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Abstract

The Best of the Olympians:

The Character of Apollo in the Homeric Epics and Hymns

Edward M. Bertany

Chair of the Supervisory Committee:
Olga Levaniouk

Classics

This dissertation is primarily a character study of the god Apollo in Homeric poetry. A close
analysis of Apollo’s characterization over the course of the //iad and the Odyssey reveals that
this god, who has been the topic of few dedicated Homeric studies, serves a synthesizing
function in the overarching narrative of the Homeric Epics. By foregrounding Apollo and
enlisting poems where the god is the main focus, such as the Homeric Hymns, I argue that, over
the course of the Homeric Epics, Apollo undergoes a type of coming-of-age story that is highly
correlated with the depiction of “the Best of the Achaeans,” an epithet that is associated with
Achilles in the Iliad and Odysseus in the Odyssey. Whereas the Iliadic relationship between
Apollo and Achilles is characterized by antagonism, misrecognition, and fragmentation, the
opposite is true in the Odyssey, during which a symbiosis develops between the same god and

Odysseus. This complex progression of Apollo’s story, with its ultimate emphasis on unification,



tracks closely with the panhellenic dynamics that were dominant in a crucial period in the

evolution of Homeric poetry itself.
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Introduction

I believe that it is not an exaggeration to say that, as the god of music and poetry, Apollo would
have a special role within the Homeric Epics.! Although recent monographs have been dedicated
to this god, there have been no modern attempts to study his characterization in Homeric poetry
exclusively, and his role therefore comes to the fore by dint of comparison with other gods or
with individual heroes.? It may have been noted that the title of this study is, at least in part, a
playful nod to Nagy’s groundbreaking study of Homeric poetics, The Best of the Achaeans,
which, in advancing theories of the Homeric Epics evolution in the oral tradition, added
specificity to the definition of the Greek hero. Although the hero, and Achilles in particular, is
the primary focus of his book, Nagy is able to explicate the nature of other characters and gods
by virtue of their relationship to the main hero, the “best of the Achaeans,” an epithet that,
though it is attached to a number of characters that feature in limited micro-narratives, Nagy
concludes, “Achilles deserves in the //iad while Odysseus comes to hold it in the Odyssey”
(19990, 35). As the title of my dissertation suggests, however, I will shift the focus from hero to
god, and this change in perspective leads my study in an independent direction, as it seeks to
explain a major, but often overlooked, aspect of Apollo’s characterization in the Homeric Epics.
Namely, the god who is the steadfast opponent to the Achaean’s enterprise at Troy, and to
Achilles in particular in the /liad, also becomes a patron to the success of Odysseus’

homecoming at Ithaca in the Odyssey. Apollo, therefore, stands next to “the best of the

1'We find this jurisdiction of the god highlighted at the end of Book 1 in the I/iad, when Apollo plays the
lyre and leads the Muses in song (1.601-604). In the balance of this study, I will use the term “Homeric
Epics” to refer to the /liad and Odyssey collectively.

2 For a recent monograph on Apollo generally, both his role in cult and in myth, see Graf (2009). Apollo
is the point of focus in Miller’s study of Roman literature (2009).



Achaeans” in both poems, and, in terms of the relationship between main hero and god, a
narrative trajectory can be detected that evolves from antagonism to symbiosis.

My choice of title was also prompted by the fact that, in an integral scene within the //iad
that alludes to the god’s role in the death of Achilles, Apollo is actually referred to as the best of
the gods (Be®dv dpiotog, 19.413), a fact that is greeted with defiance from the poem’s main hero.
This honorific comes from the mouth of one Achilles’ prophetic horses, themselves divine gifts
from Poseidon, and is a curious appellation for the god to achieve in the //iad, a poem that
mostly depicts Apollo, even though he demonstrates his destructive potential at the outset of the
epic, as participating in an antagonistic relationship with the “best of the Achaeans” that is never
fully resolved, and as the recipient of slights, to which he largely demurs, from his fellow
Olympians. The /liad, therefore, depicts an Apollo who has yet to achieve his full status not only
among the Achaeans but also his peer group, but this status can be contrasted with the Odyssey’s
characterization of the same god, the one to whom Odysseus prays at a crucial moment during
his homecoming. This is the moment when the hero achieves victory in a bow contest—a
jurisdiction that itself falls under the purview of Apollo—and his triumph happens to coincide
with a festival of Apollo that is being celebrated on Ithaca.

The few existing studies that center on a Homeric Apollo tend to view the god
monolithically, with little attempt to explain the variances in the god’s characterization found in
the Iliad and Odyssey. Indeed, there are enough significant differences that one could enlist them
in a separatist argument, but, on the contrary, I maintain that there are thematic motivations for

these variations and that they are a key unifying force between the two poems.3 Specifically, the

3 Although an acknowledgement by most of the oral nature of the Homeric epics has led to scholarly
debate about the unity of their genesis, the //iad and the Odyssey seem to respond to one another at a high
level in a number of thematic categories. As Burgess suggests, "perhaps the //iad and the Odyssey



trajectory of the super-narrative* of the Homeric Epics, I contend, depicts a coming-of-age story
for Apollo, a story that parallels the evolution of the “best of the Achaeans,” where the
unsuccessful maturation of the Iliadic Achilles, who is prophecized to be cut down in his prime
by the arrows of Apollo, can be contrasted with the fulfillment of Odysseus’ potential, which
reaches its apotheosis under the aegis of Apollo. The reading that I will put forth, therefore,
posits that Apollo plays a cohesive role in the Homeric Epics, where the “best of Achaeans” can
be contrasted not only through their primary characteristics, but in their contrasting attitudes
toward Apollo, in which the aggression and even hostility of the former hero gives way to the
respect and reliance of the latter.>

The coming-of-age story of Apollo that I sketch out over the next chapters occurs over
the super-narrative of the /liad and the Odyssey, where images of fragmentation and antagonism

in the former poem eventually give way to unity and symbiosis in the latter.6 This movement

eventually became valued enough, not least for their sociopolitical functions, that they became stabilized
in reperformance"” (2009, 3). For alternate theories on composition, see West (2011) and (2014).

41 use this term super-narrative to describe the over-arching story that I see occurring over the course of
the /liad and the Odyssey. Nagy employs the term micro-narrative to define individual characters and
scenes that provide context for the macro-narrative of the main hero in the /liad.

5 Many have noted that Achilles is a champion of force (bi€) and Odysseus of artifice (métis). See, in
particular, Nagy, who examines these differences within a “best of Achaeans” theme, and specifically the
tradition of a quarrel between these two that is alluded to in the Odyssey (1999b, 45). In the foreword of
the revised edition of “The Best of the Achaeans,” Nagy sees the /liad and Odyssey as a complementary
system within the “best of Achaeans” theme: "just as Achilles emerges as the "best of the Achaeans" in
the Iliad, so too Odysseus becomes "best of the Achaeans" in the Odyssey. Moreover, the kléos or epic
glory of Achilles in the I/iad is both complemented and contested by the kléos of Odysseus in the
Odyssey."

6 It has long been noted that the Odyssey does not explicitly repeat material from the //iad ("Monro's law"
(1901, 325)). As opposed to commentators such as Page (1955, 158), who concludes, based on Monro's
law, that the Homeric Epics were separate entities, Nagy believes such avoidance is itself proof of an
awareness: "If the avoidance was indeed deliberate, it would mean that the Odyssey displays an awareness
of the /liad by steering clear of it. Or, rather, it may be a matter of evolution" (1999b, 21). Increasingly
arguments have been forwarded that are dependent on the assumption that the traditions that evolved into
our Homeric Epics were aware of and alluded to one another (Burgess, J. 2003), and some have asserted
an even stronger intertextual relationship between these poems, arguing that both were eventually fixed
into written texts, and intertextual allusions can be detected that refer to these specific texts. For these
arguments, see especially Pucci (1987) and Tsagalis (2008).



somewhat mirrors prevailing theories on the development of the poems themselves, tracking
closely with the panhellenic evolution of the Greek city-states. Nagy holds, for example, that, as
the Homeric Epics evolved, they moved from an early period of "multiformity" to one of
"centralized diffusion," and essential to this process would be a performative context that
allowed for a gathering of diverse groups and the subsequent dispersal of a more unified
tradition. In this evolutionary model, multiformity would not completely cease to exist but the
poems would rather become more rigid over time, continuing into the Hellenistic period. Despite
this movement toward uniformity, the poems would nevertheless retain vestiges of the relatively
earlier localized traditions. The large panhellenic religious festivals that began to occur in the 8"
century would have started this process of centralization, with the Panathenaea and performance
reforms of the Pisistridae, where the /liad and Odyssey were performed at regular intervals,
serving as particularly important phase in the movement toward uniformity in the 6™ century
(Nagy, G. 2001, 111). Moreover, According to Nagy, the competition between Achilles and
Odysseus for the title of "the best of the Achaeans" and its attendant kléos "could have been
achieved only through sustained artistic reaction to the predilections of audiences who listened
generation after generation to the kléos of the Achaeans" (1999b, 41).

To highlight the coming-of-age story of Apollo that occurs over the course of the
Homeric Epics, I begin by examining a number of mutually-reinforcing charcteristics that can be
found in the god Apollo and the hero Achilles in the //iad. In my first chapter, I examine how
diction normally associated with mortal heroes can also be found in the divine sphere, and more
specifically, how the notion of fame (kA€0q) is a particular concern for the young Apollo. Nagy
has convincingly demonstrated that kA€og is bound up with the idea of the type of immortal fame

that is conferred by poetry and that Achilles is its main recipient in the //iad (1999b, 16, passim).



To see Apollo as achieving this type of fame, we therefore need to broaden our perspective of
this god’s influence as existing beyond the narrative confines of the //iad. It has long been noted
that Achilles and Apollo share certain physical traits, and Nagy makes a strong case that the
anger of the god and the hero are somehow related.” I put forth an argument that the fame of
Apollo and that of Achilles are, through their antagonistic relationship, mutually dependent, but
that the god will be the ultimate beneficiary of kAéoc outside the explicit parameters of this
poem. That the god will be the eventual victor in this contest is evident both through allusions to
hero cult and to the death of Achilles in the //iad, and, by contrast, through the eventual
symbiotic relationship that will be achieved between Odysseus and Apollo in the Odyssey.

In my second chapter, I analyze how the Iliadic characterization of Apollo portrays, in
essence, a bifurcated personality, in which, on the one hand, he arrives as the destructive far-
shooting god, whose aloofness from the Achaeans is indicated largely by a penchant for archery,
but, on the other, he also demonstrates a capacity to heal, a function that is also linked to
unifying function of poetry and music. The polar extremes of this god’s personality are already
on display in the Book One of the //iad. Also in my second chapter, I begin to probe how this
poem suggests the localized aspects of his personality by employing subsidiary characters who
possess external markers of a local affiliation with Apollo, but whose success or failure, also
points to the eventual prioritization of the god’s beneficent attributes. To that end, I conclude the
chapter by arguing that, while the poem largely eschews explicit reference to Apollo’ center of
prophecy and cultic influence, Delphi, the god’s presence is truly felt in his ability to control the
scope of the //iad’s macro-narrative, positioning him as a metapoetic force, a role that will spill

over into the Odyssey.

7 For the physical similarities of the hero and the god, who are both depicted as perpetually ephebic, see
Burkert (1975, 11).



The final chapters of this study then become more comparative in nature, not only
deepening the contrast between Achilles and Odysseus within the Apolline framework of the
Homeric Epics but also demonstrating that themes that evoke this contrast exist within the
Homeric Hymns and other forms of archaic poetry. Although Apollo does not directly appear as
a character within the narrative of the Odyssey, I argue in my third chapter that his presence is
nevertheless felt in motifs that are evident during Odysseus’ own evolution over the course of the
poem. It can be said, for example, that the //iad begins with the anger of Apollo, and the Odyssey
with the anger of Helios, and I pursue a number of thematic elements that introduce parallels
between these gods, such as their capacity both to destroy and to bring delight. The proem of the
Odyssey has long been faulted for the emphasis that it places on the Helios episode, but
Odysseus, unlike his crew, escapes his solar escapade unharmed, leading to a fundamental
change in his relationship with the gods, and ultimately with Apollo.

To support this thesis and to highlight additional contrasts between the Iliadic Achilles
and Odysseus in the Odyssey vis a vis their relationship to Apollo, I open up the comparative
analysis further, introducing certain Homeric Hymns that feature Apollo prominently. While
most would place the creation of the Hymns after that of Homeric Epics, I contend that the latter
poems contain evidence of suppressing certain signifiers of Apollo’s influence that would
become more pronounced in the late-Archaic and early-Classical period, an indicator that the
poems can often be more archaizing than archaic.8 It would be an easy enough matter for the
Homeric Epics to completely eradicate any reference to, say, the wealth of Delphi, but they not
only leave traces of its existence on the surface of the poem but also allude to the site of Apollo’s

oracle in crucial scenes, and the same situation holds true for the other major site of this god’s

8 This tendency can also be detected in, say, the lack of explicit reference to hero cult. For this argument,
see in particular Nagy (2012).



influence, Delos. This leads me to conclude that the Epics were well aware of the underlying
traditions that gave shape to the Delian and Delphic mythology centering around Apollo’s birth
and eventual ascendency to the Olympian pantheon, if not to the extant Homeric Hymns
themselves. The Homeric Hymn to Hermes, which chronicles a competitive cattle raid between
siblings and provides an exemplum of an evolution from an antagonistic to a symbiotic
relationship, is featured heavily in my concluding chapters, as is the Homeric Hymn to Apollo,
where both Hymns become important lenses through which to assess the Apolline associations of
“the best of the Achaeans.”

My final chapters also contrast, using an Apolline framework, the conclusion of the /liad
with the homecoming of Odysseus. Whereas the former ends with images that are rife with
misrecognition, betokening the continuation of strife and the ongoing rift between the mortal and
divine spheres, the success of the latter is predicated on scenes of recognition between husband
wife and their successful prayers to Apollo, ushering in a moment where hero and god almost
seemingly become one during a festival in the god’s honor, and where, I contend, the hero will
become the vehicle that brings the god’s unfulfilled boasts from the //iad to fruition. If Apollo’s
bow and lyre were separate entities in the //iad, serving as yet another symbol of fragmentation,
these instruments are brought into harmonious accord in the hands of Odysseus, who, like
Apollo, must destroy before he can unite. Unlike certain Iliadic characters, however, Odysseus
has no apparent aspirations to godhood, and the conclusion of the Odyssey shows him
reestablishing order by carefully delineating a hierarchal structure that places the figure of the
poet at its epicenter, with Apollo implicitly rising to his rightful position of honor. The
overarching reading of the Homeric Epics that I put forth, therefore, highlights this god’s

evolution to the force that has wide generic jurisdiction over poetry in general, and, as such, the



end result is a narrative that depicts a fulfillment of Apollo’s potential. This study concludes with
an analysis of a genre that actively seeks to celebrate Apollo, the paean, and, more specifically,
with a close examination of Pindar’s Paean 6. With this poem as my final focus, I assert that the
underlying structure and implicit message of this literary paean is evident in the Homeric Epics
as well. In the end, both are celebrations of the power of poetry to unite—all under the aegis of

Apollo.



Chapter 1. Apollo at Olympus: A Background for the God's Anger in
the lliad

Although the //iad generally highlights the present action of the unfolding Trojan War, it often
hints, through allusion or partial reference, at mythological backstories that, given their brevity
or seeming incompleteness, can easily be discounted as being relatively insignificant to the poem
as a whole. Often, however, these references can prove to be illuminating in providing a fuller
understanding of an individual character or in offering commentary on the broader thematics of
the poem. Slatkin, for example, has demonstrated that the role of Thetis takes on additional
significance if we understand her power over Zeus as stemming from a prophecy concerning a
potential threat from Achilles, a threat that is only hinted at in the //iad and that is elucidated
more clearly in theogenic literature. In her preface to The Power of Thetis, Slatkin stresses the
general importance of understanding such truncated references:

For an audience that knows the mythological range of each character, divine or

human, not only through this epic song but through other songs, epic and nonepic

the poet does not spell out the myth in its entirety but locates a character within it

through allusion or oblique reference. He thereby incorporates into his narrative

another discourse, one that makes its appearance on the surface of the poem

through oblique references, ellipses, or digressions, evoking for his audience

themes that orient or supplement the events of the poem in particular ways. What

becomes instrumental in this mode of composition is not only what the poet

articulates by way of bringing a given myth (with its associated themes) into play,

in relation to his narrative, but also what is left unsaid; for his audience would

hear this as well.

(1991, XV)

In this chapter, I put forth a reconstruction of the "story" of Apollo that effectively predates his
dramatic entry into the poem, and, to do so, I will bring together a number of allusions, oblique
references, and vignettes in the //iad that have to do with his early life. When these references

are assembled into a cohesive whole, we can begin to perceive a plot line in the poem that

celebrates a type of coming-of-age story, as it were, wherein Apollo is depicted as being in the
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process of ascending to his lofty status and assuming his role among the pantheon of Olympian
gods.

It has been noted that the assemblage of the gods into the Olympian pantheon is part of
the same reflex that can be detected in the panhellenicizing tendencies of the //iad, in which
references to local cults and potentially associated myths are suppressed in the service of a more
universal construct.? In the eighth century BCE, as the Homeric epics were approaching the
forms known to us, one such panhellenicizing trend outside of the poems themselves was the
development of Apollo's sanctuary at Delphi,1? but there is only one scant reference in the poem
to the seat of the god's prophetic influence. The Iliad, therefore, doesn't completely eradicate the
existence of this institution within the scope of its narrative — a move that it could have easily
accomplished — but leaves traces of its presence on the surface of the poem for thematic effect,
and I will pursue this effect in more detail in a subsequent chapter. I bring up Delphi here by way
of analogy, since the poem only has a few explicit references to Apollo's career that antedate the
action of the poem, and they are presented in a rather desultory fashion, replete with seeming
inconsistencies, but I hope to arrange them in such a way as to demonstrate their thematic
importance in shaping our overall view of Apollo within the //iad.

To accomplish this, my reading of Apollo's story in the //iad will rely heavily on
connecting the diction normally associated with Homeric heroes to the vocabulary that we find
associated with the young god's dealings with his fellow Olympians, especially Poseidon.

Muellner broke ground with his extensive analysis of the word evyopou (pray/boast/proclaim),

9 See Nagy, who states, "From the internal evidence of its contents, we see that this poetic tradition
synthesizes the diverse local traditions of each major city-state into a unified PanHellenic model that suits
most city-states but corresponds exactly to none; the best example is the Homeric concept of the
Olympian gods, which incorporates, yet goes beyond, the localized religious traditions of each city-state"
(19990, 7). Clay pursues a similar argument in connection to the Homeric Hymns (1989).

10 For an archeological perspective on these trends, see Snodgrass (2006).
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demonstrating how Homeric heroes proclaim their excellence and obtain glory (kA€oc) in a given
field upon their success on the battlefield (1976, 76—-83). Nagy, in turn, has shown how the
notion of kA£og is integral to our understanding of the Homeric hero, particularly Achilles, and of
the artistic agenda of the poem itself (1999b, 16, passim). If we turn to the divine sphere,
however, we will find that the poem applies a similar dictional register to Apollo's relationship
with other Olympians. The first section of this chapter explores how these dictional parallels
indicate that Apollo, like a Homeric hero, is involved in a struggle for status, contending within
the action of the poem to assert his domain or realms of power. In the second section, I connect
these themes with the celebrated anger of Apollo that dramatically colors the opening of the
poem, and, through a close assessment of the vocabulary of anger, primarily pfjvic and xorog, I

further refine a thematic reading of the god's character in the //iad.

Heroic Diction and the Early Career of Apollo in the lliad

Apollo makes a dramatic entrance within the first 100 lines of //iad, and the anger of the
god, whose wrathful arrows fell countless Achaeans, has garnered its fair share of critical
attention. In his extensive study of the Greek hero, Nagy, for example, has productively mined
the parallels between the anger of Apollo and that of Achilles to demonstrate that the portrayal of
this hero is uniquely shaped by the diction normally associated with the divine sphere and most
specifically with Apollo.11 Although I will eventually turn to this topic, I have chosen to begin
this chapter on Apollo in the //iad not with a focus on the god's famous entrance into the poem
but rather on some comparatively obscure references in the poem to his early life. I believe this

approach has several merits, not the least of which is that it will allow for a focus on the

11 In particular, Nagy notes that "d/gea in the diction of the I/liad may denote two kinds of grief for the
Achaeans: (1) the plague resulting from the ménis of Apollo and (2) the dire military situation resulting
from the ménis of Achilles" (1999b, 75).
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development of Apollo as a character in the poem, since these references to his early career at
Troy, though they appear late in the narrative, provide potential motivation for his actions
throughout the //iad. By analyzing these scenes first, we will, in effect, be piecing together
Apollo's Iliadic chronological biography. In addition, this approach will also help to illustrate my
contention that if we invert Nagy's focus and lay emphasis on how this particular god is shaped
by the dictional choices normally associated with the largely secular sphere of heroes, we will
uncover a uniquely Iliadic Apollo, a representation of the god that seems to be formed more by
the pull of the overall thematics of the poem rather than the push of cultic influence.?

There is no detectable reference to the birth of Apollo in the //iad, and his earliest exploit
in the poem hinges on his rather strange early connection with Troy, where he takes part in
building its illustrious walls. We learn of the curious story of the creation of Troy's sturdy walls
from the god Poseidon, who refers to them in comparison to a new structure that has just been
built by the Achaeans. After they lose a number of men, the Achaeans create a communal burial
mound, outfitting it with ramparts and a defensive trench, all of which is so cunningly wrought
that the Olympian gods stop and marvel, but it instead causes Poseidon to lament,

‘Zed mhep, 1 Pé Tig éoT1 PpotdV &’ dmeipoval yoiov

0¢ T1c €17 aBavdrtolot voov kai pfjtv éviyet;

ovy O0pdiag &TL 6™ avte KhpN KOPO®VTES Ayotol

TETY0G £telyiocavto vedv Vmep, AUPl O ThppoV

HAacav, ovdE Beoiot dOGaV KAETAS EKATOUPOG;

10D 0 fjT0o1 KAEOG EoTo Hoov T Emikidvartal NOG:

10D 0 €émAncovtal 10 €Yo Koi Poifog ATOAAwV

fp® Aaopédovtt ToMocapey 4OANCAVTE.

Father Zeus, is there any man of the mortals on the boundless earth

who still will tell his purpose and plan to the immortals?
Don't you see that the unshorn Achaeans—they again—

12 Burkert, who has extensively studied both sides of this equation, the myth and cult of Apollo, states
that the evolution of Apollo into a unified presence "is due probably more than the case of the other gods
to the power of poetry (1981, 145).
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have built a wall in defense of their ships, and have drawn a trench around it, and

they did not give to the immortals splendid hecatombs?

Surely its fame will continue as far as the light of dawn spreads.

And they will forget the one that Phoebus Apollo and I

built in toil for the hero Laomedon.

(7.446-453)
This Achaean wall and ditch serve a number of significant functions within the narrative, as
Tsagalis notes: "(1) they help the narrator pin down the various phases of both the Achaean
retreat and the Trojan attack, as Zeus starts fulfilling the promise he made to Thetis in lliad I; (2)
they function as a means of intratextual misdirection, creating the illusion of safety for the
Achaeans; and (3) they delay the return of Achilles to the war" (2012, 103—4). Other
commentators have also taken note of the importance of the wall, but few offer an explanation
for the visceral reaction that it elicits in Poseidon,* which in my view, is the passage's most
remarkable component, specifically the notion that an Olympian god is concerned that the fame
(khéog) of a man-made creation will eclipse that of a divinity.
The Greek word kA€og is typically translated as "glory" or "fame," but this does not

capture the full scope of its importance in the Homeric epics. The concern for kA€oc is usually
the jurisdiction of Homeric heroes. It is kA€og, for example, that will serve as a solace for

Achilles when he trades a long life and successful return home (vootog) for a short, glorious

career at Troy, as the hero succinctly states, dAeTo péV pot vootoc, dtap kAEog debitov Eotat (a

13 All translations are mine, unless otherwise noted.

14 The exception to this is Maitland, who frames the episode, and its connection to others, as an ongoing
rivalry between Poseidon and Zeus and states, "In the Homeric poems, Poseidon is a jealous god. He
resents wall-building and navigation, two fundamental skills of the growing community. The voice of
reason, pointing out that no deity need be threatened by such endeavors, is allocated to Zeus, as the future
embodiment of those principles important to the established community: justice, hospitality, the keeping
of oaths" (1999, 11). I, however, will focus on the meaning of the contentious relationship between
Poseidon and Apollo, which will be discernible when we come to additional episodes that pick up on the
theme of the Achaean wall.
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return home was lost for me, but there will be imperishable fame, //. 9.413).1> Partly for this
reason, a Homeric hero may be willing to fight and die for kAéoc, which is a compensation that
allows one to attain an existance that approximates that of the gods, whose natural lifespans are
themselves imperishable. If left there, this definition of kAéoc, with its emphasis on immortality,
would seem to be less of a concern for the gods than the mortal heroes, but Poseidon implies that
his and Apollo's creation is, in effect, in competion with the kAéog of the Achaean wall. If we
refine the concept of KA€og and the specifics of its imperishable nature, however, it is possible to
see why the //iad might portray a deity as being consumed by such a thing. In particular, as Nagy
has shown, Achilles' kAéoc will stem from the fame conferred by the //iad itself and its
confidence in its own eternal survival.1® In other words, in his desire for, or choice of, kAéog,
Achilles evinces a metapoetic self-consciousness of the importance of the poem in which he
appears, and he achieves this fame by being the main character of what Nagy calls the "macro-
Narrative" (2013, 1§21-25).

Although, in the passage under review, Poseidon initially laments that humans have
neglected to offer sacrifice, he later focuses his concern on the Greek wall and declares that its
kAéog will cause humans to forget (émiAncovtal, 7.452) the one at Troy built by him and Apollo.
His complaint, then, goes beyond a desire to be acknowledged through sacrifice, which, among

other things, is a form of being mindful of the gods through ritual. Specifically, his concern is

15 The word kAéog can be formulaically paired with the adjective do0tov (imperishable), as it is here, to
convey the eternal nature of the fame. Nagy sees this collocation, which is present in other poems such as
the Homeric Hymn to Demeter, as a reflex of "a common Indo-European poetic expression" (1992, 122—
43).

16 He shows the word's connection to the production of poetry, stating "kléos should have meant simply
'that which is heard' (from k/ii0 'hear"), and indeed the poet hears kléos recited to him by the Muses (again,
1liad 11 486). But then it is actually he who recites it to his audience. Here the artist's inherited message
about himself is implicit but unmistakable. In a word, the Hellenic poet is the master of k/éos. 'That which
is heard', kléos, comes to mean 'glory' because it is the poet himself who uses the word to designate what
he hears from the Muses and what he tells the audience" (Nagy, G. 1999b, 16).
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that a human creation will supersede a divine one, leading to the latter being forgotten. Given
that the act of forgetting is linked to darkness and even death in early Greek poetics,!” it can be
said that Poseidon here is, in a certain way, evincing a worry about his own immortality. This
may seem like a strange concern to put in the mouth of a deathless god, and an Olympian no less,
who was celebrated throughout the Greek world and was the ongoing recipient of cult.

Although gods are, by their very nature, immortal and cannot die, the //iad nevertheless
employs a number of metaphors that are close approximations of death for a god. These
metaphors include being injured, as occurs to Aphrodite (5.335-339), being bound, which Hera
had once experienced (15.22-24), and being thrown out of Olympus and cast down to earth,
which occurs to Hephaestus (1-590-93), among others. In this way, although the poem may seem
to show the divine and mortal worlds as being distinct, the gods can indeed become enmeshed
with the temporality of mankind.'® And this idea seems to frame Poseidon's concern over kA£oc.
If the creation of Troy's walls is under siege by the manmade structure and its attendant kA€oc, it
is implied the divine structure may not necessarily be permanent in the face of a kA€og that does
not acknowledge the gods, and, as we shall see, this situation will require a defense that becomes
tied to the poetics of the Iliad itself.

While the poem puts these concerns in the mouth of Poseidon, I will argue that they have

even greater ramifications for Apollo. This is apparent if we first analyze the composition of the

17 This perhaps can be seen in the presence of the root of the verb émilficovton in the word Lethe, the
river of forgetfulness in the underworld. See Detienne (1967, 22—-27) for an in-depth analysis on the
connection between memory and light and forgetting and darkness, an idea that Nagy examines in terms
of marked and unmarked speech (1990, 58—61). See Nagy, too, for the relationship between [>&th and its
functional opposite, mn&>, "'remember, have in mind', a root that can also mean 'have the mnemonic
powers of a poet' in the diction of archaic poetry" (Nagy, G. 1992, 44).

18 For an eloquently argued discussion on how the gods experience temporality, see Garcia's Chapter 5,
"The Impermanence of the Permanent: The Death of the Gods?" (2013). Muellner also touches upon this
theme (1998, 120). For the notion of the diminution of a gods' power through binding, see Vernant and
Detienne (1991, 115-16).
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wall, and then follow through on the progression of the thematics of the wall throughout the
balance of the poem. The Achaean wall may be magnificent in many facets of its construction,
and the poem is quick to point those out, but most significantly it is a burial mound:

NHog & ot 8p mw RAOC, 11 S ApEdKn VOE,

THHOG Gp” Apel TPV Kp1tdg Eypeto Ao Ayaidyv,

TOpPov & dpe’ avtnv &va moieov £EayayovTeg

dcprrov €k mediov, TOTL 6 AOTOV TETYOG EdELay

TOHpYoug B HymAovg, eihap VAV T Kol adTdV.

When it was not quite dawn, and still morning twilight,

then a chosen contingent of Achaeans gathered about the pyre,

and about it they made a single tomb, drawing it out,

a common tomb, from the plain, and next to it they constructed a wall

and high towers as a defense for the ships and themselves.

(7.433-37)

This construction is, in fact, not just any burial mound, but rather a mass grave of anonymous
Achaean soldiers."” Up to this point in the poem, with its compressed time frame, one of the most
destructive events portrayed was the plague initiated by the anger and arrows of Apollo, which
causes pyres of corpse to burn constantly on the earth (aiel 6¢ Tvpai vekdwv Kaiovto Bapetat,
1.52). After this event, the Achaeans offer up hecatombs to Apollo and a chosen contingent sing
a song of appeasement, a paean, to the offended god (1.472-474), but the “best of the Achaeans,”
Achilles is not in attendance at this ritual, which, as we will see, dooms its long-term success. It
is noteworthy, therefore, that Poseidon’s main complaint is that the wall is constructed without a
ritualistic acknowledgement of the gods, with no hecatomb having been offered. In contrast to

the sacrifice and paean that temporarily brings delight to Apollo’s ears (1.472-474), the wall is a

purely secular construction.

19 Garcia sees the night-time gathering of a select group of men as an "occulted activity" (2013, 100). For
a review of scholarly discussion relating to Greek burial rites, see Shive (1996).
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Zeus' immediate reaction to Poseidon's complaint addresses both the seeming absurdity
of a gods' concern over kA¢éog and the potential underlying competition with Apollo.?° Like a
perturbed parent, Zeus scolds Poseidon for whining, reminding him, the god of the earthquake,
of his status in the Olympian hierarchy. While, according to Zeus, a lesser god in strength may
legitimately have such a complaint, Poseidon, whose fame already extends as far as the light of
dawn, need only lift a finger to bury the Argives' wall with sand (7.454-463). Later, at the
beginning of Book 12, we will learn that this in fact will happen. Poseidon and Apollo, aided by
the rain of Zeus, will divert the local rivers and inundate the wall of the Greeks until it is covered
in sand and completely obliterated (12.1-33).21 The gods here act in harmony in their destructive
goal, but this is a narratorial projection that predicts an occurrence that will happen outside the
scope of the poem.

While the significance of the wall has escaped the notice of most, Garcia perceptively
observes that its construction is necessitated by Achilles' absence and the wall, in effect, operates
as a temporary stand-in for the hero himself; and Nagy seems to be on to something when he
notes that it operates as one of "the 'props' that mark the Achaean expedition" ... destined to "be
obliterated once the expedition is over" and specifically that the wall as funeral marker "is

consciously offered as a variant of the tradition that tells how the Achaeans had made a funeral

20 Morse observes that Poseidon has a special affection for this type of fame: “No other god worries about
his kleos in either of the Homeric epics, but plenty of Greek and Trojan warriors do” (2010, 107). Zeus’
reaction here suggests that such a concern might be appropriate for a god who has yet to attain a certain
status, however.

21 Scodel notes the peculiarity of this passage, which represents the only place in the Iliad where the
heroes are described as semi-divine (WuiBeoc), evoking the Hesiodic age of heroes, and she suggests,
moreover, that it is the place where the Trojan War operates on the motif of a destruction myth, which
may have ultimately been borrowed front a Near Eastern flood myth (1982, 32-33).
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mound for the dead Achilles by the Hellespont (Od. 24.80—84).22 If Nagy's suspicion is correct,
the potential kA¢og of the wall comprised of anonymous Achaean soldiers, which is of such a
concern to Poseidon, is analogous to the future marker of Achilles' hero cult, and both memorials
are therefore related to Apollo, who in both extra-Iliadic tradition and the //iad itself, has a role
in the future death of Achilles.?3 It is therefore worthwhile to continue exploring the god's
relationship with these seemingly-permanent but ultimately-ephemeral structures.

Although both of the walls, Achaean and Trojan, are projected to be temporal, we are told
that as long as Hector stood, as long as Achilles continued in his anger, as long as Priam's city
was unsacked, the Greek wall remained firm (umedov nev, 12.11). The Greek wall, then, frames
the narrative sequence of the major events of the poem, and it stands in an uneasy balance with
the fortification of Troy, but both structures are destined to fall after the poem's end.?* Although
a détente is predicted between the gods, and Poseidon and Apollo will eventually act in concert
to bring down the Greek wall, the two are mostly in conflict during the action of the poem.
Poseidon may at first pair himself with Apollo in the building of Troy's walls, but the elder god
is generally pro-Achaean throughout the poem, while Apollo is the powerful patron of the
Trojans and Hector. There is seemingly an incongruity, therefore, between the two gods'
affiliations, based purely on their assistance in building Troy's walls, with each god backing a

different side despite their formative roles in the city's origin.

22 Garcia sees both walls, Achaean and Trojan, as belonging to the "temporal order of specific heroes
(Achilles and Hector) as well as that of the entire age of heroes (2013, 130). Nagy's quote is part of a
suspicion he offers as a note (1999b, 9§16 n. 37).

23 For a review of the tradition of Achilles' death, see Burgess (2009).

24 Taplin argues that these walls could not be more different, with the Trojan wall having more of a sense
of permanence than the makeshift nature of the Achaean wall (Taplin, O. 1995, 94), but this is refuted by
Garcia, who stresses the poetic effect of the walls equivalency and who states, "the narrative achieves a
sense of temporal depth through the representation of the two walls that, though integral and intact at
present, are fated to be overthrown" (2013, 131).
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This story is highly allusive and, if left unelaborated, would leave us wanting, but
additional details are fortunately provided in Book 21 (435-467). As the hour of Hector's death
approaches, the gods' positions seem to harden, and old enmities bubble to the surface. With this
as a backdrop, Poseidon challenges Apollo to a fight, reminding him of their early days at Troy,
where they were forced into servitude to the king Laomedon. According to Poseidon's current
version of events, Zeus had sentenced these two gods alone to serve the Trojan king for a year, in
return for payment. In this version, Poseidon seems to alter his earlier reference to these events,
when he claimed that he and Apollo had built the walls together (7.446-453). In the later version
from Book 21, there is a distinct division of labor. The elder god states that he was responsible
for the construction of the walls, while Apollo attended his herds of cattle on Mt. Ida. Some have
seen these two versions as contradicting one another and go on to claim the version in Book 7
was an unsatisfactory interpolation or that the stories represent variant traditions.?> We, however,
can perhaps see the seeds of competition between the two gods even in Poseidon's earlier
description, when the two built Troy's walls while in contention (d0Arcovte, 7.453),26 and 1
argue that this competition eventually motivates a change in Poseidon's story over the course of
the narrative.

Poseidon's story from Book 21 has to do with the dividing line between the Olympian
gods in the I/iad. At the end of Apollo's and Poseidon's term of serving Laomedon, the king
refuses to pay the gods, even having the temerity to threaten to lop their ears off and sell them
into slavery (21.454-455). This offense drives Poseidon into his alliance with the Greeks, and he

cannot comprehend why his nephew, Apollo, has not had the same reaction, peevishly asking

25 For a synopsis of these claims, see Kirk (1990, 290, vol. 2), who seems to subscribe to this view.

26 The full line is fipw Acouédovtt todicoauev aOAfcavte. Most translations treat dOAfcovte as taking
Laomedon as the dative object, as in "in toil for Laomedon, we two built the city," which is how I
translated it earlier. Now, having introduced the theme of competition between Apollo and Poseidon, I
would revise that translation to: "we two in contention built the city for Laomedon."
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him, "don’t you remember this, how many great evils we two, alone of all the gods, suffered at
[lium? ... And now you show kindness to the people of this man" (006 vv T@dv mep / pépvnon
6ca on mabopev kokd "Thov apel / podvor vdi Bedv ... Tod o1 vOv Aaoict pépelg xaptv —21.441-
443 & 458). When Poseidon's two versions of events are compared, we can perhaps see the basis
for a charge of inconsistency in the god's logic. He initially in Book 7 evinced a concern that the
fame of the Achaean construction would threaten to efface the creation of the Trojan wall. Given
that concern, one would think that he, like Apollo, would stand in continuing support of the
Trojan structure, but it is Apollo who rallies to defend the Trojan wall repeatedly throughout the
poem, whereas Poseidon later, in Book 21, prioritizes Laomedon's disrespectful behavior, though
the god would have been fully aware of that in the earlier episode, and chastises Apollo for his
support of the Trojans. Some have seen Apollo's ardent support of the Trojans in the /liad as
evidence of an eastern or Anatolian origin for the god, and etymologies for his name have been
put to support such a conclusion,?” but I argue that this alliance, which is more tenuous than most
suppose, can be traced more to the poetics of the /liad, where he obtains a central role as the
divine antagonist to Achilles, whom, as we shall see, he in many ways resembles.?8

Along these lines, if we return to Zeus' earlier admonishment of Poseidon's extreme
reaction to the Achaeans' fortification, a rationale for Apollo's support of Troy begins to emerge.
Unlike Poseidon, whose fame, according to Zeus, already stretches as far as the light of dawn
(7.454-463), Apollo, as part of a new generation of gods, is portrayed as still being in the process

of obtaining this status in the //iad.?® Apollo, then, is the lesser god in current status who should

27 See Brown, for example, for a summary of the historical debate concerning efforts to link the god
etymologically with the Hittite god Apaliuna, a deity known for hunting and trapping. (2004, 247 ff).

28 Nagy provides an extensive exploration of the ritual antagonism between a hero and god, including
Apollo and Achilles, (1999b, 289-97), and this is theme to which I will return.

29 That Apollo is part of newer generation of gods is not only in accord with his attendant mythology but
also with what has been discovered in material remains. As Burkert notes, "The diffusion of the Apollo
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very well be concerned with the defense of his creation, and who was unnamed in Zeus' earlier
formulation. Despite his earlier admission in Book 7, Poseidon has reversed course in the
charged environment of Book 21 and stripped Apollo of his involvement in the creation, exerting
his authority over the younger god. Far from being an inconsistency, a variant tradition, or even
an interpolation, as some have asserted, the opposing positions that Poseidon takes are perfectly
reconcilable with his change in attitude toward the younger god. By disassociating Apollo from
the actual construction of Troy's walls, he presumably intends, given the argumentative nature of
the proceedings, to provoke the younger god into a confrontation by diminishing his role to that
of a mere shepherd on Mt. Ida and stripping him of his creative potential, marked by his early
affiliation with Troy's construction.

In the face of such powerful opposition, Apollo refuses to be baited into a fight, and his
demurral is framed within the lexicon of heroic diction, voiced by his sister, Artemis. When the
young goddess hears that her brother is backing away from Poseidon's challenge, she takes it as
an act of cowardice, exclaiming,

eevyels on Exaepye, [loceddwvt 8¢ viknv

TAGAV EMETPEVYAS, LEAEOV OE 01 VYOG EdMKOC:

ynmoTie Tl Vo TOE0V ExElg AveIMALOV aDTMG;

U 6€v VOV ETL TaTpOg £Vi LEYAPOLSTY AKOVG®
gvyouEVOL, O¢ TO TTpiv &v aBavatolot Beoioty,

dvta Iooewdawvog Evavtifiov moiepilew.

So you are fleeing, far-shooter, and to Poseidon the entire victory
you bequeathed, and granted him an unearned boast.
Fool, why do you hold on to that powerless bow now?
Let me no longer hear you in your father's halls
boasting, like you have formerly among the immortals,

that you would war against Poseidon face to face.

(21.472-477)

cult is already complete at the time when our written sources begin, about 700. In the epics, Apollo is one
of the most important gods. In spite of this, the impression remains that Apollo is not only a youthful god,
but also a young god for the Greeks. There is no clear evidence for him in Linear B" (1981, 144).
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The charge against Apollo as being an empty boaster is a formidable one. The Greek noun that I
translated above as boast (¢0y0¢) can also have the sacral meaning of prayer, but the extensive
study of Muellner shows that the word (and its verbal form, ebyopon) only carries that meaning
when a mortal addresses an immortal. When two parties on more equal footing come into
contact, the term is used in the sense of a secular boast, but it need not carry the pejorative
associations that are present in the English word. It is often used by Homeric heroes to
contentiously or truthfully proclaim their superiority in a certain area — age, prestige, nobility,
beauty, physical skill, etc. — and in so doing the hero obtains a fame that transcends mortality
(kAé0¢) in this particular realm. For this reason, the boast, which often takes the form of edyouon
eivon + superlative, is not made lightly.3° As Nagy demonstrates, such proclamations are at the
heart of the conflicts in the //iad (1999b, 69—82). Agamemnon uses this boast on multiple
occasions, with one instance reported by Achilles himself, ... 0g viv ToALOV dpiotog Ayoidv
gbyeton eivon ([Agamemnon], who proclaims that he is now by far the best of the Achaeans, /1.
1.91). Here, Agamemnon is reported to boast that he is the best (dpiotog), but the formula is used
with more specificity later, when he sends the embassy to Achilles and asserts his authority, kol
Lot Voot T 6660V Pactlevtepdc eipn / 18 8ocov yevel] mpoyevéstepog edyopot eivar (let him
submit to me, inasmuch as I am more kingly, and as I proclaim to be elder than him in birth,
9.159-161).31

As with the term kA€oc, the word gbyopat, in the sense of secular boasting, is most often

associated with Homeric heroes, and yet we find both terms applied to Apollo's relationship with

30 See Muellner (1976, 76-83).
31 See Nagy (1999b, 45).
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Poseidon.32 Many other examples of this type of boasting, or proclaiming contentiously, using
such formulaic diction can be found in conflicts between heroes in the /liad, but fewer, by far,
are discernible in disagreements among the gods. One such exception I would like to explore
relates to Thetis, whom Achilles addresses as follows, "I often heard you in the halls of my father
boasting, when you kept proclaiming that you alone among the immortals warded off baneful
ruin for the dark-clouded son of Cronos (moAAdKt yép 6€0 TaTPdOG €Vi peydpotoy dkovsa /
edyouévnc 8t Epnoba kelaveél Kpoviovi / oin év dBavdatoiotv dewéa Aotryov audvar, 1.396-
398). The diction here closely parallels Artemis' reporting of Apollo's boast, and, far from being
ad hoc invention created for the moment,33 these scenes are related thematically, since they both
concern a succession myth relating to Zeus' rise to power.

I expand on this theme in the next section, but, for the moment, would like to pursue
further how heroic diction shapes the conflict between Apollo and Poseidon. To this end, the
dispute that erupts between Agamemnon and Achilles is an especially apt paradigm. In both
cases the elder party who, for the moment, possesses greater prestige forces the younger party to
demur, creating — to put it mildly — resentment and anger. Although Agamemnon lays claim to
the best of the Achaeans, it is the younger hero whose father had taught him to always be the best
(aigv aprotevewv: 11.784).3% We will recall, too, that Achilles, who possesses greater martial,
physical and even verbal skills—if not social status—than Agamemnon, would have killed the
king, had not Athena intervened in an early conflict (1.188-218).3> Although it is often stated

that Apollo is a model for the character of Achilles and the lexicon of the divine sphere shapes

32 Willcock notes this apparent anomalous nature of this boast, stating "Nothing at all makes it probable
that Apollo should have made a practice of boasting in this way" and attributes it to formulaic "ad hoc
invention" (1977, 50)

33 Willcock (1977, 50).

34 See Nagy for expanded comments on this passage (1999b, 2§3).

35 Ibid.
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the nature of the hero,3¢ we find here an example where this process has been inverted, and the
diction of heroic conflict informs the depiction of a god. Due to the complex nesting of the
narrative structure, however, it is often impossible to disentangle which character is primary and
which is secondary, and who is a model for whom. Given the dearth of extant sources predating
the /liad, we are given no external roadmap to navigate this impasse. In my view, then, it is
preferable to state that within the //iad there is a multidirectional and mutually-reinforcing
process of character development between Achilles and Apollo.

The conflict between Agamemnon and Achilles is, of course, central to the structure of
the /liad, while the curious story of the early life of Apollo and his dispute with Poseidon is
seemingly peripheral, but the latter gains in importance when the correspondences between the
mortal and divine sphere are made discernible. Agamemnon dishonors Achilles by stripping him
of his war prize, the girl Briseis, and Poseidon's actions are analogous, depriving Apollo of his
cherished association with Troy's walls. The significance of the latter altercation is emphasized
when the heroic diction of the mortal sphere that frames the main conflict of the epic is imported
into the world of the Olympians. Nagy asserts, and rightfully so, that "the //iad belongs to
Achilles" (1999b, 2§3.), and the nature of the hero is at the core of his study. By flipping the
focus and laying the stress of the god Apollo, here and elsewhere, I argue that this claim can
equally be made of Apollo, on whom I confer the epithet the "best of the Olympians" in order to
stress the importance of his relationship with the Homeric hero.37 That is not to say the poem is
asserting that the young god will usurp the power of his father, Zeus — though this does seem to

be an implicit threat that has been dealt with in the past through his punishment of serving

36 See, for example, Rabel (1990).
37 See my introduction for more details on this epithet and its relationship to Nagy’s scholarship.
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Laomedon at Troy38 — but rather is portraying an Apollo who is in the act of asserting his
domains or functional jurisdictions, with music and poetry being chief among them.3°

If we assess one of the //iad's more specific internal references to the nature of kKA¢oc, it is
possible to see that applying the epithet "best of the Olympians" to Apollo is appropriate for the
long-range trajectory of the Homeric Epics. In the beginning of Book 7, Hector, through the
intercession of Apollo, hatches a plan to challenge whoever is the best of the Achaeans (Ayou@v
6¢ T1c dpiotog, 7.50) to a man-to-man combat. Later, he makes a speech in which he details how
he will behave after he conquers his challenger: he will strip the corpse of its armor and dedicate
it to the temple of Apollo, but in all other ways will treat the body with respect, rendering it back
to the Achaeans for a proper funeral. He then projects what some future traveller might say when
passing the remnants of the funeral mound, avopog pev 16de ofpa ot Kotatedvndtoc, / 6v
notT’ dplotedovia Katéktave Qaidog "Extwp. / dg moté Tig £péet: 10 0 EUOV KAE0G 0V TOT’
OAettan (this is the burial mound of a man who died long ago, whom, when he was at his best,
illustrious Hector slew. Someone will say this someday, and my kAéog will never perish, 7.89-
91). To the victor, then, will go the spoils of kAéoc. Nagy, however, notes that Hector's
proclamation is laden with irony, since it will actually be Hector who dies at the hands of
Achilles, and the Trojan will be part of the kA€og of the hero who is the true embodiment of the
best of the Achaeans. Moreover, it is seemingly Achilles' tomb that Hector is describing,
agreeing in content with its depiction at the end of the Odyssey, where it is situated on a headland

of the Hellespont and acts like a beacon to those who will see it in the future (ol petdémcOev

38 The Iliad does not explicitly state the motivation for this punishment, but I put forth a plausible option
from extra-Iliadic myth in the following section, which will assert that Apollo's anger (pufjvig) stems in
part from a dispute over cosmic status.

39 For more on the theogonic relationship of Apollo and Zeus within the context of anger, see Muellner
(1998, 96-102).
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goovtat, Od. 24.91).40 It is possible to take this one step further, however, and to take note of a
further irony.

Based on Hector's definition of kAéog — where a warrior, when he is defeated at his best,
becomes part of the conquering party's kAo — a large portion of what will bring about Achilles'
kA€og is the fact that his life will be brought to an end not by any mortal but by the god Apollo
himself, an act that is not represented in the /liad itself but that is nevertheless alluded to in a
number of ways. As we shall see, despite being the culmination of an antagonism that
characterizes the relationship during the action of the //iad, the death of Achilles will actually
represent a point of unification between the two in cult,*! though the poem can only refer to this
event obliquely and prospectively. If Achilles achieves his kAéog in part through his death being
brought to fruition by Apollo, we can say that, based on Hector's definition, the god, too, gains
renown in this process, bringing low the best of the Achaeans. This creates a mutually-
reinforcing process of character development that will only reach its apex outside the narrative
confines of the poem but that can be felt through allusions, among other means, within the
ongoing action.

Artemis does not supply the specifics of Apollo's challenge to Poseidon, but it appears
the contentiousness between the two has been simmering for quite some time. This is evident
when she states that Apollo in the past (g 10 mpiv, 21.476) has made his intentions clear of
warring against Poseidon and she expects him to make these claims again in the future. In
disgust at her brother's impotence in the face of Poseidon's truculence, she then turns her pointed
verbal barbs toward a particularly cherished symbol of Apollo's persona, his bow, calling it

ineffectual (dvepmiov, 21.474). Literally, this word means windy, and is often used to describe

40 Nagy (1999b, 2§3).
41 A formulation made by Nagy (1999b, 142), and an idea that I pursue in more detail in a later chapter.
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speech acts that lack authority, as in to speak words of wind, such as when Odysseus castigates
Agamemnon for questioning the Achaean's bravery in Book 4 (tadt” dvepoio Balets, 11, 4.355).
In this retort of Odysseus, the expression tadt’ dvepdia essentially describes the opposite of a
speech-act that consists of an authoritative utterance, or a symbiosis between word and action,
between even ritual and myth. Martin explores such authoritative utterances and he puts forth, as
examples of these marked speech-acts, expressions such as &nea nrepdevia (winged words) and
udBog, the latter of which he defines as “a speech-act indicating authority, performed at length,
usually in public, with a focus on full attention to every detail” (1989, 12). Moreover, Martin
connects these authoritative speech-acts to the performance of oral poetry itself.4> Therefore,
Artemis' attack against Apollo, when she essentially calls him an empty boaster with a powerless
bow, represents quite a serious charge, particularly given the multivalent nature of his god's bow
and his ongoing association with music and poetry.43

Picking up on Martin's work, Nagy adds another word that denotes an authoritative
public speech-act, and that is the verb dneiléo, which he proposes as an etymology for Apollo's
name. A variety of etymologies have been put forth for Apollo to account for his functional
essence. His name, for example, has been connected to his destructive potential via the verb
amorivpu (Plato, Cratylus, 405¢); but Nagy's suggestion points in another direction. The verb
ameléo means to promise, boastfully promise, or threaten. For Nagy, then, Apollo, even as early
as Homer, is "the god of authoritative speech, the one who presides over all manner of speech-
acts, including the realms of songmaking in general and poetry in particular" (Nagy, G. 2004,

189). Given the nature of our discussion on boasting in this section, it would seem that the

42 For more on the topic, see Martin (1989, 12 & 31-35) and Nagy (1996, 135).
43 Archery will the topic of a subsequent section.
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thematics of Apollo's early life and his feud with Poseidon dovetail nicely with Nagy's theory,
though the poem shows this realm of the god as emerging and in the process of formation.**

We will need to wait to see whether Apollo's boast that he would take a stand against
Poseidon was made in vain and lacked authority, as he has no immediate response to his sister,
and walks off in silence. To reinforce the generational status quo and to provide a picture of what
may have occurred to Apollo had he directly challenged Poseidon, the /liad treats us to a
somewhat comic scene in which Hera strips Artemis of her quiver—the young goddess' symbol
of power that she shares in common with Apollo—and boxes the upstart's ears with her own
weapons, since her rebuke of her brother had run counter to the Achaean leanings of the elder
goddess (21.476-495). Having posited that the dispute between Poseidon and Apollo has been
long simmering, even predating the action of the opening of the poem, and that the heroic diction
of grappling for hierarchal position is pervasive throughout the scenes that deal with their
interactions, I now link this topic to the self-proclaimed theme of the poem, which is heralded by

the poem's first word, anger.

The Anger of ... Apollo

In the last section, I placed Apollo's conflict with Poseidon within the framework of the
diction typically associated with Homeric heroes, and examined the relevance of terms such as
kA€og and ebyopat. While these terms are part and parcel of the heroic dictional register of the
lliad, they occur less frequently in the divine sphere, and when they do they therefore become

quite marked. Using a similar type of analysis, I now turn attention to the diction that surrounds

44 Nagy's argument concerning the etymology is broad, and is not necessarily based on the content of the
1liad that we are discussing here, but he does note a certain irony that is applicable: "the god who
promises the fulfillment, the télos, of his own speech-acts, is himself the incarnation of promise, not
fulfillment" (2004, 141). By contrast, I will eventually argue that the god’s promise is ultimately fulfilled
through the vehicle of Odysseus.
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the topic of anger, and argue that, as early as its proem, the //iad, in order to deepen a connection
between Achilles and Apollo, deliberately inverts the terms of anger that were traditionally
associated with the hero and the god. With our focus firmly on Apollo, we will find that this
move by the poem heightens the underlying themes of competition and a quest for status that
seem to motivate the god’s actions, as he vies with challenges not only from a hero like Achilles
but also from his fellow Olympians, particularly from representatives of the earlier generation
who had received their apportionment of honor before the new god’s arrival. The god’s anger, I
suggest, is a response to the inherent challenges he faces in his coming-of-age story, and is
therefore bidirectional, pointed primarily at Achilles and Poseidon.

The poetic voice of the famous opening lines of the //iad establishes one of the poem's
overarching themes, when it asks the Muse to sing of the destructive anger (ufjviv, 1.1) of
Achilles, but it has also been noted that there is a certain parallelism between the anger of
Achilles and that of Apollo, who appears early on in the poem, and that pfjvig can be defined
more specifically as a type of divine anger, which in turn has opened up a fecund pathway to
explore the nature of the character of Achilles.#> It is by dint of this comparison that the Iliadic
Apollo garners his fair share of critical interest, though the god himself is rarely in the limelight
for long, and his dramatic entrance into the poem often dominates the focal point of this interest.
While the anger of Apollo is in fact called pfjvig in the body of the poem (1.64), the opening of
the /liad first states that the god's far-reaching destruction is brought about not from pfjvi¢ but

from another word for anger, y6Aog, or its verbal form (yolwBeig, 1.9). This is a distinction that

45 The subject of anger and specifically pfjvig, given its primary position as the first word of the poem,
has received much critical attention. See especially Watkins (1977, 187-209), Nagy (1999b), and
Muellner (1998). Although the importance of anger has been studied in monographs and chapters devoted
to individual Homeric characters — The Wrath of Athena (Clay, J. Strauss 1983), "The Wrath of Thetis"
(Slatkin, L. 1991), and The Anger of Achilles (Muellner, L. 1998), for example — strangely enough no
such concentrated effort has been devoted to Apollo.



30

has not received much critical attention. This section, in large part, will be an exegesis of the
lliad's opening, and, as such, it will assess this dictional distinction between these words for
anger in effort to define thematically the rage of Apollo, both its origins and consequences.

The opening of the //iad immediately establishes the broad thematics of the poem,
implicitly linking Achilles and Apollo in their importance to the entire undertaking by placing an
emphasis on their wrath:

uivv detde Bea [nAniddew Ayiifiog

oviopévny, | popt’ Ayaioig dhye” E0nke ...

Tig T dp ocpwe Bedv Epot Euvénke payectat;

AnTodg kol A0g viog: O yop PactAiji yohwbeig

vOOGOV (v 6TPaTOV Opce KOKV, OAEKOVTO 08 Aol

Sing, Muse, of the anger of Achilles, son of Peleus,

the destructive anger that set countless sufferings upon the Achaeans ...

Who then of the gods brought these two together to contend in strife?

The son of Leto and Zeus, for he, angered at the king,

caused a baneful plague to arise among the army, and the troops kept dying.

(1.1-2 & 8-10)

To highlight some of the thematic and dictional parallels between Achilles and Apollo, I have
elided several lines from the proem, but will return to them in a moment. For the present,
however, we can try to appreciate the poetically-stylized relationship between the hero and the
god that is already being constructed within the first 10 lines of the //iad. While Apollo's anger is
not specifically labeled as pfjvig here, it is connected to that idea by a combination of word
choice and theme. Achilles' pijvic is modified by the adjective o0AOpEVOG, a participle from the
verb dAlvp, and this word is emphasized syntactically by enjambment. As a result of Apollo's
becoming angered at Agamemnon, the troops keep perishing, and this action is described by the

verb 0Aékovto, which is formed off the same verb stem as dAAvp. The emphasis on the

destructive nature of the forms of anger referenced in the proem will persist throughout the
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poem. That this destructive emphasis is never fully resolved is evident in the mutual
recriminations that hero and god will lodge against one another near the //iad’s conclusion, when
Achilles calls Apollo “the most destructive of all the gods” (Bedv dAomtate Tavtwv, 22.15), and
when the god, in addressing a divine council, refers to the hero as destructive Achilles (6A0®
Ayiiit, 24.39).46

Significantly, however, the poem first describes Apollo's anger with the participle
yorwBeig (1.9, finite verb = yolow; noun form = y610g). ¥0A0g is a near synonym of pfjvic, but
with important distinctions.4” Although y6Aog and pijvig are stylistically linked, the /liad seems
to be making a dictional distinction between them, and it is, therefore, worth assessing their
nuances. Recently, Walsh has analyzed the word y6Log and its related forms in detail, and
remarks that it "is the warrior's anger par excellence" (2005, 163). In Book 1 of the //iad it refers
most often to the dispute between Achilles and Agamemnon. In strong contrast to this, within the
entire poem, the noun pfjvig outside of the divine sphere is only applied to the hero Achilles.
Seeing that the anger of Achilles is often identified as the theme of the /liad — a conclusion
largely based on the position of pfjviv as the poem's first word — most critical attention has
understandibly been given to the word pfjvig. Watkins, for example, states that "the association
of divine wrath [pfjvic] with a mortal by this very fact elevates that mortal outside the normal

ambience of the human condition toward the sphere of the divine” (1977, 690). There is an

46 Segal notes that it is exceptional for a mortal to referred to with this adjective, as it is almost
exclusively used with gods (Charles Segal 1971, 58).

47 Muellner states that y6Loc, like other anger words, can be a near synonym of pfjvic, and it often refers
back to the theme of ufvig after that theme has been established, but that y6Aoc can also be "a complex
term with its own significance" (1998, 7). It cannot be said, however, that, in the above passage, the
theme of Apollo's pfivig has already been established, unless one already sees a link with Achilles.
Because his interest is largely in the word pfjvic, Muellner leaves the theme of y6Aoc relatively
unexplored. Watkins asserts that other anger words often substitute for pfjvig in a taboo formulation,
where subjects cannot speak of their own pfjvig (1977). Watkins’ idea is rejected by Turpin (1988) but
defended by Muellner (1998, 189-94).
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inverted relationship, however, between the words pufvig and y6Aoc, in the sense that, although
they are near synonymns, the former is quite marked when it is applied to a human, and the latter
is marked when associated with a divinity, and Walsh notes that, in Book 1, Apollo accounts for
the only instance of y6Log outside of the heroic sphere.*® The proem of the Iliad, therefore,
seems to be cross-pollinating these terms with additional significance by shifting a term most
typically applied to a warrior’s wrath, x6Aog, to Apollo in the the very same context where it
ascribes a divine term for anger, pfvig, to the hero Achilles.

By way of comparison, it is noteworthy that variant proems of the //iad existed and some
were more explicit in linking the anger of Achilles and Apollo than the version that has come
down to us. Aristoxenus, for example, claimed that some texts had these three verses in place of
1-9:49 Eomete VOV pot, Modoay, ... / dntwg o1 pijvig te xoAog 0° €he IInieiwva / Antodg te
ayAadv viov. O yap Pacidit yohwOeig (Tell me now, Muses, how anger and wrath seized the son
of Peleus and the glorious son of Leto; for he, angered at the king ... ). In this version, we see a
direct pairing of pfjvig and y6rog, which together take hold of both Achilles and Apollo, so there
is no distribution of the forms of anger nor differentiation between the characters themselves.
There is even some ambiguity in determining to whom, either Achilles or Apollo, the pronoun 6
and the participle yolwBeig might be referring. In our version, however, the expressions of anger
are separated and are seemingly treated as isolated cases. In the remainder of the poem, and the
anger of the hero and the god are interwoven into the diction, thematics, and symbolic
substructure of the entire work, furthering the nuances behind their poetically-stylized

relationship.

48 Walsh (2005, 173).
49 See Kirk (1990, 52, vol. 1).
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Walsh notes that, in addition to being the visceral, immediate form of a warrior's rage,
¥O6Aog has three major sources of origin: it can eminate from a contest, often when the outcome is
either considered unfair or the challenge is issued across social boundaries; from a quarrel,
specifically a veikog with attendant €pig; and from the death of a friend or loved one.>? Walsh's
categorization of yo6Aog maps neatly onto the competitive relationship that eventually emerges
between Achilles and Apollo. The third category, x6Aog generated from the death of a friend, is
perhaps most easy to discern in their relationship, given that Apollo is the primary agent of
Patroclus’ death, but the other two categories are just as relevant.

Although this first category of y6Aoc is generally associated with heroes, it can also result
from "a challenge across social boundaries ... such as between gods and mortals" (Walsh, T.
2005, 171), and, within the //iad, the Muses themselves become one of the few examples of its
operation in the world of the divine. They do so when they take umbrage at the boasting of the
Thracian singer Thamyris, who proclaims he would win (g0y6pevog viknoépev, 2.593) in a
contest against the Muses. In anger (yoAmwcdpueva, 2.598), they strike him blind and make him
forget his poetic art. Notably, a seemingly insignificant detail in this myth creates a link to
Apollo, who is himself capable of such targeted rage in a Homeric setting: the poem makes a
point of revealing that Thamyris is making his way from Eurytus the Oechalian (OiyaAiinfev
iovta map” Evputov Otyaliijog, 2.596), who lost his life when he boasted that he could outdo
Apollo in archery. It is of interest that, in the Odyssey, this challenge evokes y6Aog from Apollo,
YOAWGANEVOS Yap ATOA®V / EkTavev, obvekd v Tpokoaiileto to&alectat (And for that reason
great Eurytos perished straightaway, and didn't reach old age in his home: for Apollo, having

grown angry, killed him because Eurytus challenged him to a bow contest, 8.226-28). As we

50 For his detailed analysis of the origins of y6Aog, see (2005, 168-82).
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shall eventually see, the coupled allusion to Thamyris and Eurytus in the //iad, where divine
¥OA0g is elicited by mortal challenges in agonistic setting will be a useful point of comparison in
the characterization of Achilles and Odysseus in the //iad and the Odyssey, respectively.

Walsh's second category for an origin of y6Aoc, a contentious quarrel, or more
specifically a veikog with attendant &pig (2005, 170-71), is a direct Iliadic reference to the
relationship of Apollo and Achilles. The proem answers its own question when it states that it
was the son of Leto, Apollo, who set Achilles and Agamemnon together in strife (€p1d, 1.8).
Although the chronology of the narrative in the body of the poem will focus on the slight to the
priest Chryses, the proem seems to suggest that Apollo deliberately sets the two Achaeans
against one another. And there is also an implicit link to the long-term quarrel that will also
inform Achilles' relationship with the god. As Nagy has noted, veikog in the //iad is the term that
signals the theme of the death of Achilles, who is destined to die through the agency of Apollo,
though this act occurs outside the narrative confines of the poem; and in the song of Demodocus
(Od. 8.72-82), "the veikog and all that happened thereupon are described as the Will of Zeus.">!

In the lines I elided from the proem, there is a very compact reference to the will of Zeus
that brings these themes together: Awdg &’ étedeieto PovAn (the plan of Zeus was being fulfilled,
1.5). By itself, this narratorial aside seems innocuous enough, since all things in the end may be
attributed to Zeus' will, but the theme can be placed into a more specific context if compared
with other traditions.>2 The will of Zeus is a motif that is at the heart of the Cypria, a poem from

the Epic Cycle, and which a scholion indicates had the same line in its opening section as Iliad

51 Nagy (1999b, 130).
52 For more on the theme of the plan of Zeus and its connection to other traditions, see Marks, particularly
his Chapter 6, "Divine Plan and Narrative" (2008).
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1.5.53 In that poem, the plan of Zeus, though, is to instigate the Trojan War because the world
had become overpopulated, and the poem treats the war like a global destruction story, such as
the type found in flood myths.>* In the opening of the //iad, however, the "plan of Zeus" theme is
perfectly nested between the references to the anger of Achilles (pufjvv, 1.1) and that of Apollo
(xorhwBeig, 1.9). While the anger of both characters may stem from the actions of Agamemnon,
the subtext of the proem, I argue, is already picking up on the implicit and poetically-stylized
antagonistic relationship between Achilles and Apollo that the poem chronicles as the narrative
unfolds and that existed in extra-Iliadic traditions as well.5>

Though the antagonism beween god and hero would have been familiar motif to ancient
audiences, the Iliad’s proem, by inverting the anger terms normally associated with Achilles and
Apollo, could have presumably upset such an audience's expectations, as is suggested by the last
category for the origin of y6Aoc, the death of someone close to the hero. Walsh goes so far as to
claim that this theme of x6Log could have been a tradition in itself, related to the anger of
Achilles, and specifically associated with the death of Patroclus. In his view, this tradition would
have operated in a similar manner to the returns (vootot) and spawned a number of poems, of
which our /liad would only by a single representation.>¢ Indeed, it is explicitly y6Aoc, not pijvic,
that is identified as the force that drives Achilles, a man of extremes, to his most savage
expressions of that rage after the death of Patroclus, including the performance of a type of
perverted sacrifice, with Achilles himself stating, dmdeka 0& TpomdpoiBe TLPRG ATOEPOTOUNC®

/ Tpowv dylad téxva oébev ktapévoto yohwbeic (In front of the pyre, I, enraged from your

53 Cypria Fr. 3: Scholiast on Homer, 1. i. 5 in Hesiod, the Homeric Hymns, and Homerica (1914).

54 For more on the motif of world destruction myths within the Iliad, see Scodel (1982).

55 This theme is evident in poems from the Epic Cycle, and it even flows to the next generation, where
Achilles’ son, Neoptolemus, is killed by Apollo at Delphi, most famously in Pindar’s Paean 6.

56 Walsh (2005, 199-201).
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death, will cut the throats of 12 illustrious offspring of the Trojans, 18.336-37).57 If Walsh's
argument is correct, the word y6Aog would have had an intimate association with the hero
Achilles, and yet the proem of the //iad goes out of its way to link this form of anger to the god
Apollo, and to assign importance instead to Achilles' pfjvic.

If, as Walsh suggests, there was an operating tradition around the y6log of Achilles, it
would behoove us to explore if there was a similar tradition around the pfjvig of Apollo. As the
extensive work of Muellner shows, the noun pfjvig is, with the exception of Achilles, exclusively
found within the divine sphere. More specifically Muellner asserts that pfjvig is not simply divine
anger nor is it rage directed from one individual toward another but rather a "cosmic sanction ...
a social force whose activation brings drastic consequences to the whole community" (1998, 8).
Muellner further observes that pfjvig "is the irrevocable cosmic sanction that prohibits some
characters from taking their superiors for equals and others from taking their equals for inferiors"
(1998, 31). Muellner arrives at his conclusions by examining some of the paradigmatic instances
of this form of anger, and one of the more telling scenes has to do with the anger of Zeus.

When Ares becomes enraged over the death of one of his sons he threatens to break an
injunction laid down by his father, Zeus, an action that, according to a narratorial aside, would
thereby illicit an even greater "y6Aoc and pfjvic than before" (15.121-122). The war god needs to
be restrained by Athena, who explains that, if he persists in his plan, Zeus "will take hold of he
who is guilty and he who is not, one after the other (udpwyetr 6 €€ging 6 T~ aitiog 6g Te Kol ovKi,
11. 15.137).58 Although yx6log and pfjvig are here paired in the person of Zeus, the global outcome

of the anger, according to Muellner, suggests the over-riding influence of pfjvic, where the

57 Nagy also sees this particular stage as characteristic to the theme of Achilles' y6Aoc: "The subsequent
application of ménis is restricted by the composition specifically to the anger that Achilles felt over the
slighting of his ttmé at the very beginning of the action. The anger that Achilles felt later over the killing
of Patroklos is nowhere denoted by ménis." (1999b, 69-81).

58 Muellner examines this passage in detail (1998, 5-9).
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emphasis is not necessarily that the guilty party will be punished but rather the community as a
whole indiscriminately. Muellner, however, is largely interested in pursuing the term pfjvic, and
therefore glosses over the collocation here of y6Aog and pfjvic, terms which the /liad tends to
keep separate but that are paired, as we saw earlier, in the alternate proem known to Aristoxenus,
where they refer collectively to both Achilles and Apollo. In comparison, the proem of the //iad
that has come down to us stylistically distributes pfjvig to Achilles and y6Ao¢ to Apollo, while
separating these individual elements by the compact reference to the "will of Zeus," and it does
so all within the first nine lines. It is therefore of great interest that, in the above reference to the
anger of Zeus, there is both y6Aog and pijvig, the only place in the poem where such a compact
collocation expicitly exists.

By suggesting that Ares could potentially evoke a greater (ueiCov, 15.121) y6Aoc and
ufvig, the poem seems to be referring back to an earlier instance of Zeus' anger that was
mentioned at the beginning of Book 15, and this in turn taps into a theme that is only obliquely
referenced in the //iad, namely past threats to his claim to power. When Hera deceives Zeus by
inducing him into a deep slumber so that she and Poseidon could rekindle the Trojan war and aid
the Achaeans, Zeus himself recalls an episode of his earlier rage. He doesn't hesitate to make his
consort remember that, despite their indignation over Hera's punishment — being suspended in
unbreakable bonds — the other Olympian gods could do nothing to help her, since "whomever I
would catch, / I kept on hurling from the threshold till at last he arrived / powerless on earth" (6v
3¢ AaPoyut / pimtackov TeToydv amd PnAod dep’ av ikntat / yiv oOMynmreAémv, 15.22-24).59

We can draw some relevant conclusions from this scene. Muellner sees pijvig as

proceeding downstream from the theogenic origins of Zeus' original rise to power. For him, this

59 Ibid.
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theme is ubiquitous but unstated in Hesiod's Theogony, which acts like a prooimion and provides
a background for the opening of the //iad, where the word takes on its prominence. In this
formulation, Apollo's pfjvig is a substitute for his father's and it ultimately serves as a bridge to
the pfjvig of Achilles.®? Although direct references to it are largely suppressed, Zeus' puijvig is,
according to Muellner, primary and paradigmatic and is imported from theogonic poetry into the
world of heroic epic. Although titled The Anger of Achilles, Muellner's work is more specifically
a detailed analysis of the word pfjvic, and its focus is therefore directed toward the beginning and
end point in the transference of pfjvic, from the divine to the heroic world. His book is invaluable
in its insight that pfjvic is ultimately derived from disputes concerning the cosmic hierarchy and
that its expression is global in scope. The prominence of Apollo's role in the poem and his
intricately intertwined relationship with Achilles, however, indicate that this god is much more
than simply a stand-in for Zeus' pfjvic.

The pfvig of Apollo seems to have a story and a coloring of its own. Although the proem
of the /liad initially labels the god’s anger as y6Aog, when Apollo's prophet, Calchas, is asked by
Achilles why the god has grown so angry (6 t1 t6660v £xdoato Poifog AmOAL®V), he answers
the question by substituting the term pfjvig in his response, & Ayhed kéheai pe At pike
pvbncacHot / ufviv AmoAlmvog ekatnPeiétao dvaxtog (Achilles, dear to Zeus, you bid me to
pronounce the wrath of Apollo, the lord who strikes from afar, 1.64 & 1.74-75). According to
Calchas, it is not because of a faulty vow or botched sacrifice but rather because of
Agemamnon’s slight to the local priest that the god has visited the plague of his arrows on the
Achaeans (1.92-100). Calchas therefore explicitly introduces the theme of Apollo’s pfjvig into

the poem, but, given the nature of this form of anger, which often is spawned by a challenge to

60 Muellner (1998, 95-97)
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status, there appears to be more to Apollo’s violent reaction, which seems to be extraordinarily
excessive, given that it is induced by a single slight to a local priest.6!

The god’s violent reaction, I assert, has to do with his own position in the Olympian
hierarchy, and this is discernible if we relate Apollo’s quest for status, which I began probing
under the rubric of boasting in the last section, to other instances where a god or goddess
threatens cosmic order because of a slight to their status. We are told that, along with Poseidon,
Apollo found himself on earth, where the gods are compelled to serve the interests of the Trojan
king for a year. This indicates that these gods at one time felt the weight of Zeus' pfjvig. As we
saw earlier in defining the term pfjvig, this theme is often evoked by the I/iad through allusion to
a type of theomachy between the Olympians, where Zeus asserts his power globally. This battle
would have most likely post-dated the Titanomachy—described most famously in the Hesiodic
Theogony, when Zeus and his siblings defeated the Titans—and, as the gods take their positions
in the conflict of the Trojan War, we can witness the residual effects of the earlier skirmishes for
power. The Iliad, however, only gives us brief allusions to a mythical register that was perhaps
quite expansive in the Archaic period. In general, it seems that the poem goes out of its way to
suppress the myths that are theogonic in theme and that have to do with divine succession.

This is a subject of interest to Slatkin, who examines the role of Achilles' mother, Thetis,
who becomes more significant to the poem as a whole when we come to understand her part in
Zeus' rise to power, a part we can only glimpse in the //iad. Thetis is, like her son, a creature of
constant sorrow, and in the /liad their grief is conflated, as Thetis herself suggests, dppa 6¢ pot

Coet kai 0pd paog nerioto dyvutat, 000€ Ti o1 dvvapat ypaicufjcot iodoa (for my part as long as

61 Apollo’s proclivity toward anger and cosmic sanction is also reflected at the opening of the Homeric
Hymn to Apollo: when the god first enters an Olympian assembly, all the gathered deities collectively,
with the exception of Leto, recoil in terror when the young god first comes into view and bends his bow

(1-4).
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Achilles lives and sees the light of the sun, he grieves, and in no way, though I go, am I able to
assist him, 18.61-62). Slatkin, moreover, observes that Thetis, although she is characterized
primarily by her &yoc, has the the ability, much like Demeter after the abduction of Persephone,
to menace cosmic order through an implied pfjvig, and the entire chain of events can be traced
back to her mythology, only alluded to in the //iad. The primary cause of her suffering was being
forced by Zeus to submit to a marriage to a mortal, and this occurred because it was prophesized
that she had the potential for bearing a son greater than his father, which meant that marriage to
Zeus would begin the entire world order over again.®? We can thus see here the workings of a
succession myth operating under the surface of the poem, a myth that, in effect, tells the story of
Achilles' being the potential son of Zeus, though the god, when he becomes privy to the
prophecy, forecloses that possibility.

Slatkin is able to tease out the details of Thetis' mythological background through a
comparative analysis of both the Homeric Hymn to Demeter and Pindar’s Isthmian 8, and she
concludes that the Iliad largely suppresses references to Thetis' history primarily because of the
genre in which it operates:

The implicit wrath of Thetis has an analogous source ... we see that these two

myths share in the first place a preoccupation with the imposition and

preservation of the existing hierarchy of divine power. Both the Hymn to Demeter

and Pindar’s Isthmian 8, in its treatment of Thetis’s mythology, are equipped by

the nature of their genres to emphasize this concern ... The //iad is about the

condition of being human and about heroic endeavor as its most encompassing

expression. The /liad insists at every opportunity on the irreducible fact of human

mortality, and in order to do so it reworks traditional motifs ... The values it
asserts, its definition of heroism, emerge in the human, not the divine, sphere.®3

62 Slatkin (1991, Chapter 3, “The Wrath of Thetis”).
63 Ibid.
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Through a type of transference, the "resonant though subordinated" mythology of Thetis informs
the life of Achilles, and "the parent’s story becomes the child’s story."64

Slatkin's analysis is laudable, but I would like to pursue the idea that this is a
multidirectional process and that, although the //iad may seem to give primacy to the lives of its
mortal heroes and the general idea of mortality, the theogonic material remains particularly
relevant, despite its apparent suppression, by highlighting the very nature of the Homeric hero’s
relationship with the gods. After all, Slatkin, in an earlier work, asserts that for a genre to exist it
has to have an interdependence with another genre or genres, "in which they have
complementary functions in conveying different aspects of a coherent ideology or system of
beliefs about the world" (1986, 260), and Nagy concludes that "Homeric poetry is a genre that
becomes a container, as it were, of a vast variety of other genres" (1999a, 28). When such a
holistic system suppresses material, as the I/iad seems to with cosmogonic and theogonic
themes, it will find expression elsewhere, and both systems or subgenres within the system will
inform one another through their interdependency.

The Iliad does not specify why Apollo and Poseidon were sentenced to a year in Troy in
subservience to its king Laomedon. Within the extant mythic tradition from the Archaic period,
there is one plausible cause for Apollo's sentence: in the Hesiodic Catalog of Women, after Zeus
kills Asclepius, the son of Apollo, with a thunderbolt for bringing someone back from the dead,
Apollo in anger retaliates by killing the Cyclopes, the ones who originally supplied Zeus with the
thunderbolt in the Titanomachy. After first threatening to hurl Apollo into Tartarus, Zeus lessens
the sentence to a year's servitude in Troy (Hes Fr 54 MW). Extra-Iliadic tradition, therefore,

gives us a motive for the young god being caught up in the cosmic pfjvic of his father. An

64 Tbid.
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unexpressed subsequent accord has evidently been struck, however, and the Apollo in the current
action of /liad is seemingly in alignment with his father.

Outside of the Iliad, however, there is no plausible reason that has come down to us for
Poseidon's inclusion in this myth of Troy's foundation. While it is entirely possible that one
existed, it is just as likely that the //iad paired Poseidon with Apollo to highlight a secondary
cosmic conflict, which is playing out at the time of the poem's action. Having considered the
latent competition and potential succession myth suggested by Achilles averted rivalry with
Zeus, we can view, as Muellner does,®> Achilles' pijvig as an epic stand-in for that of Zeus, who
is the divine father that was denied to Achilles by the stratagem of marrying Thetis to the mortal
Peleus. In this view, Apollo would be an important, though subordinate, link in a chain of, if you
will, pfivig transference,®® but I have additionally posited that Apollo's anger seems to have a
story of its own that is connected, in one direction, with an ongoing rivalry with Poseidon and, in
another direction, with Achilles. In the last section, I asked what the source of Apollo's continual
boasts might be (i.e., in what area he might contend with the power of Poseidon), and I now
connect this question with both the potential source of his pfjvig and its resolution.

Because there is little evidence of current conflict between Apollo and his father in
present tense of the poem, the younger god has seemingly conformed to his status under Zeus,

even becoming the messenger and mouthpiece of his father's will, but this is not the case with

65 "Since Homeric epic has veered away from the Theogonic ménis of Zeus and toward the epic ménis of
Achilles, it is not surprising that it does not acknowledge this myth despite at least one clear opportunity
to do so. The myth about Peleus and Thetis attests to an archetypal competition between Achilles and
Zeus in Theogonic terms, which is inherent in the performance sequence I am suggesting. However, the
plot of the lliad deflects this competition in such a way as to render Achilles the Zeus of heroes with
respect to his ménis, yet without marking him as Zeus’s antagonist. Achilles’ divine antagonist is Apollo
instead" (Muellner, L. 1998, 95).

66 "In my view, the ménis of Apollo serves as a bridge between the Hesiodic ménis of Zeus and the
Homeric ménis of Achilles" (Muellner, L. 1998, 98).
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Poseidon, who continues to chafe under his brother's dictates.6” When in Book 15 Poseidon takes
the field in contravention of one of his brother's edicts, Zeus passes along a message for Iris to
deliver to him:

TOVGAUEVOV v aveydt pdyng o€ TroAépoto

gpyecban petd @O Bedv 1y €ig dAa dlav.

€1 0¢ pot ovk éméeco’ émumeioeTa, GAL" GAOYNoEL,

epaléchm On Encrta Katd epéva Kol Katd Bupov

U 1L 000E KpaTePOG TEP £MV EMAOVTIA TOALGOT)

peivat, émet g0 enud Bin molv eéptepog givat

Kol YEVET TPOTEPOG:

Order him to cease from war and battle

and to come among the tribes of gods or to the dread sea.

If he will not obey my words, but will pay no regard,

then let him consider in his mind and soul

that, though being strong, he would not dare await me when I come against him,
since I well proclaim to be much stronger in violent force

and elder by birth.
(15.160-66)

Within this scene, Zeus demands that Poseidon retreat to his specific domain, the sea, and asserts
his overbearing force as well as his position by birthright, but, as Poseidon's response will make
clear, he is not at all in agreement. Poseidon replies that each of Kronus' children was alloted a
domain (8xactog & Eupope Tyiic, 15.189), with Poseidon taking possession of the sea and Zeus
the sky, but earth, along with Olympus, was still common territory of all these gods (£t1 Euvr
navtov, 15.193). Zeus is thus, in Poseidon's opinion, unfairly asserting his authority over a peer
who has equal honor (6pdtiog, 15.186) and he should reserve his threats for his own children
(15.197-99). While this is his explicit response, Poseidon is also implicitly exerting his own
ability "to menace the cosmic order" (Muellner, L. 1998, 29).

I have translated the word twfj in line 15.189 as "domain," but this is another word that is

multivalent in Homer and has slightly different meanings when it is expressed in the human or

67 For a detailed analysis of the ongoing feud between Poseidon and Zeus, see Maitland (1999).
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divine sphere. In the latter occasions, which is the backdrop of the current scene, it can mean
domain,®® in the sense of an apportioned realm, which in this scene refers even more specifically
to the division of the universe among the Olympians, a cornerstone of theogonic literature, while
in the former it means honor generally and, more specifically, that which is a sign of honor—an
apportionment or gift. This sense is evident when Agamemnon takes away Achilles' war-prize,
Briseis, and the king dishonors (Rtipnoev, 1.356, the privative verb form related to the noun
Tuf)) the grieving hero, who has now absented himself from his comrades. The potential
connection between human and divine sense of the word, however, is evident in Achilles tearful
address to his mother, Thetis: pfjtep, €mel W’ &rexéc ye prvovOaddv mep €6vro / Ty mép ot
dperdev OAOUTIOG &yyvaAi&at / Zebg DyiPpepétng: vov &' 00d€ pe Tuthov Etioev (Mother, since
you bore me though being short lived, Olympian Zeus, the high-thunderer, should have handed
over honor to me, but now he did not honor me at all, 1.352-354). Slatkin notes that this address
takes the form of a prayer and that Achilles is, through his mother, reminding Zeus of a past
favor, when Thetis married a mortal to ensure cosmic harmony, resulting in Achilles' being a
mortal, and one with a short life (LivovBao16v) at that, instead of contending against Zeus
himself.®°

Moving back and forth between the divine and the heroic sphere, we can perhaps see at
this point that Poseidon's stance against Zeus' authority is not dissimilar to Achilles' famous

rebellion against Agamemnon. This is an observation that Muellner (1998, 109) notes, further

68 The closest definition offered by LSJ for the sense here is an "office," though in the divine sphere this
would equate to a domain. For more on this sense of the word as it is employed in the Homeric Hymn to
Apollo, see Clay (1994, 28).

69 "The typical arrangement of prayers as represented in archaic poetry, we remember, consists of the
invocation of the god or goddess, the claim that the person praying is entitled to a favor on the basis of
favors granted in the past, and the specific request for a favor in return—based on the premise that this
constitutes a formal communication of reciprocal obligations between god and hero" (Slatkin, L. 1991,
62).



45

reinforcing the parallelism by documenting that Agamemnon makes a claim to be superior
(péptepog, 1.186 = 15.164) to Achilles, as well as his elder (yevef] mpoyevéatepog ebyopat,
9.161), a claim that is resonant in Zeus' stance against Poseidon quoted above (15.160-66).70 In
the previous section, I linked Apollo to Achilles through the diction of boasting, and asserted that
they are both the younger aggrieved parties forced to demur to individuals with greater status,
Poseidon and Agamemnon, respectively. Just as Poseidon chafes against his brother Zeus’
dictates and his apportionment of power, Apollo makes continual threats against his uncle
Poseidon, bringing this type of contest for privileges into the next generation of Olympians.
Their generational conflict is evident in the language that Poseidon uses when, attempting to bait
Apollo into fight, he reminds his nephew of the earlier service to Laomedon, telling Apollo to
initiate the hostilities,

dpye: oL Yap YEVER QL VEDTEPOG: OV YapP Zéuon:g

KaAOV, €nel TpOTEPOG YEVOUNV Kai TAElOVa 01da.

ynmoTl O dvoov Kkpadiny &yeg:

Begin, for you are younger in age and

it would not be good for me, since I am elder and know more.

Fool, how thoughtless a heart you possess.

(21.439-442)

While Muellner's parallel is attractive here, Poseidon's anger is never called pfjvig, either
explicitly or metaphorically, and the long-term implications of a comparison between Poseidon's
rebellion and that of Achilles in the I/iad are therefore somewhat limited, unless we move the
parallel down one level, and apply it to Apollo.

Apollo's anger, for example, is described as pfjvic when Patroclus has the temerity to

attack Troy's walls despite being rebuffed three times by the god. When he is upbraided by

70 ¢f. I1. 21.439-440. See also Morse, who views the connection through the rights of kingship (2010,
106-8).
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Apollo and retreats before the fourth attempt, Patroclus thereby avoids the far-shooter's pfjvic
(ufjvv dkevapevog xatnporov Amordhmvog, 5.444). Although the term pfjvig is associated on
several occasions with the anger of the gods generally, the //iad only references its actual
activation in the divine sphere within the ongoing action of the poem with respect to Apollo.
That Apollo's anger is called pfjvig highlights not only his thematic proximity to Achilles, who is
the only heroic character to have an activated pfjvic, but also that he has learned well from his
own father.”! Unlike the paradigmatic pfjvig of Zeus, which targeted and continues to threaten
his fellow Olympians, the pfjvig of Apollo, however, permeates the borderline that divides gods
from mortals, and finds its victims among the Achaeans.

Central to Zeus' ongoing power is the continual threat of his pfjvic, the force of which his
siblings and children have felt at one time or another, as well as an apportionment of a domain
(tyR) that is perceived as adequate by the interested parties. Apollo's continual boasts in the
Olympian halls that he will contend with Poseidon suggests that this god is in the process of
asserting his domain or domains during the ongoing action of the /liad, and it makes perfect
sense, given the paradigm of Zeus' rise to power, that Apollo must first competitively assert his
destructive potential, which manifests itself spectacularly and, as we would expect given the
backdrop of pfjvig, globally at the outset the poem. The target of his wrath, however, is not his
fellow Olympians but rather the mortals, specifically the Achaeans, who have chosen not to give
him honor.

The interlocking narrative pattern that exists between Achilles and Apollo therefore

begins as early as the proem, where pfjvic, though it is attached to Achilles in the first line, is

71 Martin's comments concerning the I/iad's depiction of learned behaviors are perhaps applicable here:
"The Iliad is largely about situations in which power is in dispute, up for grabs ... rhetorical skill at self-
presentation can be learned by Homeric heroes; indeed, it must be acquired, and Homer shows how the
education takes place” (1989, 23).
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also a strain of Apollo's anger, which lethally commingles with y6Aog, the warrior's anger par
excellence, creating a potent combination that will be felt by all the Achaeans and eventually
Achilles himself. While pfjvig with its global consequences seems to flow downstream from the
paradigm of Zeus' anger, it takes on a certain specificity and coloring in the figure of Apollo, and
it is this particular form of pfjvig that largely characterizes the anger of Achilles, especially
during his period of withdrawal from the Achaeans. If, as Watkins asserts, Achilles' is pulled into
the divine sphere through his association with pfjvic,’? it can similarly be said that the god
Apollo is pulled into the heroic world through his association with y6Aog, not to mention the
other markers of heroic diction, such as kKAéog and byopau, that characterize his Iliadic portrayal.
With that said, it is time to turn to Apollo's actual entrance into the poem, where we can add
more specificity to a definition of his anger, meet the tool of its implementation, and assess how
that anger can be appeased. In so doing, we will be turning to the means by which Apollo can

effectuate his boast, to the far-shooter's bow, and to his lyre.

72 Watkins (1977, 690).
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Chapter 2. Apollo at Troy

In the first two sections of this chapter, I look further into the anger of the Iliadic Apollo by
analyzing it in conjunction with the implement in which it originally manifests itself, the far-
shooter’s bow, but will also pair his destructive wrath with its seeming opposite, a reputation as a
god of healing and music, which are realms that are already visible as early as Book 1 of the
1lliad and that, when taken as a complement to his destructive capacity, begin to reveal a complex
yet unifying vision of his essence that will fully exert itself over the course of the Homeric Epics.
The seeming lack of coordination between the bow and the lyre continues to inspire some to
conjecture on Apollo's origins, where the former is somehow related to his eastern roots.
Carpenter, for example, who does the service of chronologically and regionally analyzing images
of Apollo in the visual arts, states "In the archaic imagery of Attica it is the bow-bearing hunter
of men and monsters that Apollo is the twin of Artemis ... and, like her, his source is also to be
found in the East ... Homer knew both Apollo the archer and Apollo the musician but kept them
quite separate (/1. 1-44-52 and 603), while in the Homeric Hymn to Apollo ... the two forms have
been synthesized." He also sees a similar progression in the physical medium, which can be
detected in, say, the "Golden Image" of Apollo at Delos, where he holds a bow in his left hand
and the Graces in his right, each of whom holds a musical instrument (1994, 79). I contend,
however, that the separation of the god’s divine powers is deliberate in the //iad, and is in
keeping the themes of fragmentism and localization that imbue his characterization.”® These
themes, however, slowly give way to a unifying realm that the poem cedes to him and that has

received little critical attention: Apollo becomes the metapoetic force that controls the scope of

73 The emphasis on Apollo’s destructive power in the //iad is noted by Maronites, who observes that there
is only one reference to the god’s musical activity in the poem, but that the adjectives associated with his
destructive capacity are abundant. This situation can be contrasted with the Odyssey, which displays a
more balanced depiction of the god (2009, 81).
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the poem, ensuring that the super-narrative of the Homeric Epics moves toward its rightful

teleology, and this realm will be the topic of this chapter’s concluding section.

The lliadic Bow

Apollo unleashes his mighty bow in Book 1, and levels countless Achaeans,
demonstrating his destructive potential. This dramatic opening image of the epic far-shooter,
however, can obscure a holistic image of the god. It even prompted the ancients themselves to
speculate that the god's essence was destructive, as evidenced by an early folk etymology linking
Apollo's name to the verb andéAlvp, meaning to destroy (Plato, Cratylus, 405¢). Book 1 of the
1lliad should be enough alone to disabuse us of this notion, since it ends not with the god reveling
in the chaos he has brought about within the Greek camp but rather with his leading a chorus of
Muses in song to the delight of all the Olympian Gods (1.601-604). Taken as a whole, then,
Book 1 of the /liad acts as a microcosm of the entire poem with respect to Apollo, and the epic
begins by throwing emphasis on the god's capacity to destroy, which is our first concern.

Apollo first appears at the behest of a local priest who has come to the Achaean camp to
take back his abducted daughter. The priest, Chryses, is from Chryse, a town on the southern-
western coast of the Troad.”* The names of the priest and his daughter, Chryseis, serve to
obliquely reinforce this localization. In addition to the glorious ransom he brings to exact his
daughter's return, Chryses arrives "holding in his hands the wreaths of the far-shooter, Apollo, on
a golden scepter (otéppat’ Exwv &v xepoiv EkNPoOLov ATOAAWVOG / XpUCE® v oKNTTP®, 1.14-

15), clearly indicating that he is a representative of this specific god and invested with his

74 For a discussion on the exact location of Chryse and its associated Smintheum, see Cook (1973, 233~
34).
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authority.”> Although it is perhaps attractive to think that Apollo's ardent support of this local
priest and later of the Trojans in general is perhaps an indication that this god had his roots in
Asia Minor,”® this scene at the beginning the //iad indicates that such an allegiance is far from
automatic, and the dynamic between the pull of local affiliation and the global manifestation of
the god's power is ever present. If the I/iad is suggesting something about the origins of the god,
these suggestions are quickly overshadowed by the universal ramifications of the god's
overarching role in the poem.

Although Chryses is from the Troad, it is clear that he is not necessarily a natural enemy
of the Achaeans, as he initially wishes them success in their efforts to sack the city, Ouiv pév fgot
Soiev ‘OMduma dopot’ Exovteg / dkmépoon Iprépoto moAy, €0 & otkad’ ikéson (may the gods
who inhabit Olympus grant the city of Priam to you to sack, and for you to arrive home safely,
1.19). The poem may place an emphasis on the regional affiliation of the priest, but, when he
makes an appeal for the Achaeans to return his daughter, there is only a request that they respect
this god’s universal power, alopevotr Awdg viov EknPorlov AtdAlwva, “revering the son of Zeus,
the far-shooter Apollo, 1.19). By so doing, the Achaeans are given the opportunity to come into a
closer relationship with a god who, as the balance of the poem suggests, has a more intimate
connection with the Trojans,”” but this chance, though proving successful in the short term,

ultimately passes them by, and a conflict that informs the entire poem is set in motion.

75 Martin notes that the scepter itself is an important instrument to denote authoritative speech In Homer
(1989, 105)

76 As asserted by Wilamowitz (1908) and seconded by Nilsson (1952, 132).

77 Although the Greeks do have a prophet of Apollo, Calchas, in their company, they address him in a
manner that suggests a certain distance from him, as when Achilles states, 00 po yop AmdAdmvo At
oihov, ® e o0 Kalyav / edyopevog (For, by Apollo, dear to Zeus, to whom you, Calchas, pray ... , 1.86-
91). I emphasize the “you” with my own italics in the translation here, since this statement presages later
references to the god, such as Achilles’ angry charge against Hector when the TrOJan later averts disaster
through the intervention of Apollo, viv adté 6’ épvcato Poifog AndIwv, / @ pérlelg ebyecOat idv &g
dovmov axovtov (Now again Phoebus Apollo has saved you, the one to whom you are likely to pray
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As opposed to his earlier appeal for respect, Chryses’ plea for vengeance is replete with
localizing references. When Agamemnon angrily dismisses him, the priest of Apollo retreats
along the shore, far from the troops and pleads for retribution to Apollo:

KADOT pev apyvpdtos’, 8¢ Xpoony apeiBepnroag

KiAAdv te (oBénv Tevédord te g1 dvdoaoelg,

2uv0ed &l moté o yapievt’ €mi vnov Epeya,

1] €l 01 moté To1 Katd wiova pnpi’ Ekna

Ta0pov IO’ alydv, T 8¢ pot kpMvov EEAOmP:

ticelov Aavaoi €ud dakpua 6oict BEAESTY.

Hear me, Silverbow, you who protect Chryse and holy

Cilla, who rule by force over Tenedos,

you Smintheos, if ever I roofed a temple for your pleasure

or burnt for you the copious thigh bones

of bulls and goats, bring this wish to fulfillment for me:

May the Danaans pay for my tears with your missiles.

(1-37-42)

At this juncture, Apollo is referred to as the god who protects the regions of Chrysa, Cilla, and
Tenedos, all precincts around Troy, and the priest's personal involvement in building local
temples and offering sacrifice is the ultimate largesse to the god that conjures his presence (1.37-
42). Although there is a formulaic nature to the prayer, 78 there is also a strong local element to it.

It has been noted that "the invocation is not a standard list of titles (as in Achilles' prayer to Zeus,

11. 16.233-235) but is used specifically to characterize the local priest of the regional Apollo"

when coming upon a barrage of spears, 20.448-49). Achilles’ statement here dictionally replicates one
earlier made by Diomedes when Hector dodges a spear blow and recognizes that the Trojan is under the
protection of the god (11:361-63 = 20:448-49).

78 See Lang on the formula for this complex prayer (1975, 309—-14), and Muellner on the reciprocity for
past favors in invocations such as these (1976, 18-66).
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(Edwards, M. 1980, 8). His prayer, moreover, ends with an obscure, perhaps local, epithet of the
god, Smintheos, that possibly evokes Apollo's association with plagues.”?

The prayer scene is largely localized, but the priest's last line, calling for retribution, asks
for a type of substitution, where the tears of the local agent of the god are transformed into
Apollo's arrows, which will embroil the entire community of Achaeans. Agamemnon's
intransigence sets off a chain reaction that leads to disastrous consequences, as Apollo descends
from Olympus:

O¢ &pat’ gvuyoduevoc, Tod 6 EkAve @oifog ATOAAWY,
Bri 8¢ kot OVAOUTO10 KOpHVOV YOOUEVOS KTip,

10&" DdUooY EYOV AUPNPEPEN TE QOPETPNV:
gkhayEov &” dp” dloTol &n” DUV YWOUEVOLO,

aOTod KIvnB€vToc: 0 0 1jie VOKTL £01KAC.

glet’ Eme1t’ amdvevbe vedv, et & 10V Enke:

dewvn 0& Khayyn yévet” apyvpéoto Proio:

oVpHoG HEV TPATOV EMMYETO Kol KHVOS ApYoVG,
avTap EMET aOTOloL PEAOG EXEMEVKEG EPLElg

BAAL: aiel 0¢ mopai vekbov kaiovto Bapetad.

So Chryses spoke, praying, and Phoebus Apollo heard him.

Down from the Olympian peaks went the god angry in his heart,
while holding his bow and covered quiver on his shoulders.

The arrows on his shoulders rattled as he, full of fury

moved. And he was coming on like the night.

Then he sat far from the ships, and let fly an arrow.

Terrible was the noise of his silver bow.

He first attacked the mules and quick dogs,

but then, releasing the piercing shaft, he struck the men themselves,

and pyres of corpses were burning thick.
(1.43-52)

79 Explanations connecting this epithet to the mouse, a spreader of disease—the word for this rodent was
allegedly sminthos in a local dialect—were prevalent in antiquity (Strabo, Geography 13.604, after
Callinus of Ephesus) and the —inth- sequence suggests the "epithet preserves the name of an indigenous
divinity supplanted by Apollo" (Graf, F. 2009, 24). Material remains also show that there was a
Smintheum, a regional temple to Apollo, in the are area of Chryse (Cook, J.M. 1973, 233).
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The bow and arrows of Apollo have been interpreted in a variety of ways. Muellner, who
places an emphasis on the paradigmatic role of Zeus' pfjvig, sees the arrows as akin to Zeus'
thunderbolts, and draws our attention to the continual conflagration of funeral pyres that burn in
the Greek camp after the god's arrows hit their mark in the opening scene of the poem. To be
sure, the bow of Apollo here becomes a symbol of his pfjvic, and a tool of remote destruction
visited upon an entire community. There is merit in considering, as Muellner does, Apollo's
ufvig a substitute for his father's, since the far-shooting god, perhaps like no other in the //iad,
seems to be in accord with Zeus. Nagy, however, sees a more intimate link between the anger of
Achilles and that of Apollo, and notes in particular the parallelism between the hero and the god
that occurs when the Achilles absents himself from his fellow Achaeans. He observes that, in
addition to the word for divine rage (ufjvic), the poem applies the same vocabulary to the
devastating consequences of this rage that are associated with Achilles and Apollo. In both cases,
their wrath brings about pains for the troops:

Like the word menis, algea 'pains' too serves as key to the plot of the //iad. Just as

Apollo chronologically has menis over the abduction of Chryseis (I. 75) before

Achilles over the abduction Briseis, so also the Achaeans have algea from Apollo

before they get algea from Achilles.

(19990, 74).
These pains visited on the Achaeans by Apollo are a direct result of the god's arrows that are
cutting down the troops. Moreover, the god's epithet, éknpoAog (far-shooter) denotes a certain
distance and aloofness that also comes to characterize Achilles after he is infused with pijvic
when Agamemnon disinherits him of his war-prize, Chryseis, a situation that become evident

when the Achaeans suffer Aotyog (devastation or ruin) during the Battle of the Ships, because

"they were 'apart from Achilles,' who had menis” (1999b, 75), and Aotydc is exactly what Apollo



54

brings into effect with his arrows shot from afar in the opening scene of the poem, though in that
case it refers more specifically to devastation by plague.80

Therefore, the anger (ufjvig) of Achilles and Apollo can be further categorized by a
certain aloofness, which for Achilles is represented as a movement away from his comrades, and
for Apollo as a distance from mortals, epitomized by his penchant for archery. It has been noted,
moreover, that archery in general was not a particularly native endeavor for the Greeks, nor was
it considered especially noble.8! Graf sums up this attitude well when he states:

In the world of Greek warrior ideology, archery is a problematic affair. The

hoplite, the warrior in heavy armor, is the ideal Greek fighter ... The ambivalent

Paris is an archer, a warrior who prefers the bedroom ... In the reality of Greek

warfare, archers were either ephebes or they were foreigners, Cretans or Lycians.

Again, Apollo is rather ambivalent; the hoplite's goddess is Athena, with helmet,

breast armor, and shield.

(2009, 15)

If Lycians were noted for archery, the aloofness conjured up in Apollo's epithet éknforog (far-

shooter) can therefore be linked to another of his appellations, Avknyevig (Lycian-born, //.

4.101, 119), which some have interpreted as evidence of a Lycian origin for the god,82

80 Blickman provides a statistical analysis of the term in Aotydg in the I/iad, and also sees affinities
between Apollo and Achilles through this term, along with their pfjvic. He further observes that the term
pfjvig is only applied to Achilles' rage against Agamemnon, and ultimately sees the affinities between the
hero and the god dissolving, stating that "Achilles, having imitated Apollo's pfjvic, later diverges from his
divine model by failing to relent and to ward off Aoryoc" (1987, 9).

81 See Diomedes' dismissive response to Paris, after the archer shoots him in the foot, as an example
(11.385-395).

82 In summarizing the prevailing views of his contemporaries, Otto states, "[Apollo] appears to have
derived from Lycia, where his mother also originated. But with this hypothesis, in itself attractive, other
and bolder conjectures have been ventured: that as an Asiatic deity Homer puts him wholly on the side of
the Trojans; and that his original character, still obvious at the opening of the //iad, is that of a terrible
death-dealing god." (1954, 64-65).
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suggesting both a connection with archery and, more generally, a type of distant foreignness.?3
Although other possibilities for the etymology of Avknyevig have been adduced,84 the Iliad does
show Apollo as having a special affinity for Lycia, seen particularly in his personal relationship
with the Lycians Glaucos, whom he heals; Sarpedon, whom he helps convey upon his death; and,
as we shall see, the archer Pandaros.8> And this in turn plays well with the notion of "otherness"
that is also present in his associations with the localities in the Troad listed by Chryses and his
designation as Smintheos. Indeed, the archer who shoots from afar and who brings sudden,
unexpected death to the troops is a fitting etiological explanation for the onset of an epidemic
illness such as the plague, which may also be interpreted as emanating from a foreign source.86
Although archery was viewed as somewhat alien to the Greeks in the Archaic period, that
was not the case in Egypt and the ancient Near East, where the bow was known as a weapon of
hunting and warfare, as well as an important indicator of monarchial power, often shown in the
hands of gods and kings in graphic representations, and in literary sources where it was used to

suggest a symbolic connection between the divine and mortal worlds through the institution of

83 1t is perhaps of interest that, as Cohen observes, hunting scenes in Greek art illustrate that bows and
arrows were not a preferred weaponry among archaic Greeks. Of the two types of bows, simple and
compound, the latter was associated with Scythians, while the former, closer to a native Greek bow, is
often held by Apollo in artistic depictions (1994, 699—700). It is impossible to determine the type of bow
Apollo wields in the /liad, however.

84 An association both with wolves and also light have been offered as etymologies for Avknyevig. See
Graf (2009, 123) and Bryce (1990, 145).

85 A problem exists with the character Pandaros, in that the poem is inconsistent in his representation,
reporting at one point that he is part of a contingent that hails from the city Zeleia (2.824-27), which is in
the Troad, leading Bryce to conclude that the Lycian representation of Pandaros may relate to a pre-
Homeric tradition (1977, 216). It has been observed, however, that the Lycians as a group provide a
“coming from afar” motif in the plot of the //iad and Pandaros fits within that poetic framework. See
Tsagalis for this theme (2012, Chapter 4). Levaniouk notes that the name of Pandaros “is probably
Anatolian in origin,” and, in particular is associated with a region that had a prominent cult of Apollo. In
addition to a name, he shares traits with Pandareos, a mythical character evoked in a prayer of Penelope in
the Odyssey (2011, 284-85).

86 Thucydides, for example, reports that there were claims that the plague of Athens originated in Africa
(2.48.1).



56

kingship.8” In the hands of an Iliadic warrior, however, the bow seemingly lacks this
connection—even met with a sense of scorn—and is not until Odysseus takes up this weapon at
the conclusion of the Odyssey that such symbolic links can be discerned, where the bow denotes
not only the sign of rightful kingship but also a connection of the rightful king to his divine
patron, who, in the case of the returning Ithacan, is, I assert, none other than Apollo.

By contrast, Achilles has no discernible connection with archery, but, given the /liad's
proclivity for inserting vignettes into the narrative that comment on the greater storyline, it will
be worthwhile to take the time to examine minor characters who share this particular skill with
the archer god, Apollo. Graf’s earlier comments about archers, where most of hail from Crete or
Lycia, may have been a general observation, but the //iad seems to agree with his remarks, with
two archers, Meriones and Pandaros, tracing their origins to these locales, respectively. Though
both of these characters pray to Apollo, who is the patron god of archery, they have opposing
fates, and the stories of both archers provide insights on the trajectory of Apollo’s
characterization from the //iad to the Odyssey, as well as on the god’s relationship with the “best
of the Achaeans” in Homeric Epics.

Pandaros is a renowned archer, a Lycian on the Trojan side, who is induced by Athena,
disguised as a mortal, to shoot an arrow at Menelaus, thus breaking an uneasy truce in Book 4.
Athena wheedles him to undertake this audacious deed by appealing to his desire for fame,
claiming that he will win renown or glory (kbdog, 4.95) from all the Trojans and chiefly from

Paris, their most famous archer, if he only pray first to the Lycian-born Apollo, renowned for the

87 For further information, see Wilkinson, who examines early iconography from Egypt and the Near East
and who concludes that, while Egyptian renderings of archery tended to show the arrows pointed at their
targets by line of site, those influenced by the "Mesopotamanian tradition" were more naturalistic, with
the archer pointing well above the target and sometimes shown in the sitting position (1991, 98-99). 1
point this out, since Apollo is described as firing from a sitting position (§Cet’ €neit’ dmdvevbe vedv, petd
&’ 10V énke, 1.47).
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bow (ebyeto 6" AmdALl®mvL Avknyevél kKAutotolw, 4.119). Pandaros takes up the charge, and fires
his shot, but it is deflected by Athena and only scratches Menelaus. Some have seen Pandaros,
through his connection with archery, as a Paris-type figure,®® but I prefer to view him as a partial
reflection of a character who dwells one level higher, since Pandaros’ bow and arrows, his link to
Lycia, and, perhaps most importantly, his heroic diction evoke another archer with purported
Lycian roots, Apollo himself.

The scene featuring Pandaros and Menelaus is notable for all the densely-packed
references to glory and fame in a variety of forms, but one word that is lacking within this
thematic framework is kAéog. This word will be associated with Pandaros in a later scene,
however, when Aeneas wheedles his comrade-in-arms to fire an arrow at Diomedes, who,
operating in his arestaia, is described by Pandaros as "the best of the Achaeans" (&piotog
Ayoidv, 5.103). Initially, when he thinks his shot has met with success, Pandaros associates the
favorable outcome to his local Lycian links with Apollo: 00voé &€ pnui/ oM0” dvoynoectat
KpatepOV PéLog, €l 81e6V pe / dpoey Evat Adg vidg dmopvopevov Avkindev (I claim he,
[Diomedes, the best of the Achaeans], will not long bear the strong arrow, if in truth the lord, son
of Zeus, called me forth setting out from Lycia, 5.103-105). Diomedes, however, prays to
Athena, who heals his wounds. Seeing this, Pandaros is dispirited, but Aeneas attempts to
motivate the archer to rejoin the fray with these encouraging words: I1dvoape mod to1 100V 16
nTepOEVTEG 6i6TOL; / @ 0D Tig Tot &pileTar évOade v’ dviip, / 00dé Tic &v Avkin 6o vy’ ebyeton gtvol

apetvov (Pandaros, where are your bow, your winged arrows, and your fame? In which no one in

88 See Tsagalis (2012, Chapter 4).
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this world—no mortal, at any rate—vies with you, and no one in Lycia boasts to be better than
you, 5.171 & 173).8°

The only way his enterprise will not succeed, Aeneas tells the archer, is if he goes up
against an angry god: &l pun 115 0edg €01 kotecadpevog Tpoeoov / ipdV unvicog: yodent| 6&
Beod &m pufvig (unless he is some god who has harbored a grudge against the Trojans, having
grown angry over religious matters. And the anger from a god is harsh, 5.178-79). Aeneas places
emphasis on pfvig through repetition of the term, but here we see an additional outgrowth of that
anger into kotog, the anger of the long-term feud. Walsh sees a certain irony in this passage,
since "it is not a god's k010G that is issue at Troy" (2005, 50), and there seems to be little to
suggest in the scene that a god's anger will prevent Pandaros' shot from finding its mark. But
Pandaros does not succeed partly because he has become a pawn in a larger struggle, one
between Apollo and Athena, and partly because his prayer to Apollo is unsuccessful.??

In a short span of time, he then renounces his association with archery, and, strangely
enough, harkens back to his father's advice that he should be a charioteer and spearman in Troy,
and this memory leads him to renounce his affiliation with the bow:

0 po Kokt ofon amd maccdlov dykola TOEM
Huott T@ EAOUNV Ote "TAlov gig Epateviy
nyedunv Tpoeoot pépwv xaptv "Extopt dim.

€l 0¢ ke vootnom Kol Eésdyouat 0pOaApoiot
Tatpid’ EUNV GAoYOV TE Kol DWEPEPES PEYD ODUAL,
avtiK’ Emelt’ an’ Euelo Kapn TAUOL AAAOTPLOG PMOG

el un €yo téoe TOEa pagvd &v mopi Beinv
¥ePOL SloKAGooG: AveER®ALD Yap Lot OTNOET.

89 For more on the importance of formulaic expressions on secular boasting using the verb ebyopat and
its connection to kA£og in this scene, see Muellner (1976, 82).

90 Though, up to this point, I have been focusing on two specific forms of anger as they apply to Apollo,
the term k6tog is perhaps associated with Apollo here. Poseidon significantly refers to the k6tog that both
he and Apollo felt when they were abused by the Trojan king Laomedon. Later Apollo will experience
k6toc against Athena when she thwarts his designs in a horse race during the funeral games of Patroclus.
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Therefore, with evil fate I siezed the curved bow from the peg on that day when I

took the lead for the Trojans as kindness to glorious Hector.

If I should make my way home and look with my eyes upon

my homeland, my wife, and high-roofed halls,

then immediately may a stranger cut my head off from me,

if I don't set this bow in the blazing fire,

having shattered it with my hands: for it attends me worthless as the wind.

(5.209-215)

After making this pronouncement, Pandaros puts trust in his spear and threatens Diomedes, 1
néia 6”0 PéLog KD SaUdocaTo TKPOG 6IGTOC: / VOV 0T &yyein mepicopat of ke TOY®UIVDV
avt’ &yyein meypnoopon of ke Toywut (Quite surely the swift missle, the bitter arrow, did not kill
you. Now, in turn, I will try my fortune with the spear, if I should succeed, 5.278-79). He then
lands a glancing blow at close range against Diomedes from a chariot driven by Aeneas. Initially
thinking his spear blow was deadly, he exalts over the presumed fallen hero, "you gave me a
great boast" (§poi 8¢ péy” edyog dwikag, 5.285), But in the end, Diomedes—and his protectress,
Athena—has the last laugh when, recognizing the wound is not life-threatening, the hero taunts
the archer turned spearman, ‘fjuppoteg ovd’ Ervyeg (you missed, and didn't hit, 5.287), and then
easily dispatches his adversary, whose head rolls ignominiously in the dust.

I read the story of Pandaros as a tale of failed kAéoc — a field of renown that, through the
medium of Homeric poetry, transcends mortality — and a vignette of a minor character’s attempt
to seize the macro-narrative. I have liberally quoted from Pandaros’ time in the limelight because
I believe its thematics point in two related directions: the first is that Pandaros' lack of success is
matched by the temporary acquiescence to other gods by the Iliadic Apollo, whose own
continual boasts in his father’s halls go unfulfilled, and the second is that the Lycian archer's

failure will more than compensated by the eventual success of Odysseus in the Odyssey's bow

scene, where a clear contrast can be drawn between Pandaros’ disavowal of his bow—and
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negative wish for an unsuccessful homecoming—and Odysseus eventual success with the same
weapon. The trajectory of this pattern is in accord with my assertion that, over the course of the
Homeric Epics, the poems cumulatively depict a coming-of-age story for Apollo, who leaves
behind both his local associations and his somewhat limiting reputation as a "destroyer," the far-
shooting archer, to become a panhellenic deity with a more comprehensive resume. Although the
culmination of this process occurs through the person of Odysseus, we can begin to view its
initial phases here, through the lens of Pandaros' failure.

Significantly, the diction of Pandaros' failure is mirrored in the divine sphere by Apollo's
refusal to back up his own boasts that he has continually made among his fellow Olympians. We
will recall that, in the face of a challenge by Poseidon, Apollo demurs at the climactic moment,
leading Artemis to exclaim that Apollo has given Poseidon a boast, thus rendering his vaunted
bow as worthless, péieov 8¢ oi edyog Edwkag: / vymotie Tl vo T6E0V Exelg dvepditov abtog (And
you granted him a boast in vain. Fool, why do you now in such a way hold the bow, worthless as
wind, 21.473-74). As can be seen, at the height of his supposed arestia, Pandaros, believing he
has dispatched the "best of the Achaeans," employs similar diction, claiming that Diomedes
presumed death has given him a great boast, which is the positive equivalent to the boast that
goes unfulfilled by Apollo. Pandaros’ success is short lived, however, and, after failing to fell
either of his targets, he eventually foreswears his affiliation with the bow, rejecting it as
worthless as wind (dvepdia, 5.215), Indeed, the would-be champion has, as Diomedes suggests,
"missed the mark" (008" &rvyec, 5.287).

Earlier, I analyzed the word dvepmAta in relation to worthless speech acts,
pronouncements that are not backed up by successful action, and related this notion to the

etymology of Apollo's name proposed by Nagy, who puts forth an argument that the god's name
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is related to anethéw, which means to promise, boastfully promise, or threaten, thus rendering
him "the god of authoritative speech, the one who presides over all manner of speech-acts,
including the realms of song making in general and poetry in particular" (2004, 189).°1 Though
Apollo is the god of "the god of authoritative speech," Nagy further observes that there is a
certain irony to this formulation: "the god who promises the fulfillment, the télos, of his own
speech-acts, is himself the incarnation of promise, not fulfillment" (2004, 141). The idea of
promise here is embedded in the comparison between the perpetually ephebic appearance of both
Apollo and the hero Achilles, and this state of permanent youthfulness in turn connects to the
etymology of Apollo's name, which Nagy (2004, 142) and Burkert (1975, 11) relate to the
seasonal recurring festival at Delphi, the appelai, which is a "Feast of the Ephebes". The notion
that Apollo is the god of promise, not fulfillment, is on full display in his relationship with
Poseidon in the /liad, a status that Artemis relentlessly drives home when she describes the god's
bow as avepdAitov. Thus, one could read that, without evidence of a proper fulfillment of a
promise or boast, there is a certain incompleteness to the god portrayed in the //iad.

Pandaros' attempt to kill "the best of the Achaeans" with an arrow is, of course, reserved
for the god Apollo himself, who will be the agent of Achilles' destruction outside the narrative of
the poem.®2 Although Pandaros is a comparatively minor character in the overall scheme of the
1lliad and he never receives explicit support from the god that he somewhat resembles, his story
is an illustration of how the poem makes use of subordinate scenes and characters to provide

commentary on the macro-narrative. The story of Pandaros is the tale of a warrior who, in an

1 For greater detail, see my section “The Anger of ... Apollo” and, in particular, Martin's argument on
authoritative speech acts (1989, 12 & 31-34).

92 This is evident from internal Iliadic allusions, which I cover in greater detail as this study progresses,
and to external tradition. According to Proclus' summary of the Aethiopis, for example, Paris and Apollo
kill Achilles, a scene tersely described thus, "Achilles, having put the Trojans to flight and pursuing them
toward the city, is killed by Paris and Apollo" (tpeyduevog 8’ Ayilihevg tovg Tpdag kol gig TV oAy
ovveloneomv Vo [Tapdog dvarpeital kol AmndArwvog, (West, M.L. 2003, 5.3)).
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effort to attain KA€og, exceeds his station and by trying to kill "the best of the Achaeans"
implicitly competes with the god he resembles, Apollo. Although his hubris brings about his
downfall, Pandaros' story nevertheless tells us something about the god of whom he is, in some
sense, a partial reflection. To a certain extent the failure of Pandaros subordinates the
significance of Apollo's Lycian connection, which, though present in the poem, is inherently
local in nature and comes to be displaced by the god's more universal and panhellenic role.

To that end, Pandaros' story conjures up images of other warriors who not only exceed
their station and thus violate their status as subordinate characters but also, in their role as
substitutes, convey a sense of localization that their major counterparts leave behind in their
movement as the main characters of panhellenic Epos. The most telling parallel for our purposes
is the relationship between Patroclus and Achilles. Patroclus and Achilles have a number of
affinities that the //iad presents as extending to their earliest days together. Both characters, for
example, have a capacity to heal. During the period of Achilles withdrawal from his comrades,
Patroclus is confronted by the sight of a wounded comrade, Euryplus, who has taken an arrow to
the thigh and who begs for assistance, asking Patroclus to use the healing art that he has learned
from Achilles, whom the wise centaur Chiron had taught (11.828-832).93 By alluding to an
affinity between the two heroes, the /liad highlights a major difference between them at this
juncture in the poem, since Patroclus quickly rushes to his fallen comrade's aid, while Achilles
remains intransigent against all efforts to get him to rejoin the fray.

Achilles, still bent with rage over Agamemnon's slight, refuses to take on the role a
healer, but he does acquiesce to Patroclus' request to let him don Achilles’ special armor, a move

that not only makes Patroclus a substitute for the more famous hero but will prove to be the

93 Despite what may have been a thorough tradition associated with Achilles' time under the tutelage of
the centaur, "there still appears to be a general process at work whereby Chiron is consciously excluded
from the Iliad" (Mackie 1997, 3).
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young man's undoing. Despite Achilles' injunction to turn back even if Zeus should grant him
victory and glory (kddoc, 16.89), the allure of such honors inexorably pulls Patroclus to his ruin.
Indeed, Patroclus is destined to perish in a manner that echoes many of the details of the death of
Achilles. Among those details, the most significant for our purposes is the involvement of
Apollo, a fact that leads Burgess to conclude, "that Apollo is involved in the death of Patroclus
seems to be evidence that this [death] scene imitates the death of Achilles, for the famous
participation of Apollo in the slaying of Achilles is probably a specific motif that belongs to that
hero's story" (2003, 75). If there is a strong correlation between the deaths of the two characters
and if Patroclus is largely an Iliadic amplification of a minor figure in extra-Iliadic myth,* there
must be a thematic impetus for his crucial role in the poem.

Patroclus's death, in fact, positions him as a surrogate for his more famous companion,
and this, in turn, provides crucial evidence for the nature of the relationship between Achilles
and Apollo as envisioned by the /liad.%> Patroclus' role as a substitute is more than suggested by
the young man's assumption of all of Achilles' outer symbolic markings, his almost-
indestructible bronze armor. When Patroclus assumes the epic mantle of Achilles by taking on
his armor, he becomes heedless of his mate's former injunction to turn back at the wall of Troy
(16.92-94), and is brought low by Apollo. As Nagy states, "within the timelessness of epic, the
Funeral of Patroklus will have to serve as indirect compensation to Achilles for the absence of
ritual Tiun that is his due" (1999b, 119). In this argument, Achilles is denied ritual Tyun in the
1liad because this is the province of hero cult, which is "strictly local," but he is "becoming

Panhellenic by way of Epos" (1999b, 118-19), and is rewarded instead by its undying fame

94 Burgess (2003, 73).

95 See in particular Nagy's discussion on the word therapon as a ritual substitute (1999b, 292) and (1992,
134-35).
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(kAéog apOitov, 9.413). Nagy arrives at this conclusion by first analyzing the poetic treatment of
Achilles' son, Neoptolemus, who also dies through the intercession of Apollo, as depicted most
explicitly in a poem of Pindar, his Paean 6.°¢ The character of Neoptolemus is integral to Nagy's
formulation of "ritual antagonism," where "antagonism between a hero and god in myth
corresponds to the ritual requirements of symbiosis between hero and god in cult" (1999b, 120).
In the liad, the cultic dimension between Achilles and Apollo is latent, but nevertheless
influences the poem's presentation of the mutual character development that informs the
relationship between hero and god, where a symbiosis is never explicitly realized.

Now that we have assessed Patroclus' role as a type of substitute for Achilles, we can
superimpose that relationship on the character Pandaros, who, I assert, plays a somewhat similar
role for Apollo, where the archer’s local affiliations and outer signifiers comment on a larger
character in the poem. Like Patroclus, Pandaros is outfitted with the most significant outer
markings of his would-be patron. In the case of Patroclus, he wears Achilles' armor, while the
Lycian Pandaros is invested with Apollo’s bow (IT&vdapog, @ kai T6Eov ATOA@V odTOg ESwKEV,
Pandaros, to whom Apollo gave the bow, 2.827). Both Patroclus and Pandaros are temporarily
beset with an obsession for fame that leads to their indirectly competing against their more
dominant models, and thus to their deaths. Because Patroclus is a more developed character than
Pandaros, we can see that, in his desire for fame, he leaves behind a capacity to heal, which is a
latent characteristic of Achilles himself. It must be said that this is a characteristic of Apollo, too,
and it is perhaps no accident that the single occasion of Apollo's healing of an individual in the
1lliad occurs in connection with a Lycian, Glaucos. The god also comes to the assistance of

another Lycian and Zeus' son, Sarpedon, and conveys the hero back to his homeland, a scene

96 T will take up this poem in a subsequent discussion of Delphi, the locale where this hero's bones were
said to rest, and consider some of the possible political and artistic goals in Pindar's treatment of this hero.
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which emphasizes the establishment of local hero cult.®7 Given his personal intercession with
these other Lycians, one would think that Apollo would come to the assistance of Pandaros, but
he does no such thing. This Lycian archer comes to distrust his local connections as well as the
power of the bow, and his death is all but assured.

In acting as a substitute and providing the ritual Tiur) and localized hero cult that Achilles
will lack as a result of his becoming Panhellenic by way of Epos, Patroclus provides us with
important comparative information, without which the character Pandaros would simply be a
failed archer. With this comparison in mind, however, we can read the archer's failed bid for
KA€og as a telling feature of Apollo's character development in the //iad. It allows us, moreover,
to connect the seemingly individual strands of the god's role in the poem that we have been
tracing thus far in this chapter. I used the term "character development" to describe Apollo's
evolving role in the poem, because, as I read it, the god that enters the beginning of the //iad with
such destructive fanfare is a young divinity with something to prove. Much like the character
Pandaros, whose treacherous bowshot breaks an uneasy truce, the Apollo at the beginning of the
poem uses his bow primarily for its destructive effect. The priest Chryses has summoned the god
by evoking the local connections that have been fostered in the Troad, but the /liad also suggests
that the god has a strong local link to Lycia, a land known for its archers, and, as a tutelary
divinity of Hector, he appears to be a stout defender of the entire Trojan alliance. Despite all his
heroic posturing, where his boast that he could kill the "best of the Achaeans” would bring him
KAéog, Pandaros eventually loses his head via a process that begins by his foreswearing the
power of his bow. This power, moreover, was associated with his Lycian affiliation to Apollo, as

can be seen by his boast when he believes his initial bowshot was successful. Although Pandaros

97 For more on the death of Sarpedon and hero cult, see Nagy (1992, 122-42).
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makes prospective vows to the god, Apollo apparently chooses not to intervene on Pandaros'
behalf, effectively allowing Athena to have the day, just as he does with Poseidon, temporarily
refusing to back up his continual boasts.

Leaving aside allusions to Paris’ (and Apollo’s) successful bow shot against Achilles for
the moment, I will note simply here that the //iad does give evidence of a successful bowman in
a micro-narrative, the Cretan Meriones, who displays his fealty to Apollo and whose prayer, as
opposed to that of Pandaros, meets with success, winning an archery contest against Teucer
during the funeral games of Patroclus. The contestants are required to fire at a dove that is bound
by a cord, with the winner being the one to hit the bird. Teucer’s failure is expressed thus: o0’
NreiAnoev Gvaxtt / Apvav TpoToyovev PEEELY KAV EKaTOUPNV. / OpviBog pev dupapte: péynpe
vap oi 10 v AndAAwv (And he hadn’t promised to sacrifice a splendid hecatomb of lambs to the
lord. He missed the bird, for Apollo begrudged it to him, 23.865). We can contrast this with his
comrade’s success: dtap on 6ictoOV Eyev mhdat, ®¢ Bvvev. / avtika & Hreiinoev knPoOi®
ATOAM®VL/ ApVOV TPOTOYOVAOV PEEELY KAELTTV EKATOUPNV ... AvTiKpL ¢ dtfjAbe Béhog (But
Meriones was long holding an arrow, when he was aiming. And immediately he promised to the
far-shooter Apollo to an illustrious hecatomb of first-born lambs ... And the arrow passed
straight through [the dove], 23.871-73 & 876).

It has been noted that Meriones bears certain similarities with another archer who has
Cretan connection, Odysseus, who assumes a Cretan persona upon his return to Ithaca. Haft, for
example, comments that “it is striking how many characteristics Odysseus and Meriones share,”
noting the common elements of speed and skill with weapons, particularly their prowess with the

spear and bow (1984, 298).98 The details of the Iliadic bow contest itself also bear some surface

98 Concerning this character, see also Clay (1983, 84-89) and Levaniouk (2011, 172-75).
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resemblance to the one in the Odyssey, in that the successful contestant in the /liad will win 10
double-headed axes (meAéxeag déka, 1. 23.823), and Odysseus needs to fire an arrow through the
handle of the same type of implement (nteAékewv, Od. 21.421), perhaps showing an additional
link to the hero’s Cretan persona, since that weapon was a significant cultural symbol to that
island.?® Thus, the role of both of these Iliadic archers, Pandaros and Meriones, provides
commentary on the action outside of their limited micro-narratives, even pointing toward
important components of Odysseus’ eventual relationship with a god who will be an integral
figure in his successful homecoming. In contrast to Pandaros’ failure, the success of Meriones is
predicated on his promise to sacrifice a hecatomb to Apollo, and the verb used to describe this
action is Nreilnoev, from dneiléw, the same verb Nagy suggests is behind the etymology of

Apollo’s name.

The lliadic Lyre

If Patroclus' death, which occurs largely through the intercession of Apollo, provides
Achilles with ritual tiun and localized hero cult, the ignominious death of Pandaros shows the
hazards of viewing Apollo as simply localized god with arrows of destruction, as the god, like
Achilles, is becoming panhellenic by way of Epos. While Apollo establishes his destructive
credentials at the outset of the poem and while the image of the angry, retributive god captures
one's immediate attention, Apollo is capable of being appeased. After Agamemnon realizes the
enormity of his error, the Achaean leader arranges for Chryseis to be returned to her father.
Although I viewed the Lycian archer Pandaros as a partial and localized reflection of the god
Apollo, the paradigm of that minor character is largely negative. In much the same way that

Pandaros takes on the outer trappings of the god, though, the priest Chryses does the same,

99 Also known as the labrys, “the double-axe has always been considered as one of the most important
religious symbols in Minoan Crete” (Haysom, M. 2010, 35).
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holding the wreathed scepter of Apollo as a representation of his patron's authority. In a certain
way, he becomes an archer, too, when, through his prayer formula, Apollo's arrows become a
type of recompense or substitute for the priest's tears (ticewv Aovaoi &ud ddkpva coict
Béreoowv, 1.42). After his daughter has been returned, however, the priest of Apollo rescinds his
earlier plea that brought about Apollo's intercession, telling the god to abate from his wrath "and
remove now the deadly plague from the Danaans" (1jon vOv Aavaoicty detkéa Aotyov dpovvov,
1.456). Unlike the limited exemplum of Pandaros, the priest Chryses highlights his patron's
capacity to both destroy and, by bringing the plague to an end, to heal. In this case, the god is not
a healer of individuals, as he is for the Lycian Glaucos, but of entire populations. The priest's
new prayer, asking Apollo to ward off the plague (Aoryov duvvov), also happens to echo
Patroclus' admonishment of Achilles, who could do the same and profit future generations, if
only he would set aside his anger (11 6ev dAAog dviioetal dyiyovoc mep ai ke pun Apyeiototy
dewcéo Aoryov apovng;, 16.23).100 Ag the earthly representative of a god and administrator of his
local cult, the priest is, of course, the ritual substitute par excellence, and Chryses provides a
well-developed pathway to assess the Iliadic Apollo more completely. In contrast to Patroclus,
who essentially takes a hit for a more significant character in the macro-narrative, the priest
Chryses never competes with Apollo, and remains a positive exemplar of the god's complete
power.101 In essence, this turn of events that centers on Chryses casts Apollo in his role as a
healer, a role that will become more pronounced in later antiquity.

The priest's requested reversal of the plague must be followed by elaborate rites of

obeisance by the Achaeans, who offer not only sacrifice but also a lovely choral song to the god:

100 For more on the dictional significance of the phrase Aotyov audvai, specifically with respect to the
etymology of Achilles' name, see Nagy (1999b, 5§10-13).

101 Farone discusses the possibility that the Chryses episode may have originated as a separate hymn to
Apollo, which, in the author’s opinion, would explain some of the “inconsistencies” of the lliad’s first
book (2016, 397 ff).
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o1 0¢ mavnuéptot poAmf) Bedv iAdokovto / KaAdV deidovteg Taumova KoDpot Axoudv / LEATOVTEG
gkdepyov: 0 0¢ ppéva tépmet’ dxovwv (All day long the young men of the Achaeans were
propitiating the god with song, celebrating the one who works from afar, and he, in hearing it,
took delight in his heart, 1.472-474). When Apollo hears this song, his anger seemingly
dissipates, and the plague comes to an end, with the god even sending the Achaeans a favoring
wind (1.475). It can be said that the god's reaction here, where his heart is gladdened upon
hearing the song (ppéva tépmet’ dkovwv, 1.473), is the functional opposite of the angry response
that was elicited at the point of Chryses' initial prayer that drew the god down from the peaks of
Olympus (1.42).

Specifically the song that pleases Apollo's heart is a paean, and this particular version of
the song from the //iad comes close to embracing the textbook definition of that genre.102 I stated
earlier that, when the plague comes to an end, Apollo is effectively cast in the role of a healer,
and one of the possible theories behind the origin of the paean is its apotropaic function as well
as a connection to the god Paean, who was at one point "an independent deity in Mycenaean
Bronze Age Greece" (Graf, F. 2009, 16). In Book Five of the //iad, the story is told of Hades
being wounded by an arrow of Heracles, but Paean applies pain-killing drugs and heals the
wounds (1@ & éni [Tamwv 0dvvhieata eappaka tdcowv / nkécat , 401-402), and the same line
is used in conjunction with the mending of Ares' wounds, which were received at the hands of

Diomedes. Eventually, Paecan would become yet another epithet of Apollo, but there is scholarly

102 Although there is no consensus on what defines this genre, Hellenistic scholars had a set of criteria in
mind when they categorized lyric poetry, and Ford summarizes this well with respect to the paean in
Book 1 of the /liad: "Those who stress continuities in literary history could remark that Homer is
Hellenistic enough to describe the paean formally as a dance song (poAnfi), functionally as a song of
appeasement (iAdokovto), and socially as a Greek song, performed by young men under a leader (kodpot
Ayaidv). A textbook paean, then, sung to Paian/ Apollo to ward off plague" (2006, 289).
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disagreement as to whether such a link existed in the //iad.193 What is clear, however, is that, in
the /liad, the paean, a form of choral lyric poetry that may have had its origins as a song for the
healing god Paean, had become the province of the god Apollo, as the Achaeans demonstrate
when they perform their choral song for the god.

As the above examples concerning the god Paean indicate, the //iad’s Paean, if he is in
fact represented an independent deity, has the specialized role of healing other gods. In a way,
though, the end of Book 1 of the /liad suggests that Apollo has taken on this role, and he does so
through his music, as the concluding scene from that book demonstrates. At the request of
Achilles, Thetis has come to Zeus to request that he grant a series of Trojan victories that will
cause the Achaeans to give the hero his rightful honors. After Zeus grants Thetis' prayer, the
jealousy of his consort, Hera, threatens to tip the gods into discord, but Hephaestus initiates a
banquet that pacifies the parties and culminates in a song led by Apollo, who acts like a chorus
leader for the Muses:

OC TOTE Pgv Tpoma Nuap &G NEMOV KaTadHvTa
datvovt’, 000 TL Bupog EdeveTo dautdg long,
00 P&V eOpLLYYOS TEPIKOALEOG TV &) ATOAA®V,
Movcdwv 0 di dedov auelBopevar Omi KoAg.
So then the entire day until the sun's setting
they were feasting, and in no way did their hearts lack of the fair banquet,
nor of the beautiful lyre that Apollo was holding
nor of the Muses, who were singing in response with lovely voice.
(1.601-604)
The banquet and song led by Apollo on Olympus shares some features with the Achaeans' earlier

paean. Both last the entire day (cf. mpémav quap 1.597 and movnpéprot, 1.472). There is also an

emphasis on equal apportionment, where Hephaestos pours out nectar to all the gods

103 See Graf for a summary (2009, 16). In my view, however, this seems to be yet another archaizing
moment in the poem.
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(dALotot Beoic Evdé€ia maoty / oivoydetl YAukL véktap, 1.597-98), and the young men preforming
the paean first distribute drink fairly to all (vouncav 6" épa ndow, 1.471).

These songs, then, contrast sharply with the opening of the poem, which was highlighted
by the discord occasioned by slights to hierarchal status, and with Apollo's entrance, where he
arrives like the night (6 6’ #jie vukti é01k®g, 11 1.47) and his arrows transport death by plague. In
both the human and divine realms, the choral songs at the end of Book 1, therefore, mark a
moment of communal harmony that resonates through its music. The paean of the Achaeans had
been preceded by an elaborate sacrifice led by Apollo's priest Chryses, and the diction indicating
the satiety of the participants and fair apportionment creates an equivalency between the two
celebrations, one in the Troad and the other on Olympus (005¢ Tt Bupdg £dgveT0 doTodg £lomg,
1.468 = 1.602). As Nagy has pointed out (1999b, 4345, passim), the word for banquet, daig, is
related to the verb meaning "to apportion," daivp, indicating the importance of fair allotment of
the sacrificial offering among the human participants, as well as a form of communication and
reciprocity with the divine world.104

The dichotomy between the beginning of Book 1, where Apollo unleashes his death-
dealing bow, and its end, where the god plucks his lyre before a delighted audience of Olympian
gods couldn't seemingly be stronger, but a close kinship exists between the bow and the lyre, and
their relationship is actually suggested by the symmetry of the opening and closing of Book 1.105

Both the bow and the lyre are, of course, stringed instruments, and, as such, they emit a sound

104 Tn practice, sacrificial offerings were not exactly equal, with one participant, such as a priest, often
receiving a larger share of the meat, and the etiology behind the myth of Prometheus' attempt to trick
Zeus (Theogony) into choosing bones covered in fat indicates that the gods themselves receive a different
allotment. For an extended study on the representation of sacrifice in the //iad, see Hitch (2009, Chapter
3).

105 Others have noted that a relationship exists between the bow and the lyre, but most analyses focus on
the Odyssey in observing this link. See, for example, Benardete (2008). The two instruments, one of
destruction and the other of delight, are explicitly, as Graf notes, linked in the Homeric Hymn to Apollo
(2009, 33).
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when they are employed. The //iad, in fact, goes out its way to emphasize the terrible sound of
Apollo's bow when its arrows are let loose at the beginning of the poem, deivr| 6& Kharyyr| yévet’
apyvpéoto Proio (And a dread twang emitted from his silver bow, 1.49). Similarly, an emphasis
is placed on the dire noise Pandaros' bow produces, AlyEe Biog, vevpn o0& péy” toyev (the bow
twanged, and the string was making a great cry, 4.125).196 While the dispiriting noise made by
the archer's bow may seem to be fully removed from Apollo's exceedingly beautiful lyre
(pOpryyog mepkarriéog, 1.603), the two can be considered the extremes of a continuum. This is
evident from the associated symbolism that attaches to both, where Apollo, when he fires his
bow at the beginning of Book 1, arrives like the night, but his song at the book's end lasts the
entire day. For the moment, I will not elaborate on the possible solar metaphor that is present
here, preferring instead to take this topic up comparatively in conjunction with an analysis of the
Odyssey in a subsequent chapter.

Although it is perhaps easier to see the connection between the bow and the lyre outside
of the confines of the //iad, 1 will restrict myself currently to a discussion of the poem's internal
evidence for such a link, both through its thematics and its diction. I stated earlier that, despite
the many similarities between Achilles and Apollo, the hero is not an archer, but he is, like
Apollo, a lyre player, and the scene in which we find him plucking his instrument seems to

coalesce the varying Iliadic descriptions that attend Apollo's bow and the lyre.107 After the

106 The verb idyo is also used to describe battle cries or shrieks (LSJ). Moreover, the adjectival form of
the verb characterizing the twanging or whistling sound that was issued by Pandaros' bow (Aiy&e, 4.125)

is used to describe the sound of Achilles' lyre, Atyein, in scene I will take up in a moment.

107 The bow and the lyre are usually connected within the context of the Odyssey, but, due to the Iliadic
portrayal of archery in general, commentators typically handle the two instruments separately. Achilles,
of course, is the consummate spearman. Mackie, who detects a link between Achilles’ spear and lyre via
the tutelage of Chiron, has the following to say about the bow, “in the //iad no self-respecting aristocrat of
the highest order would be seen dead near a bow and arrow (for the locus classicus see Diomedes'
sentiments at 11.385-95). In the Odyssey, Odysseus is an exceptional archer (8.215 ff. etc.), but he leaves
his bow and arrow behind when he ventures to Troy” (1997, 7).
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Achaeans suffer a number of losses during Achilles' extended absence, they muster an embassy
in order to persuade him to enter the battle again, and they find him occupied thus,

TOV 8 €DpoV Ppéva TEPTOUEVOV POPULYYL Ayein

KoAf Soudarén, émi & apyvpeov {uyodv fev,

v Gpet’ €€ évapav tolv Hetiwvog dAécaac:

1] O ye Bopov Etepmev, dede 6 Gpa KAEX AvOp@V.

I[Tétpoxioc 8¢ oi olog évavtiog 6TO GLOTH ...

The found him delighting his heart with his high-pitched lyre,

fine and cunningly wrought, and on it was a silver bridge;

he won it from the spoils after he sacked the city of Eetion.

Achilles charmed his own spirit with it, and sang of the fame of men.

In silence Patroclus sat alone opposite him ...

(9.186-190)
We will recall that the choral paean performed by the Achaean youth, which closely resembles
Apollo's song on Olympus, brought delight to the god's heart, and both songs seemingly portend
some form of communal accord. In contrast to the choral refrains of these songs, Achilles’ lay is
not only monodic it also brings delight only to his own heart (ppéva tepnduevov, 9.186; cf.,
Apollo’s reaction to the Achaeans’ paean, ppéva é€pmet’ dxovwv, 1.433). Some have interpreted
this expression as the epitome of the genre of the heroic epic and thus characteristic of the //iad
itself,108 but the song of Achilles actually serves to highlight the separation of the hero from
those around him.
Unlike the paean of the Achaeans, which is characterized by an equitable banquet and

resounds all the way up to the delighted ears of Apollo, Achilles' song apparently does not

transfer to those around him, nor are there any outside participants, highlighted by the fact that

Patroclus sits alone in silence. Nagy interprets this scene differently, believing that Patroclus is

108 See, for example, Muellner, who states, "... if the pfjvic that is the subject of the Iliad were the pfjvig
of Zeus, it would not be an epic poem—in the Homeric traditions own terms, kAéa avdpdv" (1998, 95).
Hainsworth concludes that "Akhilleus the hero sings of the heroic deeds that he is no longer allowing
himself to perform" (Kirk 1990, 88, vol. 3).
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waiting to sing his own epic, as implied by the word kAéog being part of the warrior’s name
(Nagy, G. 1999b, 102—15). But the song that Achilles sings, along with its attendant
circumstances, is in keeping with the anger that has caused him to withdraw from his own troops.
I have already looked at the divergent pathways that separate Patroclus from Achilles during the
latter’s period of aloofness in connection with the role of healing, and later, Patroclus eventually
comes to perceive the gulf that has grown between himself and the withdrawn Achilles.19° After
the Achaeans suffer a number of setbacks and their leaders are hobbled by their individual
wounds, a distressed Patroclus encounters Achilles, whom he addresses crossly:

... 0L & apnyoavog Emhev AytAled.

) &ué ¥’ ovv ovTog e Adfot x0roc, OV 6D PUAAGGELS

aivapé€m: 1t 6ev dAAOg dvioetal Oyiyovoc mep

al ke un Apyeiototy dekéa Aotyov apdvng;

VNAEES ...

But you're impossible, Achilles!

Let not this anger at any rate, which you cherish, sieze me,

O brave one. What will another who is born later profit from you,

if you don't dispel this shameful ruin from the Argives?

You pitiless one.

(16.20-24)

Thematically, Patroclus’ diagnosis of Achilles’ anger here agrees with that of the other

ambassadors in the embassy scene, who lament the anger that has led the hero to withdraw from

109 Mackie notes a certain similarity between Achilles’ tune and Virgil’s depiction of Orpheus, who sits
alone and tries to console himself with song after the death of Euridice. In both songs, the emphasis is on
separation and not communion. Achilles soothes himself with his lyre, which connects it with healing,
where music and healing are “two sides of the same coin ... It is partly in these qualities that he
resembles Apollo in the Iliad. Apollo is himself described as healer and lyre player in the poem (16.514ff.
and 24.63), and these are two aspects of a strong thematic connection between the god and the hero”
(1997, 7-8). I agree with Mackie’s observation about the connection with music and healing, but
Achilles’ focus on individual healing, which separates himself from those around him, leads to a
communal plague, of sorts, where his comrades perish, linking him more to Apollo’s anger, rather than to
the god’s role as a communal healer.
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his peer group. It is as if the ambassadors would all like Achilles to sing a different song than the
one they hear him playing on his lyre.
Achilles’ song, though remarkably compressed, may be contrasted with others of the

KA Ea avopdv type. In the Odyssey, for example, when Demodocus sings of the kKAéa avop@dv, the
thematic kA€og reaches all the way to sky (... t6t" dpa KAE0g ovpavov gvpov kave, 8.74),
suggesting a level of communication between men and gods. And Penelope asks the poet
Phemius to sing of "the deeds of both men and gods that poets make famous" (£py” avopdv te
Bedv 1€, T4 € Khelovow dowot, 1.388). The exclusive nature of Achilles song to the realm of
heroes alone, however, is perhaps best contrasted with the opening of the Hesiodic Theogony,
which I quote at length:

€K Yap To1t Movcémv kai EknPorlov ATOAA®VOG

dvopeg dodoi Eacty émt xB6va kai kKibapiotai,

€k 8¢ A10¢ Pacirfieg: 0 6° OAP1og, Ov Tiva Modoat

eiAovTat ... / 601d0g

Movocdwv Bepdnwv kKAEea TpoTtépmv avOpoOT®V

vuvnon pakapdg te Beovg, ol ‘Olvumov Eyovoty ...,

From the Muses and far-shooting Apollo

epic poets and citharodes exist upon earth,

but kings are from Zeus. And he is blessed whomever the Muses

cherish ... / the poet,

the attendant of the Muses, sings of the fame of earlier men

and of the great gods who inhabit Olympus ...

(96-101)

Achilles' song, with its singular focus on the fame of heroes, is cut from a different cloth than the
Hesiodic opening, which gives equal acknowledgement to both gods and heroes while, at the

same time, addressing proper hierarchal relationships between the mortal and divine spheres.

While some may attribute this to the nature of the represented genres—heroic epic versus
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theogonic poetry—the Iliad as Epos, we will recall, can encompass all subgenres (Nagy, G.
1999a, 28), indicating that Achilles is potentially limiting himself in his song.

Given the above, it is noteworthy that Achilles’ lyre itself, in a way, symbolizes the
hero’s eventual death. Achilles acquires his lyre through his sack of Thebe, from which he
obtains several other possessions that are indicative of both of his chivalric past!1? and his
mortality. From this raid, he obtains the horse, Pedasos, which is the animal that Sarpedon strikes
while aiming at Patroclus. According to Zarker, the fall of the horse foreshadows the moment
when Achilles’ crest rolls in the dust off the head of Patroclus, itself presaging the death of
Achilles himself (1965, 113). In the sack of Thebe, the Greeks also obtain Chryseis, whose
return sets in motion the events that eventually lead to the hero's death. As can be seen, the
possessions from this raid all in some way hint at the hero's mortality, and, when Achilles
chooses to sing of kAéa dvopdv on this lyre, this, too, resonates with that theme.

Along these same lines, we may also see that the reaction of the ambassadors, such as
Phoenix, to Achilles’ song also presages the hero’s death. Significantly Phoenix, after hearing
Achilles’ song, offers up a seemingly different story, which is also conforms to the kAéa avdpdv
theme: obto Kol T®V TPdOev EmevBoED KAEN AvIpDY / Mpd®V, 8T KEV TV’ EmLAPELOG YOO
ixot: / dwpnrol 1e TéLovTo Tapdppnrtol T €méeoot (In this way, we have learned of the fame of
heroic men, when violent anger beset one, they were open to gifts and moveable with words,
9.524-26). Phoenix offers up the mythic paradigm of Meleager, who like Achilles, refuses to

enter battle to defend his comrades and kin (9.553). Despite providing a seemingly positive

110 Zarker asserts that there was perhaps a more extensive tradition relating to Achilles' exploits around
Troy, and we are only privy to it by allusion, primarily when Andromache describes the destruction of her
family at Thebe by Achilles (6.411-30), who nevertheless respects the corpses with proper burial. For
Zarker, when Achilles strums his lyre, "Once again Homer is evoking the Achilles of the past, the
Achilles who was the heroic chivalric ideal, fearless, invincible in battle, kind and humane in victory"
(1965, 114).
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paradigm to persuade Achilles to rejoin battle, Phoenix largely glosses over an important detail
of the myth: Meleager, like Achilles, is destined to perish through the intercession of Apollo in
extra-Iliadic myth.111

Returning to the contrast between the embassy scene's song of Achilles, which seemingly
downplays the role of the gods within the genre of heroic epic, and the paean of the Achaeans,
which, at its core, is a communal song celebrating the god Apollo, we can detect what appears to
be a strong distinction between one genre with war and strife as its theme and an another
associated with accord and healing, not to mention the performative context of one delivered in
choral refrains in a ritual setting and the other played monodically on the shore at Achilles’ tent
where there is a lack of a responsive audience. After the communal sacrifice and song to Apollo
has been completed and the sun has set (néA10g Katédv, 1.475), the worshippers rest, and the next
morning Apollo sends them on their way with a favoring wind (toictv 8’ Tkuevov odpov et
gxbepyoc Atordwv, 1.479), but, when they return to camp, it is quite apparent that Achilles was
not in attendance at this ritual, with the narrative laying strong emphasis on the hero's ongoing
wrath, avtdap O pnvie vnoot taprpevog akvdpoist / droyevng IInAfjog vidg mOdAG dKLG
Ayhiebg (But by the swift ships he keeps raging on, divine-born, swift-footed Achilles, the son
of Peleus, 1.488-89). Thus, with the absence of the best of the Achaeans, the song of

rapprochement with the god, though a short-term success, is all but doomed to fail.

Apollo and the Metapoetics of Prophecy
Archeological finds make it clear that sometime in the gt century BCE large-scale

institutions that facilitated a movement toward panhellenism began to arise, and one of those

111 Nagy notes this common theme in Pindar’s Paean 6 (78-80) and in Hesiodic fragments. He treats this
myth in terms of the degree of difference in which the friends and family of Meleager are ranked (1999b,
104-11).
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institutions was the site of Pythian Apollo’s sanctuary at Delphi.112 Though Apollo will become
intimately associated with the oracle at Delphi, and, as the spokesman for the wishes of his
father, will be known as the god of prophecy,!13 in the /liad there are no explicit references to
large-scale Delphic consultations, such as the type that are numerous in, say, the work of the
historian Herodotus. Delphi is mentioned once briefly outside of the catalogue of ships, but this
reference surfaces at a moment of conflict during the embassy scene, in which Achilles
metaphorically uses Delphi as symbol of material wealth. Achilles’ reference to Pytho has
received little critical scrutiny,1 but I view it as having considerable value if we assess it in
light of the antagonism between the hero and the god, and, especially, if we link that antagonism
with a motif of threats to Delphi that exist in extra-Iliadic tradition.

During the embassy scene, Odysseus attempts to persuade Achilles to accept
Agamemnon's offer of untold wealth, but Achilles makes light of the riches, stating that he
wouldn't accept Agamemnon's act of contrition even if all the plenty of pre-war Troy were on the
table. And, in a similar vein, he would reject the riches of Delphi, too:

000" o0 Adivog 0030G APNTOPOS EVTIOG EEPYEL
doifov AndArwvog [Tvboi Evi tetpnéoon.
Aniotoi pev yap te Pogg kol ipro pijia,

KTNTOl 0€ TPimodég Te Kol inmwv EavOa Kapnva,
AvOpOc ¢ Youym TaALY EAOETV oUte AeioTn

o000’ éhetn, €mel Gp kev auelyetat Eprog OOOVTMV.

Nor [would I take] however much the marble threshold of the archer,

112 See Snodgrass (2006, 198ff). Nagy also notes that this period happens to coincide with an important
stage in development in the Homeric Epics (1999b, 7).

113 In the Homeric Hymn to Apollo, for example, the god's first words are: €in pot kiBapic e eiln kai
KapmoAa T0&a, / ypriom & avBpmdmoict Awog vrueptéa PovAnv (May the lyre and the bent bow be dear to
me, and I will proclaim the infallible plan of Zeus, 131-132).

114 The primary exception to this is Nagy, who sees a connection to the tradition of Achilles’ son,
Pyrrhos, who plunders Delphi, and to the impious figure Phleguas and his kin, who similarly attacked the
Delphic shrine, and, in some versions of the mythic variants, are killed by Apollo (1999b, 121).
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Phoebus Apollo, holds within rocky Pytho.'"”

For cattle and fat sheep are obtainable by raid,

and tripods and the tawny heads of horses are gainable,

but the returning of a man's life is neither raidable

nor catchable, when it departs from the barrier of his teeth.

(9.404-409)

Thematically, Achilles' hypothetical rejection of the riches of Delphi appears to be more than a
metaphor, in that it strikes an ominous note when we consider that the hero is not destined to
remain removed from his comrades, but, after the death of Patroclus, itself occasioned by
Apollo’s intercession, will return to battle, at which point the antagonism between hero and god
will become quite explicit. Though, in the embassy scene, Achilles professes to prefer life over
these riches, he in fact will later plunder Troy and, in a later direct interaction with Apollo
laments that if he only had the power, would even make Apollo pay the price for Patroclus’ death
(M 0" av tisaiuny, &l pot ddvopic ye mapein, 22.21).

Thus, given these future actions, Achilles’ suggestion that the riches of Delphi are
attainable can be viewed as more than a hypothetical threat, and the listed potential booty
moreover has specific associations with Delphi. Heroic competition with Apollo at Delphi is not
unattested, with the tripod especially being a focal point of contention.116 Heracles, for instance,
was envisioned as being in competition with Apollo, and their antagonism was famously

depicted in the curious vignette of their "Struggle for the Delphic Tripod." This theme was

represented on the pediments of Siphnian Treasury in Delphi and was quite popular in vase

115 The Homeric epics and Hymns regularly refer to Delphi by this designation. See Kirk (1990, 116, vol.
4. Hainsworth).

116 For the tripod as general symbol of Delphi, see Dietrich, who states, “in Classical times the tripod
appeared on coins as representative of the entire sanctuary of Apollo at Delphi. The tripod was the oracle
on which sat the Pythia or more frequently Apollo, despite its historical origins” (1976, 6).
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paintings in antiquity.'” In the Homeric Hymn to Hermes, the primary point of contention
between the young god and his older brother is a cattle raid, where Hermes steals Apollo’s herd,
but, early in the poem, the upstart god, phrases his antagonism as a raid against Delphi itself: eipu
vop €c [TuBdva péyav dopov avtitopnowv: / EvBev dAig Tpimodoc mepikailéag NoE AéPntog /
nopOnow Kai ypucov, Ahg T aibwva cionpov (For I will go to Pytho to break open his great
house, from which I'll plunder plenty of beautiful tripods and cauldrons and gold, and plenty of
shining iron (178-180). In these stories related to Heracles and Hermes, the threats to Delphi are
quite explicit, and they tap into a theme that is implicitly evoked by Achilles’ seemingly benign
rhetoric.

Another indicator of Achilles’ potentially antagonistic attitude toward Delphi can be
gleaned from his predilection to privilege Zeus, who has his own prophetic center at Dodona.
When we compare Achilles' description of the main prophetic centers associated with Apollo and
Zeus—Delphi and Dodona, respectively—a definite contrast can be noted. In Book 16, with the
granting of Thetis' earlier prayer in mind, Achilles again prays to Zeus, and asks for his
assistance in allowing Patroclus to repel the Trojans from their attack on the Greek ships and to
return unharmed. In a special rite, Achilles pulls out a cup, a gift from his mother that is
dedicated to pouring libations to Zeus exclusively (16.227), and he appeals to the god in his
prophetic capacity at his oracle at Dodona:

Zeb dva Aodwvaie [Tedaoywe TnAOO vaiov

117 See Ridgway for a summary of this theme in iconography and a reassessment of the importance of
pediments (1965, 1-5). This topos can also be found in Apollodorus, who tells of Heracles’ troubles with
a certain Eurytus the Oechalian. Wishing to wed, the hero comes to Oechalia because he has heard of the
king’s challenge, which offers his daughter to anyone who could defeat him in an archery competition.
Though he wins the competition, Heracles is never granted the prize. Later the hero is falsely accused of a
cattle raid and is joined by one of Eurytus’ sons, Iphitus, whom Heracles, going mad, kills. The hero then
seeks dispensation for his crime at Delphi. When none is offered by Apollo’s priestess, he plunders the
god’s temple and carries off a Delphic Tripod, only to be prevented by Apollo himself, who fights off the
challenge, and later the hero must spend three years in servitude to expiate his crimes (2.6.2).
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A®dDVNG PESEMV SLGYEUEPOVL, APl O& ZeArol
001 voiovs” VToPTTaL AVITTOTOdES YOLLoLEDVL,
NUEV oM mot™ Euov €mog EkAveg evEapEVOlO,
TiuMoog HEV EUE, puéya o tyao Aadv Ayaidyv,
NS’ €Tt Kol VOV 1ot TOO™ Emkprmvov EEASwP:

Lord Zeus, Dodonian, Pelasgian, dwelling far away,

ruler of the frigid winter of Dodona, and the Sellians

dwelling about you, your interpreters lying on the ground with unwashed feet,
you once both heard my word as I prayed

and honored me, and mightily beat down the troops of Achaeans,

and yet even now bring this wish to pass for me.

(16.233-238)

Through the intercession of Thetis, Achilles’ had been honored earlier when Zeus allowed the
Trojans to gain the upper hand during the hero’s absence, and the above scene emphasizes
Achilles' closeness to Zeus, where his allegiance can perhaps be felt in the contrast between the
humble setting of Zeus’ prophetic seat and the riches of Delpi that he had earlier theoretically
rejected. Nevertheless, Zeus only grants the first of the hero's prayers; the second, a successful
return for Patroclus, is denied, suggesting that Zeus may not fully reciprocrate this closeness.118

Along these lines, it is also noteworthy that, despite Achilles' professed special
relationship with him, Zeus never specifically refers to the fate of the hero, a fact that Burgess
detects:

After the narrator, the gods and especially Zeus must be regarded as the most

credible sources of future events. There is no reference to the death of Achilles by

Zeus ... It is particularly striking that in his broad prediction of the future in Book

15 (59-77) Zeus states that Patroclus and Hector will die but fails to mention the

death of Achilles (perhaps tact on the part of Zeus when addressing Hera: Janko

1992:234) ... but divinities who do not have a close relationship to Achilles only

speak vaguely of the coming death of Achilles. The lack of authoritative

delineation of Achilles' fate, as well as vague references to it by various
characters, paradoxically emphasizes the hero's fate.

118 Achilles’ prayer, with its localized epithets for Zeus, bears a curious resemblance to the one offered
by Chryses in Book 1, which brought out the wrath of Apollo. For Chryses as a model for Achilles, see
Rabel (1988).
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(2009, 46).
Despite his professed allegiance to Zeus, the hero, as the narrative progresses, is actually moving
closer to the outcome of his relationship with Apollo. His comments concerning Delphi
foreshadow the antagonism that, despite the similarities between god and hero, will come to
characterize their relationship. While we only see hints of this antagonism in Achilles' attitude
throughout the /liad, visions of the hero's death, in which Apollo will play a prominent role,
come increasingly into focus through acts of prophecy, and these predictions set Achilles and
Apollo on a collision course.

As with any discussion of prophecy and fate, difficult questions will arise and there will
be multiple possible interpretations, but Achilles conception of the future is an important part of
his characterization and this in turn reflects on Apollo's own role in the poem. As Burgess has
noted, Achilles in the //iad has been privy to continuing prophecies from his mother, and he is
also exposed to predictions of his future by other characters who present a variety of perspectives
on his death.119 In fact, Achilles is the only character in the poem who has knowledge of his own
death, and although this event "is not portrayed in the narrative boundaries of the //iad, it is
frequently mentioned, and in the later books is noticeably stressed" (Burgess, J. 2009, 43). Given
that prophetic knowledge is an important part of Achilles' characterization; that there is a
discernible movement in the poem, where this knowledge become increasingly more in line with
the tradition of the hero's death; and that, as the poem progresses, there is a noticible increase in
the antagonistic relationship between Achilles and Apollo, who is known as a god of prophecy, it

will behoove us to examine the theme of prophecy in detail with respect to Achilles and Apollo.

119 See Burgess' Chapter 3, "The Destiny of Achilles in the Iliad,"” for an overview (2009, 43-54).
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Perhaps the most critically-analyzed passage relating to the death of Achilles is in the
embassy scene, when the hero paradoxically states he has two potential fates (dtyBadiog kfjpag):
one to battle on in Troy and win imperishable renown (kAéog épOitov) but to die young, and the
other to return home and live a long life (9.410-416). Burgess has shown that Achilles' reference
to a double fate is essentially inconsistent with the foreknowledge of his death that he receives
elsewhere in the poem: "It is clear that no other passages in the //iad support Achilles' assertion
in Book 9 that he can choose to live. Achilles is never unaware that he will die at Troy, nor does
he ever think his fate is avoidable" (2009, 51-52). As with other apparent inconsistencies in the
poem, there are those who claim that the scene is ad hoc invention.'29 And Burgess himself
rationalizes Achilles' talk of going home as "untruthful" or "misleadingly speaking of choice" or
"as a threat, perhaps made with delusion," but nevertheless concedes that "there are larger poetic
effects that result from the overall treatment of the topic" (Burgess, J. 2009, 50, 52 & 54).

Specifically, these effects, I believe, have to do with the metapoetics of the //iad, where
the poem reveals a self-concious awareness of its own relationship with the broad dictates of
tradition. The //iad could very well choose to depict Achilles as turning his back on Troy and
having a long life. Thus, Achilles’ proclamation of a double fate is essentially truthful, but this
outcome would completely violate the broad dictates of tradition that represent the hero
perishing at Troy through, in most versions, the arrows of Apollo in conjunction with Paris.12!

And such wholesale inventiveness would violate one of the primary missions of oral poetry in a

120 See Willcock (1977, 49). He is seconded by Hainsworth, who qualifies this position somewhat by
conceding that choice could have been a motif associated with the tradition of Achilles' youth (Kirk 1990,
117, vol. 3).

121 For a reconstruction of the fabula, or sequential series of motifs, of Achilles' death, see Burgess (2009,
27-42).
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song culture.122 It is my contention that, in the //iad, Apollo becomes the force of order that
keeps the poem marching toward the super-narrative of tradition.

This fact can be witnessed in the many moments of divine intercession by the god that
become more prevalent after the death of Patroclus but that also occur early in the poem. For
example, when Diomedes, in his moment of glory in Book 5, contends against the gods, he does
not shrink from attacking Apollo himself. A narratorial aside that comments on the attitude of
Diomedes, who does not revere the great god (6AL" 6y’ dp” ovde Beov péyav dleto, 5.434),
recalls the stern warning of Chryses from Book 1, when he tells the Achaeans to revere Apollo
(cf. alopevor Adg viov eknporov AmdArwva 1.21), the violation of which initiates the plague.
When Diomedes attempts to strip the armor of a wounded Aeneas, despite Apollo's protection,
the god eventually puts him back in his place:

GAN” Bte O O TéTOpToV EnéGoLTo daipovt icog,

deva 6” OPOKAN GG TPOGEPT EKAEPYOS ATOAA®V:

epbaleo Tvoeld kail xaleo, unde Beoicty

ic” £0ghe ppovéely, &mel ob Tote DAV OpoioV

aBavdtov te Oedv yopal Epyopévav T AvOpOTOV.

But when, equal to a god, Diomedes rushed forth a fourth time,
Apollo, who works from afar, threatening terribly, addressed him:
Beware, son of Tydeus, and give way, and do not

desire to think yourself equal to the immortals, since the race

of deathless gods and that of men who travel upon the earth is never similar.'>’

(5.438-442)

122 Nagy states, "We must keep in mind that even the traditional oral poet does not really "create" in the
modern sense of authorship; rather, he re-creates for his listeners the inherited values that serve as
foundations for their society. Even the narrative of epic, as we have noted, is a vehicle for re-creating
traditional values, with a set program that will not deviate in the direction of personal invention, away
from the traditional plots known and expected by the audience. If, then, the aoidds> is an upholder of
such set poetic ways, he is not so far removed from the rhaps>6idds> as from the modern concept of
'poet’™ (Nagy, G. 1992, 42).

123 Apollo's stern warning for Diomedes to know his place brings to mind the famous injunction, yv®6t
oeavtov (know yourself) that Pausanias (10.24.1) states was found on the temple of Apollo at Delphi.
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Although we have seen that the //iad shows the dividing line between the mortal and divine
spheres as being more permeable than one might think, Apollo here draws a stark distinction that
Diomedes threatens, particularly upon his fourth charge. When Apollo upbraids Diomedes, the
hero temporarily retreats somewhat, avoiding the far-shooter's wrath (ufjviv dAevdpevog
gxatnPorov Anorlhwvogs, 5.444), which, we will recall, is a cosmic sanction against an entire
community even though the slight may have been initiated by an individual.

Muellner views the formulaic phrase Saipovt icog (equal to a god—or to a supernatural
power, 5.438) as drawing an equivalency between the heroic warrior, at the moment of his battle-
ground excellence, and the god he competes with and resembles, namely Ares:

In the case of a warrior in his aristeia, the diction and themes of battle narrative

make it plain that the god whom the warrior incarnates and competes with is Ares

himself. Thus the formula daimoni isos, ‘equal to the god’, which occurs nine

times in the Iliad, is always and only used of a hero in his aristeia, whether it be

Diomedes, Patroklos, or Achilles himself.

(1998, 12)
Although this formulaic phrasing occurs in a martial setting, Nagy argues that we find similar
language relating to another god, namely Apollo, in contexts where the hero is represented as a

poet.124

And in the context of the above scene relating to Diomedes and in subsequent scenes
where we find a similar counting motif, the god against whom the warrior is directly contending
is Apollo, indicating that the subject of poetics may be just as relevant, in not more, than that of
war.

Moreover, if we analyze some parallel scenes that have this god at their center it will be

possible to see that these warriors' charges, if successful, would result in the premature fall of

124 Nagy notes that, at the moment of death, a hero loses his identity to the antagonistic god who takes his
life, qualifying him as therapon, or ritual substitute, of that god. A therapon of Ares becomes equal to
Ares at the time of his death. Just as the hero as warrior may lose his life to Ares, the hero as poet may
lose his life to Apollo, as evidenced in the biographical tradition of poets such as Aesop and Archilochus
(1999b, 307-8).
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Troy, in violation to the mandates of tradition and to the poem's internal logic. In Book 16,
Patroclus makes a similar attack against Apollo. Seemingly indestructible in Achilles' armor,
Patroclus, in his role as a ritual substitute for Achilles, is on the verge of toppling Troy, an action
that would be a violation of Achilles' earlier admonition to turn back before an attack on the
citadel itself (16.95). It is at this point, when Patroclus, a seemingly minor character outside the
Iliad,'* is about to bring about the fall of Troy, that Apollo steps in to the fray. With the tide of
victory in the balance, a poetic aside opines on the power of the god:

&vOd kev vyimvulov Tpoinv ELov vieg Ayaudv

[Matpoxhov V7O xepoi, mepi PO yap Eyyel Odey,

el un Andddwv @oifog £bdpMTov Emtl THPYOL

g€otn 1@ 0Aod ppovémv, Tphesot 6’ apnymv ...

Then the sons of the Achaeans would have taken high-gated Troy

by the power of Patroclus, as he rushed forth and around with his spear,

if Phoebus Apollo had not, at the well-built wall,

made a stand, pondering destruction for Patroclus and aiding the Trojans.

(16.698-701)
If Patroclus were successful in his quest, it would radically reconstruct the fall of Troy, a series
of stories captured in such poems as the /liou Persis and the Little Iliad, whose underlying
tradition—if not the poems themselves—the /l/iad shows increasing awareness of in its final
books.126
The past contrary-to-fact conditional statement indicates that, if it were not for Apollo,

such a radical revision would have indeed occurred and the city would have been taken

prematurely—that is, before Achilles' confrontation with the city's protector, both mortal and

divine. Apollo's role in ensuring that the narrative is propelled forward to its proper conclusion is

125 Burgess observes that Patroclus, while perhaps not a complete Iliadic invention, is little represented in
iconography from the archaic period (2003, 75-77).

126 For a thorough and general analysis on the relationship between Homeric poetry and the traditions of

the Epic Cycle, see Burgess (2003), who applies the same framework specifically to the death of Achilles
(2009).
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evident in other scenes that are characterized by similar past contrary-to-fact statements.'2” For
example, when Menelaus, in a battle with a relatively minor character, Euphorbus, is about to
wrest Achilles' armor back from the Trojans after the death of Patroclus, Apollo must step in
again, &vOa ke peia pEpot KAvtda tevyea [TavOoidao / Atpeiong, el un ot dydoocato ®oifog
Andlhov (Then the son of Atreus would have easily carried off the famous armor from
Euphorbus, had not Phoebus Apollo begrudged him, 17.70-71).128 Through this action, Apollo
ensures that the armor will find its way to Hector, propelling the narrative toward the
confrontation of the poem’s main heroes.

In these contrary-fact-statements, we are given examples of what would have happened
without Apollo' intervention, and this logic is similar to the motif of counting that is present in
the attacks of Diomedes and Patroclus. The attack of Patroclus itself is described in terms that
mirror Diomedes' charge against Apollo. First, there are three attacks from someone who is
described as equal to a god, and this action then elicits a stern warning from Apollo himself. In
the case of Patroclus, however, the god's direct address introduces the idea of fate of Troy,

GAL” Bte O O TéTapToV dnécouTo daipovt icog,
deva 6” opokAnoag Emea mTepdEVTA npogm')&x:
“yéleo droyeveg Iatpodkiess: ob v Tol aica

o® V1o dovpi TOMV TEPOBa TpdwV dyepdywv,

00" U1’ AythAfog, 6¢ Tep GE0 TOAAOV ApEivOV.

But when he, equal to a god, rushed for a fourth time,

Apollo, upbraiding him terribly, addressed him with winged words:
Give way, divine-born Patroclus: it is not now destiny

127 Commentators have generally noted that this rhetorical device is used to express incidents that are
outside of Homer’s tradition. See Louden, who argues that this device can also shift the narrative in a new
direction, for a review of this theme (1993, 198).

128 The minor character Euphorbus has been interpreted in a variety of ways, with some seeing him as a
doublet of Paris, while others, interestingly, as a reflection of Achilles. This latter interpretation would
mean, that, given that Patroclus himself is a surrogate for Achilles, the scene of his death would should
show, mirabile dictu, Achilles killing himself. Allan, who summarizes the prevailing theories on
Euphorbus, argues instead that he is a stand-in for Hector. According to Allan, Apollo’s denial of the
armor prefigures the real fight and struggle over the body and armor of Patroclus (2005, 1-16).



that the city of noble Trojans be destroyed by your spear,
nor by Achilles, who is better than you by far.

(16.705-709)

Apollo's words do not suggest that Troy will not fall but rather that neither Patroclus nor

Achilles will be the agent of its destruction, potentially an allusion to Odysseus’ role in that
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event. Be that as it may, the god seems mainly interested in an appropriate deferral of the action,

and not the absolute protection of Troy, or, by extension, its protector, Hector.

The first meeting between Achilles and Hector fuses the same language and imagery that

marked Diomedes' attack against Apollo, as well as Patroclus' futile attempt to topple Troy. In

this skirmish, Hector is foiled by Athena, who effortlessly knocks away a missile hurled by the

hero, and Achilles is befuddled by Apollo, who shrouds Hector in a mist. After Achilles makes

three attacks, he withdraws in disgust:

GAN” Bte O O TéTOpToV EnéGoLTo daipovt icog,
e 8” opokincag Emeo TTEPOEVTOL Tpoonvow:

‘€€ a vdv EQuyeg Bdvatov koov: 1 € 1ol &y
nk@s Kak6v: VOV o0té 6° épdcato Doifog AmOAA®Y,
O pélrelg ebyecbor imv &c Sodmov ddvimv.

N 0Mv 6" &Eavim ye kol Botepov dvtiBorncag,
el mov¥ 11¢ kol Epotye Be®dv Emtdppobog £oTL.

But when, like a god, Achilles rushed a fourth time,
shouting terribly, he addressed Hector with winged words:

Once again you have escaped death, you dog, and surely close to you

disaster came. Now again Phoebus Apollo saved you,

the one to whom you, coming upon a barrage of missiles, are likely to pray.

No worries, I'll truly finish you off in battle later,
if by chance one of the gods is my defender, too.

(20.447-451)

Given the presence of Apollo here, it is significant that the term for protector or defender

(dmtappobog) is used in the Odyssey when, as retold in Hades, the suitors come to realize that

Odysseus, when he fires his first arrow and kills Antinous, is under the protection of some deity
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(Od. 24.182). In the Iliad, Achilles, like Diomedes and Patroclus, is described by the narration as
similar to a god (daipovi icog) as he attacks Hector and his supporter, Apollo, and yet he is also
cast, as the one aggrieved, in the role of the god himself in the direct address portion of the above
quote, since his language follows the model of the earlier retorts from Apollo to Diomedes and to
Patroclus.
Although, as the poem approaches its conclusion, the potential exists for a recognition

scene where the hero fully comes to understand the god's role in his life and death, such a
moment is always kept just out of reach. And this in fact is the operating metaphor involved in
the first actual encounter between the hero and Apollo. At the end of Book 21, Achilles gives
chase to the god, who is disguised as the Trojan Agenor.12° As fast as Achilles chases, though,
the form of Agenor/Apollo remains just out of his clutches (660Aw 6™ Gp” €0elyev AmOAA®VY / ®G
aiel EAmorto kymoeohot mociv oict — Apollo beguiled him with a trick, that he always would
hope to overtake him with his feet, 21.604-605). The impossibility of a mortal overtaking a god
is then pointed out by Apollo:

‘tinté pe [InAéog vie Tooiv ToEecol SUDKELS

avTOg OvNTog Vv BedV duPpotov; oVOE VO T e

&yvog ag Bedg gipt, oV O° AoTEPYEG LEVEATVEL ...

0V PéV [E KTEVEELS, £mel 0D Tol HOPOUOG i,

Why, son of Peleus, do you pursue me with your swift feet—

you being a mortal, and I a deathless god? You haven't yet

recognized that [ am a god, and you rage ceaselessly ...

You will not kill me, since I am not fated for you.

(22.8-10 & 13)

Apollo's address here is reminiscent of his earlier admonishment of Diomedes, who is told about

the sharp boundary between gods and men, and of the prophecy given to Achilles by his divine

129 Others, such as Edwards, have noted that the scene involving Agenor foreshadows the later encounter
of Achilles and Hector (1987, 50).
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horses, who tell him that he is fated to die (u6popdv, 19.417) through the force of a man and a
god, namely Paris and Apollo. Therefore, when Apollo claims that he is not fated (nopopdc) for
Achilles, it should remind Achilles of his own fate, and the god's words "may be viewed as
implying the antithesis, "but you are fated to be killed by me" (Burgess 2009, 47).130 Achilles
replies with hostility:

EPAayag 1 Exdepye Bedv dOAOMTATE TAVTOV

&vBaoe VOV Tpéyag amd Telyeog ...

viv & gug pev péya kdoog apeileo, Tovg 8¢ clmoag

PNidimg, émel 00 1L Tiowy vy’ €de160¢ OMicow.

N6’ av tisaiuny, &l pot ddvopic ye mapein.

You deceived me, far-worker, the most-deadly of all gods,

and turned me here away from the walls ...

Now you have stripped me of great glory, and saved [the Trojans]

easily, since in no way did you have a fear of reprisal hereafter.

Surely, I would make you pay the price, if I had the power.

(22.15-16 & 19-21)

Achilles' reference to Apollo as the most-deadly (6Aomtate) of gods is significant, in that it
perhaps evinces an awareness of his own mortal limitations and the role the god will play in his
own death, but it also is a limited reflection of the god’s potential influence, as it only
acknowledges one aspect of his persona. This misrecognition is seemingly multi-directional,
since Apollo will refer to Achilles in a similar manner during a council of the gods at the end of
the poem, telling the august company that, like a lion that yields to its strength and forcefully
takes a feast, the hero has lost (or destroyed) a sense of pity, dg Ayidledc ELeov PEV AmMAECEY,
24.44).

Shortly after Apollo reveals himself to Achilles, the theme of the chase resurfaces in

Achilles' confrontation with Hector. No matter how quickly Achilles chases, his opponent

130 In drawing this conclusion, Burgess cites Schoeck (1961).
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remains just outside his grasp. As long as Hector has the god's support, he cannot be caught or
killed: ®g & v ovelpw o0 duvatal pedyovta didkew: / o0t dp’ O TOV dvvatat broeeHyey oVl 6
SuwKeW: / MG O TOV 00 dVvaTto papyor Toctv, o0d  0¢ aAvEML (And as in a dream, it's not possible
to overtake the one fleeing—neither can the fleer outrun the pursuer, nor pursuer catch the fleer,
22.199-200). The syntax of the Greek in above passage suggests a certain sameness between the
pursuer and the pursued, where their differences have almost arrived at a vanishing point, and yet
a gulf exists between them that cannot be bridged.

All this will change, however, with the return of the counting motif. When they reach the
springs of the city for the for the fourth time, the scales of fate tip against Hector. Apollo takes
his leave. Given the god's assiduous support of Hector and Troy throughout the poem, the
extreme economy of the line in which Apollo departs is certainly striking: Ainev 0¢ € ®oifog
Anorlov (And Phoebus Apollo left him, 22.213). The ease with which Apollo removes his
support suggests that the god's focus all along was not necessarily the absolute defense of Troy
but rather that the city will fall at its appointed time. As Hector is about to die, the Trojan and
Achilles have one last exchange:

epaleo VOV pn tol TL Be®dV pPqvipa yévopot

Huott @ Ote kév og [apic kai Doifog ATOAL®V
€60LOV 80V OAEGMOLY éVi ZKOITOL TOANCLY ...

1OV Kol 1efvyn®dto Tpoonvda 610¢ AyALeng:

T€0vabL: kijpa & Eymd TOTE SEEO AL OTTTOTE KEV ON)
Ze0c €0€An teléca O dBdvatotl Beoi GAAOL.

Beware now, lest I in some way become for you a source of the gods' wrath
on that day when Paris and Phoebus Apollo

will destroy you, though brave, at the Scaean gates ...
God-like Achilles addressed him, now dead:

Be gone with you! I will receive my fate whenever

Zeus should desire to bring it to pass, and the rest of the deathless gods.

(22.358-360 & 364-366)
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It seems that heroes, particularly those in the chain of victims that began with Patroclus, can
acquire the gift of prophecy and insight in their last moments, a power that is typically reserved
for the gods and a select few men.13! And Patroclus' dying breath first testified to the power of
Apollo, when he concludes that the Hector could not have accomplished that task without the
gods' assistance, especially Apollo, aAAd pe poip” dron koi Antodc Ektavev vidg (But
destructive fate and the son of Leto killed me, 16.849). Achilles' horses had prophesized his own
death using the same collocation, though more ambiguously, attributing his downfall to "a great
god and mighty fate" (6ALd Oe6¢ T péyag koi Moipa kpatoin) on a day of destruction (fuop
0Aé0prov, 19.409-10).

Hector's warning to Achilles, a type of prophecy that points to Paris and Apollo, provides
the most detail thus far in the poem concerning Achilles' death, and it warns that disrespect of
Hector's corpse will lead "a cause of wrath" (uvipa, 22.358), which is an alternate (neuter) noun
form of pnvic, the type of wrath that was featured in the first line of the poem. The potential
exists, then, for an unending cycle of vengeance. Although Achilles' immediate reaction is
seemingly to dismiss Hector's prophecy, his retort here, if we recall the hero's earlier assiduous
adherence to Zeus alone, seems to be a broader acknowledgement of all the gods, but given all
the prophecies of Apollo’s role in his death, this god is conspicuously absent in Achilles’
boastful retort to Hector, highlighting the hero’s ongoing, and perhaps even growing, antagonism

toward the god.132

131 For the similarity in the speeches of the dying warriors Patroclus and Hector, see Bassett (1933, 132—
35).

132 ¢f. Achilles' earlier prayer to Dodonian Zeus alone (16.233-238) and the more universal oath the
narration describes in Book 3: 08¢ 8¢ t1¢ eineokev Ayaudv 1€ Tphov te: / ‘Zed kdd101e néyiote kol
a0dvartot Ogoi GAhot (And so someone of the Achaeans and Trojans would say, Glorious and great Zeus
and the other immortal gods ... (3.298-301).
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Despite Achilles’ apparent success, however, Apollo’s support of Hector does not come
to complete halt with the hero’s death, since he acts as an agent of temporary preservation for
Hector's corpse, continually restoring it to a pristine condition despite Achilles' attempts to
desecrate it (24.19-21). As with Apollo's preservation of the Trojan walls, his protection of
Hector's corpse can be described as an act of temporal deferral that is roughly concomitant with
the narrative's end. Garcia sees a connection between the preservation of Hector's body and the
special care given to that of Sarpedon and Patroclus, and he states,

These three figures function as links in a larger chain—the bond of fate that links

the destruction of Troy inevitably with the death of Achilles, the best of the

Achaeans. According to the logic of the aristoi in the Iliad, a man can be aristos

‘the best of his kind’ only temporarily, for by becoming victor over another, he

marks himself as the potential victim of a still greater foe ... With the death of

Hector, Achilles’ death is a foregone conclusion ... I argue that the anticipatory

care given to Achilles’ corpse, as foreshadowed in the way the gods treat

Sarpedon, Patroklos, and Hector, is itself an analogy for the epic tradition’s goal

of preserving Achilles’ kAéog dpBitov ‘unwithered fame’ ... that the preservation

of these exquisite corpses serves as an analogue within the poem for the very

project of the epic commemoration of Achilles—as if the epic were a “freezing”

of temporal flow against the ravages of time.

(2013, 66)
Garcia, however, ultimately sees Achilles' kAéoc GpBitov as participating in this process of
degeneration. He interprets d@6itov as "not (yet) withered," and thus, in his opinion, the poem
"acknowledges both the demise of its hero and the potential of its own ultimate decay" (2013, 9).
Elsewhere, I have argued that Achilles, despite his ascendency and string of victories at the end
of the poem, is indeed marked to be the victim of a greater foe, and that adversary is a deathless
god, a fact that bolsters an ongoing and mutually-reinforcing fame between hero and deity.

And the primacy of Apollo is implied within the poem by his ability to check the best of

the Achaean’s strength, which manifests itself spectacularly with the desecration of Hector’s

body, where the attempted eradication of his adversary’s physical memory is narrated with the
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counting motif. This theme is replayed when Achilles has his divine team drag Hector’s corpse
around the remnants of Patroclus’ funeral pyre three times (24.14). Apollo, however, employs as
golden aegis to prevents Achilles’ plan from taking effect:

7010 0’ ATOALOV

nicoy detkeiny dmeye ypot AT’ Eleaipov

Kol tefvnota mep: mepi 8 aiyidl mavta kdAvmte

YPLoElN, tva U pv dmodpHeot EAkvoTtdlmv

... But Apollo

warded off each outrage of his to Hector's skin, pitying the man,

though dead, and he covered everything with his aegis

made of gold, so that Achilles, in dragging him about, wouldn't tear off his flesh.

(24.19-22)

I will have more to say about the myths and symbolism that I believe are underlying this scene,
in a subsequent chapter, where I examine some parallels that exist in the Homeric Hymn to
Pythian Apollo, but, for the moment, will merely point out that the above passage indicates that
however much the hero may exert force, his actions will ultimately be checked by a more
powerful adversary. Again, the god who is truly in charge of the macro- or super-narrative of the
Homeric Epics, Apollo, stymies a hero’s attempt to obtain a dominant or even totalizing type of
fame.

Despite its repeated presence in a number of critical scenes, the counting motif has
received little attention from commentators. Some have seen something inherently fundamental
about the numbers involved in this motif: "To try and fail to do something three times remains a
normal, human pattern for failure; to make a fourth attempt is to move into a shady realm
between god and man ... The narrative establishes an order through prohibition: no humans are

allowed beyond three assaults, and if any should go as far as a fourth, they will be punished"

(Buchan 2005, 51). While the attempt at something three times is not necessarily a human
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pattern for failure, it certainly is a folktale motif,133 but the second portion of Buchan’s
formulation is more convincing, in that, within the /iad, the fourth attempt does verge into the
shady realm between god and man. More specifically the god in question is Apollo, since he is
always present when this motif appears.

Moreover, the reckoning involved here evokes the mathematical reasoning in Calchas'
prophecy in Book 2, as reported by Odysseus, who tells of a sacrifice at Aulis when a great
portent appeared (€pdvn péya ofjua, 2.308). A serpent devours eight sparrow hatchlings and
then their terrified mother suffers the same fate, after which the same god who sent the serpent
turns the creature to stone. From this portent, Calchas, the prophet of Apollo, concludes that the
sparrows represent nine years of fighting, with the war's conclusion in the 10" year signified by
the petrified serpent (2.299-332). The mathematical logic involved in these stories, all having to
do with something monumental happening after an increment of nine, is present, on a micro
scale, in Diomedes' and Patroclus' direct attacks on Apollo. Nine, of course, is a multiple of
three, so success on the fourth attempt would be somewhat akin to Calchas' prediction for the
end of the Trojan War in the 10th year, which also happens to be associated with the death of
Achilles, both in extra-Iliadic tradition and in prophetic moments within the poem itself.

Although the god who sends the portent on Aulis is identified as Zeus, the number nine is
closely associated with Apollo in the poem. In Book 1, for example, the Achaeans' funeral pyres
caused by the arrows of Apollo burn for nine days before the conciliatory paean is performed.
And in Book 24, Achilles ominously tells Priam the story of Niobe, whose children are killed by
Apollo and Artemis for their mother's crime of boasting that she is more fertile than Leto. The

children's corpses are exposed to the elements for nine days, and then the mother, like the

133 ¢.g., the motif is featured in many of the fairy tales of the Brothers Grimm.
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serpent in Calchas' prophecy, is turned to stone, becoming a symbol of perpetual or fossilized
grief (24.601-620). External to the poem, Leto is reported to have labored for nine days on
Delos before giving birth to the god (Homeric Hymn to Apollo, 89—126), and there is also
attestation that the number nine was integral to cultic practices and festivals associated with this
god at Delphi.134

If these counting motifs, one with a concluding note on four and the other on ten, share a
similar logic, we can extrapolate that success of a micro-narrative, such as the ones containing
Patroclus’, Diomedes’, and Achilles’ assaults, would very well preclude the macro-narrative as
described by Calchas' prophecy from achieving its teleology, the sign of which, as the prophet
states, "is late, late in fulfillment, and its kAéoc will never perish" (dyipov dyitérestov, Sov
KA€og o0 mot” dAgitan, 2.335). For Nagy, Calchas’ prophetic vision is the epitome of Homeric
poetry visualizing itself as rigid, and he then goes on to equate this poetry with the act of
oracular prophecy:

At the moment of the equation, however, the Troy story is still in the process of

being narrated. The narration is in progress, it is current, and it will not be over

until it is over. Once it is really over, then and only then will the narration become

rigid like the petrified serpent - and permanent .... The epic poetry of Homer

figures itself as the fulfillment of the prophecies made in its own past, and to that

extent the epic is coextensive with oracular poetry: just as oracular poetry

guarantees the future, epic poetry can guarantee the past.

(2010b, 1§8-12)
At the end of the poem, Achilles himself conjurs up a story that has to do with calcification, and

that is the story of Niobe, whose children perish by the arrows of Apollo and Artemis for their

mother's crime of boasting that she is more fertile than Leto.

134 Dietrich comments on some of the traditions where the number nine is closely associated with Apollo
and, in particular, Delphi, such as the legend that Pytho surrounded Delphi with nine coils, as told in
Callimachus, Hymn IV, and relates this fact to the working of the Delphic calendar (1976, 9). And
Levaniouk notes that the Pythian festival occurs in nine-year cycles (2011, 82).
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Although the divine siblings operate somewhat in unison, Apollo has the jurisdiction over
the killing of the male children, whereas Artemis is responsible for the females' demise: Tovg pev
AnoAM oV TEPveY A’ apyvpéoto Broio / xwopevog Nopn, tag & Aptepug ioxéopa (Apollo killed
the boys from his silver bow because he was angry at Niobe, and Artemis, the shooter of arrows,
killed the girls, 24.605-06). The 12 children's corpses are exposed to the elements for nine days,
but the gods relent on the tenth and allow the children to be buried, the point when Niobe, having
become exhausted from her tears, thinks of food. Achilles’ interpretation of the myth lays
emphasis not on the retributive vengeance of the sibling gods but rather on the fact that, despite
her grief, Niobe eventually partakes of food. Like Niobe, both Achilles and Priam, grieving over
their respective losses, break their fast and share a feast, and even make preparations to sleep,
actions that focus on their mortality. The chronology of the myth also becomes incorporated into
the fabric of the poem, as is evident when Priam details the schedule of events that will ensue
when his son's body is returned to him. Just as Niobe's children lay unburied for nine days, so too
will the body of Hector lie in state for that span of time, after which, on the 10™ day, it will be
buried and the Trojans will partake in a feast. After these rituals of lament are concluded,
however, the Trojans will eventually turn their minds back toward battle (24.659-69). And thus,
on one hand, the funeral of the hero represents a concluding chapter, but, on the other, it portends
an open-ended continuation of strife.

Though Achilles' version of the Niobe myth emphasizes the brief respite when the
grieving mother partakes of food, his tale nevertheless concludes with an image of calcification.
Niobe is eventually turned to stone, becoming a symbol of perpetual or fossilized sorrow:

11 8" dpa oitov pvnoart’, €nel KApe dGKPL YEOVOO.
VOV 8¢ oL &V TETPNGLY €V 0OVPEGY 010TOAOIGLY

&v ZIimodw, 601 paci Bedov Eppevar evvag
VOUQA®V, 01 T dpe’ AyeAdiov EppdcavTo,
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&vBa AiBog mep godoa BedV €K KON TEGTEL.

But she then had remembrance of food, when she tired from pouring forth tears.

And now somewhere among the rocks in the lonely mountains

in Sipylos, where they say exist the lairs of the nymphs

who dance about Achelous,

is where, though stone, she broods over the griefs from the gods.

(24.601-620)

In his attempt to persuade Priam to join him in a meal, though, Achilles largely glosses over the
etiological conclusion of the Niobe myth, where she, in effect, becomes a rock outcropping that
perpetually pours forth tears in the form of a mountain stream.!3> If Achilles is using the Niobe
myth as a paradigm, the story's conclusion seems to represent an awareness in the hero that,
though the Trojan War itself is about to conclude, he, like Niobe, may ultimately be remembered
as one who competed with the gods, specifically Apollo, and paid the price, permanently
calcified in an image of grief. Though the poem concludes with the warrior at the peak of his

powers, his recognition of his own mortality suggests that the prophecized ascendency of Apollo

will eventually come to fruition.136

135 This conclusion is more explicit in other versions of the myth such as Ovid's (Met. 6-303-12). For a
history of the scholarly debate behind the timing of Niobe’s eating and turning to stone as well as the
mythic variations of this theme, see Pearce (2008, 13-25).

136 Although it may be impossible to pinpoint the exact moment when Achilles comes to terms with his
fate, this potential moment of recognition seems compatible with Nagy’s definition of the unseasonal
hero. With respect to Achilles, Nagy opines, "he will achieve a maturity, a seasonality, at the moment in
the //iad when he comes to terms with his own impending heroic death” (2013a, 1§28). Though this
recognition portends a type of symbiosis with his antagonistic god in hero cult, Nagy nevertheless
concedes that the god achieves a type of victory, where he becomes the dominant member and the hero
the recessive member in a symbiotic relationship: "At the moment of death, the hero of epic in effect
loses his identity to the god who takes his life" (1999b, 307).
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Chapter 3. A Change in Focus: From Antagonism to Symbiosis

If assessed independently, the //iad and the Odyssey each would seem to project very different
notions of the god Apollo. In the former poem, he becomes the steadfast opponent to the
Achaeans and particularly to Achilles, and he thwarts them at every turn, while in the latter there
would seem to be a rapprochement, evinced largely in the god's relationship with Odysseus.137
This is only one very noticeable difference, though a number of others exist, and I will point to
them as the balance of this study progresses. This chapter is largely transitional in nature,
moving from the Iliadic focus of the preceding chapters to a comparative analysis of the /liad
and Odyssey, and, more specifically, it will shift the perspective from the relationship that
existed between Achilles and Apollo to the one that will eventually come into view upon

Odysseus’ homecoming with the same god.

Celestial Dynamics and the Education of Odysseus

A fair share of critical attention has been directed to the solar imagery present in the
Odyssey. In fact, Nagy has gone so far as to state "the epic plot of the Odyssey operates on an
extended solar metaphor" (1992, 225), and Frame has convincingly demonstrated the
pervasiveness of solar symbolism in individual episodes involving Circe, the Cyclops, and the
Laestrygonians, among others, where the solar connections are sometimes latent and other times
overt (1978, Chapter 3). These commentators largely reach their conclusions independently of
any extensive discussion of Apollo, a fact that is not surprising when we consider that this god

doesn't formally appear as a direct character in the Odyssey nor is he generally thought to have

137 For the moment, suffice it to say that most noticible evidence of this in the Odyssey is the fact that
Odysseus prays to Apollo, most significantly when, with all the accoutrements of archery in hand, the

hero reveals his actual identity to the suitors and asks the god to grant him his prayer for their destruction
(22.5-7).
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solar associations as early as the Homeric Epics.138 Apollo's presence looms large in the
Odyssey, however. The purported ritual occasion of Odysseus' return to Ithaca, a festival of
Apollo, seems to be more than an interesting side note to the poem, and recently Levaniouk has
convincingly demonstrated its thematic importance to the poem as a whole.13° While I do not
contend that the /liad, or even the super-narrative of the Homeric Epics, operates on a solar
metaphor, I do argue that both the /liad and Odyssey tap into solar mythology and its offshoots
for poetic effect, and I hope to demonstrate this through a comparative dictional and thematic
analysis not only of the Homeric Epics, but also the Hymns.

The presence of Apollo figures heavily in the proem of the Odyssey. This may seem like
a strange contention, since nowhere is there a direct reference to the god in the opening lines of
the poem. If we have the opening of the //iad in mind when we read the proem of the Odyssey,
however, a thematic connection between Helios and Apollo can be discerned. And if one accepts
a link between these two characters, the parallelism can serve as a useful point of embarkation to
trace the thematic trajectory of Apollo's role from one poem to the other. Some commentators
have recognized that there is a certain formal symmetry between the beginning the //iad and the
Odyssey, but the proem of the latter, particularly its emphasis on the Helios episode, has long

been faulted for its incongruity with the rest of the poem's narrative.1#? More recently, there has

138 Most modern commentators point to Euripides’ Phaethon (224-226) as the earliest possible evidence
linking Apollo to the sun, and observe that this identification was not common until the Hellenistic or
Roman times, though this topic has a long and complicated history in scholarship. See Fontenrose on the
history of scholarly debate (1940, 429-31).

139 See in particular (2011, 275-318).

140 Heubeck's Commentary on the Iliad, for example, states, "The proems of the I/iad and the Odyssey are
strikingly similar ... The resemblence between the two proems may partly reflect a traditional pattern for
beginning a long heroic narrative, but the parallelism is so close as to suggest that the poet of the Odyssey
modelled his opening on that of the /liad ... The emphasis given to [the Helios] episode is striking. In fact
this severe condemnation of Odysseus' companions is not borne out by the narrative" (Heubeck and
Hoekstra 1990, 67-71).
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been an effort to study the thematic purpose of the symmetry of the poems' openings,'#! and I
will do the same, though, to the best of my knowledge, no one has recently explored the cohesive
role of Apollo in the two proems, and this is my intent.

The opening of the Odyssey is rather surprising in that it stresses an individual episode as
being primarily culpable for Odysseus' tumultuous return, and it singles out not the famous feud
that erupts between Odysseus and Poseidon after the Cyclops episode nor any other transgression
as the cause of his many wanderings but focuses rather on the recklessness of Odysseus' men
who devoured the cattle of the Sun:

TOAAGV & avBpdTeV 10ev doten Kol vOov Eyva,

TOAALGL O™ 8 V™ €v mOVT® mhbev dAyea OV katd Bupudyv,

ApvOLEVOC TV TE YLUYNV KOl VOGTOV £TOUpMV.

GAL" 008" ¢ £Tapovg EppHioaTo, 1ENEVOS TEP:

avTAV Yap ceeTEPN OV dTacOaAincty dAovto,

vimot, o1 katd Bodg Yrepiovog HeAiowo

foblov: avtap 6 Toioy ApeileTo VOGTILOV NHAp.

He saw the cities and knew the mind of many men,

and in his heart suffered many pains upon the sea,

while striving to secure his life and the return of his comrades.

But, though he desired it, not even so did he save his mates,

for they were destroyed by their own recklessness —

fools, who devoured the cattle of Hyperion Helios,

and he took away their day of return.

(1.3-9)

Odysseus will lose scores of men at various junctures during his return, and the Cattle of the Sun
episode on Thrinacia does not predate many of those deadly encounters, so we must ask
ourselves why this particular episode is so poetically privileged as to find its way into the proem.

Frame convincingly argues that the Indo-European root nes-, which is detectable in the

word véotog in the proem and even in the name Nestor, meant not only a “return from death” but

also, implicitly, a “return from darkness," and this, in turn, taps into the theme of solar dynamics

141 See, for example, Cook, E. (1995, 15-48).
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and myth (1978, 6-33). It may seem counterintuitive to associate the sun with the darkness, but
this is understandable if we keep in mind archaic conceptions of cosmology, which emphasize
the dual nature of the sun. When the sun completes its daily journey, it sinks into the river
Okeanos, but, because it is immortal, it does not die but rather completes its journey in some
way. The exact method of its return before sunrise is somewhat ambiguous. In certain
conceptions of archaic cosmogony, it was felt that the sun traveled through the infernal regions,
giving it an ambivalent nature, explained thus by Eliade and Holt:

This ambivalence might be expressed rather like this: though immortal, the sun

descends nightly to the kingdom of the dead; it can, therefore, take men with it

and, by setting, put them to death; but it can also, on the other hand, guide souls

through the lower regions and bring them back next day with its light.

(1996, 137).

Despite the inherently dual nature of the sun, Frame notes that it is difficult to discern a positive
role for Helios in the Odyssey, and can only offer up an etymology for the Sun god's daughters,
Phaethousa and Lampeia, and their mother Neaira as a possible allusion to the god's connection
to salvation.142

But I would like to point to a different pathway that is associated with an epithet of
Helios, which is apparent when Odysseus reports some advice Circe had given him: 1} pot péia
TOAN" énétedde / vijoov drebocBot tepyiufpdtov ‘Heliowo (She quite often admonished me to
shun the island of Helios, who gives delight to mortals — 12.268-269). In an earlier section, I
looked at the verb tépnw and its connection not only with feasting but with the joy brought about

by music, specifically the lyre. In the /liad, the paean sung by the Achaeans brought delight to

Apollo's heart (1.472-474), while Achilles delighted his own heart by strumming his lyre and

142 Tn particular, Frame sees Neaira's name as connected etmologically to néomai, and thus she is a
goddess of renewed light of salvation (1978, 41). For more on these names, see also Nagy (1999b, 198—
200).
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singing of kAéa avdpdv (9.186-190). Although Helios is capable of bringing delight to mankind
(tepyyuPpotov), Circe's advice highlights the high potential for destruction that can result from a
direct encounter.

While there is little that explicitly states that Apollo has solar associations in the /liad, he
does seemingly share with Helios of the Odyssey this two-fold capacity, as emphasized by the
opening and closing of Book 1, where he at first "arrives like the night" (6 6’ fjie vukrti owag, I1.
1.47), and an anonymous group of Achaeans lose their lives by means of the god's arrows, but
then, seemingly inspired by the paean of the Achaeans that brings joy to his heart, he plays the
lyre and conducts the music that characterizes the harmonious celebration on Olympus, a
banquet that, like the paean of the Achaeans, lasts the entire day: ¢ Tote pév npdmav fuap &G
nérov katadvvra / daivovt’ (Then they feasted the entire day until the setting sun — 7. 1.601-
602). Though it may seem prosaic to suggest that night and darkness are associated with death
and that day and light are related to life, I argue these themes intricately spread out in a number
of unanticipated directions in Homeric poetics, and provide an intertextual connection between
the /liad and Odyssey and even the Homeric Hymns. While Helios is clearly an individual
character, he nevertheless shares much in common with Apollo, particularly if we read the
Homeric poems comparatively.

If we restrict ourselves to the divine sphere for the moment, it can be said the /liad begins
with the anger of Apollo, and the Odyssey with the anger of Helios. While the anger of Apollo,
though it changes in character, lasts the entirety of the //iad and dramatically casts a shadow over
the life of the poem's main hero, Helios' anger only figures heavily in the proem and in one
episode of the Odyssey, and Odysseus himself rather easily sidesteps this god's wrath by sleeping

through his crew's destruction of the Helios' cattle. If we are looking for an analogue in the
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Odyssey for the antagonistic relationship between Achilles and Apollo in the //iad it would seem
that Odysseus' feud with Poseidon would be a more logical choice, as this god is responsible for
the many travails of the hero at sea, and an antagonism exists between the two until the end of
the poem, but, again, the proem strangely throws emphasis on Helios. If we set the role of Helios
in the Odyssey alongside that of Apollo in the /liad, however, we will detect significant parallels
between the two gods, and I contend that the Homeric Epics consciously exploit these parallels
as a means of moving Odysseus into a symbiotic, rather than antagonistic, relationship with
Apollo over the course of its narrative.

When Odysseus returns from the land of the dead, he and his men share in a feast with
Circe that employs the exact language that concludes the end of the first book of l/iad (&g tote
pgv mpomav fuap &g nélov kotadvvra / daitvovt’, I1. 1.601-602 = Od. 12.29-30). In the Iliad, this
line describes the full-day banquet enjoyed between the gods on Olympus, characterized by
Apollo playing his lyre and the Muses harmoniously replying in kind. This harmony quickly
gives way to possible images of dissention when night falls. At the beginning of Book 2, Zeus
remains awake, hatching plans to glorify Achilles, in accordance with Thetis' wishes, by bringing
about Achaean losses during the hero's absence. In the Odyssey, the banquet also seems to
suggest a moment of harmony that gives way to a turning point, since it is at this banquet that
Circe, herself said to be the daughter of Helios, pulls Odysseus away from his comrades to give
him privileged information on how to navigate his way through the potentially devastating
encounter with Helios.

The turning points that are suggested by these dictional and thematic parallels, therefore,
point in two different directions for the poems' main heroes, Achilles and Odysseus, and, with

this in mind, it is possible to discern that Circe's advice to Odysseus is nothing less than a primer
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on how to comport himself in his relationship with the immortals, and the tutelage provides an
interesting contrast to the attitude of a truculent warrior such as Achilles. When he is informed of
how to negotiate a middle course through the six-headed monster and the whirlpool, Odysseus,
unaccustomed to flight from terror, asks if he can take on Scylla by force, to which Circe replies,

‘oyéthie, Kol 81 ad Tol Toreunio Epyo pEUNAE

Kol TOVoc: ovdE Beoioty vmeifeat ABavatolo;

1 8¢ To1 0L Bvnrn, AAL" ABAvVaTOV KaKOV €0TL,

JevoV T' dpyaréov Te Kol dyplov ovdE poynTov:

000¢ TIC £0T  GAKY|: QUYEELY KAPTIOTOV AT QVTHC.

Headstrong man, again the deeds and labor of war

are a concern to you. Won't you yield to the immortals?

She is surely not mortal, but is a grievous immortal,

terrible, vexatious, wild, and not to be fought with.

There is no defense; it is best to flee from her.

(12.116-120)

Circe's warning to Odysseus not to engage the immortals with hostility is similar in tone, content,
and even diction to Achilles' direct confrontation with Apollo in the //iad, where the god puts the
hero in his place, reminding him that his concern should be with deeds of war and not in
contending directly with the gods, and, more specifically, with him: § v0 tot 0 1t péhet Tpodwv
VoG ... 00 PéV PE KTEVEELS, £mel 0D Tol popopdg ipn (Surely now some business of the Trojans
is your concern now ... You will not kill me, since I am not fated to die, 22.10-12). Though
similar to Apollo's warning to Achilles, Circe's advice is calculated to bring about a safe return
for the hero by giving him a roadmap to deal with the challenges he is about to face.13 Although
Odysseus takes this advice to heart, Achilles remains intransigent and he dramatically asserts that

he would make Apollo pay the price, if he only had the power (1} * v Ticaiuny, i pot SHvapic

ve mapein, 22.21).

143 Brooks argues that Circe is telling Odysseus that he needs a “post-heroic” response to be successful
with the challenge (1977, 455).
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Without Circe's advice, it presumably would have been the intention of Odysseus to
engage the immortals with force and hostility, as suggested by his original bellicose posturing
when he first hears of the obstacle of Scylla. Following quickly on this advice concerning the
monster is Circe's admonition for Odysseus, when he comes to Thrinacia, the island of the Sun,
to leave the god's cattle unharmed at all costs (12.127-141). By pairing the Scylla episode with a
subsequent encounter concerning divine cattle, the Odyssey evokes a specific type of folkloric
dragon-slaying motif where a hero overcomes a chthonic monster and is potentially awarded
with the gift of cattle.14# In effect, Circe tells Odysseus that he should not be the type of hero
who takes on such a labor, but rather he should honor the immortals and to consider their
possessions sacred.

One such hero who engaged in such a labor is Heracles. The possession of cattle and its
ever-attendant concern, cattle rustling, are prevalent motifs throughout mythology, and the theft
of divine cattle in particular is quite often connected with solar myths.14> Perhaps the most well-
known myth concerning this topos relates to one of the labors of Heracles, the theft of the cattle
of the monster Geryon. This story makes a brief appearance in the Theogony (287-94; 981-83),
where Heracles slays the monster on the sea-girt island of Erythea, which is envisioned as
existing in the far West, at the ends of the earth beyond Okeanos. The hero then guides the
shambling (eiMmodecot, 290) cattle back across Okeanos to holy Tiryns. In this version of the
story, the solar connection must be inferred from the fact that the action takes place in the land of

the setting sun.

144 Ag Watkins notes, the dragon-slaying myth is “quasi-universal” (2001, 227). We will therefore need
to isolate the elements that create useful parallels for a comparative analysis.

145 Solomon provides a synopsis of such myths (1994, 40). See, in particular, Frame (2010, 102-29) and
Lincoln on this theme (1976, 42—65).
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We get additional details on this story of this journey, however, from later archaic poets,
such as Peisander and Stesichorus, both of whom refer to the cup of Helios, which Heracles
briefly commandeers to complete his journey. In his fragmentary Geryoneis, Stesichorus
describes how Helios gets into his restored cup and descends into night, while Heracles enters a
laurel grove (Page 1962, fr185). A fuller account of this story, in which the altercation between
Heracles and the sun is more explicit, is given by Apollodorus, who most likely based his version
on that of Stesichorus (Page 1962, 144). In this version, Heracles, who has become parched
while crossing the Libyan desert, fires an arrow at Helios. In admiration of the hero's courage,
Helios then gives the Heracles his golden cup to cross Okeanos. After killing Geryon with an
arrow, Heracles loads the cattle in the cup and makes a return crossing (Bibliotheke 2.5.10).146
As perhaps can be seen in this version of the myth, the relationship between hero and god
morphs from one of potential antagonism to one of eventual symbiosis. And unlike a solar hero
such as, say, Phaethon, Heracles is successful in his effort to become a temporary substitute for
the Sun.147

Cook also sees a parallel between the Cattle of the Sun episode and the myth of Geryon,
and associates this connection with Vedic myth, stating, "In the myth of Herakles and Geryon,
we have the cattle raid denied Odysseus and his men. Like Vrtra/Ahi, Geryon is three-headed.
Like Helios, he kept a herd of cows at his island home beyond the banks of ocean ... In sum, the
mythological traditions to which the Cyclopeia and Thrinakian episode belong concern the

appropriation of cattle representing the life-force" (1995, 85-86). In their eventual encounter

146 For a summary of the local traditions in which this mythic pattern appears, see Burkert (1982, 84).
147 The Geryon myth is most often related to the monster Cacus found in Virgil (4eneid 8) and Livy (I
7.4-8.1), and Tsagalis, through this link, sees a connection to Helios in the Odyssey: “Cacus was
associated with the underworld, so stealing sacred cows could be a metaphor for a threat against the
regular order of the universe, alluding to the potential release of the dead. This brings us surprisingly
close to Helios’ threat against Zeus in Odyssey 12.377-383” (2008, 174).
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with Helios, Odysseus and his crew will follow dramatically divergent pathways, where the
former survives and moves inexorably closer to his homecoming, while the latter are destroyed
by their folly of conducting what amounts to a botched sacrifice in consuming the cattle of the
Sun.148

When Helios, having become enraged (ywopevog kip, 12.376) at the crew’s
transgression,'4? threatens to invert the permanent order of the cosmos by sinking into Hades
(0voopat gic Atdao kai &v vekbeoot paeivm, 12.383), Zeus punishes the transgressors with his
thunderbolt. The end result is that the ones who actually killed the cattle have their day of return
taken from them. The encounter with the sun leads the crew into the land of the dead, but
Odysseus survives unscathed. The Helios episode, which is foreshadowed in the Odyssey's
proem, therefore encapsulates the poem's central theme of return—in particular a return from
death—that is suggested by the cognates voog and vootoc (1.3 & 5), and it does so within an
overtly solar context, where it can be said that Odysseus, in accordance with the solar pattern
explained by Eliade and Holt above, is reborn.

Odysseus escapes unscathed from this episode because he had fallen asleep at the
moment his comrades began fomenting their plot, and the hero, when he is among the

Phaeacians, highlights that this occurred as a direct result of his piety. When strong winds

148 The men are forced to use of leaves and water instead of the normal sacrificial accoutrements of
barley and wine (12.391-396). For an in depth discussion of the crew’s ritualistic violations, see Vernant
(1998, 164-69).

149 Interestingly, Apollo’s anger at the beginning of the Iliad’s narrative is described with the same
collocation. When the god arrives with his arrows rattling on his shoulders, and he is specifically
described as ywopevog xijp (angered at heart, 1.44). Achilles later asks if the god is angered (éydcaro,
1.64) over a flawed sacrifice, to which Calchas instead replies with a different anger term (ufjviv, 1.75).
The verb ymouot has not received the intense critical scrutiny of other anger terms, but Walsh does note
that Homeric poetics repeatedly brings it in close contact with y6Aoc as "coordinated elements," as occurs
in Od. 8.227 and 8.238 (Walsh, T. 2005, 3 and 15). Although Walsh does not spend much time on the
verb ymopot, he does note that it is "closely related to both khélos and ménis™ and is worthy of further
study (2005, 78).



109

prevent Odysseus' crew from sailing and food starts to run scarce, the hero leaves his comrades
and heads inland where he prays to the collective gods:

on 10T’ &ymdV Ava vijoov dméotiyov, dppa Beoioty

ev&aiuny, €l tic pot 0d0v envete véesbat ...

npounv maviesot Beoig ot ‘Olvumov Eyovotv:

o1&’ dpa pot yAvkbv Hrvov €t BAepapoioty Exgvay.

Evpvioyog & £tdpoiot kaktig ENpyeTo POVATG:

At that time I departed into the interior of the island to pray to the gods,

whether one would show me the way to return home ...

I prayed to all the gods who dwell in Olympus,

and then they poured sweet sleep on my brow.

And Eurylochos initiated his horrid plot to his fellows.

(12.333-34 & 338-39)

Odysseus here prays to the gods collectively (Beoiowv), but wonders whether one in particular
will be the patron of his homecoming, and it as this point that he is granted sleep by the gods,
thereby avoiding the fate of his mates. On its face, sleep may seem a rather passive method to
escape culpability, but, by being mindful of an appropriate relation to the gods and of Circe's
advice, Odysseus will survive the Helios episode, returning from the unconsciousness of sleep,
an analogue of death,10 resulting in a type of rebirth that, based on the hero’s own retelling of
events, seems to be predicated on his piety. A clear contrast becomes evident if we turn to the
end of the //iad and the role of sleep as it pertains to Achilles, which, along with food, is a signal
of the hero’s mortality in the meal he shares with Priam.151 Though it could be argued that this
represents a type of rebirth for the hero, who sets aside his anger and comes to terms with his

mortality, this very act propels him, if the increasingly clear prophecies of the //iad are any

indication, a step closer to his death, precipitated by the arrows of Apollo.

150 For a treatment of the theme of sleep and its relationship to death and rebirth, see Morse (2010, 161
65).
151 Segal (1971) notes that there is a progression in the weariness of Achilles, reaching its apex in Book
24.
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When he exhorts his comrades to avoid the herd (12.321), Odysseus, moreover,
effectively become a guardian of Helios' cattle, a position that, when coupled with the theme of
sleep, links him with a myth that tells the story not of a competitive cattle raid against the Sun's
cattle but rather of the herd's steward and even savior.152 This tale, which seems to have
traditional elements,153 can be found in Herodotus (9.92.2-95), and it concerns the shepherd
Euenius, who was one of the select few in the region of Apollonia allowed to tend a herd sacred
to the Sun. This is not a well-known story, so I will provide a brief summary of its salient details.
During the day, the herd of the Sun is pastured by a river but by night was pent up in a cave.
When it is his turn to keep watch, Euenius, however, falls asleep, and a portion of the herd is
devoured by wolves. When this tragedy is uncovered, the townspeople blind the shepherd. But
from that point forward the herd becomes barren and the land yields no crops. The villagers then
inquire at the oracles of Delphi and Dodona what the source of the trouble might be, and it is
declared that they were unjust in punishing Euenius, since the gods themselves had sent the
wolves. The townspeople then make restitution and Euenius is rewarded with the gift of
prophecy.

An obvious parallel exists between Euenius and Odysseus in that they both fall asleep
during the slaughter of Helios' cattle, but the episode in Herodotus makes explicit what is
somewhat opaque in the Odyssey, in that the story marks both a turning point in a mortal's
relationship with the gods and a positive encounter with the cattle of the Sun as a moment of

intellectual rebirth. Frame notes that the "intelligence" of the mortal, which in the case of

152 The theme of sleep is also a prominent feature in Livy’s telling of the myth of Cacus, who steals
Heracles’ cattle, obtained from Geryon, after the hero falls asleep.
153 An observation by Frame, who analyzes the myth in more detail (1978, 43-45).
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Euenius is highlighted by his becoming a prophet, is apparent in traditional tales having to do
with the cattle of the Sun:

That “intelligence” was a highly traditional element in myths of the Sun’s cattle is

supported by a comparison with Vedic Sanskrit. In Vedic mythology cattle are

closely associated with the phenomenon of sunrise; in particular, the “winning of

cattle” and the “winning of light” are closely related mythical deeds. Both of these

deeds, furthermore, depend on “intelligence” rather than “strength”; this is clear

from the myth of the Panis.

(Frame 1978, 44-45)

Frame goes on to note that, although Indra is the one to rescue cattle from the Panis — a type of
demon that lives on the edge of earth — this act is made possible by the occult knowledge of the
priests that accompany him (1978, 45). The story of Euenius, therefore, coincides with the broad
argument that I have been laying out, namely that, in passing on privileged information to
Odysseus, Circe is in the process of training the hero to be a more devout, almost priestly, figure
in his relationship with the gods.># In turn, this sets up an obvious contrast with Achilles’
antagonistic relationship with Apollo, and this contrast, in terms of Indo-European mythology at

least, may also play into the traits that are often cited as the main points of departure between the

primary characters of the Homeric Epics, namely the bié of Achilles and the métis of Odysseus.

A Prelude to the Homecoming

When a storm-tossed Odysseus arrives in Scheria, he finds himself among a people, the
Phaeacians, who have a storied past that is closely bound to their relationship with the gods.
Over the course of more than six books, the Odyssey unveils their history, which unfolds along
with Odysseus' recounting his many travails at sea. Segal notes the transitional nature of this

episode:

154 It has been noted that Odysseus experiences an evolution in his theological perspective over the
course of the Odyssey and that the Cattle of the Sun episode is important phase in that evolution. See
primarily Segal, who chronicles the hero’s pathway from his bellicose relationship with Poseidon to a
force that helps usher in a Zeus-led order after the Helios episode (1994, 197-216).
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The Phaeacian episode is the crucial point of transition between two very different
worlds of experience, the war in Troy and the kingdom of Ithaca ... The
Phaeacians face backward as well as forward: back to the adventures after Troy
and Troy itself; forward to the future struggle with the suitors.

(1992, 14 & 18)
It can be said, in fact, that the evolution of this people, particularly their relationship with the
Olympian gods, and specifically with Apollo, has a certain parallelism with the growth of
Odysseus himself, as he inexorably marches toward his homecoming and confrontation with the
suitors.
The Phaeacians, in fact, are colonists who have been forced to migrate because of their

proximity to violence. In Book Six, the Odyssey provides the impetus for their emigration:

ol piv pév mot’ Evatov v eDpuyop® Yrepein,

ayyod KvkAdnwv dvdpdv drepnvopedvimy,

ol 6(peag GIVECKOVTO, Binet 6¢ EPTEPOL NOAV.

&vlev avaotmoog dye Navoifoog Beoedng,

glogv 88 Tyepin, £kag avopdv dAenoTdmy,

apoel 8¢ telyog ELaocce mOALEL, kol £deipaTo oikovg,

Kol vovg moinoe Bedv, Kai £0466aT  ApovPaC.

The Phaeacians dwelt previously in spacious Hyperia,

near the Cyclopes, overbearing men

who kept plundering them, and they were mightier in strength.

From there god-like Nausithous caused them to move, led them,

and settled them in Scheria, far off from those who toil,

drew up a wall for the city, built houses,
erected the gods' temples, and divided the land.

(6.4-10)
Like Odysseus, the Phaeacians are harried and forced to move on because of the threats posed by
the Cyclopes, who are the offspring of Poseidon.15> Their emigration, forced by the

aggressiveness of the Cyclopes, is a physical movement away from these one-eyed creatures, but

155 The Cyclops Polyphemus is the son of Poseidon and "to judge by their lawless behavior these are the
same Cyclopes in ix (cf. ix 273 ff.)" (Heubeck and Hoekstra 1990, Vol. 1, 292). In Hesiod's Theogony,
the Cyclopes seem to have a different origin.
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this movement also captures the more abstract notion that, in many ways, the society of the
Phaeacians is a polar extreme to that of the Cyclopes. While a number of contrasts exist,1>¢ one
of the more prominent oppositions has to do with their reverence for the gods. The above quote
highlights Nausithoos’ piety, where he marks off the precincts of the gods, and the Phaeacians
can be witnessed elsewhere on a number of occasions obsequiously pouring libations to Zeus and
Hermes (7.136-7.181), for example, but Polyphemus scorns all the gods (9.274-76). Despite the
contrasts between these races, they do seem to share a common feature: the Phaeacians, too,
actually trace their lineage to the god of the sea. One of the Phaeacians’ earliest forbearers was
the king of the giants, Eurymedon, but he led his reckless race to ruin, leaving behind only a
daughter, Periboea, who, through intercourse with Poseidon, gave birth to Nausithous (7.56-62),
the father of Alcinous.157

Despite a lineage that can be traced to Poseidon, the god Apollo also figures heavily in
the Phaeacians’ history. One story in particular should capture our attention, and that involves
Apollo's killing of Alcinous' brother, who also happens to be the queen Arete's father, Rhexenor.
We are not given many details about this man, but his name etymologically has the meaning of
"the breaker of men" and it happens to be an epithet used for Achilles in the //iad.158 Therefore,

if this etymological meaning is any guide, this man's characteristics were quite dissimilar to

156 For a full accounting, see Segal, who contrasts the high civilization of the Phaeacians — their social
nature and outward expansion through ship building — with the primative and isolationist Cyclopes (1962,
33).

157 Frame sees parallels between the geneology of these Phaeacians and that of Nestor, and provides an
in-depth analysis of their background (2010, 243-329)

158 Frame also notes a correspondence between Rhexenor and one of Nestor’s brothers, who, like
Achilles is killed by Apollo, and states, “But the warrior nature of the brother who died has already been
fully brought out in the case of Rhexenor by his name, “breaker of men,” which could not be more
significant, both in itself and in what it says about Nestor’s myth. In itself Rhexenor is otherwise an
epithet in the Homeric poems, and it is used of only one hero, namely Achilles himself (there are four
occurrences in the //iad and one in the Odyssey)” (2010, §2.115).
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those of his brother, the peace-loving Alcinous. The Odyssey reports this story in quite abridged
form:

Navcifoog 6" €rekev Pnénvopd 1 Arkivoodv Te.

TOV PV dkovpov Edva BAA” apyvpdtoog ATOAA®V

vopeiov &v peydpo, piav oinv moido Mmwdvta,

Apnmv: v & Alkivoog momoat’ dxottv

Nausithous was father to Rhexenor and Alcinous.

Apollo the silverbow smote the former when he was without a male heir,

a bridegroom in the chamber, and he left behind a single daughter, Arete.

And Alcinous made her his wife ...

(7.63-66)
While we have no stated motivation for the death of Rhexenor, his name and a certain
parallelism with Achilles suggests that the Odyssey has crafted a Phaeacian history that has broad
parallels with the fall of Troy, specifically with respect to those aspects that pertain to Apollo
and his role in the killing of Achilles. Rhexenor, the breaker of men, clearly did something to
elicit the anger of Apollo, and we do not necessarily need to know the specifics, since much of
the Phaeacians’ existence seems to be derived comparatively, and the allusion to an Achilles-like
character who dies young through the anger of Apollo allows us to view the Phaeacians as a type
of an "other," through which the Odyssey depicts an alternate pathway to the ravages of war and
its aftermath that mark the //iad as well as the poems from the Epic Cycle concerning the fall of
Troy and the Nostoi.
But the Phaeacians emerge from their tumultuous history relatively unscathed and, upon

Odysseus’ arrival, seem to enjoy a particularly close relationship with the gods. Indeed, they
inhabit a paradisiacal setting, where the constant West Wind provides crops that are always at the

ready (7.112-132). In general, the Phaeacians know little labor, and their relations with the gods

recall the Hesiodic golden age portrayed in Works and Days (109-120). Another identification
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that has been noted is the similarity between the Phaeacians and the Delians described in the
Homeric Hymn to Apollo.15° At the end of the Delos section of the Hymn, Apollo strides across
his many precincts — the crags of Cynthus, various islands, and groves — and surveys his points
of his worship, and yet his attention is drawn to Delos, his birthplace, which brings particular
delight to his heart. The Hymn describes the local population as follows,

&vBa tot Elkeyitwveg Taoveg Nyepéovion

aOTOIg GVV TaidECTL KOl aidoing AAdYoIoLY.

ol ¢ og muypoyin te kol OpynOUd Kol dodf)
LVNGAEVOL TEPTOVGLY, OT &V GTHCMOVTOL AYDVO.
¢eain K dBavdroug kal aynpwg Eupevor aiet,

0¢ 160° Ymavtidosl’, 8t Tdoveg 4OpdoL elev:
navtov yap kev 1dorto ydprv, Tépyarto 8¢ Bupov
dvopag T €lcopOmV KOAMLDOVOVS TE YOVOIKOG
Vijag T OKeElNG N0’ ATV KTAHOTO TOAAG.

There the shambling-robed lonians gather

along with their children and reverent spouses.

And they, mindful of you, delight you with boxing, dancing, and song
when they put on their contests.

One might say they are deathless and always unaging,

he who comes upon them when the Ionians are gathered.

For he would see the grace of them all, and would take delight in heart
looking upon the men, the well-girdled women,

their swift ships, and their great many possessions.

(147-155)
Like the Delians, the Phaeacians have swift ships, which are gifts from Poseidon, and put
on athletic and poetry competitions, to name but a few of these groups similarities.
Odysseus himself, in fact, registers a connection with Delos when he first lands in

Scheria and sets eyes on the young princess Nausicaa,

159 Frame also sees a resemblance between the Phaeacians and the lonians of the Hymn, which, for him,
paints a picture of an audience at the Panionia, a festival on Delos where the Homeric epics would have
been performed, predating their performance at the Panathenia. "Performances of the Homeric poems at
the Panionia could not have lasted much into the seventh-century BC. They would have ended before the
time of the Delian Hymn to Apollo, but not long before" (2010, 554-55). Burkert places a later date on
what he views as the combined Delian and Pythian sections of the poem (1987, 54). I will take up this
poem in greater detail in a subsequent chapter.
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oV Yap mtw toodtov 1dov Ppotov deOaAoicty,

oVt dvop’ oVte yuvaika: céfag p’ Exet elcopodmvTa.

ANA® o1 mote Tolov ATOAA®VOG TTopd POUD

QOivIKOg VEOV EpVOC AvEPYOLEVOV EVONGAL.

For I have never looked upon such a mortal with my eyes,

neither man nor woman. Reverence seizes me as I look upon this vision.

In truth, I once saw such a one next to the altar of Apollo at Delos,

when I took notice of the new shoot of a palm springing up.

(6.160-163)

While there are no specific references to the birth of Apollo or Artemis in the poem, it is clear
from this passage that the Odyssey was certainly familiar with the myth, as its symbols are
immediately evoked upon Odysseus' landing at Scheria, and a comparison of Nausicaa with
Artemis herself. The palm that Leto grasps as she gives birth16? becomes a point of fixation for
Odysseus when he passes through Delos, where he, rapt, gazes long at the vision (6.167-168),
and here he uses it is a reference point in Scheria, transferring the image to Nausicaa. Later, the
hero will more explicitly elevate Nausicaa to a religious dimension, promising to pray to her as a
god, if he should reach home safely (t® kév tot kai kel Oe® ¢ evyeTODOUNV / aiel fpata TavTO:
oL yap W Eprdoao, kovpn, 9.467-68).

Although Poseidon and Athena are often seen as the gods most instrumental to the
Phaeacians existence, the former looms over the population with a threat to destroy their harbor
(13.173), and the latter explicitly takes her leave of Odysseus as he enters the palace of Alcinous.
When Odysseus crosses the threshold, the hero's temporary abode is accompanied by the radiant

image of a rising sun or moon (7.84).

dvve & Epegybijog mukivov dopov. avtap Odveceeng
AAKIVOOV TTPOG ddpoT 1€ KAVTA: TOAAG O€ Ol Kijp

160 As described most elaborately in the Homeric Hymn to Delian Apollo. The toiov in line 162 is
ambiguous. Sourvinou-Inwood finds this to be a pointed reference to Artemis, who appears opposite to
the palm shoot on vase paintings (1991, 99-143). In Pindar's Nemean 6, however, Apollo and Artemis are
the &pvn (37) of Leto. See Garvie (1994, 128) for a detailed discussion of the passage.
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dpuoy’ iIoTapéEVE, TPlV YAAKEOV 0000V ikEGOal.

¢ te yop neriov ailyAn médev NE cEANVIG

ddpa Kab™ vyepepeg peyaltopog AAKivoolo.

[Athena] made her way to the well-built house of Erechtheus. But Odysseus

went toward the famous domicile of Alcinous. His heart leapt strongly

as he stood there, before he proceeded to enter the brazen threshold.

There was a beam of light as if from the sun or the moon

emitting down from the high-vaulted halls of great-hearted Alcinous.

(7.85-89)

This vision appears to be bi-directional, pointing back to the //iad, specifically to celestial
imagery that can be found on shield of Hephaestus, on which the sun and moon appear
simultaneously within a cosmological depiction, &v pév yoiav £€1evs’, év & ovpavov, v o0&
Bdraccayv, / NEMOV T dxdpavto ceAvny e TAnBovcav (On it [Hephaestus] wrought the earth,
the sky, the ocean, the inexhaustible sun, and the moon in full — 18.483-484). And it looks
forward to Odysseus' homecoming on Ithaca, since the same symbols, are evoked on the shroud
that Penelope is in the process of weaving for Laertes (24.146-147).

The shield of Hephaestus also has a similar bedazzling effect when viewed by the poem’s
main hero. In the hands of Achilles, the shield is an instrument of war, but its artistic rendering
contains not only the grisly images of a city in battle but also one at peace. Specifically, the one
activity that is most pervasive throughout the city of peace is the performance of poetry,
particularly lyric poetry. After describing the cosmological background of the shield, the /liad
moves into the details of the city at peace,

&v T Hév pa yapotr T Ecav eilomivor te,

VOpQog 6 €K BoAdpmV daidwV VO AUUTOUEVA®Y
Nyiveov dva dotv, TOADS & DUEVALOG OpOPEL:
KOVPOL &~ OpynoTtipeg €diveov, év & dpa Toioy

aOAOL EOpLLYYEG TE POTV EYOV ...

In one city, there were weddings and banquets,
and under burning torches they were leading the brides
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from their chambers through the city, and a great wedding song arose.
And a group of young men whirled in dance, while among them
flutes and lyres continuously rang out.

(18.492-496)
The brilliant shield of Achilles, therefore, contains representations of harmony in the form of
wedding song and the ecstatic dance of the young men, but, in a poem consumed with strife,
such images are difficult to discern.'6? We get glimpses of Achilles as the ideal king, however, at
the end of the //iad during the funeral games of Patroclus and, similarly, the poetic tradition
could often portray him as the ideal bridegroom, all of which position him as a candidate for a
leading citizen in the city of peace.1®2 What here, in the //iad, are unrealized attributes, which are
overshadowed by the epic strife in the story in which Achilles appears, are, in the Odyssey,
attainable potentialities for Odysseus.

Odysseus’ time among the Phaeacians represents a microcosm of this shift in focus that,
in a sense, allows us to see the attributes of the city of peace come into view.163 When Odysseus
lands in Scheria, the threat of violence hangs heavily in the air, but his first meeting with Arete
and Alcinous allays many of the hero's concerns. Alerted by Athena to the Phaeacians’ famous
reticence toward foreigners, Odysseus approaches the king and queen obsequiously, falling
before Arete and grasping her knees. When Odysseus meets the king, he fears the worst after

Alcinous takes exception to the fact that his daughter, Nausicaa, didn't bring the hero directly to

161 This general observation concerning the universal aspects of the shield, where it is composed of all
components of life, as compared to the emphasis on war and destruction found elsewhere in the poem has
been noted by others. See in particular Schadewaldt (1944) and Taplin, the latter of whom states, "the
shield is a microcosm, not a utopia, and death and destruction are also there, though in inverse proportion
to the rest of the poem" (1980, 12).

162 For Achilles as an ideal but doomed bridegroom, see Nagy (2008, 18-51).

163 Segal sees the peaceful Phaeacians as providing an integral role to the reintegration of Odysseus into
humanity in the broadest sense (1994, 12-64).
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the palace, an act that is a threat to her virtue. Odysseus tries to calm Alcinous by assuring him
that the delay was caused by his own embarrassment, to which the king replies,

‘Eelv’, oV pot TotodToV évi 6T BecaL idov Kip

poydiog keyoldcbat: dueivo & aioipa wdvo.

alyap, Zed 1e matep Kol ABnvain koi Amolrov,

1010¢ £V 010¢ £661, T T PpovénV & T &Y® mep,

o0 T Eunv &xépev kai Epog YouPpog karéesOan

av01 pévov: olkov 8¢ K yo kai KkTipata doiny,

el K €0€hmv ye pévoig ...

Stranger, the heart in my breast is not such

to be riled vainly to anger. All things appointed by the gods are better.

Would that—father Zeus, Athena and Apollo—

being such a man, thinking thoughts that I do, you could

marry my daughter and, remaining here, be called my son-in-law.

I would give you a house and possessions,

if you would remain willingly ...

(7.309-315)
From the above passage, we can see that Alcinous is cut from quite a different cloth than the epic
figures whom Odysseus is accustomed to meet. The verb yoA® (7.310) figured heavily in our
analysis of the /liad, but is found much less frequently in the Odyssey, and here it is actively
eschewed by Alcinous. Far from being roused quickly to anger, he actually moves almost
instantly to thoughts of a union between his family and Odysseus. His overriding ethic, dpeive
0" aiowa mavta (All things appointed by the will of the gods are better),164 seems to have held
the king in good stead in not only his relations to the gods and but also the well-being of his
constituents.
Although Alcinous renounces anger in favor of a potential union, Odysseus, when he is

among the Phaeacians, is still given to episodes of this emotion. When the hero, yet to reveal his

identity, is later confronted by a young Phaeacian in a sporting competition and accused of not

164 Odysseus will later use the noun aicua, related to oica, as a justification in slaughtering the suitors.
For an analysis of aica and its relationship to feasting, see Nagy (1999b, 7§21).
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having the look of an athlete, he exhibits his athletic prowess and tells the Phaeacians that he was
motivated to enter the contest “because the [young man] angered me excessively” (énei 1’
gyolmoarte Alnv, 8.205). He reveals, however, that, although by far best at these endeavors (t@®v
8" dAhv dué pnut moAd Tpogepéotepoy eivat, 8.221), he, unlike the heroes of old, is careful not
challenge the gods directly. He offers up Heracles as an example and then moves on to the
cautionary tale of Eurytus the Oechalian. For Odysseus, this story evidently has a paradigmatic
element, since Apollo, too, experiences the same form of anger (y6Aog) due to a direct challenge:
6 Parcad oy’ £0avev péyag Edputog, 008’ émi yiipog / ket &vi peydpoiot: yolwoauevog yop
Anor oV / Ektavev, obvekd pv tpokarileto toalecOat (And for that reason great Eurytos
perished straightaway, and didn't reach old age in his home: for Apollo, having grown angry,
killed him because Eurytus challenged him to a bow contest, 8.226-28). When Odysseus
explicitly lumps together Heracles and Eurytus in their brazen challenges to the gods, he sets
himself apart from the heroes of yore and begins establishing his credentials as a new type of
hero. The tale of Eurytus may foreshadow the bow contest with the suitors, since the Odyssey
tells us that it is actually Eurytus’ bow that is awaiting the hero’s return on Ithaca (21.11-41),165
but, by contrasting Odysseus with these heroes, the poem is already alluding to the fact that the
weapon will have a novel use, particularly in conjunction with Apollo.

In the oath above, Alcinous actively evokes Apollo, and he does so within the context of
a proposed marriage, and this god’s significance to this race is suggested on an additional
peaceful front: the way that they commune with the deities during banquets. Alcinous explains to
Odysseus that his people, like the giants before them, still live in such proximity to the gods that,

should they meet one by chance, the deity will not bother to disguise itself (7.204-206). And on

165 QOther traditions state the bow originated from Apollo himself. For details see Clay (1983, 89-96) and
Jones (1992, 80-81).
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special occasions when they have feasts, the gods join them at the table: aieil yap t0 mdpog ye
Ocol paivovton &vapyeic / fuiv, vt Epdopev dyorertag Ekotoupac, / Satvovtal te mop” Euput
kanpevot &vBa mep Mpeig (Because up till now the gods always appear to us in bodily form,
whenever we sacrifice illustrious hecatombs, and they feast seated next to us — 7.201-203). These
celebrations seem to approximate the early-Greek ritual of the Theoxenia, or guest-feast of the
gods, where the deities themselves were evidently treated as direct participants in the
celebration.1® Such a celebration was the purported occasion of Pindar's Paean 6 at Delphi, a
poem that recounts the death of Achilles’ son, Neoptolemus, through the intercession of Apollo.
Although there is dearth of non-literary information on these celebrations, Nagy notes that, if
Pindar’s paean is any indication, the preeminence of Apollo at Delphi made this god the honoree
of the Delphic Theoxenia, and the themes of these performances, specifically the paean, tended
to pay honor to him in particular, with the death of Achilles being a traditional theme (1999b,
60).

The general nature of the theoxenia as practiced by the Phaeacians takes on a specific
Apolline aspect when we consider the prominence of this god in the songs of their poet in
residence, Demodocus. Nagy observes that in the songs of Demodocus distinctions between the
lliad and the Odyssey can be discerned, as exemplified by different types of kléos attributed to
the epics' main heroes — Achilles’ kléos of bié and Odysseus’ kléos of métis.167 1 will take a
slightly different tack, and suggest that the songs of Demodocus highlight another divergence
between these heroes: their relationship with the god Apollo. I contend that it is no coincidence

that Apollo figures heavily in the songs of Demodocus, the first of which alludes to an epic

166 For evidence on the general ritual of the Theoxenia, see Rutherford (2001, 310).

167 See Nagy (1999b, 45-46, 48-49). For a different perspective, see Patjak, who views the difference
between Achilles and Odysseus as residing primarily in the type of kingship each epic is portraying, and
this is expressed in the types of "poems" each hero composes in his own epic (2014, Chapter 3).
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quarrel between Achilles and Odysseus at Troy, and the second to Ares' affair with the wife of
Hephaestus, Aphrodite. That Apollo would appear in these songs is in keeping with this god's
significant role among the Phaeacians, but, when paired with one another, the individual songs of
Demodocus also have strong implications for the hero Odysseus. While the first song
thematically chronicles the grievous fall of Troy and Odysseus' epic past, and thus has an
obvious connection to the hero, the second, which contains light-hearted material more suitable
to lyric poetry—the intrigues of the gods’ romantic affairs—has a more tenuous connection, but
nevertheless points toward his future. In fact, when these songs are thematically related, we will
see that the end result is a paradigm for the growth of Odysseus as a Apolline character who
commands a full range of material, foreshadowing his eventual homecoming, when he will
establish a symbiotic accord with Apollo, at the very moment a religious festival is unfolding to
celebrate that same god.

In the first song of Demodocus, the poet makes reference to a quarrel (veikog, 8.75)
between Achilles and Odysseus, whom he refers to collectively as the best of the Achaeans
(&protor Ayaudv, 8.78, note the plural adjective), at a rich feast of the gods (Bedv &v dauti
Balein, 8.76). I have already suggested that the background information of the Phaeacians
implies a certain closeness to the god Apollo and that their method of conducting feasts evokes
the Theoxenia, or guest feast of the gods, where it is claimed that divinities banqueted directly
with the human participants, and the first song of Demodocus provides a Delphic backdrop for
such as celebration, serving as the location and ritual occasion for a quarrel between the main
heroes of the Homeric Epics. At Delphi Agamemnon receives a startling prophecy:

O¢ yap ol ypeiwv podncato Poifoc ATOAA®V
[TvBoi &v fyadén, 60 vépPn Adivov 00OV

YPNOOUEVOC: TOTE YAP P KLVAIVOETO THUATOS PN
Tpwot te kai Aavaoict Adg peydiov i BovAdS.
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For thus Phoebus Apollo, issuing an oracle to him, proclaimed

in holy Pytho, when [Agamemnon] crossed over the stone threshold

while seeking a response. Then the beginning of the pain was unfurling

for the Trojans and Danaans in accordance with the plan of great Zeus.

(8.79- 82)
Some, including Nagy, have seen an undeniable connection between this aspect of the song and
the proem of the //iad, while others view the song as an ad hoc invention that anticipates the
story of the Trojan Horse, which Demodocus will later sing at the behest of Odysseus and which
is considered his third song.168
Given that the reference to an argument between Achilles and Odysseus is unattested
outside the Odyssey, it leads Nagy to believe that Demodocus is touching on an tradition that lies
outside the poems that have come down to us (1999b, 59), and that the poet "is in control of two
distinct themes that permeate the //iad and the Odyssey—themes that define the central hero of
each epic" (1999b, 25). Turning to external sources such as the Scholia to the //iad, Nagy
concludes that the conflict between the two heroes boils down to a difference of opinion on how
to overthrow Troy, with Achilles championing force (bié) and Odysseus artifice (métis) in
accordance with their defining characteristics (1999b, 45).
While this may be entirely true, I would add that an additional theme runs through the

Homeric Epics that neatly contrasts the two heroes and that is abundantly present — indeed,
almost overdetermined — within the context of their argument and its Delphic background: there

is a fundamental reshaping in the relationship between Apollo and “the Best of Achaeans,”

whether he is Achilles in the /liad or Odysseus in the Odyssey, over the course of the poems. The

168 Broeniman states, "Like Finsler, Marg, and Clay — to name only a few — I feel the similarities between
Demodocus' first song and the proem of the //iad are too strong to be dismissed or considered accidental,
and these similarities force one to recall prima facie the opening lines of the //iad ... Demodocus' first
song is an Iliadic song, which means its hero is Achilles and P is the heroism thus promoted. " (1996,
10). For a contrasting argument, see Finkelberg (1987, 128-32).
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confrontational attitude that Achilles evinces toward the god in the //iad gives way in the
Odyssey to one of respect and eventually reliance for Odysseus toward the same god. It can be
said, moreover, within the broad expanse of tradition, Achilles becomes an example of failed
maturation, felled by the arrows of Apollo, an outcome alluded to frequently in the //iad, but
Odysseus will ultimately encapsulate the opposite outcome, and this contrast can be detected
within the trajectory of the songs of Demodocus, where Apollo, too, in a sense, successfully
matures from one song to the next.

In particular, the relationship between Hermes and Apollo that emerges within the second
song of Demodocus depicts a side of Apollo that was largely absent from the //iad.1%° In
addition to the story of Hephaestus, Aphrodite, and Ares, this song features the collective gods'
reactions to the uncovered intrigue, with the mirthful exchange between Apollo and Hermes
being quite prominent. In an earlier chapter on the //iad, | examined Apollo's intergenerational
conflict with Poseidon, and argued that the //iad, in a way, depicts a youthful god in the process
of coming into his full powers. Although Apollo is typically represented in his perpetually-
ephebic state in both literary and physical arts, the second song of Demodocus features a
comparatively mature god, vis-a-vis Apollo's status as an older brother to Hermes.170 In this
scene, a world-wise Apollo asks whether his younger sibling would be willing to suffer a penalty
such as the type that Ares had undergone in order to lie with Aphrodite.l’t When Hermes replies
that he most certainly would, even if the bonds were three times as strong as those that captured

Ares, laughter erupts among all the gods, save Poseidon, who pledges surety if Ares is set free

169 Although a variety of myths tell of Apollo’s romantic intrigues, these themes are difficult to detect in
the Iliad. One exception would be his snatching away Marpessa in the myth of Meleager, as told by
Phoenix in the embassy scene.

170 Carpenter claims that images of Apollo in sixth-century Attic art were wildly variable, showing the
god both bearded and beardless, and he states, "to the Attic vase painters of the mid-sixth century his age
was simply not an issue" (1994, 78).

171 Levaniouk refers to Apollo in this scene as a “teasing older brother” (2011, 74).
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from his bonds (8.335-349). Apollo and Hermes, then, act as a close-knit fraternal unit, with
Apollo acting as a mentor, or older brother, to the upstart Hermes, and the two are opposed to

Poseidon, the god whose enmity Odysseus has incurred elsewhere.

The Homeric Hymn to Hermes

The relationship of these siblings is perhaps most famously represented in the Homeric
Hymn to Hermes, where the two, to put it mildly, are not always in accord, but where the plot of
the poem ultimately documents the trajectory of their reconciliation, which is achieved through
an acceptable distribution of godly powers. In the compressed narrative of the Hymn, Hermes is
both the upstart challenger to his older relation but also, when an accord is ultimately struck, a
bestower and recipient of gifts. As a challenger to Apollo, Hermes, in one of his first actions
after he is born, absconds with his older brother's cattle, but a truce is later reached that revolves
around the distribution of prophetic and musical powers. It so happens that the Hymn uses song
as a means to differentiate the upstart Hermes of the poem's beginning from the relatively mature
Hermes at the end of the Hymn, as the young god sings two songs that have completely different
tones,7? and these songs in turn provide a useful basis to further our discussion on the
differences between the types of poetry associated with Achilles in the //iad and with Odysseus
in the Odyssey. The two songs of the young god are separated by Hermes' rebellious cattle raid,
and it will therefore be necessary the discuss the thematics of this raid in conjunction with the
topics of these songs.

Just as Apollo appears to be somewhat mature compared to Hermes in the second song of
Demodocus, in the Hymn his presence is rendered rather mature and austere by virtue of

comparison to the rascally infant Hermes, whose many actions at the outset of the Hymn are

172 Johnston notes that the two songs of Hermes, one of which occurs before the cattle raid and the other
after it, serve "to emphasize the important changes in Hermes' nature and status" (2002, 112).
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seemingly calculated as a direct affront to his older brother, who will eventually take on a role in
the poem that equals or surpasses that of Hermes. The first song of Hermes (54-61) precedes the
narrative of his raid on Apollo's cattle, and I read both activities as provocations, particularly
since the first song is concomitant with Hermes' invention of the lyre, an instrument that will
ultimately come under the province of Apollo.173 The theme of the first song is a theogony;
however, its scope is not global, but it exclusively celebrates instead the story of Hermes own
birth:

0e0g 0" VO KAAOV deldev

€€ avTooYEdiNG TEPDUEVOG, NOTE KODPOL

npnrai Bodinot Taparforo keptopéovoty,

apoei Ao Kpoviony kol Motddo kaAMmédilov,

¢ mhpog wpileokov ETaipein ErAdTNTL,

v T adToD yeveny ovopakAvutov éEovopalmv:

The god sang beautifully,

making improvisational tests—just as young men

in their prime taunt recklessly at feasts—

and he sang about Zeus, the son of Kronos, and lovely-sandaled Maia,

how they formerly kept conversing in intimate love,

and he proclaimed his own illustrious lineage.

(54-59)

Though the simile suggests the setting of symposium,'7#4 the theme of the song, which proudly
announces his own family line and establishes the young god's bona fides, must be viewed in

conjunction with the actual setting, where Hermes takes his invention inside the gloomy cave

where he was begotten and plays his newly-invented lyre only to himself, and perhaps to his

173 Most who attempt to date the Homeric Hymn to Hermes place it after the Hymn to Apollo, in which
the god’s first declaration (127-32) lays claim to the lyre, as well as the bow and prophecy, as elemental
components of his persona. Based on the possible influence of the Hymn to Apollo and other
considerations, Richardson states that a sixth-century date is suggested for the Hymn to Hermes (2010,
24). For a linguistic attempt at dating the Homeric Hymns, see Janko (1982).

174 The evocation of the symposium has led some to conclude that Hermes has a high estimation of a
form of music that suggests a comparison to personal lyric poetry, such as the type practiced by
Archilochus and other poets of the Archaic period (Richardson, N. 2010, 22-24).
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mother, who sits alone in silence, a nymph who eschews the company of the other deathless gods
(5-10). Although the subject of Hermes' song is a theogony, it only contains the story of his own
birth, and it therefore shares much with the type of heroic boasting that is prevalent in the //iad,
where a character proclaims his own excellence by virtue of his lineage or mastery of a certain
skill.

In fact, I would like to show that the first song of Hermes thematically parallels, both in
tone and backdrop, the famous lay of Achilles during the embassy scene of the //iad (9.189).
Like Hermes, who in his gloomy cave has only the unresponsive audience of his mother,
Achilles at his tent only has an audience of one, Patroclus, who sits across from his comrade in
silence (évavtioc fioto clomni, 9.190). Unlike Achilles in the embassy scene, however, Hermes
explicitly longs for a life outside his current crabbed existence, complaining that the cave is
gloomy and that he longs to live with the other gods amidst the wealth of Olympus, and his
subsequent actions will be the pathway by which he achieves his goal.175 In fact, as the actual
son of Zeus, the god has the inherent qualifications to mount a successful challenge.

It is not only the setting that links Achilles' song with that of Hermes but also a number
of additional attending circumstances. While the anger of Achilles that led to his withdrawal is
reminiscent of that of Apollo himself at the outset of the poem, suggesting the two share certain
attributes, the hero comes to have an increasingly antagonistic relationship with the god, as will
Hermes shortly after he sings his first song. In earlier chapters, I suggested that Achilles' attitude
toward Delphi, which he voices in the embassy scene shortly after he is discovered playing on
his lyre, evokes a traditional theme of a Delphic challenge, where the material wealth associated

with such a location can be gained (Aniotol pev ydép te Péeg kai ipla pijia, KTntol 68 Tpinodéc te

175 Shelmerdine notes a similarity between this cave and the one of Calypso in the Odyssey, and that
Hermes' longing for escape, despite its pleasant trappings, is somewhat similar to Odysseus' (1986, 56).
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Kol v EavOa kapnva, 11. 9.406-407). It so happens that the bulk of the Homeric Hymn to
Hermes is taken up by a description of a cattle raid, and that, in addition to this raid, Hermes
evinces a very Achilles-like attitude toward Delphi. When the young god is chastised by his
mother for his early brazen actions, Hermes retorts that he is not content with his current lot,
being without offerings and prayers, and that his goal, as a son of Zeus, is to have honors equal
to Apollo (auei 82 Tipfc, / kéyd thg 6oing émPricopat, fig tep AndI oV, 173-74).176 In an
earlier section that dealt with Apollo's feud with Poseidon in the //iad, 1 analyzed the word tipfj,
and argued that, when applied to a divinity, this word can mean domain or jurisdiction, in the
sense of a god's functional realm. This conclusion is corroborated here in the Hymn, since,
shortly after his desire for honor equal to Apollo, Hermes further threatens to plunder Apollo's
prophetic center, Delphi itself:

el yap £¢ IMubGva péyoav S6pov dvtitopioov:

&vlev ag Tpimodag meptkaAréag 10E AEPnTog

nopBnow Kai ypvcov, G T aibwva cidonpov ...

For I will go to Pytho to break open his great house,

from which I'll plunder plenty of beautiful tripods and cauldrons

and gold, and plenty of shining iron ...""”’

(178-180)
Hermes here makes an explicit threat against the riches of Delphi, but, unlike Achilles, the god
has the wherewithal to vie for the prerogatives of his older brother's precinct.
It has been demonstrated that in Indo-European cultures the cattle raid, which is

mythically stylized in the Hymn, can be an important coming-of-age ritual. A successful foray

would prove a young man's ability to provide for his family, would serve as an important

176 For Achilles as the potential son of Zeus, see my earlier section "The Anger of ... Apollo” and Slatkin
(1991, Chapter 3. “The Wrath of Thetis”).

177 At the peak of his mortal powers and acting the part of the magnanimous king, Achilles unloads his
ship and distributes the wealth to the participants of Patroclus’ funeral games. Among these prizes are
tripods and iron.
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precursor to his status as a warrior, and would even determine the amount of honor he would
receive.1’8 The cattle raid of Nestor when he was young man (/. 11.670-761) often serves as
useful example of such raids. The Homeric Hymn to Hermes largely conforms to this pattern, as
suggested by the rewards of wealth that Hermes promises his mother, as well as the honor he will
eventually receive in the eyes of his father. What is unusual in the Hymn is that in most cattle
raiding myths the young man must take on and even kill either a formidable enemy or, in more
mythically-stylized accounts as Heracles' raid on Geryon, a monster. Hermes, however,
confronts his older brother, Apollo, and the two will eventually become fast friends. The Hymn,
therefore, chronicles an evolution from an antagonistic to a symbiotic relationship between the
raider and the rightful owner of the cattle. In turn, it can be said that the evolution of Hermes'
relationship with Apollo in the Hymn provides a useful case to contrast Achilles' and Odysseus'
association — in the //iad and the Odyssey, respectively — with the same deity, as we shall see
through the vehicle of Hermes' second song.

When Apollo discovers Hermes' theft, the brazen infant feigns innocence and the two
eventually take their case to Zeus, who affects a reconciliation, which is in turn linked to
Hermes' second song.17? Hermes agrees to return the stolen herd to Apollo and to cede to his
older brother his newly-invented lyre, and Apollo, in exchange, grants Hermes the role of a
cowherd (497-95), and a form of divination having to do with the bee maidens of Parnassus
(550-567), though the elder god maintains augury and the prophetic role of voicing Zeus' will for

himself. Unlike the first song of Hermes, which focused on his own lineage and which glorified

178 See in particular Lincoln (1976), Walcot (1979), and Johnston (2002, 112 ff).
179 Richardson notes that, as a type of comedy culminating in a mock trial, this scene resembles, to some

extent, the second song of Demodocus, where the gods debate the consequences of Ares’ adultery (2010,
21).
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Zeus alone, his second song, sung just prior to the time of the exchange of the above divine
privileges, lauds all the gods, a theogony that embraces the entire pantheon:

... Thya 6& Myéwg kiBapilmv

YNPOET” ApPoradny — &patn 0€ ol EomeTo VN — Kpaivov

aBavdtoug te Beovg Kol yoiav Epgpvny,

OG TO TPATO YEVOVTO Kol (G Adxe poipov EKaoTod.

... Playing the lyre quickly and clearly

he sang, striking up his song, and a lovely voice attended him, completing

the story of the deathless gods and the dark earth,

how they first came into existence and how each god obtained its share.

(425-29)
Earlier in the Hymn, Hermes had evinced a burning desire to ascend to the Olympic pantheon
himself, and this was discernible by his actions during a ritual of sacrifice, when he slaughters
two of Apollo's cattle. In that scene, he cuts the offering into 12 portions, presumably destined
for the established Olympians,'89 but he becomes overcome by the smell of meat and desires his
own share: £&v0’ 06ing kpedwv Npdccato kuoog Epufic: / adun yap pv Etepe kai addvatdv
nep g0vta / Noel’ (Whereupon glorious Hermes began to desire the offering of meat, for the
sweet smell oppressed him, though he was immortal, 130-33). The concessive clause at the end
of the sentence seems to indicate that, though he is god, Hermes is overcome with the desire to
consume the meat, which would put him more in league with mortal heroes, since gods were said
to only partake in ambrosia (e.g., II. 14.170), but he does not give in to this desire, and instead
seeks to obtain these honors by continuing his challenge to Apollo.
When Hermes strikes up his lyre and sings his second song, however, much has changed,

occasioned by Zeus' intercession, and the tune enraptures Apollo, prompting him to seek the lyre

for his own. His reaction as an audience member can be contrasted with the lack of audience not

180 Some have seen this as a specific reference to the cult of Twelve Gods at Olympia, leading to the

conclusion that the Hymn may have been performed for first performance at that location. See Burkert
(1984).
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only for Hermes' first song, which is played largely to himself, but also for the song that Achilles
sings during the //iad's embassy scene, where Patroclus sits across from his comrade in silence,
and, like the embassy members, seemingly rues the fact that the hero will not return to battle. In
the Iliad, the song does not inspire Patroclus to emulate the withdrawn Achilles, but rather he
will eventually don his comrade's armor, going forth as an incarnation of Achilles as the
aggressive warrior, a move that will cost the young man his life. And if we extend this chain of
events, this will eventually result in the death of Achilles through the agency of Apollo.
Conversely, the second song of Hermes propels the singer, Hermes, and his audience, primarily
Apollo, into a symbiotic relationship, where each will grow in status through the exchange of
divine privileges. When Hermes is in possession of the lyre, he makes a point of lauding all the
gods in due order (katd kOGpov, 433) in his second song. Smitten by the sound of the lyre,
Apollo seeks the instrument for his own. Moreover, according to Apollo in the Hymn, the lyre is
what makes it possible for one to participate in merriment (ev@pocvvny, 449), and this sentiment
shares much in common with the song Odysseus professes to prefer. In fact, Odysseus, when he
is among the Phaeacians, specifically uses the word gvbgpocvvn to describe the type of song that
brings him the most delight, as he attempts to steer Demodocus away from the epic themes of his
earlier song (Od. 9.6).

The movement from antagonism to symbiosis that is detectable in the two songs of
Hermes also coincides with symbolism of darkness and light, and even sunset and sunrise, that
are evident in the Hymn. In the early portions of the Hymn, night is primarily the province of
Hermes, as evidenced by the collocation of his epithets at the poem's beginning: kai 101’
gyetvato moida ToAOTpOTOV, aiptAloptny, Anwetip’, Ehatipa Bodv, Nyn\top’ dvelpmv, VOKTOG

ononntipa, TuAndokov (And at that time, [Maia] bore a son of many winning wiles, a robber, a
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thief of cattle, a leader of dreams, an attendant of night, a watcher at the gate, 13-15). Hermes
uses the cover of night to commit his act of theft, and drives Apollo's cattle toward Pylos, which
itself has been associated with the liminal idea of light and darkness,'8! where he then hides his
new possessions in an enclosed shelter (adAtov, 106). In recapitulating the story of the theft to his
father, Apollo lays emphasis on the darkness associated with Hermes cave, the place where the
young god is eventually discovered: év Akve KaTéKeETo pedaivn VOKTL £01KMG, / AVTP® €V
nepoevtt katd (6pov (He, [Hermes], lay down in his cradle, similar to dark night, in the gloomy
cave under darkness, 358-60). The diction here is evocative of Apollo’s entrance in the //iad,
when he arrives like the night (vukti o, 1.47), and fires his arrows of plague. And this point
of comparison to a youthful Hermes is apt if we view the Homeric Epics as documenting the far-
shooter’s own coming-of-age story. In the Hymn, the emphasis on darkness creates a link
between the cave where Hermes was born and his defiant act of hiding away of the cattle.

The movement of the cattle, animals that are often associated with sustenance and life in
Indo-European traditions, 82 from the open position of their pasture in the light of day to their
enclosure in the darkness of night is also reminiscent of Herodotus' retelling of the story of
Euenius. We will recall Euenius as the shepherd who was responsible for guarding a herd sacred
to the Sun but who falls asleep when the beasts are penned up in a cave at night, at which point
they are attacked by wolves. In recompense, the local villagers blind him, but he eventually
becomes a prophet when the gods intercede on his behalf. As can be seen, the elements of light
and darkness, the cave, and a sacred herd are all present in the narrative of the Homeric Hymn to
Hermes. But perhaps most strikingly both Euenius and Hermes become prophets at the end of

their stories. Hermes achieves this status not only because he directly challenges Apollo via his

181 See Frame’s comments on these associations of Pylos (2010, Chapter 5).
182 See Frame, esp. (2010, 49).
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cattle raid but also because he invents the lyre, giving himself the accoutrements of a poet, a role
coveted by Apollo. If the Hymn associates much of Hermes story with night and darkness, it is
the lyre that is associated with day and light: n®og yeyovag péow fjuatt EykiBapilev, / €oméplog
Bodg khéyev eknPorov AndAlwvog (born at break of dawn, he played the lyre at mid-day; at
evening, he stole the cattle of far-shooting Apollo, 17-18).

While Hermes' theft of Apollo's cattle is associated with darkness and while Apollo's
threats to cast his brother into Tartarus (255),183 and even to put him into a state of permanent
sleep (Votatov Hmvov, 289) may recall the destroying deity from the beginning of the //liad who
arrived like the night for the Achaeans, the Hymn largely depicts Apollo, the god who will
eventually gain possession of the lyre, with the opposite imagery of light. He, for example,
approaches Hermes' cave at the break of day, and his entrance throws light into the gloom, where
he is able to descry the bright treasures that lie in its every nook and cranny (235-50), and he
doesn’t fail to take notice of Hermes’ stratagem of hiding the lyre under the cover his armpit
(240-45). During his period of antagonism toward his older brother, Hermes actually professes to
be in awe of Helios (HéA0v 8& pdA” aidéopon kai daipovag dAiovg, 381), which, given the
Hymn's playful use of metaphors for light and darkness as well as Helios' association with
Apollo, can be seen as yet another provocation, somewhat akin to the Hymn's position that
Hermes was inventor of the lyre.

Shelmerdine, in fact, notes several thematic parallels between the Hymn and the Helios
scene in the Odyssey. Most importantly, when Hermes is overcome by the smell of meat and
desires to consume the flesh of Apollo's sacrificed cattle, he behaves much like Odysseus'

shipmates who are destroyed for slaughtering Helios' divine herd, but, by deciding to abstain, the

183 In the Hesiodic Catalog of Women Zeus issues a similar threat against Apollo when the young god
kills the Cyclopes, but the sentence is lessened to serving the Trojan king Laomedon for a year (Hes Fr 54
MW), a period in which Apollo was also said to be a cowherd (//. 21.435-467).
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god will act more like Odysseus. This comparison leads to the conclusion that there is an
association of Apollo with Helios, since they are both the possessors of the divine herd that has
been violated. For Shelmerdine, then, the Hymn, which she dates to the last quarter of the 6
century, is aware of an identification of Apollo with Helios.184

Although Hermes provocatively claims to be in awe of Helios, he, after successfully
negotiating the coming-of-age ritual of the cattle raid, eventually moves toward a spiritual
kinship with Apollo.18> In fact, it can be said that, by the end of the Hymn, Apollo ushers
Hermes, who at the beginning of the poem is an outsider, into his new peer group of the
Olympians. Johnston puts it this way:

Thus the poet of the Hymn portrays the relationship between an older male and a

younger male exactly as we would expect in a "coming-of-age" tale: the older

male will accept, support, and even train the younger male in skills that he himself

has mastered, so long as the younger male acquiesces in his proper, subordinate

role. But the poet of the Hymn goes even further: Apollo is portrayed not only as a

model, sponsor, and teacher for Hermes, but also as a figure who personally can

either facilitate or prevent Hermes' entry into the Olympian family and thus into

his own mature identity.

(2002, 121)

184 She states, "Although the earliest evidence for the identification of Apollo with Helios elsewhere is in
Aeschylus, I believe the hymnist also intended one here. But even if we do not see in it a reference to
Apollo, the mention of Helios at this point in the hymn could hardly fail to recall Odysseus' adventure
with that god's cattle ... By stressing the difficulty of resisting this temptation, the hymnist brings clearly
to mind Odysseus' own struggle, and again makes an implicit comparison between the prudent hero and
the clever god. Whatever theories we may form about the religious implications of Hermes'

refusal to eat, this scene provides a clear parallel between the god and the hero whose 'odyssey' he
mimics, in his need to leave a safe and comfortable home, to travel, and to prove himself by resisting
temptation" (Shelmerdine 1986, 58—59).

185 [t is noteworthy that, in modern Crete, the cattle raid is still used to forge just such a kinship between
a younger man who performs the raid and the elder party from whom the cattle are stolen—once the
possessions are returned to the original owner (Herzfeld 1985, Chapter 8). Haft (1996, 27-48) interprets
the eventual friendship of Hermes and Apollo in the Hymn in light of Herzfeld's observations. See also
Johnston (2002, 113).
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Apparent in the Hymn, therefore, is the analogue of Apollo's role seen elsewhere as either a
destroyer or benefactor of ephebic youth, but an emphasis is placed on a beneficent outcome
here.

Thus far we have seen some parallels between the Hymn and the Odyssey, including a
solar theme evoked by the roles of Apollo and Helios, and I have also argued that the Hermes of
the beginning of the Hymn is also somewhat reminiscent of the Iliadic Achilles, as evidenced by
their challenges to Apollo, by their antagonistic attitudes toward Delphi, and by the types of
songs that they sing. Of course, it is impossible for Achilles, as a mortal, to make a successful
challenge to surpass the god Apollo, and the hero cannot, like Hermes, be recognized as a close
peer in the end. In the //iad, Achilles, in his antagonistic relationship with Apollo, goes through
all the motions that we observe in the challenger Hermes of the Hymn, but the hero never fully
relents and accepts a subordinate role, bringing about his eventual death. In essence, Achilles'
relationship with Apollo, therefore, represents a cautionary coming-of-age story, resulting in a
failure of maturation, when it is compared with the bonds that are eventually forged between the
older and younger brother in the Hymn. The global theogony that Hermes sings at the end of the
Hymn functions as means to strengthen those bonds, as does his gift of the lyre, which Hermes
tells Apollo operates as the merriment of night and day (gv@pocvvny voktdg te kai fjuatog, 482).

While I have endeavored to demonstrate that the //iad operates as a cautionary coming-
of-age story, where it can be said that Achilles is destroyed in part by his challenge to Apollo, I
would like to return to how we can view Odysseus in the Odyssey as occupying the opposite end
of the spectrum, where the hero enters into a symbiotic relationship with the same god. To
elucidate this, we can again use the thematics of the Homeric Hymn to Hermes, which shares

much in common with the Odysse)'s depiction of Odysseus among the Phaeacians and with the
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themes that are present in Demodocus' songs. The microcosm of the Hymn puts on display the
quick maturation of Hermes, from the impish challenger at the poem's beginning to the
somewhat contrite, though still powerful, subordinate to his brother at its end. Odysseus, of
course, shares the epithet moAvtponog, literally translated as "of many turns," with Hermes in the
Hymn (13, 439), and both are cut from the mold of the archetypal trickster.18¢ Beyond these
similarities, Levaniouk notes that Odysseus, like Hermes in the Hymn, is depicted by a number
of instances where the marker of his age shifts, where he is represented alternatively as an aging
married man and as a youngster (2011, 67). This is perhaps most apparent when Odysseus is
among the Phaeacians, and Athena not only makes the hero physically larger but also changes
his appearance to that of an ephebe (6.229-235).

In keeping with his youthful form, Odysseus, between Demodocus' first and second song,
more than adequately acquits himself in a number of athletic competitions. The athletic tests that
Odysseus undertakes among the Phaeacians are not unlike the competitions that were part of
religious festivals that celebrated ephebic coming-of-age rituals. Both Hermes and Apollo were
often patron gods of such festivals—the former presiding over the Hermaia and the latter over
the Apallai, for example, and during such festivals, agonistic athletics were heavily featured and
operated in a similar fashion to the cattle raid featured in the Hymn, in that both of these
competitions trained young men to be warriors (Johnston 2002, 118). Johnston argues that the
Hermaia would have been a suitable performance setting for the Hymn. If this were the case, the
agonistic scenario of the Hymn's narrative would therefore match its performative setting, and it
would be unsurprising that the cattle raid is resolved by the interested parties entering into

symbiotic, not antagonistic, relationship, an outcome often inculcated through athletics.

186 For additional shared epithets and parallels between their stories, see Levaniouk (2011, 63-67).
Shelmerdine (1986) also points to a number of connections between the Hymn and the Odyssey.
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Although there is no hard evidence that the Hermaia were celebrated at Delphi, the overarching
role of Apollo in the Hymn and the prominent role of Delphi suggests that this precinct or would
have been a fitting locale for its recurring performance, and Johnston also offers up the Pythian
Games as possibility.187

I have already argued that, in a number of ways, the themes associated with the precincts
of Apollo are also present among the Phaeacians. As with festivals that celebrate males'
maturation, Odysseus' time with the Phaeacians also moves between athletics and the
performance of poetry. It is after his athletic triumphs that Odysseus is treated to Demodocus'
second song, the story of Ares, Aphrodite, and Hephaestus, which contains the vignette of
Apollo's appearance as Hermes' "teasing older brother" (Levaniouk 2011, 74). As mentioned
previously, Apollo and Hermes act as a tight knit fraternal unit, which closely matches their
relationship at the end of the Hymn, and their light-hearted bantering contrasts strongly with the
serious tone that Poseidon takes during the unfolding scene of adultery.

If the relationship of Apollo and Hermes in the second song of Demodocus and at the end
of the Hymn represents a symbiotic kinship, it is important to note that no such thing emerges for
Apollo in the /liad, a god who must endure the taunts of his fellow Olympians, including his own
sister, Artemis, and uncle Poseidon until the very end.188 If we acknowledge a relationship
between the /liad and the Odyssey and read them together as a type of loosely unified narrative,

however, we could view Apollo as being in the process of maturation and existing in two

187 Johnston puts forth a number of other possibilities as well (e.g., Olympia and Pellene) but Delphi
and/or Delos are particularly persuasive, given the prevalence of Apollo in the poem (2002, 128).

188 While Poseidon is Apollo's uncle and not his brother, the myth of Meleager shows that an uncle can
be a potential sponsor for a young man in the type of agonistic endeavors that frame a coming-of-age
ritual. The story of Meleager largely relates a negative paradigm for such a relationship. The hero kills his
uncles not during a cattle raid but after a boar hunt, and his life in turn comes to an end because of his
own mother's anger over the killing of her brother. The fullest accounts of this story are in pseudo-
Apollodorus (Bibliotheke 1.8.2) and Ovid (Metamorphoses 8.269-525). For similarities between
Meleager and Achilles in the /liad, see Nagy (1999b, 105-6).
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different stages, both its problematized beginnings in the //iad and its glorious fulfillment in the
Odyssey. In the latter poem, it is none other than Odysseus, as evidenced by his shifting age
markers, who embodies the mortal exemplar of this process.18 While Achilles is the hero who
may most resemble Iliadic Apollo, Odysseus is the one who embodies this entire coming-of-age
process experienced by the god over the course of both poems. This will be even more apparent
upon an examination the hero's homecoming on Ithaca, when his symbiotic relationship with

Apollo will reach its climax.

189 Apropos here is Levaniouk's observation concerning Odysseus: "Its seems that Odysseus' progress
towards Ithaca is represented both by an enactment of his "younger brother" role and by a gradual
overcoming of it. Once he has defeated the suitors Odysseus will be able to stop playing a youngster. The
final overcoming, however, will have to wait until Ithaca" (2011, 75).
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Chapter 4. The Bow and the Lyre

In the last chapter, I noted that, during Odysseus’ time with the Phaeacians, there were direct
references and allusions to two of the most important locales sacred to the god Apollo, Delos and
Delphi, and the same areas figure heavily in the overall trajectory of the Homeric Hymn to
Apollo.*° Though there has been a history of scholarly debate surrounding the topic of the
poem’s unity,1°1 Nagy argues forcefully for an artistic as well as socio-political impetus behind
the cohesion of its Delian and Pythian sections:

In archaic Greek poetry, the principle of unity in composition may be the result of
social as well as artistic factors. In the Homeric Hymn to Apollo, for example, the
integrity of the poem results from the fusion of two traditions about Apollo, the
Delian and the Pythian, but the artistic fusion of the two distinct traditions implies
a corresponding social fusion of two distinct audiences. The worship of Delian
Apollo is the founding principle uniting the city-states on the Aegean Islands and
on the coast of Asia Minor—precisely those Hellenic areas that are not included
in the vast affiliation of city-states united in the worship of Pythian Apollo at
Delphi. Since the Homeric Hymn to Apollo is appropriate to the city-states under
the sway of the Delian as well as the Pythian Apollo, its range of audience is truly
Panhellenic in scope.

(1999b, 1§13)"?
Indeed, this movement toward unity is detectable in the opening lines of the poem, where at first

Apollo, much like his opening presence in the //iad, initially elicits a fearful reaction, but in the

190 Over the years, commentators have given dates ranging from the late eighth to the late sixth century
BCE for the Hymn, with Burkert and Janko arguing that the final version was composed ca. 525 BCE. See
Richardson for a review (2010, 13). Although most would date the Hymn after the Homeric Epics and
although explicit mention of Delos and Delphi are only mentioned in a few cases, we can surmise that the
Homeric Epics were aware, at some stage of their development, of many of the underlying myths and
traditions that are incorporated into the Hymn, and these themes may have found their way into the Epics
through more implicit channels.

191 The connection between the Delian and Pythian sections of the Hymn have a controversial history in
scholarship, where separatist theories compete with those from unitarians. For a review of this history, see
Miller (1986, 111).

192 Elsewhere, Nagy puts forth an interesting theory that, based partly on the work of Martin, suggests
there is an embedded contest between Homer and Hesiod, since the Delian section is composed in a
Homeric style, while the Pythian section is Hesiodic (2011, 298-300).
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Hymn the focus on fear and destruction becomes unfounded when the new arrival is disarmed by

Leto:

pvfoopatl ovde AdBwpot AToAAwovog £kATol0,

6vte Beol katd ddpa Ad¢ Tpopéovaty iovTaL:

Kol pé T avaiccovoty €l oyedOV EpYOUEVOLO

nhvteg A’ E0pawv, Ote aidipa to&a TiTaivet ...

7 pa Pov 17 €xdAacoe Kol EKANIGoE papiTpny,

Kai ol 4’ 1pBipmv dpov xeipecsoy Eodca

T6E0 KOTEKPEPAOE TPOS KioVa TATPOS £010

TAGGAAOL &K YpuGEov: TOV & &c Opbdvov lcev dyovaa.
) 0" Apa vEKTap EdmKE TOTNP OEMOT XPVOEL®
deVOLEVOC IOV VIOV.

I will remember and not forget the far-shooter Apollo,
whom the gods fear when he goes through the halls of Zeus
They dart up at his drawing near,

all of them from their seats, when he stretches his illustrious bow ...

She unstrung his bow and closed his quiver,
and taking his arrows from his strong shoulders with her hands,
she hung his equipment against a pillar of his father's house
from a golden peg, and leading the way, she sat him on a throne.
His father set out nectar for him in a golden cup,
welcoming his dear son.

(1-4 ... 6-11)

Clay sees a link between the peculiarity of the Hymn's violent opening and allusions to certain

suppressed theogonic battles that had the potential to upset Olympian order, a theme that comes

more to the fore in the Pythian section of the poem, but she also contrasts the fear the new god

inspires among the Olympians with the flood of joy on Delos that accompanies the moment he

takes possession of both the bow and lyre later in the narrative of the poem, when, after Leto

finds a suitable place to give birth on Delos, Apollo’s first declares, €in pot xiBapig te eiAn kai

Kopmoda to&a, / xpriom & avBpamoist Atog vueptéa fovAny.’ "Let the lyre and the bent bow be

dear to me, and I shall prophecy the unfailing will of Zeus to men (131-32). The quick change in

the gods’ emotions when Apollo first appears at the banquet of the Olympians, therefore, tracks

closely with the poem as a whole, from fear to joy.
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Whereas many have viewed the incongruities between the first half of the poem, the
Delian section, and its second, the Pythian section, as evidence of two separate poems, Clay
instead, looking at the Hymn's overall thematic sweep, claims that, "As a whole, then, the Hymn
presents a unified and comprehensible progression with a complex but linear movement that
ends when the new god has established and received his full definition within the Olympian
order" (1994, 25). For her this movement parallels the systematic categorization of the Olympian
hierarchy, as well as the delineation of the spheres of influence of the individual gods, where
local legends and cult practices are suppressed in favor of the poem's panhellenic vision (1994,
24). As I have argued, this general movement from fear to joy, from destruction to unity, is also
apparent in the overall trajectory of the Homeric Epic’s supernarrative, where the contrasting
“coming of age” stories of the "best of the Achaeans" is highly correlated with that of the god
who, I argue, is posited as the best of the Olympians, Apollo, the god of poetry and song.

In the /liad, Achilles plays his lyre and sings of the kAéa avdpdv while, in almost the
same breath, ominously alluding to the riches of Delphi, and Apollo, at the end of the poem,
compares the hero to a lion who forcefully takes his share of the feast. These potential instances
of antagonism, fragmentism, and misrecognition, give way to a different take on the function of
poetry in the Odyssey. In the first song of Demodocus, the Muses notably prompt the poet to sing
of a kAé0g1?3 that reaches the broad expanse of heaven (kAéog 00pavov gvpyv Tkave, 8.74), and in
contrast to the Iliadic Achilles, Odysseus, in his profuse praise of the poet Demodocus, provides
his own working definition of a successful song:

00 Yap yd Y€ Ti L TELOG YapIECTEPOV Elval
1 6T évepocuvn pev &yn Kata Sfjpov dravra,

193 The contrasting kA&og of Achilles and Odysseus in the Odyssey, evident primarily in the first song of
Demodocus and the representation of Achilles in the underworld, has been noted by many. Observing
perhaps a moment of intertexuality, Nagy opines that "perhaps this kleos also bridges the gap between the
lliad and the Odyssey" (1999b, 22).
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dotopdveg 6 dva dopat akovalmvTot Gotdod

fuevot £€ging, mapd 0& TANBwot Ttpdmelon

oitov kol kpewdv, PEBv 6 €k KpNTHPOG APHLGTMV

0ivoy60¢ popénct Kai £yyein dendeoot

For I say that there is no lovelier fulfillment

than when good cheer takes hold among an entire people,

and banqueteers listen to the poet in their homes,

while they sit in a row, and tables next to them are filled with

food and meat; and, drawing wine from a krater,

the cupbearer brings it and pours it into cups.

(9.5-10)
Despite this professed predilection in the performative function of poetry, Odysseus must still,
like Apollo at the beginning of the Hymn, interrupt a feast that is taking place in his absence.
The Homeric Hymn to [Pythian] Apollo and the Conclusions of the lliad and the
Odyssey
In tracing Apollo's relationship with the "best of the Achaeans" over the course of the

lliad and the Odyssey, | have pointed to a pattern of mutual character development between the
god and the heroes who come to own this epithet, a pattern that tells Apollo's own coming-of-age
story, and it so happens that we have a condensed form of such a narrative in the Homeric Hymn
to Apollo.1%* In very general terms, the Pythian portion of the Hymn to Apollo summarizes the
god's efforts to find a suitable locale for his oracle, and the narrative follows chronologically the
story of his birth at Delos. After extensive travels, he eventually strikes upon the land that will

become Delphi, but it is occupied by Pytho, a she-dragon that is terrorizing the land in

conjunction with Typhoan, an equally sinister creature that Hera had brought into existence to

194 Tt is noteworthy that in antiquity the Homeric Hymns were thought to be “prooimion” or openings to
larger works. This is mostly deduced from Thucydides, who states, dnioi 8¢ pdiisto ‘Ounpog 6t Totadta
NV év 10ic &nect T0i6de, 8 éoTtv &k mpootpiov AwdAlwmvog (And it is quite clear that such things were in
the following lines of Homer that are from a prooimion of Apollo, 3.104.4). The historian was referring to
performances of the Hymns at festivals where athletic and choral poetic competitions occurred, primarily
at pan-lonian gathering on Delos and Ephesus, 3.104.1-5).
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punish Zeus for one of his dalliances. Apollo slays the she-dragon with a strong arrow, and then,
largely through the assistance of Helios, causes the body of the monster to decay. Though this
action, the god garners the epithet Pythian Apollo, a name that, according to the Hymn, is
etymologically related to the verbal action of causing something to rot (372-378). Despite this
accomplishment, Apollo later realizes that his land is devoid of worshippers, and therefore
induces, through the trickery of some metamorphoses, a group of passing Cretan sailors to land
at Delphi, where they become the first celebrants of Apollo to sing his song of praise, the paean.
I contend that thematic and dictional parallels to this myth are evident both in Achilles’ attempts
to desecrate the body of Hector at the end of the //iad and in certain details of Odysseus'
homecoming, and these parallels will reveal that the overarching structure of the Hymn to Apollo
has an analogue in the super-narrative of the Homeric Epics.

The Homeric Hymn to [Pythian] Apollo is centered around a successful boast over the
body of his adversary, Pytho, whose death serves as a necessary precondition to attract the first
human celebrants of his fame to the new site of his oracle. The Hymn describes the dread
presence of Pytho and the moment of its death thus:

0¢ T 7 GVTIACELE, PEPECKE LIV OGOV TLLOP,

nptv v€ ol 10v €pfike dvag Ekdepyog ATOA DV
Kaptepdv: §j 8° ddvvnowy Epeybopévn yodentot

KeTto P&y’ aoOpaivouso KOAVOOUEVT KATO XDPOV.
Beomesin o° évomn yévetr' dometog: 1 6€ Kab VANV
mokva Lad’ EvBa kol EvBa EMcoeto, Aeine 0 Bupov
@owvoV dmonveiovs: 0 8 émmu&ato Poifog AmOAL®V:
gvtavbot vdv mobev éni xBovi fotiaveipn.

000¢ o0 ve {dovsa Kakov MNAnua Bpotoicty

g€oaeat, ol yaing moAveopPov kapmov E60VTeS

&vBao” dytvnoovot teAnéooag Ekatopfog

Whoever came upon her, his fated day carried him away,
until the far-shooter, Lord Apollo, fired an arrow at her,

a missile quite strong. And broken by grievous pains
she lay there wounded, gasping greatly and rolling on the ground.
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An awful, unutterable scream was emitted. Through the woods
she coiled here and there quite tightly, but let go of her life,
breathing out blood. And Phoebus Apollo boasted over her:
Now rot here upon the ground, the nurse of men.
And you, no longer living, will not be a dread bane to men
who eat fruit from the fertile earth
and offer up perfect hecatombs.

(356-66)

Here, as the last lines indicates, Apollo becomes a champion for mankind by ridding the land of
a scourge.19° The god's actions are calculated to ensure a symbiotic relationship between his
divinity, which will enjoy the ongoing benefit of consecrated hecatombs (teAnéccog xatoppag),
and mankind, who are dependent on the fruit of the earth (kapmov &€dovteg). The future tense of
the final verbs indicates, moreover, that the threat of the she-dragon is prospective to Apollo’s
future worshipers.196
The sequence of the god’s actions here are similar to the //iad’s depiction of the slaying

of Hector and the subsequent desecration of his body by Achilles. Hector, of course, is a man,
and no monster like Pytho, but, as his impending death approaches and as he gives in to his anger
during his confrontation with Achilles, he is described thus:

GAL" 8 ye pipy’ Ayifjo TEADPLOV AGGOV 16VTaL.

¢ 0¢ dpdkmv €l yetf) Opéotepog dvopa PEVT|OL

BePpmrmg kokd eappok’, E6v 0 T pv yOAog aivoc,

opepdaréoV 08 dE€dopkeV EMGGOUEVOS TTEPL YEL]:

O¢ "Extop doPeotov Exov LEVOS ovy DIEXDPEL

TOPY® EML TPOVYOVTL POEVTV AoTO ™ €peicog

But Hector awaited prodigious Achilles as he drew nearer.

And like a huge mountain serpent in its hole that has consumed

vile poison awaits a man, and a terrible anger has set upon him,

coiling in its hole and looking on dreadfully, just so
Hector, possessing an inextinguishable anger, gave no quarter,

195 Clay notes that the battle scene is greatly compressed, “which on the evidence of artistic
representations, must have been a very popular set piece, and formed the narrative core of the Delphic
nomos” (1989, 64).

196 Of the extant versions of this myth from antiquity, the Hymn is the only one where the dragon is
female (Fontenrose 1980, 21).
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propping up his shining shield against the jutting tower.
(22.92-96)
There are enough dictional and thematic correspondences between the //iad and the Pythian
section of the Hymn to suggest a level of specificity and a link between the two, either between
the extant poems themselves or between the the traditions that shaped them.

Just as Apollo boasts over the body of Pytho, ordering the body to rot upon the spot,
Achilles, who remains defiant in the face of his own potential demise at the hands of Apollo,
issues an imperative to Hector, who had warned Achilles about the consequences of his actions:
epbaleo vOv, pun ol TL Bedv unvipa yévopot / fuatt @ ote kév og [apig kol Poifog AtdOAAwyY /
€60LOV 80Vt OAécmaoty évi Xkaifjol muAncwy (Beware now, [Achilles], lest I in some way become
a source of the gods' wrath on that day when Paris and Phoebus Apollo will destroy you, though
brave, at the Scaean gates, 22.358-360). In response, Achilles vaunts, té€0vadi: kfjpa 6° €yd 101e
déEopan Ommdte Kev On / Zevg €0EAn teléoanr 16’ dBdvartot Beol dArot. (Be gone with you! I will
receive my fate at the time Zeus should desire to fulfill it, and the rest of the deathless gods,
22.365-66).197 The imperative employed by Achilles at the moment of Hector’s death (1£6vafr,
die!) operates in a similar fashion to Apollo’s command (m06¢v, rot!), particular given the fact
that Achilles will, in short order, attempt to eradicate the physical presence of his adversary’s
body.

Apollo’s victory over Pytho is ultimately encapsulated by his fulfilled boast, when he
commands the monster to rot on the very spot that will serve as the epicenter of his oracular font,
(0 8" émv&ato Poifog AmdArwv: / EvtavBot viv mhbev, 367-68). He achieves this

accomplishment by bringing about a symbiotic alignment between deities, when, after he kills

197 Though he does not comment on these lines from the /liad, Miller notes that Apollo’s boasting in the
Hymn has a model in Achilles’ vaunting over his victims (1986, 89).
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the monster, he enlists the assistance of Gaia and the sun god to eradicate any evidence of
Pytho’s presence, with the exception of its name:
... GAAG 6€ ¥ adTOD
nvoel lodo péhava Kol nAEkTop Yrepiov.
O PAT’ gmevyOUEVOG: TNV € 0KOTOG OGGE KAALE.
Vv O avTod KoTéMLs 1epov pévog Helloto,
g€ o0 viv IIvBo kikAinoketat: ol 8¢ dvakta
[TY0ov dykaréovoty Endvopov, odveka KeOL
avtod moe TEAWP péEvog 6E€og Helioto
... But on that very spot
dark Gaia and beaming Hyperion caused you to rot.
So [Apollo] spoke boasting over her. And darkness covered her eyes.
There the holy strength of Helios putrified her,
from which the place is called Pytho, and men

call the lord "Pythian" as an epithet, because there
on that very spot the keen strength of the sun caused the monster to rot.

(372-378).

Through this symbiotic action, the archer god bolsters his fame by absorbing his victim's name
and garnering the epithet Pythian, which the Hymn etymologically connects with this process of
putrification (ndoe, from the verb mH0w).198

As with the putrification of Pytho’s body in the Hymn, the earth and the sun play an
important role in the desecration of Hector’s corpse, which Achilles drags on the ground around
the pyre of Patroclus. Achilles first brings Hector’s body to the site of the pyre and stretches it
face down in the dust, but Apollo provides the last line of defence to the desecration of the

corpse:

198 Theories exist concerning the history of the site at Delphi that contend the precinct was first the site of
worship for an earth goddess. Aeschylus' Eumenides gives a succession of goddesses, starting with Gaia,
who issued oracles from the site before it was handed over to Apollo (1-8). Those who support the
archeological evidence for such a claim include Nillson (1950, 467) and Coldstream (1977, 178). Burkert
is more skeptical (1981, 48). According to Clay, by ignoring or suppressing the canonical history of the
site and suppressing Delphic institution such as the Pythia, the female priestess who utters oracular
prophecies, and by inserting instead the novelty of a she-dragon, "the radical revision of the accepted
Delphic dogma betrays the profoundly Olympic orientation of the Hymn" (1994, 28).
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@ 0" €ml kuaveov vEEog fiyaye Poifoc ATOAL®V

ovpavobev mediov 08, KAAvyE 08 ydpov Amavto

Ooc0V EmeTye VEKVG, UN| Tpiv HEVOG MeMo1o

oKNAel apl tepi ypoda tveotv 10€ pérecotv

And Phoebus Apollo brought a dark cloud over it

from the sky to the plain, and it covered all the land,

however much the body covered, so that the power of the sun

wouldn't first rake away the flesh around the sinews and limbs.

(23.189-191)

What Apollo is preventing Achilles from acccomplishing is, I contend, the very thing the god
himself achieved in the Hymn in conjunction with Helios, when, after Apollo kills Pytho, the
strength of the sun causes the dragon to rot.

If this suggestion seems fanciful, I would point out that a simile in the //iad does indeed
compare Achilles to the sun, and, when it does so, it employs the exact same epithet of Helios
found in the Hymn. When Achilles takes the reins of his divine team of horses, we find the
collocation NAéktwp Yrepiov (tedyeot Tapeaivov dg T nAéktop Yrepiov—beaming brightly
in his armor just like the sun Hyperion, 19.394), and the Hymn, in the quote above, employs this
same rare epithet to describe Helios.19° Sired on the fringes of earth, these miraculous horses,
which some have suggested have solar connections,?%° even have the gift of prophecy. Despite
the resplendent simile that compares Achilles to the sun, the horses attempt to bring the hero

back to earth by evoking his eventual death and highlighting the power of Apollo:

GALG Tot &yy00ev ipap OLEOPLOV: 0VOE ToL TUETS
aitiot, AAAL Bedc T péyag kol Moipa kpotoun.

199 Though Hyperion is the father of Helios in Hesiod's Theogony, the former name is used primarily as a
patronymic, as in Helios Hyperion, in the //iad (8.480), and Helios is conceived of as the sun god who
travels across the sky (Gantz 1996, 30).

200 See Nagy (1973, 159), who arrives at this conclusion through an analysis of the verbal form &pnvia
and its connection to the snatching winds in solar myth. These horses’ lineage can be traced to the Harpy
Podargos: EdvOov kai Baiiov, té dpo mvorfjotl metéstny, / tov¢ £teke Ze@pm avéuw Apmota [Toddpyn /
Bookouévn Aeipudvi mapa poov Qkeavoio (Xanthos and Balios, which both flew on the winds, and which
the Harpy Podargos bore while pasturing in a meadow next to the stream of Ocean, 16.149-51).
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000E yap MuetépT Ppadvtiiti Te voyxerin te

Tpdeg an” dpouv Iatpdxrov tevye’ EAovto:

AL Be®dVv BproToc, OV Nikopog téke Anto,

gxtav’ évi mpopdyotot kai “Extopt kbO0g EdmKe.

. GAAG GOl aOTH N

nopopdv €ott Bed e Kol AvEPL 1Pt dopfval.

But the day of destruction has drawn nigh for you. And we

are not the cause, rather a great god and mighty fate.

For it was not due to our sluggishness and laziness

that the Trojans siezed the equipment from the shoulders of Patroclus,

but the best of the gods, whom lovely-haired Leto bore,

killed him in battle and gave glory to Hector.

... But for you yourself
it is destined to be forcefully destroyed by a god and a man.
(19.409-414; 416-417)

If, as Xanthus suggests, Achilles, like Patroclus, is destined to fall through the agency of “the
best of the gods” (Bedv dp1otog), the hero, as he will do later when confronted with specific
details of his eventual death by Hector, remains defiant, telling his interlocutor that he is well
aware that it is his fate to die far from home but that, nevertheless, he will not relent: ov AnEw
npiv Tpdag aonv érdcar toAépoto (I will not stop until the Trojans are driven to a surfeit of war
(19.423). And it can be said that the culminating action of the hero’s defiance revolves around
the desecration of Hector’s corpse.

Though Achilles’ plans concerning the treatment of Hector’s corpse are initially
thwarted, his attention turns to acts of memorializion for Patroclus, and the site of the pyre
becomes the focal point of the hero’s actions, and, like Apollo in the Hymn, he seems intent on
creating a religious precinct for future worship. The hero, for example, is particularly keen to
have his instructions followed concerning the boundaries of the site, first ordering that the

Achaeans douse with wine “the entire site, however much the strength of fire consumed” (nécav,

O0moGoov Eméoye mupog névog, 23.238). The spatial reference in this dictional formula is
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comparable to the one found where Apollo generated a cloud to cover the entire body of Hector
(6oc0v €neiye vékug), acting as a countervailing force to the strength of the sun (pévog neiioto,
23.191). And if we turn to the Hymn, the formula pévog + genitive is also employed, with an
emphasis on place, to describe the strength of the sun: (tr)v 6" avtod Katémvs’ iepov pévog
"HeAioro, 375; awtod mdoe médwp pévog 0&¢og Hellowo, 378). In the Hymn, this emphasis is
achieved through repetition of the adverb adtoD, the very spot where the monster rots, since this
will serve as focal point of the god’s future temenos.

When Apollo first set eyes upon the site below Parnassus that will serve as the site for his
oracle, he begins establishing the boundaries of his precinct: &vBa dvaé tekpunpato ®oifog
AnoA oV vnov momcacOot émpatov (There the lord Phoebus Apollo signaled that a lovely
temple be built, 285-86). The god himself lays out the foundation, but later the tribes of men
construct its edifice, and the site is to become the subject of perpetual song for future generations
(Goidyov Eupevar aiel, 299).201 From the retrospective vantage point after the death of Pytho, we
can see that this location will revolve around the very spot where the monster was putrified by
the power of the sun. Analogously, Achilles orders that the detritus of the flames (i.e., his
defeated foes, the young Trojans and their horses) that lie on the borders remain and that a
memorial be created that will start off small but will be built higher in future generations
(23.245-249). His actions after the flames of Patroclus’ pyre die down therefore suggest that the
hero is marking out a temenos, and this is corroborated when his comrades comply with his
request: Topvacavto 0¢ orjpa Oepeiid te TpoPdaiovto / duei mupnv (They marked off the burial

site and produced foundations around the pyre, 23.255-56).

201 For a negative paradigm of this sentiment, see the lament of Helen, who curses the day she and Paris
met, wishing instead that she had been borne away by a gust of wind to edge of ocean, realizing that she
is destined to be a subject of song for future generations, oictv &mi Zevg Ofjke Kaxodv popov, Mg kol dmicom
/avBpdmoilot tedmped’ doidyiotl éocopévolot (Zeus ordained an ill fate for [Paris and me], that thereafter
we may be famous in song for men to come, /. 6.357-58).
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Though, in the Hymn, Helios causes the body of Pytho to decay, the ultimate boast
eventually accrues to Apollo when he absorbs his opponent’s name, which, though an epithet
that is generated from a local conflict, will nevertheless continue to travel with him and serve as
reminder of his past conquests, and correspondingly it is clear that Achilles’ focus is not only on
the local site at Troy but also some unspecified future location. At his request, the bones of
Patroclus, which lie at the epicenter of the extinguished fire and are easy to discern (apippadéa,
23.240), are transferred to an urn and carried to Achilles’ hut. Reference to the urn, which will
contain the comingled bones of Patroclus and Achilles, is also found in the Odyssey (24.73-78),
and Nagy argues that this vessel is a symbol of the hero’s future immortalization “where the
tumulus that contains his bones is pictured as a kind of lighthouse overlooking the sea and
flashing a beacon light of salvation for sailors whose lives are threatened by the dangerous
waters of the sea” (2013b, 666—67).202 As we have seen, this site is also evoked in the Iliad
through Hector’s definition of heroic kA¢og, in which the burial site of a defeated warrior will
serve as marker of the victorious party’s fame (7.89-91).

I have argued that the dominant beneficiary of this process will be Apollo; that Achilles,
in the embassy scene, makes an ominous though implicit threat against the epicenter of Apollo’s
power, Delphi; that his subsequent actions after the death of Patroclus, occasioned by Apollo,
effectively bring the threat to fruition; and that counting motif represents the possibility for a
mortal character in a micro-narrative to upset the grander super-narrative tradition, with Apollo
being the continual force that circumvents these human efforts. It is therefore significant that we
again find this counting motif when Achilles drags the body of Hector three-times around the site

of Patroclus pyre (24.14). Apollo had earlier prevented the power of the sun from dissolving the

202 For more on the specifics of this urn, see “Patroclos, Concepts of an Afterlife, and the Indic Triple
Fire” (1980), in which Nagy has a more elaborate discussion on cremation, where his argument touches
upon Patroclus’ pyre but is largely framed by an exploration of Indic myth.
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flesh of Hector’s corpse (23.189-191), and the god again must be a preventative force when
Achilles directly attempts to achieve the same outcome that the sun had almost achieved:

1010 0’ ATOAA®V

nicov detkeiny dmeye ypot AT’ Eleaipov

Kol tefvndta mep: mepi 8 alyidl mavta kdAvmte
YPLOElN, Tva U pv dmodpveot EAkvoTtdlmv

... But Apollo
warded off each outrage of his to Hector's skin, pitying the man,
though dead, and he covered everything with his aegis
made of gold, so that Achilles, in dragging him about, wouldn't tear off his flesh.
(24.19-22)
That Achilles himself is aware of the symbolic significance of his actions is embedded in the fact

that the rising of the sun serves as an impetus for his own movement:

... 00OE pv Mg

eowvopévn Anbeckev vmelp Ao T NIOVOGS TE.

GAL™ 6y’ émel (ebéetev VO dppacty dkéog immoug,

"Extopa & &€AkecOat dnodoketo dippov dmichey,

Tpic 6 €pvoag mepi orfjpa Mevottiddoo Bavovtog

Nor did dawn, shining on sea and its banks, escape Achilles' notice.

But then he yoked his speeding steeds upon his chariot, and

bound Hector to drag behind his litter,

pulling him three times around the burial mound of the dead son of Menoitios

(24.14-17)

However much the hero may exert his force, his actions are prevented from taking effect by his
divine nemesis, who possesses the ability to best the hero either by generating the shadow of the
earlier cloud or by employing his brilliant aegis.

Achilles’ actions concerning the treatment of Hector’s body are often taken to be in

concert with the general desecration of the corpse theme that runs through the //iad,?°3 but we

203 Although some commentators over the years have offered up a primativist argument that the
mutilation of the corpse theme was part and parcel of the warrior society that the /liad depicts, Segal
instead pursues the progression of this motif, which reaches its apex with Achilles’ mistreatment of
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have now seen some aspects of Achilles’ actions that have an Apolline analogue, suggesting an
additional motivational force for a hero who, through his actions at Troy, is shaping his
unwithering fame. The topic of kA¢og is evident in the Hymn as well. Encouraged by his success
in defeating Pytho, Apollo returns to a site that had earlier rejected him, the spring Telphousa,
who had sent the god off to his presumed destruction, desiring fame for herself, ®¢ eimodo’
‘Exdtov némbe ppévag, dppa ol avth] / TeApovon kAo €in éni xBovi, und” ‘Exdroro (So
speaking, she persuaded the mind of the far-shooter, so that she might have fame upon the land,
and not Apollo, 275-76). His eventual return, however, brings about her destruction, and, as he
had done over the body of Pytho, he exults over her,

€vBdaoe o1 kal Epov kKAE0G EaaeTat, 000E GOV 0ing.

7 kai éni plov doe dvaé Ekdepyoc ATOAmY

TeTPAinG TpoyvTiHow, Anékpuyey 08 péedpa

Kol Popov momoat’ €v dAcel devopnevtt,

dyyt oo kpnvng KaAlppoov: EvBad” dvaktt

ndvteg EnikAnow Tehpovoin edyeTto®VTAL ...

My fame will be here, and not yours alone.

And the lord, far-shooting Apollo thrust a headland

with a pouring of stone, and he hid the rivers

and made an altar in the wooded grove,

quite near the lovely-flowing spring.

And here everyone prays to the lord as Telphousian as an epithet ...

(381-86)

Others have noted that the Telphousa episode is reminiscent of Delos’ earlier fears that Apollo is

rumored to be ruthless (dtdcBarov), and that the two separate encounters with the

Hector’s corpse, to demonstrate a purposeful arc in the rising barometer of the hero’s violence, and
concludes that the mutilation theme “does indeed arouse in Homer repugnance and even some measure of
moral outrage,” and that, in particular, “the meeting between Hector and Achilles constitutes one of the
strongest contrasts between civilized values and the savagery contained in the corpse theme” (1971, 13 &
34).
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anthropomorphic spring also frame the Pytho scene.””* Though the outcome of Telphousa’s
relationship with Apollo is seemingly negative and marked by an image of literal calcification,
being covered in a shower of rock, the spring will still share in a portion of the god’s fame
through the etiological signifier of their antagonistic relationship, celebrated in the god’s
localized epithet. But this spring will wallow in relative obscurity compared to the epicenter of
Apollo’s eventual worship, Pytho, or Delphi, which will serve not only as a local precinct but
also as an eventual panhellenic gathering spot and a launching point for disbursing his fame
broadly.

If the Hymn were to end with the eradication of the serpent Pytho, though, Apollo’s glory
would be incomplete, since he would lack worshipers at Delphi. In order for his fame to be
noised abroad and perpetuated, Apollo will first need the assistance of human celebrants, and this
is the theme that dominates the remainder of the Pythian section of the Hymn. I have argued that
the antagonism that marks the relationship of Apollo and Pytho in first portion of the Hymn has
an analogue in the /liad, in which Achilles’ actions follow the general trajectory of Apollo’s
primordial battle at Delphi. The hero kills his adversary, described as serpent, and attempts to
eradicate the physical presence of the fallen enemy in a manner that evokes the participation of
Helios in the Hymn. He does so in fulfillment of a vow or boast, stating wévta ydp 101 To1 TEAE®
10 époBev vméotny / “Extopa dedp’ €pvcag (I am fulfilling everything promised earlier, having
dragged Hector here, 23.20-21), where that act of fulfillment contrasts with the sacrificial
evidence of the eventual symbiotic relationship that will emerge between Apollo and his future
worshipers, who will offer him ongoing perfected or consecrated hecatombs (teAnécscog

éxatopPag, 366). Moreover, Achilles, at the height of his powers, has his comrades sing a paean

204 Clay states that Apollo does not use his power for random violence, but to punish pride and
wickedness, and that Telphousa is, like Typhon, on the side of the enemies of Olympus (1989, 73). For
narrative ring composition and the linking of these episodes, see Miller (1986, 56-59).
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over the death of Hector (22.391), in which there is no mention of the god who is normally the
addressee of such songs, Apollo. Therefore, though Achilles’ actions may parallel those of
Apollo in the Hymn, the hero’s antagonistic attitude toward the god contrasts strongly with the
god’s first celebrants, the group of passing Cretan sailors that the Hymn posits were the god’s
first priests, interpreters of his oracle, and the originators of the paean.

In the concluding section of the Pythian portion of the Hymn, Apollo, through a series of
metamorphoses, compels a passing contingent of Cretan merchants to land at Crisa. The god
first, in the form of dolphin, lies on the deck of their ship like a great and terrible monster (keito
néAp néya te dewvov tg, 401), and a propitious wind takes the sailors past a land where Helios,
who gives joy to men (tepyiufpotov 'Heliowo, 411) pastures his herds, and the ship even travels
past Ithaca before reaching its final destination.2%> Here, the sailors become awestruck by the
next metamorphosis, &v0’ €k vog dpovoe dvag ekdepyog ATOAL®V, / AGTEPL EIOOUEVOC HECH
Auott: Tod 8 and moAod /omvOapideg twTdvTo, 6élag & gig ovpavov ixev (There, from the ship
the far-working lord Apollo leapt, seeming like a star at mid-day: many sparks flew from him,
and the beam reached to heaven, 443-45).206 We may contrast this image, where Apollo is like a
star at mid-day, with the similes that describe Achilles at the peak of his antagonism toward this
god at the end of the /liad, where the beam from the flame emitted from his head reaches the sky
(&c am” AytdAfoc kepaAfic oélog aifép” Tkave, 18.214) and where an image of asterism later
compares the hero to the brightest star in the night sky, a baneful signifier of Troy’s eventual

destruction and perhaps his own: Aapunpotoatoc pev & v° €oti, Kakov 6¢ 1e ofpa tétuktat, / Kol 1e

205 For possible links to the Odyssey in these lines, see Janko (1982, 130-31).

206 Though the manifestation of Apollo may evoke other divine arrival scenes, Richardson observes that
there may be a particular point to his divine radiance, since he is the god of purity and light, just as his
appearance as an ephebe (449) reminds us that he is a patron of young men (2010, 141).
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QEpeL TOAAOV TLpeTOV Ogthoiot Bpotoioty (It is the most brilliant light, but it produces a deadly
sign and brings much fever to wretched mortals, 22.30-31).207

I have already asserted that, with respect to Apollo, the /liad ends in media res, granting
Achilles a type of temporary victory by holding his eventual death in perpetual abeyance, but the
completion of god’s boast and the fulfillment of his promise will in fact be enacted by Odysseus
in the Odyssey. To that end, a number of parallels exist between the Hymn, especially its Pythian
section, and Odysseus' homecoming, wherein he takes on a variety of Apolline characteristics
that become apparent even before the famous bow contest. It is significant that Odysseus first
self-fashions himself a shipwrecked Cretan upon his initial landing on Ithaca, the very same
origins as Apollo's first priests on Delphi.?%8 While some might argue that this is only a passing
coincidence, there are a number of ancillary details that link the travels of Odysseus and his
Cretan alter ego both to the sailors of the Hymn and to the god that they will eventually come to
worship, Apollo.20°

We may recall that a disagreement arose between Odysseus and Nestor about the best

manner to achieve a successful return. The two heroes eventually choose different routes, and

207 This star arrives in mid-July, and "the following period, until mid-September, is one of intense heat in
Greece and Asia Minor, and it was thought that Sirius was responsible for fevers at this time" (Richardson
and Kirk 1993, 108). Tsagalis notes that Achilles is somewhat like Orion in that he will be killed by an
enraged Apollo, and Orion is killed by Apollo’s sister, Artemis (2008, 166). For an analysis of asterism
on the shield of Achilles, see Hardie (1985).

208 For a thorough examination of Odysseus’ Cretan persona and the three Cretan lies that he tells, see
Levaniouk, who pursues additional avenues of interpretation, including a broad theme of the renewal that
is suggested by the relationship between the Cretan myths of the family of Minos and the stories
Odysseus tells. This theme, in turn, is appropriate to the occasion of the festival of Apollo being
celebrated on Ithaca at the moment of the hero’s return (2011, 82—108).

209 Nagy observes that Odysseus’ Cretan story has elements that connect it with the theme of sacrifice
and the sacral lore of Delphi. Specifically, Odysseus, in the guise of the Cretan adventurer, emphasizes
the plundering of Egypt to such an extent that it can be compared to the plundering of Troy, and the
Cretan leader holds a sacrificial dais (14.249-51), creating a link to the setting that serves as quarrel
between Odysseus and Achilles in the first song of Demodocus, Delphi. That the Delphic Oracle was
involved in the launching of expeditions to found new cities makes Delphi an ideal location to evoke in an
epic where the destruction of one city and the founding of another may be a theme (1999b, 139).
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Nestor's route home is aided by Poseidon, who sends the hero a sign at Lesbos, indicating that he
should cross the Aegean to Euboea, and even provides the old man a propitious wind for fair
sailing, leading him eventually back to Pylos (3.168-183). The same god, of course, becomes the
main hindrance to Odysseus' homecoming. As I noted in an earlier section, the Odyssey makes it
clear that Pylos is largely affiliated with Poseidon and, to a lesser extent, Athena. Moreover, |
endeavored to chronicle how the Phaeacians themselves serve as a precursor to Odysseus' return
to Ithaca, in that they, despite an appearance of allegiance to Poseidon, evince many links to
Apollo. It is of great interest, therefore, that Odysseus, when he first meets a disguised Athena on
his return to Ithaca, tells her a story that he, a Cretan, reduced to the necessity of plunder, was
unwillingly diverted by a strong wind to the island from one of his true goals, Pylos (13.256-
290). In the Homeric Hymn to Apollo, the same basic situation holds true for the Cretan sailors,
merchants or pirates who are diverted to Delphi from their original destination of Pylos (397-
402). While Apollo is the obvious controlling force in the Hymn, taking command of the
Cretans’ ship through a variety of means, his presence is more implicit, though no less
significant, to Odysseus’ homecoming.

The Cretan alter ego of Odysseus, therefore, potentially evokes the etiology of Apollo's
first priests, the first to interpret his oracle and to sing the god's paean, but the hero's actual
travels also closely match those of the god who will become sailors' patron deity. Prior to the
formation of the god's prophetic center at Delphi, the Hymn tells us that Apollo either rejects or
is rejected by a number of unsuitable locations, such as lands already associated with Poseidon
(230-39) until he eventually settles on Delphi (290), but, as we’ve seen, the land is already
occupied by the dread presence of Pytho. Apollo is motivated to kill the monster with his arrows

specifically because it threatens to be a bane to the men who will bring perfected hecatombs
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(teMéocag ekatopfac, 366) in the god's honor. Like Apollo in the Hymn, Odysseus, after
moving past lands associated with Poseidon, which for Odysseus include the Island of the
Cyclopes and even, to some degree, Scheria, must undergo a type of initiatory contest that will
be won with a bow at a site that will serve as his home base. When Odysseus lands on Ithaca, he
finds his home beset by the suitors, and they constitute a similar thematic threat to the one at
Delphi, since an imminent festival is the occasion for the hero’s return, a religious festival
celebrating Apollo. And, as we shall see, the suitors will indeed imperil the holy hecatombs of
the god, desecrating a sacrifice in his honor.

I have posited that Odysseus, through his Cretan persona, shares certain similarities with
the original Cretan priests of Apollo as depicted in the Hymn, the first to interpret his oracular
messages and to sing his song of praise, and, through his actual identity, with the god himself in
the Hymn, since his herds, and the god’s, have been ritualistically violated by the suitors. I
believe both comparisons can be valid, particularly if we consider the feat the hero achieves at
the moment of the bow contest, where the god and man seemingly become one, with Odysseus
hitting a mark no man has ever achieved (22.5-8), and wielding the bow like a master of the lyre
(21.404-11), scenes which I will analyze more fully in the next section. The symbiotic unity the
hero achieves with the god allows him to act out his vengeance while invested with an archer's
prowess that borders on the superhuman, firing a shot that first pierces through 10 axe handles
and successfully completing the contest, implying that Apollo has indeed heard his and

Penelope’s prayers.

Hitting the Mark: Successful Prayers and The Festival of Apollo

When Odysseus, dressed as a beggar and asking for a portion of the feast, first finds

himself among the suitors, he ironically addresses their leader Antinous, "seeming not the worst,



158

but the best, of the Achaeans, since you appear like a king" (17.415-16). This barb cuts two
ways, since it evokes not only Odysseus himself, whom the suitors are threatening to overthrow
by becoming his substitute,?19 but also Achilles, two characters whose fame is compared
elsewhere in the poem. When Antinous responds to the beggar, stating, ‘tic daipmv T60e o
npoonyaye, dartog dvinv (What god brought forth this bane, the killjoy of the feast? 17.446)211
he seemingly evokes this comparison, as the collocation of wfjpa and dottdg can allude to the
argument between Achilles and Odysseus that takes place at a sacrificial feast (Oe®v €v douti
Badein, Od. 8.76), a setting that served as a backdrop for Apollo's prophecy concerning the
beginning of pains associated with the fall of Troy (mpatog apyn, 8.81). Nagy argues that the
word ztfja, in both the Odyssey and the Iliad, can refer to the great suffering precipitated by the
death of Achilles (1999b, 62—63), and he also notes that the two instances where we find nfjpa
and 6duc in close proximity also happens to be where we strangely find our only references to
Delphi in the Homeric Epics (1999b, 57), with the other being the embassy scene, where
Odysseus addresses Achilles and tells the hero he will not be without a feast, though the
Achaeans are facing great pains (9.225-230). Shortly thereafter, the aloof hero compares the
offering with the riches of Delphi (9.404-05), ultimately rejecting the entreaties to return to
battle. While Nagy doesn't comment on the scene between Antinous and Odysseus in this
context, I would like to look further at potential allusions to Apollo's precinct at Delphi that lurk

beneath the surface of Odysseus' return.

210 For Odysseus as a model for the suitors, see Levaniouk (2011, 67).

2117 translate dvinv as the accusative of the noun dvia in apposition to nfjua, largely because dartdg is
genitive. Most translations seem to take dvinv as the infinitive of the verb avidw.
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The festival (da116) to which this suitor refers is presumably the religious festival that
looms as the backdrop of the hero's return.?1? In Book 20, when the suitors are in the act of
plotting the murder of Odysseus' son, Telemachus, their attention is diverted to the preparations
of an upcoming celebration. Heralds lead forth the holy hecatombs (iepnv éxoatopufpnv) of the
gods, and they come to a spot sacred to Apollo: 101 8" dyépovto kdpn Kopodwvteg Ayotol / GAGOG
1o okiepov ExatnPorov Andordwvog (the long-haired Achaeans collected beneath a shady grove
of Apollo, the archer god, 20.277-78). As Levaniouk notes, this festival has all the earmarks of
the apellai, which were ...

assemblies of the Dorians held at seasonally recurring festivals, from which the

Doric form of the god’s name, Apellon, may derive. Burkert points out that the

feast of the apellai at Delphi is the feast of the epheboi, young males who are

coming of age. And, of course, Apollo himself is most often depicted as an

ephebe, beardless and long-haired. Given Apollo’s primary concern with the

transition of male youths to full adulthood, it is likely that the festival on Ithaca in

the Odyssey is an occasion celebrating the maturation of a new generation, similar

in this respect to the festival of the apellai in Delphi.

(2011, 66)
If these festivals celebrated ephebic maturation, the purported ritual occasion that coincides with
the return of Odysseus also happens to provide an apt circumstance to contrast the two main
characters who contested for the epithet of “the best of the Achaeans” over the course of the
Homeric Epics, where the successful return of Odysseus, ushered in under the auspices of
Apollo, is diametrically opposed to Achilles’ destruction by that same god.
That the suitors and their supporters profess to have a special relationship with Apollo is

evident from the outset of Odysseus’ arrival on Ithaca. Attended by the swineherd Eumaeus and

dressed as a beggar, Odysseus first comes upon the goatherd Melanthius, who is bringing his

212 In the compressed time-frame of the Odyssey’s final books, the exact timing of the festival is difficult
to ascertain, but presumably, given the poetically-charged word ddiic in conjunction with the rapidly
approaching festival, the suitor’s reference evokes the upcoming celebration of Apollo.
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offering to town for the upcoming festival and who physically and verbally abuses the pair.
When he hears Eumaeus pray for some god to guide his master home to visit retribution for this
affront, Melanthius replies with following wish, ol yap Tniépoyov Bédrot dpyvpdtooc ATOAA®V
/ ofjuepov &v peydpotg, i} Vo pvnotiipot dapein, / g OdVGHT Y& TMAOD AndAETO VOGTILOV TP
(Would that Apollo the silver bow strike down Telemachus today in the halls, or that he be
brought low by the suitors, just as the day of return was lost for Odysseus in far off place,
17,251-53).

The abuse later continues at the hands of the leading suitor, Antinous, who, becoming
angry after hearing one of Odysseus’ Cretan tales, hurls a footstool at the beggar. After receiving
the blow Odysseus stands firm, and all this serves as a backdrop for Penelope's defense of the
man standing before her, ‘aif’ oVtwg avTéVv 08 PdAot kKAvTdToE0G ATTOAA®Y (Would that, in such
a way, Apollo, famed for the bow, strike you yourself, [Antinous], 17.494). Her entreaty evinces
a desire for the assailant to become the victim, and Penelope's prayer is even strengthened and
universalized to include the other suitors by her attendant Eurynome, who continues, ‘si yap €’
apriov T€Aog NUETEPNOL YEVOLTO: / OVK GV TIC ToVT®V Y §68povov Hd ikorro (If only a
fulfillment happen for our prayers, none of these men would arrive at well-throned dawn,
17.496-97). Given what will eventually transpire in the bow scene, Penelope's prayer suggests
not only that there will be a reversal, where the assailant will become the victim, but also that
there will be a type substitution for the avenging god, whose role, I contend, will be enacted by
Odysseus.

The scene of the hurled footstool presages one that, while containing the similar motif of
an interrupted banquet, explicitly depicts an act of sacrilege involving Apollo. Shortly after we

are told that hecatombs are being led out for a gathering of long-haired Achaeans in Apollo's
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shady grove (20.277-78), Telemachus makes efforts to ensure that his father, still disguised as a
beggar, will receive an honorary share of the feast, which is being divided out in portions (poipog
dacodpevol daivovt’ épuvdéa daita, 20.280), but Athena does not allow the suiters to refrain
from insult so that more pain may set upon the hero’s heart (6@p” &t paArov / 6On dyxog kpadinv
Aogptiddny ‘Odvoija, 22.285-86). Specifically, Odysseus must withstand the indignity of being
the target of a missile hurled by one of suitors. This projectile is nothing less than an ox-hoof
carved from the very sacrificial offering to be dedicated to Apollo (20.284-319).

This scene not only demonstrates that the suitors have little regard for the rituals
associated with this god but also brings the interlopers' sacrilege in line with the continual
depletion of the hero's estate, since the sacrifice was most likely drawn from Odysseus' herds.213
As Nagler observes, the suitors sacrilegious actions and eventual destruction give them an
uncanny resemblance to the faction of Odysseus' crew that conducted its own imperfect or
perverted sacrifice on Thrinacia, the island of Helios, and it is this connection that may underlie
the poetic privileging of the crew’s crime in the proem.?1* He reaches this conclusion partly
through an analysis of words in the proem that have some connection to contests in general,
where contestants must exert themselves and strive in a win/lose situation, possibly undergoing
suffering and pain. Some of the words and phrases from the proem that fit into such a

competitive arena are: wéBev dAyea (he suffered pains, 1.4); dpvouevog (striving to win, 1.5); and

213 To that end, it is of interest that, when Penelope eventually narrates the suitors’ violations that she had
to endure to Odysseus, she describes the depletion of their estate’s herds with the phrase foag kai ipla
pfia (23.304), a phrase that Achilles uses, in the same breath that mentions Delphi, to describe herds that
are capable of being rustled (Aniotol pev yap te foeg kai ipa pijda 9.406), and a collocation that is also
associated with cattle of the sun on the island Thrinacia that are destroyed by Odysseus’ crew (cf. Od.
12.127-128).

214 For more on the term “perverted sacrifice” in epic and tragedy, see Seaford, who examines incidents
where the subversion of rituals gives them a perverted or anti-sacrificial quality. This can extend to acts of
uncontrolled violence that are expressed in terms that evoke, but depart from, the controlled rites of ritual
(1989, 90-94).
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atacOarinow ([they were destroyed] by their folly, 1.7), the last of which he describes as a
sound-alike word for &ebrot (contest). Perhaps even more persuasive is his argument that "'effort'
and 'loss by death' are closely connected on an implicit level by an overriding idea of sacrifice,”
and that both the Thrinacia episode and the suitor scene revolve specifically around instances of
perverted sacrifice,21> wherein the suitors, like Odysseus' crew, feast on "socially-forbidden
cattle" (Nagler, M. 1990, 339-40).

He additionally argues that the suitors, as illegitimate cattle slayers, are symbolically
identified with the cattle they consume, and, through an act of inversion, “are soon to be like
(cattle) victims,” where Odysseus will later spill their blood in a “surgical strike” (1990, 340).
We may also note that, in terms of religious observance, both the crew and the suitors call for a
deferral of the action. One of the crew members, for example, attempts to persuade the others to
join in the scheme by telling them that they will later appease Helios by establishing a temple in
his honor once they return Ithaca. Their violation of the cattle, of course, outweighs their vow to
build temples, and they die because of their sinful actions, highlighted both by the temporal
deferral of acts of piety to later time and by a botched sacrifice.

Similarly, the suitors not only despoil a sacrifice, they also take actions that are
seemingly calculated to appease a god prospectively. When, for example, Antinous sees one after
another failing to string Odysseus' bow, he calls for a deferral of the contest:

VOV pEv yop katd dfjpov €optn Toio Beoilo
ayvn: tig 0¢ ke To&a TiTaivolt’; ...

n®bev 8¢ kéheahe Merdvbiov, ainorov aiydv,
atyog dystv, oi maoct péy” €Eoyot aimoiioloty,
Oop’ émi unpio BEviec ATOAA®VL KAVTOTOEWD
16E0V TEpdpecta kol EkTedémpey deblov.

Now throughout the district is the holy festival of the god.

215 For a detailed account of this term, see Henrichs (2000).
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Who would bend the bow? ...

In the morning bid Melanthios, the goatherd,

to bring the goats, those that are most excellent in all the herds,

so that, dedicating thigh pieces to Apollo, the illustrious archer,

we may try the bow and complete the contest.

(21.258-59 & 265-68)

This happens to be the same Melanthios who prayed for Apollo to strike down Odysseus' son,
Telemachus (17.247-53), and as we can see the offering falls well short of a full hecatomb.
Antinous, moreover, would like to have the contest concluded (éxtedémpev debrov) on the
following day, the day after Apollo's festival, when he would offer token sacrifice to the god.?16
The contest is destined to occur on this very day, however, and Telemachus is the first to try his
hand at the bow.

Thus far we have seen that the festival of Apollo on Ithaca has elements that connect it
with a similar Delphic backdrop in which Odysseus and Achilles are compared within the “best
of Achaeans” theme, and furthermore that the occasion sets the stage for a potential coming-of-
age story. The one character in the Odyssey that would seemingly be a candidate for such
initiatory proceeding, however, would be the young man on the brink of maturity, Telemachus,
the son of Odysseus. And, in fact, the bow scene does establish the circumstances under which
this young man can prove his worth. Although Telemachus was easily rebuffed by the suitors
and prays to Athena for guidance at the beginning of the Odyssey (2.262-266), we find a changed
character as the poem marches toward its conclusion, where the young man threatens to kill one
of the insolent challengers to his father’s estate. Indeed, as the bow contest begins to develop,

Telemachus even goes on to chastise Penelope, claiming the authority of the bow, telling her that

"the bow is a matter of concern for all men, but chiefly for me, for mine is the power in the

216 Benardete, who offers up a Platonic reading of the Odyssey, observes that, “for all we know Antinous
might have succeeded, with Apollo’s help” (2008, 143), but this ignores the various violations against the
god already committed by the suitors.
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house" (16&ov 6 Gvdpeoot peAnoet / maot, poiota 6 €uot: Tod yap kpdtog 0T  €vi oiK.
21.353). In wonder Penelope retreats to her chamber, because the proclamation (ub6ov, 21.355)
of her son affects her greatly.

But the young man is not quite ready to take center stage, for this honor is reserved for
Odysseus.?17 We find that this is the case during the preliminary efforts by the attendees of
Apollo's festival to string Odysseus' bow. Telemachus is among the first to attempt to accomplish
this feat:

ot & dp’ én” 0vOOV iV Kol T6EoL e TILE.

TPig HEV pv meAéptev €pvooectan peveaivov,
Tpig 6¢ pebnke Ping, ...

Kol vO ke 0N P~ €tdvuooe Bin 10 tétaptov AVEAK®YV,

AL’ ‘Odvcevg dvéveve Kai Eoyebev 1€pevov mep.

Then he went and stood at the threshold and tried the bow.

Three times he caused it to quiver in his desire to draw it,

but three times he released his strength, ...

And now he would have strung it with his strength, drawing it back on the fourth,

but Odysseus bent his head in dissent and checked him, though he was eager.

(21.124-26; 128-29)
It is clear that if Odysseus had not checked his son, forcing him to relax his strength, the young
man would have been successful in the contest, but it is not quite his time to take control of the
proceedings and he must relent.?18
The number of times that Telemachus draws back the bow is noteworthy, since, in the

1liad, the rejection of an effort on the fourth attempt is a repeating theme and the denying deity is

Apollo. In an earlier chapter, I analyzed the attempts of warriors to exceed their station and

217 Roisman notes that the Odyssey employs a number of different strategies to create a mirroring of
father and son in order to elucidate differences based on their level of maturity (1994, 2-3).

218 According to Segal, the bow itself “foreshadows the due succession of Telemachus” and “his actions
are soon to belie this alleged helplessness.” He also observes, however, that Telemachus attempts to string
the bow while at the threshold of the court, whereas Odysseus will fire the weapon while seated from
inside the palace. The threshold therefore signifies a difference in the development of maturity between
father and son (1994, 56 & 80).
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topple Troy before its appointed time as a function of the poem’s metapoetics, in which the god
Apollo operated as a force that propelled the poem toward its proper teleology.21° Just as the
1lliad uses a series of past contrary-to-fact conditions to describe what would have happened
without Apollo's intervention, the Odyssey does the same for Odysseus’ refusal of his son’s
wishes (21.128-29). Though, in the /liad, warriors such as Diomedes and Patroclus attempt to
press their advantage within the context of the “best of Achaeans” theme, the counting motif
reaches its climax in the person of Achilles, who circles the pyre of Patroclus three-times with
the body of Hector, attempting to desecrate it, but his efforts are repeatedly rebuffed by Apollo.
If we map Achilles' direct confrontation with Apollo onto the scene of Telemachus' attempts to
string the bow, we will also find a theme of strength is prevalent in both. In the //iad, this theme
lingers until the very end and is never fully resolved, even serving as a point of recrimination that
the god lodges against Achilles during a final council of the gods, where Apollo compares the
hero to a lion who yields to his extreme strength (neydan ... pin, 24.40) and goes against the
flocks of men in order to seize a feast. While it is clear that the relationship between Achilles and
Apollo differs dramatically from that of Telemachus and Odysseus, the former in each pairing is
attempting to surpass an individual that is a type of model, creating a type of competition. Like
Achilles, Telemachus must relent on his fourth attempt and accept that, despite his own
formidable and growing strength, he is in the presence of someone stronger still.

In denying Telemachus' efforts to string the bow, Odysseus tells us that the story still
belongs to him, and, strange as it may seem, he is the only one who will, as Levaniouk states,
"accomplish fully that transition which the festival of Apollo celebrates" (2011, 67). He does so

by occupying, at various points in the narrative, both phases of a successful maturation process,

219 See my earlier section “Apollo and the Metapoetics of Prophecy.”
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its challenging early stage and its fruitful conclusion, culminating with his (re)marriage to
Penelope. Despite his relatively advanced age, Odysseus is depicted at times as young man who
must, in effect, rewoo his wife, during the course of his homecoming. Penelope, of course, is not
just a conquest to be won, but a force in her own right, who will be a necessary ally in Odysseus'
successful return and victory over the suitors. In this light, we may view Telemachus' dismissive
attitude toward his mother, when he dispatches her to her room during the preliminaries of the
bow scene, as further evidence that the young man is not quite ready for prime time, for it was
Penelope who literally held the key to the bow, an ivory-handled key that she uses to free the
weapon from its place of hiding (21.1-5).

In Odysseus’ absence, it is Penelope who creates the necessary acts of deferral to bring
the action to its proper fulfillment. In order to keep the suitors perpetually at bay, the wily
Penelope devises a stratagem in which she will agree to marry after the completion a death
shroud that she is weaving for Laertes. She weaves by day and unravels her work each night until
she is discovered. Antinous, one of the suitors, tells of the discovery of her deception and its
timing,220

non Yap tpitov gotiv &10C, Thya 8 £lot TéTApTOV,

€€ oV atépPet Bupov évi oBecoy Ayaudv ...

1 0 06A0V TOVS dALOV EVi ppect pepunpiée:

oTNoGOUEVT HEYAV 1OTOV €V PLEYAPOITY DQOALVE ...

For now it is the third year, and quickly will be the fourth, since she has been
maltreating the desire in the breasts of the Achaeans ...

She devised this other trick in her head:

setting up a great loom in her chambers, she began to weave ...

(2.89-90 & 93-94)

220 This is the first of three different narrations of the shroud, which all vary depending on the perspective
of the narrator. For a close analysis of these versions, see Lowenstam (2000, 333 ff.).
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Others have noted the connection between weaving and Homeric poetics.??! Nagy, for example,
equates the variegated layering of weaving to the intricate levels of meaning that result from the
pattern of retelling stories through the oral tradition, and he focuses specifically on the Greek
word used for self-referential allusion to such crafty designs, poikilos.??? Levaniouk perceptively
observes that the Odyssey employs a word that places emphasis on the shroud’s completion,
ToAmedo, in several places, where one might expect to find the unmarked word for the verbal
action of weaving, Veaive, and this unusual choice of diction serves to highlight the mutually
dependent fame (k/eos) of husband and wife, since the verb toAvmedm is also used to describe
Odyssesus’ accomplishment of war (2011, 267). 223

The completion of Penelope’s shroud is multivalent, since, though the suitors assume this
will represent the winning of the queen’s hand by one of their number, its actual completion in
the fourth year will usher in their demise and the successful reunion, a type of remarriage, with
her husband.??4 In the latter sense, the creation can also be considered a type of wedding

garment, not just a death shroud.22> This is particularly evident in a later description of the

221 For a concise review of connection between weaving and song in Homer and the lyric poets, see
Snyder, who also observes that the loom shares certain attributes with the lyre, where the striking of the
“strings” with the shuttle is similar to the plucking of the lyre’s strings with the plectrum (1981, 193).

222 Penelope’s shroud is not an extensive topic in his study, but Nagy does note that the heroine’s work is
analogous to the patterns of found on the dresses of female chorus members in Geometric vase paintings
(2010a, 11§449).

223 As Lowenstam observes, the topic of kleos occurs in close proximity to the theme of the shroud,
particular in the tale’s second telling, as narrated by Penelope, who claims that her fame would be greater
if her husband were to return (19.128). For Lowenstam, Penelope’s weaving represents an effective act of
burying her husband and conversely the unraveling revives him and also extends the life of the suitors
(2000, 336-37).

224 1t is noteworthy that Odysseus has been absent for more than four years and that, though expressed in
years, one might say that the counting motif that is associated with Apollo in the //iad is present here, too,
where the shroud is scheduled to be completed soon, at the beginning of the fourth year, which roughly
coincides with the celebration of Apollo’s festival.

225 The multivalent nature of Penelope’s creation has been noted by others. Levaniouk, for example,
observes that, while the garment may ostensibly represent a death shroud for Laertes, it also, from the
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shroud that is offered up by one of the suitors in the underworld, in which it is claimed that
Penelope washed the garment?26 and it simultaneously shone like the sun and the moon (24.146-
147). It has been remarked that this celestial phenomenon is a particularly propitious time for
marriage, as it marks the transition from one month to the next, coinciding with the timing of the
festival of Apollo, which is in the act of being celebrated at the very moment of Odysseus’
return.?2” The completion of the shroud, therefore, entails a binary effect, both of death (for the
suitors) and survival (for Odysseus, Penelope, and their extended household), an effect that
connects well with the solar theme that is so evident throughout the poem.??8
Shortly after Antinous’ request to defer the contest, Odysseus, about to reveal his

identity, takes up the bow, making it clear that he will brook no further delay and intends for the
completion of the contest to occur on this very day, during the festival of Apollo. Before he does
s0, he utters a curious remark and his own prayer to Apollo:

of)rog}tév on debhog ddatoc EkteTédecTal:

VBV aute oKomov dAlov, dv 0D nd Tig Pakev avip,

eloopat, of ke TOYOUL, TOPN 6€ pot VYOG ATOAAWV.

This decisive contest is indeed in the act of completion.

Now another mark, which no man has ever stuck,

I will know, if I should be successful, and should Apollo grant me this prayer.

(22.5-8)

retrospective vantage point of the poem’s conclusion, displays the reestablishment of his family line as
well as the (re)marriage of Odysseus and Penelope (2011, 264 & 272).

226 For washing garments and the connection to marriage, see Clayton (2003, 47).

227 See Levaniouk (2011, 271), who cites Austin and others. Alexiou observes that there are sustained
parallels between the rituals associated with lament for the dead and traditional songs that are sung when
a bride leaves her father’s house (Alexiou 1974, 120).

228 Though there is no scholarly agreement on the exact timing of Apollo’s affiliation with the sun and
Artemis’ with the moon, associations that become somewhat more evident in later antiquity, these gods,
as we noted elsewhere, do loom large over Odysseus’ return, just as they make an appearance at the end
of the /liad via Achilles’ evocation of the Niobe myth, where the god and goddess operate primarily in
their destructive capacity.



169

While Odysseus here seems to be offering a rejoinder to Alcinous' remark about the fulfillment
of the contest, closely echoing his rival's language, his additional statement that he is about to hit
a target no one ever has struck, raises the possibility that the hero's conception of the teleology of
the contest is radically different than that of the suitors.22°

Odysseus insistence for the contest to be concluded on that very day, during the festival
of Apollo is not insignificant, since it brings to fulfillment the speech act of his prayer to Apollo
during the course of a ritual. Additionally, as Levaniouk observes, this festival day will
ultimately conclude with Odysseus and Penelope entertaining each other with their own personal
stories, where their individual tales intersect to become special speech acts, and thus “Odysseus’
return is both a personal story and a central, reality-defining myth, and its performance a ritual
act” (2011, 13). The ability of the couple to share in this moment is predicated on the success of
Odysseus’ prayer to Apollo. That Odysseus’ achievement is founded upon the good graces of
Apollo is reflected in the conditional mood of his prayer, t6pn 8¢ pot edyog And6Alwv (should
Apollo grant my prayer), a formula that is matched by Penelope’s own promise of fulfillment,
where she proclaims that she we clothe the beggar standing before her, Odysseus in disguise, in
lovely raiment and send him wherever his heart bid, should Apollo grant the prayer, don 6¢ ol

gbxoc Amorlov, (21.310).230

229 Nagler is one of the few that gives these lines intense scrutiny, and argues for a connection between
the words GiebAroc and dtacBario (see my earlier analysis of the latter word), thus giving the “contest” an
element of ritualized violence in which the hero partakes. The hero furthermore crosses a threshold or
boundary to bring Iliadic combat into his household, where “Odysseus's bow, which does not shoot
outside, in wars, is both symbol and instrument of the hero's sanction to kill when necessary within his
social group.” He also notes that Apollo is “in this context a dark god of unregulated combat—precisely
the deity to whom Odysseus prays as he crosses the boundary between ritual contest and ritualized
murder” (1990, 351-54), though the god is not a main focus of his analysis.

230 That Apollo is the force who controls the way Odysseus’ reunion is to be achieved is noted by
Levaniouk, who see some parallels to the myth Idas and Marpessa, where there was a threat to their
marriage by the bow of Apollo but where Idas withstands that challenge, as well as to the myth of Eos
and Orion, where the threat comes from Artemis (2011).
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As Nagy points out, when a god heeds a prayer, this represents a successful speech act on
the part of the petitioner, a marked utterance where word and action, myth and ritual, coalesce in
fulfillment,231 but there seems to be an idiosyncratic element to Odysseus’ prayer, since the hero
proclaims that he is about achieve, or hit a mark, that no man has accomplished.?3? By hitting a
mark no man has ever struck, Odysseus will achieve something no hero who preceded him was
able to complete, placing a special designation on his achievement, and giving it an added
element that was lacking in other prayerful speech act within the Homeric Epics, and it will be
necessary to compare this successful speech act with others of a similar ilk from these poems.

Earlier, I noted that, in the //iad, the priest of Apollo, Chryses, had the power to summon
Apollo's wrath because he actually had constructed temples and sacrificed hecatombs in the god's
honor throughout the Troad, and he very clearly displays the symbols of his Apolline
associations such as his ribbons and scepter. In effect, the priest, as the earthly representative for
a god, can take on defining characteristics of his patron god, as can be seen when, by
substitution, the tears of Chryses become the arrows of Apollo (ticelov Aavaoi €ud ddkpva coiot
Béleootv—May the Danaans pay for my tears with your missiles, 1.42). The conclusion of the
Odyssey, however, suggests that Odysseus even achieves something of a higher order than a

priest such as Chryses. When Chryses prays to Apollo and asks for vengeance, the success of his

231 This is highlighted within the context of the word the word apeiléd, which "designates the actual
performance of a speech-act, a miithos, while the word teléo, derivative of télos ‘fulfillment’ guarantees
that the speech-act is really a speech-act, in that the course of events, which amounts to actions emanating
from the speech-act, bears out the speech-act. We may compare the Homeric instances where apeiléd can
be translated as ‘vow’ in the context of prayers addressed to gods (Iliad XXIII 863, 892). In such cases
the course of events in the future is predicated on the value of the words spoken as a speech-act: if a god
hears a prayer, then the words spoken as prayer are a speech-act, and then the actions promised by the one
who prays can bear out the speech-act" (Nagy, G. 2004, 141).

232 See Crissy for a contrasting viewpoint on this scene. She interprets Odysseus’ proclamation as a
hubristic mannerism that puts him in league with earlier heroes, especially the bowman Heracles, who
challenged the gods (1997, 50-51). In terms of comparison between Odysseus and Heracles in
conjunction their use of their bows, which have individual genealogies, Clay, however, sees the former
hero as humane and the latter as brutal (1983, 91-97).
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speech act brings out the deadly archer, who visits retribution against the Achaeans for the
implicit slight against his own godhead.

Though Apollo’s honor may have been indirectly insulted, he essentially acts on the
priest’s behalf, and, through this arrangement, it is clear that the priest is subordinate in this
hierarchal order. Similarly, if we take this parallel into the divine sphere, Helios in the Odyssey,
although he is a god, must petition Zeus and the established Olympians to intercede in a targeted
action against the malefactors who consumed his herd, and his plea for vengeance and the
prayers of Apollo’s priest and the sun god from the Odyssey share the same tone of the need for
requital (tioa o1 £tdpovg Aaeptiddem Odvoijog — Provide vengeance against the comrades of
Odysseus, the son of Laertes, 12.383). In both acts of retribution there is a degree of separation
between the petitioner (Chryses or Helios) and the executioner (Apollo or Zeus). Odysseus’
vengeance against the suitors, however, will be enacted through his own person, setting his act
apart from the above cited instances of divine intercession.

In an earlier chapter on the //iad, I analyzed the seemingly opposing aspects of Apollo
that are on full display as early as the first book of that poem, comparing the destroying archer-
god who shoots from afar and who arrives like the night for the Achaeans at the poem's opening
with the god who acts as chorus leader of the Muses and who brings delight with his lyre to the
collected participants of a banquet on Mt. Olympus at the conclusion of the same book. While
these attributes may seem to be oppositions, they can also be viewed as the thematic end points
of the generic continuum of poetry itself. As we have seen, while the Homeric Epics display the
ability to encompass all the sub-genres within this broad range, certain characters possess
attributes that place them comfortably in one camp over the other. The character Achilles, though

he may be more nuanced than he seems, is of course well suited for the marshal themes of an
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epic poem, whereas the lover Paris seems to be out of place among the welter of the warriors and
is a creature designed for the themes of lyric poetry. Nevertheless, both of these characters are
lyre players (3.54), two of the only mortals described as such in the /liad.

In the Odyssey, it turns out that Odysseus, like Apollo or the two heroes who will meet at
the death of Achilles, is a type of lyre player, too, a skill that is highlighted metaphorically at the
climax of the bow scene. Before uttering his prayer to Apollo, Odysseus makes his attempt to
string his bow, an action which the poem describes thus:

O¢ ap” Epav pvnotijpeg: atap moivuntic Odvooceng,

avtiK’ émel péya to&ov ERactace Kai ide mavn,

O¢ 0T AvNp QOPULYYOG EMGTAUEVOG KOl GLOWOTIG

PNidimg Etdvuoce vEm mepi KOALOTL YopdnV,

ayag dpeotépmbev Ebotpess Eviepov 01dg,

O¢ ap” dtep omovdtig Tévuoey péya T6Eov ‘Odvooelc.

de€itept Gpa yepl AaPav telprcato vevpis:

1N 0" Vmd KaAOV deloe, xeAJOVL eikEAT OOV

So the suitors spoke, but as soon as wily Odysseus

took up his great bow and viewed it from all sides,

as when a man well-acquainted with the lyre and song

easily stretches a cord around a new peg,

fastening the well-turned sheep gut on both ends,

just so Odysseus without effort strung his great bow.

Taking it up with his right hand, he tested the string,

which resounded beautifully, similar in tone to the swallow.

(21.404-11)

Like a poet such as Demodocus, Odysseus, must now command a full-range of song, first of epic
and then of lyric themes, but he must also act out these themes to their fulfillment. In a sense, the
hero must first enact the part of Apollo at the beginning of the /liad, using his bow to bring low
the Achaeans who have slighted his honor and that of his representatives, before he can then

achieve a unity in his household and a telos of harmony and order from strife, the part Apollo

plays among the gods in Olympus at the end of the first book of the //iad.
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Odysseus therefore achieves success not only by being the consummate bowman during
Apollo's festival but also by displaying two skills in which the god excelled in the //iad's first
book, namely that of the archer and of a bard, and thus the hero fuses elements in his own person
that were treated as distinct in the Iliadic Apollo. In so doing, Odysseus, I contend, becomes the
mortal avatar of Apollo and acquires in his own person the full spectrum of the god's powers.
Odysseus bardic nature has been well noted as has the connection of the bow and the lyre, but,
given that Apollo does not appear directly as a character in the poem, these analyses are typically
assessed without reference to this god. Segal, for example, argues that the lyre has a way of
bringing together past and present for the hero. Whereas with the bow as a deadly weapon of war
Odysseus reactivates his past, “the lyre simile of Book 21 fuses the contradictions of peace and
violence in Ithaca, of apparent helplessness (both the bards Phemius and Demodocus are
physically ineffective) and actual strength of Odysseus ... In disguise he takes up the bow as a
weapon of destruction, but he will use it as a bard uses a lyre, to create ‘harmony’ of order on
Ithaca and to reveal and assert the truth and vitality of the past” (1994, 55).233

I have already documented some of the themes of inversion that are present in the
buildup to the feast of Apollo that serves as the backdrop of Odysseus' homecoming, including
when one of the suitors' hurls an ox hoof from a dedicated sacrifice to Apollo at a disguised
Odysseus, but it will be up to Odysseus' bow to bring about order from the chaos of this
inversion, and to (re)establish a proper hierarchy, where he assumes the position of the rightful
king. In keeping with the themes of inversion, when a disguised Odysseus asks for an
opportunity to the bend the bow, Antinous accuses the hero of being inebriated and of

interrupting the feast, likening him to the drunken Centaurs who, in their fight with the Lapiths

233 Benardete notes that, “Homer let Odysseus take over his own story for four books ... Odysseus
impersonates other men and tells lies like truth (19.203). This is a privilege Homer accords to no other
human being” (2008, 107).
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during the wedding of Peirithous, created a divide between gods and men (21.288-310).
Similarly, we may recall that one of the concluding images of the //iad was an accusation leveled
at Apollo by Hera, who accuses the young god of a having a lyre that is always untrustworthy,
evidently because he sang a song or made a prophecy during the marriage of Peleus and Thetis,
which all the gods had come to celebrate, and its interpretation had not come to pass by the
conclusion of the //iad (24.63).23* Thus, Apollo, too, stands charged with the crime of
interrupting a wedding feast, one that is almost prelapsarian, the last moment when the gods and
mankind had shared such a close celebratory moment.

When Odysseus, about to reveal his identity, pours the arrows before his feet, utters his
curious remark about hitting another mark no man has ever struck if Apollo should grant his
prayer, and takes aim at his first human target, the suitors, who have been held at bay by
Penelope’s weaving stratagem, only have pleasant thoughts of the feast and a potential marriage
in mind:

N kai &1’ Avivoe 100veTo Tcpdv dioTov.

M 101 6 KaAOV GAglc0V Avorprioechot Epelie,
YPOGEOV GUE®TOV, Kol 01| HETA YEPCLV EvO L,

dopa miot oivolo: eovog ¢ oi 0K &vi Buud
péEUPAETO: Tig K 0f01TO HeT’ AVOPAGT SOUTLHOVEGGL
podvov €vi mhedveaat, Kol €l pdAa kaptepog &in,

o1 TeVEELY OAVaTOV TE KaKOV Kol kijpa PEAAVOV;
1OV &’ Odvoedg KT AoV EmoyOpueEVog BAiev (),

AVTIKPY 0” amadoio U avyévog AV dkmk.
EKMVON O’ €tépmoe, démag 0€ ol Ekmece YePOg

234 Scodel interprets this reference as "an allusion to a myth which, though not directly preserved in
surviving epic, provides a motive for Hera's insulting tone" (1977, 55). According to this theory, Apollo is
untrustworthy by Hera's logic because he once sang a prophecy in honor of Achilles at the wedding of
Peleus and Thetis that predicted a long and happy life for the hero. As primary evidence for this
interpretation, Scodel cites a fragment of Aeschylus (350 Radt; Plato Republic 383a-b), and suggests that
the story was part of an earlier tradition, with the likeliest source being the lament of Thetis in the
Aithiopis (1977, 55-56). This is refuted on various grounds by Burgess, who explains Hera's words,
particularly dmiote, as a reference to a general quality she sees in Apollo. He also claims that Thetis'
being misled by a prophecy would be inconsistent with the tradition of her foreknowledge of her son's
death (2004, 23-30)
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And Odysseus was aiming a bitter arrow at Antinous.

That man, mark you, was about to lift up a lovely goblet,

golden and two-handled, and he guided it between his hands

so that he may partake of the wine. But in his mind murder wasn’t

a thought. Who among banqueting men would think

that a single man among many, even if he were rather strong,

would bring about death for him and an evil and dark fate?

But Odysseus, taking aim, struck him with an arrow through his throat,

and the point went straight through his tender neck.

He tipped to one side, and the cup fell from his hand.

(22.8-17)
The suitors had earlier denied Odysseus an equitable share of the sacrificial feast on Apollo’s
festival day, and when Antinous’ cup falls to the ground, this moment can even represent the
beginning of a correction to a situation that can be traced back to the /liad. We may recall that
when a contingent of Achaeans sing a paean to Apollo, they equitably distribute wine to drinking
cups and the god takes delight in hearing their song (tépnet’ dxovwv, 1.472) even momentarily
sending a propitious wind to aid their venture. But Achilles does not attend this ritual, dooming
its long-term success, and the hero eventually reveals that he has his own drinking cup, a gift
from his mother that is dedicated to pouring libations to Zeus exclusively (16.227).23> Thus, the
equitable distribution of drink during rituals is an important theme in the //iad, too, but in that
poem an emphasis falls on a lack of fulfillment of that ritual.
When Antinous’ drinking cup spills upon the ground, this moment, I contend, marks the

beginning of an Apolline correction to the upset hierarchy not only of Odysseus' estate but also

of the Achaean Trojan ventures. This is the moment when the bow, the Iliadic death-dealing

instrument of plague when in the hands of Apollo and the treacherous breaker of truces when

235 [ will take up critical theories on the genre of the paean in the next section. For the moment, suffice it
to say that one its functions is to present the successful maturation of the best of the polis (Rutherford
2001, 9-10). A literary representation of such a celebration in which the “best of Achaeans” is absent may
rightly be questioned.
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wielded by the Lycian Pandaros, reaches the peak of its effectiveness through the agency of
Odysseus, who handles it like a master of the lyre. Unlike the Iliadic Apollo, who wields each
instrument independently, the hero of the Odyssey will achieve a harmonious and simultaneous
union between the two. In a sense, the bifurcated separation of the Apolline bow and the lyre in
the //iad can be thought of as an incomplete stage of the god’s development, only to be fulfilled
by the harmonious and eventually hierarchal accord effected by Odysseus’ triumph that
concludes the Homeric Epics, a progression that would dovetail with a coming-of-age story for
this divinity.

This is also the moment that Odysseus reveals himself, throwing aside his Cretan
persona, and it is noteworthy that the hero’s success bears a curious resemblance to the victory of
another archer who had predicated his success on the good graces of the archer-god, and that is
the Cretan Meriones in the //iad. In an earlier section on the Iliadic bow, I mentioned that the
Cretan archer Meriones shares certain qualities with Odysseus, including a Cretan connection,
but the most obvious similarity between the Iliadic contest and the one found in the Odyssey,
however, is that the first-place contestant’s prayer is vouchsafed by Apollo, the archer god. The
scene of Meriones triumph is described thus:

... GTOp On OloToV Exev mhdat, o¢ Bvuveyv.

avtika & Mmeilnoev EknPOim ATOAA®VL

ApvdV TPOTOYOVOV PEEEV KAELTNV EkaTOUPNY ...

AvTikpy 0¢ O1jABe BéNog: TO pev ay éml yain

npochev Mnpiévao mdyn modds. avtap 1 dpvig

1oT® gpelopnévn vnog KuovoTpmPoLlo

aOYEV’ AMEKPELOCEY, GVV 08 TTEPA TLUKVA AlacHev

... But Meriones was long holding an arrow when he was aiming.
And immediately he promised to the far-shooter Apollo

to an illustrious hecatomb of first-born lambs ...

And the arrow passed straight through [the dove], and immediately

fastened upon the ground in front of the foot of Meriones. But the bird,
perching on the mast of the dark-prowed ship,
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hung down its neck, and its thick feathers collapsed.
(23.871-73 & 876-79)
The scenes of Meriones’ and Odysseus’ successful bow contests, and the respective deaths of the
dove and Antinous, share some dictional elements (e.g., aiming, i{B0veto; passing through,
avtikpv; and a focus on the neck, adyévoc), and it has also noted that the dove can have nuptial
associations.236
When the dove, a potential symbol of marriage, is struck by Meriones’ arrow, it hangs its

head and its plumage deflates (AlacOev, 23.879), and the scene unfolds in the presence of
Achilles, who is directing the funeral games. The Cretan’s victory is occasioned by the dove’s
death, and there is also a connection, via the common use of the verb Adlopat, to a scene that
highlights Achilles’ growing weariness as the end of the poem approaches:

NHOG & EMGPOPOG E1G1 POMG Epémv £mi yaiavy,

6V te péta KpokoOmenAog Vielp dAa Kidvatal RMG,

THLOG TLPKAIN EHapaiveTo, Tavcato 68 EAOE ...

IInAeidng &’ amod mupkaifg Etépwoe Mocheig

KAVON Kekunag, €mi 8¢ yAvkvog bmvog dpovoev

It was the time when the morning star was proclaiming light upon the earth,

after which yellow-veiled dawn spreads over the sea,

thereupon the funeral pyre was wasting away, and the flame stopped,

and the son of Peleus, having shrunk aside from the pyre,

lay down exhausted, and sweet sleep rushed over him.

(23.226-28 & 30-31)

236 Athanassakis cites evidence in oral wedding songs in Modern Greek where a harmonious union is
signaled by a relationship between an eagle, symbolizing the bridegroom, and a dove, representing the
bride, that is not hostile. In the Odyssey, an omen appears of an eagle clutching a trembling dove (£xe 8¢
tprpova néiewav, 20.241). The suitors interpret the omen as meaning that their plot to kill Telemachus
will not come to fruition, and one of them exhorts the cohort to turn their attention to the upcoming
banquet. According to Athanassakis, the omen here would therefore represent a failure for the suitors, and
can be contrasted with the success of Odysseus as an eagle in the dream of Penelope (1994, 124). See also
Levaniouk (2011, 234).
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In the above passage, the participial form of verb Adlopan abuts in the following line the roughly
synonymous verb kAivm, meaning to incline or fall and is often associated with the death or
decay of vegetation (cf., Od.11.194). When Achilles turns away from the pyre he momentarily
succumbs to exhaustion, which may foreshadow the hero’s later meeting with Priam and the
eventual release of Hector’s body, during which he partakes in the normal human requirements
of eating, drinking, and sleeping. In the earlier scene, the hero’s mortality is further suggested by
the presence of the participle that modifies KAivO1, kekunac, from kqpve, meaning exhausted
here, but it also applies elsewhere to those who are exhausted with life (i.e., the dead). Achilles is
no normal mortal, however, and upon being roused from his slumber, still intent on avenging the
death of Patroclus, he immediately yokes Hector’s body to his chariot and drags it three times
around the extinguished pyre, attempting to eradicate the physical presence of the hero, an action
I have depicted as the height of his Apolline antagonism.

In the funeral games of Patroclus, Achilles exhibits the qualities of an ideal king,
equitably distributing prizes and displaying a potential capacity that will not be fully realized. In
the lyric genre, such as the poetry of Sappho (f 105b), Achilles could also be imagined as the
ideal bridegroom. And when such a warrior is cut down in the prime of his youth, his death in
myth eternally suspends that idealized image while simultaneously deferring his transition from
bridegroom to husband in perpetuity.23” Nagy examines the link between the doomed warrior
and a married couple in a connection he sees between the Iliadic Achilles and Hector and
Andromache in the wedding song of Sappho 44, where the epithet kleos aphthiton is found in
both cases and which leads him to conclude that the idea of “unwithering fame” can be conveyed

though the media of both epic and lyric poetry. He further notes that mediating figure that has

237 The Odyssey may play with this notion within the characterization of the brother of Alcinous,
Rhexenor, who dies by the arrows of Apollo as a bridegroom and whose name, in adjectival form, is
shared by the Iliadic Achilles. I examine this in further detail in an earlier section on the Phaeacians.
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jurisdictions over these genres, and even the ability to transcend them, is Apollo, who is evoked
under his epithet Paon?38 in the wedding song of Sappho. While, according to Nagy, Achilles
may be playing a lyric theme on his instrument during the embassy scene, 23° he represents an
older type of performer from a time when epic and lyric were undifferentiated (i.e., when epic
was played to the accompaniment of the lyre), and thus the lyric personality of Achilles is tied to
that of Apollo, both represented as perpetually ephebic and as figures of unrealized promise.
Nevertheless, as god with control over all forms of poetry and song, Apollo embodies the
authority of the poet, and has the ability to transcend any represented sub-genres.

According to Nagy, the point where the authority of a god and that of his human proxy
intersect, is the ~iymnos, where the poet, by invoking the deity and performing his part through
mimesis, creates an absolutely authoritative performance, such as when Sappho notionally sings
the part of Aphrodite in her Song 1, and the identities of the performer and the god essentially
merge. In order to be authoritative, hymnos not only invokes a god but requires a group to
respond, ideally composed of a chorus of singers and dancers, and, by extension, those attending
the performance, creating a totalizing point of authority (2008, 37-39). Odysseus dramatically
calls on the authority of Apollo in the bow scene and, as we shall see in the next chapter, he also

directs a very specific type of performance.

238 See my earlier section “The Iliadic Lyre” for further information on this epithet in the I/iad and
elsewhere.

239 According to Nagy, there is the suggestion that, through the history of his own lyre, Achilles may be
playing an Aeolic lyric theme during the embassy scene. The instrument was plundered “from king Eétion
of Thebes (IX 186-189), whom he killed when he captured that city—and who was the father of that
greatest singer of lamentations in the //iad, Andromache (VI 414-416)” (2008, 38).
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Chapter 5. Conclusion: The Paeanic Order of the Homeric Epics

A festival celebrating Apollo, the god of music and poetry as well as order and reason, is a
particular apt occasion to end not only the inverted state of affairs on Ithaca but even the disorder
propagated at the beginning of the //iad. If the paean and sacrificial banquet celebrating Apollo
at the beginning of the /liad (1.472-474) were unsuccessful largely because of Achilles’ absence
from the ritual, and if the relationship of the hero and god eventually morphed into one of direct
antagonism, this state of affairs, which concludes the //iad, can be contrasted with the fulfillment
of Odysseus’ and Penelope’s prayers to the same deity, where, in hitting a mark no one has ever
struck (22.5-8), the hero and god become almost indistinguishable through their symbiotic
relationship. Just as Apollo’s violent entrance at the beginning of the //iad tends to draw a
preponderance of critical attention and shape interpretation of his character, so too does the
killing of the suitors influence a reading of the end of the Odyssey and an overall assessment of
Odysseus.240 Despite his success in the bow contest and defeat of the suitors, Odysseus,
however, will never push his advantage to point of being a competitive threat to the divine
sphere. Almost immediately after his defeat of the suitors, in fact, he begins to establish a proper
hierarchal arrangement that both evinces his piety and — unlike the /liad, where the hero
becomes the focal point of attention — places the figure of the poet at the epicenter of the action.

Odysseus’ concluding actions, if we view them as achieving a type of reconciliation and

240 Tt can be said that Apollo’s violent entrance at the beginning of the /liad and Odysseus’ slaughter of
the suitors occur under generally analogous circumstances, where a group of Achaeans, whether guilty or
not, meet their end by bow and arrow. Understandably, the hero’s killing of his fellow Achaeans is the
focal point of much critical commentary — for an examination of some of the ethical aspects of Odysseus’
actions, see, for example, Burgess (2014). Kim examines both sides of the equation, seeing Odysseus as
inhabiting the role not only of a fugitive killer but also of the founder of a colony, which often occurs
under the auspices of violence. Through his oracular role at Delphi, Apollo was often consulted in the
founding of colonies, and Kim notes a number of additional Apolline elements in the conclusion of the

Odyssey that go beyond violence and toward the successful reintegration of Odysseus into society (2017,
123 ff.).
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establishing a proper relationship with Apollo, represent a culmination in the movement from
Apolline antagonism to symbiosis over the course of the Homeric Epics. In the end, this
movement operates in a similar fashion to a dynamic present in a poem that, by its generic

nature, explicitly celebrates Apollo, Pindar’s Paean 6.

“It is not holy to boast over slain men”: Mercy, Restraint, and Paeanic Order
I have noted that the /liad contains not just one but two paeans. The first, which included
the ritualistic appeasement of Apollo (1.472-474), was largely unsuccessful because of the “best
of the Achaean’s” absence, whose distance from his fellow troops is caused by his emulation of
divine anger (Ufjvig):
avTap O PNVIE VIVOT TOPNIEVOG OKLTTOPOLGT
droyevng [nAfjog viog TOdag OKVS AytAledc:
oUTE TOT  €1G AyopV TOAEGKETO KLOLAVELPOV
oUTE TOT €G TOAEUOV, GAAL POVOOEKE QiloVv Kijp
But he raged on, remaining alongside the swift ships,
Achilles, swift of foot, divine-born son of Peleus.
And he never came to the gathering that brings men glory,
nor to battle, but kept wasting away in his heart.
(1.488-92)
This situation suggests the hero’s own potential destruction in terms of unattained epic glory
(kAé0g), since he refuses to become the direct focal point of the action, where that destruction is
signaled by the presence of the verb ¢Bwvv0eoike.?4! By contrast, Achilles is the initiator of the
lliad’s second paean (22.391-92), in which, at the height of the secondary form of his anger
(x6A0¢), he joins with his comrades to celebrate the death of Hector and, as I argued, a presumed

victory over Apollo. That Hector is himself a type of divine substitute in the mind of Achilles is

signified by the Achaean’s description of his fallen adversary directly after he exhorts his

241 See Nagy’s analysis concerning forms of this verb, which negated, operates in connection with the
idea Achilles’ unwithering fame (1999b, 185).
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comrades to sing a paean, Npaueda péyo kddoc: émépvopey “Extopa Siov, / ® Tpéeg katd 46TV
Bed ¢ evyetdmvto (We won great glory. We killed god-like Hector, to whom the Trojans
prayed throughout the city, as to a god, 22.393-94). Though we see a certain moment of
collectivism in Achilles use of the third-person pronoun that may be appropriate for his
proclamation’s proximity to the paean, the implicit suggestion is that Achilles, by virtue of his
defeat of Hector, will come to inhabit among the Achaean’s a similar position that he perceives
Hector enjoyed among the Trojans, being the one to whom his comrades will pray, as to a god.

There is some scholarly debate concerning the conditions that are needed to be present in
order for a form of religious expression to qualify as a “paean,” but most concede that this form
of song eventually came to be associated with the god Apollo—in particular with his healing

242 The most well-known

powers—and is characterized by an attitude of prayer and entreaty.
literary incarnation of this genre is known from the paeans of Pindar, and we will turn to an
example of one these in a moment. In his exhaustive generic study, Rutherford argues that by the
fifth century the paean came to be seen as a communal choral dance that initiated young men
into the cult of Apollo and demonstrated the community's strength by exhibiting the best of the
ndMc, and that the paean ultimately achieved a fixed structural form, proceeding from opening,

243

to narrative, to prayer (Rutherford 2001, 9-10).”" Given the above definitions of genre,

Achilles’ exultation over the body of Hector, in which the glory accrues to Achilles and his

242 Furley and Bremer provide a detailed history and summary of the scholarly debate on the origins and
functions of the paean in their chapter on Delphi, (2002, 77-138).

243 Though Rutherford sees this development as occurring over a period of time culminating in a form
that is evident in the 5™ Century, others argue that the paean sung in Book 1 of the I/iad has enough
crucial elements to fit the Hellenistic definition of a classic paean (Ford, A. 2006, 289).
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fellow Achaeans and there is no mention of Apollo, can be thought of as representing not only a
dramatic slight to the deity but even, one might say, a claim of victory over his godhead.***

We may contrast the focal point that Achilles, as victorious epic hero, believes he will
inhabit, where he will, like Hector was among the Trojans, be “prayed to as a god,” with a
comparable sentiment voiced by Odysseus, who, at the moment that he is driven to anger (x6A0¢)
by a young Phaeacian, responds with his definition of the figure who deserves to be at the center
of attention, the person of the poet: 6 8" doparémc dyopedet / aidol petdiyin, HeETA O mpémel
aypopévoloty, / Epydpevov & dva dotv Bedv iOg sicopowaotv (He speaks unerringly with gentle
reverence, and is conspicuous among those gathered, who behold him like a god as he goes
through the city (Od. 8.169-73).>*> As we shall see in a moment, after Odysseus’ defeat of the
suitors, the poet Phemius will be the recipient of an act of mercy that, if viewed within the
context of a paean, operates as a complete reconfiguration of Achilles’ Iliadic boast after the
death of Hector.

Odysseus’ act of mercy is foreshadowed by other similar moments after the slaughter of
the suitors that indicate that Odysseus, as the “best of the Achaeans,” will be a completely

different representative hero than Achilles. Though these charcters have, of course, been

compared in a variety of contexts, nonetheless their contrasting relationships with Apollo receive

244 Nagy observes, “To sing a paean in the I/iad is to sing Apollo as Paean, though Paean is a god in his
own right in more archaizing contexts of the Iliad (as at V 401 and V 899-901). Elsewhere in the //iad,
Achilles calls on the Achaeans to sing a paean, that is, to sing Apollo as Paean when they celebrate the
death of Hector in war (XXII 391)” (1992, 37-38). I have contended, however, that, given the hero’s
antagonism toward the god elsewhere and the lack of explicit reference to Apollo, Achilles’ paean
celebrates, as it were, a presumed victory over the god. It is as if he is requesting a paean be sung to
himself.

245 There are some parallels to other figures of authoritative speech, such as the priest of the king. For
such parallels, particularly in reference to the king, see Martin (1989). Odysseus’ definition above,
however, is explicitly made in contrast to a person who is physically gifted and this idealized figure,
feebler in body (£180¢ dxi1dvoTepog, 8.166), and thus seems to tap into the tradition of poets’ being
physically infirmed, such as Demodocus or the biographical tradition of Homer’s blindness.
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comparatively little comment. Indeed, a clear moment of comparison occurs when the old nurse
Euryclea is about to utter a victorious wail, an ululation, over the fallen bodies of the suitors, but
her impulse is checked by Odysseus, who, befouled with blood and filth and looking like a lion
who has fed on an ox (22.402-03),246 proclaims,

&v Bupd, ypno, yoipe koi ioyeo und” dAdAvLLe:

ovy 66in KTapévoloty €n” avopdoty evyetdacOat.
TOVG0E O0¢ poip” €dapaccoe Bedv kol oxétiwo Epya:
oV Tva, Yap tieokov Emtybovinv avipdnwv,

00 KaKOV 000 pev €60V, OTig opag eicapikotto:
1@ Kol dracOorinow dewéa TOTUOV ENEGTOV

Rejoice in your heart and restrain yourself, old woman, and do not exult.

It is not holy to boast over slain men.

The fate of the gods and their wicked deeds destroyed them,

for they honored none of the men of earth,

neither bad nor good, whoever came into contact with them.

And thus because of their transgressions, they encountered a shameful destiny.

(22.411-416)
In his review of the paeanic genre, Rutherford attempted to find a common thread that runs
throughout these types of songs and formulated:
nondveg are usually performed by a group of men, not by soloists or women (the
female utterance corresponding to the mwaudv cry is the 6AoAByN) ... an identifiable
range of moods was associated with paeanic song-dance performances: they were
orderly, dignified, and serene. . . and projected an attitude of controlled
celebration and collective strength . . . In these respects, the mood seems to reflect
the qualities symbolized by Apollo himself.
(2001, 85)
Although Rutherford does not have the above scene in mind, Odysseus, by checking the nurse’s

impulse to sing the female version of a paean over the bodies of the fallen, which thematically

matches the song Achilles calls for over the body of Hector, and by calling for restraint, puts

246 1n the Iliad, the lion simile was often attached to Achilles (e.g., 24.40-44)
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himself forward as the true proponent of this genre, as is particularly evident as the poem draws
to its conclusion.

That Odysseus, too, turns into an instrument of order primarily through his symbiotic
relationship with Apollo, highlighting yet another contrast with Achilles, is evident when we
compare Odysseus’ words above with a similar speech found in the //iad, since they bear close
resemblance to the prophecy of Achilles’ horse, Xanthus, who tells Achilles, at the very moment
he is seemingly about to take flight after a simile compares him to the sun, that his end is near,
GALG Tot &yy00ev fipap OAEOpLoV: 00dE ToL fiuelc / aftiot, dAAG Oedg te péyag kai Moipa kpota
(But the day of destruction has drawn nigh for you. And we are not the cause, rather a great god
and mighty fate. 19.409-10). Although it was Odysseus’ bow that brought the day of destruction
upon the suitors, the hero, like the Iliadic prophetic horse, disavows any role in the killing,
attributing the outcome to the greater forces outside his control. In both of these cases, that force
is Apollo, who in the //iad is destined to kill Achilles, but in the Odyssey he is the agent that
grants Odysseus’ prayer for success.

Thus, although I have argued that the Odysseus and Apollo achieve a type of special
symbiotic unity during the competition of the bow scene, the Odyssey does not conclude with a
cathartic act of destruction and attendant boasting over the body of a victim, but rather almost
minimizes the role of the hero in this pivotal act. From this point forward, the Odyssey, though
the time frame is quite compressed, goes on to focus on the reunification of the hero's estate, the
reestablishment of his marriage, and even projects his rapprochement with his antagonistic god,
Poseidon.?47 Far from receding into the background, however, the presence of Apollo is felt

throughout this entire process, from destruction to unity, from terror to delight. While Odysseus,

247 This focus in the conclusion of the Odyssey may operate in contrast to other traditions that depicted
the exile of Odysseus. See, in particular, Jong’s commentary on Book 22 (2001).
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through the vehicle of his bow, which he handles like master lyre player, may have obtained a
terrible god-like power, his actions almost immediately following his destruction of the suitors
set out to delineate the hierarchal division between the mortal and the divine spheres.

Unlike Achilles’ desecration of Hector’s body or even the coordinated actions of Apollo
and Helios in the Hymn to eradicate any trace of Pytho, Odysseus, having every reason to boast
over his fallen adversaries, does no such thing over his defeated foes. The latter comparison, that
which exists between Odysseus’s victory over the suitors and Apollo’s and Helios’ defeat of
Pytho, is even suggested within a simile when Odysseus sets in motion certain acts of
purification, and the dead suitors are described as fish lying in heaps on the shore, whose life
shining Helios has taken away (t@v pév t° 'Hélog poébwv €€eideto Bupodv, 22.388). Given these
models, one might expect Odysseus to treat his victims similarly, particularly when he asks for
fire to be made ready. But instead a conflagration is kindled to purify his house and perhaps even
move beyond his epic past (22.478-84).248

The opportunity therefore presents itself for Odysseus to act in a way that brings together,
in his own person, the role of both Apollo and Helios in the Hymn, and yet he declines to make a
boast over his victims, and credits instead higher powers. And the epicenter or focal point of this
reconfiguration is the person of the poet. The bard Phemius makes a fateful decision that allows
him to avoid Odysseus' ongoing slaughter:

g€otn 0 v yeipeociv Exwv eOpuyya Alysiav
dyyL map’ dpocoBHpMV: diya 6¢ ppeci pepunpiley,
1} €kd0¢ peydpoto Atog peydiov moti ooy
épkeiov Cotto teTvypévov, v dpa ToALd

Aogptng Odvoevg te fodv Emi unpi” Eknav,
1 Youvov AMccotto Tpocaifag Odvotio.

248 For the role of fire in rites of purification, see Segal, who argues that Odysseus, through this means,
attempts to exorcise his bloody past (1994, 76).
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[Phemius] stood holding the clear-toned lyre in his hands
near to a side door. And in his mind he was anxiously debating two courses:
whether he should go from the hall and take a seat at the altar of mighty Zeus
Herkios, a well-built altar, where Laertes and Odysseus sacrificed many
thigh bones of cattle,
or whether he should rush forth and beseech Odysseus by the knees
(22.332-37)
Phemius decides upon the first option and, setting down his lyre on the ground between a
drinking cup and silver-wrought throne (6p6vov dpyvponiov, 22.341) he begs the hero's
forgiveness. When Phemius prostrates himself before Odysseus, setting the lyre between the
throne and drinking cup, he creates the opportunity to establish a hierarchal order between the
singer and the subject of his song, the hero and king.

Others have noted that Phemius occupies a special position in the Odyssey,?4° but I will
focus on the poet’s initial act of supplication, since its ritualistic nature, particularly the position
of the supplicant, evokes elements of an extant literary paean. The Odyssey fits into the larger
tradition of the Epic Cycle, including the Nostoi, stories that chronicled the return of the Greek
heroes who eventually were forced to atone in various ways for their actions at Troy. One set of
these stories centers on Achilles' son, Neoptolemus, who, after the death of his father, arrives at
Troy and becomes a main protagonist in the sacrilegious over-reaching of the Greeks.2>0 His
main offense is the murder of the Trojan king, Priam, at the altar of Zeus Herkios while the old
man begs for supplication. The mythology that surrounded Neoptolemus was particularly

relevant for the Delphians, since the son of Achilles was not only opposed by their patron god,

Apollo, but in several versions of his myth he died and was killed at Delphi and eventually

249 See Segal (1994, 86-107) and Pucci (1987, 128-39), among others.
250 Fragmentary versions of this story appear in the Iliou Persis and the Little Iliad.
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became the object of a hero cult there.25! The story of Neoptolemus’ death is at the heart of
Pindar’s Paean 6, and, if we examine the structure of this poem closely, parallels to the
trajectory of the Homeric Epics will emerge. In what follows, my primary focus will switch from
the Homeric Epics to Pindar’s Paean, but it will do so in order to illustrate parallel themes in the

Homeric poems.

Pindar’s Paean 6

In Pindar's poem, Neoptolemus, like his father before him, meets his end through the
agency of Apollo. Pindar describes Apollo's intervention as a symmetrical retribution, as both
Priam and Neoptolemos meet their ends at the ritualistic setting of a sanctuary, one at Troy, and

the other at Delphi:

®[po]oe [yap 0]eos,

vé[pov]0’ O[t] IIpiapov n[p]og Epkeilov fivape
Bopov &[nev]Bopdvta, pf viv edepov’ & oi[k]ov
unt’ émi yhpog iEépev Piov: dpeumoOrolg 08
poptay mepi tipdy onprjalopevov Ktavev

<év> tepué]vel Ol yoc map’ SUPAAOV VPUV.
<in> ifjite VOV, pétpa tomodv]ov ifte, véot

For the god [Apollo] had sworn
that because he had killed aged Priam as he leapt towards the altar
of Zeus Herkeios, he would reach neither his kindly home
nor old age in life. As he quarreled over his vast prerogatives Apollo slew him
in his own sanctuary by earth's broad navel.
Ie, sing ie now—measures of pacans—sing ie, young men>>>

(112-118).
Because of his sacrilege at Troy, Neoptolemus is killed at Delphi, the spot that will serve as the
location of his hero cult. Thus, there is a transference of theme from Troy to Delphi. We may

further note that this retribution occurs through a process of inversion, where the perpetrator

251 Most see this development as occurring in the sixth century (Currie, B. 2010, 306).
252 All Pindaric quotations and any translations are from Rutherford (2001), unless otherwise noted.
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Neoptolemus eventually becomes the victim under analogous ritualistic circumstances. If we turn
momentarily to the Odyssey, such a process of inversion is also evident in Penelope’s wish
concerning the lead suitor who hurled a footstool at the disguised Odysseus, when she states,
“Would that, in such a way, Apollo, famed for the bow, strike you yourself, [Antinous],”
17.494). In a sense, Odysseus, through his own successful prayer to Apollo, fulfills Penelope’s
wish and is poised to continue on with additional acts of retribution when he encounters
Phemius.

It is significant that the altar of Zeus Herkios, which is the focal point of Priam’s
slaughter in Pindar’s Paean 6, figures heavily in the Odyssey as well. It sits in a prominent
position of the hero's palace, and, as we just saw, Phemius chooses to avoid it when he begs for
mercy (22.334-35). In various artistic renderings in antiquity, the position of Priam relative to the
altar at the moment of his slaughter could either heighten or mitigate the nature of Neoptolemus’
sacrilege.2>3 The reference to the altar of Zeus Herkios in the Odyssey is therefore freighted with
significance, particularly given the Apolline characteristics we have traced in the hero thus far
and the ritual setting, the festival of Apollo, that is operating in the background of his
homecoming. Though Odysseus, through the success of his prayer to Apollo, is in the position to
exact retribution like an avenging god, he chooses not to go down this path, effectively setting
the stage to end the cycle of violent retribution. If the deaths of father and son, Achilles and
Neoptolemos, come about in Pindar because of an antagonistic relationship with Apollo, it is

noteworthy Odysseus does not act benevolently on his own accord, but is actually convinced to

253 Many sixth-century vase paintings depicted the old man's demise, and poets such as Euripides and
Virgil chronicle this episode. The different renderings of the position of the body at the time of death may
date back to variant treatment from poems in the Epic Cycle. In the Iliou Persis, Neoptolemus infiltrates
the walls of Troy and quickly dispatches Priam as he attempts to take refuge at the altar of Zeus Herkeios
(Proclus Chrystomathy 19-20). According to Pausanias, however, in the Little Iliad, Priam is pulled away
from the altar and killed by Neoptolemus at the doors of the palace (Description of Greece 10.27.2).
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follow this path by his son, Telemachus, whom Odysseus explicitly credits for the act of
salvation in sparing Phemius and a herald (22.370-373). The good deed (gvepyecin, 22.374) that
was done with father and son operating in harmony at the altar of Zeus Herkios, therefore,
contrasts strongly with the perpetual cycle of violence portrayed in the poems that delve into the
actions of Achilles' son, Neoptolemus, at Troy, particularly his slaughter of Priam at the altar.

By inverting the tradition of Priam's death and chronicling instead the salvation of a poet,
the Odyssey exempts the family of Odysseus from this vicious cycle of retribution, and it does so
by establishing a proper hierarchy for advancing the reputation of the hero through the medium
of poetry, all of which occurs during the festival of Apollo. The scene of Odysseus’ mercy,
moreover, does not merely touch upon this one reference point within Pindar’s paean, of Priam’s
death, but acts as culmination of a process that we have traced over the course of the Homeric
Epics, where the antagonism between Achilles and Apollo is replaced by Odysseus’ symbiotic
relationship with this same god. This process, from antagonism to symbiosis, is also evident in
the overall triadic structure of Pindar’s Paean, and it is therefore worthwhile to pursue some of
the fundamental parallels that are discernible within these poems.

Although I have largely eschewed conjecture on specific performative scenarios of the
Homeric Epics, we are on somewhat more solid footing to assess the possible location and
occasion for Pindar’s poem. The poem purports to have been first performed in Delphi at the
festival of the Theoxenia, or guest-feast of the gods, where, if Paean 6 is any guide, the gods
themselves were evidently treated as direct participants in the celebration. But a recent discovery
by Rutherford that the “text of the song is equipped with not one but two marginal titles ('For the

Delphians in honour of Pytho') and a second at the start of the third triad ('For the Aiginetans in
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honour of Aiakos a prosodion')” (2001, 306) indicates that more than one locale may have been
involved in the performance.

Generically, by their nature, paeans are performed chorally, but Pindar’s Paean 6 is
anomalous due to the presence of a strong first-person poetic voice found in the first triad, and
the exact nature of the poem’s performance has garnered the lion’s share of critical attention. The
strength of the poetic voice’s ego is evident the paean’s opening lines:

[Ipdg Ohvpumiov Aldg og, ypucéa
KAtopavtt [Tuboi
Mooopat Xapiteo-
oiv 1€ kol oLV Aepodity
&v (aBew pe 6&Ean xpove
dotdpov [Mepidwv Tpopdtov
Golden Pytho, famed for seers, I beseech you, by Olympian Zeus,
with the Kharites and Aphrodite, welcome me, the interpreter of
the Pierides, famed in song, at the sacrificial time (1-6).
Although many early scholars were concerned with the literal “arrival crisis” suggested in the
opening lines, they generally concluded that the voice of the invocation referred to the poet and
not the chorus, but this point has been hotly contested over the years.2>* If we accept that the

voice of the first triad is referring to “the poet” and not the chorus, it opens a range of

interpretive possibilities that are only beginning to be advanced and that must answer the

254 Subsequent debate was largely shaped by the influence of Lefkowitz (1963), who shifted the focus to
the first-person voice by creating a hard and fast generic distinction between Pindar's epinikia and his
paeans. She theorized that with the former the ego is always the poet and with the latter it is always the
chorus, a distinction that coincides with the individual or communal nature of the respective genres. Her
opinion was recently challenged by Kurke, who nicely summarizes the current state of scholarship on the
paeanic ego and its relevance to Pindar's Paean 6: “Nonetheless [Lefkowitz'] position . . .has taken root in
scholarship, so that many treatments of “Paian 6” simply assume that the ego is the chorus (whether that
chorus is taken to be Delphian or Aeginetan). This new critical orthodoxy is unfortunate, given the claim
that the choral ego in the first triad of Paian 6 had already been devastatingly critiqued and dismantled by
Staffan Fogelmark (1972) and again effectively by G.B. D'Alessio (1994). Fogelmark worked through
the entire corpus of Pindar and Bacchylides and concluded that “we never hear the chorus called
npopdrtov” (2005, 88).
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question of why Pindar's first triad would deviate from the choral, communal nature of the paean,
provided that we conclude that the work is correctly placed in that genre.

That the poetic voice calls itself “mpoedatav” at all is especially charged with meaning,
since the purported location of the Theoxenia is Delphi, Apollo’s precinct. As Nagy has pointed
out, the prophetes at the Oracle of Apollo at Delphi had a very specific function, “The official
prophetes declares, formalizes as a speech-act, the words of the inspired mantis. In the case of
the Oracle at Delphi, the office of the inspired mantis was traditionally held by a priestess,
known as the Puthia” (1990, 163). The role of the prophetes at Delphi, then, was to act as part of
the hierarchal structure that controls the form of the speech-act—that is to put the inspired
utterance into poetic form, an act where Apollo operates as hierarchal ambassador for
communicating the will of Zeus. Although Pindar's Paean 6 is not necessarily oracular poetry,
the purported location of Delphi marks the term as being particularly significant. By giving itself
the name of prophetes, the poetic voice of the first triad not only provides an important initial
indicator that the first triad is not referring to a collective chorus but also foreshadows a
potentially aggressive position toward the host Delphians and their traditional role as interpreters
of the Oracle at Delphi and their jurisdiction over the entire sanctuary, and this antagonistic
position will only be further solidified throughout the triad. Thus, the initial statements of the
poetic voice in Paean 6 are peculiar within the generic context of a paean and in relation to the
professed occasion of the Theoxenia.

That the poet views himself as existing outside a particular community is further
evidenced in his diagnosis of the current problem at Delphi and in his suggested remedy. He has
learned that Apollo's precinct has been orphaned of a men's chorus and has arrived to correct this

situation:



193

VoaTL Yap €Ml YOAKOTOAWD
yoopov diov Kaotaiiog
dpPovoV Avdpdv yopevotog DoV
grong apoyoviav a[A]éEmv
1e0101v Epoic te Ti[afig
For at the water of Castalia with its gate of bronze hearing its
sound bereft of the dancing of men, I have come to ward off
helplessness from your townsmen and my privileges (7-11).
By supplying such a chorus, the poet has a purpose that is twofold: to ward off the helplessness
of the “&toug”—or kinsmen who are linked locally to the district of Apollo, a rather marked
reference to the Delphians—and, significantly, to look after his own honors. These goals, of
course, are not mutually exclusive, but they are potentially antagonistic, for the suggestion is that
there has been some sort of failure in the Delphians' traditional role of offering up the cult song
of the paean, and the poet, who sees himself in the role of a rescuer, is in a position to supplant
them and their prophetic relationship with Apollo. It is also possible to discern a strong
bifurcation between the interests of the Delphians and those of the poet, as the possessive
personal pronouns (“teoiowv ... €uaic’”) from the lines above suggests.

In fact, if we keep in mind Apollo's traditional role as a healer and the relationship of the
supplicant to the god inherent in the paean, the poet's claimed purpose is rather startling. It is the
poet who has perceived a lack and it is he, like the god, who is a position to remedy the problem
by supplying a chorus of dancers to the proceedings. The dire situation is not unlike, as we shall
later see, the allusions to famine and plea for divine relief that are contained in the second and
third triad of the poem. There is a need for a chorus, which only the poet can muster. Being in
the position to both hear the problem of the Kastalia being orphaned of a men's chorus and then

provide a remedy that, as a type of healer, mirrors the functional role of Apollo, the poetic voice

suggests a form of creative substitution that not only supplants the Delphians' traditional
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relationship with Apollo but also even suggests that he is a proxy for the god himself, who is
notably absent in the first triad.

Given the primacy of Apollo within the genre of the paean, it is noteworthy that the
poetic voice assiduously avoids referring to Apollo directly. In the opening lines, for example,
the location for the paean’s performance, golden Pytho, gets lead billing, and Zeus and
Aphrodite get prominent mentions, as do the Muses, who are lauded even more effusively:

aALG TapBEvol Yap, Toate, Moioat
TAvVTO. KEAUVEPEL GLV

natpl Mvopoobvva te

todtov Eoyete TeOUoOV--
KAOTE VOV. Epaftat] 8¢ po[i]
YADOOO LEMTOG AOTOV YAVKLV
aydva Ao&io{t} xatapdvt’ eopov
&v Bedv Eevig

But since, virgin Muses, you know all things: you possess this prerogative, along

with dark-haired father of Mnemosyne—Ilisten now! For my tongue desires (to

sing) a song of honey-sweet perfection now that I have come to the broad

gathering of Loxias on the occasion of the guest-festival of the gods

(54-61).
Again, as in the opening lines where the poetic voice is called the tuneful prophet of the Pierian
Muses (aoidov ITiepidwv mpogdatav, 4), we find the Muses given a primary position and a lack
of specific reference to Apollo. While the Muses are certainly often cited as a source of poetic

inspiration, the absence of Apollo in a paean is striking and fits in with my assertion above that

the poetic voice is putting himself forward as a type of ritual substitute for the god.2>°

255 Such a substitution is not unattested in archaic poetry. Nagy, for example, cites the case of
Archilochus, for such a configuration of poetic authority: “observe the tradition that represents
Archilochus as a ritual substitute for divine choral models. The story has it that Archilochus is killed
through the indirect agency of Apollo, who at the same time promotes his status as a cult hero. The theme
of the poet as ritual substitute could be pursued further, but we must stay on track with the topic at hand,
which is the role the poet — let us call him or her the author — actually plays in the chorus. What needs to
be shown is the authority of Apollo over song, as formalized by his function as khoregos, is the
fundamental model for the concept of authorship in choral lyric” (1990, 364).
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Now that I have summarized the first triad of Pindar’s paean and have offered my
interpretation of some of the antagonistic elements that exist within the structure of the poem, but
are often glossed over by commentators, we can map some of the macro themes from the
Homeric Epics onto this paean to establish a comparative framework. As I documented in earlier
chapters and others have noted, the location of Delphi can be found at critical junctures in the
lliad and the Odyssey.?56 In the former, Achilles sounds an ominous note during the embassy
scene when he conflates Agamemnon’s offer of riches with the wealth of Delphi (9.404-409).
Although he rejects the offer to return to battle, this is but short lived, and, due to Patroclus’
death, largely precipitated by Apollo, the hero launches upon his prodigious killing spree that, in
conjunction with a growing antagonism with Apollo, characterizes the end of the poem. In effect,
then, although Achilles’ statement during embassy scene is only hypothetical, his subsequent
actions, including his direct confrontation with the god himself and the killing of Hector, depict
him acting out this threat against the god’s power, culminating with efforts to eradicate the
physical presence of his adversary. Earlier I related these actions of the hero to the battle that,
according to the Homeric Hymn to Apollo, created the god’s precinct at Delphi. Achilles victory
over Hector—and perhaps, in his mind, over Apollo—is celebrated with a paean that nowhere
mentions the god that is the addressee of this genre, an act that is notionally similar to the tone of
the poetic voice first triad of Pindar’s paean, which neglects to list the god among the honorees.
A similarity therefore exists between the Iliadic Achilles and the poetic voice of the first triad of
Pindar’s paean. In both cases, it can even be said that a character is attempting to supplant

Apollo or to become his substitute, and such an action calls for a dramatic response.257

256 See, in particular, Nagy on this theme (1999b, 57).

257 For a general analysis of the role of divine models—particularly Apollo's relationship with the
Muses—tfor choral leadership, see Nagy (1990, 359-62).
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If the tone and themes embedded in the first triad of Pindar’s Paean can be construed as
antagonistic toward the parochial interests of the purported location of the paean, Delphi, a
dramatic change can be witnessed in the movement from the first to the second triad, which
contains the mythic paradigm of Neoptolemos’ death quoted above. While the first triad is
noteworthy for its destabilization of genre and of any expectations set by occasion, the second
triad could not be more radically different, as we find present not only all the elements of
traditional cult-song but also a collective voice that seems outwardly to capture the appropriate
tone and to operate within a thematic framework that is relevant to the occasion. In many ways,
then, the second triad can be considered a response to the first: it is a rebuttal to what has been
put forth by the poetic voice, and a clarion call for a return to tradition and appropriateness of
occasion. And if it is any sense a type of rebuttal, this suggests the possibility that the second
triad could very well have been performed by a separate entity from the first, and the embedded
themes indicate that a Delphic chorus is represented in some fashion as the performing entity.2>8

As opposed to the first-person singular statements of the poetic voice that had previously
characterized the poem, the second triad opens with a clearly choral refrain rendered in an
impersonal voice, “Bvgton yap dyradc vrep [Toavel- / Adodog, Gv e Achodv / EBvog ebEato At- /
nod” (The sacrifice is being offered on behalf of all glorious Greece, which the tribe of the
Delphians prayed (to save from) the famine, 62-65). Thematically, these lines refer to a self-
effacing act of sacrifice that is claimed to be intended for Panhellas. Here, the “yap” acts in a

causal fashion, reinforcing that what is being sung is in fact a response to the first triad. The

258 Recently there have been several theories put forth that admit the possibility of a split performance.
Kurke, for example, sees the triads as being performed by two choruses, the first two by the Delphians,
and the third by the Aeginetans, with the poetic ego of the first triad mediating the whole proceeding.
Rutherford advances three possible scenarios for performance (2001, 335-38). While the exact scenario
of performance is notoriously difficult to prove, the thematic movement from one triad to the next
indicates, I argue, a monodic opening triad, followed by two choral triads, with the first composed of
Delphians and the second of Aeginetans.
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present tense of the impersonal verb indicates a representation of sacrifice is actually in progress,
but the third-person aorist “sb&ato” lends ritualistic force to the proceeding by yoking the
present act to a past prayer that the Delphians offered up to bring about relief from famine. This
historical act of Panhellenic assistance through Delphic sacrifice seems to refer to the etiology
for the Theoxenia (Rutherford, 2001: 311), and their current prayer is thus a ritualistic mimesis
of that past prayer. Implicit in this sacrifice is the authority that the Delphians, primarily their
priests, derive from a privileged and ongoing relationship with Apollo and his healing powers.
Their act of sacrifice, moreover, is directly analogous to the poet's earlier assertion that he has
arrived in Delphi with the intention of warding off the helplessness of Apollo's kinsmen. In this
sense, the traditional prayer?°° of the Delphians is set in juxtaposition to, and is therefore in a
metaphorical competition with, the song of the poet. The Delphians, however, explicitly supply
the reference to prayer that, like Apollo, was conspicuously absent in the first triad.

That the Delphians' traditional prayer is in competition with the poet's artistic version is
dramatically evidenced in the mythic paradigm that is put forth in the narrative of the second
triad. Unfortunately, the opening of the myth is highly fragmentary, but the first discernible
section presents us with the death of Achilles where Apollo takes a central role. In this version,
Apollo assumes human form in the body of Paris and it is the god himself who fires the fateful

arrow against Achilles:

eupafa...

[Téprog E[kafoéroc Bpotn-
ol dépai Bedg,

TAiov 98¢ Ofjkev dopap

259 Pointing to the literary quality of the second triad in particular, Furley/Bremer state, “This sixth paian
of Pindar permits a rare and valuable glimpse of what one might call the high point of choral lyric serving
a purely cultic purpose. [There is] a distinction between cult hymns composed for religious service
only—they tend to be simple and without literary embellishment—and literary hymns which draw on the
former for their structure but ultimately serve a different goal: the entertainment and edification of their
human audience” (2002, 112).
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oytépav GAwGy,
KLOVOTTAOKO10 TTaI00. TOVTIOG
®¢ti06 Pratdy,
ToTOV €prog Ayat-
@V, Bpacel POVE TESAGOIS
he shot...the far-shooting god in the mortal body of Paris and at once
postponed the capture of Ilium, binding in bold slaughter the violent
child of the dark-haired sea-goddess Thetis, the trusted bastion of the
Achaeans (79-86).
If a Delphian chorus were singing this mythic narrative, they would have good reason to
highlight an active role for their patron god in human affairs, in that the paradigm serves as a
type of warning to a visitor viewed as overly aggressive.

In addition, if the Delphians conceived of their visitors as in any way hostile to their
interests, the metaphorical parallel between Troy and Delphi, which is picked up in the
symmetrical punishment of Achilles’ son, Neoptolemus, seems particularly apt. After the chorus
narrates (full quote above) the death of Neoptolemos, it finishes with a traditional cry that is one
of the primary markers of the paeanic cult song, <in> ifite viv, pétpa romov]ov ifte, véot (le,
sing ie now—measures of paecans—sing ie, young men (118). Although over time Neoptolemus
himself developed a cult following in Delphi by virtue of his being buried there, the focus here is
on the antagonism between hero and god.?60 Other extant versions of the myth have
Neoptolomus being killed by one of Apollo's Delphian priests, a version that Pindar himself

employs in his “Nemean 7" (42-43).261 By highlighting an aspect of the mythic tradition that

comparatively elevates the role of Apollo, the Delphians dramatically lay claim to their historical

260 “Since "Paean 6' was composed specifically for a Delphic setting and in honor of Apollo, we should be
especially mindful of the central role of its hero as the ritual antagonist of the god. For we see here a
striking illustration of a fundamental principle in Hellenic religion: antagonism between hero and god in
myth corresponds to the ritual requirements of symbiosis between hero and god in cult” (Nagy, 1981: Ch.
7. sect. 4)

261 See Currie for a comparison of the two versions and a refutation of the “apology” hypothesis (2005:
330-331).
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hegemony of the god's precinct, and this act in turn serves as a rebuttal to the poetic voice's own
bid for victory in the first triad.

That the second triad is not only conflating father and son (Achilles and Neoptolemos)
but also comparing this pair to the poetic voice of the first triad is signaled by the emphasis on
“honors” that is present throughout the poem. The second triad tells us that Apollo slew the
young man not only for the sacrilege of killing Priam as he sought refuge at the protective altar
but the god also did so while the young man was quarreling over “countless honors” (pvpiav
nepl Tyndv, 116). Of course, the son in this case is not unlike his father Achilles as depicted in the
1lliad, a character who could have been further explicated by the Delphians in the corrupt and
fragmentary lines of the second triad.262 The mythic paradigm, therefore, is again related to the
poetic voice of the first triad, who put forth a specified goal of seeking honors for himself upon
his arrival at Delphi.?63 Although some would have the poet's pursuit of “honors” refer to the
literal portion of the sacrifice that Pindar was seeking through his identification with the poetic
voice,?% [ argue that they are meant to have additional metaphorical meaning and that Delphian
chorus is deliberately conflating the poetic voice of the first triad with Achilles' actions at Troy,

particularly focusing on his antagonistic relationship with Apollo. The emphasis of the myth on

262 Nagy observes, “the more pervasive mode of describing the loss by Achilles of his fair share is by
way of the noun timé 'honor' and the verbs formally related to it (see especially /liad 1 505-510, 558-559;
I1 3-4). The word timg, as we have seen, is also appropriate for designating what it was that Pyrrhos had
pursued by quarreling over slices of meat.” The other mode of describing Achilles’ loss ““is the notion of
‘divide, apportion, allot’ inherent in the institution of the dais” (1999b, 132).

263 Kurke, who contends that the first two triads were performed by the Delphians, sees a pointed
contrast between the honors sought by the poetic ego and the deeds of Neoptolemus, which serves to two
functions. “First, it reinforces in retrospect the proper ritual status and behavior of the ego in relation to
the Delphians. But this first effect works only in service to the second, far more important one: it
displaces from the Aeginetan chorus to the ego any possible identification with Neoptolemus” (2005,
109). However, this is a rather elaborate solution, one necessitated by the performance scenario she
advances.

264 Kowalzig states, “The straightforward reading of these passages is, I believe, the correct one. . .The
'countless honors are not some abstract concept, but very concretely the sacrificial shares, (2007, 193).
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Apollo’s direct role in Achilles’ death is therefore the Delphian chorus' response to the poet's
radical reshaping of the paean, which they view as a threat,26> and, as such, the second triad ends
fittingly with the Delphians singing the traditional choral refrain and cry of Apollo's cult-song.

In offering a rebuttal against the “tuneful prophet” who arrived in their midst and who
threatens the orthodoxy, the Delphic chorus of the second triad is therefore not unlike the Iliadic
Apollo, serving as a conservative force that propels the narrative toward its proper conclusion.
While the //iad can certainly be read as a self-contained unit and Achilles’ eventual act of mercy
and acknowledgement of his mortality serve as a fitting conclusion to the poem, I argued that the
lack of a ritual setting, including a paean sung without mention of Apollo—in fact, celebrating a
type of presumed victory over Apollo—and a meal shared by Achilles and Priam that occurs in a
secular setting, portends a continuation of hostilities that would certainly be familiar to ancient
audiences, including Achilles’ death by a divinity and the establishment of his hero cult. What
the Delphic chorus of the second triad provides in narrating Achilles’ death by the arrows of
Apollo is the explicit result of the implied threat in the //iad, where a mortal is a potential victor
over a god, filling in an important narrative gap that exists between the Iliad and the Odyssey.?6¢

The Delphic triad of Pindar’s paean, where the death of Achilles and then his son
Neoptolemos are narrated within the context of a ritual setting and containing all the trappings of
cult song, would seemingly provide a fitting conclusion to the chain of events that are detailed at
the beginning of //iad, but the paean, too, if it were to end here, would finish on a note of

antagonism, where the poetic voice is, if we have the parallel of Achilles and Neoptolemos in

265 Both Kowalzig (2007, 200) and Kurke (2005, 99) highlight the Delphian priests’ role in tightly
controlling the ritual, such as who has access and the amount of meat apportioned, of the sacrificial feast.
266 By “narrative gap” I mean that the death of Achilles occurs somewhere between the chronological
narrative sequence of the //iad and the Odyssey. Though this event is not explicitly narrated in the
Homeric Epics, some of these poems’ themes (e.g., banqueting and the distribution of honor) may be a
secular expression of the ritual aspects expressed in Pindar’s Paean.
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mind, killed for seeking honors that are beyond his station. Despite the panhellenic pretensions
of their cult song, where there is a confluence of myth and ritual, and despite their conservative
rejoinder to the artistic agenda of the first triad, the Delphic chorus creates its own version of a
local antagonism that will need to be resolved, as is evidenced by the concluding triad and the
entrance of the Aeginetans. Leslie Kurke has done an extensive study on this paean that brings us
a long way toward understanding the tensions that might have existed between the Delphians,
with their hegemony over apportioning the sacrifice and disseminating the oracle of Apollo, and
the outside communities that needed to travel to Apollo's precinct for religious and other reasons,
including the recurring artistic and athletic competitions (2005, 95-103).267

An historical tension between local and panhellenic interests may then be at the root of
the antagonism evinced within the triadic structure of Pindar’s paean. While the first-person
poetic voice virtually disappears in the second triad during the Delphian response, echoes of its
existence are picked up, both in theme and voice, in the third triad, the section of the poem that
deals with the Aeginetans. As hosts of the Theoxenia, the Delphians receive a broad array of
panhellenic guests, one of which is of course the poet himself. If this xenos-poet were attached
in some way to the Aeginetans, as in an artist and patron relationship, this configuration could
explain the Delphian response. Embedded in their traditional cult-song is a narratorial warning
both to the guest-poet and his client that calls for obeisance to Delphian tradition and to their
local religious hegemony, symbolized by the protective altar at Troy and the transference of that
theme to Delphi itself. Indeed, the mythic parable seems to foretell the arrival of the Aeginetans,
who themselves have solid precedent to lay historic claim to the lineage of Achilles through his

father Peleus, himself son of Aeacus, a former king of Aegina, which was famously the gathering

267 Nagy also lists a number of examples of anticlerical sentiments leveled at the proverbial greed of the
Delphians (1999b, 120-25).
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place of the Myrmidons.?68 The mythic paradigm kills off Achilles, and, after his son
Neoptolemus has been summoned from across the water, he receives the same treatment at the
hands of Apollo.

Although some have seen the third triad as somehow extraneous to the poem as a
whole,?? it is a perfectly fitting conclusion that blends together elements of the first two triads.
Like the poetic voice of the first triad, the Aeginetan chorus begins by hymning place. Instead of
Pytho, however, we are transported to the illustrious island of Aegina: “dvopaxivta ydp &vecsot

Awpiel / ple]déotsa [nd]vim / viicog, [@] Adg EA- / haviov gagvvov dotpov” (You are famous in
name, island ruling the Dorian sea, O bright star of Zeus Hellanios, 123-126). Subsequently, the

chorus makes explicit mention to the genre of the paean, which in turn is linked to the idea of the
feast:

obvekev 0V 6g TONOVAOV
dgoopmov evvaopeyv, AL dodav
POBLa dexopéva KatepeEls,
n60ev Elafeg vavmpotaviv
daipova kol tav Ogpievov apet[av.
0 mévto Tol Té TE KOl TO TELY WV
ooV €yyvai&ev dAPov
vpvo[na] Kpdvou maig

For that reason we shall not lay you to rest without a feast of paeans, but
you will receive waves of song and declare from where you received
ship-guiding fortune and virtue consisting in justice to guests. The wide-
seeing son of Cronus who does everything, both this and that, bestowed
your wealth on you (127-131).

Here, the paean itself is described both as an act of sacrifice and the subsequent divine remedy,

in that it has the ability to bring about satiety as it comes in waves over the recipient.

268 For the connection between Aegina and the Aiakidai, see Rutherford (2001, 411).

269 Furley/Bremer, “We omit the third triad as it contributes little to our appreciation of Pindar's Delphic
paian” (2001: 106).
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In this respect, the Aeginetans' paean is a fusion of the artistic remedy offered in the first
triad and the sacrificial prayer of the Delphians from the second part of the poem, as the island
itself is presented, in symbolic terms, as a foreign equivalent of the oracle at Pytho. The act
functionally encapsulates not only the intentions of the poetic voice of the first triad, who heard
that the watery Kastalia was devoid a chorus and offers to provide corrective action, but also the
reference to the selfless act of sacrifice that initiates the second triad, which is tied to the etiology
of the Theoxenia. In tracing the genealogical roots of their divine heritage, the Aeginetans
address both the localized Zeus Hellanios and the Olympian Zeus, who took an active role in the
affairs the island,?”% and yet they move inexorably toward an acknowledgement of their current
host, Apollo. To the extent that they address human conduct in the above lines, the Aeginetans
throw emphasis on the virtue of lawful treatment of guests, “tdv Ogpifevov apetdv.” Their song,
therefore, seems to be constructed with the Delphians in mind, and acts as a final rejoinder to the
response that the Delphians advanced in the second triad. But a sharp distinction is made
between the historic role that the Delphians played in averting famine, and the latent parochial
interest the Delphian chorus belies by narrating a mythic paradigm that places emphasis on the
agency of Apollo. The idea of lawfulness, which is repeated in the last lines of the poem,
indicates that, if there were any tensions or competing interests with the Delphians, they are
implicitly with a subset of that group that would use their relationship with Apollo for personal

gain.?71

270 Some have observed that there is an intercalation of the mythical history between Delphi and Aegina.
Though fragmentary, the third triad narrates the birth of Aiakos, who is born from Aegina, a nymph who
gives her name to the island after being carried away there by Zeus. Local tradition held that Aiakos
supplicated Zeus Hellanios to avert a drought, a situation that is parallel to the Delphians prayer to avert
plague and the etiology of the Theoxenia. For a summary of these arguments, see Kurke (2005, 85).

271 The lawful treatment of guests also happens to be an important theme to the conclusion of the
Homeric Hymn to Apollo, in which, after the god has revealed his identity and the Cretan contingent sings
their paean, Apollo instructs his new charges on how to maintain control of his precinct. When one of the
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In both theme and voice, then, the third triad of Aeginetans represents the
collectivization that was lacking but implicitly promised in the poem's opening; however, the
concluding triad also harnesses this act of collectivization to the thematic elements that were
prominent in the Delphians' reply. Whereas the first two triads were characterized by an
undercurrent of antagonism, the third triad functions as a mediating and unifying conclusion to
what has preceded it. The first-person singular statements of the poet from the first triad, which I
argued were antagonistic to Apollo, give way to the undoubtedly choral, first-person plural
statements of the Aeginetans in the third. And the Aeginetans fade from the scene by drawing on
a complex image that fuses together themes that have prevailed throughout the poem: mo v
natpiav, “oi- / Aelte] 6’ £0p[pov]a Aaodv / tévde Kol otepdvoiot viv / mav]Baiéog Vye[iog]
okwalete” (love your native city, love this kind people, and cover them with garlands of all-
blooming health, 177-181). The metaphor of shade, which in the first triad—when a solution was
only prospective—was employed in reference to the inscrutable font of oracular proclamations at
the navel of the earth, is fully converted to a source of public health, and the promise now is of
victory garlands, an image that brings us back full-circle to the idea of a contest that the poetic
voice had suggested in the first triad.

Along these same lines, the poem concludes in a direct supplication to Apollo with the
resurrection of the poetic voice, but in a much-modified form and tone from the first triad.
Having all but disappeared in the second triad, the poetic voice returns in a form that is barely
distinguishable from its choral surrounding: Mowsdv / 6’| éraorigéovt[a] moArdxt, [Toidv, 6é-

/ &’] évvopmv évlom]av (Receive, Paian, one who frequently possesses the harmonious strains of

Cretans speaks up and asks how they are to live on such an impoverished land, Apollo scoffs and tells
them that, through their continual acts of sacrifice, they will receive abundant wealth from the gifts
brought by visiting pilgrims, but, if they should act wantonly, other men will be their masters (&ALot
gmel0” vUlv onuavropeg dvopeg Ecovtal, 541). And in the Odyssey, the instances where the suitors
mistreat the guest (Odysseus, disguised as a Cretan) in their midst are legion, leading to their demise.
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the Muses, 181-183). This act of supplication is a far cry from the peremptory tone of the poetic
voice from the first triad that sidestepped any direct reference to Apollo. Notably, at the
conclusion of the poem, there is no plea for Apollo's intercession or assistance that one would
expect from a traditional paean. But there is no need for such a request, as the poem itself is
serving that function for its audience, being performed at the nexus point where myth and ritual
action intersect. The poem has brought about what was implicitly promised in the first triad: a
union of the traditional Muses with the patron host of the gathering, Apollo, and the poet’s proper
position within that hierarchy. Over the course of the poem and in the third triad particularly, the
poetic voice has been integrated by the chorus, and his individual artistic purpose has been
converted to one with explicit communal significance. The hierarchal chain is now complete, not
only within the divine sphere but also within the means by which Zeus’ will is communicated to
mankind, and any hint of dissonance is removed in the final refrain.

I would now like to return to the comparison that lead me to introduce Pindar’s paean
within the context of the Homeric Epics in the first place: the contrast that exists between the
death of Neoptolemos and the salvation of the poet Phemius on a similar ritual location of the
altar of Zeus Herkios. Just as the Delphic chorus, via its narrated mythic paradigm, kills off
Achilles and Neoptolemos through the agency of Apollo, suggesting that the poetic voice of the
first triad may suffer the same fate, so too does Odysseus, via the efficacy of his prayer to
Apollo, act out a similar mythic paradigm by killing the suitors with his bow, and he is on the
verge of doing the same to the poet Phemius. By saving the poet, Odysseus acknowledges that

the role of this role possesses a special function that will be necessary for the success of his
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endeavor, and he also begins to set to rights a hierarchal structure on Ithaca that will place the
figure of the poet at its very center.?72
This proper delineation of roles becomes more evident in the words Phemius uses to

sway Odysseus:

youvodpai 6”, ‘Odvoed: ob &€ P’ aideo kai ' EAéncov:

avT® Tol petdmiod’ dyog Eooetal, €1 KeV AOWOOV

TEPVNG, O¢ te Beoiot kal AvOp®OTOICLY AEidm.

a0Tod100KTOC O €lpd, B0g O€ ot &v ppeciv ofpog

navtoiog vEpuoev: €otka 0 Tol TapoeideV

¢ te Bed ...

Clasping your knees, I beseech you, Odysseus, respect and have pity on me.

There will be pain for you yourself in the future, if you should slay the singer,

the one who sings for both gods and men.

I am self-taught, and a god has implanted all manner of song in my heart.

Methinks I sing to you as to a god.

(22.344-48)

Given the parallels we have been tracing, it is significant that the diction of Phemius’ warning
(a0T® To1 peTdomaO’ dyog Eccetan) exactly matches Odysseus’ exhortation for Achilles to rejoin
battle during the embassy scene of the //iad when he tells the absent warrior, who is playing his
own song on his lyre, that there will be pain for him in the future (Od. 22.345 = I1. 9.249) if he
doesn’t act immediately and ward off the day of ruin for his comrades.?”3 The hero doesn’t act
immediately, and, if the diction indicates that there is a correlation between these scenes, it can
be said that Phemius is, in a sense, offering for a different type of song to be sung?7# than the one

proffered by the Iliadic Achilles, whose song, when evaluated with his future actions, elevates

the role of the hero while diminishing or eliminating the presence of Apollo. Similarly, in

272 Pucci observes that Phemius, in an earlier episode, had advocated against Odysseus’ return, and his
new song therefore becomes one of recantation, and he becomes a poet of praise (1987, 128-39).

273 For the significance of &yog and its relationship to the etymology of Achilles’ name, see Nagy (1999,
80).

274 Biles claims that, unlike Phemius’ earlier Nostoi song from Book 1, which, like epic song, dealt with
the past and death, the new song will feature a theme of survival (2003, 206).
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narrating the death of Neoptolemos, the traditional cult song of the Delphians in Pindar’s Paean
focuses on the other extreme, where an emphasis is on the negative characteristics of the hero
and retributive nature of the god.

Moreover, although the verb éAéncov in Phemius’ plea is evocative of Priam’s request at
the end of the /liad for Achilles to honor the gods and to relent (GAA" aideio Beovg Ayded, avTOV
T’ €Méncov / pynoduevog cod motpog, 24.503-04), the notion of pity is also a significant element
that, at the end of the poem, frames the distance between Achilles and Apollo, who, in one of his
last speeches, claims that the hero, like a lion who forcefully seizes a feast (24.39-40), “just so
Achilles has lost his sense of pity,” g Ayihedc Eleov pev dnmieceyv (24.44), portending the
continuing of antagonism until the point of the hero’s death.27> Apollo’s proclamation in turn
invites Hera’s rejoinder regarding a song Apollo sung at the wedding of Peleus and Thetis,
navteg & avtidacte Beol yapov: €v 8¢ ob Toiot / daivy” Eywv eOpyya Kak@®v €tap’, aiev dmote
(All you gods partook of the wedding. And among them you, [Apollo], feasted, holding the lyre,
you companion of evils, always untrustworthy, 24.62-63).27¢ In both the speech of Apollo and
Hera, we find the image of a disrupted banquet, and the same situation holds true during the bow
contest and its aftermath for Odysseus, who, though looking like a blood-splattered lion (22.402-
03), calls for restraint in the treatment of his victims (22.411-416) instead of violently taking his

place at the table and who moves toward a reunion with his wife.

275 For more on the wild animal imagery associated with Achilles and Apollo’s value judgment on that
savagery, see Segal, who notes specifically that Apollo’s speech, which addresses the futility of mangling
a corpse, begins to move the Olympian gods, as a group, toward the emotion of pity, and all these changes
of mood seem cued to the burning out of Patroclus pyre, which is the moment where a certain weariness
begins to be detected in the hero, portending the end of his rampage (1971, 58).

276 Nagy notes that this wedding is a “traditional theme celebrated by the Cypria as an appropriate setting
for the onset of the entire Trojan Cycle (Proclus 102.14—15 Allen),” and that the dais held specific
importance for the Aeacids (1999b, 130).
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Like Demodocus before him, Phemius is a versatile poet, capable of singing all types of
songs, the type of bard who, in singing songs “for both gods and men,” is capable of repairing
the schism between the human and divine realms. A necessary precondition for the reparation is
a change in the relationship between hero and poet. If Achilles’ song puts him in antagonistic
relationship with Apollo, where the hero’s lay threatens to upset an established hierarchy,
Odysseus’ act of mercy with Phemius reestablishes that hierarchy by delegating a portion of his
bardic role to Phemius. Through the success of the bow scene, Odysseus becomes the focal point
of attention and looks to be on the verge of acting a mythic paradigm that has all the trappings of
the Delphic story from Pindar’s paean of Apollo’s vengeance against Achilles and Neoptolemus.
Like the position the Delphian chorus asserts for itself in the second triad, Odysseus is on the
brink of taking over complete control of the role of the poet.

Phemius’ plea, however, in which he suggests a type of quid pro quo where, if spared, he
will be able to sing of the hero as to a god, evidently strikes a chord in Odysseus, whose act of
benevolence effectively allows him to delegate his bardic function. Nevertheless, as appropriate
for a king, Odysseus still controls the topic of song. This arrangement seems to be at least one of
the motivating factors behind Odysseus' decision to spare him, as evidenced by his exhortation to
the minstrel abounding in song (moAOEM O A0106¢, 22.376), and to a herald whom he also saved
from slaughter, to go forth and tell "another that a good deed is much better than a bad one
(8AL®, ig kokoepying evepyesin péy’ dusivov, 22.373-74). Later, Odysseus provides more
instructions to the poet, asking him to create an entertainment that will beguile the remaining
victims and possible onlookers to think that, despite the actual ongoing slaughter, a wedding is in
progress:

avTap Belog 010G Exmv POpULYYa Alyslo
Nuiv nyeicbo erromaiypovog dpynduoio,
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A¢ kv TIC eain yapov Eppevor EKTo¢ AKOVMYV,

1 &v’ 000V otelymv, §j 01 TepvalETAOVOL:

un Tpodche KAEOG VPV POVOL KTA HGTL YEVNTOL

AvOp@OV Lynotpov, Tpiv ¥ Muéag EAOENEY EE®

aypov &g NuETepovV TOAVIEVIpeOV: EvOa O Emetta

epaccoped’ &ttt ke kEpdog OAOUTIOG EyyLaAiL).

But let the god-like bard, holding his clear-toned lyre,

take the lead of the sportive dance for us,

so that someone listening outside might say it is a wedding feast,

whether that person be walking the road, or those dwelling about,

lest the fame of suitors’ slaughter become wide throughout the city,

before we reach our land abounding in trees. And then and there

we will display whatever advantage the Olympian may bequeath us.

(23.133-36)
The situation that presents itself here, where the outer signifiers of a wedding celebration mask
the violence, evokes another symbol that possesses a broad contrast in images. Although, in the
lliad, Hephaestus’ shield includes vignettes from a city at peace, in which the choral refrains of
marriage song play while brides are led by torchlight from their chambers and dancers leap to the
strains of the flute and lyre (18.492-496), they are balanced by images of violence from a city at
war. When Achilles picks up the weapon, he, as he had done earlier through his song on his lyre,
delights his own heart (adtap énei peciv ot tetdpneto daidola Aevocwv, 19.19), and the
remainder of his Iliadic life, until almost the very end, is consumed with actions that are
commensurate with the city at war. Unfortunately for the hero, fate has conspired to deprive him
of his peace-time potential, whether that be the ideal king or the perfect bridegroom, and he must
play his part until the end.
When Odysseus takes control of the topic of song, however, he does so in order to steer

the focus away from a fame that is derived from slaughter (kA¢og ... dvov, 23.134), and this act

of deferment sets the stage for the climactic recognition scene between husband and wife, which

will take place as the final notes of this song are dying away. Though Odysseus is still rankled
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that his wife refuses to accept his identity and is disposed toward anger, he ultimately passes the
final test she puts before him when she asks for her maid to make ready their marital bed. When
Odysseus narrates the method of its unmovable construction, having built it out of the living root
of an olive tree, and thus revealing to her a sign (oVt® tot 10d¢ ofjua meavckopat, 23.202), she
recognizes these manifest tokens he has firmly revealed to her (ofjpat’ dvayvovon té ol Eumeda
néepad’ Odvcecevg, 23.206). Her heart melts and she bursts into tears at this moment of full
recognition.?””

In the /liad, the word ofjpa is also associated with the signifier of hero cult, the burial
mound.?’8 We have already seen that the burial mound (cfjpa) was an important component of
Hector’s definition of fame, where the physical remnants of the dead hero become the signifier
the victorious party’s glory in future generations (7.89-91), and Nagy notes the irony that when
Hector lays out the terms of his own future fame, he seems to be describing the burial spot of
Achilles, which the Odyssey states is positioned on a headland of the Hellespont and acts like a
signal beacon that shines from afar for the benefit of contemporaneous and future travelers.?”°
Perhaps attempting to be in control of these signs, Achilles pulls Hector’s corpse three-time
around the ofjpa of Patroclus (24.14-17). In the Homeric Hymn to Apollo, the god tells the
Cretans that the individuals who will be in control of his precinct, the site of Neoptolemos’

burial, will ultimately be onudvtopeg (542), literally the “ones who give the signal or sign.”

277 Nagy connects the semantics of ofjpua with the semantics of thinking, seeing a relationship between a
variety of scenes in the //iad and Odyssey that revolve around recognition (1992, 202-22).

278 For a discussion on ofjpua, meaning burial mound, as a physical stand-in for kA£og, see Sinos (1980,
47), while Sourvinou-Inwood notes additional functional nuances of the word (1991, 131-36).

279 Nagy cites the Odyssey's passage concerning Achilles' and Patroclus' burial site (24.80-84) as
evidence of hero cult in the Homeric epics, and states that this scene "complements a set of stylized
references to what is understood to be the same tomb in the //iad (especially XIX 368-380; XXIII 125—
126, 245-248)" (2012, 48).
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In the Odyssey, when the reunited couple move toward their culminating recognition
scene, Penelope states, onpat’ apippadéa katére€ag / eoviig uetépng (you have recounted at
length the conspicuous symbols of our bed, Od. 23.225-26). Within the recognition scene
between husband and wife in the Odyssey the word ofjpa is therefore associated not with a burial
mound but with their marital bed, which, like the turning point in the Iliadic horse race during
the funeral games of Patroclus—a burial mound (cfjpa, 23,200)—is fashioned from a tree stump,
indicating a degree of longevity to the sign. Though these signs are naturalistic, they can be
created by institutions as well, and one of the concluding images of the Odyssey projects an
allusion to the foundation of cult. Odysseus relates to Penelope some critical information that the
prophet Tiresias had given him in the underworld: ofjpa 0¢ pot 160™ Eeimev ApLEpadés, ovdé o
kevow ([Tiresias] told me this manifest sign, and I will not keep it secret from you, 23.273).
Odysseus further relates that is to travel inland with an oar and to stop at the point where
someone mistakes the implement for a winnowing fan, indicating an ignorance of the sea. When
this moment of misrecognition occurs, he is to plant the oar in the ground and make offerings to
Poseidon (11.134-35, 23.281-82).280

In addition, Odysseus relates to Penelope that Tiresias had told him to conduct himself as
follows,

gpdev B 1epag ExatopPog
aBavdrtoiot Beoiot, Tol 0VPAVOV ELPLV EXOVGTTL,

280 A similar idea of rooting and permanence is present in the creation of temples, as when Pindar
describes the etiology of Apollo’s temple at Delos, which harks back to the very moment Leto steps foot
on the island, a land mass that, according to Pindar, had been known to float on the sea and tossed by the
winds: o1 to1e Téo00peg Opbai / Tpéuvav drnmdpovoay yBoviov, / Gv |8’ émk’ pavolg oyébov / mét pav
|adapavtonédidon / kioveg, &v|Ba texol/ 6” gvdai|pov’ Endyato yévvav (then it was that the four straight
pillars with adamantine bases rose from the roots of the earth, and on their capitals held up the rock,
where she gave birth, and beheld her blessed offspring, Fr. 33d. 5-10). Though the island doesn’t float in
Homeric poetry, Odysseus had recounted that he was seized with reverence when he noticed a palm
springing up next to the altar of Apollo at Delos (6.160-163).
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nact pad” E€eing: Bavatog 6€ pot €€ aAOg adTd

APANYPOG LdAa Tolog Elevoetat, Og KE Pe TEQVT

pog Hmo Mmapd apnpévov: apel o0& Aaoi

OAProt Eccovtat: T 6€ pot eato mdvta teleichHat.

To sacrifice holy hecatombs to the immortal gods who hold wide heaven,

to all in order. And for me myself death will come away from the sea,

a death so gentle that it would strike me

when worn down by bright old age. And thereabouts the people

will be blest. And he said to me that all this will be fulfilled.

(23.279-284)

The language of fulfillment is evocative of Achilles’ ritualistic efforts to mark out a future
memorial toward the end of the /liad when he satisfies his promise, dragging his victims to the
site of pyre of Patroclus (23.20-23), in which the bones of dead hero are quite discernible
(aprppadéa, 23.240). But, in the Odyssey, the language of fulfillment is strongly voiced by
Penelope, who proclaims that she will clothe the beggar who is in her presence, the disguised
Odysseus, in lovely raiment and send him wherever his heart bids if he were to be successful in
the bow contest and if Apollo were to grant her prayer (21.310), representing a promise that is
projected to be fulfilled if we read it in connection with the prophecy of Tiresias.

If Achilles’ actions were performed in an antagonistic challenge to an Apolline hierarchy,
Odysseus’ and Penelope’ coordinated acts of fulfillment bring about a symbiotic accord within
that same system, where, at some future point, the hero will travel to discharge a type of office
that effects a reconciliation between conflicting camps, potentially even ending the acrimony that
was evident in the Iliadic feud between Poseidon and Apollo.?8! In this sense, the inland sacrifice

that Odysseus will perform, where his goal is to dedicate the offerings to “all the gods in due

order” (mdiotr pdA’ £Eeing) is analogous to the second song of Hermes from the Homeric Hymn.

281 Purves examines the inland journey of Odysseus as a dislodging of borders, where the hero, in turning
his back to the sea, ultimately “leads to a shift in genre that takes the reader (like Odysseus) beyond the
epic parameters of Homer's world” (2006, 2).
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While the young god initially sang a song that hinted at his competitive aspirations against
Apollo—a song that thematically matches the cattle raid he commits against his brother—his
second song is a type of Theogony that lauds all the gods in due order (kotd k6cpoVv, 433),
precipitating an exchange of divine privileges whereby Apollo obtains possession of the lyre, and
Hermes attains his own, though perhaps subordinate, honors. Though Odysseus in the bow
contest may have attained a power that was similar to Apollo, unifying the bow and lyre and
hitting a mark no man ever has, his subsequent actions set out to reestablish a proper hierarchy
that implicitly celebrates this god, where the poet is elevated to his rightful place in an act of
mercy that has ritual overtones.

Just as the tone of the poetic voice from the first triad of Pindar’s “Paean 6 is
recalibrated from one of antagonism to one of harmonious accord, where the strong first-person
statements of the opening triad give way to a choral refrain of the third and where parochial
interests eventual succumb to a vision of panhellenic unity, so too does the voice of the best of
the Achaeans, from Achilles to Odysseus, moderate over the course of the narrative span of
Homeric Epics. If Achilles experiences delight during the scenes of the lyre and the shield, this
emotion is internalized within the hero, contained within his own heart (ppéva tepmopevoy,
9.186; ppeoiv ot tetdpmeto Saidara Aevocmv, 19.19), but Odysseus and Penelope celebrate an
extended night by entertaining one another with the respective stories (tepnéconv poboiot,
23.300) that ultimately brought about their reunion. The couple thus experience a form of mutual
delight during a festival of Apollo, giving their reunion a resemblance to the conciliatory efforts
the Achaeans made in a ritual setting in the first book of the Iliad, culminating in a paean that
brings delight to the god’s heart (ppéva tépret’ dxovwv, 1.433). Whereas the ritual of Hector’s

funeral at the conclusion of the //iad may provide a temporary appeasement of the hostilities, the
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fight for Troy is projected to resume (24.659-69), bringing Achilles’ traditional death that much
closer, but Odysseus’ eventual appeasement of his antagonistic god, Poseidon, suggests the
potential for a harmony between the human and divine spheres, and the hero may thus achieve a
peaceful death. In the unifying third triad of Pindar’s paean, there is no call for a celebratory
song to be sung to Apollo, as the poem itself, like the conclusion of the Odyssey, performs that

function at the point where performance, myth and ritual converge.
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