suggests the influence of énaicow on the meaning of &ranyilw.
105 The stems &nta- and £B8op- are cardinal and ordinal, respectively. See Beekes 2010 s.v. éntd, &Bdopog. This
passage is discussed in section 3.1.1 below.
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about’ / wtépué ‘wing,” from the PIE root *peth,. “fly.”1% It should therefore be no surprise if
paronomastic sequences appear with similar vowel alternation, or if a consonantal sequence (CC)
echoes with a CVC sequence, which is perhaps less likely to register as an echo for a speaker of
English.

Finally, a word is due on Homeric pronunciation and the orthography of the Homeric
texts as they have come down to us. In more and less subtle ways, the spelling of our texts does
not reflect pronunciation at earlier stages in the epics’ complex history. This is in part because of
language change, in part due to the fact that, while the Homeric dialect is to a large extent East
lonic, the orthography of our texts has a pervasive veneer of Atticism, almost certainly for
reasons of transmission.'%” The phoneme /w/, represented by the letter digamma <g> and retained
in most Greek dialects into the archaic and early classical periods, was lost in lonic before the
advent of alphabetic inscriptions; although digamma is absent from the Homeric texts, they
contain frequent (but not invariable) metrical reflections of its presence.!?® In addition to
digamma, East lonic lost the initial phoneme /h/ before the alphabet reached it, but our texts
regularly record aspiration, as in agucdve rather than Ionic dmikdve. This lack of psilosis is
considered either an Atticism, which would account for the aspiration of uépn ‘day’ (a word
that existed in Attic) but not the cognate fuap (which did not),'% or an archaic hold-over from a
non-psilotic, West Ionic stage in the poems’ development.*® The Attic spellings kpeicomv,

ueiCov, déxopo, évradda, odv, and yikiot replaced Ionic kpéoowv, pélwv, dékouot, &vladta, Vv,

106 The latter example comes from Katz 2010: 366 on Il. 2.459-462, in which all three words appear; they reflect the
PIE e-grade, o-grade, and zero-grade ablaut forms of the root, respectively.

107 Chantraine 1958: 5-16; Janko 1985: 32-37; Reece 2011.

108 See e.g. Hackstein 2010: 415; Horrocks 1997: 204. Forms that preserve a reflection of digamma and forms that
do not seem to have offered metrically useful alternatives.

109 Janko 1985: 35; Chantraine 1958: 15.

110 Hackstein 2010: 402 with bibliography.
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and yeihon. 1! Evidence of vowel confusion in our texts can sometimes be attributed to the fact
that the Old Attic alphabet used the characters E and O for several different vowels each (e.g. the
spurious diphthongs &1 and ov as well as the vowels later represented by 1 and ®), which were
usually but not always transcribed correctly after the New lonic alphabet was adopted in Athens
at the end of the 5" century.'? lambic &w¢ and Témg sometimes scan as trochees, reflecting the

earlier, pre-quantitative metathesis forms fjoc and tfjog;'*3

the preposition Tpodg often recovers the
older form mdg, to judge by the short scansion of a preceding vowel where one would expect
long.!** Metrically anomalous formulas sometimes conceal archaisms that point to their
formation at older stages of the language. There are occasional metrical traces of word-initial /s/
before this changed to spiritus asper (e.g. the artificial lengthening of the second syllable in the
phrase vreip Gra, from vrep *odAa, or the fact that a word with an original initial /s/ followed by
a resonant sometimes makes position, as in épea vipdevta < *ovipoevta Il. 14.227, Bérog
gyemevkéc < *ogyemevkéc Il. 1.51).11% Some formulas only fit the meter if assumed to recover
syllabic resonants, which are usually thought to have resolved before the Mycenaean period and
thus reflect a poetic currency older than the Homeric epics themselves in any recognizable form,
e.g. ‘EvoaAiot avoperpovn for Evoaiiot avreovn; detloiot Bpotoiot for dethoiot prroiot;

domidog apeiPpotng for domidog aueurtac (a type of shield that went out of use at the end of the

Mycenaean period).®

111 Janko 1985: 34-35, cf. Chantraine 1958: 16.

112 Janko 1985: 33-37. Cf. Katz 2019: 162 on the inconsistent representation of vowel quantity in ancient Greek
orthography.

113 Chantraine 1958: 11; Miller 2014: 67-68; Hackstein 2010: 406.

114 Miller 2014: 323.

115 Hackstein 2010: 415-416; Horrocks 1997: 211; an analogical rule developed that a vowel could lengthen before a
resonant.

116 Miller 2014: 303-307.
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These are just a few examples out of many, and it is worth keeping in mind that even for
Classical Attic we have no knowledge of exact phonetic values. Given the difficulties of dating
the Homeric epics and their potential phases, obtaining an accurate synchronic snapshot of
pronunciation at any specific time and place presents clear challenges. But all things considered,
it is nevertheless not certain that any of the orthographic limitations of our texts would

significantly alter our ability to identify similar phonemic sequences (as opposed to identical

only marginally.!!” As a way of accommaodating the possibility that relevant phonetic
information has dropped from our texts, especially in light of the possibility that certain instances
of paronomasia are conventional and date to earlier stages of the tradition, I include etymological
information for key words in footnotes, when this is known and helpful; this information comes

from Beekes’ Etymological Dictionary of Greek (2010) unless stated otherwise.

2.1 PRELIMINARY EXAMPLES

A few examples will suffice to show that lexical structures can be useful for identifying
paronomasia. Just as any lexical repetition in a ring structure is systematized and strengthened by
its participation in that structure, so too do lexical structures allow for the identification of non-
adjacent paronomastic rings, including across narrative spans larger than those in which Homeric
wordplay tends to be identified.!!® In the ring structure ek’ -Téke piTnp-KoK-KOpa-KOL -

Koka-tekpfpavro-deeirov (1l. 6.345-350, ABCDDCBA), for example, the corresponding

117 Beekes 2010 s.v. &vvop (< *fpéo-vo-pu < IE *ues-) and &omepog (< IE *ue-k"sp-er-0-), but the etymology of
gomepog is disputed.
118 There are numerous exceptions, but the examples in Rank 1951: 31-35 are typical and rarely exceed three lines.
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positions of téke unp ‘mother gave birth” and texunpavto ‘[the gods] ordained’ suggest that
the latter echoes the former in spite of four lines of separation:*°

Il. 6.344-351 ABCADDACB

A ddiep €ueio Kuvog U aVOD OKPLOEGONG,

B,c d&c¢p doel’ fuott 1@ dte pe mpdTOV 345
A oiyecbat Tpopépovoa avépoto 0veEM

D €ig 6pog 1 €ig noAvpAoicPotlo Bardoong,
D
A
B

&vla pe amoepoe mapoc téde Epya yevésOa.

C  odtap émel 1ade v OS¢ Ogoi :
avdpog Enert’ doellov dueivovog givorn dxkorric, 350
0¢ 01N vépeotv te kal aioyea TOAL avOpOTMV.

Brother of mine, | who am a dog, abhorred and ill-devising,

would that on the day when first my mother brought me forth,

an evil storm of wind had caught me up and had borne me

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

then the waves could have swept me away ere these deeds had come about.
But, since the gods these evils have ordained,

would that | had been wife to a better man—

to one who could smart under dishonour and the reproaches of men.

Phonic pairing like this is an invitation to look for latent semantic resonance, and the phonemic
responsion between téke pntnp and texpunpavto seems to cast the birth of Helen as an event
ordained by the gods to further their destructive plans.*?° This is interesting, because the D
scholion on 1l. 1.5 attributes to the Cypria an aitiology of the Trojan War in which Helen’s birth
is one of the two means by which Zeus brings about the war in order to lighten the earth of the

burden of humankind (the other being the marriage of Thetis to Peleus).'?* It is not necessarily to

119 rexpoipopon < tékpap ‘sign, emblem’ < IE *k"ek- ‘see, appear’ (s.v. téxpap); tikto < IE *fek- ‘produce’; pitnp
< |IE *mehyter- ‘mother.’

120 Cf. the bT scholion on II. 6.345: d¢ wap’ adTd THC YevEsEmC sipappuévay TovTav, drep adTic £80Ket sivat
mnppernpato (“these things were allotted at her birth, which seemed to be her own faults™).

121 D scholion on 1l. 1.5 (van Thiel 2014): Mapov... dmodgpévov §& adtidt yvopag Svo, v @étidoc Bvnroyapiov kol
Ouyatpdc Kofic yévvay, &€ dv dupotépav morepoc "EAANGi te kai BapPapoic éyEveTo. de' ob cuvERT KoveieOTjvar
™V Yiiv ToA@V avarpedivtov. Cf. Eustathius Ad Iliadem 1.33.15 (TLG). There are problems with the scholion’s
attribution of this account to the Cypria; see Marks 2002: 11 and n29; Scodel 1982: 39-40 and n15; Kullmann 1955:
179-184. This point owes much to a conversation with Professor Olga Levaniouk, to whom | am grateful.
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this that the paronomastic ring refers, but it does hint at the potential centrality of Helen’s birth in
such an aitiology, and may be the only place in the Iliad to do s0.1?

Another example occurs when Menelaus is shot by Pandarus with an arrow in lliad 4.
The description of the arrow piercing his layers of armor is framed by a ring structure containing
the rings ypoog ...uAmp/uitpng... xpoog (130/137), separated by seven lines:

1. 4.130-138

1 8¢ tOcov pev epyev Amo ¥Pooc Mg dte 130

ondog £€pyn poiav 60° o€ AéEetan Hrva,

avt) & avt’ Bvvey 601 {wotiipog dyijec

YPOGELOL gDVEYOV KOl d1mAdog ivTETO BMPNE.

&v 0’ &meoe Lwothpt dpnpott mKPOG 616TOG:

o pev ap Lwotiipog EAAato dardaiéoro, 135
0°, fiv €popet Epupa ¥poog EPKOC AKOVTMV,

1] ol mAeloTov €puto- dd Tpod O¢ glcato kai ThG.

She whisked it from his skin as when a mother

whisks a fly from off her child when it is sleeping sweetly;

she guided it straight to the part where the golden buckles

of the belt held together that passed over his double cuirass,

so the sharp arrow struck the tightly fitted belt.

It drove right through this well-crafted belt,

and through the cuirass very finely crafted it pressed,

and the mitre, which he wore next his skin to keep out darts;

it was this that protected him most, but the arrow went through even this.

In the first element, Athena deflects the arrow from a fatal trajectory like a mother brushing a fly

from her son’s skin: §| 8¢ T0c0v p&v Eepyev ano ypoog mg dte e/ modog £€pyn poiav 60 1€

AéEetan Vv (1. 4.130-131); in the second element, the arrow reaches the pitpn, the piece of

1po0g Eprog axdvtov (Il. 4.137).

122 On Helen’s birth as a cause of the war more generally see Blondell 2013: 27-28; Christopoulos 2011; Mayer
1996.
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The intervening description of the arrow passing through layers of armor contains a
number of lexical and syllabic repetitions (e.g. ootip 132, 134, 135; 0dpn§ 133, 136; the
syllables ap and np; doudoréoro and Torlvdadarov 135-136), but is not internally ring-
composed, although there is an aptness of the language of fitting and joining to the dense
repetitions (oyfies. .. ovveyov 132-133; apnpdtt 134). The pitpn is mentioned only once in the
sequence. This piece of armor appears in the Iliad only three times outside of Book 4 and is
poorly understood in terms of its form and function; its rarity in the epic alone makes it a point of
interest.12 Aside from phonemic similarity, the words ufmp and pitpn are aligned by the
attendant vocabulary of deflection and defense (note the proliferation of the syllable ep-): Athena
wards off the arrow (Guovev 129, &epyev 130) as the mother wards off a fly (¢¢pyn 131); the
uitpn is a guard (Epvua 137) of the flesh and a barrier (€pxoc 137) against darts, and it protects
(¢pvto 138) Menelaos the most (the arrow passes through it, but only scrapes his skin). The
whole sequence hinges on the implications of various kinds of likeness: the likeness established
by the simile comparing Athena to a mother is furthered on the paronomastic level by the
phonemic similarity of urtnp and pitpn, so that if Athena is (through the simile) like the pnmp
as uqmp is (phonemically) like uitpn, a relationship is established between Athena and the
uitpn. As pitpn is a permutation of uinp, the defense provided by the pitpn can be understood
as a permutation of the maternal defense afforded by Athena.

Ring structures also allow for the identification of paronomastic elements that are more
trivial — that is, of less thematic importance for the scene or poem — than those that receive the
most scholarly attention. To judge by the components of ring structures, the Homeric poet has a

far more inclusive sense of what is suitable for paronomasia than is sometimes acknowledged by

123 The word appears at Il. 5.857, 5.707, 16.419, in the latter two in epithets. See Kirk 1985 on 1l. 4.132-133 and
137-138.
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the scholarship that gravitates towards proper names, and these rings do not always suggest
semantic associations in the conventional sense. If there is narrative significance in the ring
formed by &oke (‘it was,’ iterative) and &€oyoata (‘last’) in the following passage, I do not know
what it is:

1l.11.3-12 (1l. 11.5-9 = 1l. 8.222-226) AB CD EfggfE CD AB

A Ze0vc & "Epda mpoiarie Ooag £mi vijag Ayoidv

B,C dpyorény, Epag PeT gyovoay.

D E 8’ én’ Odvootiog pueyokNTel vii pehaivy, 5
f NP &V ueoodr £0Ke YEYOVEUEV GUPOTEPOE,

g nuev én’ Afovtoc khmoiog Tehopwviadoo

g,f,E 16" &n” AyihAjog, toi P Eoyora vilag gloag

C glpvooav Nvopen Tovvol Kal KAPTET

D &vla " fiooe Oed péya te devov te 10

A OpOL, Ayaroiow 0¢ péya oBévog EuPar’ EKAGTW

B Kapdin dAnktov NoE nayeohar.

Zeus sent fierce Eris to the ships of the Achaeans

holding the ensign of war in her hands.

She took her stand by the huge black hull of Odysseus’ ship

which was middlemost of all, so that her voice might carry farthest on either side,

on the one hand towards the tents of Ajax son of Telamon,

and on the other towards those of Achilles—for they had drawn up their ships at the ends,
well-assured of their own prowess and the strength of their hands;

There taking her stand, the goddess raised a cry great and terrible

and shrill, that filled each of the Achaeans with great courage

in their hearts to wage war unceasing and do battle.

It is not wholly appropriate to say that there is no semantic association, because there is always
by default the association produced denotatively by the narrative: &oke is related to &oyata
insofar as Odysseus’ ship was in the middle of the ships, while those of Ajax and Achilles were
at either end. But semantic association in terms of relevance to narrative content does not exhaust
the interpretive possibilities of the correlation of two terms. In this case it may be relevant that

verbs with the iterative suffix —ox-, signifying repetition of action, tend to cluster in Homer;?*

124 See Miller 2014: 133-134. Further examples are okfntpw éAdoackey Opokincacks te 1. 2.199; kikAinokov-
payéokero- piyvoeke l. 7.139-141; avdfocaokev-sineoke-Opoackev . 17.423-435; siaoke-Eoke-Eoxke 1. 20.408-
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here, instead of another verb with the ending —oke, the word £eyota supplies the phonemic
repetition of the iterative £oke that enacts the recurrence signaled by the suffix.1?> On the
structural level, the ring structure produces a middle that mirrors Eris’ central position among the
ships, and the annular rings, including £cxe/éoyara, reflect her ability to shout ‘to either side’ ()
P’ &v peccdtm Eoke yeyovépey apgotépmae 11.6).12° The syntagm Eoke yeymvépey dppotépocs
especially suggests a metastructural interpretation (as if ‘to shout £oxe on either side”) in

reference to the recurrence of &ox/Eoy on either side of the center.

2.2 CASE STUDIES IN PARONOMASIA AND METASTRUCTURE

The following case studies feature passages in which paronomasia and structure intersect
in ways that reveal the poet’s manipulation of and engagement with speech as sound. If
paronomasia inherently requires an awareness of the use of words (or, better, sound-sequences)
as such, these examples combine this linguistic orientation with a metastructural awareness by
drawing attention to the arrangement of repeated sequences of sound. The linguistic
foregrounding thereby achieved showcases the phono-semantic texture of the poem as a feature

of the poet’s compositional artistry.

2.2.1 The Circular &y of the Cyclops

Od. 9.506-512 aBBCcCaBaa
O¢ &pauny, 6 8¢ P’ olpdEag Nueifeto pHb-
a, BB ‘® momor, 1 péha oM " iKdvel.

C goke TIc £€vOade avnp NS te LY TE,

410; ppvnokopevog- dveveok - AMbeokey 1. 24.9-13; anoléoket -paveoke, katalfvacke Od. 11.586-587;
®Oeoke- anooTpiyaoke- doaoske Od. 11.596-599.

125 Cf. Beoion 8¢ yeipac avéeyov, / bde 8¢ Tic eineokev 1. 3.318-319; pintaoke moti vépea okidevta Od. 11.592;
KikAfnekovow/rolvekdapuoto 1. 2.813-814.

126 The symmetry holds even if the reference to the huts of Achilles and Ajax at the center of the structure inverts
their spatial arrangement on the beach. Note also the repetition of vi¥g in the fifth foot of lines 5 and 8 (the
‘balanced ships,’ vijog §icac?).
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C THAiepog Evpopiong, o¢ €KEKOOTO
C,a «xoi kateynpa KokAomeoory- 510
B,a &g 140¢ Tavta tedevtnocoboun OTIGoW,

a rep®dv €€ Odvetiog apapmmoechorl Onwric.

Thus | spoke, and he groaned, and answered with a word,

‘Alas, alas, then the old tale about me is coming true.

There was at one time a prophet here, a man both brave and of great stature,
Telemus son of Eurymus, who was well skilled in prophecy,

and did all the prophesying for the Cyclopes till he grew old;

he told me that all this would happen to me some day,

and said | should lose my sight by the hand of Odysseus.

Polyphemus frames a lexically ring-composed address to Odysseus with the words & womot
(‘alas!” Od. 9.507) and onwniic (‘sight’ 512). This frame forges a paronomastic connection
between the Cyclops’ grief and his loss of sight that underscores the explicit connection between
the two elements in the lines: a seer told him that he would lose his sight at Odysseus’ hands, and
now he laments that it has come to pass. The presence of the syllables or/on in Kvki®dreoow
(510) and émicow (511) in the two lines preceding onwniic turns the three words into a line-final
refrain, and the emphasis it produces suggests the thematization of these syllables and a play on
the name Cyclops: Polyphemus is a Cyclops not only in the sense that he has a round eye (from
KoK oG “circle’ and dy ‘eye’), as the usual etymology holds, but in the fact that his speech
‘circles’ back to the syllables wn/om. On this point we may recall Hermogenes’ much later
definition of the rhetorical k0kAog as the repetition of a word at the beginning and end of a unit
of speech, discussed in section 1.4. The Cyclops’ speech continues with an insult and threat to
Odysseus and a hope that his father Poseidon will heal his eye; the final phrase of the speech,
Ovntdv avBponov (521), echoes Odysseus’ previous words in 502 (Koxhow, ol kév tic o€
Katabvntdv avipdrov / 0¢pOaipod) and circles back once again to the thematic syllable o.
The paronomastic association between the Cyclops and the syllables wn/om occurs

elsewhere. At Od. 2.15-24, in the ring structure ayopegbveiv- Odveiji- Kokhoy- dahicsoto-
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ddvpopevoc- dyopricato,t?’ the middle ring pairs the Cyclops with the verb 6l (‘make

ready,” ‘prepare’) in a description of the preparation of his last meal (a companion of

(“the savage Cyclops killed this man in his hollow cave, and prepared his last meal” 19-20). The
same paronomasia appears at Od. 9.311/316 in the account of the events in the cave of the
Cyclops:1?®

Od. 9.310-317 a(BB)CDeFFeCDa
avtap Emel O onedoe movnoduevog ta & Epya, 310
aB ovv &’ & ye &1 avte Svw papyag dmhicoato Seimvov.

B, CD deuviooag &’ dvtpov eEniace ,

e apelmv Bupedv péyav: avtap Enetta

F,F  ayénébny’, og &l te papétpn ndp’ smbein.

e, CD moAAf o0& TPOG OpOg péme 315
a Kokhoy: avtap &ye Mmounyv kaxd foccodousdov,

As soon as he had got through with all his work,

he clutched up two more of my men, and prepared his morning's meal.

When he had eaten he drove out his thick sheep,

with the utmost ease removing the great door-stone, but then

he at once put it back again—as easily as though he were putting the lid on to a quiver.
With a great shout he turned his thick sheep to the mountain,

the Cyclops, so | was left to ponder evils,

some way of taking my revenge, if Athena might grant me glory.

The verb 6m\ilw is a common word for the preparation of food in Homer, especially in the
Odyssey, and the repeated collocation of KokAwy and omAilw may on the one hand have
something to do with the frequency with which the Cyclops prepares meals. On the other hand,

the frequency with which the Cyclops is described preparing meals with this verb in particular

127 See e.g. Louden 1995: 34-35, Rank 1951: 51-52 for the paronomasia of Odysseus and d5vpopiou.

128 Gy < IE *hzekw- ‘see,’ s.V. dmoma, dy. OmMim < dmhov ‘tool” < IE *sep- ‘care, prepare,” *sop-lo- ‘instrument’
(s.v. 8mhov).

129 Cf. Od. 9.344/345 omhicooto-Kvkhomo, not apparently part of a ring structure. The sequence 6mAicoato-
opecitpopoc-avesyiBopev-oyéThia-0powvies-Koxhmy at Od. 9.291-296 is potentially a paronomastic ring
structure.
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may itself be influenced by the wordplay that aligns the two. The Cyclops does not have

exclusive claim to the paronomasia; at Od. 2.294-295, éponhiccavteg ‘having made ready [a

ship]” (ép-om\ilw) echoes émdyopon ‘I will look over,” the suppletive future of Emopdw from the

same root that appears in Koxiwoy, spoken by Athena to Telemachus. But the name Kooy

seems drawn to the ring-composed paronomasia in om/ox in ways that other names and epithets

containing the syllable (e.g. yhavk@dmic AOnvn, [Invelomein) are not.

Curious confirmation of the strength of the association between the words KvokAwy and

om\ilm comes from a fragment of Empedocles containing a Homeric-style extended simile

illustrating the functioning of an eye:**

Empedocles fr. B 84.1-8 (abCDEDECDba)

ab
C
DE
D

C
ba

YEWEPINV 010 VOKTOQ, oélag aifopévolo,
Gyag movtoiov AOUTTRPOS GHOPYOVG,
oit Hev Tvedpa S100KIOVACY AEVTOV,

0MG &' EEm d1BpdIoKOV, GOV TOVADTEPOV NEV,
AAUTECKEY KOTO PNAOV ATEPESLY AKTIVESTLY:

¢ 0¢ 101" &v PMviyEwv Eepyuévov axyvylov

Aemtijioy <t'> 606Gt KOKAOTTOL KOOPNV...

As when someone contemplating a trip readies (omAicooto) a lamp,
a beam of shining fire for a winter night,

attaching a screen to block winds from all directions,

which scatter the breath of gusty winds,

but light leaps out, insofar as it is more tenuous,

and it shines over the threshold with untiring rays;

just so primal fire confined in membranes

<and> fine tissues is hidden in a round-eyed (kxvxiomna) pupil...

Here the word kdkAona (8) is applied not to the mythological Cyclops but to the ‘cyclopean’

(literally ‘round-eyed’) pupil of the eye. As in the Homeric passages, the ring of om/on enacts the

130 Text and translation from Graham 2010: 395-397; the translation is lightly adapted.
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circularity of koxAomna (‘round-on’), but this time the eye per se is the subject of the passage,
making the relation of form to content more overt.*3

Either Empedocles borrowed this wordplay from Homer, or he invented it independently,
or both the paronomasia and the structural conceit were common stock in the hexameter
tradition. Any of the three possibilities has implications that cannot now be considered in full,
but in short, the Homericity of Empedocles’ similes, including this one, has long been
recognized, and the first possibility is perhaps the most likely.132 On the other hand, it is also
possible that both paronomasia and content enactment through ring structures were so prevalent
that an association between Kokimy and the repetition of mn/on could have been invented many
times over. Hesiod’s etymology of the KbxkAwneg is worth quoting in this regard as a further
demonstration of the Cyclopes’ tendency to accrue “round” patterns of repeated units of speech
in archaic epic:®

Hesiod Theogony 142-146 A BCD EFAFE BCD A

A o1 81 ot T pév Ao Oeoig Evoliykiol ooy,
B, CD podvog 8’ 000oluog puéoow

E, FAF 0’ dvoll’ noav Endvulov, obvek dpa cPéwmv
E, B,CD 00aALOC Eeig . 145

A ioyvg &° NoE Pin kai punyavai noav €n” Epyors.

These in all the rest of their shape were made like the gods,

But they had only one eye set in the middle of their foreheads.
Kyklopes, wheel-eyed, was the name given them, by reason

Of the single wheel-shaped eye that was set in their foreheads.
Strength and force, and contriving skills, were in all their labors.34

131 On Empedocles’ use of repetitive structure to illustrate cosmological content, see Graham 1988 and Rosenfeld-
Loeffler 2006.

132 See Garani 2007: 95-150, esp. 100-101 on Homeric language in the lantern simile (Aertijioy <t™> 606V IG1);
further O’Brien 1970: 154-157, Snell 1955; 284-298, Kranz 1938: 100-109 (the lantern simile at 106).

133 The passage is located at the center of a broader ring structure: see Vergados 2013: 2-6; Thalmann 1984: 13-14
and 191-192 notes 38-39.

134 Translation adapted from Lattimore 1959.
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The Homeric poet’s version is more subtle in all respects, but the underlying principle is the
same: the Cyclops is attended by a thematics of ‘circular’ sound through ring composition that

plays off the syllable wn/om.

2.2.2 The Boulder, péa and ofoc (1l. 12.442-455)

Il. 12.445-454 ABCD EfEfEf ACBD

A, BC, D "Extop 8" apra&og , 0G 445
gotnkel TpocOe TpuUvoOg ToyvG, avTap DrepBev
0&VC Env- 1OV & oV ke 00 avépe dNpov apiotm

E En’ dpaov am’ ovdeog OyAiooeiay,

16V o1 ELappov E0nke Kpodvou mdig ayxvropntem. 450

E,f @©¢d 6te mowunv QEPEL TOKOV APGEVOG 010C
xepi AaPav Etépn, OAiyov € puv dybog Enetyet,

A, CB &c¢ "Extmp 100¢ cavidmv deipag,

D ol glpuvto moxa cTPopdS dpopoviog

Hector lifted a stone that lay just outside the gates

and was thick at one end but pointed at the other;

not even two of the best men in a town

could easily lever it from the ground and put it on to a wagon,

taking it up with one hand, and little burden presses upon him,

so easily did Hector lift the stone and drive it right at the doors

that closed the gates so strong and firmly set.
This passage appears in the lead-up to the description of Hector’s destruction of the Achaean
gates with a large stone. The passage is framed by the image of Hector lifting the stone,
accompanied by the lexical repetitions “Extwp-Adav @épev-pa Toldwv ... "Extop-@épe Adov-pa.

mwolog (445/453-4). Within this frame is the conventional statement that no two men could lift the

stone today,**® and a unique simile comparing the ease with which Hector carries the stone to

135 Cf. 11. 5.302-304, 11. 20.286-287.
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that of a shepherd carrying a sheep’s fleece.!® In the course of this section appears the
lexical/paronomastic sequence pnidimg ‘easily’-oiot ‘such’-péa ‘easily’-oiog ‘alone’-Peia
‘easily’-oid¢ ‘sheep’ (EfEfEf). The variations on the root ‘easy’*®’ are echoed in gépen in 451
and étépn in 452. A continuous thread of thought binds the three instances of péa: it is precisely
this ‘easiness’ on which the poet has chosen to dwell in his deployment of the simile.

At the ends of lines 449 and 451 appear the homophonous oiog ‘alone’ (449) and oidg
‘sheep’ (451), respectively; the genitive singular of the noun &1g ‘sheep’ and the nominative
masculine singular of the adjective differ phonetically only in accent.*®® The broader syntax of
the lines supports the parallel: [Hector] easily wielded it (the stone) alone — a shepherd easily
carries a fleece (0 8¢ v péa TAAAE Kai olog — moyuA|v Ppela Pépet TOKoV dpcevog oidg, phonemic
echoes in bold).**® The parallel syntax mirrors the parallel intended by the analogy. The syllable
ot- appears doubly in oiot ‘such,” nominative plural, at the beginning of line 449, and recurs in
Bpotoi (oior viv Bpotoi sic’) and in the first syllable of moyunv (451).14

The repetition olot-oioc-oidc (I will refer to them as first, second, and third, respectively),
as well as the other echoes, thematizes and foregrounds the syllable ot in the passage. In light of
the first and third o1(og), we can interpret the clause containing the second as not only ‘he easily
wielded it even alone’ but ‘he easily wielded it and oloc,’ that is, the syllable ot or the word-form
otog. The ease with which Hector lifts the boulder becomes, metapoetically, the ease with which
the poet constructs the passage and in particular his deployment of soundplay based on ot.

Sequentially, the repetition of ot in line 449 sets up the syllable as a thing easily wielded; when

136 |s there a possible submerged pun on the accusative singular of Adiog ‘stone’ and Afjvog ‘wool’ (although the latter
does not appear in Homer)?

137 Beekes (2010) reconstructs PG *wrdha or *wrdja.

138 olog < IE *Hoi-uo- ‘one, only’; &ic < IE *hseui- ‘sheep.” Cf. Od. 11.32: Teipeoin 8" andvevdev div iepevcépey
ol@.

139 The phonetic parallel extends to the sequence voiceless plosive-liquid in wéAle and péper.

140 oiog (via *hiiosio- or *hsioiso-, s.v. toiog) from 8¢ < IE *hsi-0- ‘which.’
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the poem comes to 0i6g ‘sheep,’ a sort of punchline, we find the word o0id¢ itself as the thing
easily wielded. We can understand oiog synecdochally as a reference to the simile that enables
the sheep to appear in the narrative in the first place, a creature otherwise out of place in a battle
scene: retroactively, the sense becomes, “easily he (the poet) wielded the unit ow(oc) in his
construction of the narrative such that a sheep appeared (in a place it really should not have), by
means of a cleverly deployed simile.”

Further, the emphasis in the passage, as noted above, is on the ease with which Hector
lifts the boulder; the unit o1(og) or the simile or the whole passage itself is like a sheep’s fleece is
like the rock Hector lifts insofar as each is easy to wield. On the metapoetic level, the poet
gestures to the ease with which he has conducted this verbal cleverness. But the passage is
marked internally not just by o1(oc) but by the alternating repetitions pnidimg-oiot-péa-oioc-peio-
0idc, so we can hear the clause containing the second oiog a third way: “he wielded it, péa, and
oiloc.”*! Thus ‘péa,” as a spoken unit, and not just the semantics of ease, becomes thematized
through repetition in the passage. The ring structure with these internal repetitions enacts the
boulder Hector lifts: “[Hector] wielded it [the stone] consisting of péa and oioc.” At the same
time, the layered meanings in line 449 self-referentially superimpose: “easily he [the poet] alone
wielded péa and oiog [in his deployment of them in this passage].”

What should lead the poet to play off of these units in particular? Line 449 occurs two
other times in the Iliad, and contains the kernels of thematization already in the repetition oiot-

142

oioc;**? the clause ‘he alone wielded oioc’ applies also to the oiot at the beginning of the line and

the —o1 of Bpotoi. In 1l. 20.285-287 (= Il. 5.302-304), in which the line constitutes the center of a

141 1t is not necessary to press the grammar of the sentence too hard, but it is possible to take pwv “it” as standing in
apposition to péa and oiog, or the units psa and oiog as accusative of respect.
14211, 20.287 = 11. 5.304.
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lexical ring structure, the self-referential clause is anticipated in the preceding line by @éporey,
such that within four words the syllable ot appears four times (pépoiev/ olor viv Bpotoi) before
arriving at the statement that it is easy to wield:%3

11. 20.284-291 aBcDeeDacB
a, B gppepoamg éndpovsev Epvaciuevog Eipog 6ED

c opepdoAta ibxov- 8 8¢ xepHAdLOY AEWL 285
D , uéya Epyov, 0 00 600 Y Gvdpe QEPOLEY,

e e VOV Bpotol €16+ § J€ uv péo. médie kol

D, a, ¢ &vBa kev HEV ETEGOVLEVOY TETPW,

1} KOpLO™ & odKoc, T ol ipkece Avypdv dAeOpov,
1OV 8¢ ke [IAgidng oyedov dopt Bupov dnnopa, 290
B el un dp’ 6&v vonoe Iooewdwv évooiybwv-...

Then Achilles sprang furiously upon him, with his keen blade drawn

either on the helmet or on the shield that kept him from grim destruction,

and the son of Peleus would have come close and dispatched him with his sword

had not Poseidon lord of the earthquake been quick to notice...
Even without such echoes, however, the clause, taken alone, could be considered self-referential:
in simply saying ‘easily (péa) he wielded it alone (oiog),” the poet has in fact ‘wielded’ those
terms, and every other word and sound in the statement. But this alone seems insufficient to
catalyze a conceptual leap between hearing the clause for its narrative content and hearing a self-
referential description of the verbal texture of the narrative itself. That shift is facilitated by
repetitions outside of the clause, and especially, in the example from Book 12, by the presence of
péa and oi(oc) both before and after the clause, bolstered by their participation in an overarching

ring structure. But in Iliad 12, the poet seems to have amplified and elaborated on a wordplay

already suggested within the recurring line 449.

143 For the anagrammatic ring AGBe-Bdde, see Testenoire 2010: 224, 228 on Eustathius (1I. 11.104-109
hofov/Bare/Epal’), Eustathius Commentarii ad Homeri lliadem 1, 194.
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The boulder passage sheds light on one of the most famous cases of Iliadic wordplay:

1. 16.139-144 (1. 16.141-144 = 1I. 19.388-391)

&yxog & ody ELet’ olov dpvpovog Aloxidao 140
BpOv péya otifapov: to pev ov dvvart’ Ayoudy
TéALEW, ww oloc émiorato mwijjor Ay

[InAdda pedny, v matpl eidg noépe Xelpov
[InAiov €k KOpLETG, POVOV EUUEVOL TPDOECTLY.

but alone he did not take the spear of noble descendent of Aeacus,

so stout and strong, for none other of the Achaeans were able

to wield it, but Achilles alone understood how to wield

the Pelian ash spear, which Chiron had given to his dear father

From the Pelian peak, wherewith to deal out death among heroes.
The collocation TInAéda ‘Pelian” and TInkiov ‘Mt. Pelion’ has suggested to many the latent
name of Achilles’ father (matpi pike 143), Peleus, with further play on wijiat ‘wield.”*** The
clause 6 84 v péo. waAre kai olog (‘and easily he wielded it even alone’) in the boulder
passages and &ALd pv olog émictoto mijAar Ayidedg (‘but Achilles alone knew how to wield
it,” 16.142 = 19.389) bear semantic and lexical similarities, the latter marked in bold. In this case,
the poet leverages the paronomastic potential of néAkw and édAré rather than péo and oiog,
playing off the verb méAAw as if it meant ‘to wield the sounds (m)oAA/mA.”**° One gets the
impression that Achilles’ exclusive knowledge of how to wield the spear is directly related to the
paronomasia of méAAw, Peleus, and the spear of Pelian ash from Mt. Pelion: only Achilles’
family is productive of a suitable paronomastic nexus for the verb méAiw, so only Achilles can

wield the spear. In addition to hinting at the name Peleus (IInAevg - wijhor Ayidrevg), the phrase

mihan Axiadevg echoes Aiakidoo (‘descendent of Aeacus,’ i.e. Achilles) in 140 (and Ayoudv in

144 See e.g. Tsitsibakou-Vasalos 2000: 5 and nn25-31 (with bibliography); Louden 1995: 30; Edwards 1987: 122;
Rank 1951: 37-38, 65, 93-94.

Edporoyoto.
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141), such that the collocation encodes two generations of Achilles’ ancestry, his father Peleus
and his grandfather Aeacus. It is hardly surprising that such a densely suggestive passage was

considered worth repeating.

2.2.3 Paronomasia at (as) the Spindle

Od. 4.133-140 abccba b
1OV Pa o1 dupirolog i Tapédnke pépovca
VALOTOG doknToio Pefoouévov: avTip €n’ 00T

ab NAOKATN TETAVVOTO 100VEPES £yovoa. 135
c £CeT0 0 €v KMo, 1o 6¢ Bptjvug nev.
ch avtika & 1y’ énéecot gkooTo
a iopey of, Mevéloe 510TpeQEs, of Tveg 0ide
AvOp®V EVYETOMVTOL TKAVEUEV NUETEPOV dD;
b yevoopat 1 ETupov ; kéAetan 0€ pe Bupoc. 140

The attendant Phylo now placed this by her side,
full of fine spun yarn, and on top of it
a distaff stretched with violet-coloured wool was laid.

"Do we know, Zeus-nourished Menelaus, who they are,
these men who have come to visit us at our house?

As long as poet and audience were attuned to paronomastic echoes, nothing bars the production
or reception of ring structures consisting entirely or primarily of paronomastic rings. In one of
the less urgently conducted debates of modern Homeric scholarship, several scholars in the 19™
and 20" centuries addressed their attention to the question of whether the homophonous nociv
(‘feet,” dative plural) in Od. 4.136 and woéowv (‘spouse,” accusative singular) in the subsequent
line represent an intentional echo. Holzapfel identified it as wordplay in 1851; thirty years later,
Hecht replied derisively: Facetus, mehercle, lusus, et qui docto viro suo merito placuit! (‘Elegant

play, by God, and one which was pleasing to a learned man on its own merits!”).24¢ | can find no

146 Holzapfel 1851: 34; Hecht 1882: 12.
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more recent commentator than Rank (1951), who comes down on the side of unintentionality.4’
In favor of Holzapfel’s judgement is the location of the two words at the center of a
paronomastic ring structure. On either side of mociv/moowv, the word épéevev (‘she asked,” 137)
paronomastically picks up ipog (‘wool,” 135),18 and a loose responsion between the line-final
&yovoa (135) and éxaota (137) extends the phonemic parallel. In the outer ring, diotpepéc (138)
echoes iodvepec (135) in the same metrical form and position, with metathesis in the initial
syllables i06-/610- (picked up also in the i5- of {duev).

Helen is going to spin wool while she addresses her husband. The paronomastic ring
structure reflects this spinning;1*° by including the echo of ipoc and épssivo, the poet can be
said to have ‘spun’ gipoc, the word ‘wool’ as such. And Helen’s speech becomes itself a kind of
‘spinning’: the meaning of sipog bleeds into the meaning of épeeive, implying a connection
between woolworking and intellectual activity that appears more overtly in Homeric phrases
such as pfjtv dpovery, ‘weave wiles,’ '™ or in Penelope’s semi-figurative use of the verb
tolvmev, ‘to wind off carded wool into a ball for spinning,” in reference to her deceitful
weaving of the funeral shroud: &ym 6¢ d6Aovg tolvmevm (‘1 spin out/accomplish deceits,” Od.
19.137).1%! That the passage in Odyssey 4 taps into an underlying association between wool-

working and wiliness is indicated by Helen’s brief deliberation of whether to tell the truth or lie

147 Rank 1951: 33. Stanford 1939: 103 counts it among “unemphatic parecheses and puns.”

148 Cf. the genitive of the related &piov (‘wool,” derived from &ipog) in line 124 as an indication that the length of the
initial vowel (&p-/eip-) would not hinder the echo. The metrical environment of ipoc shows that it does not here
retain a trace of its original initial digamma (gipog < *Féproc < IE *ueru-os- ‘wool’; cf. épeeivm < *&pep- < IE
*hyr(e)u- ‘ask, inquire’; s.v. sipoc, £peeive, sipopar), since the final syllable in ioSvepéc scans short.

150 This phrase appears with minor variations at Il. 7.324, 9.93, Od. 4.678, 9.422, 13.303, 13.386. See Snyder 1981:
194, Lowenstam 2000: 346 with note 31 on ‘weaving wiles’ in Homer.
151 On tolvmed, see Lowenstam 2000: 341, 345-346, Clayton 2003: 32-33.
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in line 140 (yevoopou § ETvpov épém;); 12 her use of the verb épéw (‘I will say’) phonetically
picks up eipog and épeeivw, drawing it into the same associative nexus.'® The whole scene of
Od. 4.120-136 prepares Helen to spin wool, but at the moment when we might expect her to pick
up a spindle and start, the narrative moves into direct speech, and Helen’s (literal) spinning goes

un-narrated: the ring structure facilitates a shift to figuratively ‘spun’ language.

2.2.4 Paronomasia at (as) the Turning-Post

In a well-known instance of the correlation of form with content in the Iliad, Nestor
addresses a ring-composed speech to his son in Iliad 23 that imitates the chariot race it
describes.® Before Antilochus takes part in the race in the funeral games of Patroklos, Nestor
spends 42 lines suggesting strategies for winning despite Antilochus’ inferior horses. Lohmann’s
classic delineation of the speech’s ring strucure is summarized by Richardson as follows:!*°

306-8: introduction
(a) 309-12: you are a good charioteer, but your horses are slower than the rest
(b) 313-18: you must make use of ingenuity (uftic)
(c) 319-25: contrasting descriptions of the bad and good driver
(d) 326-33: description of the turning-post
(c) 334-43: positive and negative advice on how to round it
(b) 343: use your intelligence and take care!

(a) 344-8: if you turn the post well even the best horse in the world will not catch you

152 On the question of the truthfulness of Helen’s narrative later in Odyssey 4, see Bertolin 2016: 88-90.

153 The verb épéo is the future of (F)eipo < *uerh;- ‘speak (solemnly)’ (s.v. gipw). The original digamma is
metrically reflected in the length of the final syllable of the preceding word (£tvuov). It does not strain credulity to
posit a folk-etymological connection between *réprog ‘wool” and *peipw ‘say.’

154 |_ohmann 1970: 15-18; Richardson 1993: 208-209 (ad 23.301-50); Steinriick 1997: 64 (other Greek examples of
the race-course/ring composition correlation 60-64); Forte and Smith 2014: 63-64.

15 Richardson 1993 ad 23.301-50 following Lohmann 1970: 15-16; cf. Forte and Smith 2014: 63.
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Lohmann identifies the midpoint of the speech as the description of the marker that
designates the race’s turning point (d. 326-333). Forte and Smith refine this by noting the lexical
repetition of ofjpa ‘sign/tomb’ within this passage (326/331), but commentators have overlooked
a paronomastic ring structure within the description that enacts the marker itself at the turning
point in the path:>®

1l. 23.322-334 AB CDe (F) ghijji (F) hg eDC AB etc.

0¢ 0¢ ke képdea €df] ELavvay filocovag inmovg,

aiel TépU' OpO®V oTpéper £yyDBev, 0VOE € AMDet

__________ Boéotowv ipaocty,
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Whereas a man who knows what he is doing may drive worse horses,

but he will turn tightly when he sees the turning post, nor will it escape him
how to stretch first with the oxhide rein,

and always he keeps his eye well on the man in front of him.

I will give you this certain sign which cannot escape your notice.

There is a stump of a dead tree some six feet above the ground—

or it was fashioned as a turning mark by men of a former time;
now swift Achilles has fixed it as the turning post.
Therefore drive as close as you can your chariot and horses...
The innermost rings of the ring structure take place in lines 328-331 (katamy0etor-Ouppw-rae-

6v0-(Euvoytiow) 080-Aeloc-Ppotoio-katatedvn®dtoc). The ofjpa consists of a tall stump of dry,

156 The etymologies of Adiag and Agiog are unknown; Mycenaean evidence shows the former had no digamma. A&iog
< *\gifog, possibly from IE *lei- ‘smooth.” 666¢ < IE *sod- ‘course’; d0o < IE *duuo, duu-ehs. (?) ‘two.’
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unrotted wood with two white stones fixed or leaned against it on either side; iconically, the ring
structure expands outward from either side (éxatepOev) of this description. The center is marked
by the noun cuvoyn, literally a ‘holding-together’ (cuvéyw) in the path, which aptly annotates the
narrowest rings.’>” The innermost ring, §v0-080 (the ‘joinings of (6)30D°?), creates an
approximate reduplication of 8o as if saying “two” twice,'®® while the syntactic parallelism of
Ade 6&-Aeiog &', both of which respond to the to uev in 328 (referring to the stump), enforces
their rough phonemic similarity. Not only does the ring structure as a whole enact the turning
point represented by the ofjua, but the rings Ade-d00-0d00-Agiog imitate the two stones leaned
against the monument.

328) and xatatebvndtoc ‘having died’ picks up xotomdOetan ‘rots,” contrasting the mortality of
humankind with the endurance of the monument that, for reasons unspecified, has not rotted in
the rain.™® The repetition of the word ofjpa, first meaning ‘sign’ (326), then ‘tomb’ (331), does

not fit the annular structure of xatanbOeTou-OuPpw-Ppotoio-katatedvndrog, but could hardly

have failed to register as an echo even if the others did, producing an alternative annularity
around the central repetitions of Ade-6v0-0600-Aeloc. Further echoes from the latter part of the
description of the turning-post pick up elements from the passage preceding the description,
extending the ring structure into Lohmann’s section (c¢) 319-325, which describes the actions of a

skilled charioteer. Lines 323-326 contain their own clear lexical structure consisting of the line-

157 The word cuvoyr| appears only here in Homer; Richardson 1993 ad loc. offers the translations “at the place
where the track narrows” or “at the point where the two laps of the race meet,” citing the AT scholia and Eustathius
158 This furnishes a possible answer to Leaf’s queries about the phrase (1900 ad loc.): “at the joinings of the road,
whatever that may mean; whether a place where two roads meet (then why not ‘68&v’?), or where the two ‘laps’ of
the ‘6iowvdog’ join (why not ‘6pduov’?).”

159 Bpotog derives from IE *mr-t6- ‘dead, mortal’; the etymology of duBpog is unknown. There may be further
echoes in nevkng-Aevk® (338/339) and dpvog-innddpopog (308/330).
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final repetition 00d¢ € A0e1-oVE o€ AMjoet (323/326), such that the subsequent echoes of words
that first appeared in this structure represent a case of spiral composition.2®® The words mpotépav
‘former’ and téppat’ ‘turning post’ at the end of the description of the monument (332-333) pick
up tépu' and mpdTOV, respectively, in 323-324. A reference to ‘driving horses’ appears in the
lines preceding the first and following the second occurrence of téppa (éAadvev fiocovag inmovg
322/ é\dow oyeddv dppa kai immovg 334).16

In the vicinity of the rings of Tp®dtoc/npotépwv and tépua are potential paronomastic

____________________________

it that these rings were intentional? Discussion of structure has led us away from the meaning of
the lines, and this is a good point to return to it.

The monument is said to be either the tomb of a mortal who died long ago (i Tev ofjua
Bpotoio mahot kotateBvndrtog 331), or it was fashioned as a turning-post in the time of men of
old (] 6 ye voooa tétukTo €ml mpotépwv avOpmnwv 332). Because the paronomastic structure
imitates the monument, these alternative explanations can also be heard as alternative accounts
of the ring structure. In the first, the monument represents the tomb of a mortal (cfjua ppotoio),
but by playing off the polysemy of ofjua as ‘tomb’ and as ‘sign,’” the phrase can do double duty

as a reference to the ring composed of 6uBpw-Bpotoio, the ‘sign of Bpo(toio).” The second

160 Cf. the discussion of Od. 8.367-384 in section 1.3.

161 Cf. the ‘smooth running for horses on either side’ (Aelog &' inmdSpopog dueic 330, trans. Richardson 1993 ad
loc.).

162 The etymology of viooa is unknown.

163 Aristarchus, known for his disfavor of repetitions, had instead of 332-333 the single line %2 okipog &nv, viv ad
Béto téppot’ AytAlede.
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hypothesizes an old turning-post, but this vocoa can also be construed as the figurative turning-

_______________

________________________

metapoetically suggestive: the thing that does not escape the notice of the skilled horseman (00d¢
€ Mgy, 323) is 6nrmg 10 TpdTov Tovdon Poéototy ipdoty (‘how first he should stretch [the
horses] with the oxhide reins’). Does the skilled horseman — and keep in mind that this is
addressed to Antilochus — also take note of the words énnwc t0 TpdTov Tavdon as sequences of
sound, and as the potential ‘first stretching’ of the first half of a ring structure? Even the word
mpotépwv in 332 looks back to the “former” repetend, which represents the “first” of the
“stretched” pair (mpdtov 324).

The passage’s emphasis on the skilled production and reception of signs favors the
intentionality of the poet and the receptiveness of the audience to these rings, or at least to
enough of them to trace the structural ‘turning” around the cuvoyn of the path. “I will tell you a
very clear sign, nor will it escape your notice,” says Nestor (326). Whether the paronomastic ring
structure just described constitutes a ‘clear’ (dpuppadég) sign may be open to debate, but the
point of the passage is entirely the perception of the turning-post: the skilled horseman “always

watches the turning-post and turns close to it” (323). The alternative explanations of the

...............

frames the alternatives as mutually exclusive, but in terms of the verbal play, an audience
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attentive to paronomastic ring structures does not have to choose: the ‘monument’
accommodates both.

As a brief coda, the line ofjpa 8¢ tot Epém pal' apuppadés, ovdé oe Aoet (1. 23.326)
appears also at Od. 11.126, when the seer Teiresias advises Odysseus to go inland until someone
mistakes his oar for a winnowing-fan, at which sign he should sacrifice to Poseidon and return
home:164
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I will tell you this certain sign which cannot escape your notice.
When another wayfarer meets you

and says that you have a winnowing shovel upon your bright shoulder,
then you must fix the well- fitted oar in the earth

aram, a bull, and a boar that mates with sows.

Then go home and offer holy hecatombs

to the immortal gods, who hold broad heaven,

for all in order. As for yourself, death shall come to you from the sea,
and your life shall ebb away very gently when you

are full of rich old age, and your people

shall bless you. All that | have told you will come true.

The ring structure in this passage centers on the line listing the animals Odysseus is to sacrifice;

164 The passage is repeated with minor changes at Od. 23.273-284.
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level. The return journey is modeled by the second, constitutive half of the ring structure, which
returns to the present (and the beginning of the structure) with the statement ta 6¢ tot viueptéa

eipo (137).

2.2.5 Kai and koiouor

1. 1.48-56 abCdebFFedCba

a €let’ Eme1t’ amdvevbe vedv, petda o 10V Enke-

b dewvn ¢ Kharyyn yévet 1010-

C, de, b ovpijac pev mpdTov KOVOG , 50
F avTap Emelt’ avToiol PEAOC ExemevKeg EQLElg

F,ed [daAil’- aiel & mopai vekOmV Koiovto Gauctol.

C EVVIjLOP HEV GVA GTPAUTOV kAo Bgolo,

b M dekarn & 0¢ KoAEGGOTO AoV AyAlebs:

a 'C(D YOp sm Qpeoi _9_]]_1_(_@ 98(1 Xavakavog Hpn 55

for she cared for the Danaans, since she saw them dying.
The description of Apollo’s attack on the Achaean camp contains a ring structure consisting
largely of paronomastic rings.'®® The god strikes mules and dogs (ovpfiog... kai kovag, 50)
before turning his plague arrows against the Achaeans themselves, who are forced to burn pyres
of corpses (mvpai vekvov kaiovto, 52).1% The genitive plural vekbwv ‘of corpses’ not only
echoes kovag ‘dogs,” but reproduces in the last two syllables the nominative singular of the
word, k0wv. Given the placement of the syllable kai- immediately before kbvag (as the

conjuction) and immediately after vekbwv (as part of the verb kaiopout, ‘burn’), the sequence

1% For the ring apyovg- éyopriv 50/54, cf. ayopiv—ibveg dpyoi Od. 2. 10 11.
166 Ko < 1E *kuon- ‘dog’; vékug < |E *nek-(u)- “violent death, corpse,” s.v. vekpog.
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vekvov Kaiovto Oapetai takes on a self-referential cast: the paronomastic structure can be said to
have repeated ‘xai,” to have ‘kai’-ed, ‘thickly’ (Bapéec ‘crowded, thick, frequent’), especially
with respect to the adjacent ‘k0(w)v’ element.t®’

The association between kai and kaiovto finds support in other passages:

Il. 21.348-356
...0¢ EENpavon mediov mav, Kad &” Apa VEKPOLG
Khev: O PEYE PAOYO TOUPAVODGOV.

Kaiovto mreAéon T€ Kol it€at Nog popikal, 350

TOL TEPL ar TEPVKEL
" EYXEMVEG TE Kol 1xB0gG ol Kutd divag,
01 KOTdL kofiorwv évlo. kol EvBo,
VOl moAvpuntioc ‘Heaiotoro. 355
Kaieto gmog 1’ Epat &k T ovopalev:...

...even so the whole plain was dried and the dead bodies
burned. Then he turned the shining flame on to the river.
He burned the elms and the willows and the tamarisks,
burned the lotus also, with the rushes and marshy herbage
that grew abundantly by lovely currents of the river.

The eels and fishes suffered in the eddies,

tumbling about here and there in the lovely currents,
suffering under the blast of cunning Hephaestus,

and the river himself was burned, so that he spoke...

As Hephaestus’ flame scorches the river Xanthus and everything in and around it, the phonemic
sequence ko occurs seven times in eight lines (three in kaim, three as the conjunction xai, and
one as part of the word pvpikan), in addition to the aorist kfjev in 349 and further assonance of
Ko~ in kada (352 and 354) and xotd (353 and 354).1%8 The repetition of line-initial kaico in 349-
351 and, resumptively, in 356 hammers home the repeated and continuous action of burning that
is illustrated by the list of things burned. The soundplay is most salient in line 350, which

contains three xa1-s from three etymologically unrelated words.

167 koo < kap-10 < IE? *kehau- “burn’; all forms go back to kaw-, kof-; kai < *kact < *katt < |E *kmz- “along with,
downwards.’
188 Cf. Tsitsibakou-Vasalos 2000: 16 on the accumulation of ‘burning’ words in 11. 21.330-81.
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Od. 24.62-70
...TO1OV YO Mobca Alyeta.
énta 88 Kai Séka pév og OUdG VOKTAG TE Kod Tuap

Kaieo 6’ &v T’ €00mjTL BedV Kol dAeipaTt

Kol uéAMTL YAuKEPD- &’ fipwec Ayorol
TEVYECV EPPDOCOVTO VPNV TEPL KOLOUEVOLO,
neCol 0’ inmiiég te- &’ dpLHOYdOG . 70

...the clear-voiced Muse stirred them so.

Days and nights seven and ten we mourned you,

immortal gods and mortal men,

but on the eighteenth day we gave you to the flames, and many

fat sheep and many an ox did we slay in sacrifice around you.

You were burnt in raiment of the gods, and with rich resins

and with honey, while many Achaeans heroes

clashed their armour round the pile as you were burning,

horse and foot fighters, and much din arose.
Agamemnon describes to Achilles their funeral for him; a handful of kai-s lead up to the
description of the funeral pyre in 65-69 and the list of assorted items burned with Achilles, with
Ko once again given prominence at the beginning of line 67. This time the Achaeans
themselves (Ayaioi 68) are drawn into the paronomasia.®® In both passages, the cumulative
structure of the lists of things that burn enables the repetition of kai: the elms burn and the
willows; the eels and fish tumbling here and there are distressed; the corpse of Achilles was
burned in divine clothing and much oil and sweet honey.*”® There are metrical constraints on the
choice of word for ‘and’ (cf. e i6¢... 0¢ above in Il. 21.351), but one may assume a poet who

wished to add more xou-S to a sequence could find a way to do so, if by no other means than by

continually listing items. Each kai in the sequence takes on something of the semantics of kaiw,

169 Cf. II. 21.376 xanopévn, koimot 8’ dpniot vieg Ayoudv.

170 Cf. the following passages that deal with fire and contain repetitions of xoi ‘and,” although not in a list of things
burned: 1l. 8.554-563 mupa 8¢ o@io1 Kaieto TOANG- £k T EQovev TOCOL GKOTLOL KoL TPOOVES GKpot / Kai vamo -
Kooviov mopd -tupd kaicto; 1. 24.34-38 "Extop punpi’ #kne - | T dAdyo idéetv kal pmtépt kol tékei ¢ / kai
matépt Ipéue Aaoioi te 1ol k€ v dka / v Tupl KNOLEY Kol &l KTEPED KTEPIGAIEY.
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so that the repetition becomes the burning of the items described therein. When the strength of
the river burns, we hear it overburdened with blazing kai’s, and Achilles’ pyre is full of them.
Just as in the plague scene in Iliad 1, the conjunction in turn rubs off on the verb, so that kai®
takes on a reflexive meaning like ‘to kai,” ‘to deploy the word (or sound) xai.” In imitation of the
subject at hand, the kais proliferate like flame.

The word «ai is not the only conjunction whose paronomastic potential is explored by the
poet. The adversative aALd (‘but’) takes part in the wordplay surrounding Achilles’ spear (00
Sovat’ aAhog Ayaudv / méAlew, GALG uv olog émiotoro miAo Axtiievg 1. 16.141-142 = 19.388-
389), discussed above, in which context the phonemic juxtaposition of aALd, the adjective dAlog
‘other,” and maAAew is enabled on the level of content by the discrepancy between Patroclus’
inability and Achilles’ ability to wield the spear. In 1l. 8.300-301 and 309-312, the poet plays off
dAlog, aAra, and Taddev (‘send forth’) in Teucer’s repeated but failed attempts to hit Hector with

an arrow (e.g. Tedkpog &’ dALov 61oTOV GO vevpfew oAey / ... GAL  ye kai 100° Guapre, 1.

Iliad 24, Achilles spends a sleepless night mourning Patroklos:

Il. 24.3-14
...00TOp AYIAAEDC
@iAov €Tapov , 00O¢ pv Hmvog
fipel mavdapdtwp, GAL” éotpéper’ EvBa kol EvOa 5
[Matpdxiov mohEmy TE KOl no,

6V Bodepov KoTd eifev,
GALOT €mi TAeLPAG KoTakelpevog, dAlote & avte 10
Umtiog, dAlote 6€ TPNVNG: TOTE O OpOHOG AVUCTAG

oo < *{-ak-10 < IE? *sel- ‘set in motion’; &Aloc, aAAG (acc. pl.) < IE *hel-io- ‘other.’

172 Etymology unknown; Buttmann Lexilogus 1.139 derives it from pet' &Aka ‘(search) for other things,” following
Eustathius 148.10. Beekes (s.v. péraiiov) finds the explanation “hardly convincing,” but whether real or folk, the
Homeric texts seem to endorse it.
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eowvopévn Abeokev vmelp dho T NIOVOC TE.
AL Oy’ émel (evéetev VO’ dppacty dKENS TTmovg. ..

...but Achilles
still wept remembering his dear comrade, and sleep,
before whom all things bow, did not take him, but he turned this way and that
as he yearned after the might and manfulness of Patroclus;
he thought of all they had done together, and all they had gone through
both on the field of battle and on the waves of the weary sea.
Remembering these things he shed a blooming tear,
sometimes lying on his side, sometimes
on his back, and sometimes face downwards, till at last he rose
and went out whirling to wander upon the seashore. Nor did dawn
escape him when it appeared over land and sea,
but he yoked his swift horses to his chariot...

Achilles tosses and turns (6AX" éotpépet’ EvOa kai £vOa, 5); after a four-line description of his
yearning for Patroklos,'’® the narrative elaborates on his restlessness by listing his various
sleepless postures, each introduced by éAlote (‘at another time”): sometimes he lies on his side,
at other times on his back, at other times face down. The repetitions of &AAote suggest a
retroactive interpretation of the clause dAL’ éotpépet’ €vOa kai EvOa in line 5 as ‘[the
word/sound] ‘@AL’ was twisted this way and that.” The phrase diveveok’ dAvwv (‘he whirled
distraught’) in line 12 paronomastically takes up the same conceit (as if ‘he whirled with respect
to the sound &A-°), closely followed by a@idcand éro (‘sea,” 12 and 13; cf. diyea and d@ieyewvad in
7 and 8).17* The structural twisting of the narrative through the repetition of &AM o)~ enacts
Achilles’ sleepless tossing and turning and then pacing on the beach, as if encoding in the

proliferation of &AAhog/aAld (‘but...!") his psychological dismay at the loss of his closest friend;

173 Aristophanes of Byzantium and Aristarchus athetized lines 6-9; one of the grounds given by the A scholion (6-
9al) is that with these removed Achilles’ grief is displayed more “suggestively”: apBévtov 6¢ avtdv Kol
Eueavtikdtepov dnAodTaL 1) ToD AythAémg AOmn: “aAL’ Eotpépet’ £vBa kal EvBa,” “GAlot’ £mi mAgvpdg.”

174 ) vw may be from éAdopar ‘wander, roam’ < IE *haelh,-; 8 < IE *sehy-I- ‘salt’; Anig < *Adp-i6- < IE *lehou-
‘capture, seize’ (s.v. Aeia ‘spoils’). Cf. dAodntd-aArnrowot-taa 1. 2.149-152.
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according to Michael Nadler, the repetitious and ring-composed language in this passage is

connected to the passage’s “many images of circularity and cyclical futility.”1"

2.3 LEXICAL DECONSTRUCTIONS AND ASSONANCE

A large portion of Homeric wordplay can be described as the breaking down of words
into their constituent semantic and/or phonemic parts. This can be overt and hard to miss, as
when the deconstruction consists of roots connected in etymologically transparent ways:

&v péyav (Hephaestus ‘placed the anvil on the anvil-place,’ Il. 18.476 and Od.
8.274);Y76 1hvag , 1 od¢ (‘dogs borne on by the Keres, whom
the Keres bear,” Il. 8.527-528).1"" These components sometimes participate in ring structures: in
1. 14.470-474, Ajax suggests that the man (avp) they have just slain was a fit requital for the
dead Prothoénor (ITpoBonvopog dvti), and looks like a relative of Antenor (Avtivopog, from davti
and avnp):

1. 14.470-474 ABCDDCBA
A opateo Hoykuédua Kol pot vuepteg Eviomeg

B,C 1 p ovyoltog [Tpobo ne@aohon
D,D d&&ocg; oo pév pot eldeton 00oE &,
C, B, A dALd kaotyvntog immoddLLo1o

1| TAiC: 0T YO YEVENV dyyioTa EDKEL.

Think, Polydamas, and tell me truly

whether this man is not as well worth killing as Prothoenor was:
he seems not of poor means, nor from a poor family,

a brother, it may be, of the horse-tamer Antenor,

or son, for he is very close to him in kind.

175 Nagler 1974: 167-170 (quote 168-169); cf. Miller 2014: 133.
176 In the same lliad passage, compare mopi-8pyvpov-topdypnv (18.474-477).
177 See Rank 1951: 77-78; Irigoin 1991: 131-133.
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At 1. 13.663-666, the seer Polyidos knows well (9 £idaq) his son’s fate and therefore addresses
him often (moAAdxt), which separates the two elements in the name IToAvidoc (‘much-seeing’):

Il. 13.663-666 ABCACABA
A NV 8¢ 1 Edymvop Holvidov péviiog viog

B,c aopveidg T 1¢ KopwvB601 oikia ,
A, c Bcp ed KAp~ OAonV &mi gPove: 665
ABA vap ot Eeune Yépwv [ToAvid0G. ..

Now there was a certain man named Euchenor, son of Polyidus the prophet,
a good man and wealthy, whose home was in Corinth.

He had set sail for Troy well knowing that it would be the death of him,

for his good old father Polyidus had often told him...

At other times, as we have seen in examples like in kai and kaiopon or 5v0-680v (1. 23.329-
330), words are broken down to produce paronomastic echoes in which one element rearranges
the phonemic components of another or contains them embedded in a longer sequence, as in Od.

3.72-73 = 9.253-254: 1 1t xotd TpAEW N poy1dimg GAd / 016 € vmelp dia, Tol T

arowvtat. The words AnieTtijpeg ‘pirates’ and dha ‘sea’ suggest a division of dhdAncde (‘you
wander,” perfect of dldopar) into Gla-Anioti-, turning wandering at random into a preeminently
piratical activity. The paronomasia of Tétpng-dnétpamne (‘stone’-‘turned away’) in 11.11.757-758
combines an anagrammatic echo (zétpn/tparne) with a direct one (nétp/nétp) enabled by the
affixation of the prefix amo- to the verb tpénm:

1. 11.754-761 ABC dd ABC
A T amougowar’ gvtea kala Aéyovteg, 755
, C  b0p’ ént Bovrpaciov molvmopov froapey

B
d
d kékAnrtan: 80gv adTic Aaov AOnvn.
A
B

, C Ay ard Bovrpasciolo [THAovd’ Exov wkéag , 160

navteg &’ evyetdmvTo Bedv Al Néotopi T° dvopdV.

...so0 long we chased them far over the plain,
killing the men and bringing in their armour,
till we had brought our horses to Buprasium, rich in wheat,
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There | killed the last man and left him; then the Achaeans
drove their horses back from Buprasium to Pylos
and gave thanks to Zeus among the gods, and among mortal men to Nestor.

Other examples of the reshuffling of syllables or phonemes include the sequence ikotto (‘might
reach’)-koitog (‘bed’)-oiktiota (‘most pitiable’) in the passage in Odyssey 22 comparing the
hanged slave women to birds caught in a snare (Od. 22.467-472),178 and the sequence &v &yoys
(‘T")-vadryoyu (‘I would command’)-av €uotye (‘to me’) in a speech addressed by Achilles to

Agamemnon in 11. 19:205-209.17°

2.3.1 Semantic Diffusion

A number of passages already discussed contain paronomastic rings in which phonemic
similarity forges a semantic connection between the elements. This section collects further
examples of paronomastic deconstruction that suggest such semantic bleed-over.

In 1l. 23.210-216, Achilles prays to Boreas and Zephyros to come to Troy so that the
funeral pyre of Patroklos will catch fire (6ppa moprv dponte kafpuevan 210), and the arrival of
the winds in Troy enables the flame to take hold (ikavov afqpevar... év 6¢ mopf) tecémy, péya &’
e Osomdogg mop 214-216). The paronomasia enforces the explicitly causal relationship
between burning and the arrival of the blowing winds: when one puts ikavov ‘arrived’ and
anpevar ‘blowing’ together, one gets kafqpevat (‘burning’).

In Odyssey 23, Penelope’s gladness at the return of her husband is compared to the
gladness of shipwrecked swimmers at the sight of land; there is no neat lexical ring structure in

the passage, but the basic frame of the simile aligns the opening lines &¢ &’ 6t av dondolog yi

178 In the ring structure mociv-ikotto-koitoc-oikTioTa-T6de001 (AbbbA), Od. 22.467-473.
179 In the ring structure xéatat Sedaiypévol-Bpotdv -av Eymye-dvdyoru -0v Euotye-Bpdoig -Sedaiypévog -keitol
(ABCdddCBA), I1. 19.203-212.
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vipopévotst govin, /dv te Moserddmv svepyéa viy” évi movto. .. (“as when the land appears
welcome to swimmers, whose well-built ship Poseidon [has broken] in the sea,” Od. 23.233-235)
with the concluding line &¢ dpa 1) doraotog Env moo1c eicopomor (“thus was her husband
welcome to her looking on,” 240). The phonemic responsion between IMoogdwv and woc1g
giocopomon underscores the fact that Poseidon’s anger at Odysseus has prevented his return home
and, accordingly, his ability to stand in Penelope’s sight. The participle of the verb gicopdm
‘look into, behold’ suggests a deconstruction of the name ITocelddmv into moo- (as if ‘spouse”)
and idov ‘saw.’

A similar deconstruction can be heard in the passage at Od. 5.364-376 in which Poseidon
sends a wave to destroy Odysseus’ skiff: the earth-shaker Poseidon (ITocgddwv évociybmv 366)
sends a wave in lines 365-366, then, following a simile comparing the boards of the broken skiff
to chaff and Odysseus’ plunge into the water, the narrative returns to Poseidon with 1d¢ 0&
kpeiwv évooiybov (‘and the mighty earth-shaker saw,” 375). The phrase ‘mighty earth-shaker’
replaces ‘Poseidon earth-shaker,” but the presence of 16¢ (‘saw,’ the unaugmented third person
singular of €{dov) in the resuming clause again urges an interpretation of IToceidéwv as a
speaking name pertaining to sight. One of Socrates’ proposed etymologies for Poseidon in
Plato’s Cratylus utilizes the same root: the name (he suggests) can derive from his ‘knowing
many things’ (&g oMLY €i86T0C TOD Oe0b, With the perfect of eidov).8 Socrates’ proposal may
be light-hearted, but it participates in the same phono-semantic breakdown at play in the
Homeric ‘deconstruction’ of words. In Homeric epic, however, the narrative context justifies and

reinforces the implicit breakdown, making the connection between, for example, IToceddawv and

180 plato Cratylus 402e-403a. His other suggestions are ‘shaking’ (6 ceiov) or a ‘foot-bond’ (6¢ ‘mocidespov’ dvia).
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noow eidov ‘I saw my spouse’ meaningful in the context of Odysseus’ homecoming after years
at sea.

As we saw with e.g. koi and kaiopot, sometimes a root syllable infuses surrounding
repetitions of that syllable with its own significance:

1. 3.60-63 aBc DeeeD caB

a, B, ¢ aiel tol kpadin wédexvg g 60
D,e  &6¢t glow.d1d dovpog v’ 8 pé. te
e, e, D viiov xtdpvnoty, 6pEAkeL 8° gpoNV-

C, 8, B ¢ ool évi oBegoy vO0g

so fearless are the thoughts in your chest.
The parallelism between lines 60 and 63 in this ring structure is semantic, enforced by lexical
(éotwv), morphological (alpha privative), and phonemic echoes (kpadin-€otiv drepnc/ dtdppnrog
vooc éoti). The repetition of avépoc-Gvdpog extends the structure inward, 8! where it centers on
the jingle of téyvn / vijiov éxtdpvnow (‘he cuts out a ship-board with skill”), containing the
syllable vn three times in short succession. The phonemic components of téyvn are broken down
(cut apart?) in ék-téu-vpotv. Only the vn in vijiov carries inherent semantic weight (‘ship’),182
but its proximity to the others imbues them with something of itself: téyvn ‘craftsmanship’ in
this context refers precisely to the skill of shipbuilding, and the word offers itself as a compound
of tek- ‘build’ (its etymological root)!®® and vn ‘ship,” together ‘build-ship.” By the same
diffusion, the verb éxtauvnouwv breaks down into k- ‘out’ —tapu- ‘cut’ -vnow “ship,” reproducing

within itself the same meaning that it has in combination with the direct object vrjiov. On the

181 Is it possible that §° vdpdg puns on dévdpov ‘tree,’ the latter likely from the same root as §6pv (Sovpog) in line
61 (IE *doru ‘tree, wood’: S.V. 86pv, dévdpov)?

182 Ntjiog “pertaining to ships,” here used substantively, from vng < IE *neh,u- ‘ship.’

183 tgyvm from IE *tek- or the reduplicated *ze-tk-.
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metapoetic level, the syllable vn is thematized as such: téyvn is the skill appropriate to the use of
‘vi’; vijiov is ‘a vn-thing’; éxtauvnot pertains to the cutting-out of ‘vn.” The whole phrase can
be heard as ‘with skill he (the poet) cuts out a vr.”
Something similar occurs in another Iliadic simile with shipbuilding in the vehicle, this
time referring to the equality of the battle around the Achaean ships:
I1. 15.408-414 Abbbbb(CDDCC)A
...000¢ mote Tpdeg Aavadv £50vavTo pdloyyag

A pné&apevol KMoinot pynuevar 1€ véeoaoty.
b,b, b AL’ (¢ te d6pv 410

_______________

A GAAOL O° A’ GAANGL HayNV EUAYOVTO VEEGTLY

...neither could the Trojans break the ranks of the Danaans
and make their way in among the tents and ships.

even so level between them was the battle stretched, and the fight,
as they fought some round one and some round another by the ships.

The word véeoow (‘ships’ 409) before the vehicle of the simile emphasizes the narrative
importance of the ships at this juncture and anticipates the ship-board (vijiov) in the vehicle; at
the conclusion of the simile, véesow is repeated in identical form and position in 414. The latter
€€100ver (‘straightens out a ship board’ 410); here the vn of vijiov is picked up in £10vver ‘makes
straight,” bmoOnpocvvnow ‘advice, suggestion’ (a hapax in the Iliad), and A6Mvnc. Athena’s
urging appears appropriate for shipbuilding because it contains the thematically nautical syllable
vn, and Athena is the appropriate divinity because her name contains the very thing in which she

inspires skill.13 The long syllables in Hro@npocHvyety (from tinut ‘put, place’) phonemically

184 On Athena’s mythological associations with shipbuilding, see Detienne and Vernant 1978: 215, 233-237.
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anticipate AGqvng, rendering her the goddess who ‘places ships’ (compare the Odyssean
instance of the phrase and its context: vni- kédt0gcav- HrodnpocvvRey ABfvg, Od. 16.229-
233).18% |t is metapoetically suggestive that vmoOnpocHvn means ‘suggestion,” literally the
‘placing-under’ of something; is the nature of Athena’s inspiration the wordplay she inspires?
The root that appeared in téyvn in the previous passage appears again here in téktovog
(‘craftsman’ 411); as before, the skill required for the craft of shipbuilding is reflected in the skill
of the poet in playing off of the syllable vn.

The simile at 1l. 4.75-78 compares Athena’s movement down Mt. Olympus to a shooting
star (dotnp), the phonemic components of which recur several times in the course of the vehicle:

I1.4.73-80  AB cDceecD BA
A "Qg ginav dtpuvve mapog pepaviov Adnvny,

B Bri 8¢ kat” OVAHUTOL0 KOp VOV .
cD olov &’ Kpovov méig dyxviountew 75
c,e  fvavmor 1£.67P0Td £VpELl Aoy

B, A r(b mKUT’ Emi y0ova HaMou; Abnvn,

Ko 0’ €00p’ &g néscov- BauPog &’ Exev elcopdwvTag
Tpdag 0’ irmodapovg kai Evkvidoag Ayotovg:. ..

This was what Athena was already eager to do,
so down she darted from the topmost summits of Olympus.

like this Pallas Athena darted to the earth,
and leapt into their midst: and amazement held those watching,
the Trojans tamers of horses and well-greaved Achaeans...

The word aetépa “star’ in 75 is echoed by tépag ‘sign’ in the following line, which stands in
apposition to it.®® The meteor appears as a sign either to sailors or to a host of people, and these

alternatives allow the approximate phonemic sequence of dotépa to be encoded twice, in

185 The passage further repeates the 6n/0¢ syllables in £601jté (Od. 16.231) and @gdv (232). Similar, but without the
word drodnpocdv, is vi / kdtecav- viog -Aqvn-vni-tpouvii -tpopvict’ Od. 2.414-418.
186 gotrp < IE *hyster- ‘star’; tépog < IE? *k¥er- ‘magical sign, omen.’
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vavtnot tépac and & etpat (for the latter, cf. the plural form &otpa).’®” A similar sequence
can be picked out of anod emveijpec (‘sparks’ 77), more diffusely (d-c-07p-);1% on the one hand,
the diffusion of the phonemes in this phrase offers an apt reflection of the image of a shooting
star disintegrating, on the other, one may reasonably doubt whether the sequence is pronounced
enough to be perceptible to an audience in an oral poetic context. The syllable 61jp, at any rate,
was likely a sufficient echo of the syllable t¢p in dotépa and tépag to produce a phonemic
connection between the semantically related words, yielding a stellar refrain that can itself be
heard as an imitation of the diffusion of sparks from the meteor. The assonance of x in lines 77-
78 contributes to this effect.

A two-way semantic blending accompanies a paronomastic reshuffling of syllables in the
following passage:

1. 7.207-213 AbccAb

adTap &nel On mhvto mepl ypot E6c0To TEVYEX,
Ab, ¢ oebor’ Eneld’ oldg te €T ApPNG,
8¢ 1’ elow moOrepov 88 pet’ dvépag obg te Kpovimv
Bopofopov Epdog pével Euvénke pdyecbor. 210
¢, Ab toloc &p’ Alag dpto 0¢ Ayoidv
L0V PLocVPOTGL TPOsOTAGL: VEPDE 0 TOCGTV
fie poxpd BPac, kpaddawmv dolydcKiov Eyyoc.

When he had put all his armor around his flesh,

when he takes part among men whom Zeus
has set fighting in heart-destroying strife with one another—

with a smile on his face under his brows: with his feet
he strode onward and brandished his long spear.

The basic structure of the simile is 0i6¢ Apng..., toiog Alag..., each of whom is described as

neldprog (208, 211). The presence of Epyeton and Epxog after mrehdprog phonetically extends the

187 Stpatog < IE *ster- ‘camp, spread out.’
188 Trvonp etymology unknown, perhaps Pre-Greek.
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lexical and metrical parallelism (melmdprog Epyetar-neddprog Epkog), and within the ring so
formed is a ring consisting of the proper nouns Apnc and Aiac.'® The phonemic environments
of each suggestively enhance the echo: in &pyetan Apnc appear the first two syllables of Alag
(with a difference of accent);*® toioc ép’ Alag in turn offers the first syllable of Apnc before
revealing it to be a particle before Aioc. Ares and Aias merge into "Awapng and Apaiog; the
phonetic blending assimilates the figures paronomastically at the same time the simile compares
them explicitly.

Given the emphasis of this section, it is worth reiterating that not every paronomastic
echo forges a semantic connection beyond its surface-level connection in the text. Some
instances of paronomasia seem to exist for the sound’s sake, like in Il. 21.405-6: 1ov p’ Gvdpeg
the boundary-marker of a field: with this he struck impetuous Ares’).1%! Although one can extract
ovpov from Bodpov and combine Bodpov and "Apng to produce dpovpng, the only evident
connection between a field’s boundary marker and impetuous Ares is what is explicit in the text;
the soundplay is likely its own motivation. Again, it is difficult to see what latent semantic
connection there could be between Odysseus’ hyacinthine hair and his walk on the beach in the
paronomasia of bakvOive dvoel and kiov £ni Oive (Od. 6.231 and 236) or between silence and
walking (dxéov/xiodv) in 1l. 1.33-36:

I.1.33-36  AbCCbAC

A O¢ gpat’, &detoev & O yépwv kol éneifeto pobo-
b,C pBnéd napa Oiva @AoioPoto Bordoong:
C,b A 0" &€met’ amdvevde npad’ 0 yepatog 35

189 gpyopon < IE *hserg"-, *hser- ‘move, go’; &pxog < IE? *serk- ‘twine.’

190 Because the verbal ending —oau can elide in Homer, one might on first hearing parse &pyetol Apng as épyet’ Ao~
png, although the accent would in theory disambiguate.

191 odpoc ‘border, boundary mark’ < poprog (Mycenaean evidence), possibly < IE *ueru- ‘draw.’ 8odpog ‘rushing,
impetuous’ < *06p-poc < IE *d"erhz- ‘jump.’ dpovpn < *&po-fop ‘plowing’ < IE *haerhs- ‘plow.” Cf. 1. 12.421-422
0UpOLoL-apovpT).
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c dvaxtt, TOV NiKopog téke ANTo-. ..

Thus he spoke, and the old man feared him and obeyed his word.

to lord Apollo whom lovely-haired Leto had borne...
In this passage, xiwv forms a semantic ring with pfj (‘went’) but a paronomastic ring with dkéwv,
illustrating once again the importance of repetitions of sound in the construction of ring

structures.19?

2.3.2 Non-Root (Bound) Morphemes

While paronomasia is not limited to the repetition or rearrangement of syllables, this is
the unit into which much of the paronomasia so far discussed breaks down, sometimes with
variation of vowels. It is not wholly surprising that syllables should often serve as a basic unit of
repetition, since Greek inherited the Indo-European root system in which roots of the basic form
consonant-vowel-consonant (CVC) are modified with derivational and inflectional morphemes
to produce various words and inflected forms. Enough of the system is preserved in Greek that it
might yield to a speaker the impression that semantic meaning inheres in certain syllables.
Patterns of lexical repetitions are often better described as patterns of repeated roots, which
means that what is strictly repeated in a “lexical” repetition is often an individual syllable: so in
. 11.3-12, quoted in full above, the repetitions yepoiv/yeipdv, otii/ctic’, and vi/vijag are,
phonemically, repetitions of yep/yeip, otij/otd, and vi/vij, respectively.

But previous examples have also shown that paronomasia is not limited to root
morphemes in the production of echoes, and can draw on any phonemic component of a word

(e.g. viyiov éxtauvnouw, Il. 3.62). Sometimes these phonemic sequences cross morphological

192 wapd Oiva and dmdvevde, in equivalent positions metrically and in the ring structure, create a looser echo.
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boundaries, like in the example just cited; at other times, affixes themselves play a significant
role in the echo. A case for a connection between morphological form and the Homeric poet’s
pursuit of soundplay has been made by Olav Hackstein, who argues that certain morphologically
aberrant forms in Homer are not errors of transmission but can be explained as reshaping on the
part of the poet in order to play off the sound of another word in close proximity (the anomalous
€dndoton ‘has been eaten’ at Od. 22.56 was modelled on the morphologically normal éxnénoton
‘has been drunk’ in the same line; éAnAédat’ ‘have been driven’ at Od. 7.86 anticipates and
imitates épnpédat’ ‘have been planted’ ten lines later, etc.).1% The following ring structures do
not feature these kinds of abnormalities, but document the role repetitions of affixes can play in
producing ring structures.

The superlative ending —1otog (-, -ov) forms a ring in the following passage, which links
Thersites’ physical ugliness (oioyiotoc) with the enmity others feel for him (&y815t0c):1%

1l. 2.216-220 abba

a .. Enusvan- oioyiotog 82 aviyp Hmd "Thiov AAe-

b , YOAOG & £1EpoV TOS: TM O€ 01 dP®
KvpT® £mi 6TN00G ovVoywKOTE: OWTAP DIepbe

b KEQPUANV, yedvn & émevivolde Adyvn.

a 2016706 8" Ayhiji pdhot’ Ny 7d° Odvoiii-... 220

193 Hackstein 2007.

194 The etymology of aicyoc is unknown. £xbog < IE *h;g"s-to- ‘outsider.” The etymologies and original meanings of
the hapax legomena @olkdg and @o&dg are unknown, but it is clear the choice of words was at least in part

motivated by the similarity of their forms. The assonance at the center of this ring structure is discussed below.
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two lines later by 6y0ag Zatvidevtog (445), which combines the name Xdatviov with the ending -

g1, -evrog from d&voevtii®

Il. 14.440-448 aB CDEF gHHg DCFE Ba

a Apygior & g odv idov "Extopa vOc@tL K1OVTa 440
B paAlov émi 00pov, LWNGOVTO OE YAPUNG.

C &vBo TOAD TPAOTIGTOG TayLg Alog

DEF, gXdtviov d0Vpi PETAMUEVOG OEVOEVTL

H "Hvoriony, dv dpo vopen téke viig apopmv

H, gD "Hvomt BovkoAéovti map’ dyBog ZatvidevToc. 445
CF TOV HEV dovpi KAvTOg &yyvbev MOV

E Kato Aamapnv: 0 8° dverpamer’, Auei o’ dp’ 0T
Ba Kol Aovool GOvayov Kpotepnv vouivny.

When the Argives saw Hector leaving the field,
they took heart and set upon the Trojans yet more furiously.
Ajax fleet son of Oileus began by springing

The renowned son of Oileus came up to him closely and with his spear
struck him in the flank so that he fell, and around him
raged a fierce fight between Trojans and Danaans.

Reduplication in the perfect tense can enhance phonetic echoes that would otherwise be weak.
When Polyphemus says that his ram was never formerly left behind (AeAeipupévoc) by the others,
but is the first to long (Mlaigar) to go home, the reduplicated perfect of Aeinw ‘leave’ creates an
echo with the present Atlaiopan ‘long, desire’:

Od. 9.447-452 AbcDDDcbA
Kp1E TEMOV, Ti ot Ode d18 6mé0g E66V0 AV

A, b, ¢ Hotatog; ob Tt Ye Epy o oldv,

D AL TOAD vépeo épev’ dvBea moing

D pokpa Bpac, 0¢ podg motapudv apucavelg, 450
D, c 0¢ araluovoe drovésoOou

b, A - VDV adTe TOVOGTOTOC. .

You are not wont to let the ewes go before you,
but far the first would graze the flowery mead

19 An A-X-A structure (a ring of basic information framing an anecdote) is identified in Il. 14.442-448 by Parks
1998:244; cf. van Otterlo 1948: 42. The patronymics 'Hvonién/OiA1ddng form their own echo.
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stepping with long strides, and first would reach the streams of rivers,

but now you lag Ia_é,-t"(-jf-éll...
In 11. 3.134-138 the perfects kekAipévor (Khivm, ‘lean’) and kekinion (kakéw, ‘call,” future
perfect) frame a ring structure; the use of the perfect tense contributes not only the reduplicated
syllable ke-, but the kAn- rather than the kol- form of the root ‘call,” so that each word shares the
sequence kekh-.1%

Although such morphemes can contribute to ring structures, the nature of language
guarantees that there will always be morphological components in ring-composed passages that
do not contribute to the overall structure. In each of the previous examples, the strength of the

echo is enforced by semantic, syntactic, or metrical parallelism, all of which may enhance the

salience of the echo without one necessarily being conscious of their contribution.

2.3.3 Paronomasia and Assonance in Ring Structures

We have seen a few examples of ring structures in which a paronomastic element
occupies a central position (téxvn/ vijiov éktauvnow Il. 3.61-62, éxemevkeg pteig Il. 1.51); the
proximity of these repeated elements makes them especially prominent. Some center on the
direct repetition of one or more syllables: kwvnion mokviy 1. 16.298; kaAvyn/ dynidv 1.
12.281-2; 0¢hyel,/ v £€0£hel Od. 5.47-8. Others feature looser echoes, such as npéTa
apoconata Od. 18.192; Awtov épertouevol Ehed60pentov Il. 2.776; émhedooser doov T émi
Adav inow 1l. 3.12; émeryopevog ovvémnéev 1. 5.902;17 ¢& avyévo één 1. 5.161; eivatog ot
neprrponév éviavtog Il 2.295; éhképevoc Elkdviov.../... éikéviov Il. 20.404-405;

aponpeeia te eapérpny Il. 1.45. As with vijiov éxtauvnoty, an element of self-annotation

196 The ring structure is kexApévot -£yyeo pakpd- pakpiic £yyeinot- kekAnon. kKhivo < 1E *lei- ‘lean’; karém < IE
*klhy- “call.” Note also the alliteration of k in 138: 1@ 8¢ ke vikncavtt @il kekAfor GKoLTIC.
197 Cf. Od. 23.235 émevyouévny avEpm Kai KOPoTL TNY®.
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suggests itself in some of these sequences. kivijon mokviv vepéhny (‘[Zeus] stirred up a dense
cloud,’ 1. 16.298) ‘densely’ collocates the sound kivn; émeryopuevog cuvémméev (describing the
curdling of milk, Il. 5.902) phonetically ‘sticks together’ (copmyvout) the sounds rery/ank, so
that the language itself ‘congeals’ at the center of a ring structure. In givatog Eott mepizponéwv
éviontog (1. 2.295), the ‘revolving year’ is reflected by a ‘revolution’ of the word &ivatoc
(‘ninth’) into éviantog (“year’), while the paronomasia in éAkopevog EMk@viov.../... EéAkéviev
(11. 20.404-405) “draws out’ the sounds €\(1)xo-. The phrase auenpeeéa te papétpnyv, together
with the lexical ring structure in which it occurs, may connote the symmetry of the ‘quiver
covered on both sides’ or ‘covered in a circle’ (the adjective apenpeéa itself is quasi-
palindromic).1%®

There is only a small step, in some cases none at all, from examples like these to the
phonemic patterns we designate with terms like assonance, alliteration, consonance, and
homoioteleuton.® Alliterative lines sometimes appear at the center of ring structures: Atpeidng
e vag avopav kal 6log Ayidiede (discussed in Chapter 1) appears at the center (and contains
the central Sioc) of the sequence Atd¢ -épicavte-Sioc-Ep1di-Atdg (1. 1.5-9);2% the line avtap
AXéEavopog kol apnipiioc Mevélaog marks the center of kexhpévor-&yyea pakpo-pLokpiic

gyyeinot-kexinon (1. 3.135-138, discussed above). In Il. 6.47-48, the alliteration of the

198 The latter is Eustathius’ explanation (v kOxAm &pepopévny, Commentarii ad Homeri Iliadem vol. 1 p.63. line 4,
7).
199 Cf. Culler 1988: 5 on paronomasia (“this sort of repetition is but an intensification of assonance, consonance or
alliteration”) and Macleod 1982: 51, in a useful summary of Homeric assonance and wordplay (50-53). On Homeric
alliteration see further Packard 1974 and Guilleux 2007; for Greek alliteration, see Silk 1974: 173-193, 224-228
(covering Aeschylus and the lyric poets), Bader 1993 and Watkins 1995: 23 (from an Indo-European perspective).
Tsagalis 2017 gives a detailed account and classification of sound-repetitions in the Hesiodic Catalogue of Women,
with categories drawn from Silk OCD s.v. ‘assonance,’ p. 186.

200 Cf. aotap 6 poxpov dioev dvaf avépdv Ayouéuvav at the center of “Extop-Ayaioi-EBarrov-Bérlete-Axondv-
“Extop, 1. 3.76-83.
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etymologically linked phrase keyunia keitan is extended by the repetition of k and y in the
following lines:

1. 6.46-50 2 ABCDEECDBA

A, B Loypet Atpéog vig, o0 8 G 6EEm

C,D,EE o’ &v apvelod KEWNALW0 KETTO

C YOAKOG T€ PLGOG TE KUNTOG TE G1OMPOC,

D,B TV KEV TOL Yopiocatto amepeiot’

A €l kev éug Coov membbort’ €mi viueiv Ayoidv 50

Take me alive, son of Atreus, and you shall have a full ransom for me:
my father is rich and has much treasure laid by in his house,

of gold, bronze, and iron wrought with much effort.

From this store my father will give you a large ransom

should he hear of my being alive and at the ships of the Achaeans.

The homoioteleuton of the repeated ending —o¢ and the tripled conjunction t¢ phonetically unify
the string of nominative singular nouns in line 48. This central alliteration is flanked before and
after by the assonance of n/@: dmowva-/moAld & &v @@velod watpog... matnp dnepeict’ dmova.
Not every word in the passage containing x, o, «, or y fits into these sequences, but the general
alliterative contours produced by the phonemic repetitions coincide to a large extent with the
phases of the lexical (and here, also semantic) ring structure.

The ring structure in the passage describing Thersites (1l. 2.216-220, above) moves from
repetitions of nv/ivn (évijp Vo "Thov RAOe- / poAkog Env) to a preponderance of o (ywiog &’
Etepov oS TM O€ ol AP® / kvpTd £mi 6Ti00G cvVoywKdTe) back to nvivn (Ppo&og Env kePaAny,
yedvn 0 Emevivobe Adyvn). The assonance of the repetition of m unifies the description of
Thersites’ shoulders at the center of the ring structure in an iconic illustration of the shoulders’
‘holding-together’ (cuvoywkodre; there is also symmetry in the consonants that precede the ®-s:

AOAOG- TO... PO / KOPTO - GLVOYMKOTE).
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In the scene in Iliad 3 in which Iris approaches Helen while the latter is weaving, a string
of genitive plural nouns in the central line produces homoioteleuton in —wv; note also the
alliteration of kai Ayaudv yalkoytdvov in the second half of the line:2%

1l. 3.124-129 aBcdeedcBa

a Aocodiknv Ipépoto Ouyotpdv €160 dpic

B v & e0p’ &v ueydpo- | 88 uéyay bpove 125

c,d, e din ok énv, gac & evémoooev GEHAOVG
Tpoov 0" itToddpumv Kol Ayai®dv YoAKOXITOVEOV,

e, d, c obg £bev glvek” Enaoyov O nog apdov-

B,a dyyodd’ Tpocéen TOdag dKéa Ipig-. ..

Laodice, the best in beauty of Priam's daughters.

This passage puts on display some of the difficulties of attempting to schematize small-scale ring
structures. The rings i6Tov- évémaccey - givek’ Emaoyov- ietapévn are clear enough. dpicTny in
124 paronomastically anticipates iotov and ictapévn, and it possible to hear an echo between
apiotnv and “Ipig (or dkéa “Ipic) in 129 as a framing ring.2%? But a problem of classification
arises when we come to the phonic correspondence between dimhoka Topevpény, moréas (126)
and vr’ "Apnog morapdov (128). Should dimhaka, moréac, and warapdwov on the one hand and
mop@upény and V' Apnog on the other be described as paronomastic echoes? How similar are
the phonemes represented by A and p? Or are the sequences better described in terms of the

assonance of recurring =s (including beoauve, événacoev, Emacyov), As and ps? | ask these

201 Cf. the accusative neuter/masculine singular in dpvelov todpév e cudv T EmPyTopa kampov (quoted above, Od.
11.131 = Od. 23.278); the dative masculine singular in 6l &vi BraeOEvte popikive dykviov dppa/ GEavt” év
TpOTE poud avted pev EfNny (1. 6.39-40); the nominive feminine singular in év 8” "Epic, év 8° AAxn, év ¢
kpvoeooo Tokn,/ &v 8¢ te Topyein kepor) dewvoio teddpov (1. 5.740-741); the accusative feminine plural in
oThAag Te TpoPATiTag Eudyreov, g tp” Ayxool/ mpodrtag (11. 12.259-260). For repeated verbal endings, see e.g.
TvaooeTaL - dgveTaN- EmmilvaTan- téntototl- téprovran (Od. 6.43-46).

202" pic < *Fipig; cf. ldog < Feidog in 126.
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questions not so much to suggest an answer as to illustrate the fuzzy line between assonance and
paronomasia; as with the previous examples, the general sound contours created by the phonemic
sequences in the passage follow the movement of the “lexical” structure, regardless of how one
categorizes the various units. Assonance can participate in small-scale ring structures insofar as it
represents its own kind of phonemically unifying structure, which may arise from and reinforce
lexical and paronomastic echoes.

Assonance also occurs within ring structures without contributing to their annularity,
interacting or not with other structural features like meter and formula. Different phonemic
features of the same line or formulaic sequence may be highlighted at different times: 1l. 3.127
above, which marks the center of its lexical structure, recurs at 1l. 3.251, where it contributes to
the framing rings of another ring structure:2%®

Il. 3.250-258 cABC DEF GHHG FED ABCH

c Opoeo Aaopedovtiaon, govoty dplotot 250
A, B, C Tpowv 6’ daU@V Koxnd)vmv
DEF sg nedilov Katafijvor tv’

G avtap AAEEaVOPOC Kal Qnugmog Msvakocog

H pokpiic £yxeinot paynoove’ apel yovouii-

H @ 0¢ ke ViKnoavTl YuvT] Koi ktnuad’ émotto- 255
G, DEF 016’ dAlot iidtnTa Kol

A vaiotpev Tpoinv épipdraka, Tol O véovtat

B,CH "Apyoc ég Botov 1YOVOUKQL.

Rise, son of Laomedon, the best men are calling you

of the horse-taming Trojans and bronze-armored Achaeans

to come down on to the plain and swear to a solemn covenant.
Alexandrus and Menelaus dear to Ares

are to fight for the woman with long spears,

that the woman and all her wealth may go with him who is the victor.
We others are to swear to a solemn covenant of friendship

to dwell here in Troy of the rich soil, and these to return

to horse-feeding Argos and Achaea, land of beautiful women.

203 The line also appears at Il. 3.131 and 8.71.



105

This time, the assonance of «k/y comes to the fore in the echo of kai Ayodv yarkoyrtovov (251)
and kai Ayatida kaAArydvauka (258), with paronomasia in the first syllables of kaAéovowy (250),
YoAkoyrtoveov, and keAlrydvaiko.

The broader takeaway from this discussion of assonance is the importance of a
comprehensive approach to the role of soundplay in lexical and paronomastic structures. My
convention of underlining lexical and paronomastic repetitions is an expedient that fails to
capture the overall phonic texture of a passage; while much that is useful can be said about such
structures without going into granular detail about the sound sequences at play in their
environmental contexts, it would be an unfortunate oversimplification to suppose that phonetic
context is never relevant either to the ring structures with which this work is primarily concerned

or to other structural features of the narrative.

2.3.4 Shifting Patterns of Sounds

It goes without saying that paronomasia and assonance can operate as unifying devices
with or without the framework of a lexical structure: see e.g. kai/kaiopon (11. 21.348-356 and Od.
24.62-70) and méAlw/TInAevg (I1. 16.141-144 = 19.388-391) discussed above for the latter, to say
nothing of the examples gathered by Rank 1951 and others. A passage sometimes features a
paronomastic nexus in which a set of phonemes are reshuffled in various words to produce a
shifting play of sound within a brief narrative span. The simile at 1l. 2.87-91 comparing the
Achaeans streaming from their huts to bees contains a ring structure that plays off the words
£0vea (‘tribes’ 87 and 91), dvOeowv (‘flowers’ 88), and &vOa (‘here and there’ 90):

I.2.87-93  AbCdDCDAb

A Note £0ven elol peEMSGAY dd1vdmy

b TETPNG €K pAagupiis aiel vEoy EpYOpEVdaY,

C,d  porpvoov ¢ &n’ glapvoiotv-
D,C,Daipévt dric , o1 O€ 1€ . 90
A, b ¢ tdv EBvea moAlL Gmo kol KMo1®y
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niovog mpomdpoife Pabeing éotryomvro
iladov €ig ayopnv: LETO O GPLoY OGGO dEONEL. . .

They swarmed like tribes of bees that sally
from some hollow cave always streaming

even so did the many tribes pour from ships and tents
and range themselves upon the wide-watered shore
for the assembly: while among them ran wildfire Rumour...

Later in Iliad 2, a series of similes comparing the arrayed Achaeans to raucous birds, flowers,

and flies makes use of the same paronomastic elements:2%

Il. 2.459-470

T@OV O’ g T dpvibmv £0vea

ANVOV 1| YEPAVAOV T} KIKVE@V 00VALY00EIp@V 460
Acio év Kabotpiov auei péebpa

gvBa koi EvBa ayoAlopeva

KAyyndov mpokabilovimy, ocuapayel 6¢ 1¢ ,

O¢ T®V £vea vE@V Ao Kol KAIGLAM®Y

€G Tediov TPOoY£0VTO TKOUAVIPLOV: avTap VIO YOV 465
opepdaréov kovaPile Tod@V aVT@AV TE Kol Itnev.
gotav & &v Zxapoavdpio avheposvt

popiot, 6664 1€ Koi dvBea yiyveton dpn.

nite putdwv adtvawv Edvea

af Te KaTd gTUHUOV TOUVATOV NAACKOVGLY. .. 470

They were like many tribes of winged birds,

of geese, or cranes, or long-necked swans

on the Asian plain about the waters of Cayster,

that wing their way hither and thither, glorying in the pride of flight,
and crying as they settle till the plain is alive with their screaming.
Even thus did their many tribes pour from ships and tents

on to the plain of the Scamander, and the ground rang

as brass under the feet of men and horses.

They stood as thick upon the flower-bespangled field

as leaves and flowers that bloom in summer.

As many tribes of swarming flies
buzz around a herdsman's homestead. ..

204 The homoioteleuton of —wv in the crane simile is particularly prominent (the syllable appears 18 times in 8 lines).
See Katz (2010: 362-363, 366-368) on the Indo-European features in this passage, including stylistics (366-368);
phonetic repetitions are noted at 366.
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In these cases, the paronomasia can be said to be based off the thematic word £0vea ‘tribes,’ the
tenor of each simile, but in terms of composition, it is possible that the choice of the word &0vea
was itself influenced by its paronomastic potential in connection with the imagery in the vehicles
of the similes.

A more elaborate case of the phenomenon appears in Odysseus’ exchange with Eumaeus
in Odyssey 14:

Od. 14.119-132 N

Z&lg yap mov 106 ye 010 Kai abdvatot Oeol ,

el k€ v dyyeidouu iV €ml oA & . 120

Tov &’ Mueifet” Enerta cuPOTNS, OpYOLLOg AVOpDV-
‘@ y€pov, 0D TIg KEIVOV Avip

KOLOT|g KEXPMUEVOL BVOPES

YELOOVT , 0VO’ pvbncacOot. 125
0g &€ 10dxkng £¢ dfjpov fxmra,
€G déomotvay EUnv Balet

N8 ed deapévn erhést kod EKaoTo ,

Kai ol ddvpopévn Prepapwv dmo ddkpova TnTEL,

1 0éuic €oti yuvaukdg, Enny moo1g ’ . 130
oy d Ke Kod OV, YEPUIE, ETOG TAPOTEKTHVOILO,

€l Tig Totl YAaivav Te yrtdva 1€ lpata 60in.

“Zeus perhaps knows and the other immortal gods,

but I may be able to give you news of him, for | have travelled much.
Eumaeus the swineherd answered, leader of men:

"Old man, no traveller who comes here with news

will get the man’s wife and son to believe his story.

every one who in their travels reaches Ithaca

goes to my mistress and tells her falsehoods,

whereon she takes them in, cares for them, and asks many questions,
and tears fall from her cheeks as she grieves,

as women will when they have lost their husbands.

And you too, old man, would doubtless alter your story

If someone might give you a shirt and a cloak.

This passage features a series of words that, starting with dAlot in 119, undergo what we might

call paronomastic permutation over the course of the passage. Rank observes the sound repetition
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of GAaAquevoC ... AN BAA®G ... GAfjTaL ... GANOEa ... dAntev®yY ... drathi in lines 122-127,
but the wordplay is more extensive than that.2% Odysseus sets the pattern with é&ilot-éryysidoupi-
amOnv (119-120);%% the first person singular aorist 6Aq0mv (from dAdopon “wander’) resembles
the adjective ain0ng ‘true,” the wordplay implying that Odysseus’ wanderings have given him a
special claim to the truth.2%” Eumaeus’ skeptical reply picks up Odysseus’ wordplay to argue that
wanderers tend not to tell the truth. The passage in which Eumaeus’ paronomasia plays out is
framed by the vocatives addressing the ‘old man,” & yépov and yepoué. Within this frame, lexical
and phonemic echoes of Odysseus’ words establish a pattern of aA(1)-s and gA())-s that
continues through line 130. The paronomastic words can be grouped loosely into these two
groups: aidopor, aifiton (the agent noun related to dAdopar), GANOMg, GAAG, petadAd, etc. form
one group, 2% while ayyéAhov, é\0av, and é0élovoty form another.?%® But there are extensive
echoes that bridge the two groups, such as the consonantal metathesis in the phrase £€8éLovov
aan0éa (125, with the 6 emphatically reiterated in pv@fcocBot) or in éAnredov/anaTiio
(126/127). The concluding phrase @Alo0’ 6AnTow contains a similar anagrammatic reshuffling,
while the verb 8Antau differs only in its initial vowel from é@\fitor in 124.21% Eumaeus sets up a
lexical and thematic contrast between the wanderer (dAntnc) who tells falsehoods (ywebdovt’,
ovd ... aAnbéa) and Odysseus, whom he claims has perished elsewhere (6A200" dAntat). Any

given word in the nexus is phonetically more or less similar to any other word, yielding a shifting

205 Rank 1951: 34; he compares Od. 17.576-580: ANt ... deicag ... BAA®G ... aideitar ... aidoiog GAATNG ... kol
dAroc. Cf. Od. 3.239-252.

206 gahoc < IE *hpel-io- ‘other’; aAndng < IE *leh,d"- ‘be hidden’ with alpha privative.

207 ghdopan (of which dAdAnuon ‘wander’ is the perfect, used with present meaning) < IE *h,elh,- ‘wander, roam
about’; é\0civ: etymology unknown; &yyelog is a loanword.

208 grotiiog < amatn < PG; petoAldwm: etymology unknown (s.v. pétaliov); Chantraine considers a connection
between petodldm and péraiiov (‘mine, quarry’) “very probable” (s.v. péraiiov); Buttmann Lexilogus 1.139
derives it from pet' GAla ‘(search) for other things,” following Eustathius 148.10.

209 20¢ho < IE *hig"el- ‘wish.” Cf. Od. 3.230-238 £0£hmv-tAo0ev-éA0épuevar-EA0av-amolécdor-kadéinat, etc.
210 3o, -pon < IE *hgelhs- “destroy.’
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continuum of wordplay in which ayyéAlov and é6élovorv, EA0mv and petaAid — words for
which one might otherwise hesitate to assert a paronomastic resonance — are brought by means
of phonetic intermediaries into a paronomastic relationship.?!*

The phrase &rog mapatextivoto in 131 is a fitting description of the soundplay in the
passage: the poet has ‘worked an utterance into another form, transformed it.” In his commentary
on the one other Homeric passage in which the verb appears, Eustathius says topatektaivopon
(‘alter,” so sometimes ‘falsify’) is a metaphor from woodworking (éx T®v TeKTOVIKAG
TEXVOLEVOV TOpomotsly To kat” avtovg Epya).?*? In the lliadic passage, the sense ‘alter’ is
primary: ‘not even Zeus himself could change it.?'® In the Odyssean passage, in light of the
account preceding it, the verb mapatextaivopon bears denotatively the “falsifying’ sense:
‘wanderers tell falsehoods, and you might also construct a speech deviating from the truth.” But
this does not hamper the applicability of the sense “alter’ for the paronomastic metamorphoses in
the passage; rather, it suggests that paronomastic wordplay (like Odysseus’ aAnOnv ‘wandered’/
aAn01g ‘true’) has the potential to be a vehicle for dishonesty and deceit. The poet has the

swineherd Eumaeus become an illustrative carpenter of words in his reply to Odysseus.

211 Other soundplay in the passage includes T0éxmc... tientar. .. &kaoto (126/128, iknrar rhyming with dAfiton and
6Antar) and the alliteration in dyyéAAov...yovaikd (123) and kopudfg kexpnuévor (124).

212 The verb mopamoiém likewise means “alter slightly’ or ‘make falsely.” Pausanias uses this verb to describe the
derivation of the toponym Altis from the noun &\coc, 5.10.1: 10 8¢ &Acoc 10 igpOV T0D ALOC TEPATOMCAVTES TO
Svopo ALty €K TOAOLOD KAAODGL.

21311, 14.53-56, with its own wordplay:

TETy0¢ pév yap & kotepripiney, @ énémOpuey 55

dppnktov vdv te Kol avTdv gilap Ececbar:

Indeed, these things have been done, and not otherwise
could Zeus himself the high-thundering shape it differently.
The wall has fallen that we trusted

to be an unbreakable defence for ourselves and the ships.

Note also the alliteration of T throughout the lines. tevym < IE *d"eug"- ‘hit the mark’; textaivopor < téktov < IE
*te-tk-n- ‘carpenter’ (s.v. téktov, cf. s.v. téxvn); efyog < IE *d"eig"- ‘knead, form, fashion.’
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2.3.5 Clustering Tendencies

The observation of paronomastic rings across multiple ring structures allows for the
identification of recurring trends, as already noted at several points. | mention here only a few. A
marked example is the tendency of words beginning with op-, ®p-, and ovp- to cluster, either as
part of a ring structure or not;?'* especially frequent in such rings are the words odpog/dpoc
(‘mountain’), 6pvopu (‘urge on, incite’ and its reduplicated pluperfect opmpet), dpvig ‘bird,’
oVpavdg ‘heaven,” and dpvpaydog ‘din’; others include odpog ‘fair wind’” and 6ppdo ‘rush.” The
op- syllables in many of these words (8pvopat, dpvic, poc, ovpoc, possibly dpuéwm) derive from
the same root, the Indo-European *hser- ‘(a)rise.’?!® The etymology of ovpavdc is unknown (it
probably comes from a form *(F)opcoavoc),? but the word was evidently a sufficient phonemic
fit to contribute to rings such as the following:

Od. 12.312-315 ABCCBbA
A MHog 88 Tpiya vukTog &NV, petd 8 dotpa PePriket,

B, C gm Cofjv dvepov Z&0¢
C Aatham Beonesin, oV 08 KAALYE
Bb, A yaiav opod kol movtov- o vo&. 315

Il. 2.455-458 aBccBa
nite mdp didnlov EmeAéyel dometov DANV

O TAV EPYopéEVEV amd yorkod Becmesiolo

214 Cf. peog-dpvut’ Il. 3.10-13; dpoev-Opesitpogog 1. 12.293-299; dpeog-0vpavodev II. 16.297-300; ovphdc-
Stpuve-0pdpet-aryomnvopog-ovpiieg Il. 23.111-115; dpwvouevor-ovpavov Il. 14.59-60; dpuevov-dpvpaydoc-dpeog .
17.738-743; ducwpriocoviar-dpecei-opvuaydoc 1. 10.183-5; dpcackev- Opuuaydoc- ovpavov- “Extopog Il. 17.420-
425; dpopoaydoc-opmpet-odpeoc-dpvuto 1. 16.633...; dpobuvov-opvpaydov-dpve Il. 21.312-313; odpog-eboppog-
Bdmp-odpot Od. 4.357-360; dpogiic-époppndeic-dpn- &€ dpéav EM06vTec én” dpvibecat Bdpmaot Od. 22.298-303. See
Tsitsibakou-Vasalos 2000: 16 on the clustering of words beginning with op- in Il. 21.235-327.

215 Beekes 2010 s.v. dpvopat, dpveov, dpoc, obpog, Opun (0pudm < IE *sor-meh,- ‘flow’ or *h3(0)r-sm- ‘uprising’).
Cf. Tsitsibakou-Vasalos 2000: 15-17 on the tendency of etymological cognates to cluster in Homer.

216 Beekes 2010 s.v. oOpovoc.
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c,B, a 3t aifépoc ovpovoy ixe. 2’

In 1I. 3.2-3, the parallelism of the lines is enhanced by the paronomasia of pvibec-ovpavodt in

the same metrical position: Tpdeg uev khayyn t° évont] T’ ioav ¢ / nite mep Khayyn
yePavmV TELEL np6. The alliterative formula épopoydoc dpdpet ‘a din arose’ occurs six

times in Homer,?!8 the variation épupaydov dpive once;?° the dense repetition of the syllable op-
perhaps suggests its own kind of din.??® Formulaic phrases often seem to represent a

crystallization of syllabic soundplay. The word odpog ‘watcher’ appears in the recurring

—op can be drawn into play with these syllables, including Hector’s:???

1. 13.188-191°% ABBA

A, B “Extop &’ KOpLho KPOTAPOLS dpapvioy
KPatog dpapmdEot LeyaAnTopog Apeidyoto-
B Alog &’ 0pEEato dovpi eV 190

A "Extopoc- GAN’ oD mn xpoog gicato, i 0 dpa YOAKD. ..

Hector charged forward to take the helmet well-fitted to the temples
from the head of great-hearted Amphimachus,

and in a moment Ajax threw a spear at charging

Hector, but did not reach his flesh, for he was all encased in bronze...

1l. 11.196-197%%

27 For ayn/eityAn, cf. aiyAMjevtoc-avyadi Il. 13.243/244.

21811, 2.810; 1. 4.449; 11. 8.63; 11. 8.59; 1. 16.633; Od. 24.70.

2191, 21.313.

220 Cf, Guilleux 2007: 97.

22111.8.80, 11. 11.840, 11. 15.370, II. 15.659, Od. 3.411. oDpoc ‘watcher’ < IE *uer- ‘observe’; Mycenaean /worwos/.
222 Cf. the formulaic xopvOoioroc “Extmp.

223 Cf. 11. 13.179-183.

224 Cf. 1. 15.237-239.
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At Il. 13.754, an improbable and much-discussed simile compares the running and shouting

Hector to a snowy mountain:2%

Il. 13.754-757 aaabbaba

aa N pa, kol OpunOn dpsi vipdevTL Eo1kadg

a KekAMyov, o1t 0¢ Tphwv métet N0’ EMkoVpwV. 755
bba 0l & otonv ayazivopa IovAvddapavzo

ba €G émeooevovt’, €nel "Ektopog EkAvov andny.

and with a loud cry flew through the ranks of the Trojans and their allies.
They all hastened to gather round Polydamas,

Whatever it may mean for Hector to speed onward like a snowy mountain, the phonetic echo

between “Extopog in 757 and dpsi in 754 offers its own kind of likeness; the genitive “Extopog

contains the sequence 6pog ‘mountain.’?%8

The sounds moA(L)/mwA/ma tend to cluster, especially but not exclusively in connection

with the word moAvg (‘many, much’):?%’

Il. 13.795-801
o1 &’ {oav apyarémv AvEpmV ATAAAVTOL AEAAT, 795
| pé 0° VO BpovTiic TaTpdg Aldg £ict TESOV 8E,

K0PTO, PoANPLO®VTA, TPO UEV T GAL, én’ Gl
g Tpdeg mpo pev drrol apnpoteg, gn’_dAMOL, 800

225 See e.g. Bradley 1967, Lane 2005. At Il. 7.4-7 Hector is compared to a fair wind, obpoc, but there is no
noteworthy clustering of op-/wp-/ovp- syllables.

226 Cf. 11. 22.91-96, in which Hector is compared to a mountain serpent (Spékov...opéotepog 93).

227 Cf. nolé-paro ToAAOV dnd-torlénv-anmdieco Od. 4.811-14; moArd-morimv-taAiloya-moiw 11, 1.124-129;
TOAD- TOAAOVY yap o mAvvoi eict mdAnog Od. 6.37-40; oAy kol dnmdiece Aaovg / moirovg Od. 9. 265-266;
amelleic-toAAd -tTolieBpov-mAeiov moAlvdikog moAEN010-ToAD -ToAepiCov-molv I, 1.160-169; todloi-tw-medim
TEMOMOTO TOMG HEPOT®V AVOPOTOV-DTI®pEiac-GvOpdTwv-inrol —tdrowow 1. 20.214-222 (on the alliterative line
217 see Packard 1974: 243-244).
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They flew forth like the blasts of some fierce wind
that strike earth in the van of a thunderstorm from Zeus—
they buffet the salt sea into an uproar; many

even so did the fitted ranks of Trojans, some in front, some after,
arrayed in gleaming armour follow their leaders onward.

The scholia note the onomatopoetic quality of ragidalovta moAveroicBoro (798) and the similar
endings of kopore taplalovra and kupta eaAinproovta.??® The elisions in éx” dilo and én’
alior echo morra (797, also mapralovra, etc.), and extend the paronomasia; like the waves
described by the simile, the woA/mol/@(a)A sounds come crashing one after another (mpo pév v’
SAL, ovtdp Em” BiAA0).22° The tenor of the simile is the onward motion of the dense, “fitted’
(&dpmpotec 800) formation of the Trojan ranks. As in the simile comparing ranks of soldiers to a
tightly-joined stone wall at Il. 16.211-217, where the verb dapopickm ‘fit, join’ plays a prominent
role, the repetitions, and especially the close parallelism between lines 799 and 800, enact the
“fitted” ranks.?*

Apollo is sometimes brought into the oA(L)/mrwA/mak nexus, as at 1l. 1.33-36 (quoted
similarity of the words AmoAlwv and moAld did not escape notice in post-Homeric antiquity;
Macrobius cites several Greek philosophers who etymologized the former in terms of the latter,

including as d-moAA®v Or dmd-moAAGV (‘without’ or ‘away from the many,” respectively).?®2

228 hT 13.798-799: S&itar 0éhel Kai OOV KOPATOV. Kol pot Sokel kod TOV MoV puicacdol Sié g mepi v
ovvbEGtY TV GTotyEinV Tpayd™TOC, Tapidlovia molvpioicforo. £10° dpo Kai TO OUOIOKUTUANKTOV KDLATA
raplalovia, kvpto palnpidwvra. CF. Janko 1985 ad loc; Guilleux 2007: 100.

229 4Ahé < IE *h2el-io- ‘other’; molic < 0-grade of IE *p(e)lh2-u- ‘many.’

230 See the discussion of the wall simile at II. 16.211-217 in the introduction to Chapter 1.

232 Macrobius Saturnalia 1.17.7, as follows: Chrysippus: ®g 00yt Tdv ToAA®Y kol povAdv 00c1dY T0D TUPdS dvia
(with alpha privative), or 11 povog €oti kol o0yl ToAloi; Speusippus: (¢ And TOAADY 0V61BY TOPOS 0VTOD
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Amdlov creates a ring with andéiiv ‘destroy’ in a ring structure at 1l. 5.757-760 (Zed
cited wordplay of Aeschylus at Agamemnon 1080-1082: droiiov dmorhov, / dyvldt', dndoAlmv
guog- / amdresog yap od poig o devtepov.?* The same paronomasia is obliquely referenced by
Socrates in Plato’s Cratylus.?® The presence of the pair in corresponding positions in a ring
structure make it likely that the two would be heard as producing an echo any time they appeared
in proximity, as in:

Od. 17.248-253 aaBaBaBa

a, a o , 0loV &eute KOmV i elodG,
OV TOT €YDV &ml VNO¢ €DGGEANOL0 pehaivng
B,a &&o L 18dkmg, tva pot Biotov Aopot. 250

B,a ailyap Tniépayov Bdiot apyvpdto&og
ONUEPOV €V PEYAPOLS, T VIO PvNoThipot dapein,
B,a ¢ Odvoiii ye tnhod VOGTILOV TLap.

You ill conditioned cur, what are you talking about?
Some day or other I will put you on board ship and take you

Louden discusses the wordplay of TnAéuayog ‘far-fighting” and tmiod ‘far’ in this passage, but
the sequence dLo@Gia-ToldV -Amdrlmv-amdAeto was likely to have been equally perspicuous.?%

The cluster recurs in the central section of Achilles’ speech to Priam in the final book of the

Iliad, in which he urges Priam to eat by adducing the mythical exemplum of Niobe and the death

ovveot®dtog; Cleanthes: @g dr' M@V kol M@V TOTOV TOG dvatolag totovpévov (referring to Apollo as god of the
sun).

233 For the paronomasia of the central ring Ayoudv- &yoc see Louden 1995: 33, Nagy 1979: 69-93.

234 Cf. Euripides Phaethon 224-226 &¢ 1" andiecag / kai tovd', Amdorlmv §' &v Ppotoic opoOdc koAfy, / dotic To
ory®dVT OVOpOT 010E SAUOVOV.

235 plato Cratylus 405e. Tsitsibakou-Vasalos 2000: 10-11 finds embedded etymologizing of Apollo in 1l. 21.139-
383.
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of her children at the hands of Apollo and Artemis (8 Aovto- ATOAA®V- TOALOVC- Gmd TavTag

dheocav 1. 24.603-609).%%

The words Bmpn§ ‘breastplate,” Opdokw ‘leap, attack,” Tpdeg ‘Trojans,” and £tépwbev

____________________________________________________

words 0dpné and Opdokm produce the charming paronomasia in the following simile:23°

1l. 13.586-592 ABc dad AcB
[Ipropiong pev éncita Katd othbog Parev id
A, B Bopnkog yvarov, amo 6

c,d @¢gd ot TE0C TTLOPLY PEYOANV KOT’

a OpdoKrmoty koapot peravoypogs fi Epefrvhor

d nvotf] Vo Atyvpi) kol Atkpntipog : 590
A O¢ and Hopnkoc Meveldov KudoAipolo

c,B  moAlOV vxOeic £kag

The son of Priam hit his chest with an arrow
in the breastplate of his corselet, but the sharp arrow glanced off it.
As on to a threshing-floor from the broad winnowing-shovel

blown by shrill winds and shaken by the shovel—
even so from the corselet of renowned Menelaus
did the sharp arrow glance off, recoiling much.

Mt. Ida ("I8n) appears on a number of occasions in proximity to the verb &idov, especially
in its unaugmented form 13ov.2%% In 1. 15.4-13, the mountain serves as Zeus’ vantage point for
watching the battle below:

Il. 15.4-13  aB ACdaAdCA AB
...&ypeto 0¢ Zevg
a,B &v kopuofiot Tapd ypvcsobpdvov "Hpng, 5
A, C ot & Gp’ availag, 10c 8¢ Tpdoag kol
TOVG HEV OPVOUEVOLG, TOVG 0& KAovEéovTag OmiaBev

237 The speech is a locus classicus for ring composition as traditionally construed; see Lohmann 1970: 13.

239 piyokm < IE *d"(e)rhs- ‘leap, mount’; Odpal etymology unknown. pedavéyposg is marked with dotted underline
as an echo of Opdok, cf. 1l. 13.314-317 Op@ciov- xpoi- xpoda- xpodc.
240"I8n “wood, wooded hill’ (Pre-Greek); €idov < IE *ueid- ‘see, know’ (s.v. i3&iv).
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d, a , peta 6¢ oot [oosiodmva dvaxto:

A "Extopa &’ év medi 10s keipevov, auel 8’ £Taipot

d €laf’, 0 &’ &xet’ dobpott kip amvdccwv 10
C aip’ épdav, énel ob pv apawpdtoatog PAL

A TOV 08 EAénoe Tatnp AvOpdV TE BedV T€,

A, B dewva & vmddpa “Hpnv mpog udbov Eeumev-. ..

...Zeus now woke

and starting to his feet he saw the Trojans and Achaeans,
the one thrown into confusion, and the others driving pell-mell before them

He saw Hector lying on the ground with his comrades gathered round him,

gasping for breath, wandering in mind and vomiting blood,

for it was not the feeblest of the Achaeans who struck him.

The sire of gods and men saw this and had pity on him,

and looked fiercely on Hera, and spoke to her...
Mt. Ida is a good place to see or be seen: at Il. 14.293-294 Zeus is overcome with desire when he
sees Hera approach the summit of Mt. Ida ("I6nc-ide-idev). The syllable 15 creates further
soundplay in sequences such as Idopevijog-rolomidaxog “1ong (1l. 23.113-117) and &idfjc-ioact-
moAvmidakog “Idng (1. 20.213-218).24! The epithet moivnidaé ‘with many springs’ is applied
only to Mt. Ida in Homer, and one suspects its aptness for the mountain has something to do with
the jingle it creates.?*?

The phoneme represented by f is one of the rarer sounds in Homer, and repetitions of the
phoneme in close proximity were likely to have been noteworthy, as in the cloddy B@pov-
Tapvnc épipdrakoc (‘[the son of] Borus [from] Tarne rich in clods’) in Il. 5.44 or Bepinket

Bovpdva (‘had struck his groin®) in 1. 4.492.24% The poet brings Bodc ‘cow’ and Bor| ‘shout’

together by means of similes: Menelaus ‘good at the battle-cry’ is like a lion going after a cow

241 On Idomeneus’ connection with sight and the verb i8¢iv in the Hesiodic Catalogue of Women, see Peradotto
1990:109-110. Kanavou 2015: 52-53 discusses the possibility of etymological connections of the name to 13- ‘see’
or the (Cretan) Mt. Ida.

242 5ee I, 8.47, 14.157, 14.283 (at the center of a ring structure), 14.307, 15.151, 20.59.

243 packard 1974: 241-242 and 253. Cf. BéBpuyev-Bodmaty Il. 17.264-265; BePparac Boog Od. 22.403; EBporye-
BpBocvvn 1. 5.838-839.
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(Bonv-podv-ponv Il. 17.656-665); Polypoites throws a lump of iron as far as a cowherd can
throw a staff, and the onlookers shout (Bovikdroc-Bodc-Bomaav Il. 23.845-847).244

Various iterations of k(V)A- tend to cluster or produce rings, as in kekApévor-kekinon Il.
13.135-138; kehevmv-kekMyov 1. 11.165-168, khaiovs’-kéxieto 1. 22.437-442.24° An
association between kaAd¢ ‘beautiful” and koAéw ‘call’ in particular recurs: kah®-koréeoke Il.
6.401-403; karéovowv-yorkoyrtdvov-kailryovorka Il. 3.250-258; nepicorriéc- kaléooar Od.
23.50-51.2%

Paronomasia associates old men (yépwv) like Gerenian Nestor (I'epriviog) with gathering

fixed in the formula fyepOev ounyepéeg v’ £yévovto (‘they were gathered and became gathered,’
five times in Homer).2*8 The sense of the formula may represent “typical epic redundance,” in
the words of Kirk, but the repeated “gathering” words in lines such as these both contribute to
and act as an embedded annotation of the iconic ‘gathering’ of yep syllables.?*

This sampling of recurring clusters of phonemes, syllables, and paronomastic lexemes
reveals patterns of associations that would have been available to the poet(s) and audience;
recurring exposure to such clusters would inculcate participants in the Homeric tradition in a

kind of phono-semantic literacy, in which the appearance of a single word might bring to mind a

whole familiar paronomastic nexus. At any given narrative juncture, the poet might choose

24 Bod¢ < IE *g"ehs-u- ‘cow’; o} onomotopoetic (s.v. fodm).

245 Further kAnjiow-avarhivOévieg Od. 13.76-78; kijlo-koAéooato-Aadv -Aydieig Il. 1.53-54.

246 Mg < kaApog; etymology unknown; karéw < IE *klhs- ‘call.’

247 Cf. avéyepe Tepyviog 11, 10.138 and 157; yépac-émayeipewv 1. 1.123-126; fjyeipovio-yepovtav Il. 2.52-53; yépov-
fiyewpa Od. 2.40-41; dyépovrto-yépovieg Od. 11.36-38; 10 yap yépog éoti yepdvtov Il. 4.323 and 11. 9.422 (cf. Rank
1951: 82). yépov < IE *gerhy- ‘be(come) old’; dysipow < IE *h,ger- ‘gather.’

24811, 1.57, 11. 24.790, Od. 2.9, Od. 8.24, Od. 24.421.

249 Kirk 1985 ad Il. 1.57.
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whether and to what extent he wished to engage with a relevant nexus. The presence of
paronomasia or assonance in formulaic phrases likely represents a crystalized version of the
same tendency, and these formulas can participate in or serve as catalysts for further
paronomasia in the passages in which they appear. But the tendency of certain words or sounds
to cluster seems not to have been restrictive or exclusive, and the possibilities for paronomasia

appear to have be open-ended.

2.4 INTENTIONALITY AND SAUSSURE’S ANAGRAMS

| have made the case in this chapter that patterns of repeated syllables and phonemes can
contribute to ring and other structures, and that the poet by these means and through further self-
annotation shows his deliberate use of such patterns. But it is also natural for sounds to cluster in
spoken language, often without the speakers’ awareness; even if we charitably imagine that the
epic poet was always aware of the sound sequences he produces, to suppose that every instance
of phonemic or syllabic repetition was intentional would require imputing to the poet a degree of
phonetic micromanagement that exceeds all plausibility. We would run up, essentially, against
the problem that faced Saussure’s anagrams.?*

Saussure’s theory, which he pursued obsessively from 1906 to 1909 and then abandoned,
was that the alliterative patterns that appear in a certain lines of Indo-European poetry encode a
‘keyword’ (mot-théme) either expressed in or pertinent to that line; often, the only means of

access to this keyword is through the extraction and reconfiguration of the repeated sounds,

which when reassembled produce the word (always a noun or adjective) precisely or, more often,

250 The following account owes much to the chapter on Saussure’s anagrams in Gasparov 2013 and to Testenoire
2010.
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approximately. In ancient poetry, these ‘anagrams’ or ‘hypograms’ were said almost always to
encode the name of a divinity or hero. Although inspired by Latin Saturnians, Saussure focused
on Homer in the first phase of his anagrammatic studies, before moving on to Latin poetry and
Neo-Latin; he also dealt with the Rig Veda, Germanic poetry, and prose. A Homeric example
considered by Saussure one of his best occurs in the speech of Agamemnon to Odysseus in the
underworld in Odyssey 11: the line époag apyoréwv avéudv auéyaptov avtunyv (Od. 11.400 =
11.407) contains in the last four words the alliterative phonemes a-ag-ga-am-me-em-mn-on,
which combine to produce the name Agamemnon.?! According to Saussure, the Homeric poems
consist of groups of verses (morceaux) that anagrammatically encode the same keyword. The
problem, as often noted, is that there are a limited number of phonemes in a language, and
necessarily fewer than the words that can be expressed, with the result that it is possible to pull
any number of disassembled “words” out of any sufficiently long phonemic sequence like a line
or passage of poetry.2®2 When Saussure presented his findings to select acquaintances, the
reception was not wholly encouraging; Charles Bally wrote that Saussure’s readings made
Homer look like a “strange, frivolous and futile character.”>

Saussure’s work on anagrams came to broader public awareness in 1971 with the

publication of a collection of extracts from his copious notebooks.?>* Most scholarly attention

21 Saussure’s further observations include that all four words start with o and end with v, like Ayapépveov; —ya-

appears in both auéyoaptov and dpyarémv; -ape- in auéyoptov, -g- in av-€u-®dv, -uv- indirectly in avé-pdv, ait-
pnv. adtpnv resembles —pvov in p + long vowel + v. —@v appears in dpyorémv avépdv. The vowels in dpyorémv
reproduce the vowel sequence a-a-é-o of Ayapéuvev. avéudv also contains same vowels as Ayauéuvev. “Il parait
plutot evident que personne ne meconnatra, des le premier moment, toute la relation du v. 407 avec les sons
d’Agamemnon” (Saussure, BGE, Ms. Fr. 3963/15, fol. 13-14v.). See Saussure 2013: 89-90, 213-216; discussion in
Gasparov 2013: 143, Testenoire 2010, Bader 1993: 6-7.

22 E g. Testenoire 2010: 220.

253 Quoted in Gasparov 2013: 145.

254 Starobinski 1971, translated into English by Emmet in 1979 as Words upon Words: The Anagrams of Ferdinand
de Saussure. A complete edition of Saussure’s Homeric material appeared in 2013, representing the first unified set
of anagrams to be published in full (Saussure 2013 ed. Testenoire, with Testenoire 2013; previewed in Testenoire
2010, reviewed and summarized by Murano 2014).



120

thereafter focused on the Latin anagrams. Though the anagram theory had a significant
nachleben in the field of literary theory,?? it has largely been treated with skepticism due to the
clear inadequacy of Saussure’s approach in terms of what it claimed to find. Calvert Watkins
adopted the Saussurian language of ‘anagrams’ and ‘hypograms’ in his discussion of Indo-
European poetic style, adducing the following Greek examples:2°®

1) Homeric h.Ap. 362 PHOI-non APO-pneiousa... PHOI-bos APO-llon

2) Hesiod Works and Days 1-2, 10: MOUSAI ...OUSAL... OUSALI..., MUtheSAImhn

3) Pindar Olympian 3.4: MOISA...pOI...MOI neoSigAlon

4) Sappho 1: POikiloTHrON’ ... POtnia THumON

5) Pindar Olympian 2.2 (for Theron of Akragas): tina THeon, tin” hEROa, tina d’ aNdra

keladhsomen.

6) Pindar Olympian 2.87/91: korakes hos akranta garueton ... Akraganti tanusais
But the impact of Saussure’s anagram theory on Homeric studies has been limited.?’

The similarity of Saussure’s account of phonemically fragmented and embedded words to
my argument for, to give one example, the reverberations of the word dotépa in vavtnet Tépag
N¢ otpatd (and maybe ano emvOipec, I1. 4.73-80) will be evident. A measured assessment
would be that what Saussure was finding was sometimes the result of chance, sometimes
conscious euphony, and sometimes the kind of phono-semantic play described in this chapter,
most of which runs its course beyond the confines of individual verses (and Saussure’s readings
did sometimes draw from multiple lines). His observation that anagrams often feature a word

that resembles the keyword in general form (the mot-mannequin) sounds like a description from

2% See Wunderli 2004.

256 Watkins 1995: 101, 107-108, 188-190 (the Greek examples at 189-190). For 6, see Lloyd-Jones 1985.

257 A notable exception is Bader 1993, who uses Saussure’s anagrams as a starting point for a discussion of Indo-
European alliteration.
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a different standpoint of the paronomasia discussed here;?® Testenoire has compared it to
identifications of parechesis and anagrams in Eustathius’ commentaries and the Homeric scholia.

Saussure’s work highlights some of the pitfalls of any attempt to identify intentional
patterns at the phonemic or syllabic level, but it also throws into relief some of the benefits of the
approach outlined in this chapter. Saussure’s attention to phonic repetition was not misplaced,?*
but his undue emphasis on the primacy of the keyword led to untenable readings. A more organic
approach would center on and start with the observable repetition of various units (Ilexemes,
syllables, phonemes), and only secondarily attempt to determine whether structural and semantic
factors warrant an interpretation of the repetitions as intentional and, finally, whether there are
indications that one phonic component hierarchically motivates another in the manner of a
keyword. The framework of the lexical-paronomastic ring structure is a useful tool for assessing
potential relationships between similar-sounding words and sequences; from another angle, the
mechanism offered the poet a systematic means of deploying sound-play that could ease its
perceptibility. Structural patterns are nevertheless not an infallible guide. Inevitably, matching
sounds will sometimes occur in corresponding positions within a broader ring structure purely by
chance. A variety of criteria beyond position within a broader structure must therefore be taken
into consideration, including some used by Saussure: the extent and similarity of the repeated
sound sequence; the proximity or frequency of the repetitions (but not necessarily limited to a
line or several lines); metrical position and/or form; syntactic roles; the recurrence in other

passages of corresponding words or sounds (e.g. KokAwy/0mAilm); and embedded annotation or

2% Saussure, BGE, Ms. fr. 3969, fol. 10v°: «Beaucoup d’anagrammes s’accompagnent d’un mot qui imite
dans sa physionomie générale le mot servant de théme a I’anagramme, et qu’on pourrait appeler, quand il
se présente, le «mot-mannequin» -(reproduisant grosso modo, comme dans une maquette, le mot visé.)».

29 Cf. Testenoire 2010: 223.
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other contextual language that semantically supports a relationship between the repeated

elements.

24.1 A (Partial) Rehabilitation of Saussure’s Agamemnon Anagram

With these criteria in hand, let us revisit Saussure’s Agamemnon anagram (Od. 11.400 =
407) from the framework of the lexical-paronomastic structure. Lines 399-401 of Odysseus’
questioning are repeated in 406-408 in Agamemnon’s reply; I start with the former. Francoise
Bader rejects Saussure’s characterization of the line 400 as an anagram, and describes it rather in
terms of alliteration as a “phonological inventory” of liquids and nasals.?®® Marked as a ring
structure, the passage looks like this:

Od. 11.397-403 AbCDCDbCA

A, b Atpeidn kvdiote, Gvaé avopmv ,

C,D tigvd oo xmp tavnAey€og Qovdtoto;
C,D ne oy évviecot Ilo oV

b dpoag apyaréay avELmY avtunv; 400
C,A né o avapoiot évdpeg EdnAfocavt’ &ml xEpcov

what fate overcame you of mournful death?
Did Poseidon overcome you in your ships,

Or did hostile men make an end of you on the mainland

when you were cattle-lifting or sheep-stealing,

or while they were fighting in defense of their wives and city?
The center of the ring structure is formed from the parallelism of the repeated os... £ddpoacoe(v)
(398-399), with the echo of the first syllable in the formula TavnAeyéoc Oavdatoio marking the

middle (e o¢ and vijeoot also produce a particularly close echo in 399).25! The sequence

oeloel/ot appears six times in the two lines (twice as ‘you’), suggesting wordplay in 6£ ...

260 Bader 1993: 6-7.
261 Both had digamma: fe < *Ié < IE *h,é-ue.
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[Moseddwv £ddpaccev, Poseidon being the hypothetical agent of the act of ‘overcoming you

[sc. Agamemnon].” The frame rings are more alliterative than lexical (although dvnp repeats, 397
and 401), with six a-s in line 397 and seven in 400, continued in the first half of 401 with
avapaotot avopeg; once again, alliterative patterns map onto the contours of the whole lexico-
phonemic ring structure.?®? The syllable v is especially prominent, appearing in (F)évaé
avopdv, Tavnieyéog Bavartolo, avéuwv, and avdapotor dvdpec EonAncavt’. There is a closer
responsion between the sequences avdp@v Ayaueuvov and avépov apéyaptov (with vowel and
consonant metathesis in Ayaue- and auéya-), enough to call the latter a paronomastic echo of the
former and the pair a ring (with a further loose echo between -apepvov and avépwv).2®® Once
again, as with the turning-post (1l. 23.331-332) and the simile of the star that appears as a sign

(11. 4.76), the use of hypothetical alternatives (fje 309, 401, 403) provides the space for the poet
to engage in wordplay. The prefix ayd- ‘very’ in Ayd-peuvov is cognate with the root péya
‘great’ in d-péyaptov, although it is not clear that this connection would have been available to
an ancient poet and audience.?%* If it was, the description of the blast of winds as auéyaptov
could be heard as a negation (with its alpha privative) of the ayd- of Agamemnon and therefore
of the man himself, mirroring the content of the lines. Even if not, the reshuffling of phonemes in
the sequence avéuwv auéyaptov can still be heard as a phonetic undoing of the name Ayouéuvov

and an illustration of how the man himself is auéyaptog for his “‘unenviable’ fate.

262 There are also echoes in knp/y£pcov, TAVRAEYEOG/VIEGGL, AYUNENVOV/TEPITAPVOUEVOY.

263 Cf. Bader 1993: 7, who notes the similarity: “Dans ce dernier exemple, la double articulation a ce que j’appellerai
une fonction anaphorique, au double sense ol I’on peut employer ce terme dans 1’énoncé: fonction de liaison entre
deux termes éloignés dans 1’énoncé (ou ils sont séparés par plusiers vers), par une répétition (anaphorique) que
assure cette liaison.” dvepoc < IE *hzenhi-mo- ‘wind.’

264 quéyoptov < d-péyap-tog ‘not enviable, unpleasant,” verbal adjective from peyaipo ‘grudge, envy, refuse’ < IE
*meg-hy- ‘great’; dya- intensifying prefix < zero grade of the same root.
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Nor is the same line in Agamemnon’s subsequent speech paronomastically inert; here

aAé@V QvER®V auéyaptov / obte P Gy oalot (407-408) is followed, after a

description of his and his companions’ deaths, by echoes in 413-415:2%

Od. 11.413-415
VOAEPEMG KTEIVOVTO GVEG DG (11 /10O0VTEG,

oil p& t° €v dvelod uéya SLUVOLEVOLO
1 Yéuo 7 €pavem 1 eilamivy tebaivin. 415

All around me my comrades were slain like bright-toothed pigs

in the house of a rich and greatly powerful man

either for a wedding or a feast or a gorgeous banguet.
The simile compares the deaths of Agamemnon’s men to the sacrifice of swine at a wedding or a
feast at the home of a rich man.?% Saussure describes avdpog péya Suvvauévoto and i yépom
gpave as two “imitative complexes” that anagrammatically reproduce the name Agamemnon,
with copious and not invariably persuasive phonetic analysis (e.g. doveiod supplies the —pv- that
represents the otherwise missing -pv- in Ayopéuvev; épdve contributes the —vw); he finds in
apyddovteg an anagram of Aegisthus (Atyis8oc), who appears in line 409.2%7 But the
connections with 407-408 are phonetically and lexically stronger, especially collectively:
apyoréov ... avapotot and apylddovieg; avépmy and duvauévolo; auéyaptov and péya... i
Yopw; dvopeg and avopog.

There are reasons to think that lines 414-415 do look back to the name Agamemnon, but
not solely on the basis of their internal phonetics, taken in isolation. The simile’s reference to a

‘rich and powerful man’ is generic, but the image bleeds over to Agamemnon himself, in whose

wealthy house the men were killed; Agamemnon’s own ill-starred marriage to Clytemnestra lies

265 |_ine 407 is given in only one manuscript (Heubeck 1989 ad loc).

266 gpvelod avdpoc is itself taken up in spiral composition by gdve avdpdv in 416, forming a small ring structure
. 24.479-482). T

267 Saussure 2013: 222-227.
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just below the simile’s surface. Pertinent is Achilles’ pun on the name Agamemnon in lliad 9, in
his rejection of the offer of marriage to Agamemnon’s daughter:

I1.9.388-392 AaBcdcdBA
Aa KovpNv & 0V yauéw Ayauéuvovog Atpeidao,

B,cd " gl ypovoein KAAAOG :
c,d Epyad’ YAOOKOTIO -390
B, A Hw O¢ yauéo: 0 8 Ayaudv dAlov Eéco,

0¢ T1Ic ol T° éméotke Kai OG PaciAedtepds E6TIV.

not even if she contends with Aphrodite in beauty,

and equals grey-eyed Athena in handiwork,

not even so will I marry her: let another Achaean take her,

who may be a good match for her and who rules a larger kingdom.
Avyopépvaov becomes A-yau-éuvov, as if the initial alpha were privative and attached to the root
meaning ‘marriage.’?%® This rendering of Agamemnon’s name is strikingly germane to the

Odyssean passage, in which Agamemnon details the fatal conclusion of his own “un-marriage”

at the hands of his wife’s lover; the phrase 1j yauo in Od. 11.415 gestures toward the same

vdpec in lines 407-408 (which repeats lines 400-401, which in turn echoes avépdv Ayduepvov
in 397), and the attestation of the wordplay on A-yap- elsewhere in Homer, it becomes hard not
to hear in the whole sequence a cascading play on the name of Agamemnon. As a point of
contrast, while it is impossible to rule out an audible phonetic link between Aegisthus and
apyo6dovreg four lines later, nothing in or outside of the passage seems to urge a supra-explicit

connection between the two words.

28 See Louden 1995: 31. yapéw < IE *g(e)m- ‘marry.’
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2.5 CONCLUSION

| have argued for the capacity of paronomasia and, in a more limited way, assonance to
participate in lexical structures and to form their own structures, and suggested that we hear
lexical repetitions as repetitions of sound as much as of meaning. But a broader result from the
investigations in this chapter is a sense for the extent to which epic diction and even content can
be motivated by the impetus to produce wordplay. Why does the poet choose a shepherd simile
to illustrate Hector’s strength in lifting a stone by himself? One factor may be the homophony of
oioc and oiog (1l. 12.442-455); at the very least, if the poet had already resolved to use a sheep
simile, this homophony likely played a role in the choice of phrasing. Why should arrows
rebounding from a breastplate be likened to leaping beans? Paronomasia does not explain the
beans, but it does account for the collocation of ‘leaping’ and ‘breastplate’ (Bdpn& and Opdokw
1. 13.586-592). A whole passage in Iliad 2 is structured to play off of the paronomasia of pftnp
and pitpn (11. 4.130-137).

Far from painting the Homeric poet as a “strange, frivolous and futile character,”?%°
although that will be a matter of judgment, this verbal play reveals a poet and tradition aware of
and interested in the suggestive potentialities of the language that serves as the vehicle for epic
narrative content, and not merely in the realm of proper names. Later Greek developments like
the speculation about language on display in Plato’s Cratylus or Stoic etymological
allegorizations of Homer appear in this light less innovative and more like occasionally baroque

outgrowths in various directions of the same linguistic interest already manifest in Homeric epic.

For the purposes of this dissertation, it is enough to observe that, while paronomasia factors into

269 See note 253 above.
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Homeric composition in ways that exceed the purview of this dissertation to explore further, to
exclude it from consideration in “lexical” structures going forward would be artificial and out of

keeping with Homeric practice.
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Chapter 3. CASE STUDIES IN REPETITION AND ICONICITY

This chapter presents a series of studies centered around specific images, words, or themes, with
the goals of demonstrating individually and collectively the correlation of those elements with
structures of lexical, paronomastic, and/or morphological repetitions and exploring the
interpretive potentialities of those correlations. The lines of interpretation taken up in the various
studies are, accordingly, heterogeneous, approaching from different angles the question of what
structural iconicity can do in Homeric epic, what it means for a scene or context or theme or
character or Homeric epic as a whole, and what it implies about poet and audience. Some studies
collect passages from across one or both Homeric texts to show the consistent use of a particular
pattern with a particular image or theme (e.g. shields, numerals, turning, ornaments and order);
some focus primarily on a specific scene or book (the breaking of the Achaean gate in Iliad 12;
the language of multiplicity in the proem of the Odyssey; the river Xanthus in Iliad 21).
Sometimes evidence from beyond Homeric epic is brought in to support an interpretation, for
example in the discussion of kocpog ‘order’ in the simile of a horse’s cheekpiece in Iliad 4,
which draws from comparative oral poetics, Pindar, and other early Greek sources to make the
case for the correlation of orderly language with orderly content.

The first study demonstrates that lexical ring structures are used throughout the Iliad in
brief descriptions of shields and considers the metapoetic implications of the poet’s interest in
the construction and constructors of those shields. The second focuses on two ring-composed
passages describing ornaments, first the brooch of Odysseus at Od. 19.221-240 and its role as a
sign to Penelope, then the simile comparing Menelaus” wound to a dyed ivory cheekpiece for a
horse at 1l. 4.140-147, the explicit orderliness of which suggests that the simile and its lexical

structure serve a comparable function with respect to the narrative as the ornament does for the
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horse. The third study treats the scene at the end of Iliad 12 in which Hector breaks through the
Achaean gates and the iconic use of lexical repetitions to enact first the gates as they ‘hold
together’ and then their failure to hold under Hector’s onslaught. Fourth is an investigation of
passages in which the numerals two or three are matched in a salient way with a commensurate
number of repetitions, and includes discussions of syntactic reflections of duality and triplicity
and of the iconicity of reduplication. There follows from that a study of the iconic multiplicity of
repetitions of ToAO¢ ‘many,” focusing in particular on the proem of the Odyssey and Odysseus’
epithet moAvTpomog ‘of many turns,” which can be interpreted in reference to the multiple
repetitions of ‘many’ within and beyond the proem. This leads to the final study on the
correlation of language of turning and lexical repetitions, which looks first at the verbs tpénm
and otpépm ‘turn’ as they appear throughout Homeric epic, and finally at divn ‘whirl, eddy’ in
descriptions of the river Xanthus in Iliad 21, in which shifting repetitions and recombinations of
thematically relevant words and roots enact the turbulent flow of the river. Taken together, the
studies yield insight into the underlying and implicit metapoetic currents of Homeric epic: the
poetry becomes the breaking gate, the flowing river, the skillfully and intricately crafted shield or
ornament, etc., and each in turn becomes a lense through which the poetry can be seen as, for
example, well-fitted, fluent, and finely crafted. The characters in the epics are locked in a
struggle against the structure of the narrative itself, and the poet is at every turn visible below the
surface as a quasi-divine orchestrator of the multitudinous, well-crafted narrative that arises out
of the careful arrangement of words and sounds.

Because structurally intricate passages often deploy metapoetic or metastructural
language along multiple axes, a number of self-reflexive terms relevant to structural iconicity

appear in the course of these studies that could in the fullness of time benefit from their own
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studies. A few can be mentioned here for ease of tracing their thread through the dissertation.
The language of joining (dpapickm) that has been discussed already in Chapters 1 and 2 (in the
simile of the man building a wall at 1l. 16.211-217 in the introduction of Chapter 1, the simile of
the potter on the Shield of Achilles at Il. 18.590-606 in section 1.1, and the simile comparing
ranks of men to waves at Il. 13.795-801 in 2.3.5) appears again in passages containing ‘well-fit’
repetitions in descriptions of shields (Il. 3.331 and 333, Il. 13.407) and the well-built Achaean
gate (1. 12.454 and 456), to leave out many instances not here discussed; this recurring language
frames the poet as a craftsman whose art and skill involves the joining of various units into a
coherent, well-arranged whole, and accords with explicit manifestations of the metaphor of poet
as craftsman or carpenter elsewhere in Greek and Indo-European poetry.2’® The phrase &vOa «oi
&vOa ‘here and there’ that appeared in the ring-composed simile of stretching a hide in 1l. 17.389-
395 (1.2), the description of Achilles tossing and turning at Il. 24.3-14 (2.2.5), and the simile
comparing the Greek forces to birds at 1l. 2.459-470 (2.3.4, with paronomasia in £0vea ‘tribes’
and avOea ‘flowers’) will appear several more times, including in a reference to the distribution
of words and stories in a passage that deploys lexical repetitions iconically (Il. 20.249 of words
and stories; further 1. 18.543 plowing a field, Il. 21.11 swimmers in a turbulent river, Il. 21.354
fish and eels tumbling, and three times in the simile for Odysseus tossing and turning at Od.
20.24-29). The language of density or thickness featured in the wall simile at Il. 16.211-217
(mokwvog “close, dense’, introduction of Chapter 1), the description of the swift alternations of
dancers at Od. 8.367-384 (tappvg ‘thick, close,” 1.3), and of the pyres of corpses at Il. 1.48-56

(bapéec ‘crowded, thick, frequent,” 2.2.5) occurs also in one of the descriptions of a shield

270 On the Greek and Indo-European metaphor, see Nagy 1999: 296-300 and 2009: 207-208; Schmitt 1967: 296—
298. Nagy identifies in the name Homer (‘Ounpoc) the same root *ar- “fit, join’ as in dpapicke and translates 'he
who fits [the song] together’; he interprets it as a speaking name associating the Homeric production of song with
carpentry.
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(Bapéec 1. 12.296) and in a simile of men casting spears at a wild beast (Oauéeg 1. 12.44, tapeig
47); many passages from elsewhere in the lliad and Odyssey could be adduced in addition to
make a case for a correlation between language of density, frequency, and thickness and close-
packed sequences of lexical repetitions. The examples could be multiplied; the following studies

offer many points of departure for further investigations.

3.1 SHIELDS

The subject of this section is the presence of lexical ring structures in the brief
descriptions of shields that appear throughout the Iliad. | collect a number of passages describing
or containing shields to survey the characteristics that are typical of their content and structure,
and consider the metapoetic implications of the poet’s interest in the craftsmanship involved in
the production of the shields. The monumental Shield of Achilles in Iliad 18 does not fit within
the limits of this study due to its length and correspondingly expansive ekphrastic imagery, but
because it looms large in scholarship on Homeric shields and Homeric metapoetics, and because
it bears some important points of continuity with the shields under examination here, a few
words on this most famous Homeric shield may serve as a useful entry point to the main topic.
Discussions of specific scenes on the Shield of Achilles can be found in Chapter 1 and 3.6.

The 130-line description of Hephaestus’ construction of the Shield of Achilles (18.478-
608) has long attracted attention as a locus of potential poetic self-reference: in the usual
formulation, the ekphrasis of the shield stands in relation to the depicted shield as the poet stands

in relation to Hephaestus, such that the marvelous craft of the blacksmith god is a reflection of
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and metaphor for the poet’s own verbal art.2’* The poet shows Hephaestus working into the
shield a series of scenes of generic human activity, but also the earth, sea, sky, and heavens,
rendering the shield a microcosm of the world. Commentators often observe that at either end of
the ekphrasis appears a reference to the world-surrounding River Ocean, which Hephaestus has
depicted encircling the edge of the shield, and that this ring composition mirrors the described
position of the river (oin 8" dupopdc €ott Aoetpdv Qreavoio 18.489 - év & &riBel motapoio péya
60évoc Qxeavoio/ dvruya map mopdtnv 18.607-608).272 Artisans of a later era would play visual-
textual games by recasting the Homeric shield in material form; a noteworthy example among
the Tabulae lliacae (1% century BCE or CE) inscribes the Homeric text of the Shield of Achilles
around the circular edge of a carved representation of the shield.?”® As Michael Squire describes
it, the artist, by placing the Homeric text where the River Ocean should be, plays off an ancient
metaphor of Homer as Ocean and makes literal the figurative ‘ring’ composition of the
passage,?’# such that the object offers evidence for the reception of a notional roundness in the
Homeric poet’s structuring of the ekphrasis.?”

Because of the length and unity of the Shield of Achilles and the lack of explicit
connection between the images displayed on it and the plot of the Iliad, scholars since antiquity

have raised questions about its presence and role in the poem as a whole.?’® These questions will

not be taken up here, but it can be noted that the lexical ring structures in the shorter descriptions

271 E g. Stanley 1993: 12-13; Reinhardt 1961: 411; Marg 1971: 39-44; Schadewaldt 1965:300; Becker 1990 and
1995; Hubbard 1992: 17, 27-35.

212 E g. Squire 2012: 14, 2013; Stanley 1993: 5, 9-10 (noting also the anaphoric repetition of cdxog uéya te
otifopdv te at 478 and 609); Becker 1995: 147-148; DuBois 1982: 17; Konstan 2017: 28n3; Fanfani and Harlizius-
Klick 2016: 86n132. Cf. Nagy 2009: 269-270 on the ring-compositional repetition of &vtug ‘edge.’

273 Squire 2012.

274 Squire 2012: 4-5. Richard Hunter (2018: 2-3) suggests that the metaphor of Homer as Ocean derives from the
Iliadic reference to Ocean encircling the shield of Achilles, in addition to statements that Ocean is the source of all
other waters at Il. 21.194-197 and simply of all at 1. 14.243-248.

275 Squire 2012: 14.

276 Hardie 1985: 11; Hubbard 1992: 16-17; Marg 1971: 24,
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of shields on which I focus may offer structural context for and bear a conceptual continuity with
the large-scale ring composition of the Shield of Achilles in Iliad 18. In terms of imagery, the
Shield of Achilles has much in common with extended similes, which are also usually ring-
composed (see Chapter 1); in fact, when Achilles’ shield is mentioned in his arming scene at 1.
19.374-380, an extended simile takes the place of a straightforward description.?’’

The final description of this shield in the Iliad, during Achilles’ combat with Aeneas in

Book 20, offers a good example of the kind of description with which this section is concerned:

Il. 20.267-274 ABCDEFGGFEEDcBBA

A, B 0vd¢ 1ot Aiveioo daippovog dPpuov Eyyog

c,D o0KOG: YOp €pOKake, ddpa Beoio-

E, F, G da\\a pev Ehocoe 0l rvyoc, ol o’ ap’ &t TpeElg
G,F noav, énel mévte nriyoc Hhooe KoALOTOSioY, 270
E,E 1dc yorkeiog, 0" &vdo0t kaoo1TéPO10,

D, ¢, B v ¢ piav , TN peilvov £yyoc.

B devtepog ot Ayihedg mpoisl Solydokiov Eyyoc,

A kol BéAev Atveioo kot dorida mavtoo’ éionv...

Indeed skilled Aeneas's mighty spear did not then

pierce the shield, for the layer of gold, gift of the god, stopped it.
It went through two layers, but three remained,

since the club-footed god had made the shield in five layers,
two of bronze, the two innermost ones of tin,

and one of gold; it was in this that the spear was stayed.
Achilles in his turn threw his long-shadowed spear,

and struck Aeneas’ shield equal in all directions...

Aeneas’ spear goes through two layers of the five of Achilles’ shield, giving rise to an
abbreviated account of the shield’s construction by Hephaestus (kvAlomodicwv 270) out of layers
of various metals. The repetition of ttoyag ‘folds, layers” marks the turning (folding?) point of
the ring structure, while the return picks up prior words in an iconic enactment of the shield’s
layers: as the poet and audience proceed through the description, they proceed through the

figurative ‘layers’ of the shield. A paronomastic ring occurs at the transition into and out of the

277 Also discussed in section 1.3.
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description of the shield: Aeneas’ spear did not break (pii&e 268) the shield, because the layer of
gold held it (p* £oyeto 272). The ring structure leads into Achilles’ attempt to strike Aeneas with
his spear, which hits his opponent’s shield with greater effect (the first two lines of the following
are repeated from above):

Il. 20.273-281 ABCDDCBCA

A Sevtepoc ant’ Axthedc mpoist SohrdcKIov EyY0C,

B,C «oaiPaiev Kot avroo’ glony

dvtuy’ Bmo mpdTV, T Bée yohkog, 275

O’ &ménv pvog Pods- 1 0€ d1d Tpo

,,,,,,, O TG,
d” é0An kai amo £0ev " avéoye

deloag: eyyein & dp’ vmeEp vodrTov &vi yain

g€otn lepévn, S & dppotépoug Ehe kdrAovg 280
auefpotng: 0 8 AAELALEVOS OOPL LAKPOV. ..
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Achilles in his turn threw his long-shadowed spear,

and struck Aeneas’ round shield equal in all directions

at the very edge, where the bronze was thinnest,

and thinnest was the oxhide; the spear of Pelian ash

went clean through, and the shield rang under the blow;

Aeneas was afraid, and crouched backwards, holding the shield away from him;
the spear, however, flew over his back, and in the ground

stuck quivering, after having gone through both circles

of the sheltering shield. Aeneas though he had avoided the spear...

Like Achilles’ shield before it, the description of Aeneas’ shield is ring-composed; &yyog in 273
and Aiveioo in 279 participate in each. Aeneas’ shield is more humble than Achilles,” and
Achilles’ spear is able to break through because it hits where the shield is thinnest, under the rim.
The turning point of the lexical structure is the repetition of Aentétaroc/-n, ‘thinnest,” just where
the lexical structure is at its figurative ‘thinnest’ — the narrow, temporally proximate repetition of

Aemtotartoc/-n enacts the superlative thinness it describes.

3.1.1 Types of Shields and the Shield of Ajax
Aeneas’ shield, called an aonig (274, 277, 278, 281), is here described with the formula

‘equal in all directions’ (domida wavroc™ &lonv 274) and is said to have ‘circles’ (kdkAovg 280),
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indicating the layers through which the spear passes. The word aomnig is usually understood to
denote a small, circular, bossed shield (its epithets include mévtoc’ &ion, edxvkiog ‘well-
rounded,” and opgpaideooa ‘having a navel’), while the Homeric odxog is interpreted as a
rectangular or figure-of-eight body shield made of oxhide (uéyo otifapov te ‘great and strong,’
éntafosiov ‘of seven oxhides’).2’® But, as Bershadksy has shown, Homeric descriptions of
shields designated by the two labels are inconsistent in terms of size, shape, and material; while
some characters are only ever shown with one type of shield or the other,?’® nothing conclusive
can be said about the physical characteristics of the shields, including their shapes, on the basis
of the terms domic and cécog alone.?®® Achilles’ divine circular shield, for example, is always
called a séxoc, except when Thetis asks Hephaestus to make an domnic in 18.458.28 Bershadsky
concludes that the terms domnic and ocdxog are associated with thematics of defeat and victory in
the passages in which they appear and thus “constitute movable labels that can be applied to the
same shield in different circumstances.”?®? This formulation offers license for thinking of these
shields as loosely-delineated poetic constructs.

Labels aside, the description of Aeneas’ shield as ‘equal in all directions’ in the passage
above is suggestive, given that the lexical ring structure in which it appears may notionally be
considered symmetrical in ‘all’ directions. This image of balance appears again in the auet- of
auePpotnc ‘mortal-surrounding” (281), another Homeric epithet for shields.?®® As with the
‘circle-eyed’ Cyclops of the Odyssey discussed in Chapter 2, kOkAoc in its most literal sense

gestures toward the ‘roundness’ of the patterns at hand. The ambiguities in Homeric descriptions

278 Kirk 1985: 315 (cited by Bershadsky 2010: 2).

27 Bershadsky 2010: 1-3.

280 Bershadsky 2010 esp. 3, 15-16.

281 Bershadsky 2010: 17.

282 Bershadsky 2010: 15.

283 Bershadsky 2010: 16n50 draws attention to the similarity of the two epithets in terms of their connotation of
defense from all sides.
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of shields allow space for an association between structure and content regardless of the name
assigned to any given shield.
Ajax’ shield, consistently called a cdkoc, is twice described with ring composition in his

combat with Hector in Book 7:

1. 7.219-225 AB C(D)EFGG(D)FEC AB

A, B, C, D Afac §” &yyd0ev nAde nite Topyov

E,F.G G , & ot Tuylog kGue tevywy 220
okvtoTOp®V O Gprotog “YAN Evi oikia vaiwyv,

D,F &g oiémoinoev aidolov

E Tavpov Cotpepémv, €nl o’ dydoov Hlaoce

C, A 10 mpoche atépvolo Telopmviog Alog

B othi pa pédd’” "Extopog £yyvg, dneilnoag ¢ mpoonvda-... 225

Ajax came up close bearing his shield in front of him like a wall—
a shield of bronze with seven folds of oxhide—the work of Tychius,
who lived in Hyle and was by far the best worker in leather.

He had made the shield with the hides of seven

full-fed bulls, and over these he had set an eighth layer of bronze.
Bearing this shield before him, Ajax son of Telamon

came close up to Hector, and menaced him saying...

Il. 7.244-250 ABCDDCBAZ

A 7 Pa, Kai AumeToAmv Tpoist Solydokiov Eyyoc,
B,C «oaiPdaiev OEVOV GAKOG 245
D aKpOTATOV KOTA , 0¢ y800¢ fev &n” avTE.
D &€ 8¢ 10 wrdyag MO Saitlwv dreprc,
C gv i & PVé oyéto- devrepog ote
B, A dtoyevig mpoiel 00MydcKIOV Eyy0C,
kai Bée Tpropidao kat’ domida mwavroo’ ionv. 250

So he spoke, and brandished and threw his long-shadowed spear.
It struck the fearsome seven-oxhide shield of Ajax

in its outermost layer—the eighth, which was of bronze—

and the untiring bronze went cleaving through six of the layers
but in the seventh hide it stayed. Then in turn

Ajax sprung from Zeus threw his long-shadowed spear

and struck the shield of the son of Priam equal in all directions.

284 Cf. the brief discussion of this passage in the introduction to Chapter 2.
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Both descriptions emphasize the material (bronze and oxhide) and construction (seven layers,
with an eighth of bronze) of Ajax’ shield. We hear in 7.220 of the shield’s creator, an otherwise
unknown Tychios whose name is paired in figura etymologica with the verb tevym, ‘make.’?%
There may be a pun at play in the fact that Tvyioc... Tevywv marks the center of the first ring
structure at 220, while wtoyoc ‘folds/layers’ appears at the center of the second ring structure at
247. Although domida ndvtos’ €iony in 250 describes Hector’s shield rather than Ajax’s, the
phrase remains apt for the structure that accompanies Ajax’s shield and suggests that there may
be a degree of leeway in the resonance between structure and content, to the effect that a phrase

describing one thing in the narrative may act as an embedded annotation of a structure that

accompanies the description of something else.

3.1.2 Recurring Elements and the Shield of Sarpedon

It is apparent from these four examples that the poet in composing descriptions of shields
draws from a stock of vocabulary and imagery that includes driving (éAabvw), folds or layers
(mToyes, kOKAOL, with the precise number sometimes specified), bronze (yolkdg) or other metals,
oxhide (Bogin), craftsmen (kvAlomodiov Il. 20.270, Tvyiog Il. 7.220), and balance (donida
navtoo’ €ionv), although not all of these appear in every description. These recurring elements
are sometimes leveraged as lexical repetitions in ring structures, as ypvcsog/ypvoiv Il.
20.268/272; éntaPocioviEBdopdrn Il. 7.245/248; Ehacce d1a nroyog/atoyos fHrace Il.
20.269/270.%¢ A loosely ring-composed description of Sarpedon’s shield in Iliad 12 bears this
out:

I1. 12.290-299 ABCDCDcBA

OV’ Gv o tote Ye Tphdeg kol @aidog "Extwp 290
Teiye0g EppNnEavto TOANG Kol LoKPOV dyfa,

285 Kirk 1990 ad 7.220-223.
288 Further, yéhxeoviyohkov 1. 7.220/223; yahcoviyohkog 1. 7.246/247; éntaBosiov 1. 7.220/222.



138

el un dp’ viov £0v Zapnndova pntieto Zelg

A E opoev én’ Apyelotot Aéovl’ i¢ Bovoiv .

B avtiko 8’ domida pev npodcH’ mavroo’ éionv

C, D, C xoAnv , v Gpa 295
D, E , &vrocbev 6¢ Boeiog pawe Oaueiag

B mv ap’ 6 ye mpdcbe dv0 dodpe TIVAGG®V
A By p” Tuev d¢ e Aéwv 0peaitpoPog, 8¢ T° EMOELNG. ..

Still the Trojans and brave Hector would not yet

have broken down the gates and the great bar,

had not wise Zeus stirred his son Sarpedon

against the Argives as a lion against a herd of horned cattle.

Before him he held his shield equal in all directions

of fair hammered bronze, that the bronzesmith

had hammered, and had lined with ox hides stitched

with rivets of gold all round the shield in a circle;

this he held in front of him, and brandishing his two spears

came on like some lion of the wilderness, who has been long famished...

Sarpedon’s shield is ‘equal in all directions’ (294) and features circular layers (kOkAov 297),
references a blacksmith (yaAkebg 295), and repeats the elements ‘bronze’ and ‘driving.” The verb
Ehavvo is the favored verb for the craftsman’s activity in producing shields, indicating “the
process of working bronze into a convex sheet to form the outer cover of the shield”;?®’ in a
brief, ring-composed description of Menelaus’ shield in Iliad 13, the infinitive éLdccon forms a
paronomastic ring with Meveidov (13.606-607).288 Whereas o ‘hold’ likewise formed a
paronomastic ring in 1l. 20.268/272 (pn&e-p’ Eoyeto), here it is repeated (294, 298) in a
description of Sarpedon’s action of holding out the shield.?® It is not clear what technique is
being described when the craftsman sews hides with golden rods or staples (papdoist 297),2%° but
the language of the craftsman ‘stitching in a circle’ (pawye... Tepi kKOkAov 296-297) seems

appropriate as a metaphor for the production of lexical structures insofar as it hinges on a

287 Hainsworth 1993 ad 12.294-296. The verb occurs also at 1. 20.269, 270; 1l. 7.223.

289 For the paronomasia of Gpeev (293) and épesitpogoc (299), see Chapter 2.
2% Hainsworth 1993 ad 12.297.
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repetition of units that yields a round shape in the end.?®! If there is an association here between
the shield stitched in a circle and the (again, rather loose) pattern of lexical repetitions, the
Homeric passage interestingly anticipates the elsewhere explicitly attested metaphor of stitching
for poetic production that later gave rise to the term poy®dog ‘rhapsode,”’ literally ‘song-stitcher’
(from péyon and dowdrv), which designated reciters of epic verse.??

The phrase papooiot dinvekéotv ‘with continuous staples’ is also interesting in this
connection, because (du)nvekng ‘continuous, unbroken’ was conceptually and lexically
associated with rhapsodic performance in antiquity: a fragment ascribed to Callimachus
describes ‘singing continuously (1vekég) a story woven on a staff’ that has been taken up in
sequence (Koi TOv €mi PaPo® udbov deowvouevoy / Mvekeg deidm dedeypuévog), referring to the
practice of ‘relay poetics’ in which one rhapsode picks up the narrative where another leaves
off.2% Gonzales connects the fragment’s description to the use of Smvexéc and dupvekéwc in the
Odyssey to describe continuous speech, for example when Odysseys tells the Phaeacian queen
Arete that it would be difficult to recount all of his troubles continuously (dimvekéwg 7.241);
Gonzales notes that Odysseus is elsewhere compared to a poet (o166¢ Od. 11.368) and that this

“encourages us to consider his narrative representative of good rhapsodic practice,” one that

“reflects the tendency towards comprehensiveness characteristic of rhapsodic poetics.” If

291 Cf. the chiasmus of Od. 24.227-229:
...pundevta 6¢ €0T0 YTV
pomtov detkélov, Tepi 6 Bogiag

...He wore a filthy tunic,
a shabby stitched one, and had bound stitched oxhide greaves
around his shins, to avoid scratches. ..
292 Cf. the Hesiodic phrase duvoig péyavreg dodnv (fr. 357 M.-W. = 297 Most). According to Fanfani and
Harlizius-Kliick (2016: 87), “the relevant technological idea at work [in the metaphor] seems to be the condition of
orderly structure and continuity of the threads/laces/ropes that enables such operations.” Ancient commentators
explained the etymology of pay®ddc in terms of the gathering of the disparate parts of Homeric epic into a unified
whole. See discussion in Nagy 1996: 61-79; differently Beekes 2010 s.v. pay®ddg.
293 Scholia 1d to Pindar Nemean 2. See Gonzalez 2015: §10.1-2; D’ Alessio 1996: 409n92.
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dmvekng is already used to characterize a rhapsodic kind of narrative within Homeric epic, the
presence of the word in the description of Sarpedon’s shield is another mark in favor of a

metapoetic interpretation of the language in the passage.

3.1.3 Shields and Craftsmen

It is noteworthy that three of the above passages contain references to craftsmen. In the
exigencies of combat, the strength and quality of a shield may contribute to the success or defeat
of a warrior, and the poet’s preferred way of characterizing a shield’s strength is evidently by
emphasizing its material and layers. But the Homeric product implicates its own production: the
presence of folds or layers of hide or metal readily connotes for the poet the act of their creation,
as when he describes Sarpedon’s shield as ‘driven bronze’ (yaikeinv é€fiatov 12.295), then
follows it immediately by a reference to the bronzesmith who has driven the bronze, with the
passive adjective resurfacing as an active verb (/v &po. yatikede/ frocey 12.295-6).2%

All of the characteristics of ekphrastic representation identified by Andrew Becker in his
analysis of the Shield of Achilles in Illiad 18 are at play in miniature in these three shorter
descriptions of shields: a referent, a notionally real shield; the physical medium or material of the
object; the creator and creation of the work; and the poet’s reactions to the work, which guide the
audience’s response to the poet’s own ekphrastic creation.?® This last element manifests in the
praise of Tychios as the ‘best’ of the hide-cutters at Il. 7.221 (cxvtotopwv 8y dpiotog) and the
description of Sarpedon’s shield as ‘beautiful” at Il. 12.295 (kaArv). Outside of Iliad 18, the

superlative craftsmanship involved in the production of Achilles’ shield is implied by the

2% gseveral scholia attest to an ancient debate over whether the adjective was the unaspirated é&nlatov “‘driven out’
or the aspirated ¢Enlatov ‘six-driven.” Aristarchus privileged the aspirated form as a reference to the number of
layers that make up the shield, while Zenodotus preferred the unaspirated form, followed by ££¢éhac’, EvtooBev 8¢ in
line 296. A scholiast compares é&nlatov to éntapocsiov (Il. 7.220) and the five layers of Achilles’ shield (1. 18.481,
20.270). See T 12.295-297, A 295, bT 295, A 296.

295 Becker 1995: 42-44.
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reference to Hephaestus (kvAlomodicwv 20.270) in the description of the shield in Iliad 20. When
the poet takes the time to refer explicitly to a shield’s creator, he does so with esteem for the
creator’s craftsmanship;2% by contrast, no craftsman is mentioned when Achilles’ spear crashes
through Aeneas’ flimsy shield at 1l. 20.273-281. In addition to Becker’s levels of representation,
the fact that the poet devotes time to describing shields and in describing them devotes time to
their creation and creator is itself noteworthy: the poet’s interest in workmanship mediates the
described objects through the appreciative lens of the craftsman.

The presence of craftsmen in passages containing these lexical structures supports on this
small scale the same analogy between poet and craftsman that has been made by Becker and
others in discussions of Hephaestus and the Shield of Achilles in Iliad 18, namely that through
structural reflections of content the narrative-internal craftsman becomes a metaphor for the
poet’s own production of the passage. The poet’s recurring emphasis on the balance of shields
and their ‘circles’ corresponds with the symmetry of the ring structures, while the enumeration of
folds and layers corresponds with the multiplicity of repeated terms that form concentric ‘rings’
in the structures. If Sarpedon’s shield can be called ‘beautiful,” the poet seems to suggest, so is
the passage that describes it; the ‘best of the hide-cutters” who made Ajax’ shield finds his
correlate in a putatively ‘best’ poet, and all of the positive associations that redound to the credit
of the poet reach their peak in the exalted Shield of Achilles in Iliad 18.

Any reference to a shield, however brief, may evoke for an audience the background of
creation and creator that becomes explicit at certain points in the text. Because ring structures
mirror content even when craftsmen are not explicitly mentioned in descriptions of shields, these

too give us glimpses of the poet-craftsman, who can structurally imitate a shield breaking at its

2% Becker 1995: 152.
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thinnest point as effectively as he can a fine shield that does not break. While the shield’s failure
might reflect poorly on its unmentioned creator—although in Il. 20.275-276, the thinness of the
spot on the shield where the spear passes through is framed as a function of a seemingly typical
(mortal) shield design—the poet’s dexterous imitation of that thinness must be reckoned a
success. We may note in this connection that the adjective Aemtdg, the superlative of which
describes the shield and marks the ‘thinnest’ point in the aforementioned ring structure, suggests
fine or delicate craftsmanship when applied in Homeric epic to garments, and the word may
simultaneously bear this resonance for the poet’s artistry while having negative implications

within the narrative itself.2%’

3.1.4 Other Shields

Some indication of the strength of the association between ring structures and shields is
provided by passages that are not primarily concerned with a shield per se, but contain a
reference to one:

ol

.793-800 ABC DEDE CBA

Tvdeion & éndpovoe yYAowk®dmig AOMvn:

gbpe 8¢ 1OV e dvakta Tap’ Kol dyecev

EAKoc avoyvyovta 10 pv Baie TTavoapog id. 795
Opadg Yap tv E1e1pev VO TAUTEOS

Aomioog eVKDKAO0V T® TElPETO, KAUVE OE YEIPO,

av o’ loywv KEMUVEQEG Al AOpdpy VL.

B o¢ Cuyod fiyato eodvNceéy Te-

7 OAiyov ol maido éokdTa yeivaro Tvdevc. 800
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The goddess Athena sprang to the side of the son of Tydeus,
whom she found near his chariot and horses,

cooling the wound that Pandarus had given him with an arrow.
For the sweat hurt him beneath the broad strap

of his circular shield: by this he was hurt, and his hand grew weary,
and lifting up the strap he wiped away the blood.

27 E.g. Il. 22.510-511 &ipor’... rentd te kai yopievta (‘clothing delicate and graceful’), Od. 7.96-97 nénhovAentol
govwvntot (‘peploi delicate and well-spun’), Od. 10.543-544 ¢dpoc... Aentov ki yopiev (‘cloak delicate and
graceful’).
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The goddess laid her hand on the yoke of his horses and said,
"The son of Tydeus is not such another as his father.

Here the shield is mentioned only in connection with the shield strap, but appears at the center of
a lexical structure accompanied by the epithet ebxviiog ‘well-rounded.’

In his arming scene in lliad 3, Paris’ shield is described minimally with the epithet ‘large
and strong’ (uéya te otiBapdv 1, 1l. 3.334), but appears in a ring structure that spans the scene of
Paris arming:

Il. 3.330-336  AbCDDCbA

A KVNUidag pev mpdTo, TEPL KVUNGLY 330
b,C,D , Gpyvpéolcty Emouplolg dpapvioc:

Sevtepov av Ompnka mepi otHdecoty Edvuvev
D 010 KaGtyviTolo Avkaovog: /iproce & avt.
C apei & ap” dpowow BaAeto Eipog apyvponiov
b , avtap Enerta odxog péya 1€ otiPapov te- 335
A Kpoti & € 1pOip® KuvéNy ebrorrov

First he placed greaves on his legs,

beautiful ones, and fitted with ankle-clasps of silver;

after this he put around his chest the cuirass

of his brother Lycaon, and fitted it to his own body;

he hung his silver-studded sword of bronze about his shoulders,
and then his shield great and mighty.

On his comely head he placed his helmet, well-wrought...

It may be the case here that this ring structure has greater resonance with the language of fitting
and joining (apapvuiog 331, fipuoce 333, with further paronomastic echoes) applied to the
breastplate at the center of the structure than with the unelaborated shield, but the two need not
be mutually exclusive.

The shield of Agamemnon, the only shield in the Iliad besides Achilles’ that receives a
description of the images worked upon it, lacks the kind of internal annular structure displayed
by other descriptions of shields:

1. 11.32-40
av 0’ ELeT auMPBpotnV moivdaidotov domida Bodpv
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8v 8¢ ol dupaloi Noav £elkKoo1 KOGGITEPOLO
Aevkoi, &v 8¢ pécoloty &NV HEAAVOG : 35

TPELC dUELaTPEPEES EVOC OYEVOG EKTEPLVTOLL. 40

He took moreover the richly-decorated shield that covered his body—

fair to see, with ten circles of bronze running all round it.

On the body of the shield there were twenty bosses of white tin,

with another of dark cyanus in the middle:

this last a grim-looking Gorgon's head crowned,

glancing dreadfully, with Rout and Panic on either side.

The strap was of silver, on which

there was a writhing snake of cyanus with three heads

that sprang from a single neck, and went in and out among one another.
If there is structural iconicity in the passage, it is to be found beyond the boundaries of the
description of the shield, possibly in the recurring language of serpents (dpdxovtec 26, dpdkwv
40) that, in the descriptions of Agamemnon’s breastplate and shield-strap, respectively, precede
some lines before and then follow immediately after, so that the snake-haired Gorgo is
narratively surrounded by snakes. The language of ‘crowning’ (éotepdvmto 36) certainly seems
promising as a metastructural cue, but its presence alone cannot verify that there is any
corresponding structure that ‘crowns’ the passage. The repetitions in Agamemnon’s arming

scene are complex, and perhaps more general reflections of the motifs of well-joined and well-

fitting armor and the snaking imagery (e.g. é\éAikto dpakwv 39) that appears on his armor.

3.1.5 ‘Equal in All Directions’

Let us return for a moment to the formula donida névtos’ €ionv (‘shield equal in all
directions’) and its implications of structural balance, because there are several Iliadic passages
that make the notional ‘equality in all directions’ more pointed by repeating the element mavt-

‘all.” One of these appears in the combat between Deiphobus and Idomeneus in lliad 13:
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Il. 13.404-410 AB cD EffE AB cD

AB &AL\ 6 pev dvta idov AedoTo yaAkeov £yyog

c, DE ’Tdopevedc: YOp O1T’ “éion, 405
f mv dp’ 6 ye pvoict Bo@v Kol vAPOTL YOAKGD

f

E, AB 1] bmo €GAN, T0 & VIépmToTo YAAKEOV EYYOC,

c,D 0¢ ol EmBpé€avtog doev
£yye0c- 00d” MOV pa. Papeing xepog apTkey, 410
AL EBol” Tnmacidny Y yrvopa mowéva Aadv
Nrop Vo Tpomidwv, eldap & VO yodvar’ ElvcE.

But Idomeneus was on the look-out and avoided the bronze spear,

for he was covered by the shield equal in all directions—

he was bearing a shield of oxhide and flashing bronze,

rounded, with two arm-rods on fitted on the inside.

He wholly crouched under cover of this, and the bronze spear flew over him,
but dryly the shield rang out as the spear grazed it,

and the weapon sped not in vain from the strong hand,

for it struck Hypsenor son of Hippasus, shepherd of his people,

in the liver under the midriff, and at once his limbs failed beneath him.

The words vn” domidt mévtoc” €ion, / v (‘under the shield equal in all directions, which’ 405-
406) are picked up lexically and syntactically in the ring structure’s return by tf] Yo ndg (‘under
this [shield], all...” 408). If a correlation avails between the shield ‘equal in all directions’ and
the lexical structure, the repetition of wéavt- contributes to the sense in which the structure is all
equal, is equal in the direction of navt-. We find in addition the participle apapvia ‘fitting’ at the
center of the structure, as it was in Paris’ arming scene at Il. 3.330-336, except here used of the
shield itself. The sense of the adjective divwtdc ‘turned, rounded’ (407) in its application to the
shield is obscure; Janko opines that it “probably means ‘adorned’ or ‘faced’ with leather and
bronze,” but that it “may have been reinterpreted as ‘decorated with concentric circles’, like
many eighth-century round shields... or as ‘turned (on the lathe).””’?%® Again, our inability to
determine what this adjective tells us about the poet’s imagined shield in terms of its material

form or construction does not hinder us from hearing in its verbal root (dwvevw ‘whirl, spin

2%8 Janko ad 13.406-407.
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around’) a commentary on the “whirling” lexical repetitions of the passage. The two ‘rods’
(kavoveoot 407) on the shield are something other than the staples (papoot) that appeared on
Sarpedon’s shield at 1. 12.294-297; the only other place they appear are on Nestor’s shield at Il.
8.193, on which line a scholion avers that they are rods crossed in an X, presumably some type

of struts.?®°

In 11. 23.815-819, a passage that emphasizes the proximity of Ajax and Diomedes in
combat through the iconic repetition of oyedov ‘close’ (related to £yw ‘hold’), the word mévtoce
in donida ndvtoo’ €ionv forms a ring with wévtag three lines prior:

Il. 23.815-819 ABCCBA
A ...0gwoV dgpropéve- BapPog & Exe mavtac Axolovg. 815
B GAL> Ote oM noayv &’ dAAAoIoLY 16VTEC,

C,CB pev Emicay, 0¢ opundnoay.

A &v0’ Alag pev Emetta Kot domioo mavioo’ éionv

VOE’, 000 pd’ Tkavev- Eputo Yap Evoobt BopnE:...

...glancing fiercely, and amazement held all the Achaeans.

But when the two were now close up with one another,

thrice did they spring forward and thrice come close to each other.

Ajax pierced Diomede's shield equal in all directions,

but did not reach his skin, for the cuirass beneath the shield protected him...

The shared metrical form and position of the repeated mévtog/ndvros’ represent a further axis
along which the repetitions may make a claim to the ‘equality’ indicated in tévtoc’ €ionv.

Paronomasia is brought into play in lliad 11 when Hector’s shield is described with the
conventional formula before a ring-composed simile comparing Hector to a star:

1. 11.61-66 AB CDDC ABD

A, B,c "Extwop d’ év mpdtolst oép’ domido " Eionv,
C,D  oiog¥d &k odMog dotp

D, C , TOTE & aTIg £V oK1devTa,
A B
C

er

, C ¢ "Extmp 0T¢€ pév 1e HETO TPAOTOLoL :
ALOTE O° €V TUUATOLOL KEAELMV: & dpa YoAK®D 65
AApe” Mg e otEpOmN TATPOS A0S aiiydy010.

299 Janko ad 13.406-407.
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Hector in the first rank bore his shield equal in all directions,

and as some baneful star that appears through a rent in the clouds
shining, and is again hidden beneath the shady clouds;

even so Hector appeared in the first ranks

and now again in the hindermost urging them on, and all in bronze
he gleamed like the lightning of aegis-bearing Zeus.

The simile plays off the sound similarity of mévtoo’ in the phrase describing the shield and the
verb gaive ‘shine, appear’ in the tenor and vehicle of the simile, especially as ring ¢/C in lines
61 and 64 in the parallel sequence "Extwp- tpdroiot- mévioc’/@aveokey. The repetition of the
syllable mav/pdv creates a ring structure which situates mév/@dv ‘equally in all directions.” The
sense of av- ‘shine’ bleeds into that of wév-, as well, as the gleam from Hector’s armor and in
particular his shield leads to the statement that he ‘shone all in bronze’ (ndg 6™ dpa yark@®/ Adpue’
65-66) like the lightning of Zeus. The extended simile is balanced all over in terms of its shining;

it shines or makes manifest both ‘shine’ and ‘all’ all over.

3.1.6 Summary and Conclusion

The passages gathered here have served to demonstrate that the use of ring composition
in descriptions of shields is a recurring tendency in the Iliad. Homeric digressions or descriptions
that pause or slow down the action of the narrative are frequently ring-composed, so this is in
many ways unsurprising.3® But, as with extended similes, the presence of internal rings shows
that these ring structures are not simply a matter of joining the digression to the narrative by
smoothly facilitating the transition out of and back into it. The case for a correlation between
form and content in descriptions of shields is strengthened by the recurring language and
imagery that is used to build up the descriptions, and which is sometimes repeated to form

lexical rings. This language includes the multiple folds or layers (ntdyeg, kOxhot) that make up a

300 Gaisser 1969; Stanley 1993: 6-9.
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shield, sometimes numbered (e.g. éntopocioc),3*t and circularity or balance (névtoc’ gion,
apePpotng, ebkvkrog); the structural unity of a passage may be reflected in verbs of holding or
joining (8ym, apapiokm). The formula donida ndvtos’ €ionv gives rise on more than one
occasion to a lexical ring consisting of the repeated element mavt-, demonstrating iconically the
structural sense in which a passage may be considered ‘equal in all directions.” Metrical
considerations can also contribute to the sense of balance and symmetry: navt- is sometimes
repeated in the same metrical form and position (Il. 23.815/818, 11.61/65), but so are other
repetitions in passages that feature the formula donida tavros’ £ionv, such as mpoiet
doAyookiov Eyyoc at Il. 7.244 and 249 and Aiveiono, £yyog, and ypvcoc/ypvoijv in 1l. 20.267-
272.302

The short descriptions of shields reveal on a small scale the same emphasis on
craftsmanship that is evident in the account of Hephaestus’ construction of Achilles’ shield in
Iliad 18; as there, the relationship between form and content suggests an analogy between
craftsmanship and poetic production to the effect that descriptions of well-wrought objects serve
as metapoetic reflections on the poet’s skill in producing those descriptions. The poet’s interest
in the material, production, and producers of worked objects betokens a preoccupation with his
own role in shaping (‘driving,” éAavvm) the poetic medium, which, like malleable bronze or
stitchable oxhide, obtains its beauty and efficacy through his influence. The raw material with
which the poet works must be understood as the words, roots, and sound-sequences that he
places in such an order as to both create a coherent narrative through their denotations and

connotations and to structurally imitate that narrative through their repetition and placement.

301 One should not expect a correlation between the numbers indicated and the number of lexical repetitions that
produce a ring structure in a description of a shield, however.
302 Also ydAkeov Eyyog at 1. 13.404/408.
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Viewed within this context, the ring-composed account of Achilles’ shield in Iliad 18
appears not as a relatively isolated moment of poetic self-awareness, but as an expansion and
working-out of a structural-semantic interplay that pervades the lliad, and, on the basis of art
objects other than shields, the Odyssey. It may be taken as self-evident that monumentality was
part of a poet’s aim in producing the Shield of Achilles, and that this accounts for some of its
noteworthy divergences from other Iliadic descriptions of shields. The poet here goes beyond the
typical references to material and process by describing a series of images worked into the
shield; whereas a physical shield offers limited space as a canvas for images, the poet’s medium
IS subject to no such constraints, and the “space” it affords for description is theoretically
limitless. The diverse but generic images that adorn the shield—warfare, city life, weddings,
agriculture, and other scenes that span the range of human experience—have led modern
interpreters to view the shield as “an epitome of everything that happens in the world,” to use G.
E. Lessing’s formulation;>*® already in the Hellenistic period the celestial elements on the shield
gave rise to an allegorization of the shield as a koopov piunpa, an imitation of the cosmos.®* In
spite of deviations from the norm in terms of length and content, the poet does not leave aside
the recurring elements of material and production: the scene that introduces the long description
shows Hephaestus creating a five-layered shield (zévte & @p’ adtod £cav odxeoc ntoyeg 481)
with a threefold rim (tpirhaxo 480); references to the metals of which the images are composed
appear throughout;*® and the description of images on the shield is punctuated by a refrain of

‘and he made...,” ensuring that Hephaestus as creative agent, and by extension the poet himself,

303 |_essing (Laokoon 1766 = Gesammelte Werke, Berlin, 1995, V. 136, n12), quoted by Hubbard 1992: 16.

304 Schol. ad Arat. Phaen. 26 (Maass 343.17), unattributed but likely derived from Crates of Mallos; see Hardie
1985: 15.

30511, 18.517 Ares and Athena in gold; 549 a field of gold; 562-565 a vineyard scene of gold, tin, and cyanus 574-
577 gold and tin cattle and shepherds.
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is never far from view.3% On the other hand, the shield famously depicts things that are
impossible for static pictorial art to represent, like sound and movement.®*” As the poet encodes
himself in the divine blacksmith, Hephaestus becomes, by a reversal of the same metaphor, a

poet.

3.2 ORNAMENTS

This section discusses two Homeric descriptions of ornamental objects, the brooch of

Odysseus in Odyssey 19 and the simile of the horse’s cheekpiece in lliad 4.

3.2.1 Odysseus’ Brooch

Od. 19.221-240 AB cD EFGDGFE ¢ ACB
® YOvaL, APYaAEOV TOGGOV YPOVOV Appic 86vTa
elmépev: fon yap oi €e1koctoV £€10¢ £0TIV
€ ol kelbev &P koi dufic dmeAnivOe mhTpnc:

A a0 TP oL Epéw G pot ivdGALETON TTOp.
B yAoivay Topeupény oVANV &yxe 610¢ , 225
cD oAy avTap ol TETVUKTO
avroicwy §130uotot- maporde 8¢ daidadoy Nev-
E &V TPOTEPOLGL TOOEGTL KO®V EXE ToikiAov EALNOV,
FG acmoipovio AMwv- 10 8¢ Gavudleokov dravreg,
D,G ocol €6vteg 0 uev Ade vefpov amdyywv, 230
FE aOTAap O EKQPLYEEV LEPODS OTOLPE TOOEGTL.
C TOV 08 1T®dV’ olyaAoEVT,

010V 1€ Kpoubdoio Aomov kata ioyaléoio-
TG HEV ENV HOAOKOC, AapUTpoc & Ny NéEMOG B¢

M P&V moAkai y* adtov E0nMoavto yuvaikec. 235
A GALO O€ To1 £pEm, oV & €Vl Ppeai BAALEO ooV
C,B ovko0id 1 téoe €ot0 oiko0’ ,

7 Ti¢ £taipov ddke Hofig £mt vnog idv,
1] Tig mov Kai EgTvog, €nel moAdoioy ‘Odvooelg
goke @ilog: Tadpot yap Axoudv noav Opoiot. 240

38 E.g. év & &riber Il. 18.541, 550, 561, 607; &v &’... moinoe 490, 573, 587.
307 E.g. Il. 18.493 moAvg & vuévarog opmdpet ‘a great wedding song arose’; 18.570-571 iuepoev kiBapile, Aivov 6
V1o kahov dede/Aentarén ewvil ‘he played the lyre sweetly, and to it sang the Linos-song with a delicate voice.’
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Madam, it is such a long time ago that I can hardly say.

Twenty years are come and gone

since he left my home, and went elsewhere;

but I will tell you as well as I can recollect.

Odysseus wore a mantle of purple wool,

with twin catches for the pin. On the face it was finely decorated:
a dog held a spotted fawn between his forefeet,

grasping it struggling. Everyone marvelled

at how in gold the dog grasped the fawn and strangled it,

while it was struggling to escape with its feet.

like the skin of a dried onion,

so soft it was, and it was bright like the sun:

all the women who beheld it admired it.

Furthermore 1 will tell you, and lay my saying to your heart,

that I do not know if Odysseus wore these things around his skin at home,

or whether one of his companions had given them to him on his voyage;

or possibly a guest-friend made him a present of them, for he was a man

of many friends and had few equals among the Achaeans.
When Odysseus in disguise as a beggar tells Penelope that he has seen her husband abroad, she
seeks tokens from him that he is telling the truth. Odysseus tells her about his clothing: within a
phrasal frame of avtdp to1 Epém... ‘Odvoceic (224-225) and dAlo 6€ Tot £péw... OdVeoENg
(236-237),%% he describes his cloak (yLoivav 225), his intricate brooch (nepdvn 226), and his
fine tunic (v 232). Of these, the brooch receives the most elaboration. In a passage
reminiscent of a simile in content and structure, Odysseus describes the brooch’s imagery in gold
of a dog chasing and strangling a fawn as the latter struggles to flee. The language with which
the brooch is described contains often-noted peculiarities: the meaning of the verb Adw has been
uncertain since antiquity (suggestions include ‘to see,” ‘to bark,” ‘to cry,” and ‘to grasp’), and

EAMOG (228) is a Homeric hapax remarkable for its exceeding rarity in Greek, although its

meaning (‘fawn’) is clear.3%® The structural considerations that follow offer no aid on these

308 With further echoes in ivSailetar 224 and Béiieo 236.
309 |_evaniouk 2011: 137-138 with bibliography nn3-8.
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points, but adumbrate potential reasons that even an ancient audience for whom the semantics of
the passage were no issue might find it a subject of special interest.

A lexical ring structure spans the description of the image on the brooch. The innermost
repetition is that of the verb Adw in 229 and 230; the participle dndyywv ‘squeezing, strangling’
that follows closely in line 230 annotates the narrowest lexical ring with its connotations of
narrowness and tightening (Lée veBpov améyymv ‘he gripped (?) the fawn and strangled it’).31°
When Odysseus turns from the image on the brooch to the tunic in 232, the phrase évonoa 7:p1
ypot (‘I noticed [the tunic] around his skin’) phonetically rearranges the syllables of the phrase
introducing the pin, 7=povn ypvooio (‘pin of gold’ 226). The verb in the second phrase, voéw ‘to
perceive, take note,” offers a metapoetic invitation to notice the paronomastic structural device.
The syllable wep- in mepovn (226, from neipw “pierce’) is picked up in 232 by the cognate mepi
‘around,” with looser non-etymological echoes in wapoife 227, domaipovta 229, and fiomaipe
231, all of which play off Penelope’s initial phrasing of cev, Egivé v, olm meypnoecOau (‘1 think |
will make trial of you, stranger’ 215) and mepi ypot eipoara &oto ‘the clothing he wore around his
flesh’ 218). Insofar as the words mepovn, mepdopon ‘test, make trial of,” and nepi are
etymologically related,®!* Odysseus, or at least the poet, can be understood as thematizing the
notions of ‘piercing’ or ‘passing through’ (and, implicitly, ‘being tested’) in his response to
Penelope’s “piercing’ question; the unit 7V p- is threaded through his speech like a pin through
cloth.312 Within his speech, the ring-composed description of the brooch figuratively ‘pins’

together the references that precede and follow to the two fabric garments worn by Odysseus, his

310 gyyw < IE *hpemg"- ‘narrow, strangle’ (Beekes 2010); cf. the related adverb &yyt ‘near.’

311 The words nepovn (from neipo < *per-ielo-), meipdopar (from neipa < *per-ia), and nepi derive from IE *per-
‘cross, pass’ (Beekes 2010 s.v. neipw, neipo, nepi).

312 For a similar “permeation” of ©Vp- syllables, cf. 1l. 12.300-307, in which Sarpedon is compared to a lion
attempting to get into a sheepfold: Gupoc-urev relprncovta-rep-rap -wepi pijia- dreipnroc-Bupog ABCcccBCA.
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cloak and his tunic: the ‘brooch’ that is the ring-composed description of the object holds the
‘“fabric’ of his account together.

Odysseus’ detailed description of the brooch makes its fine workmanship apparent. The
verb tétuvkro (lit. ‘was made’) in 226 alludes vaguely to its creation, and the front of the brooch
is called daidarog, ‘cleverly worked’ (227). The adjective mowcilog ‘variegated in an artistic
way’ as applied to the deer in 228 works within the narrative on two levels, insofar as it aptly
describes the spotted coat of a fawn and at the same time gestures towards the artistry with which
the fawn has been rendered in gold. Odysseus leaves no doubts about the effects of the pin on
those who see it: ‘everyone used to marvel’ at the vibrancy and vivacity of the image (10 6¢
Bavpaleckov anavteg 229). The report of viewer’s amazement enables the recapitulation of the
scene on the brooch that creates the ring structure’s return. Metapoetically, the judgments about
the quality of the brooch characterize the figurative ‘brooch’ of the passage as a product of
outstanding craftsmanship and a source of amazement for all who hear and “see” it.3!3

The cloak and tunic, as well, are marked out as fine objects: the cloak is mop@vpegog
‘purple/red’ (225), indicating an expensive dye, and the tunic is oryaddeig ‘shining,” poloakog
‘soft,” and Aapumpdg ‘bright’ like the sun (232-234). In particular, the tunic is said in a unique
Homeric simile to shine ‘like the skin over a dried onion’ (016v T& kpopHo10 AoTdV KT
ioyaAéoto 233). The words kpopvov ‘onion’ and Aomdg ‘peel’ appear only here in the Odyssey;
the latter is related to the adjective Aentog (literally ‘peeled,’ figuratively ‘delicate, fine’), used

elsewhere in Homer of fine cloth.3!* The simile can be explained as illustrating the luster and

thinness of the garment, but the unusual image of the onion and its layers also suggest a

313 Similarly, the women who gaze at Odysseus in his finery in line 235 mark out the whole preceding description as
something eye-catching.
314 See note 297 for examples.
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metaphor for the layers and notional roundness of the lexical ring structure that immediately
precedes it.

In response to the account of Odysseus’ clothing and other descriptive tokens — a report
of what kind of man Odysseus was, and who his companions were — Penelope resumes her
weeping, because she has recognized the ‘signs’ that Odysseus has given her (cfjuot’ dvoyvovon
16 o1 Eumeda téPpad’ Vdvcaeng 250). As in Nestor’s speech to Antilochus concerning chariot-
racing in lliad 23, the language of signs and their recognition occurs in the context of ring
composition (cfjpa 6¢ tot épéw 1. 23.326; see Chapter 2), suggesting a second, structural level of
meaning to the production and reception of ofjpata. It is therefore fair to ask what exactly the
signs are that Penelope has recognized. Certainly the detailed description of Odysseus’ raiment
signals that her interlocutor is not lying about his familiarity with her husband. But has she
recognized the finely-wrought token that is the account itself, and what information does she
glean from it, if so?

This line of questioning raises the issue of whether lexical structures contribute to the
characterization of Homeric speakers. One might learn something useful on this point from a
study of whether and how Odysseus’ speech is disambiguated from that of other characters in
terms of its lexical patterning. That is a larger project than can be undertaken here, and the
interpretive layer added by the lexical patterns in this scene would probably not in itself provide
an answer to the long-standing question of whether Penelope recognizes her husband now and
plays along with his deception, or whether true recognition comes only later.3'> We can,
however, observe how Penelope’s language interacts with that of Odysseus in ways suggestive of

her attention to formal characteristics.

315 Overviews of the debate can be found in Emlyn-Jones 1984 and Doherty 1995.
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Odysseus’ description of the brooch is set up by Penelope’s question about her husband’s
garments; the word weypdopon “test, make trial of” structurally anticipates the wordplay of
Odysseus’ response that allows him to pass that test. But is Penelope the unwitting vehicle for
the poet’s wordplay, or is there room for imagining that she already has the brooch in mind when
she asks this question? If wordplay can reasonably be attributed to the character of Odysseus
(one need only think of Odysseus’ use of language in the Cyclops episode of Book 9), the latter
possibility is not out of the question; it would then represent another way in which Penelope is a
suitable match for her husband. Odysseus is typically the one who uses neipdopot and related
verbs of testing in the Odyssey, so Penelope’s questioning in this scene has been described as

“another sign of her own special gift for guile, which qualifies her perfectly to be Odysseus’

wife 99316

There is also structural responsion in Penelope’s reply to Odysseus:

Od. 19.253-260 ABccBa DeDe
&v peydpototy époiot @iloc T €om aidolodg te-

Yop taoe elpat’ Eyw , ol dyopevelg, 255
mroéao’ €k BaAdpov, T’ EMEOMKa pagvnV
Ketve dyodp Epevor tov 6’ oy Vmodé&opan
oikade vooToavta iAny &g motpida yoiav.

e 10 pa aior KoiAng émi viog Odvocedg

e Gyet’ moyOUEVOS 01A10vV 00K OVOUOGTHV. 260

o

OU>WCe W >

Stranger, | was already disposed to pity you,
but henceforth you shall be dear and welcome in my house.

to wear as an ornament. Alas! | shall never welcome him
returning home to his dear fatherland again.

It was by an ill fate that Odysseus ever set out in a hollow ship
to see Evil Ilium, whose very name | cannot mention.

816 Russo et. al. 1992 ad 19.215.
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Penelope answers Odysseus’ response with a lexically ring-composed speech of her own. The
similarity of sound between wgpévnv ‘brooch’ and ndpov ‘I gave’ (255-256) picks up Odysseus’
nVp- wordplay.3!” She reveals that she herself gave Odysseus the clothes and the pin; in the
same metapoetic gesture as references to wroyod ‘folds/layers’ in ring-composed descriptions of
shields, the participle nto&aca ‘having folded” marks the center of the lexical structure. Penelope
describes the brooch as an éyaipa, a ‘source of delight’ for Odysseus (257), which may be taken
as yet another indication on the part of the poet of the expected effect of Odysseus’ (and his own)
verbal ornamentation. Penelope’s response concludes with the wordplay kaxkd... koiingc-
Kaxkoiliov (259-260), the latter neologism (‘Evil Ilium’) phonetically combining the elements of
kakog ‘evil” and koilog ‘hollow.” Even if Penelope does not recognize her husband at this point,
the stylistics of her speech characterize her as a match for his verbal stylings, and the “beggar’s”
style may be taken to reveal to her that he is, if not her husband, at least a suitable intellectual
match for him. It would be an uncharitable reading indeed to suppose that the poet’s use of
lexical patterning in this scene represents a surface veneer available to poet and audience but
irrelevant to the production and reception of ‘signs’ on the part of the characters involved.

The broader premise that Odysseus employs speech in a way that communicates signs to
a knowing audience is not novel. For example, Richard Martin demonstrates how Odysseus uses
dictional markers from an Indo-European genre of the ‘instruction of princes’ in his address to
Euryalus among the Phaeacians (Od. 8.166-177) to signal to Alcinous, king of the Phaecians,
that he, too, is a king, before his precise identity has been revealed.®'® Elements of the same
genre, says Martin, appear in Odysseus’ conversation with Penelope at Od. 19.106-119, so that

in the course of their conversation he pairs the explicit sign of the brooch with the “undesignated

317 From IE *perhs- ‘give’ (Beekes 2010 s.v. mopsiv).
318 Martin 1984.



157

use of a genre of discourse as a code to his listener” to reveal to Penelope his royal status.?'® As a
queen herself, Penelope would understand how to interpret these signs. But she is also a skilled
craftsman, a weaver, and the interweaving of words and sounds and themes in their exchange
about Odysseus’ clothing and brooch aligns the two with respect to their identities as literal and
figurative craftsmen. Odysseus as a craftsman of words rises to Penelopes’ thematically

appropriate challenge.

3.2.2 The Simile of the Horse’s Cheekpiece and the Homeric Concept of Order

At Il. 4.141-7, Pandarus shoots Menelaus with an arrow and breaks the truce that had
been established between the Trojans and the Achaeans. An extended simile, renowned for its
unusual content and vivid detail, compares Menelaus’ injury to a horse’s ivory cheekpiece dyed

red by a Maeonian or Carian woman:*?°

1. 4.140-147 ABbCDCDCBA

A avtika 8 Eppeev aiplo KeEAOVEPEG &€ GTEIARG.

B g o' Ote Tig T AépavTa YUV PoiviKt

bC ne Kaepa mapniov Eppevor

D 0' &v Balbpw, ToAéeg TE v IPNCOVTO

C,D Qopéev: PacIAii o0& dyaipa,

C apedTEpOV Koouog 0' €hatipi te kDOOG: 145
B, A toioi tot Mevérae aipott pmpoi

evQLEeg kvijpal Te 10€ oeupd KAA' Dévepbe.

Immediately dark blood began flowing from the wound.

As when some woman stains ivory with purple dye,

a Maeonian or Carian, to be the cheek-piece of a horse,

and it lies in a store room—many a horseman desires

to bear it, but it lies as a treasure for a king,

both an ornament for a horse and source of pride for the driver—
even so, O Menelaus, were your shapely thighs stained with blood
and your legs down to your fair ankles below.

319 Martin 1984: 47.
320 E g. Kirk 1985 ad. loc. Cf. Frankel 1921:54 (“ein Gleichnis... das zu den merkwrdigsten in Ilias und Odyssee
gehort™).
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A remarkably symmetrical lexical ring structure spans the passage. In line 145 the cheekpiece is
called a koGp0G, an ‘ornament,” as it is often translated,®?! but ‘ornament’ is a secondary sense of
the word, and fundamentally, kocpoc refers to order or a thing suggestive of order. The usual
application of kocpog and the related verb koouém in Homer is to organized units such as ranks
of warriors or horses, for example in Iliad 11.47-52:32?

Il.11.47-52 ABCACBA
NVIOY® pev Enerta €0 Emételhev EKOGTOC
A, B, C irmoug eb katdl gpuképey ovd’ ,
avTol 0 TpLAEES LV TEDYETT BwpnyBEévTteg
poovt - dcPfectoc 6¢ Pon yéver MO Tpo. 50
A, C, B o¢bav d¢ péy’ inmov ,
A inmieg 6° OAiyov petekiabov:...

Every man ordered his own charioteer

to hold the horses in good order by the trench,

while he went into battle on foot clad in full armour,

and a mighty uproar rose on high into the dawn.

The chiefs were armed and in order at the trench before the horsemen got there,
but the horsemen came up presently...

Surveys of the use of the words k6cpoc and koopéwm in Homeric epic have concluded that even
in the two instances in which the sense ‘ornament’ applies — in the cheekpiece simile, and in a
collective sense of the various cosmetic means by which Hera enhances her beauty at 1. 14.187 —
Koopog always retains its association with order, since the beauty of each x6cpog derives from
its orderliness.%

David Elmer compares the Homeric concept of kdcpog to the Bosniac term Kkita, meaning
‘ornament,” as applied by traditional singers to their song-making in interviews conducted by

Milman Parry; the term applies simultaneously to the content of passages in which physical

321 E.g. Alexander 2015, Lombardo 1997, Fagles 1990, Leaf 1900.

322 Cf. Il. 2.653-655.

323 Diller 1956: 48-51 and Kerschensteiner 1962: 7-8; Hera’s xocpog is explained as a series of adornments that
belong to an orderly whole, and the cheekpiece as a necessary component of a horse’s equipment.
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adornments are described and to the language of the song that describes those details.®?* The
examples repeatedly used by the interviewed singers are a hero’s costume or a horse’s
trappings,?° things such as a saddle of gold, amulets, and draperies hanging down to the
hooves.3?® Further questioning brings out the fact that kita can apply to any verbal elaboration
that extends a song, whether or not that elaboration describes physical adornments.3?’

Unlike kita, k6cpog does not mean ornament per se, but EImer shows on the basis of
Homeric evidence that the concepts are similar in that both apply to an orderly thing within the
narrative and to the ordering of the narrative itself. He uses the Catalogue of Ships in lliad 2 as
an example: the chieftains’ act of bringing their contingents into order is described with the verb
Koouém or Staxoopéo,?® and the carefully arranged account of those contingents represents a
corresponding act of putting in order.3?® On the structural level, this arrangement plays out in the
limited and recurring ways the various leaders, places, and numbers of ships are introduced; for
example, the line toic/t® ' duo tecoapakovta pédawvor vijeg Emovto (‘together with them/him
40 black ships followed’) occurs nine times, and this and other recurring lines contribute to the
segmentation of the narrative in accordance with the segmentation of the army into
contingents.®3 We may add that later Greeks would refer to Homer himself as a xoouftop, ‘one
who puts in order,” as in ‘kocuntop of the Phrygian battle’ (®pvyiag koountopa puayog Pindar
Fr. 347) or ‘divine Homer, koountwp of heroic men’ (avépdv fpdwv koountopa Ociov Vita

Homeri 20.18), descriptions that assimilate the poet’s act to that of the leaders he describes.

324 Elmer 2010: 280.

325 Elmer 2010: 281, 285-286, 288-9.
826 Elmer 2010: 281.

327 Elmer 2010: 282-283, 286-287, 290.
32811, 2.476, 11. 3.1.

829 Elmer 2010: 294.

330 Kirk 1985: 170-173.
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The twofold applicability of the concept of koGpog in Homer comes to the fore in
Odysseus’ request to the Phaeacian bard Demodocus to sing the k6cpog of the Trojan horse in
Odyssey 8:33!

Od. 8.486-498 ABCDCBDA
oM 101e ANddokov TpocéP ToAHUNTIS OdveGens:
“Anuoédox’, EEoya oM o€ Ppotdv aivilop” amdvimv.
A 7| o€ ye povo’ €5idaée, A10c mhig, 1 6€ v ATOM®YV-

B, C, D Ainv yop kata ottov aeloelg,

C 6oc’ Ep&av T EmaBov te kol doc” Epoyncav , 490
A¢ € oV 1| AVTOG TOPEMV 1| GAAOV AKOVCOG.

B,D &AL dye dn petdfnbr kol inmov delcov
dovpatéov, TOv Eneldg énoinocev ovv AGnvn,

A 6v ot €¢ akpoOTOAy dOLoV Tiyaye 610¢ OdVooENG
avopdVv euminocag oi p° "TAlov EEaldmasoy. 495

ol kev 01 ot tadta KT Loipov KoTaAEENG,
avTiK’ &ym maov pubnoouat avOpmmoicty,
¢ dpa to1 TPOPpwV Bedg drace BEomy dodny.”

Clever Odysseus said to Demodocus,

"Demodocus, there is no one in the world whom | admire

more than [ do you. You must have studied under the Muse, Zeus’ daughter, and under
Apollo, in such an orderly way you sing the return of the Achaeans,

with all their sufferings and adventures.

As if you were there or heard it all from someone who was.

Now, however, change your song and sing the order of the wooden horse
which Epeus made with the assistance of Athena,

and which divine Odysseus got by stratagem into the fort of Troy

after freighting it with the men who afterwards sacked the city.

If you will sing this tale aright,

Forthwith I will tell all the world

how magnificently a god has granted you divine song."

The word kocpog in line 492 has been interpreted as a reference either to the physical

construction of the horse or to the song describing it, but EImer argues that it must be both: to

331 The request is thematically ring-composed: it begins and ends with praise for the divinely inspired singer (487-
488/497-498), followed internally by a reference to singing the story correctly (489/496) and a ring that contrasts the
deeds of the Achaeans with those of Odysseus (490/494), at the center of which is the command to ‘go over’
(netdPnOr 492) from the former subject to the latter. The lexical structure highlighted in the passage does not
entirely map on to this thematic structure.
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accurately sing about an orderly subject is to sing an orderly song about that subject.®*? Thus the
Homeric phrase for speaking or singing convincingly is kota kocpov, as when Odysseus in line
489 praises Demodocus’ song about the Achaeans: in Andrew Ford’s translation, he sings “in
accordance with the order of things.”3%3

Elmer suggests that the cheekpiece in the Iliad 4 simile is indicative of order insofar as it
represents a single piece in the more extensive tackle of a horse, but this falls short of explaining
how the narrative itself is orderly in this case.3** The simile’s annular lexical pattern perhaps
furnishes a structural complement to the underlying concept of orderliness in the noun kéouoc.
But we may also press the more specialized sense of kocpoc in the passage and see the ring
structure as a reflection not only of order, abstractly conceived, but of the ornament, of the
cheekpiece itself as a physical object. There is no explicit indication of the physical shape of the
cheekpiece in the Iliad simile; according to the usual definition, cheekpieces functioned to keep
the bit from shifting around in the mouth of a horse, and examples surviving from antiquity
display a variety of shapes, with disk-shapes common among them.**® The word translated as
cheekpiece, mapniov, is also, and primarily, a word for cheek, and a horse’s cheek is, after all,
rather round and convex.33® But all that it is possible to say definitively about the object called
napniov in this simile is that it is an ornamented element of a horse’s bridle, and as we saw in the
discussion of shields, an object need not necessarily be round for the analogy between form and

content to work.

332 Elmer 2010: 295-6.

333 Ford 1992: 77.

334 Elmer 2010: 292; cf. Diller 1956: 48-51 and Kerschensteiner 1962: 7-8.

335 Anderson 1961: 59.

33 The four other Homeric instances of the word maprjiov refer to literal human or animal cheeks (1. 16.159, II.
23.690, Od. 19.208, Od. 22.404).
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The notion that this simile is like an ornament, is ‘ornamental,” may conjure to the
modern mind the judgement of the later Greek and Roman rhetorical tradition that one of the
primary functions of similes is to embellish speech.®" It is therefore worthwhile to spend a
moment disentangling what ‘ornamental” means in its Homeric context from the assumptions
and commonplaces of later tradition. If a simile is like an ornament, this does not necessarily
imply that this or any other simile is conceived by the Homeric poet as a superficial and
dispensable expansion of the narrative. The bT scholia to the Iliad contain two instances in
which the noun kocpog is applied to similes in this sense, but in each case, the term refers not to
the simile as a whole, but to details deemed extraneous to the essential comparison.®* More
broadly, an Aristotelian view is prevalent in post-Aristotelian rhetorical and stylistic treatises
throughout antiquity with regard to any language deemed ornamental, to the effect that
embellishment, so long as it is used in a way appropriate to the medium and the context, serves
to advance the aims of the poetry or prose that employs it.

The application of the word ko6cpog to poetry in post-Homeric works of the Archaic and
Classical periods evinces a semantic range similar to that suggested in the cheekpiece simile. In

Nunlist’s collection of 22 passages in early Greek literature in which the word kécpog or kKoopé®

337 E.g. Rhetorica ad Herennium 4.45.59: Ea [similitudo] sumitur aut ornandi causa aut probandi aut apertius
dicendi aut ante oculos ponendi (“[a simile] is employed either for the sake of ornamentation or of proving
something or of speaking more clearly or of calling something to mind”) (see McCall 1969: 66); Quintilian Institutio
Oratoria 8.3.74-75: sed illud quoque, de quo in argumentis diximus, similitudinis genus ornat orationem facitque
sublimem, floridam, iucundam, mirabilem (“but that kind of simile also, about which we spoke in discussing
arguments, adorns a speech and makes it sublime, florid, pleasant, and marvelous”) (see McCall 1969: 218-19).

338 11, 21.257-262: 1} 8¢ mapaPorn mpog TV Toyelay Empopdy Kol TV TapaAdaytyv tod Déatog. Kdopov 8¢ Eveka
napedinynooro o Aowrd (“the simile refers to the sudden bursting forth of the water and its frenzy. The rest is
related incidentally for the sake of adornment”); Il. 12.41-48: npoc &v udvov fjveyke Ty gikdva, tpog tov "Extopa
TOV &V 101G Tpwoiv eiloduevov. Ta 8¢ GALa 0VOEV 0DTM GUVTEIVEL TPOG TOV EIKOLOUEVOV, ... GAAL TOUNTIKOS KOGIOG
MaPav Exet (“[The poet] applied the simile to one thing only, to Hector turning about among the Trojans. The other
details in no way apply to Hector... the rest is ornamental”) (trans. Snipes 1988: 215-216; emphasis mine). It is
also worth noting that the scarcity of such comments in comparison with the total number of comments on similes in
the Homeric scholia suggests that these represent only a single strand of interpretation among many (see Clausing
1913: 67, 108).
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is used in reference to poetry,® the word is sometimes used with the general sense of ‘order,’
sometimes with the narrower sense of ‘ornament,” although it is necessary to acknowledge the
frequently limited context that fragmentary works provide. Solon announces in a fragment that
he has “come in person as a herald from lovely Salamis, composing song, a k6cpog of words,

instead of speech;3* Parmenides’ didactic goddess bids her addressee listen to the “deceitful

xéopoc of my words;”** Democritus says that Homer built “a xoopog of all sorts of words.”342

At other times a poet has a more specific image in mind: Pindar in Olympian 11 tells a boxing
victor “I shall sing a sweet kocpoc for your crown of golden olive.”**® Here the meaning
‘ornament’ is readily available: Pindar construes his poem or a part of his poem as a decoration
for a victory crown, in keeping with his favored metaphor of epinician poetry as a victory crown
or headband. We may compare Nemean 8.14-16,3** in which Pindar describes his song as a

headband and (in apposition to this) as an éyaipo, a word also applied to the cheekpiece in the

Iliad simile (and to Odysseus’ brooch, discussed above):34

Pindar Nemean 8.14-16
...tOMOG 0' e eihag
aot®v 0' VIEP TAOVS' AmToUAL PEPDV
Avdiav pitpav KovaEndd TEMOKIAUEVAY,
Agiviog 01600V oTadimV
kol Tatpog Méya Nepeaiov dyaipa.

...On behalf of his beloved city
and of these citizens | am bringing
a Lydian fillet embellished with ringing notes,
a Nemean agalma for the double stadion races
of Deinias and his father Megas.**°

339 Nitinlist 1998: 90-97.

340 Solon fr. 1.2 ovtoc kiipvé AABOV 6’ ipeptic Tarapivoc,/koopov Endov Tadny avt dyopfic Oéuevoc.

341 parmenides B 8.51-2 DK kécpov udv Enémv GmatnAdv dkovoy.

342 Democritus B 21 DK "Opnpog gvoemg Aoyov 0ealovong Emémv KOGUOV ETEKTHVATO TOVTOimV.

343 Olympian 11.11-14 {601 vdv, Apxectpdtov/.../ KOGHOV €Tl 6TEQEV® Xpucéag Elaioc/advpelsi keladnow. Trans.
Race 1997, adapted. Cf. Ninlist 1998: 224-227 on Kdrperschmuck.

344 Cf. Pindar Nemean 3.13.

345 Cf. Nunlist 1998: 225, as well as 227 on Epicharmos VS 23 B 6.1-4 DK.

346 Trans. Race 1997, adapted.



164

In later usage the word &yoipo would develop an association with statues or images of divinities,
but in early poetry it retains its etymological sense of ‘source of delight,” from the verb
ayéhopan ‘to delight in.”34" It is another point of interest that both Pindar’s fillet (the pitpa, a
colorful woven headband) and the Iliad’s dyed cheekpiece have their artistic origins in the famed
craftsmanship of Asia Minor: the Homeric poet nowhere mentions the Lydians by that name, but
later Greeks understood Maeonia as an older name for Lydia.3*

Pindar’s application of the word kdcpog to poetry may get us closer to the Homeric sense
of ornamentation: when Pindar declares that he sings a k6opog for a crown of golden olive, he is
suggesting that the song that conveys glory for the boxing victor is analogous to the crown of
leaves that serves as the prize of the athletic contests. The ornamental is the essential as an
embodiment of that renown. A similar dynamic seems to be at play in the Iliadic simile when the
cheekpiece is called not only a kdopog and an dyoipo but also a kbdog, a glory for a
charioteer;3* elsewhere in Homer, xddo¢ refers to fame and pride as broadcast by a visible
manifestation of victory or success.®*° The beauty and delightfulness of the object are the
characteristics that enable it to bestow honor on the one who owns it.

An athletic subtext is not wholly out of the question for the Iliadic simile: the noun
glotip “‘driver’ in line 145 is used in Homer only of the driver in a chariot race,®! and the detail
of the many horsemen who desire the cheekpiece may further suit a context of athletic

competition. At any rate these covetous horsemen provide a foil for the ornament’s owner; as

347 Day 2010: 87-89. The word é&yaiua appears only here in the Iliad, seven times in the Odyssey.

348 E g. the D scholion ad I1. 4.142: Myovic. Avdn|. Kéerpa. Kapivn. amd Kopiog, dc TV yopiov To0tmv 10 molatdy
KaAoils Paeais xpouévoy.

349 See Day 2010: 89-90 on the connection between the words kéopoc, dyaiuo, and kddoc in this passage.

%0 Diller 1956: 50.

351 | eaf 1900 ad loc.: “the connotation of the word is thus very appropriate to an ornament which would be used for
purposes of display rather than of warfare”; see Il. 11.702, 23.369.
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Joseph Day observes, the cheekpiece’s ability to confer glory is determined by its worth in the
eyes of a broader audience that has seen and admired it.*? The precise relationship between the
king, the driver, and the other horsemen in the simile is not made explicit. A possible scenario is
the one presented in the funeral games of Patroclus in Iliad 23: there, Menelaus himself
participates in the chariot race, and represents both élatip and Baciievg. Although nothing is
said about horses’ decorations in that race,®? such a scenario offers a concrete way that a
cheekpiece might bring glory to a horse, a driver, and a king in a public arena that allows many
to admire and desire the object, before it is returned for safekeeping to the king’s storeroom.

The nexus of order, delight, and glory in the cheekpiece simile has implications on the
metapoetic level as well, insofar as the description annotates the ring-composed simile as a
beautiful thing of value, one that, like the cheekpiece, gains its worth from an appreciative
audience. The three nouns describing the cheekpiece occur in a series of nominative-dative pairs:
the ornament is an éyaipa for a king, a kéopog for a horse, and a kddog for the charioteer. It may
not be wholly idle to see lurking in the background of the simile the old Indo-European metaphor
of poet as charioteer: if the simile with its structure is a functional adornment for the narrative
the way the cheekpiece is an ornament for a horse, then the narrative is like a horse, and if the
cheekpiece brings glory to the horse’s driver, then the simile brings glory to the one holding the
reins of the narrative, so to speak: to the poet.3>* The metaphor of the poet as charioteer is well

known from Pindar and other early poets;**® in Olympian 9 Pindar says “may | find the right

352 Day 2010: 90.

353 Diomedes’ chariot is said to be ‘covered with gold and tin’ at Il. 23.503 (&ppato 8¢ ypuo@ TemvKOCUEV
Kaootép t€), but the only reference to a horse’s appearance in the race (aside from formulaic descriptions of their
long manes) is the description of one of Diomedes’ horses as being red, with a white mark on its forehead ‘round
like the moon’ (Il. 23.454-455 Agvkov oijpo tétukTo TEpitpoyov Rivte pAvn).

354 The word used for charioteer, é\atrip ‘driver’ (145), is an agent noun derived from the verb é\ovvo, discussed in
the section on shields as the signature verb for describing the work of a blacksmith and, therefore, potentially
bearing metapoetic connotations of the production of verse.

35 Listed and discussed by Niinlist 1998: 255-264; see also Platte 2017: 87-93, West 2007: 42-43 and n50.
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words and fittingly drive forward in the chariot of the Muses” (80-81),%°® and the same metaphor

has been taken to underlie the proem of Parmenides’ On Nature:*’

Parmenides B1.1-5 DK: ABCBBCBA

A, B inmot tol pe , 6cov T' €mi Bouog kovot,

C wéumov, €nel P’ &g 000V Pricav enuov dyovcat
B daipovog, §j Kot Tavt dvinv €l00ta AT
B,C, B AT - Th Yo pe (PpPOCTOL innot

dppo Trtaivovcat, Kodpot d' 000V 1YELOVEVOV.

The mares which bear me as far as my desires might reach

Were conveying me, when they led me into the many-voiced way

Of the deity, who bears the knowing mortal straight on through all things.
By this way was | borne, for by this way the much-discerning mares bore me
As they drew the chariot, and the maidens guided the way.3*®

Since parallels appear in the cognate Indo-European languages Vedic and Avestan, it would not
be anachronistic to find this metaphor in Homeric epic.*® The notion that poetic kécpog brings
renown to a poet shows up explicitly elsewhere in Homer: in the passage at Od. 8.486-498
discussed above, lines 496-8, Odysseus says that if Demodocus sings well (koo poipav 496), he
will praise him to everyone. This idea, too, appears in the lyric poets, as when Pindar in Nemean
3 addresses himself, saying “you have won a suitable kocpog for yourself / to sing something
sweet,”360

This brings us to the third nominative-dative pair, the édyaipo for a king. If a metapoetic
interpretation of the other two noun-dative pairs is speculative, this goes perhaps a step further,
but with this acknowledgment in place there is no harm in pursuing the line of inquiry to its end.

Two possibilities present themselves, not necessarily mutually exclusive: we may see the dyoiuo

356 0Ol. 9.80-81 ginv evpnotentic avaymeicOa/ Tpdcpopoc &v Mooy Sippwm; trans. Race 1997.

37 See Nunlist 1998: 260-261, West 2007: 43.

%8 Trans. Graham 2010.

359 See Platte 2017: 87-93, West 2007: 41-43, Nnlist 1998: 255.

360 pindar Nemean 3.31-32 nodipopov 82 koopov Ehayeg/yAvkd Tt yopvépev. Cf. Nlnlist 1998: 96.
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for a king as a reference to a poem-external king who serves (at least notionally) as the poet’s
patron, or as a reference to a poem-internal king such as Menelaus himself, the tenor of the
cheekpiece simile. As for the first case, let it simply be observed that an implication of royal
patronage is consistent with Homeric poetry’s representation of the social position of singers,
such as Phemius in the house of Odysseus or Demodocus in the palace of Alcinous, however
idealizing or archaizing that representation may have been at any given phase of the poems’
development.

The effect of the second possibility would be that the simile-as-ornament serves as a
source of renown for Menelaus. This has a certain logic to it, because in the image of the
preservation of the precious object in a royal store room we see a symbol of the preservation of
Menelaus’ life and fame. In line 146 Menelaus receives a rare and affectionate apostrophe from
the narrator, and a maternal Athena has come to his aid to protect him earlier in the scene. The
audience knows from the preceding passage that Menelaus” wound is not fatal, but this is not yet
apparent to the characters within the narrative. This is an important narrative crux: if Menelaus
dies here, the war is over, and perhaps even more than as a marker of renown for Menelaus, the
simile marks out the overwhelming importance of Menelaus’ survival at this juncture for the
continuation of the narrative as a whole.

In the lines following the simile, the poet has Agamemnon give a speech that unpacks the
significance of Menelaus’ injury:

Il. 4.169-175 N

GALG pot aivov dyog oéBev EoceTon @ Mevérae

ai ke 0avng kol ToTHoV dvamAnong Piototo. 170

Kol kev EAEYY10TOG TOALOIYLI0V Apyog iKoiunv:

avTiKo yop pvncovtal Ayotol motpidog aing:

Ko 0¢ kev evyoAnV Ipape kai Tpowoi Aimoyev

Apyeinv ‘EAévnv- 6€o 8° 00téa mocel dpovpa,
keyévov v Tpoin dtedevtte €mi Epyw. 175
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But I shall suffer terrible grief, Menelaus,

if it be your lot now to die and complete your allotted life.

| should return to thirsty Argos in shame,

for the Achaeans will at once remember their paternal land.

We shall leave Priam and the Trojans

the glory of still keeping Helen, and the earth will rot your bones

as you lie here at Troy with your purpose not fulfilled.
In imagining the death of Menelaus, Agamemnon uses the participle of the connotatively rich
verb keipon ‘to lie” in line 175. This verb appears twice in the vehicle of the cheekpiece simile as
part of the ring structure (‘[the cheekpiece] lies (keitan) in the storeroom... it lies (keitar) there
as a delight’), where it evokes on the one hand the image of the injured Menelaus lying on the
battle field, and on the other the traditional designation of treasure as kewunAta, ‘that which lies
there.” As for the first, Calvert Watkins has shown that keiton and its cognates in other Indo-
European poetic traditions can serve as virtual synonyms for the phrase ‘has been slain.”%! A
Thesaurus Linguae Graecae search reveals that keitau (so inflected) in line-initial position in the
Iliad almost always refers to a dead warrior, such as Patroclus at 18.20 or Sarpedon at 16.541;%2
in seven of the ten instances the dead man’s status as such is unambiguous, but even in the cases
that are unclear, the verb always bears connotations of death.®®® Although xeitou is applied to the
cheekpiece in the vehicle of the simile, its line-initial position in 143 raises the specter of

Menelaus’ death, and its prominent role in the simile anticipates Agamemnon’s fears and the

particular way he expresses those fears.

361 Watkins 1995: 500-504.

362 The ten instances are Il. 4.143, 5.467, 16.541, 16.558, 18.20, 18.435, 19.212, 22.386, 24.554, 24.600.

363 At 11. 5.467 a disguised Ares uses the verb in urging Hector to save Aeneas, who has disappeared from battle; his
language leaves uncertain whether they will find Aeneas alive or dead, since the verb c®(w ‘save’ is sometimes
used in the Iliad for rescuing a corpse from enemies (1l. 17.692, 1l. 24.35). The Trojans, at any rate, do not know if
Aeneas is dead or not, as is evident from their joy at seeing him alive later in the book (toi 8¢ yépnoav, / ¢ gidov
Coov 1¢ xai aptepéa tpooiovra Il 5.514-515). At 1. 18.435 Thetis describes her mortal husband Peleus as ‘worn
out by old age in his halls’ (6 pév o1 yNpai Avypd /keiton évi peyapoig dpnuévog 434-435), the point of her remark
being the distinction between his mortality and her immortality.
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At the same time, the verb keipon in the simile functions as the standard verb for treasure
placed in a storeroom, an etymology foregrounded in the Odyssey’s description of the storeroom
in which Odysseus stores his bow:

Od. 21.8-10

Bry & inevor 0dhapévoe oLV aueurodAoIst yovauéiv

goyatov: &vha ¢ ol keyunAla KelTo Gvaxtog,

YOAKOG TE YPLOOG T€ TOADKUNTOG TE GldoNPOG. 10

She with her attendant women into the store-room

at the end of the house, where lay the possessions of the lord,

gold, bronze, and iron wrought with much effort.

The noun for treasure here, keunAia, derives from keipon and refers to wealth that ‘lies” in place
(as opposed to moveable wealth, like slaves and cattle);*®* the phrase ke keito is
formulaic.3%® The word 0dAapoc ‘inner room’ (Od. 21.8; II. 4.143 keiton §' &v Oohdpw) is used in
Homer of storerooms and bedrooms and is typically where laid-up treasure can be found: in the
brooch scene in Odyssey 19, Penelope describes taking garments for Odysseus from a 0dAapog
(19.256). Descriptions of storerooms and bedrooms in Homer are often framed with a ring
consisting of or including the verb Baive ‘step, go’ to mark a character’s entrance into and exit
from the room, for example when Hera goes to a private room to adorn herself with all manner
of cosmetics (mavta... koouov Il. 14.187) in lliad 14: B7} 8’ fuev £ BdAapov-pi p° fuev €k

Baddpoto (‘she stepped to go into the room...she stepped to go out of the room” 166-188); or

when Hecabe goes down into a storeroom to retrieve a fine cloth as a gift for Athena in Iliad 6:

Il. 6.286-296 ABCDEDECBA
O¢ &pab', 1 0¢ porodoa ToTi péyap' AUEUTOAOIGL

A KéKAeTO" Tal &' Ap' dOAAIooAY KOTA GOTL YEPOLAC.
B avt &’ &g Odhapov KNOeVTa,

C &v0’ €odv ol Témlot £PYO YOVOUK®DV

D

364 Watkins 1994: 9-10, 51, 154, 210n19.
365 Cf. 11. 6.47, 11. 11.132, Od. 15.101.
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E Hyoye EMmAmG 0péa TOVIOV,

TV &V’ depapévn Exdpn oépe ddpov AbMv,

C 0¢ KdAMGTOG €NV NoE uéyletog,
aotp 6’ O¢ anélapumev- Ekerro O¢ velatog GAlwv. 295
B, A 0’ iévan, moAAai 08 PeTecoeHOVTO YEPOLOL.

Thus she spoke, and went into the house and called her attendants
who gathered the matrons throughout the city.

She went down into her fragrant store-room,

where her pattern-woven robes were kept, the work

of Sidonian women, whom Alexandrus

had brought over from Sidon when he sailed the seas

upon that voyage during which he carried off Helen.

Hecuba took one of these to bring as a gift to Athena,

the largest robe, and the one that was most beautifully pattern-woven:
it glittered like a star, and lay at the very bottom of the chest.
With this she went on her way and many matrons with her.

Menelaus himself has a storeroom full of treasure in his palace in Sparta, which he and Helen
enter and exit in Odyssey 15 (¢¢ OdAapov kateproeto-pav &' iévou 15.97-110).%%¢ By means of
such ring composition, the narrative space of Homeric descriptions of rooms becomes the rooms
themselves, with the poet and audience’s passage into and out of the rooms corresponding with
that of the characters.3’

Accordingly, the narrative space of the description of the cheekpiece stored in a treasure
room in lliad 4 can be heard not only as a reflection of the ornament itself but of the room where
it is kept. There is no mention in the simile of anyone entering the room where the cheekpiece
lies, but as with other Homeric storerooms, the lexical ring structure ushers the audience into and
back out of this otherwise inaccessible place. The verb katafaive ‘step down’ at Il. 6.288 and
Od. 15.97 suggests that entrance into treasure rooms involves a descent, so the poem’s figurative

entrance into and out of the storeroom in the cheekpiece simile can be taken as a katabasis

366 Other rooms framed with Baive at Od. 1.425-441, Od. 6.15-41, Od. 8.273-287, Od. 21.8-58, Od. 22.109-112, Od.
22.142-146, Od. 22.179-202.
367 Cf. Steinrtick 1997: 74-75 on ring structures in association with movement between rooms.
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(xotapaocig ‘stepping down, descent’) in its most literal sense. The simile moves by stages from
the daylit plain where Menelaus lies bleeding to the storeroom and back to daylight, at which
point Menelaus’ spirit is gathered back in his chest (Bupog évi otnfecowv ayépbn 1. 4.152),
suggesting that Menelaus may have experienced his own katabatic brush with death in the time
in which the simile was narrated. The blood flowing from Menelaus’ wound at the beginning end
of the simile marks out this liminal space between life and death: if enough of it escapes, he dies,
but if enough remains in his body like stored-up treasure, he lives.

Just as line-initial keiton in line 143 with its connotations of death in battle maps onto the
following narrative insofar as it is not yet clear to the onlooking characters whether Menelaus
will die from his injury, so the connotations and denotations of treasure safely stored map onto
the narrative preceding the simile: the simile presents a valuable object in a position of safety,
just as Athena values Menelaus and keeps him safe by diverting the arrow from a vital point. A
passage from Pindar is again instructive for construing the metapoetics of hoarded treasure. In
Pythian 6 he says that for the victor, “a Pythian victor’s treasure house of hymns has been built
in Apollo’s valley rich in gold,” one that he goes on to describe as impervious to the elements.3®
Pindar’s metaphor makes clear that a literal treasury, however well built, is impermanent, and no
true safeguard for the likewise impermanent treasure stored within; he thus points to the
superiority of the figurative treasure and treasure-house that is his poetry as a vehicle for
preserving fame. The ornamental and ‘orderly’ simile that marks the scene of Menelaus’ survival

in the narrative also marks his enduring survival by means of the fame the narrative bestows, a

narrative that itself would be cut short if Menelaus were to die at this point, because if Menelaus

368 Pindar Pythian 6.7-9 étoipog Dpvmv/Oncowpdg v moivypdcm/Anodimvig TeTElIGTOL VATTQ.



172

dies and the Achaeans return home, the entire subsequent narrative of the Iliad in its traditional

outline goes with him. When Menelaus survives, the order of the Iliadic narrative is maintained.

3.2.3 Summary and Conclusion

The two ornaments discussed in this section differ in many respects, but both appear in
ring-composed passages that mark important junctures in the progress of their respective
narratives. In Penelope and Odysseus’ first interaction after his return to Ithaca, the disguised
Odysseus’ description of the brooch (ntep6vn) Penelope gave him answers her “piercing” request
(mewpdopan) for indications that her interlocutor is truly familiar with her husband, and is one of
the signs that allows him to pass her test. The fine workmanship of the brooch finds its analogue
in the careful construction of Odysseus’ description of the object, and this raises questions about
the extent to which lexical structures contribute to characterization and whether the skilled
organization of language is a component of the signs (onjpata) produced and perceived by
Odysseus and Penelope in this scene. The same questions can be asked about Nestor and
Antilochus in Nestor’s speech to his son in Iliad 23, discussed in Chapter 2, in which Nestor’s
ring-composed advice about chariot racing hinges heavily and explicitly on the perception of
signs. Later in lliad 19 another recognition scene plays out when Odysseus’ nurse Eurycleia
recognizes the scar on Odysseus’ foot, which this time gives rise to an extended ring-composed
reminiscence by the narrator of the boar hunt that produced the scar.3¢°

The second ornament appears in a simile illustrating the blood on Menelaus’ thigh after
he is shot by Pandarus in Iliad 4. The ivory cheekpiece dyed red by a Maeonian or Carian

woman is described as a koouoc for a horse, and the description’s ring structure suggests a

structural correlation for the idea of order that is a necessary component of the word, tying into

369 See Purves 2013.
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David Elmer’s concept of poetic k6cog as orderly narrative corresponding to orderly subject
matter. Insofar as kéopog bears the specific meaning ‘ornament’ in the passage, the simile too
can be understood as ‘ornamental.” Comparative evidence from Pindar shows that early
metaphors of ornamentation for poetry draw from the prized objects’ function as visible
manifestations of renown: in keeping with the social dynamics of poetic production visible
elsewhere in Homer and in post-Homeric poetry, an orderly poem is a beautiful poem, and brings
glory and enduring fame to its subject and poet alike.

The beautiful and orderly composition of the cheekpiece simile marks the critical
juncture of Menelaus’ survival: the audience knows that Menelaus will survive his injury, but the
poet plays with the alternate possibility, the one given voice by Agamemnon in the subsequent
lines. The connotations of the repeated verb keitou (‘lies [dead or safe]’) in the simile gesture
toward the fundament crux of the narrative moment. Like the horses’ cheekpiece, the simile has
a structural function in addition to its aesthetic value, and through it the poet reveals his hand and
skill in arranging the narrative.

It would be remiss to conclude this section without acknowledging the depicted role of
the hypothetical Maeonian or Carian woman in dyeing the cheekpiece. As we saw in the
discussion of shields, it is typical for the poet to take interest in artistic skill, and here it leads
him to include the agency of the dyer in the vehicle of the simile where it has no obvious
correlation in the tenor of the blood on Menelaus’ leg. The verb puaive ‘stain’ is used only here
of dyeing in the Iliad, and its collocation with Mnovic ‘Maeonian woman’ may have to do with
the sound similarity of the two words. But of particular note is an ancient tradition that identified

Homer himself as a Maeonian, or as a son of Maeon;3° as Kirk points out, the poet seems

370 Certamen Homeri et Hesiodi 20 attributes the latter to Hellenicus (5™ century B.C.E). Ovid at Fasti 2.120 calls
Homer “Maeonides.”
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surprisingly familiar with the inland Maeonian region in the Catalogue of Ships.3"* Whatever the
reason for these attributions, which vied with many other claims about Homer’s birthplace and
parentage, an interpretation of the simile through this lens would situate the poet within the same
cultural milieu of skilled artistic production as the woman dyeing ivory, and offer any audience

adhering to this interpretation a potential justification for the poet’s interest in the same.

3.3 THINGS THAT HOLD TOGETHER (FOR A WHILE): ICONICITY AT THE ACHAEAN
GATES

At several points in previous chapters and sections there has been occasion to note the
self-reflexive role of the verb €xm ‘hold’ and its derivatives in marking the center of a ring
structure as the place that ‘holds’ the entire sequence together. For ease of overview, | gather the

aforementioned passages here:

1l. 2.216-220 abba

a .. Enusvan- 0ioyiotog 82 aviyp Hmd "Thiov AAe-

b , YOAOG & £1EpoV TOS: TM OE 01 dP®
KvpT® £mi 6TN00G ovVoYWKOTE: OWTAP DIepbe

b KEQPUANV, yedvn & émevivolde Adyvn.

a 240167106 8" Ayhji pdhot’ Ny 7d° Odvoiii-... 220

The participle cvvoywkdte (cvvéym) describes Thersites’ stooped shoulders at the center of a
ring structure consisting of paronomastic elements, where it appears among and contributes to

the unifying alliteration of the vowel .

371 Kirk 1985 ad 2.864-866.
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I1. 23.327-332 AbcddcbA
gotnke EVAOV ooV 8oV T Spyvt’ VIEP aing
A, b 1§ 6pvog | mevKMc: 1O PEV 0V KotamvbeTon ,

c,d T00 ExatepBev Epnpeoatar AEVK®D
d,c év lovoysiow , mmOOPOLOG dupic 330
b, A 1 1ev oijua mhAo kKototedvndTog,

1} 70 Y& VOGGO TETLUKTO &ML TPOTEP®V AVOPOTTWV. ..

There is a stump of a dead tree some six feet above the ground—

or it was fashioned as a turning mark by men of a former time;
The Homeric hapax cuvoyr (‘holding-together,” also from cuvéyw) designates the semantically
obscure ‘joinings’ of the racing path in Nestor’s speech to Antilochus in Il. 23.327-332 and
simultaneously marks out the center of the speech’s extensive ring structure, which extends well

beyond the passage excerpted here.

Il. 23.815-819 ABCCBA
A ...0gwoV depropévm- BapuPog &’ Exe tavtag Axalovg. 815

B GAL> Ote oM noov &’ dAAALoloLY 16vTEC,

C,CB pev Emicay, 0¢ opundnoav.

A &v0’ Alog pev Enerta kot domido navioo’ iony

VOE’, 000¢ ¥p0o’ Tkavev: Eputo yap Evoodt Bmpns:...

...glancing fiercely, and amazement held all the Achaeans.

But when the two were now close up with one another,

thrice did they spring forward and thrice come close to each other.

Ajax pierced Diomede's shield equal in all directions,

but did not reach his skin, for the cuirass beneath the shield protected him...

When Ajax and Diomedes approach each other in the spear contest in Il. 23.815-819, the
lexically ring-composed description of their actions emphasizes their proximity with the
repetition of the adverb oyeddv ‘near, close by,” likewise derived from &yw.

A noteworthy point of comparison from outside Homer can be found in the Hesiodic

Shield of Heracles. There, as on the Shield of Achilles in lliad 18, the River Ocean is depicted
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encircling the edge of the shield (314-315): auei &' itov péev Qreavog TANO0VTL E0IKMG, / TAV O
ovveiye 60Kog Tolvdaidarov... (“around the rim flowed Ocean as if in flood, and it enclosed [lit.
‘held together’] the whole much-decorated shield””). William Thalmann draws attention to the

role of the verb cuvéyw in these lines:3"2

Ocean literally “held together” the diverse scenes on the shield, unified them by

providing a border. With that verb the poet insists on the function of the frame.

Once again there is a correspondence between the poetic pattern and the physical

object described, for the whole account of the shield is enclosed by ring

composition.
In this case, unlike the previous examples, the verb annotates the surrounding framework of the
ring structure rather than its midpoint, but this only suggests that the idea of ‘holding’ is
pertinent to ring structures more broadly as compositional unities.

I focus in what follows on a scene in which a built structure’s ability and then failure to

hold serves as a critical plot point for the progression of the narrative, namely Hector’s

destruction of the Achaean Gates at the end of Illiad 12.

3.3.1 The Achaean Gates

In lliad 7 the Achaeans build a defensive wall around their camp, and in subsequent
books the Trojans attempt to overcome the wall and burn the Greek ships, culminating in the
teryopayia or ‘battle of the wall’ that forms the subject of Iliad 12.32 Sarpedon tears away a
section of the battlements at Il. 12.397-399, but the climactic moment comes when Hector breaks

the gates with a boulder at the end of Iliad 12, a scene that marks the halfway point of the Iliad

372 Thalmann 1984: 10.
373 On the much-discussed role of the wall in the Iliad in general, see Porter 2011; West 1969: 255; Garcia 2013: 95-
116.
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as a whole. A scholion enthuses about the vigor and energy (évépyewa) of the passage (bT ad

12.461-470):

navtoydOev Ekivnoe Vv Evépyetay, ek 10D BaAdvTog, £k TV SLOPPUTTOVUEVDV
ocavidwv, &k 10D glomnddVTOg Kol eoPepov PAETOVTOC, €K TG TV OTA®V
AOUTNOOVOC, €K TAV KOTEYOUEV®VY dopdTmV, K TOV DTTEPPAVOVI®V TO TETYOC,
ka0’ 0 puépog Eppnée Zapmndmv, &k TOV ioTpeXOVTOV €1G TOC TOANS, K0’ O uéPog
gppnéev avtag 6 “"Extop.

From all sides [the poet] has put in motion the activity (évépyeia), from the
throwing, from the planks torn through, from [Hector’s] leaping and [his] terrible

glance, from the shining of the armor, from the held spears, from the [Trojan’s]
rush into the gates through the part that Hector broke.

I would argue that an important component of the scene’s dynamic is the poet’s use of ring
composition to enact first the closed and tightly locked gate, then the breaking-apart of that gate
as Hector hurls a boulder through it. The thematically vital language of ‘holding’ as applied to
the gates serves as a metastructural commentary on the organization of the passage, and both the
strength of the Achaean gate and its destruction become metapoetic gestures toward the skill of
the poet in the production of the scene.

Between the moment when Hector lifts the boulder (discussed in Ch. 2) and the moment
when he hurls it through the gates, the poet describes the gates in detail:

Il. 12.453-457 ABcDDcBA
¢ "Extop 100 cavidwv gépe Adav deipag,

A ai pa TOAaG EIpVVTO KA STIRUPAC dpapviog
B,c,D VYNAGG: o’ &vtoc 455
D,c, B, A ] , plow Og émapnpet.

so did Hector lift the great stone and drive it right at the doors
that closed the gates so strong and so firmly fit together.

He stood close and planting himself firm struck the middle...
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The description’s ring structure centers on the bars or bolts (dyfjec, lit. ‘holders’) that hold (eiyov)
the gates together (a figura etymologica). The ring structure mirrors the structure of the gates,
with the ‘holders’ at the center ‘holding’ the lexical structure, like the gates, closed; this
impression is enforced by the enjambment of iyov, which bridges the line division and binds
together the two halves of the description of the bolts across it (50101 8" &vrocOev dyfiec / elyov
gmmpotPoi 455-456).%74 The sentence itself chiastically arranges the phonetically echoic Sotoi
(‘two’) and érnporpoi (‘alternating’) around the central figura etymologica. The phrase oyfieg
giyov itself forms a phonetic palindrome consisting of front and back vowels arranged in
chiasmus around the y in each word; the final v of &iyov has a match in the final v of the word
preceding oyfes: ENOXHEZEIXONE. This quasi-palindrome continues on a smaller scale the
annular arrangement of the larger ring structure.

The meaning of éxmuoipoi ‘alternating’ is not wholly clear; the scholia understand it to
mean that the bolts cross each other at the midpoint of the door.®”® Whatever the envisaged
configuration, the adjective connotes a kind of symmetry in the construction of the gates that has
its parallel in the lexical and syntactic structure of the passage. As an implicit commentary on the
lexical structure, the language of fitting and density (moxa otifapdg apapviog 454; Emapnpet
456) points to the lexical sequence as a thing that has been ‘densely and strongly fit together’;
indeed, the annular repetitions in the three lines of the description of the gate are packed

unusually tightly for a Homeric lexical ring structure.

374 Cf. 11. 4.132-133 = 20.414-415 {wotfipog dxfieg / xpOGELOL GHVEYOV.

375 Scholion A ad 455-456: o101 §” EvtocOev oyfiec /> elyov émmpoiPoi, <pia 8& kAnig émaphper>: ét1 dHo gnoi
poyAovg lvon &mi Thic TOANG, 8 Exatépag EMAG Eva, EMUALUGGOUEVOS KATA LEGOV Kol &Ml TOTG dKpotc
gmuchelopévoug 61 tiv cvpPorny ud kAedi (“Since he says that there are two bolts on the gate, one from each
doorpost, crossing at the middle and shut on top through the place where they join with one pin-bolt”). Scholion
AbT ad 456: énnuotfoi: eic pécov cuvémtoveg: ol 8¢, €i¢ é9” &va, pio 8& &n” avTdV KAeic fppooto (“Connecting at
the middle: some say, one [bolt] was fitted on the other, and one pin-bolt was fitted over them”).
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3.3.2  Hector Breaks the Gates
Immediately following the description of the closed gates is an account of Hector
smashing them off their hinges with a boulder. A number of words from the initial description
are repeated in spiral composition in the description of the breaking gate, and for this reason |
include with new emphases the above-quoted text in the following excerpt:
1. 12.453-462 ABC DEF GG DEF BCA
, B, C...0ddg 160¢ Qépe Loy delpog,

A
D
E SuAdac VYNALG: 9010l &° Evtocbev 455
F
G
G

oTf] 68 HAA™ &yy0g iV, Kai £pgroapevog Pale uéooag

&b drafdc, tvo pn oi apovpdtepov BELoC €in,

piiée 0° ar’ dupotépovs Baipois- méce ¢ AMBog elow
E  BpBocivny, pnéya 8 duei moiat poxkov, ovd’ Gp’ 460
B , 0¢ d1étuayev GAAMOLG AN
A \doc vmo putiigr 6 & dp’ Eabope paidipog

D,

F
C,
...s0 did Hector lift the great stone and drive it right at the doors

that closed the gates so strong and so firmly fit together.

These doors were double and high, and two cross-bars

held them in alternation, over which one pin-bolt was fitted.

He stood close and planting himself firm struck the middle

with a wide stance, so that his blow might gain in force,

and broke the hinges on both sides, and the stone fell inside

by reason of its great weight. The gates re-echoed with the sound, the bars no longer

held, and the doors flew open, one one way, and the other the other
through the force of the stone. Then brave Hector leaped inside...

Three lines describe Hector’s action, which tears the gates from their pivots (456-459), then the
words wola ‘gates,” dyfleg ‘bolts,” £xm ‘hold,” and cavideg ‘planks’ are repeated from above to
describe the destruction, followed by resumptions of Adog ‘stone’ and the name “Extop. This
time the ‘holders’ do not hold (003 ép” oyijes / Eoyebétv 460-461), and while the collocation of
oyneg and &y is maintained, there is nothing of the chiasmus or neat symmetrical structure

around them that unified the previous description of the gates. The absence of internal ring
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composition in the second description of the door stands in contrast to that former description as
an apt reflection of the gates’ failure to hold.

At the same time, these repetitions form a new ring structure that retroactively establishes
the whole initial ring structure of the gates as now a component in a larger structure centered
around the boulder’s passage through the gates; this new center is metastructurally marked with
the word péocac (‘middle [of the gates]’) in 457. Around this point, the innermost ring of the
new structure consists of the words denoting the strike itself, the etymological pair Baie ‘strike’
(verb) and BéAog “strike” (noun), which ‘hit” at the new middle. The boulder passes through the
middle of the gates and the new ring structure at the same time, rendering both the described
gates and the figural ‘gates’ open. The word cavideg (‘planks’) that appears in line 461 has been
iconically ‘severed’ (d1étpayev) from the previous instance of the word (453); the new ring
structure enacts not the artfully fitted gates but the gates broken ‘from the pivots on both sides’
(&’ appotépoug Barpovg 459), a phrase suggestive of the two-sidedness of the overarching ring
structure.

Several components of the descriptions of the fitted and broken gates appear in the ring-
composed Odyssean scene in which Penelope uses a key or hook to open the doors to the store-
room where Odysseus’ bow is kept, and this may shed light on the conceptual nexus underlying
the composition of ring-composed descriptions of gates more broadly:

Od. 21.46-50 ABcDcDAB

avtiK’ dp” 1y ipwdvta Bodg anélvoe kopwvig,

A/ B &vae " ke, 8 avékomtev dyijog
c,D dGvta mizvokouévn: T d” avePpayev nte Tadpog

A TAnyévia , TeTaoOncoy 8¢ oi wka. 50

She loosed the strap from the hook of the door,
put in the key, and drove it straight home
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to shoot back the bolts that held the doors; these bellowed like a bull
grazing in a meadow, so much did the lovely doors bellow
struck by the key, and they opened very quickly.

The poet elaborates this rather less dramatic process of opening a set of double doors with a
simile comparing the groaning of the doors to the sound of a bull in a field, and in so doing
expands upon the same auditory idea behind the use of the onomatopoetic verb poxédopat ‘low,
bellow,” properly of oxen, for gates in 1l. 12.460 (uéya 8" auei moiar pokov) and elsewhere. 3"
The noun kAnic again forms one of the repetends. Although dyfoc appears in 47, ‘holding’ is not
a prominent theme as it is in the Iliadic passage: these doors do what they are supposed to insofar
as they give access to the person to whom they are supposed to, betokening Penelope’s rightful

status in her household and role as keeper of her husband’s prized and private possessions.

3.3.3 The Onslaught of Hector and the Trojans

To return to the passage at hand, the destruction of the Achaean gates allows Hector and
the Trojans to rush through the wall. It is at this point useful to step back and survey the broader
scene, because this motion represents a continuation of an action started previously in lines 442-
445 and which was momentarily sidelined by the narrator’s description of Hector picking up the
boulder and breaking the gate. All of the elements | have discussed above are thus framed by a
ring of Hector’s initial exhortation to his men to storm the wall and then, enabled by his actions,

their rush through and over the wall at the close of the book:

1. 12.442-445 and 462-471 ABC DE FG(H)...FGGF DE (H) BCA BC H

A OC AT’ EmoTPLVOV, 010 0VAGL TAVTES BKOVOV,

B iBvoav & éml GOAAEEG: O pev Emetta

C, DE «kpoocdwv Aoy UEVDL " €yovreg,

F, G, H "Extop & apmd&ag Loy @épev, 8¢ pa TuAdwmv 445

téimile of Hector lifting the boulder and description of the gate]

376 The verb pvkdopan of oxen at e.g. 1. 18.580, 11. 21.237; of the gates of Ouranos at 1l. 5.749.
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G,F Adocvmo puriig- 6 8° &p” Ec0ope eaidipoc "Extwp 462
VKTl 001 ATdAVTOG VITOTIO: AApTE 08 YOAKD
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vooQ1 Bedv 61” €60ATO TOAOC TVPL & OoGE dedNEL.
kéxkAeto 0¢ Tpoeootv EMEGuevog Kab™ Spuiov
B,C A - To1 &’ Otpvvovt Tbovro.
B,C avtika d’ ol uev , 01 08 KAt avTig
H mwontag £6EYVVTO moLoc Aavaol d& pONOev 470
vijog ava YAapupag, Opadog o’ dAacTtog £TOYON.

Thus he spoke urging them on, and they listened with their ears,
and in one body they rushed straight at the wall,

and scaled the battlements holding sharp spears.

Hector laid hold of a stone that lay just outside the gates

through the force of the stone. Then brave Hector leaped inside

with a face like flying night. The gleaming bronze flashed

fiercely about his body and he had two spears in his hand.

None but a god could have withstood him

as he flung himself into the gateway, and his eyes glared like fire.
Then he turned round towards the Trojans and called on them

to scale the wall, and they did as he urged them—

some of them at once scaled the wall, while others

passed through the well-built gates. The Danaans then fled
panic-stricken towards their ships, and all was uproar and confusion.

Hector is described as urging the Trojans on in 442 (¢motpivav), and again after breaking the
gate (otpvvovti 468); on the first occasion, the Trojans respond by climbing up a stepped
structure (kpoocdmv énéPatvov 444),3"7 while on the second they cross over the wall itself
(telyog vmépPacav 469). The group of men that climbs over the wall is different from the group
that pours through the gates (ot pév... ot 8¢ 469), and the success of the former is not strictly

contingent on Hector’s destruction of the gates. But the simultaneity of their action and their

377 The word xpoocon is a technical term whose precise meaning here is unknown. LSJ s.v. xpoccori: probably
‘stepped copings of parapets’; Aristarchus explained it as ‘scaling ladders.’



183

response to Hector’s second exhortation allows for the condensation of the Trojan attack into a

single climactic moment attributable to Hector’s outstanding deed.

3.3.4 Summary and Conclusion

As Porter points out, some of the most detailed accounts of the wall’s construction appear
in its moments of destruction.®’® Here, the description of the well-made gate sets up and
heightens Hector’s destruction of the same. The overarching pattern of the above scenes can be

summarized as follows:

A) 442-444 Hector urges the Trojans on, and these make an attempt on the wall
B) 445-453 Hector lifts the stone like a shepherd carrying a fleece (with ring structure)
C) 453-456 Description of the closed gates (with ring structure)
BC) 457-462 Hector breaks the gates with the stone (with ring structure retroactively
encompassing 453-456)
A) 462-471 Hector leaps through the gates and urges the Trojans on, and the Trojans overcome
the wall
There is a noted disjunction between the speed with which the Achaeans build their wall in Iliad
7 (a single day) and the strong, well-built fortification that Trojans attack in lliad 12, a
fortification that at a later time will take the gods nine days to destroy.*”® For Porter, this
disjunction points to the wall as “a metapoetic object that exhibits the full force of Homer’s

creative powers, which is to say, of a poet who can make and unmake objects at will.””38

378 Porter 2011: 31.
3719 ]. 12.17-33.
380 Porter 2011: 33.
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This is an apt framework for thinking about the structural iconicity of the passage, in
which the evolving spiral composition allows the pattern to continuously retroactively
recharacterize itself. The poet’s structural illustration of what it means for a gate to hold and for a
gate not to hold represents a more granular way in which the poet “can make and unmake objects
at will.” Because the structure of the narrative has enacted the content, that structure/narrative
nexus itself can be seen as the obstacle hindering, and finally enabling, the progress of the
Trojans. The concluding reference to the gates in 470 as ‘well-built’ (momztac...wOAC) annotates
the descriptions of the construction and the destruction of the gates as products of the poet’s
skill.

From this point of view, the failure of the gates to hold represents on the narrative level a
way in which the narrative itself holds together: the gates must break for the plot to continue. In
this connection there is a thematic resonance in the etymology of the name Hector, ‘Holder,” a
name often interpreted to reflect his role in keeping safe the city of Troy. A noted instance of
wordplay between “Extop and &yo occurs at 1. 5.472-473:381

Il.5.472-473

OTic mov dtep Aadv TOAY £EELEY
010G oLV YoUPpoict KOGTYVITOLGL TE GOToL.

In his triumphant moment at the end of Book 12, the gate breaks but Hector’s plot-line ‘holds,’
however temporarily, and secures for the time being the safety of his city. It may be relevant to

add as a final observation that Iliad 12 has one of the highest frequencies of the verb &y of all

381 ouden 1995: 29 and n7, citing as further examples II. 13.679, II. 8.355-6, and 1l. 24.728-30; Rank 1951: 46.
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the books in the lliad, followed closely by Iliad 13 and second only to Iliad 2, in which its
frequency is accounted for by its role as a verb for possessing territory in the Catalogue of
Ships.382 What relationship there may, if any, be between the thematics of holding as manifested
in the breaking of the Achaean gates and the centrality of the scene in the sequence of book

divisions is a question | will leave open.

3.4 NUMBER ICONICITY

At the beginning of Chapter 1 | discussed a couplet from the beginning of the Odyssey in which
the repetition of the noun Aifionag ‘Aethiopians’ seems to serve as a reflection of the fact that
the Aethiopians live divided in two separate places, as the relevant lines state: GAL™ 0 pev
Aibiomag petekiofe MAOO™ €ovtac, / Aibilomag tol diyba dedaioran (Od. 1.22-23). Taking its cues
from and in turn offering support for this interpretation, the present section investigates passages
in which numeric language is accompanied by an iconic illustration of that number through
repetitions of relevant lexical items.

The cardinal and ordinal numerals the Homeric poet(s) use tend to denote low guantities;
William Gladstone asserted in 1870 that “Homer had no definite idea of numbers beyond a very
narrow range.”38® A statistical analysis by Catherine Rubincam finds that 84% of the numbers in
the Iliad and 90% in the Odyssey fall in the 2-20 range, and the majority of numbers in early
poetic texts go up to 13 and no higher.*8 My purpose here is not to investigate the mathematical
capabilities of the epic poet(s), but there is direct evidence of at least some facility in counting

within the low range just described. A very basic kind of numeric iconicity occurs when the poet

382 Based on numbers derived from the Thesaurus Linguae Graecae.
383 Gladstone 1870: 541.
34 Rubincam 2003: 455-457.
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both states the number of individuals or items in a set and lists the individuals or items to the
same number, as in the list of the leaders of the men assigned to stand watch outside the Achaean

wall in lliad 9:

I1. 9.80-86

€K 0€ oLV TEVYECLY £66€DOVTO 80
Neotopionv @pacvundca Topévo Aadv,
" Aokéragov kol Taipevov viog Apnog
Mnpovnv A@apija e Animopov e,

Kpeiovtog viov Avkopndea diov.
ént’ Eoav yepoveg , €K0TOV O¢ €kdot 85
KoVpot dipa oTeTYov oMY~ Eyyea xepoiv EYoviec:...

The sentinels went out in their armour

under command of Nestor's son Thrasymedes, shepherd of the host,

and of Ascalaphus and lalmenus, sons of Ares:

there were also Meriones, Aphareus and Deipyrus,

and the son of Creion, noble Lycomedes.

There were seven captains of the sentinels, and with each there went a hundred

youths armed with long spears in their hands...
After naming each of the leaders, the poet summarizes the list with the statement that there were
seven leaders of the watchmen (85); the ‘hundred fighting men’ that follow the leaders are not,
understandably, named.3® In Iliad 16.171-197 appears a numbered description of the five men
Achilles has appointed as leaders of his contingent (zévte &° dp’ Myepodvog momcato 171): tig
H&v ifig otxog fpxe Mevéciog. .. g & étépng EVdwpog. .. thc 8¢ Tpitng Ieicavdpoc. .. tiig 62
TETAPTNG NPYE YéP®V immnidta DoiviE. .. mépmtng & Alkpuédov (“Menestheus ruled one

rank. .. Eudorus another... the third Pisander... the fourth Phoenix... the fifth Alkimedon).3

Similarly, in Iliad 12 the Trojan contingents are described as “arranged in five parts” (zévtayo

385 Cf. the list of seven cities at 11. 9.291-294, introduced by énta 54 To1 Smoet ... mtoAiedpa ‘he will give you seven
cities’; the list of Achaean leaders who follow Diomedes into battle in Il. 8.261-267, with Teucer labeled as the ninth
(Tedkpoc &’ etvatog NAOe 266; the count implicitly starts with Diomedes as first); and the list of Priam’s nine sons at
I1. 9.249-252, concluding with évvéa 10ic... éxéheve “he was bidding... these nine.”

386 Cf. 11. 2.405-407 Néotopa pév nphtiota. .. &ktov & abt’ Odvoija; Od. 10.348-359 dueinorot... TEcGupeC. .. 1
HEV... 1 ¢ TeThpTN.



187

kooun0évtec 12.87) before a numbered list of the leaders, in an instance of structural order
reflecting orderly content as discussed in the section on the cheekpiece simile at 1. 4.140-147
(3.2.2). Not fundamentally different are passages in which someone deliberates or acknowledges

a specific number of alternative possibilities, as Achilles does in Iliad 9:

1. 9.410-416 AB C DEFG C DEFG BA

pTnp vép 1€ pé enot Bed OLtic apyvpdmela 410
AB oybaoiag xijpag eepépey Havdrtolo O¢.
C a0t pévav Tpdmv TOMY apeiudymuol,
D,EFG HEV 1101 VOOTOG, ATap KAE0C debitov Eotat
C oikad’ ko eiknv &g matpida yaoiov,
D,EF Lot kKA£0¢ €60A0V, €mt dnpov ¢ Lot aiwv 415
G, BA gooetatl, o0OE KE W QKO Bovdrolo kiyein.

My mother the goddess Thetis of the silver feet tells me

that I bear a twofold destiny toward death’s end.

If I stay here and fight around the city of the Trojans,

My homecoming is destroyed but my fame will last for ever:
whereas if | go home to my dear fatherland,

my fame is destroyed, but my life will be long

nor swiftly will the end of death come upon me.

As discussed in section 1.1, Achilles describes the two fates (dybadiog kfjpag) that face him in
two syntactically and lexically parallel conditional clauses (i pév «’... dAgto... €l 6€ Kev...
dAeto etc.). Alternatives plans are sometimes formulated with dy0d or tpiya plus the correlative
conjunctions ... 1j... (‘either... or’), as in Tpiye 3¢ ceiow fivoave fovin, iE ... 7 ... §... (Od.
8.506-510 ‘in three ways the plan was pleasing to them: either... or... or...”).*¥” The poet does
not need to expressly state the number of alternatives before listing them, but doing so as a

means of structuring information likely seemed as intuitive to the Greeks as it does to us.3%

387 Cf. 11. 16.435-438 (Suy0a 8¢ pot kpodin pépove... §... 1...); 1. 14.20-22 (&¢ 6 yépwv Sppouve. .. Sudadt’, 1

ued’... fe pet’...).
38 Compare the Indo-European examples of lists of three names introduced by ‘three’ at West 2007: 119.
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More significant for our purposes are passages such as the description of the Aethiopians
in which the word denoting the counted item or a salient word in the same context is repeated in
the same number as the denoted number. This kind of number iconicity appears to be at play
with some frequency in Homeric epic, especially with respect to the numbers two and three. It
would be a mistake, however, to assert that number iconicity occurs more often than not when
the poet uses numeric language: we saw in the section on shields the poet’s predilection for
specifying the numbers of layers involved in the shields’ construction, without any apparent
precise correlate in the structure of the passages. In order to reduce the possibility that we are
dealing with collocations that will inevitably occur by chance when dealing with numbers, |
prioritize instances in which factors such as the length, position, or density of the repetitions

contributes to their salience.

3.4.1 Threes

At ll. 15.187-192, Poseidon gives an account of the division and allotment of realms to

himself and his brothers Zeus and Hades:

Il. 15.187-192 ABCBCA
TP Yap T €k Kpdvov gipev adelpeol odg téketo Péa
A, B, C Zevg kai , TpiTOTOC & EVEPOLOLY AVACOMV.
Tpy0d 0¢ mhvta dédacTal, EKAGTOG & EUHOPE TIURC:
B fTot ToAMV GAa vouépey aiet 190
C TOALOUEVDV, o Lopov nepdeva,
A Zg0vg o’ " oVpOvOV g0PLV &V aiBépt Kal vepEANGL-. ..

We were three brothers whom Rhea bore to Cronos—

Zeus, myself, and Hades third, who rules the world below.

Heaven and earth were divided into three parts, and each had an equal share.

When we cast lots, it was allotted to me to have my dwelling in the sea for evermore;
Hades was allotted the darkness of the realms under the earth,

while air and sky and clouds were the portion allotted to Zeus...
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This triple division between the three brothers manifests in three ways in his account: In the list
of the siblings (Zevg xai éyom, tpitatog 6™ Atong in 188), repeated in 190-192; in the triple
repetition of words denoting ‘three,” completed in line 189 (tpeic... tpitatog... Tpryda ‘three...
third... in three ways’); and in the syntactic and lexical parallelism of the description of the
division with its triple repetition of Aayydve ‘obtain by lot” in 190-192. The explicit reference to
‘three’ in three lines is emphatic, as any number of ‘threes” would be, but the triple repetition is
strikingly appropriate to the context.>®

In lliad 18 Achilles orders his men to put a tripod (tpimovg, lit. ‘three-foot’) on the fire to
heat water with which to bathe the dead Patroclus:

11. 18.343-351 A BCDEEDCB F DBA FFE
¢ elnav £TAPOIoY EKEKAETO ST0G AYIAAEDG

ABCD duot Tpimoda uéyav, depa TayoTo

E [TétpoxAiov Aovoetav dmo BpodTov aipatdeva. 345
EDCB oi 6¢ Aogtpoydov 1pimod’ &v KNAé®,

F Evo ap’ &yeav, VO 6& EVAa ddiov EAOVTEG.
DBAF yaotpnv pev tpimodog auoene, Bépueto &

F avtap émel oM (éooev &Vl iVOTTL YOAK®,

E kol tote oM Aodadv te kKol HAsnyav An’ Elaio, 350

&v 0’ OTEIG TANGAV AAelPATOG EVVEDPOLO:-. ..

Thus speaking, Achilles told his men

to set a large tripod upon the fire that they might

wash the clotted gore from off Patroclus.

Thereon they set a tripod full of bath water on to a clear fire:

they poured water in and kindled wood beneath it,

and the water became hot as the flame played about the belly of the tripod.
When the water in the flashing bronze was boiling

they washed the body, anointed it with oil,

and closed its wounds with ointment that had been kept nine years...

The poet devotes time to the heating of the tripod; there would be no consequence to the

narrative if lines 346-349 were left out, although it is typical for the poet to include both a

389 Compare Aeschylus fr. 109: tpia 56pn ndAiovta xepoiv- Tpio &' itng oékm npoteivmv, Tpeic §' dmooeinv AOpovg.
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character’s instructions and a description of the instructions being carried out. Even allowing for
this, lines 347-348 (the heating and boiling water) could be omitted with little consequence.
Strictly speaking, the bathing of the corpse could occur without reference to a tripod at all. But
the poet chooses to dwell on the image, and in doing so has occasion to repeat several words.
The triple repetition of ‘tripod’ entails a repetition of the element nod-, ‘foot,” three times, such
that the deployment of the word enacts the ‘three-foot’ it describes. It may or may not be
pertinent that each of the terms wtdp “fire,” Bowp ‘water,” and Lodvw/Aogtp- ‘wash’ also occurs
three times; at any rate these further lexical repetitions contribute to the structural unity that
binds the focused emphasis on the heating tripod, organized around the underlying sequence in
which Achilles orders the water heated, preparations are made, and the water heats. In a
testament to the cohesion and efficacy of the passage, lines 344 and 346-348 with their triple
Tpimovg appear with minor variations at Od. 8.434-437.

In an unusual anaphora, the otherwise-unmentioned Nireus is named in line-initial

position three lines in a row in the Catalogue of Ships (cf. section 1.3):

1. 2.671-673

Nipevg av Tounev bye Tpeis vijog éivog

Nipevg AyAaing viog Xapdmotd t' dvaktog

Nipevg, 8¢ kdAdiorog dvip Vo “Thatov RAOe

1OV ALV Aavadv pet' apopova Inieiova:

AL dAamadvog Env, Tadpog ¢ ol €ineTo Aadg. 675

Nireus brought three equal ships from Syme—

Nireus, son of Aglaia and lord Charopos,

Nireus, who was the handsomest man that came up under Ilius
of all the Danaans after the son of Peleus.

But he was a man of no substance, and had but a small following.

Nireus is said to lead three ‘equal’ ships (tpeic vijag éioag 2.671), a fact that suggests a resonance

not only with the number of times the name is repeated but with the balanced or ‘equal’ position
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of the line-initial repetitions (see for comparison the discussion of the adjective &coc in the
section on shields). Although Nireus appears nowhere else in the text, this brief but striking
description of the second-most-beautiful Danaan earned him considerable fame in later Greco-
Roman antiquity.3*

Not much earlier in the Catalogue of Ships, The Rhodians are described as living

‘arranged in three’ (tpiyo koounOévieg 655), with a threefold repetition of ‘Rhodes/Rhodian’:

Il. 2.653-656

TAnmoiepog &' Hpaxieidng Mg te péyag te

€k Podov évvéa vijog dyev Podiwv dyepdywv,

ot Podov appevépovto dd zpiya koounbévreg 655
Atvdov Inlucdv e Kai dpywvdevto Kdpepov.

Tlepolemus, son of Hercules, a man both brave and large of stature,
brought from Rhodes nine ships of lordly Rhodians.

These dwelt in Rhodes which is arranged among the three cities

of Lindus, lelysus, and Cameirus, that lies upon the chalk.

The final line (656) lists the three cities in which the Rhodians dwell. Once again, the structural
arrangement of the language of the description reflects the arrangement it describes with the verb

Koopéw. Structurally similar is the account of the birth of Tros:

Il. 20.230-233

Tpda & 'Epryboviog téketo Tpoesowv dvakta: 230
Tpwoc & o Tpeic moidec auvpoveg EEeyEvovto

"Ihég T Acodpakdg te kai avtifeog Favopndng,

0¢ o1 KGAMGTOG YévETO BVNTOV AVvOpOT®V:. ..

Erichthonius begat Tros, king of the Trojans,
and Tros had three noble sons,

Ilus, Assaracus, and godlike Ganymede,
who was comeliest of mortal men...

390 pytnam 1995: 127-131; Fehling 1969: 184n32.
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Tpac/Tpeg is repeated three times before a list of the three sons born to him, with alliteration of
Tp-.
The verb (avap)podéw ‘suck down’ appears three times in Circe’s description of

Charybdis swallowing and belching up water three times a day in Odyssey 12:

Od. 12.104-106

@ 0" V7o dla XApvPoig avappotPosi pérav Howp.

TPIC LEV Yap T Avinowv ém” fuoTt, 7RIS O avopolBoel 105
devov- un| oV ve kel THyo1G, Ote pofdnoeiev:...

Under it Charybdis swallows down black water.

Three times in the day does she vomit forth, and three times she swallows down

terribly: see that you be not there when she is swallowing...
The adverb 1pic ‘thrice’ appears twice to express the opposite but related actions of belching and
swallowing and does not itself participate in the iconicity of threeness. Circe’s injunction against

being present when Charybdis is gulping down, as opposed to when she is belching up (although

the actions are paired), enables the third repetition of (dvop)poipdém.

3.4.2 Epanalepsis of Hemistichs

On three occasions in the Iliad, an entire hemistich in the second half of a line is repeated
in the first half of the subsequent line. At Il. 23.641-2, Nestor describes his chariot race against

the unbeatable twins (didvpor 641), and describes their teamwork:

Il. 23.638-642 aBCBCa
ofoloiv p’ inmolol TopAacay AkTopimve
mn0el Tpdcebe Pardvteg dyaocoapevor mepl vikng,

a olveka on TO map’ avTobL Aeinet” Gedlha. 640
BC  0id dp’ &oav didvuor- O pev Eumedov s
BC,a Eumedov 1,00 dpa KELEVEV.

In chariot-racing alone did the two sons of Actor surpass me
by crowding their horses in front of me, angry about winning,
and at the greater part of the prizes remaining in the place.
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They were twins, and the one kept on holding the reins,
holding the reins, while the other plied the whip.

A scholion observes that the epanalepsis contains ‘much suggestiveness’ (moAMyv. ..&ppacty);3%
although denotatively the hemistich refers only to one twin, the doubling achieved by the salient
repetition suggests the duality of the twins, as if an elaboration of the morphological
reduplication in the word 8idvpot itself.39? At the same time, the epanalepsis illustrates the
continual and steadfast (§umedov) charioteering signified also by the use of the imperfect.

In 1l. 22.127-128 Hector rejects the possibility of talking to Achilles by comparing such

talk to the intimate conversation of a young man and woman:

1. 22.126-130 ABCBCA
00 P&V TG VOV EGTIV A0 Opuodg 0Vd™ AT TETPNG
A, BC 1® dopilépevat, & te TE
BC, A T’ oapiletov dAdniony.
Béltepov avt’ Ep1dt Evvedowvépev 8Tt TéyIoTA
gidopev Onmotépe kev OADUMTIOC EVYOC OPEEN. 130

There is no way from oak or from stone

to converse with him, as young men and maidens,
young men and maidens converse with one another.
Better to come together in strife with him at once,
and learn to which of us Zeus will vouchsafe victory.

The intimacy and reciprocity of the imagined conversation is signaled by the close repetition of
napBévog NiBedg e, which is further set off from its context by the surrounding repetition of
oopilo ‘speak familiarly,” in a structural evocation of the mutual absorption of a young couple
who have become for each other a world in themselves.3*® Olga Levaniouk characterizes the

repetitions as an iconic expression of the idea of agonistic balance, and observes that the

391 Scholion b 642b oA 8¢ &xel 1) EmavaAnyic ELpaoty.

392 §idvpog “double” < IE *dui-du-; reduplication from dvo with suffix (Beekes 2010). Cf. Blazek 1999: 166 on the
word’s expressive reduplication.

393 Cf. Scholion bT 126-127c: &1t 8¢ v moAvAoyiov Tf dvodnyetr éxproato (“[the poet] used analepsis because of
their chattiness”).
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reciprocity and duality of the young pair is further emphasized with the dual dative of aAAqAiov
‘each other,” itself in origin a doubling of the word éX\og ‘other.”*** By lingering on the image,
Hector puts off for another moment the reality of his impending fight with Achilles.

The repeated hemistich at 1. 20.371-372 likewise concerns a pair, the hands of Achilles,

as imagined by Hector in an address to the Trojans:

Il. 20.369-372 ABCABC

000’ Ayhelg mhvteoot téhog poborg émbnoet,

AL TO pEv TeAéeL, TO O0¢ Kal peoonyL Kolovetl. 370
ABC 10D & &y® évtiog el xoi i mopi ,
ABC &imopi , Bévog 8’ aibmvi o1dMp.

Even so the deed of Achilles will fall somewhat short of his word;
he will do in part, and the other part he will clip short.

I will go up against him though his hands be as fire—

though his hands be as fire and his strength as shining iron.

Richard Bentley suggested that the phrase ycipog £owke (‘like [fire] in his hands’) may originally
have been yeipe pépowkev, with the dual of yeip ‘hand’ followed by the digamma-initial
reduplicated perfect-as-present verb ‘to be like.”3%°

There is naturally more to these repeated hemistichs than an enactment of duality, or else
we would expect a much greater frequency of such figures in Homer. Their appearance only in
speeches suggests that they serve a particular rhetorical effect. It is only in Il. 23.641-642 that
‘duality’ is semantically explicit (3idvpot ‘twins”), but the use of the dual in Il. 22.127-128
(A rouv ‘each other”) and possibly in Il. 20.371-372 (y&ipe ‘[two] hands’) draws attention to
the same number. In all cases there is morphological reduplication — in idvpot, aAinrouv, and

gowkev < péFowkev — Which raises the possibility that this doubling may have been heard as such

3% Levaniouk 2011: 84-85. For the etymology of éAAfnAwv, see Beekes 2010 s.v. dAAjovg, -av, -oic: “from
repeated dilog, i.e. ¥*aAAo-oAlo-.”
3% See Edwards 1991 ad loc. Beekes 2010 s.v. owa < pé-poik-a. < IE? *ueik-, possibly ‘be fitting.’
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by the Homeric poet and audience. In Chapter 2.4.2 | made a case for the ability of
morphological reduplication to play a role in paronomastic rings in lexical ring structures, and by
the same token it seems not implausible that an ancient poet and audience might view lexical
repetition and morphological repetition as two expressions of the same underlying iconic

phenomenon.3%

3.4.3 Doubling, Reduplication, and Duality

As witnessed above, there are two kinds of morphological reduplication, one in which the
whole structure of a root is repeated, as in aAARAwv ‘each other,” and the more linguistically
productive type in which the first consonant of a root is repeated and followed by a short vowel,
as in many perfect verbs (e.g. £owev < Féporkev) and some presents.’ Elisabetta Magni argues
on the basis of Homeric evidence that reduplication in the so-called ‘intensive’ perfects (i.e.
verbs in the perfect tense with present meaning, such as kékAnyo from kAalw ‘scream’ or Spwpa
from Spvopu “arise’ or mémAnya from TAnocw ‘hit’) originally encoded pluractionality, that is,
information about event plurality, and that the basic semantic value of ‘intensive’ perfects was
not in the first place intensity but event repetition.3% If morphological reduplication of either of
the two types was in some cases or in some linguistic phases in antiquity heard as a repetitive
doubling, this perception may have contributed to the durability of some formulaic language
pertaining to twos.

The formula dwévéya pepunpi&ev (‘deliberated worriedly in two ways’) contains a
twofold phonetic doubling (5t...0t... and the reduplicated pepunp...); the adverb d1dvoyo itself

is a compound of d14 ‘through’ and évdiya ‘in two,” both of which derive from Proto-Indo-

3% See, also, the citation there of Hackstein 2007.
397 Magni 2017: 328.
3% Magni 2017: 325-328 and 334-335; specific verbs at 330-333.
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European *dis ‘twice, apart.”3®® Although the etymology of uepunpilw ‘care, consider, linger’ is
not wholly understood, the verb developed within Greek and was built around the intensive
effect of reduplication, which perhaps accounts for its irregularity. The formula and variations of
the same are usually followed by a description of the two plans under consideration in an

either/or syntactic framework:*®

I1.1.188-192 abccba

Aaciolot dtavorya. o
7l 6 ye pacyavov 051 €pUGGAUEVOS TOPXL 190
TOVG UEV , 00" Atpeidonv évapilot,

T O T o
(@]

make the others stand up, and kill the son of Atreus,
or to restrain himself and check his anger.

Here external support for the audibility of the reduplication in pepunpi&ev comes from the
paronomastic resumption of the relevant syllable in pnpod (‘thigh’) in the following line;
although this belatedly adds a third unp-, the repetition in unpod represents its own kind of
doubling at the center of a semantic/paronomastic ring structure (&yoc... qrop-oti0ecotv-
uepunpi&ev-punpod-avacthioeiev-yorov. .. Bouov). The same wordplay occurs at Od. 10.438-439:
O¢ £pat’, adTap EYD Ye peTd Ppect pepuNPLEd, / GIAGGAUEVOS TOVONKES (op TO(E0G TOPA
unpov (“thus he spoke, but I deliberated in my mind, drawing my sharp-edged sword from my

thick thigh”) and Od. 22.333-336: diya 0& @peoi pepunpiiev... Aaéptng Odvoeic 1€ Bodv ml

unpi’ Eknav (“he was deliberating in two ways in his mind... where Laertes and Odysseus

3% Beekes 2010 s.v. S16 and dic.

400 Cf. I1. 13.455-457; Od. 16.73-77; Od. 22.333-337. Il. 8.167-168 (&c pdto, Tudeidne 8¢ davdrya peppnpiéey /
inmovg te otpéyon kai évavtifov poyéoacOor) anomalously lacks either/or alternatives; the scholia (bT 8.167 and A
168) reject a plus verse (168a) they explain as designed to fill the gap.
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burned the thighs of cattle”). Semantically and morphologically similar in its éiyo plus
reduplication structure is Penelope’s expression at Od. 19.525: dg kai éuoi diya Ovpog épdpetar
£vBa xai £vOa (“thus also was my heart stirred in two, this way and that”).

The phrase dimhaxa mopeupénv ‘twofold, purple’ appears twice in the lliad, first as a
description of the cloth Helen is weaving in Iliad 3, then of the cloth Andromache weaves in
Iliad 22; a looser collocation appears in the disguised Odysseus’ fictional description in Odyssey
19 of gifts he purportedly gave Odysseus (dimhoka ddka. / KaAny Topeupény 241-243). Different
suggestions have been put forward since antiquity for what is meant by ‘twofold’ in this
formula,*®! but the fact that the fabric is in some way double may also resonate with the
approximate phonetic repetition in mopgup-. The variant pappapényv ‘gleaming,” attested for both
Iliadic passages, fits the same criterion. Similarly, in the passage containing the description of
Odysseus’ brooch, discussed in 3.2.1, appears both a two-fold (duthdg) purple cloak and the pin
with double (5idvpot) clasps:

Od. 19.225-227

YAoivoy Top@upény oOANV &xe dilog Odvooevs, 225
oAijv- €v 8’ dpa ol TEPOVI YPLGOT0 TETVKTO

Divine Odysseus wore a mantle of purple wool,
twofold, and it was fastened by a gold brooch

Four reduplicated forms appear in three lines (roppupény, tétvkro, didvpoiot, daidaiov), and the
echo in the formula éioc ‘'Odvcoeic — the same syllables as in didvpol — contributes to the

phonetic doublings as well.*%? The alliteration of 5130poiot and daidalov ‘intricately worked” in

401 E.g. Edmunds 2012: 860-861; Nagy 2009: 278-279.
402 Cf. Od. 20.353 and 357 oipayn 82 8£0ne, deddxpovrar 8 mopeiod... odpavod EEamdrmAe, Kokt 8 &midédpopey
Ay,
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a single line is noteworthy, because not only is the root ‘two’ doubled in $idvpot, but those
syllables are then loosely ‘doubled’ in the reduplication in daidaiog, compounding the
morphological reduplication with a lexical doubling (something like ‘2-2 + 2-2”). The pairing
suggests a semantic connection between reduplication and the iterative activity of fine
craftsmanship that is metapoetically apt for the passage at hand, and the language of ‘folding’
and ‘twinning’ here takes on what we might call a metamorphological cast. Rhetorical
terminology from a later era would make use of the same metaphor of ‘folding’ for linguistic
doublings: avadintiwotg (lit. ‘folding up in two’) and avadimiaciacuog became technical terms
for the appearance of the same word twice in a row or reduplication.*® Already in Aeschylus we
find this sense in the self-referential yoipete, yoipete 8 avdic, émavdimhoilm (‘farewell, farewell
again, I redouble it,” Eum. 1014), which itself repeats a farewell from lines 996-997 (yoipete
three times).*%4

The description of the brooch continues with a ring-composed ekphrasis of its image of a
dog pursuing a fawn, and this structure, in which the dog and fawn are each mentioned twice,
extends in a different way the doubling-by-repetition; the scene was discussed in detail in 3.2.2.

| suggested in section 2.2.4 that Nestor’s ring-composed speech about charioteering in
Iliad 23 centers on a description of the turning post that features a paronomastic lexical structure
in which &vo ‘two’ is paired with 68600 ‘path,’ reflecting the two stones leaned against the post
and virtually saying ‘two’ twice: Ade 6& 10D ékdtepOev Epnpédatar Vo Asvkd / &v EvvoyTiov
0000 (‘two white stones were leaned on either side of it in the joinings of the path’ 329-330).

The proximity of the terms and their position in a broader ring structure lends support to the

403 pseudo-Demetrius of Phaleron On Style: 2.66; Trypho fr. 12.

404 The form énavéimhoilw is Hermann’s conjecture; the manuscripts have émdumloilm or Suthoilw. These
alternatives make little difference for the present argument. Cf. Ag. 835 &y0og duthoilel @ memapéve vooov; Cho.
939 dumhoig Aéwv, StmAobc Apnc.



199

supposition that the echo is significant. A similar case can be made for %o and dmododvour in Il.
18.498-499: 510 o' nowig / amopdiévou- O pev edyeto Tavt'
amodovvor (‘two men were quarreling on account of the blood money for a dead man: the one
claimed to have paid in full’). If phonetic doubling based on 6vo is a kind of trope, it may also be
at play in the formulas 6vo dovpe ‘two spears’ (three times in the Iliad, five in the Odyssey) and
dotipe &V (twice in the lliad, once in the Odyssey).*®® The inclusion of the numeral here is
semantically gratuitous insofar as the word 6obpe is already in the dual number; the form db®
itself is the dual number of dvo, and represents another kind of compounded duality.*%

The phrase dyyfa dedaiaton (‘divided in two,” with its own reduplicated verb) in the
passage about the Aethiopians (Od. 1.23) is unique,**’ but the verb Saiopon ‘divide’ and the
related form daivopu ‘apportion out > feast,” while not strictly denoting numbers, appear often in
etymological or paronomastic figures. The formulaic line daivovt’, 003¢ Tt Bupog £6€HeT0 daTodg
giong (‘they feasted, and no heart lacked an equal portion’) is one example;*%® feasts may be
added to ships and shields in the category of things described by Homeric verse as ‘equal’ in
contexts of balanced lexical repetitions. The line is often preceded by the line avtap énei
TaHGOVTO TOVOL TETVKOVTO T€ Odita (‘but when they ceased from toil and had made a feast’),

which compounds the figura etymologica and expands the alliteration.*®® At other times the line

495 Gonda 1953: 17-18 notes the alliteration of the phrase and suggests the inclusion of the numeral is “a means of
dwelling upon the completeness of this part of the armor,” in addition to possible metrical considerations. The use of
two spears in Homer is usually discussed in terms of a reflection of a historical phase of Greek warfare with
implications for the dating of the epics; see the summary in Kirk 2005: 183-184.

406 Gonda 1953: 13 considers a possible “emphatic” usage of the dual PIE numeral, as well as of the use of the

Greek numeral with nouns in the dual number (17). See also his comments on the Greek use of the dual for natural
or perceived pairs (14) and the inconsistent use of the dual in Homer more broadly (15-20).

407 Similar is Od. 15.412 Siyo 8¢ ool Thvta Sédactal.

408 E.g. Il. 23.56, and see the following two notes.

40911, 1.467, 11. 2.430, 11. 7.319, Od. 16.478.
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going down’), which makes a paronomastic jingle of kataddvta / daivovt.”**® The formula
Satvovt’ épkvdéa daita (‘they feasted a glorious feast’) is another etymological example;*!!
non-etymological, from the modern standpoint at least, is the collocation in aGAAd pot aue’

Some of the linguistic doublings that appear in the preceding examples have their origins
in the language itself; some in all likelihood belong to the oral poetic tradition that produced
Homeric epic; some collocations may be unique to these epics in particular. But the tendency for
doublings, both structural and semantic, to compound in Homeric epic, as in the description of
Odysseus’ cloak and brooch in Odyssey 19, suggests that reduplication at least in some cases

offered a living rather than a dead metaphor for the producers of Homeric verse. An interesting

case appears in the Embassy to Achilles in Iliad 9:

. 9.223-231 ab(CC)DDDba
C m\nodpevog &’ oivolo démag Ayiijo-
, D yoip’ Ayred- pev gions ovk £mOevels 225
nuev évi kKuoin Ayouéuvovog Atpeidno
No¢ Kai EvOade Vv, Tapa yop LEVOEIKEN TOAAN
D,D * QAL 0V EMnpaTov Epya pLEUNAEY,
GAAQ AV péya Thpo S10TpePES EI00POMVTES
b - &V doij] 0¢ camaépey 1j anorécBor 230

------

OS5 >

"Hail, Achilles, we have had no scant of an equal feast,
neither in the tent of Agamemnon son of Atreus,

nor yet here; there has been plenty of agreeable things

to divide out, but our thoughts do not turn to the lovely feast.

410 0d. 1.601, Od. 19.424; cf. kcaraddvro / fiueda Sovdpevor at Od. 9.161, Od. 9.556, Od. 10.183, Od. 10.476, Od.
12.29.
41111, 24.802, Od. 3.66, Od. 13.26, Od. 20.280.

1995: 34-35.
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Sir, we are looking in the face of great Zeus-nourished disaster,

our well-benched ships, unless you put on strength.”
This is the speech to which Achilles will later respond with the rumination on his two fates at
9.410-416. The passage contains a ring structure consisting of pairs that alliterate in /d/; the
structure centers on language of division (dattoc, daivus6’) and, at the very middle, on a
syntactic parallelism (quév... n6¢ 226-227) that occupies two lines (its own daig £ion, ‘equal
division’?). There are further parallels in GAA’... aAAa (228-229) and év dotf) 6¢ cowoépey q
amorécOau (230). The phrase &v doufj [it is] in doubt’ is in origin ‘in two,” from Sotoi ‘two.’ 413
Reduplication has produced orthographically identical first syllables in deidekto (déxopon
‘receive’) and deidwuev (‘fear’);** the form deidiuev comes from the old perfect *84-Spi-pev from
IE *duei- ‘fear’, a root that is formally identical to IE *duei- ‘two.’*!®> Benveniste argued on the
basis of line 230 (deidyev- &v dotf] 8¢...) that the roots are the same, since v dotfj explains how
*duei- ‘two’ could have come to mean ‘fear’: “étre en double, douter” in its old sense, equivalent
to modern French redouter “dread.’#'® He compares the cognate Latin dubio, dubius (in dubio
esse) (‘be in two ways’), whence also English ‘doubt.’

The historical etymology of deidiuev need not have been available to the Homeric poet
and audience for the ‘twoness’ of its reduplication, like that of 6gidekto, to resonate in a passage
full of doublings. Odysseus contrasts the equitable division of feasts available to Achilles with

the Achaean’s fear about the fate of their ships, suggesting an incommensurability between the

feasts Achilles enjoys and his refusal to participate in the activities that would justify his status.

413 o101 “‘two, both’ < IE *duoi- ‘twofold, double’ (Beekes 2010 s.v.).

414 The form S&idexto occurs only here in Homer; cf. e8éyat’ (11. 4.4, 1I. 9.61, 1l. 22.435) and de18éyarar (Od.
7.72).

415 Beekes 2010 s.v. &idw.

416 Benveniste 1954: 254-255.
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While Odysseus focuses on the ‘equal portion of the feast’ that Achilles receives among men,
Achilles in his reply is concerned with Agamemnon’s inequitable distribution of wealth and,
ultimately, a different kind of apportionment, the ‘twofold fates’ (411) according to which he

will either die in Troy and win eternal fame, or return home and live to old age without renown.

3.4.4 Summary and Conclusion

| have argued for numeric iconicity in a number of Homeric passages, with an emphasis
on threes and triple repetitions and on twos and various types of doubling and reduplication. But
it is worth reiterating that there are many cases in which there is no such precise correspondence
between repetitions and numerals. The tpig pév... tpig 6¢ (‘thrice... thrice...”) structure that
appears in the description of Charybdis at Od. 12.105 is common;*!’ the phrase tpim\oxa
noppapény (‘threefold sparkling’) describing the rim of Achilles’ shield in 1l. 18.480 does not
quite have the same effect as dimhaxa Toppupinv/papuapény, although a case can be made that
the reduplication in the adjective is still evocative of ‘folding.” Indeed, even when there is no 1:1
correspondence between a numeral and a number of related repetitions, the repetitions can be
understood as evocative of multiplicity more generally: this iconic function of repetition is a
widespread linguistic phenomenon in the Indo-European language family and beyond.**®
Georgios Giannakis summarizes the iconic semantics of reduplication as “conferring, among
other meanings, plurality, emphasis, perfectivity, iterativity, distributionality, causativity,
transitivity and an entire host of other functions and/or nuances.”**°

Ancient commentators on Homer were not unattuned to the iconic effects of repetition, as

we saw at the beginning of the section. A scholion on Hector’s simile of a young man and

47 E.g. Il. 5.436-437, 1l. 11.462-463, l. 24.454-455, Od. 11.206-7; cf. Od. 6.154-5, Od. 17.515.
418 Gonda 1959: 324-325; West 2007: 106.
419 Giannakis 2014. Cf. Gygli-Wyss 1966: 9 and 11.
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woman in intimate conversation opines that the poet “used analepsis on account of their many-
wordedness,” which implies that the repeated hemistich evokes a plurality of words (bT 22.126-
7¢ 31 6¢ TV moAvAoyiav T dvainyel Expnoato). On the lemma Nidveg Bodwaotv ‘the headlands
resound’ at Il. 17.265, a scholion explains the “anadiplosis” of the vowel in fodwotv (Bodw) as
imitating the sound of water repeatedly cast back from the headland (tfig yap éraiiniov t@dv
VO4TOV €KPOATIC 1] TOD Podwaoty dvadimtAwaoig opoiav dnetédece cuvmdiov AbT). On a passage
that employs a threefold repetition of toALoi ‘many’ in a description of the sacrificial slaughter
of many animals (Il. 23.30-32 woALoi pev Bosc ..., ToALOL &’ OiEG ..., TOALOL 6 dpyLddovteg VEG),
a scholion observes that “the epanalepsis of moALoi suggests multitude and boundlessness” (bT
23.30-32 1} émavaAnyig tod moAloi 10 mATi00g Eppaivel kai to ddpiotov). The iconic repetition of
moAv¢ is common in Homeric epic, and forms the subject of Section 3.5.

It is not trivial that Greek rhetorical theory would develop an elaborate terminology for
describing types of repetition, and that the scholia to Homer often identify these figures in
Homeric epic. The later Greek tradition saw in Homer the foundations of rhetoric, among other
arts and sciences, and Pseudo-Plutarch’s Essay on the Life and Poetry of Homer attributed to him
the discovery of literary devices such as figures and tropes.*?® But if the technical rhetorical
vocabulary that surfaces in the scholia certainly postdates the Homeric tradition, the relationship
between form and content examined in this section nevertheless suggests that some of the
metaphors that that vocabulary employed were used in a proto-technical way already in Homeric

epic.

3.5 THEMATICS OF MULTIPLICITY

420 Knudsen 2014; Sluiter 2005.
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The number iconicity discussed in the previous section can be seen as a subset of the
well-known use of repetition to enact multiplicity or iterativity: familiar English examples are
‘more and more,” ‘many, many...,” ‘again and again.” Ancient Greek tends to repeat the
adjective moAvg ‘many, much’ in descriptions involving denoted multiplicities, an example of
which was noted in the previous section (Il. 23.30-32 moAAoi pev Boeg ..., ToAroi 8’ Bieg ...,
moAOL & apytodovteg Veg), along with the scholion’s observation that “the epanalepsis of ToALoi
suggests multitude (mAfj0oc) and boundlessness.”*?* More recently, Fehling finds close to 50
examples of the anaphora of moAvg or related forms in early Greek literature,*?? and Martin West
notes in a discussion of Indo-European stylistics that “one characteristic use of anaphora is to
emphasize quantity,” citing Il. 11.494-495 among other Homeric examples in which moAvg is
repeated: woAAag 6& dpU¢ aloréag, TOALAG O€ Te TEVKAG / E0(EPETOL, TOAMOV O T APLOYETOV Eig
dAa BaAdrel (‘many the withered oaks, many the pines that it bears off, and much the debris that it
casts in the sea’).*?®> We may note that the repetitions here act as a gloss on TA0wv ToTapdg
‘river being full, in flood’ in 492; A0 ‘to be full’ derives from the same Indo-European root
as mohbc, and sometimes clusters with it.*?* West gives further examples of repetitions of ‘many’
from Norse, Vedic, Avestan, and OId Irish, but the phenomenon is not limited to the Indo-

European language family.

421 Scholion bT 23.30-32 1) énavéinyic 1o moAloi 0 mATBog Eppaivel koi TO dopLoTOV.

422 Fehling 1969: 199-200.

423 West 2007: 108-110 (translation his), citing also I1. 20.246, 1I. 23.30, Od. 1.3, Od. 9.45, Od. 22.47, Od. 23.304;
moAv- in compounds 11. 5.613, 1I. 9.154. | would add 1l. 1.162-169, Il. 2.128-133, Il. 2.173-177, Il. 2.459-470, II.
4.229-232, 11.5.87-94, 1. 6.227-229, II. 8.253-256, 1. 9.71-77, 11. 9.179-184, 11. 9.320-333, 11. 9.395-398, 1. 9.464-
469, 1l. 9.490-492, 11. 9.540-547, 11. 9.564-568, 1l. 9.581-585, II. 11.677-684, Il. 13.663-666, II. 13.725-742, .
13.797-800, 1l. 15.680-685, Il. 15.446-451, Il. 16.709-710, 1l. 16.772-775, 1l. 17.430-431, 1l. 18.285-291, II. 20.326-
328, 11. 23.520-521, Od. 1.111-113, Od. 4.81, Od. 4.95-96, Od. 4.228-230, Od. 4.495, Od. 5.223, Od. 4.811-813,
Od. 6.39-40, Od. 7.139-140, Od. 8.152-155, Od. 11.38-42, Od. 11.364-365, Od. 15.176, Od. 15.401, Od. 16.88-90,
0Od. 19.281-285, Od. 21.57-62, Od. 24.65-70. Gygli-Wyss 1966: 43-48 also discusses the intensifying effect of
repetitions of ndc and molvg in early Greek literature.

424 Beekes 2010 s.v. miumAnpu.
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By far the most famous Homeric passage in which moAvg is repeated is the first four lines
of the Odyssey, in which the root occurs four times. Before turning to this passage, however, |
present several other examples of iconic multiplicity and its paronomastic resonances, with the
intention both of picking up and extending the discussion of paronomasia in moA- from Chapter 2
(in which I pointed out interactions of ToAvg, AndAiwv and aroiivut) and of setting up at least

in a preliminary way some structural and semantic context for the Odyssey proem.

3.5.1 [loAv¢ and Paronomasia

It was noted in section 2.3.5 that moAb¢ sometimes clusters with wordplay in ©(V)A(A)-, as

at Il. 13.795-801:

Il. 13.795-801
01 &’ {oav apyarémv AvEpmV ATAAAVTOL AEAAT, 795
1 pé 0° VO Bpovtiic TaTpdg Aldg £lct TESOV 8E,

K0PTO. PoANPLO®VT, TPO UEV T GAL, &’ Gl
¢ Tphdeg mpo pev dALot apypdreg, gn’_GAMNOL, 800

They flew forth like the blasts of some fierce wind
that strike earth in the van of a thunderstorm from Zeus—
they buffet the salt sea into an uproar; many

even so did the fitted ranks of Trojans, some in front, some after,
arrayed in gleaming armour follow their leaders onward.

The epithet roAvgrowsBog ‘much-sounding’ is illustrated and elaborated by the multiple
repetitions throughout the passage of its own sounds w(V)A- and ¢(V)A-. The passage itself, like
the sea it depicts, can by the same token be described as moAvpAoicPoc, as ‘much-sounding,” but

also, specifically and self-referentially, as ‘containing many ¢(V)A-s’ (mroAd@roisPog) or
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‘sounding moAv-" (meAberoicPoc).*?® The sounds m(V)A- and @(V)A- recur in an onomatopoetic
imitation of waves, and the repeated sounds combine with the denoted multiplicity of moA\a and
nolv- (‘many waves’ and ‘many sounds’) to make the perception of the passage an auditory
experience of its own multiplicity.

Beyond what was discussed in Chapter 2, the words nt(t)oAg or Ttohicbpov ‘city’ and

mOAeNOC ‘war’ sometimes participate in paronomastic clustering with woAvc, as at 1l. 1.160-
171:42¢

Il.1.160-171

...pog Tpdwv- T@v oV T petaTpény ovd’ areyilelg: 160
Koi On pot avTOG dparpnoechor ATEIAETC,

O &m o)L pdymoa, d6cov 8¢ pot vieg Ayoudv.

0V pév ool mote icov Exm onmét’ Ayoiol

AL TO pEV TAETOV TOALAIKOG TOAELOL0 165

ViV 8 el @OV &, &nei 1| Tol pEpTEPOV 0TIV
oikad’ ipev oLV VUG Kopwvicy, 00O 6~ Ol 170

...from the Trojans: you forget this, or do not care,

and threaten to rob me of the prize

for which I have toiled much, and which the sons of the Achaeans have given me.
Never do | receive so good a prize as you do

when the Achaeans sack any rich city of the Trojans,

though it is my hands that do the greater part

of the much-darting fighting. When the sharing comes,

your prize is much greater, and | go with something small and dear
back to my ships, when I am weary of fighting.

Now, therefore, | shall go back to Phthia; it will be much better for me
to return home with my ships, for I think I will not

stay here dishonoured to pile up gold and wealth for you.

425 In five of the eight Homeric instances of moA@roisBog, a form of moAvg appears in either the preceding or
subsequent line.

426 Further 11. 1.124-129, 11. 2.128-133, 11. 9.318-327, II. 9.395-402, Il. 9.540-547, II. 10.4-8, Il. 11.677-684, Il.
13.725-746, 11. 16.708-711, Il. 17.430-433, 1l. 18.285-291, Il. 20.214-222, 1l. 20.326-329, Od. 5.223-224, Od. 6.37-
40, Od. 8.404-405, Od. 9.265-266.
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Achilles laments that he has a greater share (mieiov) of battle (moAépoto 165), but a lesser share
in the distribution of wealth derived from sacking Trojan cities, wealth (miodtoc 171) that he

piles up for Agamemenon. This circumstance is pithily expressed in 167-168 with the

battle’) in 165, Achilles connects his own multitudinous action with an activity that inherently
involves ‘a lot’ of a wearying activity (like mAn0ov at Il. 11.492, mieiov ‘more’ is related to
moA0c).*?” Through paronomasia, the mok- of war and of multiplicity bleed into each other, so
that war becomes ‘too much,’ and Achilles tires of the ‘muchness’ of the fighting (168). If the
word hovtog (‘wealth’ 171) at the end of his speech participates in this nexus (‘dishonored |
draw up wealth and luxury [for you]’), it fittingly caps not only the description of the inequitable
distribution of the fruits of Achilles’ labors but the ©A- and moA- sounds that have piled up in his
speech like Agamemnon’s wealth.

The theme of distribution in return for effort in battle appears again when Achilles
addresses ‘much-contriving Odysseus’ (moivufyov’ ‘'Odvcced Il. 9.308) to reject Agamemnon’s
conciliatory offer in the Embassy in Iliad 9:

Il. 9.318-327

ion poipa pévovtt kai €l pdda tig moiepilot

&v 0¢ 1N TR Nuev Kakog 16¢ kai E60A0C:
Kathav™ Opdg 6 T depydg avip 6 te mollo opyms. 320

aiel Euny woynv mopofarlopevog moieilery.
@G 8" OPVIC ANTIOL VEOGTOIGL TPOPEPT|OL

427 Cf. 11. 20.326-329, in which Aeneas’ action could serve as a gloss on tolvéu& ‘much-darting:
TOAMAG 6¢ oTiyag POV, TOAAS 8¢ Kol (tnwmy

Aiveiog vmepdAito 00D amod yepoc 6povoag,

e 8 én’ €oyatmy moAvdikog OAELOL0,

&vOa e Kavkmveg molepov péto Bopnocovto.
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¢ Kol &ym moALOC PEV ADTVOVG VOKTOG ooV, 325
fuoto & alpatdevTa SIETPNOCoOV ToAeUlmV
AvOPAGL LOPVAUEVOS OUPWOV EVEKO GOETEPAWOV.

Fate is equal for him who holds back and him that fights;

coward and hero are held in the same honour,

and death deals like measure to him who works much and him who is idle.
| have taken nothing for all the pains in my heart—

always risking my life to do battle;

as a bird takes to her young nestlings

a morsel she has found, and herself fares hardly,

even so many a long night have | been wakeful,

and many a bloody battle have | waged by day

fighting against them on account of women.

and taken their many possessions (keyumiwo toAra 330), but given everything to Agamemnon,
who stayed back by the ships and “distributed it little by little, and kept much” (51 Todpa
d06AcKETO, TOALD, 6 Exeokev 333).

For their similarity of content and diction, Pietro Pucci connects lines 321-322 (ndbov
dAyea Qoud / aiel Euny yoymv topafarropevoc) with Od. 1.4-5 moAld 6™ 6 y° év movte mtabev
dAyea Ov koto Bopodv, / apvopevog fiv te yoymv Koi vootov etaipov (“he suffered many pains in
his heart, striving for his life and the homecoming of his companions”); aside from the context of
grief for risking one’s life, Pucci points out the relatively uncommon formula nwéBov dAyea
(Bou@/6v xata Bvudv) and the rare abstract use of yuyr|, which appears only here with the
possessive pronoun.*?® The reference to sacking Trojan cities in 11. 9.328 is a further point of
connection. In Pucci’s view, these similarities serve ultimately to highlight the different but
complexly overlapping ethical natures of the heroes and the stories they occupy. Achilles’
emphasis on warfare as manifest in the recurrence of line-final moAepilw is absent from the

Odyssey proem, however, as suits the divergent settings and themes of the two poems.

428 pycci 1982: 41-42.
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As a final example of paronomasia around mwoAv¢ before we turn to the Odyssey proem,
Agamemnon clusters moA- sounds in his description of the relative size of the Achaean and

Trojan forces in lliad 2:

Il.2.126-133

NUETG &’ &¢ dexddag drakxoounBeiusy Ayoiot,

Tpoowv 0’ Gvdpa Ekactot Ehoipeda oivoyogdey,
oAl KeV 0eKAdES devoiaTo 0ivoydo1o.

106GV &yM PN TAL0C EUpEVOL VIog Ayaudv

Tpowv, ol vaiovot katd TtoAv- AAN’ émikovpor 130

of pe péya mAdlovot Kai ovk €idc’ €0EAovTa
TAiov ékmépoart €0 vauopevov troiiedpov.

If we Achaeans were put in order by tens,

And each chose a man of the Trojans to serve wine,
Many tens would lack a wine server.

We sons of Achaeans are so greatly more in number
Than the Trojans who live in the city. But they have allies
from many other cities, spear-bearers,

and it is these that hinder me, although | wish it,

from being able to sack the rich city of Ilius.

Not only the sack of Troy and the thematics of multiplicity here find a parallel in the Odyssey
proem, but also the alliterative participation of the verb ahalw ‘repel, drive off course,” which
appears in the passive voice in the proem to describe Odysseus’ wanderings after the sack of
Troy (uého oAl / mharyyOn Od. 1.1-2).

In the three previous examples, paronomasia of ToAvg, m(T)0Ag, and TOAEpOC appears
when characters are thinking about the big picture of the war against Troy and their role in it. It
is, conceptually, an easy nexus: the purpose of the war (méAepog) is to sack a city
(m(t)oMc/mrorieBpov), and that involves many actions with many consequences and much
suffering (moALd). An emphasis on multiplicity and suffering appears also in the proem of the

Iliad: Achilles’ wrath ‘placed countless pains on the Achaeans, and sent many steadfast souls to
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Hades’ (uopi” Ayonoic diye” £0nke, / mollag & ipBipove woydc Aidt mpoioyev Il. 1.2-3).42° The
lexical elements of the paronomasia combine differently in the Odyssey proem — Troy has now
been sacked, and Odysseus’ journey home will present new avenues for misery — but the nexus
there represents in many ways a variation on a paronomastic theme that connects the sacking of
Troy inwar (e.g. Il. 1.164, 1l. 2.133), suffering from thwarted efforts (e.g. 1l. 9.321, 1l. 2.132),
and multiplicity emphasized by the repetition of moAOc. Moreover, and importantly, the quoted
examples demonstrate the self-aware deployment of repetitions of moAt¢ for specific effect,

evident above all in the description of the waves in Il. 13.795-801.

3.5.2 Odysseus Much-Turning
Against this backdrop, let us turn to the first five lines of the Odyssey:

Od. 1.1-5

_______________________________

Tell me, Muse, of the man of many turns, who many times

wandered after he had sacked the holy town of Troy.

Many cities did he visit, and their manners and customs knew;
moreover he suffered many things by sea in his heart

while trying to save his own life and bring his companions safely home.

The phonetic play on molvg is by now familiar. The sequence n(V)A- in the first line is picked up

in Adyy6n and wrodricBpov, and more loosely in wovim mabev dhyea; Dimock points out the

429 The extensive similarities between the proems of the Iliad and Odyssey have long been noted: see Bekker 1863,
Ruter 1969: 28-48; Pucci 1982: 39-41. Eustathius (ad Od. 1.1) suggests that beginning with ToA0 was an ancient
commonplace: “Aafdv APopury KOTA TOVS TAANLOVG O TONTNG €K TOD TOAD, Omep Eykerton Tf] AéEel TOD
TOADTPOTOG, EMEUELVE Tf| OUOLOTNTL TOD OVOLOTOG. EIMMV. TOAAN EXAGYXON. TOAAGV dE avBpOT®V ideV GoTER. TOAA
o¢ Emabev dAdyea (“the poet, taking his start according to the ancients from moAv, which is contained in the word
nol0Tponog, he stays with the sameness of the word, saying ‘he wandered much,” ‘he saw many cities of men,” ‘he
suffered many pains’”’).
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prominence throughout these lines of the sound /p/, which occurs fourteen times.*3° The epithet
noAvTpomog ‘much-turning’ or ‘-turned’ has been subject to a range of interpretations since
antiquity, including ‘of many devices, ingenious,” ‘turning his thoughts to many things,” and
‘much wandering,” all of which are appropriate to the here-unnamed Odysseus,**! but, just as
noAvpAotofog ‘much sounding’ in Il. 13.798 annotates the deployment of moA- in that passage
(and elsewhere; cf. Il. 1.33-36 in 2.3.1), it is possible to find additional meaning in woAvTpomTOC
as a reflection of the repetitions here.

If Martin Steinrtck is correct in identifying the notion of turning (tpénw) as a metaphor
for lexical repetition in early Greek poetry,**? Odysseus’ epithet moAdtpomoc can be interpreted
not only as ‘much-turning’ but ‘much-repeating;’ further, given the repetitions of ToA0¢ in the
passage, it can be interpreted as ‘repeating “much,”’ ‘repeating the element moAv-.” The
repetition of ToAvg enacts the multitude of turns described in the adjective moAvtpomoc, bringing
the composition of the verses in line with the description of the protagonist. Each repetition of
moAVG represents one of Odysseus’ ‘turns’: he 1) wandered much; 2) saw many cities of men; 3)
suffered many pains in his heart on the sea: in short, a summary of the Odyssey, prefiguring the
nature of the wandering narrative. The first five lines, and then the whole narrative of the
Odyssey, becomes an unfolding, structurally and in terms of content, of what is meant by the
word moAvTpomog,.

The many epithets in moAv- (roAduntig, moAvu avog, ToAVTANS, etc.) that attach to

Odysseus’ name in the Odyssey (and lliad) participate in this iterative unfolding of

430 Dimock 1989: 11; cf. Miller 2014: 101. Dimock argues that the sounds of the first line set up the word mAdyyon
in the second, which “focuses the sounds as well as the meaning of the first half” of the proem, but I think this
assigns too much weight to miéyy6n at the expense of the multiple repetitions of moA0-. The phrase moAhd Théyy6n,
at least, suggests that conceptually, as well as in terms of alliteration, the terms must be taken closely together.

431 Heubeck et al. 1988 ad 1.1.

432 Steinrtick 1997: 65-68; | take up this subject in another section.
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multiplicity.**® In an article about the Odyssey proem that makes a number of points shared by
the interpretation here, Pietro Pucci discusses the multitude of Odysseus’ moAv- epithets and
comments:*3*

Odysseus' manyness outlines not only a horizontal structure, but also a vertical

one, a structure of repetition. The opening lines of the proem emphasize just this

point by repeating four times the adjective polus: the man of many turns, who

wandered in many travels, saw the cities of many men, and suffered many griefs.

The notion of repetition, of a certain accumulation of the same, seems here

unescapable.

A little later in the article, Pucci states that “Odysseus's manyness in the first line of the Odyssey
refers specifically to his tropoi, his 'turns,’ and this word already suggests the zigzagging
movement of repetition and manyness.”**® This comes close to but does not explicitly make the
case for an interpretation of ToAbtponog as ‘repeating moAv-.’

Rather, in suggesting that moAvtponog can mean ‘of the many turns of language’ in
addition to ‘much-journeying’ and ‘of many turns of mind,” Pucci connects the tpoémog of
nolvtponog with the trope (‘figure of speech,” namely a word used in a non-literal or unexpected
way) as understood by the ancient rhetorical tradition and in particular with “the trépos par
excellence,” metaphor, noting that moAbtpomog as a descriptor is itself metaphorical.*3®
Acknowledging the difficulty of determining whether the notion of tpomog as ‘turn of language’
was available in the Homeric age, Pucci points to the interpretations of Antisthenes and Plato’s

Hippias, as well as to Odysseus’ own facility with puns and figures of speech. Plato’s Hippias

argues that molvtpomog means ‘lying,” which would constitute a metaphorical usage of tpomog in

433 On the mo\v- epithets, see Finley 1978.

434 Pycci 1982: 51.

435 Pucci 1982: 53.

436 pycci 1982: 53; again 1995: 16 (“’Polytropy’ has the felicitous advantage of describing not only [Odysseus’]
character but the thematic and rhetorical qualities of his text, for the turns and re-turn of his wanderings, the turns
and ruses of his mind, are mirrored in the turns (tropoi, rhetoric and rhetorical figures) of the Odyssey itself”), 24.
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reference to speech,**” and as reported by the Odyssey scholia, Antisthenes likewise connects

Tpdmoc to language use:*3

apé ye movnpog 6 Odvccedg HTL TOADTPOTOg EKARON; ... LATOTE 0DV O TPOTOG TO
pév T onuaivel 7o f0og, 1o 6¢ TL onpaiver v 100 Aoyov xpiicwv; ebTpomog yop
avip 6 10 N00g Exwv €ic T €0 rsrpap,p,svov TPOTOL 0 AOY®V 0l ool TAGGELS.
KEYPNTOL TO TPOT® Kol £l Qv Kol Emtl peAdv EEaAlayT|g, MG £mi TG andovog,
“fte Bapd tportdoa yéet moAvnyEa oviy.” €l 8¢ ol cooi devol giot dtodéyecban,
Kol EmioTavTol T0 aDTO VoMU KOTd TOAAOVS AEYELY TPOTOVS: EMGTAUEVOL OE
TOALOVG TPOTOVG AOY®V et ToD oTod ToAbTpomoL AV Elev.

Is Odysseus wicked, since he was called moAbtpomoc? ... So does tpomog not
sometimes refer to character, sometimes to the use of speech? For a well-turned
(ebTpomog) man is one who has a nature turned toward the good (10 &v), and
fictions of some sort are turns of speech (tpémor Aoywv). One uses tpomog also for
the voice and the changing of melodies, as [Homer] says about the nightingale:
‘and she, turning frequently [her voice], pours forth a many-toned voice’ (Od. 19.
521). And if the wise are skilled at conversing, they also understand how to say
the same thought according to many tpomot: and understanding [how to use]
many tponot of words about the same thing, they would be moAvtponot.

Antisthenes argues that the latter skill consists in adapting one’s speech to one’s audience; he
uses the example of Pythagoras, who was said to have used language appropriate to children
when talking to children, and appropriate to women when talking to women, etc., because it is
“wise to find the fitting kind (tpémoc) of wisdom for each.”*3®

The ‘turns of language’ suggested by Antisthenes and Hippias refer neither to metaphors
nor to repetitions, although Antisthenes suggests that there are multiple ways tpomog can apply to
speech or voice, and rhetorical elements may be conducive to deceit or the adaptation of one’s

language to one’s audience. Pucci’s argument that the best evidence for moAvtponog as ‘turns of

speech’ is the fact that the word itself is metaphorical is perhaps overstated, since there are many

437 Plato Hippias Minor 365a-b.

438 Translation mine.

439 Scholion HMQR ad 1.1: obto xoi ITuBaydpag Aéyetan mpdc maidog dlimbeic mowcacdur Adyoug Stodeivar Tpog
a0TOVG AOYOVG TOLOKOVGS, KOl TPOG Yuvaikag yovar&iv approdiovs, Kai tpog Gpyovtag apyovIikovs, Kol Tpog EpnPovg
€M Pkodc. TOV Yap EKAGTOLS TPOGPOPOV TPOTOV Ti|G Go0ing EEgvpiokely coPiag EoTiv.
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words with metaphorical senses that do not themselves mean ‘metaphor.” Yet the sheer
ambiguity or polysemy of the word does seem temptingly relevant to the multiplicity and
shiftiness it denotes. On this point we may keep in mind that an oral performance would
presumably not pause long at the word moAvtpomog to give an audience time for speculation, and
it seems natural to take the immediate subsequent repetitions of ToAbg as a kind of guideline for
interpreting the word. This underlies the old interpretation of roAvtpomog as ‘much travelling,’
since pédAa ToAAd TAGYYON (‘he wandered very much’) can be taken as a gloss of it,*? and so too
can the interpretation ‘turning his thoughts to many things,’** since in 1.3 Odysseus is said to
have seen many cities and known their inhabitants’ ways of thinking. The multiple repetitions of
noAg in fact offer three different but related interpretations of moAvtpomog in a row (as listed
above, he ‘wandered much,’ ‘saw and knew much,’ and ‘suffered much at sea’), such that the
multiplicity of meanings do retroactively establish roAvtporog as polysemous, albeit with a
specified range. This plurality of unfolding meanings draws attention to the word moAvtpomnoc as
a word warranting multiple and varied exegesis, and thus also to this plurality as a plurality in the
textual fabric (moA0¢), to the iconicity of multiplicity through repetition at the structural level —

the ‘turnings’ of moAv-.

3.5.3 A Twisted Tongue

To return to the question of the relationship between turning and repetition, there is a
Homeric passage in which the vocabulary of turning or twistiness is applied directly to human
speech, or rather, metonymically, to the tongue:

I1. 20.244-250
AL dye unkéTt tadta Aeymopedo vnmHTior ¢

440 Heubeck et al. 1988 ad 1.1; Pucci 1982: 53.
441 Scholia M1V ad 1.1 éni moAAG TpémovTa TV Stévotay.
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€otadt’ €v péoon Lopivn dNioTHTOC. 245
£0TL Yap ApQoTéPOloty dveidea

TOAAG HAA’, 008 av vndg Ekatoluyog dybog dpotto.
otpenty 0¢ YA@oo’ E6TL BPoT@V, TolieC & EVt

TOVTOIOL, 0¢ mo/0¢ vouog &vlo., kol Evla.

ommoiov K’ , TOIOV K’ €MaKOVGLC. 250

And now let there be no more of this prating like children

in mid-battle between the armies.

We could fling taunts without end at one another,

very many, a hundred-oared galley would not hold them.

The tongue of mortals is twisted, and many stories are there

of all kinds, and there is much distribution of words here and there.

The kind of word you say, so shall you also hear from others.
Aeneas in his address to Achilles relates a twisted tongue to multiplicity of words or utterances
and stories. In the context of imputations against one’s character (oveidea 246), it is clear that
Aeneas is implying that not every story is true, but here he avoids saying this directly by
focusing on the multiplicity and variety of types of speech. He is more explicit in the simile that
follows comparing their potential quarrel to two women hurling insults at each other in the street:
these in their anger say ‘many things that are and are not true’ (mOAL" éted € kai ovki 255). But
in the quoted lines his criticism of Achilles’ prior taunts is more discreet, and he shifts the
agency of false speech from speakers to the tongue, setting himself up to privilege fighting over
speech as the true arena of agency: dAxfic 6" o) W &énéecolv drotpéyelc PepadTo, / TPV YoAK®D
nayéoacbon évavtiov (“you will not turn me, eager, away from strength with words, before we
have fought opposite each other with bronze” 256-7).

Aeneas seems to be saying in sum that one function of a twisted (otpentdg) tongue is to
turn someone away (dmotpénm) from a course of action, in particular through abusive language
that may include lies (this relates to the beginning of his speech, when he tells Achilles not to try

to scare him with words in line 200). The use of the adjective otpent (from otpéem ‘turn’) in

this context may offer support for Hippias’ interpretation of ‘much-turning’ as a reference to
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deceitful language, while the persuasive effects of speech more generally represent another way
in which language connects to ‘turning.” But it is also significant that the quoted passage, like the
adjective molvtpomnog, relates twistiness to multiplicity but here explicitly with respect to
language, and that it moreover does so in a passage in which the very words that are repeated
denote multiplicity (moAvg) and speech (ubOog, Emoc). Would it be a stretch to suppose that the
lexical repetitions are iconic not only of multiplicity but of the figurative ‘twistiness’ of the
human tongue?

To pick up a thread of argumentation from above, while tpémog developed among other
meanings that of figurative language in the sense of a word used in a meaning other than literal,
derivatives of otpépm would appear in rhetorical terminology denoting lexical and other
repetitions: Hermogenes (2" ¢. CE) uses avaotpoer} and émovactpoen for the “repetition of the
last word or words of a sentence at the beginning of the next”;**2 dvtiotpogy had a rhetorical
sense of “repetition of closing words in successive members”;*** vmootpopdg could refer to the
“recurrence to a subject after a parenthesis.”*** None of these quite match the pattern of
repetition of ToA¥¢ in this passage (or of the repetitions pvOncacOar/pddor; Enéwv/einncba Emog;
&vOa kai £vOa), but they do not need to match it to serve the point that the metaphor of ‘turning’
was explicitly used for repetitions at least at a later stage of Greek history. There is no reason to
think the metaphor could not already be viable in Homeric epic, and a ‘twisted’ tongue might
well find a correlate of one aspect of its twistiness in lexical repetition. Beyond that, the
statement in 249 that “there is much distribution of words here and there” (étéwv 6& moADG VOUOG

&vOa kai &vOa) is close to “there is distribution of the words ‘moA0¢” here and there,” and even

442 |SJ s.v. émavaotpoer], from Hermog. Id. 1.12; of -pua in Zapio pia vade Eust. 1751.40.
43 LSJ s.v. avuiotpoon.
444 LSJ s.v. hmooTpogdc.
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closer to “there is much distribution of the word ‘€moc,”” the root of which appears two more
times in 250 in the phrase einnoOa €nog (1 follow the scholia in interpreting vouog in 249 as the

equivalent of véumoig “distribution”).*4

3.5.4 Epic Multitude and the Much-Turning Muse

Also at issue in Aeneas’ speech is what the word &€nog (‘word, utterance, speech’) means.
Koller denies that £mog can refer to an individual word (except in some late instances), which
would seem to rule out the sense required above,*® but Richard Martin considers &nea in the
plural capable of applying to individual words or phrases, as evinced by Homeric passages that
comment on speaking styles.**” He emphasizes that, unlike pd0oc, rog “focuses on the physical
quality of speech rather than on rhetorical or illocutionary force,” that is, on the materiality and
sound of the speaking voice, and this would presumably include the sonic rhythms and textures
of repeated phonemes and syllables. As I described in Chapter 2, Homeric “lexical” repetitions
are not so much repetitions of individual words as repetitions of phonemic sequences (e.g. not
TOAAQ, moAéec, moAvg in I1. 20.244-250 but moA- three times, together with the denotation of
‘multiplicity’; not moAvTpomov, ToALd, ToAA®V in Od. 1.1-4 but tVA(L)-, also in widyybn and
ntoAicOpov). Martin cites as pertaining to individual words or phrases the comparison of
Odysseus’ €nea to falling snow at Il. 3.222 (£nea vipadeosov €otkota yeyiepinow); the simile

suggests a conception of &xea as a multiplicity of small spoken units.

445 Scholion A ad 20.249: vopodc: 6&vtdvoc, tva onuaivintor @g &v T cuvnOsia 1 véunoig- Todto yop Euaceng
peiCovos ot onpavtikov (“accented on the final syllable, so that it means what ‘distribution’ means in common
usage: for this is significant of greater suggestiveness”). But see Pohlenz 1948: 139, who explains vopog in this line
as ‘movement here and there’ by comparison with Aesch. Ag. 685 yAdcoav... véuwv (‘moving ? the tongue’),
although vépo ‘distribute, manage, pasture’ shows the same broad semantic range as the noun. The collocation in
Aeschylus is in fact explicitly used for a tongue’s skilled wordplay of ‘EAéva (‘Helen’)/Ehev (‘take, overcome’);
EM(£)- appears four times for emphasis (EAévav... £élévoag, Ehavdpoc, Ehéntolic, Ag. 686-690). At any rate these
proposed meanings of vouog are not mutually exclusive.

446 Koller 1972: 16.

447 Martin 2011: 259, citing 1l. 2.213 and 1l. 3.222.
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From the 5™ century BCE, the singular émog would be used to mean ‘an epic verse,” and
gmog is already associated with epic poetry within Homeric epic (for example, £nea is applied to
the song of Demodocus at Od. 8.91).44¢ Nagy interprets the tales and rumors to which Aeneas
refers in his speech — namely the ones brought up by Achilles against him — as alternative poetic
traditions to that of the Iliad, and if £&rog here connects to epic, then a ‘twisted tongue’ is
implicated in the production of the genre.**° This is all the more reason to suppose that this
metapoetic moment plays out on the level of stylistics as well, even if different senses of the
word £rog come to the fore within the narrative and in terms of the structure of the narrative.
Whereas £&rog may connote a genre in Aeneas’ use of the word in context, it also gestures toward
the distribution of words in his own speech, a speech that itself participates in stylistic
characteristics of the epic genre.

The act of speaking is also highlighted in the first line of the Odyssey, in évvénw ‘narrate,
recount,” as the verb for the Muse’s impartation of speech that is the poem itself: dvopa pot
gvveme, povoa, ToAdtpornov (‘narrate to me, Muse, the man of many turns’ Od. 1.1). Although
not related to &mog, it bears a phonetic similarity to and forms a ring with a verb in 1.10 that is
related to £€mog, the aorist €iné ‘say,” in a line that resumes the opening line’s direct address to the
Muse (0&d. .. ing xoi piv ‘goddess, tell even us’).**0 If the repetitions of woA0¢ help guide an
interpretation of moAbtpomog, the verb évvénw draws attention from the start to the poem as a
spoken thing, to language as the medium of its communication. And if moAdtpomnog relates to
language use and is reflected in the repetitive structures of the proem, then both narrator and

Muse can aptly be called moAbtpomog as well. It is human tongues that twist in Aeneas’ speech,

448 Martin 2011: 260, Koller 1972; cf. Nagy 1999: 271-275.
449 Nagy 1999: 272-273,
450 Beekes 2010 s.v. év(v)énw (< IE *sek"- ‘say’) and s.v. einov ‘I said.’
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but in light of the connotations of &rog and pd0og there, Hesiod’s words of the Muses in the
beginning of the Theogony come to mind: idpev yebdea moALG Aéyely ETOpOIOY OpOia, / OpEY
5, g0t 20éhmpev, dAn0éa ynpocacOar (“we know how to say many false things similar to true
ones, and we know, when we wish, to sing true things” 27-28). Odysseus could make the same
claim as Hesiod’s Muses (one thinks again of Antisthenes’ interpretation of moAvtpomnoc), and
the similarities between Odysseus and the epic narrator are well known.**! The emphasis in
Hesiod is, as in Aeneas’ speech, on truth and falsehood, but we should not overlook the
relevance of multiplicity here, the Muses’ basic ability to say many things (moAAd Aéyev) and to
put forward many words or tales. That this ability includes the employment of many words is
apparent from the invocation of the Muses before the Catalogue of Ships in lliad 2, in which the
narrator asks the goddesses for aid in recounting the leaders of the Achaeans and their ships.
Precisely at issue is the multiplicity of names and items to be recounted (mAn6vv ‘multiplicity’
2.488, 8601 H1d "Thov HAOov ‘as many as came to Ilium’ 492), and the limitations of human
memory, which can be overcome only with the help of the Muses; these know not only many
things but all (ioté 1€ mavta 485).

If the Muses are adept at saying “many things” (Hesiod Theogony 27), are they also adept
at saying the word moALa? In a footnote above, I cited Eustathius” comment on Od. 1.1 that
beginning with ToA0 was an ancient commonplace: Aafmdv AQopuV KATd TOVS TOANLOVS O
oG €k Tod moAL (“the poet, taking his start according to the ancients from woAv”). If by this
Eustathius means that it was an ancient commonplace to begin epics (as opposed to other genres)
with oAV, then there is a genre association not just with the concept of multiplicity but with the

word itself. A number of extant hexameter openings use molv- besides Od. 1.1 and its

41 For example, Odysseus takes over the narrative in his account to the Phaeacians in Books 9-12 of the Odyssey,
and is compared to a poet at Od. 11.368, 11.406-411, 17.518. Bibliography in Mackie 1997: 77n1.
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TOADTPOTOG: TOALAG O 1pOipovg yoyac Il. 1.3; Apyoc Gede Bed worvdiyiov Evhev GvaxTeg
Thebaid 1; Mobdoa pot évvene Epya molvypvoov Appoditng Homeric Hymn to Aphrodite 1;
Apkading mrorlvpunrov Homeric Hymn to Hermes 2 (Hermes is called maida moAdtponov in 13);
paronomastically, "Titov deidw kol Aapdaviny ebmmlrov Little Iliad 1. One cannot determine
whether the trend started with the Iliad and Odyssey and was picked up by later imitators or
simply manifests in them, but it represents a kind of iconicity of multiplicity writ large, and gives
rise to the amusing thought that the foregrounding of the word is a self-reflexive nod toward the
multiplicity of words and tales that are characteristic of the genre in which each poem
participates. In acknowledging many-wordedness, the openings word ‘manyness,” and thus lend

themselves to an Odyssean characterization of the genre as moAbtpomog.

3.5.5 Summary and Conclusion

The iconicity of multiplicity through repetitions of moAvg is a known feature of Ancient
Greek, and finds parallels in other ancient Indo-European traditions. Among other patterns of
paronomasia, ToAOG can be shown on a number of occasions to cluster with (t)oAg /
ntolieBpov, morepog, and the theme of suffering. These elements appear also in the proem of the
Odyssey, in which the repetitions of molv- unpack Odysseus’ epithet moAvtpomog in line 1.
Because a case can be made that turning serves as a metaphor for ‘repeating’ in Homeric epic,
ToAOTPOTOG can be interpreted as ‘repeating moAv-,” which brings the structural stylistics of the
narrative in line with the character of its protagonist. Similarly, in Il. 20-244-250, Aeneas
connects a ‘twisted tongue’ with multiplicity of language in a passage that repeats both moA0g
and the words for words and stories; the verb otpépm would be used as a metaphor for repetition

in the later Greek rhetorical tradition.
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The word &rmog ‘word, utterance, speech’ in the Aeneas passage can be connected to epic
poetry, and the verb évvénw ‘narrate’ used in the invocation to the Muse at the beginning of the
Odyssey draws attention to the verbal medium of the tale. Hesiod characterizes the Muses’ use of
language in terms of a multiplicity of true and false accounts in a way similar to Aeneas’
characterization of the use of speech by twisty mortal tongues, so it is possible to hear this
connotative system at play in Od. 1.1: a much-turning Muse is a fitting guide for the story of the
‘man of many turns.” The word moAvg also appears in a number of other epic beginnings, which
represents another axis along which the iconicity of multiplicity plays out. The recurrence of the
word is appropriate to a genre known for its many-wordedness and variety of tales. Moreover, if
noAvTpomog expresses something fundamental about the nature of the Odyssean narrative and of
epic more broadly, the sense ‘repeating much’ acknowledges the importance of repetition for the
genre, especially in terms of the kinds of repetitions of words and syllables and sound-sequences

that are on display in the proem of the Odyssey itself.

3.6 TURNING

A case has been made in the previous section for a connection between the language of
turning and lexical repetition, and at several points already | have discussed passages that appear
to correlate the notion of turning with ring structures. Nestor’s ring-composed advice to
Antilochus in Iliad 23 about chariot-racing and in particular about turning around the turning-
post is one obvious example (2.2.4); another is the passage discussed by Martin Steinriick and
quoted in the introduction (under “Lexical Repetitions and Modern Homeric Scholarship™) in
which Nausicaa’s ball falls into an eddy in a stream described with the structure Odvoevg

&yporto - apeirolov- Apemorov- ufale oivy - £ypeto diog Odvooedg (Od. 6.113-117). | noted
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in 2.2.5 that Achilles’ tossing and turning (éotpépeto) and then whirling pacing (dwedeoke) by
the sea in Il. 24.3-14 finds a structural correlate in the many repetitions of aAA- in the passage.
Steinruck devotes a brief subsection of Kranz und Wirbel: Ringkompositionen in den Blichern 6-
8 der Odyssee to the metaphor of turning (tpémopon) for ring composition and another to divn
‘whirl, eddy’; here I build on his analysis and offer further passages in which the language of
turning appears to correlate with repetitions. | look first at passages featuring the verb tpénm
(‘turn’ in the sense of ‘change direction,” according to Ruijgh), second those that feature otpépw
(‘turn’ in the sense of a circular motion),**? and third those that contain divn or its relatives,
although it should be noted that some passages feature more than one of these words and
accordingly could fit under more than one heading.

In his section on the metaphor of ‘turning’ (tpémopat), Steinrtick gives two examples of
ring-composed Homeric passages, both of which employ the metaphor of turning at the center of
a ring structure. A review of these may serve as the starting point for this broader, if in no way

comprehensive, survey of the language of turning in relation to lexical repetitions.*>

3.6.1 The Verb mpérw

Steinruck’s first example is Od. 7.244-270ff, which he locates at the center of a narrative

ring structure that extends on either side: >

Erstes Schicksal: Kalypso (Seesturm) 244ff,
da blieb ich 7 Jahre, 259
netzte die Kleider mit Trénen, die gottlichen
(elpata ... duppota), die Kalypso mir gab. 259ff.

Dann forderte sie mich auf heimzufahren  260ff.
auf Zeus’ Befehl oder, weil

452 On the distinction between tpénm and otpépm see Ruijgh 1968: 706—707, who is followed by Delgado 2017.
453 Steinrtick 1997: 65-68.
454 Steinriick 1997: 65-66, cf. 31 and 154-158. He makes no mention of the repetition moAvdéopov, moAhd & Edwke
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ihr Sinn sich wandte (étpdmet’). 263
Sie schickte mich auf einem Floss fort, 264
gab mir viel Getreide und Honigwein, zog mir
gottliche Kleider an (duppota eipata). 264ff.
17 Tage fuhr eich und freute mich. 267ff.
Zweites Schicksal: Phéaken (Seesturm) 270ff.

Odysseus describes how Calypso kept him on her island until either Zeus ordered her to let him
leave, or she changed her mind (voocg étpdamet’ awtig 263, lit. ‘her mind was turned’). Steinriick
observes that the latter possibility seems gratuitous in light of the fact that the former is both the
correct interpretation and fulfills the narrative function in the account; he suggests that the
structure of the passage may have motivated the phrasing of the second alternative here.

The second example is from Odyssey 8, when the Phaeacians prepare a ship for
Odysseus. The description of the preparations centers on the tponoti, twisted leather straps that

attach the oars to the thole-pins to hold them in place:

52 Junglinge gingen (Britnv) zum Meer. 48ff.
Sie zogen das Schiff ins Wasser, 51
setzten den Mast ein und die Segelstangen (iotia), 52
fugten die Ruder in die ledernen tponoi 53
spannten die Segel auf (iotia), 54
brachten das Schiff in den Stidhafen. 55
Dann gingen sie (Bav) zum Haus des Alkinoos 56

This is not the only place where a boat part with a name derived from tpénm appears to annotate
a surrounding repetitive structure; at Od. 5.125-132, Calypso describes rescuing Odysseus from
the sea, where he was floating on his ship’s keel (tpomic) after Zeus struck his ship with
lightning:
Od. 5.125-132 ABCBCA
®¢ 6" oot Taciovi vmhokapog Anuntnp, 125

O Ooud etcaoa, piyn EILATNTL Kai €OVR
VEUD EVL TPITOL®- 0VOE NV eV GTVGTOC
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A, BC Zevg, 0g pv Katenepve BaAav _
A 6™ av vV pot dyacbe, Ogoi, Bpotov dvopa napswou
TOV uav sywv éodmoa mepi pomiog PePadta 130

BC  oiov, énei oi vijo Oomyv )

A ZeV¢ Ehoag EkE0ooE PEG® Vi OTVOTIL TOVT®.

So again when fair-locked Demeter fell in love with lasion,

yielding to her heart, and mingled with him in love

in a thrice-ploughed fallow field, and before long

Zeus came to hear of it and Killed lasion with his bright lightning.
And now you are angry with me too, gods, because | have a man here
whom | saved sitting all alone astride of a keel,

for his swift ship with bright lightning

Zeus had broken in the middle of the wine-dark sea.

The repetition of apyftt kepowvd in 131 picks up the description of Zeus slaying lasion, beloved
of Demeter, in 128. The structural parallelism diverges notably from the parallel drawn by the
mythological exemplum: the exemplum illustrates Calypso’s claim that Zeus begrudges
goddesses to have mortal lovers, as has proven true for her with respect to Odysseus. But Zeus’
act of striking Odysseus’ ship with a thunderbolt occurred prior to their meeting, not in response
to it. In other words, the structural parallelism cannot be attributed to the semantic parallelism of
the exemplum. Two books later, when Odysseus describes this shipwreck and his rescue by
Calypso to the Phaeacian queen Arete, Tpomic again appears near the center of a ring structure. >
Forte and Smith as well as Steinrlick devote attention to the position of the turning
metaphor in the sequence of a ring structure;**® the former focus on turning language at the
center of ring-composed poems or passages, which I have likewise referred to as the ‘turning
point’ of the structures. But this is not the only place where the language of turning can appear,

and in what follows | focus not so much on passages in which turning appears at the center of a

ring structure as on passages in which tpénwm is semantically linked with the words being

455 Od. 7.244-258: Qyvyin Ti¢ vijcoc- - -TPOTIV GYKOC
- - vijoov &g Qyvyinv- . See Stelnruck 1997 31-32, 154-155.
456 Steinrtick 1997 esp. 79; Forte and Smith 2014.
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repeated, either as part of the repetition or as the verb governing a repeated object. In the same
way that ToAvTpomog can be understood as ‘turning’ or ‘repeating moAv-,” the repetition of the
direct object of tpénw (or of the subject of the verb in the passive voice) makes it particularly
easy to bridge the gap between the idea of ‘turning x’ within the narrative and the idea of
‘repeating X’ in the surface structure of the narrative.

So, at Iliad 13.2, Zeus ‘turns his shining eyes,” and the phrase ‘turns his shining eyes’ is

repeated in line 7:

1. 13.1-10 ABCDEEBCDA

A Zevg & énel ovv Tphic te kai “Extopo viuol mélaooe, 1
ToVG &V &a mopa THot Tovov T Exépev kol Oilvv

BCD volepémg, avtog 08 maiy pémev

E Voo ¢’ OpnK®V KoHOPMOUEVOC 0oV

E Muc@v T’ dyyepdyomv kol dyov®dv 5
YAOKTOQAY®V ABI®MV T€ SIKAOTATOV AVOPOTMY.

A, BCD &g Tpoinv &’ ov mhpumav £t pémey .
0¥ yap 6 v’ abavatwv Tva EAmeto OV katd Bopov

A EMOVT’ 1| Tpoecoy apnéépev i Aavaoioty.

Now when Zeus had thus brought Hector and the Trojans to the ships,
he left them to their never-ending toil,

and he himself turned back his shining eyes,

looking elsewnhither towards the horse-breeders of Thrace,

and the Mysians, fighters at close quarters, the noble Hippemolgi,
who live on milk, and the Abians, justest of mankind.

No longer toward Troy did he turn his shining eyes,

for he did not think in his heart that any of the immortals

would go and help either Trojans or Danaans.

The repetition of 6coe pacwva, and the verb with it, enacts a ‘turning’ of the phrase in the
narrative. It contributes to a lexical ring structure centering on the Thracians and Mysians,
described in three lines sonically joined by the homoeoteleuton of the genitive plural ending —ov.

The repetition of 6coe pacva also resonates with the fact that the phrase is morphologically
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dual; by doubling it, the poet doubles the two-ness of the word in the manner familiar from the
discussion of number iconicity in section 3.4.

Later in Iliad 13, ldomeneus describes a cowardly man as one whose skin changes color
(lit. “is turned,” tpémeTon ypmc) When preparing an ambush: tod pev yap te Kakod tpénetol
Ao 8AAn (279); by contrast, the brave man is one whose skin under the same circumstances
does not change (tod 8’ ayabod o1’ dp tpémetat 284). The intervening space between the
repetitions is taken up with further characterizations of the cowardly man, whose heart trembles,
teeth chatter, and who shifts from foot to foot. Of all the various manifestations of cowardice, it
is only the phrase with the word ‘turning’ that is repeated verbatim for the sake of negation in the
description of the brave man. The repeated phrases participate in the broader lexical structure
AOYOV - - TEMETOL GAAVOIG AT - - TPEMETOL - LOYOV (1.
13.277-285).

In lliad 11, Agamemnon casts a spear at Iphidamas and misses, and the spear is said to be
‘turned aside’ (étpamet’ Eyyog 233); Iphidamas then stabs Agamemnon in the belt, but the silver
there deflects the blow and this spear-point too is ‘turned aside’ (étpdmet’ aiyun 237):

Il. 11.232-237 ABcdddcBA

018’ 8t O ayedov Noav &n’ dAARAOIGLY idVTEC,
A ATpeldng pev auopte, mapai o€ ol éparet’ Eyyog,

Bc Towdapag 6¢ Kotd nKog &vepbe
ddd  wv0&’, émi 6’ adToC o€ Bapsin ool mOnoag: 235
cB o0d’ E100g TAVoioAOV, GAAG TTOAD TPV

A apyvp® d_\;touévn noéMPog ¢ Epdmet” aiyun.

When they were close up with one another,
the son of Atreus missed his aim, and the spear was turned beside him,

for the point of the spear struck the silver and was turned aside like lead.
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The combatants near each other (cyed0v fcav 232) at the beginning of a lexical ring structure
that draws toward the center, fittingly, with the description of Agamemnon’s belt ({@vnv 234,
{ootiipo 236).%°7 Although the noun that serves as the subject of Tpémopou is not repeated —
aiyun ‘spear-point’ replaces £yyog ‘spear’ in the second instance — it is clear that the repeated
verb in the same metrical position and in equivalent places in the broader lexical structure draws
a parallel of reciprocal action between the not-wholly-similar actions of Agamemnon’s failed
spear-cast and the bending of Iphidamas’ spear-point; this balance holds only for a moment
before Agamemnon gains the upper hand and kills Iphidamas. In another account of deflection in
combat, Pandarus in lliad 5 describes how he struck Diomedes with an arrow to no avail,
positing that a god must have turned the arrow away (Bélog... &tpamev GAAT); the word Bélog is
repeated in the next line, forming the inner ring of a ring structure: - EOTLV - -

— Béhog mxD Kymuevov Expamev AN — PELOG - - VO Tig €07l - (1. 5.183-
192).

Early in Iliad 12 appears a flash-forward account of the final destruction of the Achaean
wall by Apollo and Poseidon. Apollo turns the mouths of the local rivers together against the
wall for nine days: t@v naviov opdce otopat’ Epare oiBoc AToOA®Y, [ Evvijuap 8 £g

poov (24-25 ‘Phoibos Apollo turned the mouths of these waters together, and nine days long
threw the flood against the wall’). Then Poseidon, after washing away all the foundations (O¢ein-
Bepciha - Oéoav 26-29), turns the rivers back to their original courses:
1. 12.31-33
avTig &’ Midva peydAnv yapdboilot kdAvye

GUOASVOVOG: TOTANOVG & Erpeye vésobou
Kap POOV, 1) TEP mpdabev 1=y kallippoov Bdwp.

47 The structure includes the repetition of the name Agamemnon in 231 and 238; the passages preceding and
following each contain a description of the home and family that Iphidamas has left behind (221-230 and 242-245).
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[Poseidon] covered the great beach with sand

having erased the wall: and he turned the rivers back

into their old course, where formerly they sent forth their lovely-flowing water.
The description of the rivers that Poseidon has ‘turned to go back’ to their original channels also
‘turns back’ to the initial vocabulary of the description of Apollo’s intervention in 24-25, such
that the figurative flow of words imitates the paths of the currents described.

A passage from Odyssey 9 quoted already in 2.2.1 for the paronomasia of éwiicoato and

Kokhowy repeats the phrase wiova pijha ‘rich flocks’ in line-final position in the course of the

ring structure, the second occurrence of which is introduced by the verb tpénw:

Od. 9.310-317 a(BB)CDeFFeCDa

avtap mel O omedoe movnoduevog Ta a Epya, 310
aB ovv &’ 8 ye On avte S pdpyag OmAiccato delmvov.
B, CD deutvioog &’ dvtpov éEnloce :
e apelmv Bupedv péyav: avtap Emetta
F,F  ayénébny’, og &l te papétpn adp’ émbein.
e, CD moAAij o¢ TPOG Opog Tpéme 315
a Kokhoy: avtap €ye Mmouny kaxkd foocodousdmv,

As soon as he had got through with all his work,

he clutched up two more of my men, and prepared his morning's meal.

When he had eaten he drove out his thick sheep,

with the utmost ease removing the great door-stone, but then

he at once put it back again—as easily as though he were putting the lid on to a quiver.
With a great shout he turned his thick sheep to the mountain,

the Cyclops, so | was left to ponder evils,

some way of taking my revenge, if Athena might grant me glory.

The ring-composed passage featuring the ‘turning’ of the phrase wiova pijla facilitates the
narrative exit of the Cyclops from the cave and the scene.
In an Iliadic passage with a high frequency of repetitions, Odysseus considers whether to

pursue Sarpedon or kill more Lycians. The word Bupog (roughly ‘heart, spirit’) is repeated four
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times, of which the last is governed by tpénw, when Athena ‘turns [Odysseus’] spirit’ toward the

multitude of Lycians:

1l. 5.668-680 ABCDE ABCDE BCA etc.

€€Epepov MOAEO10- VONGE OE ‘Odvooeng

TANUOVA Eywv, poipnoce 8¢ oi pikov nrop- 670
pepunpiée 8 Emetta KaTo EPEVO Kol KaTo

A 1| TPOTEP® €prydovmOo10 dUDKOL,

BC, DE 1} 6 ye tdv Avkiov o g\OLTO.
008’ &p’ ‘Vdvociil peyahntopt pdpoIoV eV

A ipOyov amoktauev O&ET YuAK®D- 675

BC, D 1@ pa xara Avkiwy tpame AV

E &v0’ 6 ye Koipavov cilev Aldotopd te Xpopiov te
Alxavdpdv 8 Alov te Nonpova te [potaviv te.

BC, A xaiv) «’ &1l Avkiov ktave ‘Odveeenc

el un ép’ 6&EL vonoe péyag kopvbaiorog "Extwp-... 680

Meanwhile the well-greaved Achaeans carried off the body of Tlepolemus
from war, whereon Odysseus took notice,

having an enduring spirit, and was moved to pity.

He pondered then in his mind and his spirit

whether to pursue the son of loud-thundering Zeus,

or to strip the spirit from the Lycian masses;

it was not decreed, however, for great-hearted Odysseus

that he should slay the son of Zeus with sharp bronze;

Athena, therefore, turned his spirit toward the crowd of the Lycians.
He killed Coeranus, Alastor, Chromius,

Alcandrus, Halius, Noemon, and Prytanis,

and Odysseus would have slain yet more of the Lycians,

had not great Hector of the glancing helm noticed him...

Line 676 enforces the ‘turn’ of spirit by repeating much of the format of line 673; the parallelism
runs - 1@V TAedvav Avkiov arno Bopov Elotto (672-673)- - KaTO TANOLY
Avkiov pame Oupov A0qvn - cilev (675-677), and is partially resumed in 679 with £t miéovoc
Avkimv. The ‘spirit” (Bopov) in lines 670, 671, and 676 belongs to Odysseus, that in 673 to the
respective Lycians whom Odysseus considers slaying, so that the structural parallelism of lines

673 and 676 operates partially independently of the expressed thought. This semantic disjunction
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draws attention to the repetition or ‘turn’ of the word Ovpog as such, and to the structural
maneuver that accompanies the description of Athena’s influence. This is not to say that the
structure necessarily motivates the content here, but that the pursuit of iconicity may play a role
in the specific arrangement and phrasing that appears in the passage. The repetition of Tiedvav
(‘more’)- mAn0Ovv (‘multitude’)- TAéovag (‘more’) is iconic of multiplicity, and the multitude of
Lycians so denoted is further illustrated with the list of names of men Odysseus kills in 677-678.
In lliad 8 Hera and Athena set out from Olympus to join battle (392-396), but Zeus sends
Iris to turn them back. Hera accordingly turns back her horses at Il. 8.432-433, and the word
inmovg is repeated in the same position in each line, along with the preceding syllable -yag:

Il. 8.432-443 ABA CDDCA ABC
A "Q¢ dpa poVIGOcH TOAY TpETE LOVLYOS TTmovg:

B,A 1tfiow & Qpoi pv KaAAlTpLy0G (nmovg,

Kol ToVg PEV kaTédnoav En’ AuPpocinot kamnoy,
C,D o’ PO¢ Evomia mapavoéovto: 435
D avTol 08 YPLCEOIoLY €Ml KaOwWov

uiyd’ diioiot Beoiot, pilov TeTimpévor nrop.
C, A Zelg 6¢ motnp "1onOev Edtpoyov Kol {mmovg
ObAvumov 6¢ dimke, Bedv 6’ £ElkeTo BmKOLC.
A, B 10 6¢ kai inmovg pev KA\utog évvooiyaiog, 440
C O’ ap Popoiot Tibel Kot Ao TETACCOG: . . .

Thus speaking she turned back her single-foot horses;

the Hours presently unyoked the lovely-haired horses,

made them fast to their ambrosial mangers,

and leaned the chariot against the end wall of the courtyard.
The two goddesses then sat down upon their golden thrones,
amid the company of the other gods; but they were very angry.
Presently father Zeus drove from Ida his chariot and horses

to Olympus, and entered the assembly of gods.

The mighty lord of the earthquake unyoked his horses for him,
set the chariot upon its stand, and threw a cloth over it...

The description of the horses forms a ring with the description in 438-441 of Zeus driving his

chariot from Mt. Ida to Olympus; the application of the adjective ébtpoyog ‘well-wheeled’ to the
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ring, KAlvo ‘slope, lean’ and kKhMopog ‘couch’ (from khivw) in 435-436, are likewise suggestive

of the ‘leaning’ together of the structure at its middle.

The verb tpénw also suggests figurative ‘turning’ in a number of paronomastic examples.

In 2.3 I described the paronomasia of wétpng ‘stone’ - anétpane ‘turned away’ (Il. 11.757-758)

as both a repetition of nétp- (méTpnc - anéTpane) and an anagrammatic echo in nétpn/tpane

(méTpnc - anéTpome); anétpane repeats but also ‘turns’ around the phonemes of nétpng ‘stone.’

Further, this ‘turning’ takes place near the center of a ring (or parallel) structure consisting

primarily of the Achaeans’ approach to Buprasium with their horses and their departure from the

same:

1. 11.754-761 ABC dd ABC
QP Yop odv Emduecsdo S1o omidéog medioto
A T’ OTOVG AV T &vten KaAd Aéyovteg, 755
, C  d¢p’ ént Bovrpasiov moivmbpov fricapev

B
d
d KékAnton: 60ev avTig Aadv ABvn.
A
B

, C &y anod Bovnpaciolo [THhovd’ &xov okéag , 160

navteg &’ evyetdmvTo Bedv Al Néotopi T avopdv.

...so long we chased them far over the plain,
killing the men and bringing in their armour,
till we had brought our horses to Buprasium, rich in wheat,

There | killed the last man and left him; then the Achaeans
drove their horses back from Buprasium to Pylos

and gave thanks to Zeus among the gods, and among mortal men to Nestor.

The narrative structurally turns at the point at which Athena turns the men back.
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A similar phonemic twisting occurs in the collocation Tpeydauevol Tépmovto (‘turning

they took delight’) in a repetitive couplet that appears twice in the Odyssey:*°®

Od. 1.421-423 = Od. 18.304-306

01 &’ €ig OpyMoTLV TE Kol IUEPOEGTAY AOLOTV
TPEYOUEVOL TEPTOVTO, LLEVOV &’

TOIG1 0€ TEPTMOUEVOLTL LIEANG

Then to dancing and pleasing song
they turned and took delight, and waited for evening to come.
Then upon them taking their delight dark evening came.

The suitors turn to taking delight in song and dance, the day turns to night, and the second line
substantially repeats the first, even down to syllables in unrelated words (uévov/uéiac). The
participle tepmopévotot ‘[to them] taking delight” combines the participial form of tpeyduevor
‘turning’ with the stem of tépmovto from the line above: not only has the action of turning
resulted in the state of enjoyment, but a minor shifting or ‘turning’ of phonemes has turned these
‘turners’ (Tpeyaypevol) into ‘enjoyers’ (TEPTOUEVOLGL).

Another paronomasia mentioned in Chapter 2 (2.3.3), givatog 0Tt mepitponémy EViavTog

(1. 2.295), is arrayed around a verb of turning at the center of a ring structure:

1. 2.291-300 ABCBCBAB
A N PV Koid Tovog dotiv dvimBévra véscHat-
bB Kol yap tig 0° &va &m0 Mg dAdYo10
C oLV Vit ToAv{0y®, 6V mep deAlat
yeWépLaL eilémaotv opvopévn te Bahacaoa:
MUV 87 lVOTOC EOTL TEPITPOTEMY EVIOVTOG 295
&vBaode - T 0V vepesilop’” Ayoiovg
TP KOp®VIGY: GAAQ Kod EUTNG
, A aioypdv o1 dNpov 1€ Keveov te véeabal.
TAfiTE @idol, Koi Emi ypoOvov Oppa daduev
7 81e0v Kdyac pavrevetar fie kol odki. 300

WO

Kown0évtec.
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True it is that they have had toil enough to desire to return home.

If a man has to wait away from his wife even for a single month,

he is distressed with his many-benched ship, at the mercy of winds
of winter and the stirred-up sea,

that we have been kept waiting here; I cannot blame the Achaeans

if they are distressed beside the curved ships; still

we shall be shamed if we return home empty after so long waiting—
therefore, my friends, wait yet a little longer that we may learn
whether the prophesyings of Calchas were false or true.

The ‘revolving year’ is accompanied by a paronomastic ‘revolution’ of ivatog ‘ninth’ into
éviantog ‘year.’

When Hermes arrives at Calypso’s island in Odyssey 5, he marvels at the garden he finds

close to each other, turned this way and that’). Aside from the conspicuous repetitions of aAA-
ImA- on either side of the perfect participle of tpénw (four, if one is counting), is it possible that
the first syllables of tetpapupévor (cf. tetpa- ‘four’) play off micvpeg ‘four’ in the previous
ling?4%

In the category of paronomastic turnings we may place the center of the passage in

Odyssey 7 described by Steinrtick and outlined at the beginning of this section:

Od. 7.259-266 ABCdeeeDDCBA

A &vla pev Entdeteg pévov Eumedov, gipata 6’ aiel

BC  ddkpuot devecskov, T pot Kolyon- 260
d GAL Bte O ByS0dv pot muropevov Etog RO,

ee Kol Tote O W €kéAevoey EmotpHVoVoa vésahot

e Znvog O dryyeAing, 1 Kal voog épdretr’ anThG.

D, D, C néune &’ émi oyeding déopov, o’ ,

BA  citov kai pébuv 100, Kol eluota Eooeyv, 265

oLpoV 3¢ TpoénKev AoV TE MopdVv TE.

459 Both tetpa- and wicvpeg (Aeolic) are from IE *k"etuer- ‘four’ (Beekes 2010 s.v. té600apEq).
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| stayed there seven years straight on end, and watered the good clothes
Calypso gave me, immortal ones, with my tears during the whole time;

but at last when the eighth wheeling year came round,

then she ordered and encouraged me to go back,

either because Zeus had told her she must, or because her mind was turned.
She send me on a much-bound raft, and gave many things,

an abundance of bread and wine, and clothed me in immortal clothing,

and sent me a wind that blew both warm and fair.

sequence v-¢ has been ‘turned’ at the same time that Calypso’s mind has. Like tpénw, the verb
véeaOau ‘go back, return’ in the Odyssey 7 passage comes at an opportune time in the lexical ring
structure, at the point at which the lexical pattern begins to work back toward its beginning. The
verb may be etymologically related, in the modern sense (and/or the ancient sense), to voog.*®°

The words voog and tpénm are often collocated in Homeric epic to express the changing
of a mind; for example, at Od. 19.479 Athena turns Penelope’s mind from Odysseus’ scar so that
she fails to notice it, with repetition in the related vofjcot ‘notice’ and voov ‘mind’ (1} 8’ o¥t’

aBpiioar dvvat’ avrin obte vorjoat: / Tf) yop Abnvain voov étpamev), and at 1l. 17.546 Zeus’

avtoD). !

3.6.2 The Verb arpépw

As | noted already in 3.5, derivatives of the verb otpépom ‘turn in a circle’ eventually
appear as metaphors for repetition in Greek rhetorical terminology, for example in éravactpopn

“repetition of the last word or words of a sentence at the beginning of the next,”**? and | argued

460 Frame 1978.

461 Hearts, too, can change, as Helen says of her own at Od. 4.259-260: &v0’ &Akat Tpwoi Aly’ éxdkvov: odTap &udv
Kip / xoip’, €mel 0N pot kpadin térparro véesbon (‘then the other Trojan women wailed shrilly, but my heart
rejoiced, since already my heart was turned to go home”). The word kpadin derives from «ijp, from *IE kér(d)
‘heart’ (Beekes 2010 s.v. kapdia).

462 |_SJ s.v. émavoaotpoe).
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for a relationship between the phrase otpemntr| 6¢ yAdooa in 1. 20.248 and the lexical repetitions
in that passage. Here | collect further examples of otpépw and its derivatives in the context of
lexical repetitions.

One of the first things Hephaestus depicts on the Shield of Achilles in lliad 18 are

constellations, including Orion and the circumpolar Bear, also known as the Wagon:

I1. 18.485-488

Miadag 0 'Y 6dag € 16 € obévog Qpiovog
Apxtov 0, fiv kol Apa&ov EnikAnoty KaAéovoy,

oin &' dppopodg éott AoeTpdV QKeavoio.

and all the signs that crown the face of heaven—

the Pleiades, the Hyades, the strength of Orion,

and the Bear, which men also call by the name Wagon,

and which turns round ever in one place and looks at Orion,
and alone never dips into the stream of Oceanus.

The repetition of ‘Qpiwv effects a figurative turning of the narrative to match the Bear’s circular
motion around the north celestial pole, a motion that makes the Bear seem always to be looking
in the direction of Orion. All of the constellations appear to turn in the night sky, but the Bear’s
proximity to the pole makes it an appropriate center for the lexical repetition here. The clause 7 t'
avtod otpépetan ‘she turns in this place’ after the etymological phrase énikAnow kaAéovow “call
it by a nickname’ and before the repetition of ‘Qpimv metastructurally marks out the point at
which the description ‘turns.’

Later in Iliad 18 Hephaestus creates a plowing scene on the shield in which plowmen
turn back and forth as they create furrows in a field:

Il. 18.541-549

&v 0' €110e1 velov ook miepov
gvpeiav Tpimolov: moALoL ' &V aUTh
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Cevyea drvevovteg éhdotpeov &vho kai EvBa.

ol o' OmoTe TEAGOV ,

10101 &' Emelt’ &v yepot 6€mag LeANIE0G oivoy 545
dOoKEV AvNp EMMV: TO1 08 av' dypovg,
épevor veloio Pabeing télcov

1} 8¢ puehaivet' Omicbev, O¢ EmKel,

xpvoein mep €0dca- TO O mePl Badpa TETLKTO.

He wrought also a fair fallow field,

broad and thrice plowed already. Many plowmen in it

were whirling their yoked oxen to and fro.

Each time that they turned on reaching the edge of the field,

a man would give them a cup of sweet wine,

coming up to them, and they would go back to turning along their furrows
looking forward to the time when they should again reach the edge of the field.
The earth was dark behind them, like it had been plowed,

though it was of gold, a great source of wonder.

The repeated action of the plowmen’s turning is emphasized in a number of ways, including by
the verb dwvedw ‘whirl, spin’ in 543, by the iterative suffix in otpéyoackov ‘kept turning’(546)
and, iconically, by the repetition of the verb stpépm and other words in the passage. The
sequence otpéyoavTes ikoilato TEAGOV - GTPEYOCKOV. .. TEAGOV ikésOaut is particularly evocative:
the repetitious description of turning surrounds the description of the man handing out wine
when the plowmen reach the edge of the field, and this central description creates a pause in the
repetitions at the same moment that the plowmen are allowed to pause, before the turning and
repeating begin again in the second half of line 546. The scene is a source of amazement (7o o1
nepi Badpa tétukro) because of the skill with which Hephaestus has made the furrows look real
in spite of the medium of gold, and we may understand the passage to be notionally a similar
source of amazement on account of the poets skill in imitating a visual scene through a verbal

medium.
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Spanned between two similes that illustrate the balance and impasse of the Achaeans and
Trojans fighting around the Achaean walls appears a ring-composed passage describing the

fighting:

Il. 12.424-431
O¢ Apa Tovg diéepyov EmAAElec: ol &' Ve adTEDV
dnovv dAMA®V dpel otbecot Posiog 425
EVKVKAODS MOIONT TE TTTEPOEVTAL.

o' KT XpO0 VNAET YOUAK®D,
L[TEY atpeplevti PeThppeva Youvebein
HLOPVALLEVOV, O¢ dlopmepeg avTiG.
AV O1 TOPYOL Kol ELAAEIEC ATHATL POTOV 430
Eppadat’ dupotépwBev amd Tpowv kol Ayoudv.

even so did the battlements now keep them apart, and over these
they beat one another's round shields

around their chests and the winged hides.

Many a man's body was wounded with the pitiless bronze,

as he turned round and bared his back to the foe,

and many were struck clean through their shields;

the wall and battlements were deluged with the blood

from both sides alike of Trojans and of Achaeans.

The passage fits in the category of ring-composed scenes that mention shields discussed in 3.1;
the shields in 426 are gbxvihog ‘well-circled,” which suits the passage’s lexical structure and the
repetition of domnic within it. The participle of otpépm appears near the center in the phrase
otpepBévtt petdppevo, ‘for one turning, the back...,” a phrase that occurs two other times in the
Iliad.*%® The words share some phonemes (ctpepOévtt petdgpeva), which could perhaps be
heard as a kind of verbal twisting.

Another appearance of the phrase is in lliad 5, when Agamemnon kills Odion by fixing

his spear between his shoulders as the latter turns:

I1.5.40-50  ABcDeeDcBDA

463 11, 5.40 and 1l. 20.488; never in the Odyssey.
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TPOTO YOp orpeplféva petaepéve év d0pv ey 40
peconyvg, ol o€ otndesev EAocoe,

doVTNoEV O MECDV, 0¢ tebye’ €m’ avTd.

&’ apa Daictov Evipoto Mrjovog viov
TOV Hev ap’ 00VPIKALTOG EYyel pokpd 45
vO&’ innov Kot 0e&lov
fpute & & dyéav, oTVYEPOC 8’ Epa v GKOTOG EIAE.
Tov pev ap’ €ovAgvov Bepdmovtec:
VIOV 8¢ Lrpogioio Tkaudvdplov aipova OMpng
Atpeiong Mevéhaog EL Eyyetl dEvdevTt. .. 50

AT OB LI oL vl
W

> 0O

just as he was turning in flight; it struck him

between the shoulders and went right through his chest,

and his armour rang rattling round him as he fell heavily to the ground.

Then Idomeneus killed Phaestus, the Maeonian son

of Borus, who had come from Tarne rich in soil.

Mighty ldomeneus with his long spear

struck him on the right shoulder as he was mounting his horses,

and he fell heavily from the chariot, and the darkness of death enshrouded him. The

squires of ldomeneus spoiled him of his armour,

while Menelaus, son of Atreus, killed Scamandrius, the son of Strophius,

a mighty huntsman, with a sharp spear...
Three Achaeans kill three Trojan allies in turn by striking them on or near their shoulders:
Agamemnon kills Odion, Idomeneus kills Phaestus, and Menelaus kills Scamandrius. The lexical
ring structure works its way from the turning Odion (otpe@évt 40) to a paronomastic center of
Bapov-épidraxog (44) in the biographical details about the doomed Phaestus, then back out
toward Scamandrius son of Strophius (Xtpogioto 49, from ctpépm), which pairs the name of the
father with otpépw in 40. The name Strophius appears only here in Homer, and it is hard to
escape the thought that its presence at this point is related to the lexical structure of the passage
in which it appears.*®* The name Zkaudvdpov in the same line similarly echoes a reference to

the river Scamander a few lines before the quoted passage begins (Xxapavope 36), when Athena

leads Ares out of battle and makes him sit by the river. In spiral composition, the passage

464 The Boros mentioned here appears only here as well, although another appears at Il. 16.177.
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continues on to describe Menelaus killing Scamandrius in a manner similar to Agamemnon’s
killing of Odion (56-58): he strikes him in the back (netdgpevov, but not “turning” this time),
and line 41 is repeated in full in 57 (dpwv peconydc, dua 6& otbeocpv Eracoev), followed by
the resounding rattle of the fallen man’s armor (&pdpnoe 8¢ tevye’ én” avtd 42, 58).

In lliad 12, Hector’s circling movement around his companions to urge them on is
compared first to a whirlwind (é\An 40) and then, in an extended simile, to the turning of a boar

or lion pursued by hunters and dogs:

1. 12.40-50 ABABCACA

adTap 8 Mg T TPOSOEV &udpvato 160G GéAL- 40
A ®¢ 6’ 0T’ v &v 1€ KHVEGTL Kail Onpevtiiot
B Kamplog NE Aéwv c0ével Prepeaivov:

o1 ¢ 1€ TVPYNOOV CPEAG AVTOVS APTOVIVTES
tov Totovron xai axoviilovot Gouerog
ailyuag €k xelpdv- tod &' ob mote KuddApov kiip 45
A 000¢ poPeitan, 0¢ v gxra-
B, CA 1€ oTiYOC nepntilov-
CA  dmmn t' 000 1) €lkovot otiyec .

gmotphvev dtaforvépev: ovdé ol inmot... 50

He as heretofore fought with the force of a whirlwind.

As when against the dogs and men that attack him,

a lion or wild boar turns fiercely, exulting in its strength

while these fitting themselves like a solid wall

shower thickly their javelins as they face him,

casting from their hands: his courage is all undaunted,

but his high spirit will be the death of him;

many a time does he turn closely among the ranks of men to scatter them,
and the ranks of men fall back as often as he does so—

even so did Hector go about among the host

exhorting and cheering them on to cross the trench. Nor did the horses...

The verb otpépm twice describes the beast as it turns this way and that to repeatedly confront the

men (42, 47), and the lexical repetitions reinforce these whirling encounters. A paronomastic
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making the phrase itself an auditory example of the ‘thick turning’ it denotes. The animal’s
bravery (dynvopin 46) in the face of the hunters leads to its death; an ancient folk etymology

*465 50 the element ‘man’

interpreted aynvmp as deriving from dyov ‘excessive’ and avip ‘man,
can be heard three times in three line consecutive lines, even as the men are described as
standing in ranks or lines (otiyog avopdv 47, 48). Line 43 had already depicted them ‘fitting
themselves together like a tower’ (mupyndov ceéag ovtodg aptivavtec).*®® The paronomastic
soundplay relating to the beast’s movement gives it an air of greater flexibility and
maneuverability than these fitted ranks of men.

The scholia on the passage discuss whether ehicoed' (49) represents the imperfect third
person singular of Aiccopo ‘pray, beg, beseech, encourage’ or of élicow ‘twirl, spin, turn.” The
A scholia favor the former and the bT scholia the latter, which recommend punctuating after the
verb to separate it from what follows.*®” The syntax and meter of the line make Aicoopar the
better reading, but it is easy to see why, given the preceding simile, the verb élico® might come
to mind. ‘EAicom does appear when Hector whirls through a crowd calling the Trojans later in
Book 12 (kékAeto 8¢ Tpoeoov élilduevoc kad™ dpurov 1. 12.467), and Mccouéve and

EéMooouevog appear a few lines apart at 11. 22.91/95, when Hector is compared to a twisting

snake as he waits for Achilles in spite of his parents’ entreaties. It is not out of the question that

465 Chantraine 1968 s.v. dyrfvop.

466 .SJ s.v. mopyndov ‘in close array.’

467 Scholion A ad 49: 10 eMicoeto ékatépoig Suvarar TpocdidocOar koi onuaivel fj T© Tapexdiel Tapd T Alcoesot
1| éotpépeto Topa 10 ENicom PRipa, gnel kKol AovTt adtov gikdlet. mboavdTepov 8¢ 101G £ETiG aTO cuvTdTTEw. .. (“the
word g\icogrto is able to be attributed to either and means either ‘encourage’ from AicoesBat or ‘he turned” from the
verb éMioow, since he likens him to the lion. It is more plausible to take it with what follows...”); scholion bT:
OTIKTEOV €i¢ TO EMooeTO, Kol EoTv avti ToD €llelto ovdémote yap mapekdreceyv "Extmp (“one must place a pause
after élicoeto, which is used in place of gikeito: because Hector never calls on people”). See also Hainsworth 1993
ad 12.49-50.
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the orthographic ambiguity of ehcced' reflected an ambiguous spoken word, if it was used in a
psilotic dialect (namely, East lonian) in which no initial aspiration distinguished the two.

In any case, a paronomastic echo suggests itself between 16og 4éAAn ‘equal to a
whirlwind’ in 40 and éMieeeb' in 49; if the distance between the two is an argument against
wordplay, their structural position in reference to Hector just before and after the vehicle of the
The verb éhicoed!, written é\hicced' in the Venetus A manuscript to accommodate the word to
the meter, recombines the sequences g\(1)- and 1o- from the earlier phrase, and represents
another kind of phonetic whirling to match the content of the two similes.

The noun otpodiy§ ‘whirl, eddy’ appears in Homer only in the phrase otpo@dityyt
koving ‘whirl of dust,” and in each of its three occurrences appears in a figurative whirl of lexical
and paronomastic repetitions:

Il. 16.774-776 (fighting around the body of Cebriones)

TOAAQ O€ YepLAdIOL LEYAA™ AoTid0g

HOPVOUEVOVY AU’ oTOV: 0 O &v Koving
Kelto péyac peyolmaoti, AeAUCSUEVOS ITTOGLVAM®V.

Many a great stone, moreover, beat on many a shield
as they fought around his body, but there in the whirling clouds of dust
he lay all huge and hugely, heedless of his horsemanship.

Il. 21.502-504 (Leto picks up Artemis’ fallen bow)
O ap” £pn, Anto 8¢ cuvaivoto KAUTOAN TOEN

TENTEDT’ UETA OTPO Koving.
| pév toéa Aapodoa & Buyarépog NG

Thus he spoke, and Leto then gathered up the bent bow and arrows
that had fallen here and there amid the whirling dust,
and when she had got the bow of her daughter she went back.

Od. 24.39-42 (the shade of Agamemnon describes the fight for Achilles’ body)
Lopvaevol mtepi €10 oL O’ &V aTpopaiiyyr Koving
Kelco , imrocvvawnv. 40
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NUETS 8¢ mpdroy Nuap Enopvaued’ - ovdé ke
novoduedo TToAépov, &l un Zevg TaDGEV.

fighting for your body. There you lay in the whirling clouds of dust,
all huge and hugely, heedless now of your horsemanship.

We fought the whole day, nor should we ever

have left off if Zeus had not sent a hurricane to stay us.

Repetitions in consecutive words are particularly noteworthy in all three passages: péyac
ueyarooti (1l. 16.776 and Od. 24.40), 8 Alvdig Ao (1. 21.503), fpap duopvaped’ (Od. 24.41);
word-internal reduplications contribute to the effect: Aehacuévoc (1l. 16.776, Od. 24.40),
nentedto (1. 21.503), mapmay (Od. 24.41), haikam (Od. 24.42).48 The forms popvauevov/-ot
(11. 16.775/0d. 24.39) and éuapvaued’ (Od. 24.41) produce a similar repetition through the —pe-
of the middle participle and the 1% person plural ending, respectively. The listener is for a
moment caught up in the thick whirl of repeated words and syllables that accompany the

description of the whirls of dust.

3.6.3 MNarrative Eddies: oivy and the River Xanthus

Flowing water is by no means the only thing to which the verbs dwvéw/dtvedw ‘whirl,
spin’ are applied in Homer. Achilles whirls at Il. 24.12 as he wanders along the shore, and the
plowmen on the Shield of Achilles in Iliad 18 turn their yoked teams this way and that, to give
two aforementioned examples. But the noun 6ivn ‘whirlpool, eddy’ from which the verbs derive
refers only to rivers in Homeric epic; its sole appearance in the Odyssey is in the scene in which
Nausicaa’s ball falls into the river (Od. 6.116), and all six Iliadic occurrences are in Book 21, the

focus of which is Achilles’ slaughter of Trojans beside the river Xanthus and his struggle with

488 The etymology of Aoy ‘storm, hurricane’ is unknown; Beekes (2010 s.v.) considers it “probably Pre-Greek,
with intensive reduplication.”
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the divine river. The descriptions of Xanthus in this book are a fitting place to examine the
associations between eddying content and eddying repetitions.

The descriptions begin with the first lines of Iliad 21. In the following excerpt I have
underlined only the words p6og ‘stream, current,” Totoudg ‘river,” divn ‘eddy,” Pabvg ‘deep,” and
their relatives for the sake of clarity, but there are a number of other lexical and paronomastic

repetitions (e.g. peydim- peyad' 9-10, népa &' "Hpn 6):

I1.21.1-16
GAL' 8te oM mOpoV 1oV Elppeioc
ZdvOov , OV abavatoc téketo Zegug,

&vBa dratun&ag Tovg pev mediov o8 dlwke

TpOG MOAY, 1| ep Ayouol 4TvlopeEvoL PoPéovto
Huott 1@ Tpotépw, Ote paiveto eaidyog “Extop- 5
M p' o ye mpoyéovto mepulidteg, Népa &' "Hpn

witva Tpdcbe EpuKEpeV- Nuiceeg 08
&G giledvto PPOOV GPYVPO s

&v 0' &mecov peydim matayo, Bpiye 6" aimd péebpa,
OxBar &' auei mepi peyar' ioyov: ol 8' AGAUANT® 10
gvveov &vla kol &vho. Elicoduevor mepi

¢ &' 60" VIO Purtig TVPOG AKkpidec NepéBovTan
QeLYENEVAL 0¢- 1O 0¢ PAEyeL dxdpatov TOp
Opuevov EEaipvng, Tal 0 TTmccovot ko' HOwp:

Oc V1’ AytAAnog EdvBov 15
TANTO POOC KEAAO®V EmE Tnmmv t€ Kol AvopdV.

Now when they came to the ford of the well-flowing river
whirling Xanthus, begotten of immortal Zeus,

Achilles cut their forces in two: one half he chased over the plain
towards the city, where the Achaeans had fled in turmoil

on the preceding day with Hector in full triumph;

this way did they flee pell-mell, and Hera

sent down a deep mist in front of them to stay them. The other half
were hemmed in by the deep-flowing silver-whirling stream,

and fell into it with a great uproar. The waters resounded,

and the banks rang again all around, as the men with loud cries
swam hither and thither twisting amid the eddies.

As locusts before the blast of a grass fire

flee to a river—the unwearying flame

comes on suddenly, and they huddle into the water—

even so before Achilles was the stream of deep-whirling Xanthus
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filled with the uproar of men and horses.
The river is well-flowing (¢bppeiog), whirling (dwvnevtocg), deep-flowing (Babvppoov), silver-
whirling (épyvpodivnv), and deep-whirling (Babvdiviievtoc); the repetition and recombination of
elements in compound adjectives produces a description that whirls and flows in imitation of its
content. Gary Miller presents lines 8 to 11 as an example of “syntactic-semantic iconicity” in
which “the phrases involving the whirling river and the whirled men are intertwined iconic to
meaning.”*%® The grammatical subject shifts rapidly from the men to the river to the men, but the
repetitions PPOOV APYLPO - péebpa- in no small way contribute to the effect, not
least in line 11 when the men ‘swim here and there whirling among the eddies’ (§vveov £vOa kai
&vbo EMooopevol Tepi divag): the men are described swimming between repetitions of the word
divn (8 and 11), including, further, dwnievtog in line 2 and Babvdwvievtog in 15.

The structural tendencies on display here recur in further descriptions of the river.
Achilles taunts the corpse of Lycaon, which he has hurled into the water, with a description of

Xanthus (= Scamander) carrying off his body:

1. 21.124-132
... AL Zapovopog
oioel elom aAOg evpéa KOATOV: 125
OpdokmV TIC KaTd KOpa péAavay eply dTai&et
100¢, 6¢ ke PAyNnot AvKAOVOog ApyETa CTUOV.
@Oeipect’ €ic 6 kev dotv kiyeiopev TAlov 1piig
VUETG pev pevyovteg, £yd & dmibev kepailwv.
000" VUIV ToTapOG TTEp EDPPOOC APYLPO 130
dpréoel, @ on SO moAéag iepevete TAPOLC,
Lwovg & év kabiete povuyog immovg.

...but whirling Scamander
shall bear you into the broad bosom of the sea.
There shall the fishes as they dart under the dark ripple of the waters
feed on the shining fat of Lycaon—

469 Miller 2014: 132-133. He further considers the labials in line 9 “phonesthetic to the plunging and moaning
noises.”
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so perish all of you till we reach the citadel of strong llius—

you in flight, and | following after to destroy you.

The river well-flowing silver-whirling

shall serve you in no stead, for all the bulls you offered him

and all the single-hooved horses that you flung living into his eddies.

Here the adjective apyvpodivng ‘silver-whirling’ is anticipated by the words dwneig ‘whirling’
and dpyéta ‘bright, shining,” and these suggest a morbid gloss on the compound adjective: the
river’s water will flash not only from its own properties but because it has been mixed with the
shining fat of dead Trojans. The line-final positions of dpyéta dnpov (‘shining fat’ 127) and
apyvpodivng (130) strengthen the grim association.

At 21.212-213 Xanthus speaks to Achilles, and the compound adjective describing the
river is again broken down into its constituent parts: €i pur y®oapevog TPoGEPT TOTAUOG
Babvdivng / avépt sicdpevoc, Babéng 8° €k eBEyEarto divng (... if the deep-whirling river had not
spoken to him in anger / seeming like a man, and he spoke from a deep whirl’). Not long after
Achilles leaps into the ‘deep-whirling’ river (Bafvdivng 228), and the latter casts out all the
bodies Achilles has piled into it, but saves those still alive under its lovely currents (kaid péebpa

238, cf. 244) by ‘hiding them in large, deep whirls’ (kpOmtwv &v divnot Babeinow peydinot

239). The adjective Babvdivnc may be a conventional descriptor of rivers, but it is not
semantically stagnant.

The rampaging river is only stopped when Hera summons Hephaestus to scorch the plain.
I discussed the following passage in Chapter 2 for its paronomasia of kai ‘and’ and kaiopon
‘burn,” but here the eddying repetitions in the description of the effect of the flames on the river
warrant attention:

I1. 21.348-356

...0¢ EENpavon mediov v, Kad &” Apa VEKPOLG
Kfev- 0 pEYE PAOYO TOUPOVODTOV.
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10 TTEPL ar TePOKEL-
" gyxéhgg e Kol iyfugg ol kata divag,
o1 KaTd, kofiotwv &vla rail &vlo.
Vol moAvuntioc ‘Heaiotoro. 355
KoieTo &mog T €pat’ &k T dvopalev:...

...even so the whole plain was dried and the dead bodies
burned. Then he turned the shining flame on to the river.
He burned the elms and the willows and the tamarisks,
burned the lotus also, with the rushes and marshy herbage
that grew abundantly by lovely currents of the river.

The eels and fishes suffered in the eddies,

tumbling about here and there in the lovely currents,
suffering under the blast of cunning Hephaestus,

and the river himself was burned, so that he spoke...

The plight of the fish and eels in the streams and whirls of the river is described in a whirl of

repetitions coiled most narrowly around the words oi katd divag, / ot koTd Kold péebpa. in 353-

354. Like the swimmers in 11, the fish and eels tumble here and there (again with the phrase
&vha kai £vBa 354), this time between repetitions of koA péebpa ‘lovely streams’ in 353 and
355.

It is apparent that lexical repetitions offer the Homeric poet a means of bringing the
structure of the narrative in line with the imagery of the turbulent, spinning water of the river
Xanthus. In particular, the repetition and reconfiguration of roots denoting whirling, depth,
silver, and flowing both individually and in compound adjectives applied to the river can be
understood as a kind of shifting fluidity of language that spirals through the narrative in lliad

21.47° The adjectives apyvpodivne, Padudivne, Badvppooc, etc. are conventional, to judge by

470 The language of ‘flowing’ (péw) is applied directly to human speech at 11. 1.249: 10¥ kai rd yAdoong uéitog
yAvkiov péev avdn (“from his tongue flowed a voice sweeter than honey,” of Nestor).
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their application to rivers elsewhere in Homer and early epic,*’! and taken as a set they produce
in themselves this effect of eddying language. The list of rivers Tethys bears to Ocean in
Hesiod’s Theogony bears witness to this: the adjectives evtag, fadv , KoAMpéeOpov, and
apyvpo complete four lines in a row (337-340), respectively, and évppeitnv appears mid-
line in 343. Metrical considerations are no doubt a factor in the distribution of the adjectives
(note, however, the metrical equivalence of kaAlpéebpov and dpyvpodivnyv), but even in a
relatively unadorned list of names they bring about an iconic whirling through repetitions of ivn
and poog (e.9. Tnbvg 8" Qkeavd Totapovg téke drvijeveag, | Neov ©° Alpelov te kol Hpidavov

Babvdiviy 337-338).

3.6.4 Summary and Conclusion

This survey of ‘turning’ language as an annotation of repetition has neither exhaustively
covered the words discussed nor made much of an inroad into the range of Homeric vocabulary
pertaining to turning. The verb éAicow ‘turn round, spin, roll’ is one relatively neglected
example, the pertinence of which is perhaps nowhere more clear than in the description of
Odysseus’ sleepless tossing and turning while considering how to defeat the suitors in Odyssey
20:

Od. 20.23-28 ABccBBA

TQ 0& HAA’ €v meiomn kpadin péve TeTAnuia
A, B volepéog: dtap avtog EAlcceTo

c ®¢ &’ d1e YaoTEP® AV mopog aibopévoro, 25
c,B kviong te xai aipatog,

aiOAAY, péda 8’ Mo Mhaistar dmtnOfjvor,
B,A dcdap’ oy’ éMooeto pepunpifov. ..

Thus he chided with his heart, and it abided and endured
unceasingly, but he tossed to and fro

41E.g. Il. 2.752-754 warlippoov- apyvpodivn- émppéet (the rivers Titaressus and Peneius); Il. 7.421 = Od. 19.434
axorappeitao fabvppodov (the river Ocean); 1. 14.311 Babvppdov (Ocean); 1l. 20.73 Babvdivng (Xanthus); Hesiod
Works and Days 171 BaBudivnv (Ocean).
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as one who turns a paunch in front of a hot fire,
full of blood and fat, moving it to and fro,

that he may get it cooked as soon as possible,
even so did he toss to and fro, pondering...

And to fit in one last example, Hephaestus’ ring-composed account of his rescue by Eurynome

and Thetis in Illiad 18 centers on a list of twisty ornaments he made while in hiding in a cave:

Il. 18.398-405 ABA CD ee CDC BA
AB ...t p’ Evpuvoun te 0’ vedé€ato KOAT®
A, CD Evpuvoun Buydnmp .
e ol map’ eivaeteg yGAKeVoV daidolo TOAAG, 400
e nopmog te yvourtag 0’ Edikog KAAVKAS T Kol OpHovg
CD  &évomiji ylapopd- mepi 6
C appd LOpULPWV GomETOC 0VOE TIC AAAOG
Nogev obte Bedv obte BVNTOV AvOpDT®V,
BA  di\a 1¢ Kai Evpuvoun foav, of p’ écdwoayv. 405

...had not Eurynome and Thetis taken me to their bosom,

Eurynome, daughter of the ever-encircling waters of Oceanus.

Nine years did | stay with them, and made many beautiful works in bronze,
brooches, bent spirals, cups, and chains,

in their hollow cave, with the waters of Oceanus

murmuring with foam rushed ever past it; and no one

knew, neither of gods nor of mortal men,

save only Thetis and Eurynome who saved me.

The specific ornaments indicated are not in every case understood: nopnn refers to a pin or clasp
and 6ppog to a necklace; yvaumtai EAkeg ‘curved or bent spirals’ (cf. élicow) are evidently
another kind of jewelry — the scholia ad loc. translate with yélo ‘armlets’ or ‘anklets’ — as are
the kéAvxkec, literally ‘cups of a flower.” Precise definitions are not needed, however, to hear how
the twisting imagery marks the turning point of the broader lexical ring structure and resonates

to be surrounded by the streams of Ocean, and the description of the cave is surrounded by the
repetition ayoppdov ‘Qkeavoio - péog Qkeavoio (‘back-streaming Ocean’-*stream of Ocean’

399/402), in a fitting evocation of the river flowing back into itself. The whole ring structure
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becomes the Ocean-surrounded hollow cave (ozfji Yhapupd 402) in which Hephaestus was
hidden.*2 In so carefully arranged a passage, it is metapoetically appropriate for Hephaestus
(and the poet) to center the ring structure on the description of daidaia ToAAG ‘many intricately-
made things,” the delicate, twisting products of his art.

Other words related more or less to the semantic field of turning that appear in Homer
include kvAivém ‘roll,” kduntw/yvaurto ‘bend,” miékm ‘plait, braid,” ntocom ‘fold” and nTHé
‘fold, valley’ (see the discussion of shields in 3.1), dyxvAog ‘crooked, curved’ (cf. dyxviopnng
‘of crooked counsel’, epithet of Zeus), dyxog ‘bend’ (plural dyxea ‘glens’), and dykov ‘bend of
the arm, elbow’;*’® these all deserve greater attention than can be given here.

Certain tendencies have distinguished themselves in the discussions of tpénw, otpépw,
and 6ivn, and while each word for its own part could benefit from a more systematic treatment to
determine, for example, the precise semantic range of otpéem in Homer as opposed to tpénow, it
will do no harm to sketch some observations here. There is, first of all, considerable variety in
the kind of repetitive structures in which ‘turning’ words appear. Ring composition is common,
and much presented here supports the assessment of a correlation by Steinrtick and Forte and
Smith. But multiple repetitions of a single word or root, substantial repetitions of one line or
phrase in a subsequent line, and paronomastic echoes in which syllables or phonetic sequences
have been reshuffled all seem to play a part in the structural iconicity of turning, which supports
the idea that ‘turning’ served as a metaphor for repetition more broadly. The use of the transitive
tpémw With a direct object that is repeated nearby is especially conducive to an understanding of
‘turning’ as ‘repeating.” There is no sufficient basis at this point for associating tpénw and

otpépm With different patterns of repetitions; the word divn and its derivatives in descriptions of

472 The phrase of W écéwoav in 405 echoes i p’ écdws’in 395.
473 The last three derive from IE *hzenk- ‘bend’ (Beekes 2010 s.v. dyxoiog).
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Xanthus in Iliad 21 appear in sequences in which elements shift and recombine, but they can also
participate in more and less symmetrical ring structures, as at Od. 6.113-117 and Il. 21.348-356.
Some ring structures turn on the point of an incidental detail that denotes or connotes
turning: the leather straps (tpomoi) on the Phaeacian craft prepared for Odysseus are literally
‘turners,” and Hephaestus’ description of his time in hiding centers on the helicoid ornaments he
made there. The language of turning can appear in purely descriptive passages, as in the
depiction of the circumpolar constellations or the plowing scene on the Shield of Achilles; these
scenes showcase the poet’s artistry and draw an implicit analogy between Hephaestus’ skill in
working metal and the poet’s skill in enacting content through lexical repetitions. At other times
the language of turning attends changes of scene or topic: the suitors turn to song and dance as
night comes on; the Cyclops turns his sheep out of the cave, and the scene turns to Odysseus;
Zeus turns his eyes away from the Trojan plain, and this allows Poseidon time to act; Athena
contrives that Nausicaa’s ball falls into an eddying stream and her attendants shout, waking
Odysseus after his shipwreck and propelling the plot forward. Gods are the agents of the verb
tpémw on no few occasions, as when Apollo and Poseidon divert and revert mouths of rivers or
when Athena turns Odysseus’ spirit to pursue the Lycians. The changes of mind and course that
they effect push the narrative this way and that in accordance with the narrator’s own structuring
of the scenes. By correlating turns of form with turning content, the poet allows a glimpse of his

own artistry in putting the narrative in order.

3.7 CONCLUSION

The case studies presented in this chapter, and the passages discussed in previous chapters, have

shown some of the ways the Homeric poet or poets leverage patterns of repetitions of small units
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of speech for poetic effect by arranging the structural texture of the narrative to reflect its
content. This structural valence intertwines the verbal and visual in a way that draws attention to
the agency of the poet in constructing the poem, and the various implicit metaphors of fine
craftsmanship for poetic production suggest that these structural correlations represent a
noteworthy component of the artistry involved in the composition of Homeric verse, to be
appreciated by a receptive audience as part of the experience of listening to an epic performance.
Pursuing the idea that the alignment of form and content allows us to hear content as an
embedded commentary on form, the preceding discussions have demonstrated how the Homeric
narrative has folded into itself a self-characterization that emphasizes both the multiplicity and
variety of its verbal elements and the skillful arrangement or fitting together of those elements

into an orderly, cohesive, and fluent whole.
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