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ABSTRACT

Within Homer’s lliad, Odyssey, and the Homeric Hymns, there are a number of songs
performed by internal characters over the course of the narrative. Despite similarities in theme
and content between these songs, when they are divided according to the (im)mortality of their
performers and the subject matter of their content, significant differences arise. Human singers
wish to improve their social standing within the cosmic hierarchy. Being mortal, they are subject
to death, but they can nevertheless emulate a sort of literary immorality though a celebration of
kleos. The gods push against this. Within their own songs, the immortals instead reiterate the
physical mortality that humans are attempting to overcome, emphasizing human inferiority and
simultaneously solidifying the gods’ own position of power. By highlighting these differences,
we reveal the intricacies of the Greeks’ relationship with their gods, and the critical role that song

played in that relationship.
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The Songs of Gods and Men: Internal Songs and Singers in Archaic Greek

Epic

Introduction

Although archaic Greek epic (Homer in particular) has received vast attention in modern
scholarship, especially concerning its relationship to song and oral culture, there has been,
surprisingly, no comprehensive study of the internal songs—that is, those songs which are
performed by characters within the text of the poems that we now have—available in the literary
evidence. The last few decades have seen influential studies and interpretations of individual
internal songs or singers, which have enlightened our understanding of those songs within their
immediate contexts, but the lack of a comprehensive study leaves unanswered questions: Who
uses song, and for what purpose? What relationship is there between singer and song content? In
a larger context, what function(s) did song serve for the Greeks? By answering these questions,
we can gain a better understanding of the Greeks’ relationship with song, with the gods, and how
they viewed the structure of their universe.

In order to answer these questions, I will analyze nearly all internal songs found in the non-
fragmentary works of Homer (i.e. the /liad and Odyssey) and the Homeric Hymns, and
occasionally I will draw upon passages found in Hesiod’s Theogony and Works and Days. With
these passages collected, I will divide them into two groups, depending upon whether the singer
is mortal or immortal. Then, within each grouping of singers, I will further divide their song
content between those songs that are about humans, and those songs that are about the gods. In

so doing, I will demonstrate several things. First, there is a noticeable difference in content and



tone depending on whether the singer is mortal or immortal and whether they are singing about
mortal or immortal objects. Second, that difference in content and tone is indicative of different
goals and intentions held by each group of singers: Humans will sing about the gods to worship,
praise, and placate them, but also about themselves, celebrating the famous deeds of heros past
and present, in order to obtain a sort of literary immortality that will persist beyond their own
death for as long as their name is commemorated in song. The gods also sing about themselves,
not in an act of self-worship, but in order to create, reinforce, and solidify their position of power
within the cosmic hierarchy. However, when the gods sing about humans, they do not celebrate
their exploits and achievements, rather they emphasize their mortality and painful lives that the
gods gave to mankind, thus keeping humans lower in the hierarchy.

There have been several ground-breaking studies in recent decades that touch on some of
these topics. Gregory Nagy’s The Best of the Achaeans (1979, revised 1999) offers a thorough
examination of kleos, the literary immortality that it can bestow, and the role of song and oral
culture in that process. However, song is not the main focus, nor, naturally, does Nagy’s book
include many of the internal songs that do not preserve heroic kleos. Nevertheless, the key
concepts of the work form a major underpinning of my own study, especially where I examine
mortal song about mortals. Another important study is Jenny Strauss Clay’s The Politics of
Olympus (1989). Among other things, she has established the mythic cosmic timeline that the
poems of Homer, Hesiod, and the Homeric Hymns occupy, and especially the critical role that the
Hymns play in the transitional period between Zeus’ ascension to power in Hesiod and his
undisputed rule in Homer. This has included careful analysis of the internal songs in the longer
hymns to Apollo and Hermes, but, once again, song is not the focus, nor is it exhaustively

treated. However, her timeline and analysis inform my own study of the internal songs found



within the Hymns, and is particularly useful when considering divine songs the that gods sing
about themselves and how these can be used to negotiate and solidify power.

There are, of course, other studies that address similar topics and have influenced the present
work,' but they all exhibit the same partially complete treatment of internal song, failing to
consider these songs holistically, which would allow us to understand these internal songs not
just within their immediate context, but within the larger context of archaic Greek culture and
thought. One major question left unanswered by these partial studies is this: Does each internal
song connect merely to its local context and serve a purpose only there, or does song in general
have a unified function that can be utilized over time and space by different actors? By using a
holistic approach, the answers to this and other questions become clear. These songs do not
merely have immediate relevance to their local context, but they form part of a larger network of
song that reveals the political struggle, the push and pull, as gods and men both attempt to
negotiate and solidify this position with the cosmos. Mankind wants to move up in the world and
stave off their extinction, and the gods want to keep their rule and remain uncontested.

My first chapter will examine the songs that are performed by human singers. I will begin
with those songs that mortals sing about other mortals, which nearly always take the form of
epic, celebrating heroic deeds, and thus contributing to the kleos, or reputation, of the song’s
actors. However, human song is not strictly limited to epic, and there are examples of other
genres, such as the thrénos (dirge), which appear to scrutinize the heroic code and desire for
glory that epic and the larger Greek society revered.

Following this, I will remain on the topic of mortal singers, but I will instead examine their

songs about the gods. Much like their songs about mortals, their songs about immortals are

1 Some of the most important include Clay 2003, Faulkner 2011, Martin 1989, and Scodel 1998, but many others
can be found in the bibliography.



typically laudatory of the internal actors. The difference, however, is that the gods have no need
of kleos and the faux-immorality that it is able to bestow, since they are already truly immortal.
Instead, such songs serve to please or placate those gods to whom they are addressed or, in at
least one instance, the mortal audience that is present at the performance.

For my second chapter, we will fly like a thought up to Olympus (or Helicon, or Arcadia,
or...) to examine the gods and their songs. I will begin with those songs that the gods sing about
themselves. Much like their human counterparts, these songs also are laudatory, but there is a
natural absence of any celebration of kleos, since it offers no benefit to the already deathless
gods. Rather, these songs serve to celebrate and reinforce the power and position that the gods
already occupy, solidifying their rule in the universe.

However, as will be seen in the second half of that same chapter, divine song takes on a very
different tone when it mentions mortals. Rather than offering any sort of praise or kindness, the
gods belabor the frailty and inferiority of humankind, especially emphasizing the gods’ own hand
in creating and maintaining this condition for mortals, thus highlighting the greater cosmic
hierarchy. Some mortals, however, do have special relationships with the gods, and, as a result,

this critical attitude may be somewhat mollified in individual songs.



Chapter 1: The Songs of Men

Just as I have divided internal singers into two categories (i.e. mortal and immortal), the
content of their songs can also be divided by the same criterion; that is to say, for mortal and
immortal singers both, the content of their songs can be broadly divided between those about
humans and those about gods (and, in some cases, a combination thereof). Within these broad
categories, the two groups of singers approach their songs with slight differences in emphasis
and function (as will be discussed later),? but the general division nevertheless remains
applicable. For the present time, though, I wish to discuss only the songs performed by mortals,
and will discuss the songs of immortals in a subsequent chapter.

Within each of the broad divisions of song content outlined above, it is possible to be more
precise about the form and function that each song assumes. In the first case, songs about
humans always preserve mortal kleos, which is the nearest thing to immortality that any ordinary
human can hope for.* There is additionally an (ironic) subset of this category in the form of
dirges (0pfjvor) sung for the dead. The other major category is, of course, songs about the gods.
These songs can take various forms (e.g. theogonies, paeans, hymns, etc.), but they all equally
serve as praise of the gods.’ It seems expedient to also note (as already mentioned) that some
songs straddle these two categories. Each song will distinctly fall more into one category than the

other, but one or more singers from the other category will nevertheless receive brief mention.

2 The focus of mortal singers is discussed below. Immortal singers will be discussed in the next chapter, but, to
anticipate the conclusion, I shall summarize here: Divinely-sung songs about the immortals themselves contain
faultless praise and take the same form as mortally-sung songs about the gods (i.e. theogonies, hymns of specific
deities’ births, etc.). The differences surface in divinely-sung songs about mortals, which, in addition to being
rare, are critical of human mortality and emphasize human subordination to the gods.

3 Garvie 1994 ad 8.44-5, Nagy 1999.

4  For the Opfjvog as an ironic vehicle for immortality, i.e. that death must occur before immorality can be
achieved, see Nagy 1999, ch. 10.

5 Although cf. my discussion of Demodocus’ “Lay of Aphrodite and Ares” below.
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The general divisions become no less clear, but this fact warrants observation since, when these
intrusions do occur, they appear to be significant. Instances of this crossover will be discussed as
they arise.

Before beginning the analysis of the songs themselves with the proposed schema, I suppose
it would behoove me to justify said schema. That is to say, why—other than to match the
division of singers into mortal and immortal—why likewise divide song content into songs about
gods and songs about humans? On one hand, the answer is simple, for, as will become apparent
in the evaluation of the evidence, this is simply how the content of the songs naturally falls: the
primary focus of every song is either on mortal or divine characters; it seems only natural to
divide the songs in this way. But, on the other hand, in addition to this implicit division, there is
also more explicit evidence that songs can be divided into these two categories. This evidence
comes not from a song itself, but from a comment on song. In the Odyssey, after Phemius’ song
about the nostos of the Greeks has drifted upstairs into Penelope’s chamber, she descends and
rebukes Phemius for singing this particular song because of the grief it causes her on account of

her husband’s absence:

337 «Dfute, moAd yap dAlo Bpotév Bedithipia oldac,

Epy’ avopdv te BedV TE, T TE KAloVGY dodol”

TV &V Y€ GOV delde TapNIUEVOG, Ol O CLOT

340 oivov mvoviov: todmg & dmomoe’ dotdic
Aypiic, §} T€ pot aiel évi otBeaot eidov Kip
teipet, €mel pe pdhota kKabikero mévBog dAactov.
TOINV Yap KEQOANV ToBE® pepvnuévn aiet,

avopac, Tod KA Eog evpv kaf’ EALGSa kai pécov Apyoc.» (Hom. Od. 1.337-344)



“Phemius, you know many other things to charm mortals, the deeds of men and gods,
which bards make famous. Sing one of those while you sit here, and let them drink their
wine in silence. But leave off from this painful song, which always distresses my dear
heart in my breast, since an unforgettable pain has come upon me especially. I yearn for
such a head remembering it always, my husbands, whose kleos is wide in Hellas and mid-
Argos.”
Here, Penelope expresses what appears to be common knowledge about bards: that they know
and make famous (338 k\elovoiv) many songs about the deeds of men and gods (338 &py’
avdpdv et Oedv t¢).° Penelope gives no indication that bards would sing about anything other
than gods and men. And, indeed, as the remainder of the internal songs will show, all the songs
are about one or both of these groups.’

Further support for this division (and, indeed, the same divisions and content) can be found
in the external songs themselves. The lliad and Odyssey are primarily about the deeds of mortals,
but we also see glimpses of divine action, either fighting on the battlefield along with mortals, or
events that take place on Olympus. The Homeric Hymns, on the other hand, concern themselves
almost exclusively with the actions of the gods (although occasionally such action includes
kidnapping unnamed sailors, or being worshipped by unnamed maidens, etc.).® Although not

discussed at length in this project, Hesiod’s Theogony can also be added to this list: the various

6 Cf. Hes. Th. 99-101: do1d0¢ | Movcawv Bepdmmv kAelo Tpotép@v avOpdnov | dpuvnoet paxkapdg te 6eobg ol
"Olopumov €xovotv. Hesiod attributes the same song content to bards as does Penelope.

7  One could, I think, make the argument that here Penelope is thinking about these two groups as inherently
linked: bards sing about both gods and men together at the same time. Indeed, the song that incites this outburst
from Penelope is about the Greeks’ nostos from Troy, which Athena ordained; the actors are mortal, but the
situation is divinely orchestrated. We find this same structure in the Odyssey’s next internal song: the first song
by Demodocus. The main actors are Odysseus and Achilles and the contest between them, but Apollo, we are
told, foretold this contest, and Zeus, at the time, was orchestrating pain for the Greek and Trojans both. Once
again, the action is primarily mortal, but the influence of the gods is deeply woven into the fabric of the story.
For more on these passages, see below.

8 The mortals mentioned in the Homeric Hymns (which are focused on the gods) are never named, nor are names
ever attributed to mortals when mentioned in any divine song. This namelessness is, I think, significant.

7



gods and divine beings of the universe are the core of the poem. Even the Works and Days,
although drastically different from the Homeric epics, is concerned with mortal works (and the
divine oversight of said works). Thus, even in the external songs, although there is once again

some overlap, the content can be clearly divided between the two categories.

Songs by mortals about mortals.

Songs sung by mortals about other mortals all seem to function in the same way: they serve
as a source of kleos. This is perhaps most explicitly demonstrated in a passage from Homer’s
1liad (9.186-9), in which we glimpse Achilles playing his lyre and singing the kleos of men
(9.189 Gede 6™ apa kKA Ea avop@v). Despite the explicit mention that Achilles’ song is about kleos,
we do not have any other information about the exact content of his song—certainly no direct
quotation is given. However, the phrase used, kAéa avopdv, is “the Homeric expression for what
is now called heroic poetry,” and this certainly is confirmed when we consider the content of
other mortally-sung songs, which concern themselves with the heroic exploits of men, especially
in war.

Such a view is corroborated by a passage in the Odyssey (8.73ff.). Demodocus, the narrator
tells us, is moved by the Muse to sing the kleos of men, and subsequently sings of the (otherwise
unknown)'’ contest between Odysseus and Achilles while they were besieging Troy. Since this
episode is not otherwise attested, we do not know the exact circumstances of their quarrel, but
the context of the Trojan war (and the explicit mention of kleos at the outset of the song) still

makes this a clear example of kKA éa avop®dv. Likewise, Demodocus’ other human-centered song

9 Hainsworth 1993 ad /. 9.189 (with further references).
10 Garvie 1994 ad 8.62-82.



also focuses on the Trojan war (8.4991t.). In it, he sings about how the Greeks deceived the
Trojans with the wooden horse, and thus the Greeks were able to sack Troy. Phemius’ song
(1.153ft.) follows this same pattern: although he does not sing strictly about the war, he sings
about the Greeks’ journey home from the war (which, as the rest of the Odyssey will
demonstrate, was no easy journey)—certainly still a song of warlike heroes and their exploits.
Last but not least is the song of the Delian maidens in the Homeric Hymn to Apollo. After

hymning Apollo, Leto, and Artemis (which will be discussed below), the maidens sing a song
that sounds very similar to Achilles’: pynoduevat avop@dv 1€ Tahoidv 10& yovaukdy / Huvov
asidovotv (“having remembered the men and women of old, they sing a hymn,” HH 3.160f.).
Whereas Achilles sang about the kleos of men, the Delian maidens remember the men and
women of old." The passage recalls the endings of Hymns 31 (to Helios) and 32 (to Selene):"

€K 6€0 &’ ap&apevog KANGm HepOT®V YEVOS AvVOpaV

NHOémv v Epya Oeoi OBvnroicw Edetéov (HH 31.18-19)

Having begun from you, I will celebrate the race of articulate men—

demigods—whose deeds the gods revealed to mortals.

... 60 &’ apyYOUEVOS KAEN POTDV

doopat ubénv oV Kheiovs’ Epypot’ dowdoi (HH 32.18-19)

... Having begun from you, I will sing

the glory of demigod men, whose deeds are made famous by bards.
These passages are more explicit about their intentions: the poet(s) will glorify the race of men
and their deeds. We find in the text kAfjow (HH 31.18) and kieiovs’ (HH 32.19), both of which

are etymologically related to kleos, as well as kleos itself (HH 32.18 kAéa). We also find erga

11 On the function of “remembering” in this passage, see Bakker 2002: 71f. and passim.
12 Cf. Richardson 2010 ad 158-61.



(“deeds”) (HH 31.19 &pya, 32.19 &pypat’), another key component in the celebration of kleos.
Now, the passage from the Homeric Hymn to Apollo lacks any direct mention of kleos or its

cognates, or even erga, but this does not make the passage any less relevant here. It may seem
that some sort of singing about men is the only shared element between all three passages, and
that may be technically true, but it is not just any men that they are singing about: they all specify
that these are the men of old, demigods, whom they are celebrating. The exact language is
different, but the meaning, I propose, is not. In the Hymn to Apollo, we find avop®dVv ... Taiaidv
(HH 3.160), but in both the Hymn to Helios and to Selene we find ubéwv in apposition to either
avopdv (HH 31.18, cf. HH 3.160) or powtdv (HH 32.18). At first glance, these may not seem to
be at all the same, but, if we remember our Hesiod, we know that the men of old—the men
whose deeds are celebrated in song by the likes of Phemius and Demodocus—were demigods.
Hesiod, in his catalogue of the Ages of Man, describes the Age of Heroes:

o Tic 1 8o tétaptov &mi yOovi movivPoteipn

Zevg Kpoviong moinoe, dikaidtepov Kol GpeLov,

avopdv Npd®v Ogiov yévog, ol KoAéovtal

Nuibeot, Tpotépn yeven kat’ dneipova yoiov.

Kol TOVUG UEV TOAEOC TE KAKOG KOl PUAOTIC OlivT)

TOVG UEV VO’ ErTamvA® OnPn, Kadunidt yain,

dAece popvapévovg Aoy Evek’ Oidumdoao,

TOVG O€ Kol &v vieaoty VIEP péya Aaitua Oaidoong

& Tpoinv ayayov EAévng Evek’ qukopoto. (Hes. WD 157-165)

Yet again Kronian Zeus made upon the much-nourishing earth

another, fourth race—more just and just better—

10



a divine race of heroic men, who are called

demigods, the previous generation upon the boundless earth.

Evil war and the terrible battle-cry destroyed these people,

some at seven-gated Thebes, the Kadmian land,

fighting on account of Oedipus’s flocks,

and others on boats upon the depth of the ocean

heading to Troy on account of pretty-haired Helen.
The race of heroes, which was the race prior to our own (Hes. WD 160 npotépn yeven)), were also
known as demigods (Hes. WD 159—-160 avopdv npowv Ogiov yévog, ol kadéovtal | nuibeor). It
does not seem unreasonable, then, considering their past existence, the “men of old” in the
Homeric Hymn to Apollo are actually the demigods of the Age of Heroes. As such, it also
becomes important that some of these heroes fought at Troy (Hes. WD 164—165 toV¢ 6¢ kai £&v
vigoov vrEp péya Aoitpa Oohdoong | & Tpoiny dyoayav ‘EAévng &vex’ nukopoto). The Trojan
War and the heroes who partook in it were a favorite subject of epic (one need only look at the
songs of Phemius and Demodocus examined below, not to mention the /liad and Odyssey
themselves), and epic itself was the genre of kleos par excellence. So, if indeed we are able to
understand the avdpdv taloudv in the Hymn to Apollo as heroes of the Trojan war, it becomes
exceedingly unlikely that the song of the Delian maidens is anything other than a celebration of
kleos.

Although I now hope to have demonstrated that the Deliades’ song is certainly one of kleos,

there is still one element here that is unique from the other passages just quoted: that is, the
mention of women. In all these passages, as well as those sung by Phemius and Demodocus

discussed above, and especially that of Achilles, there is no mention of women. However, we are
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told explicitly elsewhere that women will become the object of song. The most explicit comes
from the end of the Odyssey. Agamemnon, in the underworld, says: «... T@® o1 kKA0g o0 moT’
OLgTTan / ¢ dpethic, Tevéovot & dmryoviototy owdnyv / dddvarol yapissoay &xippovt
[Inveromein» (Hom. Od. 24.196-8). The kleos of Penelope, because she was so faithful to
Odysseus, will never die, and the gods will make a song for her among mortals. Women can
indeed be the object of song—and have kleos, no less (196)—and we can even see Penelope’s
appearance in the Odyssey itself as an example of such a song."

I should also briefly add Helen’s comment to Hector in Book 6 of the //iad to this
discussion: «oiotv émi Zevg Ofjike kokdv Hopov, ¢ ki dmticom / avOpdnolst tedmued’ doidyuot
gocopévorsy (Hom. 11. 6.357-8). The antecedent of the relative pronoun (357 oiow)
grammatically seems to be Helen and Paris, but Hector also seems to be implicit. In any case,
Helen is without a doubt part of this group, and she says that Zeus ordained this evil fate for
them so that it would become the object of song for future men. Once again, we are told that a
woman will become an object of song.

The question remains, however, as to why the Deliades here include women in their song,
whereas most other internal songs do not mention women (despite the fact that, as shown above,
women most certainly could be the object of song). The answer to this is difficult to say with any
certainty. Allen et al. see this turn of phrase as nothing more than an alternative to the “xAéa
avdpdv of Homer.”!* Richardson has tentatively suggested that this could be a reference to an

ancient hymn ascribed to Olen, which honored the Hyperborean maidens Arge and Opis, but

13 Agamemnon continues that his wife, Clytemnestra, will also become the object of song, but rather because of
her treachery, and thus her song will bring ill repute upon all womankind (199-202). Significantly, Agamemnon
does not mention his wife by name, instead referring to her as “the daughter of Tyndareus” (199 Tvvdapéov

Kovpn).
14 Allen et al. 1936 ad 3.160.
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admits that this is largely speculative.'” I am inclined to agree more with Allen et al. Considering
all the passages just discussed that admit that women can be the object of song—presumably
even epic song—it seems not unreasonable that this is merely a variation of the more traditional
stock phrase “kAéa avopdv.” Moreover, the maidens’ own gender and the prominent placement
of two female goddesses (Leto and Artemis) in the immediately prior position of their song may
suggest a personal bias in their choice of content. As with Richardson’s suggestion, this is
speculative, but, in either case, the answer would appear to be largely dependent upon the
context.

Returning to the Agamemnon’s (Hom. Od. 24.196-8) and Helen’s (Hom. //. 6.357-8)
statements discussed just above, a significant shared feature of these two passages (and several
other passages scattered throughout Homer) is the claim that song is given to mortals from the
gods (both the Olympians and the Muses). I would like to say a few words about this, but it may
help to quickly summarize what we have learned so far. I have argued that the gods sing about
themselves (and sing little and disparagingly about humans) in order to maintain the present
cosmic hierarchy; gods are the superior beings, and mortals are lowly subjects to divine will.
Mortals, on the other hand, although they still admit the gods’ superiority and honor them with
song, sing their own praise in order to preserve their kleos and to obtain literary immortality,
which makes their position within the present hierarchy more favorable without actually
reordering it (and thus incurring divine wrath).

However, there arises an apparent contradiction to this position when one considers two
facets of the gods’ relationship with mortals: (1) that the gods help mortals to sing, and thus to

preserve human kleos; and (2) that the gods ordain many disasters for humankind so that they

15 Richardson 2010 ad 3.158-61. For further studies of this internal song’s possible relationship to a hymn of Olen,
see Peponi 2009 and Sale 1961.
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will become song, which will in turn further preserve and add to mortal kleos. Put more simply,
the gods’ actions seem to be directly at odds in different scenarios: when the gods sing, they
disparage humans and their mortality, completely eschewing any praise or kleos; but they
simultaneously help mortals to sing their own kleos and provide further content for those songs.

At least, this is how it appears at first glance. However, a close examination of the evidence
will demonstrate that such a contradiction may not actually exist, or at least that it is more
oblique than it initially seems. Let us begin from the first of the two ways that the gods help
mortals: by helping them sing. Within this category, there are two subtypes by which the gods
actively assist mortals: the first is by actively teaching mortals how to sing, whereas the second
is assisting when invoked.

When the gods teach mortals how to sing, they do not specifically teach mortals to celebrate
mortal kleos. Mortals can, of course, then sing about that subject, but they are not limited to that
subject. In particular, mortals can also sing about the other subject of Homeric song: the gods.
Thus, by helping mortals to sing, the gods are helping them to worship and delight the gods—
which is what every god wants.'® Mortals can then also sing about themselves, but the agreement
seems to be mutually beneficial; the gods get what they want, and mortals get a bonus.

This dual nature of song, and especially the gods’ privileged position within it, is
demonstrated in Hesiod’s Theogony. The narrator recounts his interaction with the Muses when
they taught him how to sing:

ai v 108’ ‘Hoiodov kaAnyv £5idaav dodnyv,

...E€VEmVELGOV O€ Ol OV

16 See Calame 2011 and Patton 2009.

14



Oéom, tva Kheioy té T° éocopeva Tpod T €6vTa,

Kol 1 EkEAOVO™ DUVETY HaKAP®VY YEVOG aigv EOVTOV,

oQdc 0" avtag TpdOTOV TE Kol Votatov aigv deidewv. (Hes. Th. 22-34)

One time [the Muses] taught Hesiod beautiful song, and they breathed into me an

inspired voice so that I make famous the things that will be and the things that

were before, and they ordered me to hymn the race of the blessed ones always

being, and to always sing about themselves first and last.
The Muses gave the narrator a divine voice so that he might make famous (32 kAeioyu) the
things that will be and the things that were before, and they ordered him to sing about the gods,
but to always begin and end with themselves (i.e. the Muses). Here, there is no direct reference
to mortals, but I think their presence is implied by the verb kAéw,'” which is cognate with kK\éog
—something which is meaningless to the gods, but of the utmost importance to men.'® Moreover,
Ruth Scodel finds the variation of this phrase significant. Whereas Hesiod here is only able to
sing the things that will be and the things that were (32 KAeloy 14 1" é660ueva Tpod T° €6vTNL),
the Muses are described only a few lines later as singing the future, past, and present (38
gipovoal 1 T éocoueva Tpo T €6vta). Scodel suggests that this is indicative of what the
Homeric (or, in this case, Hesiod) bard is able to sing. The bard can sing of past heroic events,
but no one asks Phemius where Odysseus is; “the present is not open to bardic intrusion.”" So,

whereas humans are merely implied in this passage, the gods are directly mentioned (albeit

17 So too Garvie ad Hom. Od. 8.73.

18 What makes kleos so appealing to mortals is the fact that it is immortal. Although mortals eventually die, their
name and reputation do not have to die with them; they can live on forever so long as their renown is kept alive
through the oral tradition (and, later, literature). This immortality is attested by the fixed epithet of kleos in
Homeric epic, aphthiton (“imperishable,” see Nagy 1999: 95). Moreover, this phrase finds its roots in Indo-
European poetry (as seen in the Sanskrit cognate sravah dksitam), which similarly exhibits a concern for
immortality after death—something that is inherently of interest to humankind but pointless for the already
immortal gods (Floyd 1980, West 2007: 396-8; see also Nagy 1999: 16 and passim).

19 Scodel 1998: 179.
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elliptically: 33 paxdpwv yévog aiév €6vtwv), whom the Muses directly command (33 ékélovO’)
to be the object of song. Moreover, the Muses also command that they themselves be sung about
first and last—the two most prominent positions. Thus, although Hesiod can sing both about
mortals and gods, the gods seem to be the superior term.?

It seems fairly neutral when the gods help with song when invoked. Invocations occur for
both songs about mortals and gods. In fact, it would appear that the vast majority of songs began
with some sort of invocation: the two homeric epics begin with an invocation,?' as do the two
Hesiodic poems; likewise ten of the Homeric Hymns begin with some sort of invocation;** and
even some of the internal songs appear to have had invocations.?

One could argue that, when the Muses are invoked for songs celebrating mortal kleos, they
are directly helping mortals in elevating their position, which would be contrary to my argument
that the gods’ intention is to keep mortals as far away from gods as possible in the cosmic
hierarchy. However, the Muses, when they assist singers with their singing, seem to merely be a
source of information for the singers—information which, with the exception of the happenings
on Olympus, the singers could otherwise have obtained through oral report.** Thus, as with the
Hesiod passage discussed above, there seems to be a slight favor towards divine content: by
providing bards with information about events on Olympus, the Muses allow humans to sing
songs about the gods; without the information, humans could still sing about themselves by
gathering knowledge from oral report, but singing about the gods would be more difficult and

include more guesswork. As before, this seems to be a mutually beneficial arrangement, which

20 Another example of divinely-taught song is Demodocus (Hom. Od. 8.43-5, 487-98). Cf. HH 25 (which is a
pastiche of Hesiod’s Theogony; see Allen et al. 1936: 420 and Pearcy 1989: 36-7).

21 The lliad also has another invocation before the Catalogue of Ships (2.484-6).

22 Hymns 4,5,9,14,17,19, 20, 31, 32, and 33.

23 Demodocus’ third (Hom. Od. 8.499 6 & opunbeig Oeod Gpyero) and perhaps even his first song (8.73 Mobo’ dp’
G010V avijkev); see Garvie ad 8.499. Others may have had invocations that are simply not mentioned.

24 Scodel 1998: 179 and passim, Garvie ad Hom. Od. 8.489-91 and 499.
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offers only ease for humans, but benefit for the gods.

The gods also would appear to assist mortal singing in another, more indirect manner: by
ordaining events which will become song. This is stated explicitly several times within the
corpus relevant to this study: In the /liad, Helen tells Hector that Zeus ordained their evil fate so
that they would become the object of song (Hom. //. 6.357-8); so too does Alcinous tell
Odysseus that the gods ordained the Trojan war so that it would become song (Hom. Od. 8.577—
80); similarly, in the underworld, Agamemnon states that the gods will prepare a song that
celebrates Penelope’s loyalty to her husband (Hom. Od. 24.196-202).

Once again, if these claims are true, it would appear that gods are helping mortals in
celebrating their kleos by giving them songs and/or song content for preserving and increasing
that kleos. However, I suspect that these claims are not true, and that the mortal actors who speak
these lines (never the gods, and never the narrator) are mistaken about the gods’ intentions. For
one thing, mortals ordinarily do not have access to divine knowledge; bards, as discussed above,
are one such exception, and occasionally other homeric actors would appear to approach such
knowledge,* but most of the time mortals simply do not and cannot know. Furthermore, as has
been demonstrated by the rest of this paper, there is little evidence, besides these claims
themselves, to support their content; any other instance in which the gods seem to be helping
with mortal song, the gods themselves are the primary benefactors, whereas human benefit is
lucky side-effect. And, as will be seen in the next chapter, the gods’ only songs about humans
reduces them and highlights their inferiority and mortality—there seems to be no good evidence
to suggest that gods would help humans selflessly.

But, even if we were to take these claims as true, these evils ordained for mortals are still a

25 Scodel 1998.
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steep price to pay for mortals, nor would the gods be wholly without praise in the process. First,
the gods are still creating horrible suffering for mortals; even when the Greeks finally “won” the
Trojan War, they had still suffered heavy losses and lost ten years of their lives. This just
demonstrates that what the Muses sing about humans in the Hymn to Apollo is accurate: humans
are frail, subject creatures. Furthermore, the songs about these great sufferings (all three passages
quoted above refer to the whole or some aspect of the Trojan War) still frequently acknowledge
the gods’ hands in the action, subtly admitting yet again human inferiority to the gods’ whim and
will. The singers make clear that the human action is happening because one or more of the gods
ordained it, subtly admitting yet again human inferiority to the gods’ whim and will.

With these preliminary considerations out of the way, let us turn to the evidence. I count a
total of six human-sung songs about mortals in Homer and the Hymns. One is a very particular
type (a dirge), which will be discussed separately in a moment.* Of the remaining five, two do
not provide explicit detail about the content of the song (Achilles’ on the kleos of men, and the
Deliades on the men and women of old).?” The three remaining songs all happen to come from
the Odyssey, and each is sung by one of the two bards, Phemius or Demodocus.? Each of these
has extended description of the content, and each includes some explicit reference to the
influence of the gods.

Phemius’ song comes first. His is significantly shorter than the two sung by Demodocus
later, but it follows the same formula: there is human action, and divine ordinance for that action.
0 6" Ayadv vootov delde / Aoypov, ov ek Tpoing éneteilato [Toriag AOvn (“and he sang the
painful homecoming of the Achaens, which Pallas Athena ordained from Troy,” Hom. Od.

1.326—7). Short and to the point, Phemius sings about the Greek’s painful return home that

26 Hom. 1l. 24.719-22.
27 Hom. /l. 9.186-9, HH 3.160-1.
28 Hom. Od. 1.325-7, 8.73-83, 8.499-521.
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Athena ordained (327 éneteilato); it is not mere chance or happenstance that the return is
painful, but that at least one god wished that it be so.

Demodocus’ first song offers a very similar example (Hom. Od. 8.73—-82). The subject is the
contest of Odysseus and Achilles, but we are given the specific detail that this quarrel was
foretold to Agamemnon by Apollo when he consulted the oracle at Pytho (79—81 &¢ yap ot
ypeiov podnoato ®oifog Amorrhwv / TTvbol év Nyadén, 60" vrépPn Advov 00d0OV / xpnoduevog
[“for thus Phoebus Apollo spoke to him about the affairs in holy Pytho when he stepped over the
stone threshold seeking an oracle]). Apollo does not seem to have direct influence over these
events like Athena does in Phemius’ song (1.327 éneteilaro), but the divine presence—if not
explicit complicity—is emphasized by its very mention. However, the song continues: tote ydp
po KuAivoeto mpotog apyn / Tpwot te kai Aavaoiot Atdog peydiov dia Bovrdg (81-2). This
quarrel was happening when the beginning of pain was coming about for Greek and Trojans
alike by the will of Zeus. There is no explicit causation given, but the inclusion of this temporal
clause seems to suggest such a causation; the quarrel is just one of presumably many ill-fortunes
that is breaking in this tide of woe. And this, unlike Apollo’s mere report of the future event, this
is ordained by Zeus (82 A10¢ peydAov 610 fovAdg).

The final example is Demodocus’ third song (his second will be discussed below with the
other songs about the gods). In it, he recounts the ruse of the Trojan horse and the ensuing
slaughter (Hom. Od. 8.499-520). As in Demodocus’ first song, the gods are not explicitly
mentioned as instigators of the trick, but, also as before, their complicity is implied:

... TpiYa 0€ ooty fjvoave BovAn,
ne damAii&at KoTAov S0PV YNAEL YOAK®D,

| Kot TETpAmV Paréey Epvoavtag € aKpNG,
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7| 86av péy’ dyadua Oedv Oshktrplov ivar,

i) mep oM kol Eneta televtnoecOot EueAlev:

aioa yop N dmoréchat ...

(Hom. Od. 8.506-511)

Three plans were pleasing to them, either to strike through the hollow wood with

pitiless bronze, or, having dragged to peak, to throw it down on the rocks, or to

allow it to be a great, soothing offering for the gods, and in this way it was

destined to come to pass, for it was their fate to perish...
The Trojans are uncertain as to what should be done with the horse, and they are at an impasse
between three plans. One of the plans—specifically the third one in the emphatic final position—
is that the gift be left as a gift for the gods (509 d6ov péy” &yoiuo Osdv Oskktiprov eivar). I do
not think it is coincidence that this option that involves the gods is the most emphatic. Not only
is it emphasized by position, but this is also, of course, the plan that is taken up and comes to
pass (510 i) mep o1 Kai Enetta tedevtnoecOo Eperdev). Further emphasis is given by the
impressive concatenation of particles, conjunctions, and adverbs (510 mep o1 kol Eneta).
Moreover, whereas péAhm can simply mean “to be likely to happen” or “about to happen,” it can

have the stronger force of “destined to happen,”®

which suggests divine handling. Furthermore,
the reception of the horse is destined to be brought about (510 teAevtioecOo)—another verb
with divine associations.*® Then, finally, we are told that it was destiny (511 aico) that Troy
should fall—yet another word strongly associated with the gods (and even personified as a god

herself).*! Thus, even though there is no direct statement that the gods caused these events, the

text very heavily suggests their influence.

29 LSJs.v. péMoIc.
30 Asa TLG proximity search of Homer will show for the lemmas teAgvtdw and Zede.
31 LSIs.v. Aloa.
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However, at the end of the same song, divine agency is finally explicitly mentioned:
daAlov &” GAAN dede TOMy Kepailépey aimv,
avtap Odvecijo mpoti ddpato Anpdpoto

Brueval, Nt Apna cvv avtifém Meveldm.

K€&101 61) 0ivOTOTOV TTOAELOV PATO TOAUNGOVTQ

vikfjoo Kol Enerta dua peydopov ABnvny.

(Hom. Od. 8.516-520)

And he sang how one in one place, another in another place, ravaged the lofty

city, but Odysseus walked first to the house of Deiphobus, like Ares with godlike

Menelaus. There, he said, Odysseus dared and won his most terrible battle thanks

to magnanimous Athena.
Once the Greeks have emerged from the horse, Odysseus goes off to wage his most daring battle,
and, thanks to the help of Athena (520 dwx peyabvpov A0Mvnv), wins. This is the same
construction (014 with accusative) that we saw above in 8.82 (A10¢ peydiov o1 BovAdg).
Moreover, as if explicit mention of divine intervention were not enough, the two characters of
the scene are described in terms of gods: Odysseus goes off like Ares (518 Ot "Apna) with
godlike (518 dvtifém) Menelaus. Divinity seems emphatically visible in this passage.

So, having set forth all these examples, why is this significant? Why, in these human-
focused passages, are the gods and their control over the situation not only mentioned, but even
highlighted with the vocabulary of divine workings? The answer to this question has already
been touched upon above, but it warrants being mentioned here again: humans are subject to and
lesser than the gods. Humans know it and gods know it, and both reflect this position in their

songs. Here, although the bards do not so much explicitly state their inferiority, they do
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demonstrate unambiguously that humans are subject to the whim of the gods; if the gods fate,
decree, or otherwise choose to bring something about, it will happen, and the human actors and
events must necessarily follow along.*> We shall see later that the gods are more direct in stating
the inferiority of humans and their mortality to themselves, but even here there is an implicit
concession of that fact, even among the celebrations of kleos that attempt to partially close that
£ap.

I would now like to turn to a mortal song that is slightly different than those already
discussed. As we have seen, mortal songs with mortal objects nearly universally take epos as
their genre. There is one exception, however, that is of a completely separate genre, namely the
thrénos or dirge. There is but one mortal dirge within the works pertinent to this study (and,
strangely enough, one immortal dirge, as will be discussed in the chapter on the songs of gods).
In Book 24 of the Iliad, a funeral is given for Hector, whose body was recently retrieved from
Achilles’ possession. Among other ritual funerary elements, we are told that professional singers
(aoidoi) were placed around the corpse to sing the thrénos:

ol &’ émel eiodyayov KAvtd douata, TOV PEV Emetta

TpNToic &v Aeydeoot Bécay, mapd 8 eloav Gotdove

Opnvav E&dpyovg, of te 6TOVOEGGAV (OO

ol pev ap’ €é0pnveov, &mi 6& otevayovto yovaikes. (Hom. 11. 24.719-722)

And when they lead him into the splendid house, they then placed him on a
corded bier, and they set bards around him, leaders of the dirge, and they sang the

dirge, a moaning song, and the women groaned alongside.

32 For example, if we should wish to understand Phemius’ song of the Greeks’ nostos as a metapoetic reference to
the Odyssey itself, then it is quite clear that Odysseus often made deliberate attempts to avoid so much pain, e.g.
ordering his men to not eat the cattle of the sun, but events turn out contrary to what is best in spite of the best
human planning. Cf. Hom. Od. 12.295 and 338.
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Unfortunately, as with so many of the internal songs discussed so far (and many others yet to be
discussed), no quotation or summary of the song’s content is provided. Instead, we are left to
draw conclusions from four pieces of information: (1) the song is performed by aoidoi, (2) itis a
thréenos, (3) it is groan-inducing (721 otovoecoav), and (4) the women groan in accompaniment.

Looking at (2), the genre of the song, we may expect to derive rather a lot about the song’s
content from this information; we know that epos consists of kKAéa avdpdv, and we shall soon see
what elements make up a hymn or theogony, so we should likewise expect the designation
“threnos” to be equally illustrative. Unfortunately, this is not the case. Whereas we have multiple
examples each of internal and external epic, theogonic, and hymnic poetry, we only have two
examples (in the present corpus) of dirges, and neither provide any content for the song. Later
lyric poets developed the genre further, but these and other later instantiations may not provide
an accurate representation of the form or content of the thrénos in Homeric times.*

Turning to (1), the singers of this dirge, we find that they are bards. In the //iad, this is the
only mention of bards in the entire text, so we cannot say much about what their songs typically
look like from this confined space. However, if we allow ourselves to also pull from the Odyssey,
we find several aoidoi, most notably Phemius and Demodocus, whose songs are described and
length in the text of the poem and most of which have already been discussed above. In
particular, those songs are what we now classify as epic, and, as has already been discussed
above and can be inferred from the Homeric stock phrase for referring to epic—«Aéa dvopdV—
we know that that genre is all about praising manly deeds and conferring literary immortality.
Thus, we might expect that this thrénos would have the same positive function because it is

performed by the same class of singers. However, while I am not suggesting that we should

33 Alexiou 2002: 10-4, 102-3. But cf. Macleod 1982 ad 723-76.
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entirely rule out a positive nature for that genre—indeed, Gregory Nagy has shown how the
thrénos is a constituent in the collection of songs that maintain the fallen hero’s immortality **—I
think it may not be quite so simple, but rather more ambiguous.

If we turn to the final two items in my list, (3) that the song is groan-inducing and (4) that
the women do indeed groan alongside it, the view of the thrénos as being wholly positive seems
unsustainable. Not only is epic a celebration of heroic deeds and achievements—things worth
praising and pursuing—but, in Homer, epic song is explicitly linked with delight.* The dirge
sung for Hector, by contrast, instead produces groans in its audience (721 ctovéecoav, 722 ént
0¢ oTeVAYOVTO), suggesting that it is very different from—or rather the opposite of—traditional
epic song.

We may further explore the groan-inducing nature of this thrénos by turning to the gooi of
Hector’s kinswomen, which immediately follow this dirge (Hom. Il. 24.723—76). The first
woman to speak is Hector’s wife, Andromache:

«avep, am’ oidvog vEog dAeo, Kad 8& pe ynpnv 725
Aeimelg év peyapoiot g &° Tt VIO adTmG,

OV TéKkopeY 60 T  &YM T€ SLGAUUOPOL, OVIE IV Ol

APV Eecbar mpiv yap moMc 1ide kot  dKpng

népoetar 1 yop dAolog érickonog, 8¢ & P otV
pYoKeL, &xec 6 ALOYOVG KEGVOC Kol VAT TEKVA 730
ol 61 TOol Ty VVoiy dynoovtal YALQLPToL,

Kol PV £y petd ot ob & av tékog i poi ot

34 Nagy 1999: 174-7.

35 Hom. Od. 1.347, 8.429, also Hes. Th. 98—103. See Scodel 1998: 183 and esp. Garvie 1994 ad 8.44-5. Odysseus
and Penelope, however, each have negative reactions to epic at various points in the Odyssey, but they seem to
be the exception to the rule, and their reactions are the result of their own personal involvement in the affairs
being sung about.
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gyeat, &vOa kev Epya dekéa £pydaloto,

aOLed®V TPO AVAKTOC AUENYOV, T} TIC AYOUdV

PlyEL Xe1pOC EAMV Amd THPYOL Avypov OAeBpov, 735

YOUEVOC, ® 81 oV Adelpedy Ektavey “Extop

i Tatép’, NE Kal vidv, Emel LAAo TOALOT Ay

"Extopog év makdpunctv 080E ELov dometov ovdag.

oV yap peidryoc Eoke matip TEOC &v Soi Aypi’

TO Kol Py Aaol pev 0dVpovTaLl Kot GoTv, 740

dppntov 6¢ TokeDGL YOOV Kail mEVOg EOmKac

“Extop’ éuoi 6& pdMota Aekeiyetatl GAyea Avypd.

0V Yap pot Bviokwv Aexémv €k yeipag dpeag,

0084 i pot elmeg moukIvov £mog, ob Té Kev aiel

ey vOKTag € Kol jpata 0axpo yéovoa.» (Hom. /1. 24.725-45)
“Husband, you passed from life young, and you leave me a widow in your halls.
And your son is still just a babe, whom we bore, you and I, most miserable, nor
do I think that he will reach adulthood, for this city will be wasted first. For you
who watched over it perished, you who guarded it, and sustained the cherished
wives and young children; soon they will endure hollow ships, and I myself
among them. And you, child, will follow me where you will perform shameful
labors, suffering for a relentless master, or some Achaean will snatch you by the
hand and throw you from a tower, a mournful death, angered because Hector slew
some brother or father of his, or even a son, since many of the Achaeans have

bitten the vast earth by the hands of Hector. For your father was not gentle in
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baneful war. Therefore the men mourn for him throughout the city, and you have
set up unspeakable grief and pain for your parents, Hector. And for me especially
there will have been left terrible pains. For you, dying, did not hold out your
hands to me from your bed, nor did you say to me a wise word, which I could
remember every night and day as I cry.”
Andromache’s lament seems more critical of Hector’s death than laudatory of his life:
Andromache has been left a widow (725 ynpnv), and she fears that their son will die before
coming of age (727-8 o0& v oim | fipnv ©Eecbar), all because Hector died (729 i yop dSAmrog
éniokomog). She mentions Hector’s martial prowess only to highlight how much worse their
sufferings will be as a result (736-9). Christine Perkell has convincingly argued that
Andromache’s and the other women’s lamentations are actually “subversive of [epic]’s defining
purpose of memorializing heroic deeds” because they mourn the hero’s death rather than
celebrate it.*® If these are the groans that the thrénos evoked, it is difficult to conceive of the song
as being strictly positive.

With this discussion in mind, we may return to the question of song content. I will not
propose a direct answer to what the bards might have sung, as it would be nothing more than
guesswork. However, I think the tone of their song can be more accurately reconstructed in light
of the morose funerary context and chastising laments that follow. Although the thrénos may
ultimately contribute to Hector’s eternal glory among humankind and even celebrate his heroic
achievements, it is undermined at length by the subsequent gooi of the kinswomen, and I suspect

that the dirge itself might also have contained such elements as the laments that subvert the

36 Perkell 2008: 93. Cf. Pantelia 2002, who argues that Helen and her lament show awareness of kleos and the
importance of the epic tradition, unlike Andromache and Hecabe, and thus occupies the emphatic final position
of the three laments. However, it should be noted that Helen’s speech contains praise of Hector’s domestic

kindness towards her, and nothing of his martial prowess, and thus does not constitute a traditional celebration
of kleos.
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traditional presentation of male heroic values.

Songs by mortals about immortals.

As demonstrated above, songs about mortals, despite slight variations in content or genre, all
seem to work toward the same end: kleos—and thus literary immortality—for the object of the
song. Such a simple, all-encompassing, unifying principle seems equally to be available for
songs about the gods. When mortals sing for or about the gods, it seems to be about delighting
the named divinities for some reason or another.*’

The first example comes from Book 1 of the //iad. After returning the daughter of Chryses, a
priest of Apollo, in order to appease the plague, the Greeks perform ritual sacrifice, feast, and
then honor the god with song and dance:

ot 6& Tavnuéptot poAmi) Oeov iILdokovTo

KOAOV 0El00VTEG ToUova KODPOL Ayoidv,

UEATTOVTEG £KAEPYOV” O OE Ppéva Tépmet’ akovwv. (Hom. /1. 1.472—4)

And all day the youths of the Achaeans long propitiated the god with song and

dance, singing a beautiful paean, dancing for the Far-worker; and it delighted his

heart when he heard it.
Here, the singing itself does not receive much description other than its genre, the paean,** which
is used for thanksgiving (as here) or victory in war, but the result of the singing is made explicit:
Apollo delights in hearing it (474 0 0¢ @péva. TEPTET AKOVMOV).

We see the paean similarly deployed in the Homeric Hymn to Apollo when the god has

37 See Calame 2011: 335 and passim, and Furley 2007: 119 and passim.
38 For more on the paean as genre, see Kirk 1990 ad 1.473, Richardson 2010: 147f.. Cf. also //. 22.391-4 and
Richardson 1993 ad loc.
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kidnapped the Cretan sailors and leads them on a procession to Pytho:
Bav p’ tuev: fipxe 8 &po oty EvaE Adg vidg ATOAOV
Qopyy’ év yeipeooty Eyav Epatov Kibapilov
koA kol Dyt B ol 8¢ priceovieg Emovto

Kpfiiteg mpog [Muto kol inraumov” dedoyv,

oioi e Kpntdv nounoveg oioi 1 Modoa
&v ot0ecoty €0nke Oga pehiynpov dodny. (HH 3.514-9)
They walked, and lord Apollo, son of Zeus, led them, playing a lovely song with
lyre in hand, stepping fine and high. And the Cretans followed to Pytho, dancing
and singing Ei Paieon, like the paeans of the Cretans, into whose breasts the Muse
placed sweet-voiced song.
In this instance, Apollo is physically, visibly present, and he himself leads the song and the
procession that is in his honor, supplying the music with his lyre (515 @opuyy’ év yeipeocov
Exov épatov kibapilmv). Moreover, the entire scene appears to be etiological, giving the
mythological origins for later cultic activity.*’

The celebrations on Delos from earlier in the same Hymn is also likely on instance of
repeated cultic activity (HH 3.146ff.). The hymnist mentions several worthwhile spectacles, but
the one given the most attention, and the one relevant for this study, is the song and dance of the
Delian maidens. The second half of this song has already been discussed above in the section on
the songs about mortals, but the maidens began by singing about the gods:

TPOG O 100¢€ péya Badpa, 6ov KAEOG o ToT  OAgiTaL,

kodpot Anhadec ‘Exatnperétao Ogpamvar

39 See Richardson 2010 ad 514-9.
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ai T° €mel ap TpdTOV PEV ATOAM®OV’ DUVHCHOGLY,

avTic 8 ad Antd te Kol Aptepy ioyéapay (HH 3.156-9)

And in addition to this great marvel, the kleos of which will not ever perish, are

the Delian maidens, the attendants of the Far-shooter. And when first they hymned

Apollo, in turn they hymn Leto and Artemis the arrow-pourer.
Appropriate to the context of the external hymn, and appropriate to the festival at which they are
performing, the maidens begin by hymning Apollo, and then moving on to his mother and sister,
Leto and Artemis. As with the paean just discussed in Book 1 of the Iliad, the purpose of this
song is made explicit: to delight the god (149-50 o1 ¢ e moypoyin te Kol OpyNoTLT Kol GLodT] |
pvnoauevol tépmovcty).*

As has been shown above, the songs that mortals sing about the gods, although they take
different forms, all share a common goal: pleasing, placating, or otherwise honoring the god(s).
However, there is one internal song (and one external song) that does not easily fit into this
pattern. That song is the so-called “Lay of Aphrodite and Ares,” Demodocus’ second song in
Book 8 of the Odyssey (266-366).*' The song narrates at length Aphrodite’s illicit affair with
Ares, and her husband Hephaestus’ scheming that catches the adulterers red-handed. Although
the song could be construed as a hymn to Hephaestus,* in which his techné is highlighted and
praised, such an interpretation does not wholly solve the problem here; for all the potentially
positive statements about Hephaestus, he is still in a rather unfortunate position, and this does
nothing to alleviate the rather unflattering presentation of Aphrodite (and, to a lesser extent,

Ares). Aphrodite is not only caught cheating on her husband—an act which in itself would be

40 For a more general treatment of the Delian maidens, see Kowalzig 2007: 65ff. and Peponi 2009.
41 The external song is the long Homeric Hymn to Aphrodite, which will be discussed below.
42 See Clay 2011: 149f. with further bibliography.

29



disastrous for any mortal women*—but is further exhibited in this uncomfortable position for
the other gods to see and mock her.

This is certainly contrary to what we have seen above; all the other mortal songs about the
gods unconditionally praise them. This is very clearly not the case here. However, despite the
stark difference from other internal songs, this depiction is not entirely unique. The long
Homeric Hymn to Aphrodite narrates a very similar tale: Zeus, after being fed up with
Aphrodite’s mixing of the immortal gods with mortal men and women resulting in mortal
children (HH 5.51), inspires in Aphrodite a desire for a mortal lover herself, which is a source of
great shame for her (HH 5.2471t.). The exact circumstances are slightly different, but the main
point remains the same between the two songs: Aphrodite sleeps with someone and is shamed for
it.

But how does this make better the picture of Aphrodite depicted in Demodocus’ lay? Well, it
does not. But the evidence suggests that such an unflattering depiction is traditional; in addition
to the passage discussed above, one may also compare Aphrodite’s laughable appearance on the
battlefield at //. 5.330ft. Despite the peculiarity of these passages compared to the other internals
songs discussed so far, their traditional nature suggests that they are not really peculiar at all,
and, thus, not problematic for this paper.*

Moreover, and, I think, more importantly, scholars have repeatedly pointed out that this
song, although seemingly not applicable to Odysseus and his situation, is indeed a very important

and relevant song for the narrative of the Odyssey.* Whereas Demodocus’ other two songs are

43 See Garvie 1994 ad 8.266-369 and cf. Lysias 1.

44 Hephaestus and Ares are also elsewhere depicted poorly, e.g. when all the gods laugh at the former in liad 1.
See Heubeck et al. 1988: 363 and Garvie 1994: 294, who says that the gods cannot really suffer (cf. mortals),
and thus their quarrels and misfortunes are not serious and can be laughed at by gods and men alike. However,
the only time when they really can suffer is when they are tied up closely with mortals, which is what Zeus is
grieved about in H.Aph.; he keeps having mortal sons and having to watch them die. Cf. also Thetis throughout
the lliad. For more on the praise and blame of Aphrodite in her Homeric Hymn, see Bergren 1989.

45 See esp. de Jong 2001 ad 8.266—366 (with further bibliography) and Garvie 1994 ad 8.266-369. To varying
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relevant to Odysseus’ past, this one is applicable for his future, when he will return to his wife
and the suitors who are trying to sleep with her. As already alluded to above, if Penelope were to
be caught in the same or similar situation as Aphrodite, it would have disastrous and very real
fallout. The divine action, however, at least from a mortal perspective, is all in good fun and
helps to relieve tension in the human sphere, both with respect to anxieties about adultery and the
more immediate tensions that have arisen between Odysseus and the Phaeacian youths, who
taunted Odysseus.*® As with other songs in the Odyssey, this one has clear narrative relevance,
and I believe this aspect is what dictates the content that otherwise seems somewhat aberrant.
This song, although about the gods, is more intended for a mortal audience than divine, contrary
to the trend we have seen thus far.

In way of conclusion, before proceeding to an analysis of the songs of gods, I hope to have
made clear the general trends found in those internal songs that are performed by mortal singers.
When singing about other humans, song content is laudatory and serves to celebrate the kleos of
its actors, thus contributing to the continual process of obtaining and maintaining the literary
immortality that can be achieved through song, which in turn offers some relief to the human
condition of physical mortality. At the same time, human singers also focus their songs on the
gods, likewise praising their power and exploits. However, such praise does not offer the same
promise of immortality as do songs about humans, since the gods are already immortal. Instead,
singing about the gods pleases the divine listeners, either in an attempt to receive some specific

favor, or to merely maintain favor and avoid subjugation to further pains than those already

degrees, I think all internal songs have an immediate narrative function, some of which are discussed in this
study. But, in general, I am more concerned with the function of songs, not within their immediate context, but
within the larger tradition in which they are located. This tells us how the Greeks used songs more generally, not
just to solve a particular problem in a particular poem. Both are worthy endeavors, but they yield very different
results.

46 de Jong 2001: 206f.
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afforded by the human condition.
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Chapter 2: The Songs of Gods

The content of the songs sung by the gods can be divided into the same two categories
previously used to divide the songs of men: song content focuses primarily either on gods,
humans, or a combination of the two. Unlike mortal songs, which are more often about human
subjects than divine and tend specifically to promote mortal kleos, divine songs are rather the
opposite: treatment of immortal subjects is slightly more common, and mentions of mortals tend
to be derogatory, shying away from the celebration of human kleos. The reason for this
difference, I argue, is simply that the gods have different goals than mortals. For mortals, who
wish to obtain the nearest alternative to immortality, the celebration of kleos is the logical
conclusion. The gods, on the other hand, already have immortality, so a celebration of their own
achievements is not strictly necessary. Moreover, by eschewing praise of mortal deeds, the gods
can continue to enjoy their position at the top of the hierarchy without having to share it or
having others encroach upon it.

However, although this answers why the gods avoid singing about mortals, the question
remains as to why the gods sing about themselves. As I have argued at length in the previous
chapter, mortal song about mortal subjects is a way to obtain something near to immortality:
kleos. By extension, one may then expect that immortal song about immortal subjects would
have a similar goal—but such a view makes no sense; the gods are already immortal in body, and
thus they have no need for song, which can only confer immortality to one’s name and
reputation. So the natural question that then arises is this: Why do the gods sing about
themselves?

Although individual songs and their immediate context can yield slightly different functions
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or reasons for that particular song, in general, the songs that the gods sing about themselves seem
to highlight and reinforce the gods’ position within the cosmic hierarchy. When the gods sing a
theogony, we can reasonably assume that it resembles something like Hesiod’s Theogony, which
culminates in Zeus’ supreme rule and the Olympian order. Likewise, when the gods sing a hymn,
they surely highlight the timai portioned out to individual gods, and ultimately explain how those
gods fit into the mythic hierarchy, just as the Homeric Hymns do.*” The gods want to solidify and
reinforce their own superior position.

I am not the first person to ask why the gods do something that is traditionally seen as a
mortal activity. Kimberley Patton, for example, in a recent monograph,*® has explored at length
the depictions on Greek vases of gods carrying out religious rituals—sacrificing, pouring
libations, and so on. She dismisses the projectionist theory—that is, that the gods are
thoughtlessly shown performing the same acts as humans, even though such acts (i.e. sacrificing)
make no sense to be carried out by a god (i.e. to whom, exactly, is the god sacrificing? To
himself? To some even greater power?). At first, I imagined that I would have a note stating
“pace Patton,” since, to some degree, I do think the gods are depicted as singing because mortals
sing: the gods are in our image, and thus do what we do. However, I agree that the projectionist
theory does not offer a wholly satisfactory account. As Patton points out:

“divine ritual almost invariably does not exactly resemble human ritual.... Why
not? Among the results ‘on the ground’ are the ways in which divinely performed
rituals, as represented textually and iconographically, often have the historical
effect of reinscribing and reinforcing particular devotional forms at the expense of

others.”*

47 See Clay 1989.
48 Patton 2009.
49 Patton 2009: 11.
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This failure to exactly match human ritual manifests itself even in our body of evidence. Indeed,
if singing gods truly were a mere projection of human singing, the content of the songs of the
gods should be identical to the songs of humans. But, on the contrary, I argue that the content is
markedly not identical! What the gods sing about mortals is quite the opposite of what mortals
sing about themselves. Moreover, by allowing the gods their own unique intents for their songs,
we can achieve much more nuanced readings of the text.

The most ready example is to be found in Jenny Strauss Clay’s reading of the Homeric
Hymn to Hermes.”® Hermes, as the last born of the gods, and apparently not yet an established
member of the Olympian pantheon, uses song to negotiate his own position and secure his place
within that pantheon. Should we instead choose to see his songs as mere projections of human
activity (humans sing theogonies and hymns, and thus so too do the gods), his songs, and the
hymn as a whole, lose their particular significance and function in negotiating power.

Furthermore, although I would concede that singing gods at some early point could be the
natural result of projection, at this point, in the texts that we have, the gods’ use of song is
deliberate and effective. Song, for mortals and immortals both, is a powerful tool that each side
has learned to use effectively for their own ends. As seen in the previous chapter, the gods are
even able to influence mortal song—which is mortals’ strongest tool to increase their own
position in the universe—to be favorable to themselves and their own goals by subtly
demonstrating human frailty and divine superiority—two facets which, as we shall see, will
reappear in divine songs.

Thus, in conclusion to the question of why gods sing about themselves, I would both agree

with and expand upon Patton’s conclusion: the gods not only “practice and reinforce [their] own

50 Clay 1989: 95tf.
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religion,”*! but, moreover, they reinforce the larger cosmic hierarchy, of which they are a part,
and which their religion seeks to maintain. The gods singing about themselves creates and
maintains cosmic stability.*

With these preliminary points out of the way, let us turn to the songs of the gods themselves.

Songs by gods about gods.

Hermes sings two songs in his Homeric Hymn. The first is a hymn, in which he sings about
his mother and father, Maia and Zeus, and their relationship that ultimately resulted in Hermes’
own conception and birth. He then sings about his mother’s home and the things within it.** The
second song is a theogony, in which he recounts the gods in the order of their birth and the
honors attributed to them, giving Mnemosyne, the mother of the Muses, the privileged first
position within his song.

These two songs, both in form and content, as we have already seen, have parallels in mortal
internal and external songs: hymns frequently recount a divinity’s birth, and a theogony,
naturally, provides a history of the entire race of gods. Likewise, as we will soon see, these
genres also find other instantiations among the other songs of the gods. In general, these genres
of song, whether sung by mortals or immortals, all have similar form and content.

However, Hermes’ songs, ironically, are rather similar to mortal song in their function.
Whereas I argue in general that immortal song is about solidifying power rather than negotiating
power, and that mortal song is concerned with negotiation, Hermes’ songs, as Clay has

convincingly argued, do indeed negotiate power. Hermes, as not yet a full-fledged member of the

51 Patton 2009: 171.
52 So too Clay 1989.
53 HH4.53-61.
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Olympian pantheon, uses song to obtain his position and timai. With the first song, his own
“hymn to Hermes,” Hermes legitimizes himself and his divine birth, not only naming his
parentage (Zeus and Maia), but also describing the mutual, extended relationship that his mother
had with the king of gods and men that resulted in his conception. Although the topic of his birth
is traditional to the hymnic genre, the special attention that he pays to his parents’ reciprocal
relationship, and his aggrandizing of his mother’s home/cave is unique and serves his own
ends.>* With his second song, the theogony, Hermes both describes and creates the ordered
universe that he wants, of which he is an honored member.> Thus, for Hermes, who, in the
Hymn, is in a liminal state, neither mortal nor yet a full-fledged god, his songs play a critical role
in his transition to a full member of the pantheon.

And this, naturally, ties in which Clay’s larger argument that the Homeric Hymns occupy a
time in between the chaotic beginnings of the universe found in Hesiod’s Theogony, in which
Zeus’ rule is still nascent and not yet solidified, and the unquestioned authority of Zeus found in
the Homeric epics. In the Homeric Hymns, the Olympian pantheon is still being finalized, and
the gods’ timai—their spheres of influence—are still being distributed. The Hymn to Hermes,
much like the Hymn to Apollo, narrates the god’s induction into the pantheon and his acquisition
of his powers.

However, this interpretation leads to a contradiction with what I have already proposed
about the songs of the gods. Previously, I have said that divine song is used to solidify power, but
Hermes’ songs, clearly, are being used to negotiate his position within the hierarchy. However,
this view is only applicable for the initial instantiation of these songs, and one must remember

that the gods operate in time differently than mortals. Although gods are born at some specific

54 Clay 1989: 108-11.
55 Clay 1989: 138.
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moment in time, they are thenceforth forever. Likewise, although these songs may represent one
unique moment, they simultaneously portray something eternally repeated. Clay words this well,
while discussing the first entrance of Apollo into Olympus at the beginning of his Hymn:
“In defiance of our mortal temporal categories, but in complete harmony with
those of the divine, the opening scene of the Hymn to Apollo portrays both the
first epiphany of the new god on the threshold of Olympus and his eternally
repeated entrance into his father’s house. In this unique but recurring sequence,
the god manifests himself fully, as he did the first time, and as he will forever.”>
This timelessness is further suggested by the strange arrangement of tenses that accompany that
passage, which switch from the present, to the imperfect, to the aorist, and back to the present
again, all within the span of Apollo’s entrance and the gods’ return to calm.*’” Although scholars
and the traditional grammars have been unable to account for this oddity, Clay instead suggests:
“for the gods...past and present are almost interchangeable. Each divine manifestation resembles
every other.””® And it is with this understanding of time that these songs do not just serve as an
initial negotiation of power, but that they serve as an eternal representation of the cosmic order.
Thus even the songs of Hermes, which most fully reveal their oblique function, continue to
promote and reiterate the order achieved after their initial performance.
Although these songs play a very particular role within their context, the other divine songs
exclusively about the gods seem to have a less complex role within their own contexts, probably

not least of all because they come from much shorter Homeric Hymns, which are necessarily less

fleshed out than their longer collection-mates. One such song comes from the Hymn to Pan (HH

56 Clay 1989: 29. Cf. Bakker 2002.

57 Clay 1989: 22ff.

58 Clay 1989: 26.

59 Cf. also Nagy 1990: 59, who argues that Hermes’ theogony “authorizes” the gods and confirms their authority—
a function that he ascribes (rightly) to all theogonies.
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19), in which the Nymphs hymn the gods on Olympus, especially Hermes, ultimately narrating
the birth and epiphany of Pan on Olympus, where he is accepted as one of the gods. The parallels
with the Homeric Hymn to Hermes should be obvious, and not particularly surprising,
considering the two gods’ father—son relationship. Just as Hermes was born but not yet an
Olympian, so too was Pan born, only to frighten away his nurse, suggesting an unaccepted status.
However, when he is revealed to the other gods on Olympus, he delights them all, thus securing
his position.

The last divine song that treats on/y immortal objects is within the Hymn to Artemis (HH
27), wherein Artemis, the Muses, and the Graces hymn how Leto bore outstanding children. The
song makes up a mere two lines, but tells us that its main focus (like so many hymns) is a birth
narrative. Here, again, we may draw parallels with one of the longer Hymns, this time, naturally,
to Apollo. The Hymn begins with a terrifying, bow-wielding Artemis, but the scene is ultimately
deescalated with the unstringing of the bow, and the tension is fully released (no pun intended)
with song and dance—the exact same pattern that occurs in Apollo, in which the god enters
Olympus to the fright of the other gods, but his mother unstrings the bow and the others relax,
and, in his second entrance to Olympus, he initiates song and dance, in which all the gods

delight.

Songs by gods about humans.

And it is to this song, the song of the Muses in the Hymn to Apollo, that I would now like to
turn, as it is the first of several divine songs that mention humans, and it presents most explicitly

the relationship between mortals and immortals as it is depicted in immortal song. When Apollo
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arrives on Olympus playing the lyre...

Mobvoot pév 0 dua macot auefopevor Omi Kot

vuvedoiv pa Bedv ddp” auppota Nd’ avOpmTmV

TAnpocvvag, 6c° Exovteg v’ abavatolol Beoiot

{oovc’ appadéec Kal AUnyavol, ovde dvvavTol

gvpépeval Bavartod T dxog kol ynpaog dikap. (HH 3.189-93)

The Muses, responding all together with a beautiful voice, hymn the immortal

gifts of the gods and of men the sufferings, as many as they have from the

deathless gods, living senseless and helpless, able to find neither a cure for death

nor a guard against old age.
The main contrast here is between “the immortal gifts of the gods” (190 Oedv ddp” auppota)
and “the sufferings of men” (190—1 avOpodrwv | TAnpocHvac). It is not just that the two topics of
song are different in their content or tone, but their contrast is brought into greater relief by the
enjambment of TAnpoctvag (191). Reading word by word, line 190 suggests that the Muses sing
the gifts of the gods and of men (0e®dv d®dp” duPpota nd’ avOpodmmv), but, when the reader or
listener gets to the first word of the following line (191 tAnpocvvag), the previous interpretation
is shattered and replaced with another very different meaning; the gifts are for the gods alone,
whereas humans have toils.

And this reversal is given much greater and sustained importance than the initial surprise of
the enjambment: these TAnpocvval and their effects are expanded in great detail over the next
three lines—whereas the gifts of the gods elicited a mere three words from the Muses. The first
point of expansion is, I think, the most important: mortals have these sufferings from the gods

(191 66’ &povtec " aBavdrtoict Beoiot). So it not just that the gods have gifts and mortals have
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sufferings, but the gods instituted that division. The next two lines describe not the TAnpoctHvat
themselves, but the general inability of humans to exchange their condition—which is surely
either the result or a component of the aforementioned tAnpocvvotl. The most important elements
here come from the final line: humans are able to find neither a remedy for death (193 Bavatold
T’ ko) nor a defense against the effects of aging (193 y\paog dAkap). The mortality and aging
of human bodies is of course a common trope of Homeric literature,® and it, of course, contrasts
with the deathlessness and agelessness of the gods, emphasized earlier in this passage by
auppota (190) and aBavdroiot (191).

The relationship between gods and men depicted in this song, both implicitly and explicitly
—that the gods are superior to men, and that man’s inferiority is meted out by the gods—is, as |
argue, the foundational relationship upon which all divine songs that mention mortals are
situated. More than that, this relationship is present in all the external songs for which we have
some idea of the content, even those songs by mortals. The tone is, of course, different—the gods
are here disparaging, whereas mortals are hopeful in their ability to elicit positive change—but
the structural arrangement of a superior (immortal) and an inferior (mortal) term is the same.

This relationship, however, is more difficult to tease out from the other divine songs that
mention mortals, as none are as explicit as the song of the Muses in the Hymn to Apollo.
Nevertheless, there is a detectable subtext. For example, we may turn to another song of the
Muses, this time in Hesiod’s Theogony:

... 010" auppotov docav ieican
Oedv yévoc aidoiov TpdTOV KAEIOLGV GOLOT

€€ apymgs, odg Iala kai Ovpavog e0PLE ETIKTEY, 45

60 Cf. the Homeric Hymn to Aphrodite and the Ages myth in Hesiod’s Works and Days (109ff).
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ol T’ €k 1@V &yévovto, Ogoi dmTijpec Ehwv:

devtepov avte Zijva O0edv matép’ 16& kol dvdpdv 47

18660V épTatdc 0Tt De®dV KApTEL TE PEYIGTOC 49

ot 8 avOpdTOV TE Yévog kpotepdv T€ [ydviov 50

vuvedoal TEpmovct Atog voov Evtog OAOUTO

Motooar Olvumiddeg, kodpor Awog aiyidyoto. (Hes. Th. 43-52)

And they, sending forth an immortal voice, make famous with song first the
revered race of the gods from the beginning, those whom Gaia and broad Ouranos
bore, and the others born from them, the gods, givers of good things. Second, in
turn, they sing about Zeus, the father of gods and men, how much he is the
bravest of the gods and best in strength. And then the Olympian Muses, daughters
of aegis-bearing Zeus, hymning the race of men and of strong Giants, delight the

mind of Zeus on Olympus.

The song begins as a traditional theogony, starting from the earliest gods (44 €& apyfc ... ['aia

kai Ovpovog) and moving on to the Olympians (47 Zijva)—much as Hesiod’s Theogony does in

the external narrative enclosing this internal theogony. This part of the song certainly serves a

similar function as those other internal songs that the gods sing about themselves: it glorifies the

reign of Zeus, and thus the present cosmic hierarchy, which came about after he quelled the

generational successions of the earlier gods (which, again, is concordant with the external

Theogony).

The part of this song that is presently of interest is what concludes this otherwise traditional

theogony: the Muses hymn “the race of men and of strong Giants” (50 avOponwv t€ YEVOC

61 I delete line 48, which is bracketed in West 1966 and Solmsen et al. 1990. For the difficulties associated with the
line, see West 1966 ad loc.
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kpatep®dv 1€ ['tydviov). Compared with other internal theogonies (such as that of Hermes in the
Hymn to Hermes discussed above, or the other theogony that the Muses sang earlier in Hesiod’s
Theogony), this “theogony” (in name only, apparently) is unique in its mention of both humans
and giants. The natural question, then, is why conclude with these elements that are otherwise
unprecedented in a genre nominally about the births of the gods? My answer—at least the short
version—is the same that it has been throughout this paper: mentioning here giants and men
contributes to the gods’ agenda of solidifying their rule with song. But this answer ought to be
explained more fully.

The Muses’ song quoted above is not given in direct discourse within the poem, but rather is
summarized for us. Moreover, that summary appears to be rather compressed, as the humans and
giants occupy but a single line in the poem handed down to us; we should assume, I think, that
the Muses had rather more to say that what is given. Naturally, reconstructing what they said
comes down largely to guesswork, but there are clues that, I think, allow us to make very
educated and probable guesses. In particular, I think the mere mention of the giants tells us not
only the tone of this part of the song, but the specific narrative that the Muses would have
included, namely the Gigantomachy. I come to this conclusion for two reasons: First, the
Gigantomachy is the Giants’ only myth.®* Second, taken as a model, the rest of the Theogony is
suggestive that attempted coups such as the Gigantomachy are at home within the genre.
Examples abound: the succession myth, the Titanomachy, and the Typhoeus episode. Moreover,
in addition to the shared genre of the internal and external theogonies, scholars have repeatedly
demonstrated the programmatic nature of the Muses and their songs within the Theogony,* thus

further suggesting that the Muses’ song would contain one or more examples of uprising to

62 Gantz 1993: 446.
63 E.g. Clay 2003: 70; Stoddard 2003 and 2005.
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parallel those found in the external narrative—a position which the Gigantomachy would fill
perfectly.

Such an episode would also contribute to my larger argument that the gods use song to
celebrate and solidify their own position of power. By recounting such a formidable yet
ultimately unsuccessful attempt against their authority that is so completely and utterly quelled,
the gods demonstrate just how strong they are, and how firm their rule is. Thus, for this reason
and those discussed above, I suggest that we are expected to understand the Muses’ reference to
the Giants here as evocative of the Gigantomachy.

But I have as yet said nothing about the humans in this passage, who, for the present study,
are the more important of the two groups mentioned. Indeed, determining what the Muses might
have sung about the humans in this passage is more difficult to reconstruct than for the Giants.
However, the preceding comments about the Giants will, I think, prove useful here. As already
discussed, the Gigantomachy would surely set a certain tone for this part of the song. Previously,
when singing about the gods, the song certainly would have been laudatory and authorizing,
perhaps interspersed with the succession myths also found in the external 7heogony. Turning to
the Giants, however, although the authorizing function is still at play, the frightening power of
the immortals has come to the fore, and, more specifically, the ways they will exercise that
power if their rule is threatened or questioned. This aspect in particular seems operative here: by
pairing the humans with the Giants in their song, the Muses seem almost to be providing a
cautionary or even didactic element to their song. Humans, while they are trying to improve their
position within the hierarchy though the literary immortality attainable via song, had better not
attempt to overstep their bounds. Although it is impossible to reconstruct exactly what the Muses

sang, the juxtaposition of humans with the Gigantomachy certainly seems a potent reminder of
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mortals’ position within the hierarchy and the punishment that awaits them should they try to

reverse it.

The next song that I would like to discuss is quite different from any of the others examined

so far. I include it, however, because it demonstrates yet another aspect of the power that song is

able to exert. The song is that of the Sirens in Book 12 of the Odyssey:

185

190

dedp’ Ay’ v, moAdoavy’ ‘Odvoed, péyo KDd0g Ayoudv,
vijo Katdotnoov, tva voltépny 6’ dikovong.

00 Yap o 11 TNOE TapnAace yni peraivn,

PV ¥ UEWV PEATYNPLV GO GTOHATOV O’ dKoDGL,
AL O ye Tepyhipevog veltal kol misiova €i0mG.

duev yap tor mavh’ 66 évi Tpoin evpein

Apyeiol Tpdég te Oedv 10TTL POynoav,

duev 8°, 6ooa yévnton £mi ¥Bovi movivPoteipn. (Hom. Od. 12.184-91)
Come hither on your way, much-praised Odysseus, great glory of the Achaeans.

Bring in your ship so that you may listen to our voices. For not yet has anyone
driven past this place on his black ship before hearing the sweet song from our
lips. Rather, having delighted in it, he goes back knowing more. For we know
everything that the Argives and Trojans suffered in broad Troy by the will of the

gods, and we know as many things as happen upon the much-nourishing earth.

This song is unique within the confines of this study for several reasons. First, it is the only song

here examined that is presented as a direct quotation (albeit second-hand by Odysseus). Although

other songs sometimes begin to blur together with the external narration so as to become nearly

indistinguishable,* none are truly quoted. Second, although the Sirens still technically fit neatly

64 See, e.g., Garvie 1994 ad Hom. Od. 8.266-369 and Goldhill 1991: 51 on the Lay of Aphrodite and Ares. Cf.
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into my dichotomy when phrased as mortal and immortal, as they are indeed immortal, their
position becomes ambiguous when we reconsider the dichotomy as existing between human and
god. To call the Sirens “gods” is, I think, incorrect. Rather, they seem to be nearer to the category
of monsters, such as Scylla and Charibdys, who, although immortal, are not gods like Zeus, or
Apollo, or even the Muses and nymphs. And since the Sirens are neither human nor god, it
makes sense that their song should also differ from the songs of either of the preceding two
categories.

However, before turning to an analysis of their song, I think there are still further elements
that set the Sirens apart. Even if we prefer not to get hung up on the technicalities of terminology,
the Siren’s unique status is still visible from other angles. For one thing, the Sirens seem to exist
more within the mortal realm than the immortal, which, I will argue below, also informs their
song. They apparently live on earth (whereas the gods live on Olympus), they make themselves
clearly visible to mortals (unlike, e.g., Athena, who repeatedly disguises herself), and their
singing is clearly intended for a mortal audience (while the gods sing for other gods).

And by as much as they are moved closer to mortals, the Sirens are removed all the more
from the gods. For one thing, the Odyssey gives us no indication that they ever leave their rocks
down on earth, changing them out for some holier place, as the gods are wont to do. Moreover,
the Sirens never appear to have divine company. Their songs are intended for a mortal audience
(more on that in a moment). The other lesser divinities, however, either go to Olympus, or are
accompanied by Olympian singers or audience members. The Muses, for example, repeatedly go
up to Olympus to sing for Zeus and the other gods, even singing along side Apollo’s lyre playing

in the Hymn to Apollo (HH 3.1891t.) or Artemis’ own singing in her Homeric Hymn (HH

Scodel 1998: 171.
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27.151t.). Likewise, the nymphs sing with Pan in his Hymn (HH 19.19-21), and although neither
of them are technically Olympian, their song tells us that Pan has indeed been to Olympus and
received the blessing of all the gods there (HH 19.42-7).

This physical separation from divine company is paralleled in the content of the Sirens’ song
itself and, I think, deliberately so. As already mentioned, their song is intended for a mortal
audience. As Ruth Scodel has demonstrated, the Sirens’ song is unique in that it “is truly directed
at a specific audience.”® Indeed, they address Odysseus by name, with epithet and all (Hom. Od.
12.184 mwoAvov’ ‘Odvoed, péya kddog Axoudv). Moreover, rather than singing a hymn or
theogony or anything else that we have come to expect from divine singers, the Sirens claim to
know everything that took place in the Trojan War, and everything that happens on the earth
(189-90). The Sirens appear to sing human kleos. Although the other gods know this
information, they do not sing about it—the nearest they come is when the Muses provide this
information to bards for their songs. Humans, however, will sing this sort of content, but they do
not have the omnipotence that the Sirens appear to have; human song about human events, even
when assisted by the gods, is limited to what information could in theory be obtained through
oral report, but Sirens have no such limitations.* Moreover, the Siren’s offer to sing of kleos for
Odysseus, rather than offering the delight that is traditionally attributed to song,®” or even the
weeping that Odysseus experiences during the first and third songs of Demodocus, the Siren’s
song will only lead Odysseus to his death—an ironic twist on the immortality that kleos usually
2968

offers. Indeed, Ruth Scodel is right to call to call the Siren’s song an “anti-song.

With all this information in mind, the question then arises as to how the Sirens’ song fits into

65 Scodel 1998: 188.

66 Scodel 1998: 189 and passim.

67 Hom. Od. 1.347, 8.429, cf. Hes. Th. 98—103. See Scodel 1998: 183 and esp. Garvie 1994 ad 8.44-5.
68 Scodel 1998: 188.
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my argument. To put it succinctly, it does and does not. Although I have here located the Sirens’
song among my discussion of the gods’ songs, they are not really gods in the same way as Zeus,
or Hermes, or the Muses, or even the Graces. They are immortal, but they are monsters more
than gods, just like Scylla or Charybdis. As such, we should not expect their songs to have the
same goals as the gods. And this has been shown in their song content; their goal is to attract
whatever sailors happen to pass by and lead them to their death. Likewise their song, although it
purports to offer a celebration of kleos, only offers an ironic, ignominious death, and thus differs
also from the songs of men. Their goal is animalistic and lacks the grander designs that
characterize the other songs—both mortal and immortal—that are discussed in this study.

Nevertheless, I include this song in my study for several reasons. First and foremost,
although such motivation may seem counterproductive to my own claims, their song highlights
that my approach to internal song is but one of many possible approaches. As explained above, I
chose to divide singers between humans and gods based on textual evidence, but these categories
nevertheless offer some degree of fluidity. The Sirens fall somewhere on the spectrum between
gods and men. In structuralist terms, Sirens (like other types of monsters) serve as mediators
been gods and mortals.® By a different approach, the Sirens could even be categorized entirely
differently, say if one were to divide singers along gender lines, or audience, or location. There is
more work that could be done here, and each different approach will likely yield different
insights.

Another reason for the Sirens’ inclusion, which is more productive for my argument, is that
they provide yet another example of how powerful song can be—even beyond the scope of what

humans and gods use song for. Just as I argue that humans and gods bend song for their own

69 Csapo 2005: 226-9.
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respective needs, so too do the Sirens. But their goals, as discussed above, are vastly different in
nature than those of either of the former; they have no desire to acquire more power or a better
quality of life, nor do they express any need to solidify their current position. Instead, they are
using song for purposes beyond those two main functions that I have laid out in this study. By
operating outside of my primary schema, the Sirens’ use of song goes to demonstrate just how
powerful and wide ranging the practical use of song can be.
The final song yet to be discussed in this paper is the dirge sung by the Muses for Achilles in

Book 24 of the Odyssey:

apol 0 6 Eotnoay Kodpot AAI010 YEPOVTOG

oiktp’ dhoeupoueval, Tepl 6 duPfpota sipota Eocay.

Moloot d” évvéa maoat AUePBOopevat Ol KOAT]

Opnveov: EvOa kev o TV AdGKpLTOV ¥' EvONcag

Apyeiov: toiov yap vmdpope Modoa Alyela.

Emtd 88 Kol Sékol Pév 6E OPGCS VOKTOC TE Kol pap

Khaiopev abdvaroi te Ogol Onvrol te dvOpwmol (Hom. Od. 24.58—64)

And around you stood the daughters of the old man of the sea wailing pitiably,

and place around you ambrosial garments. And all nine Muses, responding with a

beautiful voice, sang the dirge. And there you would not have seen anyone of the

Achaeans not crying, for the clear-voiced Muse moved them thus. And for

seventeen nights and days did the deathless gods and mortal men lament you.
As is befitting the ultimate position in my catalogue, this song is by far the most difficult to
analyze. First and foremost, this is a song sung by the gods for a mortal hero. This finds no direct

parallel among any other song discussed herein, not even in the Sirens’ song (as will be
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explained below). Second, and further complicating our task of decoding this unprecedented
item, no content is provided for this internal song, neither as a quotation, nor even as a summary.
Third, and compounding the issue of the second, the only other parallel of the genre (0ptjvog)—
the dirge sung for Hector in Book 24 the /liad—also lacks any indication of its content, which
eliminates any possibility of deriving content from comparative analysis.™

Despite these difficulties, comparing Achilles’ funeral with Hector’s may nevertheless prove
illuminating, even if we cannot use it to reconstruct either of the songs themselves. The two
funerals seem closely paralleled, as we may expect. The Homeric funeral, as with later Greek
funerals, would have been ritualistic to a high degree.”" Furthermore, that the two greatest heroes
from either side of the Trojan conflict should receive similar funerals seems only fitting. Hector’s
funeral has already been discussed, but a brief recapitulation here will facilitate comparison. The
most important elements to remember are the kinswomen gathered to lead the weeping and
lamentation (here Hector’s wife, mother, and sister-in-law—Andromache, Hecabe, and Helen)
(Hom. 7. 24.710-2, 7221f.) and the bards who were gathered to sing the Optjvog (720-2),
although we can point to other parallels between the two funerals, such as the placement of the
body on a bier (/I. 24.719f. 1ov pev Enetra | Tpntoig &v Aeyéesot Oéoav, cf. Od. 24.44 kathepey &v
Aeyéeoot), or the pyre and burning of the corpse (//. 24.778ff., cf. Od. 24.651t.).

The singers and kinswomen are integral parts of the funeral ceremony, and thus we should
expect their appearance at Achilles’ funeral as well. The kinswomen find their parallel in the
presence of Thetis and the Nereids. Just as Hector’s mother Hecabe was present at his funeral, so

too is Achilles’s mother, Thetis, present at her son’s. And, since Achilles has neither a wife nor a

70 Comparison with later Opfjvotr may also prove problematic, as classical usage of the term differs from Homeric
usage; see Alexiou 2002: 104, 102-3.

71 See Alexiou 2002, Pantelia 2002, and Perkell 2008. Cf. Thuc. 2.52.4 for a famous reversal of Greek burial
practices during the great plague.
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sister-in-law to complement the role of Hector’s Andromache and Helen—indeed, in lieu of any
mortal kinswomen—it is only natural that Achilles’ relatives through his divine mother, the sea
nymphs, should attend the ceremony.

Similarly, singers would need to be present for the dirge. However, in the //iad, at least,
there is no mention of any professional singers on the Greek side. In fact, the only bards
mentioned in the //iad are those at Hector’s funeral, and the next best alternative appears to have
been Achilles himself.”” Now, of course, the absence of evidence is not evidence of absence.
However, considering that singers were an integral component of a properly executed funerary
ceremony, the absence of mortal bards at the funeral—whether by non-existence or otherwise—
must have been significant for the Greeks. Moreover, even if the Greek camp did have sufficient
bards for the funeral, it seems not unreasonable that they should be replaced by the Muses in this
instance. For one thing, we have already seen how Hector’s mortal kinswomen have been
replaced with immortal kinswomen for Achilles, according to his own divine parentage, and
since he would appear to have no mortal kinsfolk on hand to attend instead of or in conjunction
with the immortals (albeit based on the absence of evidence).” In addition, this would not be first
time that Achilles received special treatment on account of divine favor, not least of all because
of the pleading of his divine mother. The most notable example is the shield and other
accouterments of war that Thetis elicits from Hephaestus (//. 19.369ft.), but we may also note, in
the immediate context of the funeral, that even the prizes for Achilles’ funeral games came from
the gods:

uitnp & aithoaca 0govg TEPIKaALE™ dedia

Ofike p€c® &v AydVL APIeTHESTY AYoUdV.

72 See Il. 9.186-9 and the discussion above.
73 So too Macleod 1982 ad 721-2.
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7oN UeEV TOAE®VY TAP® AVOPAV GAvTEROANGOGC

NPOwV, 6te K&V ot  Amoediuévov Pactiijog

C{ovvovtai te véol kol dmevtovovtal dedia

AaALG Ke KEIVO LaAloTo, idav Onnoao Boud,

ol” émi 6ol katédnke Oed meptcarré’ dedio,

apyvpomelo Oétic: pdha yop @iroc noda Ogoicty. (Hom. Od. 24.85-92)

And your mother, having asked the gods, placed in the middle of the contest very

beautiful prizes for the chiefs of the Achaeans. And already you have been present

at the funerals of heroes of war, whenever, with the death of a king, young men

gird themselves and prepare themselves for prizes; but had you seen the gorgeous

prizes that the goddess, silver-footed Thetis, had set up for you, you would have

marveled at them. For you were very dear to the gods.
But I have yet to address the question of what the Muses sang. Unfortunately, as with my
previous analysis of the dirge at Hector’s funeral in Book 24 of the //iad discussed in the
previous chapter, I here must once again decline to propose any specific song content. However,
even more so than in the dirge for Hector, I suspect that this dirge would have lacked any
celebration of kleos—at least as much as can be avoided in the ritual context—because of who
the singers are. The gods, as this chapter has demonstrated, do not celebrate human kleos, and |
expect that this song would be no exception (despite its other exceptional qualities). Moreover,
as was also demonstrated previously, the ensuing gooi of the kinswomen (not explicitly
mentioned in this passage, but described at length for Hector’s funeral) undercut the traditional
values of male heroic virtue and the search for kleos at the cost of human life and suffering.

Thetis especially has bemoaned Achilles’ destiny for a short life but eternal glory even before his
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death, and we should expect those same views (also shared by Hector’s kinswomen, Andromache
especially) would have resurfaced in her goos. Any celebration of traditional kleos in the dirge

would have been subsequently subverted.
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Conclusion

This study reveals that, despite similarities in topic and theme, the songs performed by
humans and gods in archaic Greek epic differ significantly from one another in several key
respects. In particular, the gods and humans have very different goals while singing. Humans
wish to improve their social standing within the cosmic hierarchy. They are encumbered by
eventual death that cannot be physically overcome, but they can nevertheless emulate a sort
immortality through song and the celebration of kleos; for as long as their name and deeds are
recited as part of the oral tradition, they will never be forgotten, and they will live on in the
memories of listeners. The gods push against this. Within their own songs, the immortals instead
reiterate the physical mortality that humans are attempting to overcome. Moreover, the gods
phrase this harsh truth in terms of their own superiority; it is not just that humans suffer, but that
they suffer because the gods have made it so. This has the twofold effect of also emphasizing the
gods’ own power and rule. Likewise, the gods will sing about their own births and exploits,
further reiterating and solidifying their rule and superior position within the cosmic hierarchy,
which they have in mind to create and maintain.

However, despite these overarching tendencies in song, individual songs, as we have seen,
can also have very specific, localized functions. For example, the hymn and theogony that
Hermes sings in his Homeric Hymn on one hand fit the model for divine songs in that they depict
the cosmic hierarchy of the gods and thus reinforce it by the act of reiteration, and on the other
hand add a new component to that hierarchy: Hermes. As a newly born god, Hermes has not yet
been assigned a place in the pantheon, and thus he uses song to attain the position he desires, on

one hand by the same act of reiteration that reinforces the hierarchy, and on the other hand by
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literally trading song to Apollo to obtain his own timai. The “Lay of Aphrodite and Ares” sung
by Demodocus in Book 8 of the Odyssey also serves a specific purpose in its own narrative
beyond traditional praise or depiction of the gods. For Odysseus, and for the reader, the song of
adultery provides a foil for Odysseus’ own situation, wherein, unlike the licentious Aphrodite, his
wife Penelope is behaving as a Greek wife was expected to. There are even songs that do not
consider these cosmic political struggles at all, such as the song of the Sirens. These monsters,
being neither human nor divine, have no investment in either changing or maintaining the cosmic
hierarchy, and thus exhibit completely different goals in their songs, but all while exploiting what
their audience expects and wants to hear in regular song.

These two observations—that song can have both local and global implications—are
important because they reveal a much more nuanced and influential view of the power of song.
Whereas previous studies have focused exclusively on the functional deployment of a given
internal song within a localized context, my research shows that these songs also have goals
beyond their immediate context, rather that they fit into a much larger program that extends
between different works and authors. Although local goals are still applicable and important,
these songs are doing double duty by also contributing to an ongoing universal political struggle.
That song is able to perform both functions simultaneously is an indication of how powerful and
important song was for the ancient Greeks.

Similarly, the observations I have made offer further insight into the Greeks’ worldview.
These songs tell us something about their view of their own lives—the hope and pain and
desperate, calculated grasping for something better, some relief—on one hand from larger
problems like human mortality, and on the other hand from more immediate problems like

deliverance from a plague, or anxiety about adultery. Likewise, I think we learn something about
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the Greeks’ relationship with their gods. The Greeks knew how to please their gods, but they also
knew how hard they were able to push back without punishment. At the same time, by producing
literary depictions of what they thought the gods sang about, the Greeks reveal something about
their conception of divine motivation and thought, especially about humans and human action.
The Greeks perceived a constant tug-of-war between themselves and their gods.

Finally, although I am certainly not the first person to demonstrate this, my work once again
shows just how powerful song could be for the Greeks. Song could literally change the universe,
and effective deployment could bring about significant change. Song could be used to teach, to
advance, to repress, and to destroy. Thus, internal songs in archaic Greek poetry have strong
narrative implications.

Despite the progress made here, there is still much work left to be done. First and foremost,
Hesiod has been largely neglected in the present study in consideration of time and space.
However, internal songs abound in Hesiod, as well as references to Hesiod the character /
narrator as singer. Exploring these passages in depth would add much detail especially to our
understanding of the gods’ influence on human song and teaching. The Theogony especially
would further refine our understanding of the theogony as a genre, both via the external song
itself, as well as the various internal theogonies, and the character / narrator’s references to the
composition of (what is presumably) the poem itself. Even beyond the archaic epic treated in this
paper, I suspect that song continued to be a powerful narratological tool in later writers and
genres.

Similarly, genre is given short shrift, but I expect that further refinements and observations
about various internal songs can be gained from considering the genre more fully: To what

degree does it affect content? Can any singer perform any genre? Are some goals better suited to

56



particular genres?

Genre could also be used to divide songs, rather than singer and song content as I have done.
Divisions could also be made by gender, location, audience, or any other number of criteria. But
as was seen in chapter one, the songs (and singers) lend themselves to a division according to
performer and content. However, that is not to say that it is the only reasonable or logical choice
of division, nor the only one that would yield results. But, I leave those opportunities untried for
future scholars.

Nevertheless, even with these questions yet to be answered, the present study offers a
substantial addition to our understanding of archaic Greek epic. Internal songs, in addition to
suiting a local, narratological context and function, formed part of a larger political struggle
taking place between gods and men. Humanity wants to improve its lot, but the gods want to

maintain the status quo.
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