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ABSTRACT

SELF-REFERENTIAL POETICS: EMBEDDED SONG AND THE
PERFORMANCE OF POETRY IN GREEK LITERATURE

SARAH J. HARDEN, UNIVERSITY COLLEGE

DoCTOR OF PHILOSOPHY
Hirary 2012

This thesis is a study of embedded song in Greek narrative poetry. The introduction defines
the terminology (embedded song is defined as the depiction of the performance of a poem
within a larger poem, such as the songs of Demodocus in Homer’s Odyssey) and sets the
study in the context of recent narratological work done by scholars of Classical literature.
This section of the thesis also contains a brief discussion of embedded song in the Homeric
epics, which will form the background of all later examples of the motif.

Chapter 1 deals with embedded song in the Homeric Hymns and Hesiod’s Theogony. It is
argued that the occurrence of embedded song across these poems indicates that the motif is
a traditional feature of early Greek hexameter poetry, while the possibility of “inter-textual”
allusion between these poems is considered, but finally dismissed.

Chapter 2 focuses on Pindar, Bacchylides and Corinna, and explores how lyric poets use
this motif in the various sub-genres of Greek lyric. In epinician poetry, it is argued that
embedded song is used as a strategy of praise and also to boost the authority of the poet-
narrator by association with the embedded performers, who can be seen to have in each
case a particular source of authority distinct from that of the poet narrator.

Chapter 3 considers the Hellenistic poets Apollonius Rhodius and Theocritus, and how their
interest in depicting oral poetry meshes with their identity as literate and literary poets.

Appendix I gives a list of all the examples of embedded song I have found in Greek poetry.
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INTRODUCTION

WHAT 1S EMBEDDED SONG?

From the Iliad onwards, Greek poets depict the performance of poetry within their own
work. Achilles famously takes to the lyre in his splendid isolation at Iliad 9.186-190; his
subject-matter, the famous deeds of men (kAéa avdpcdov 9.189), has long been noted to
have self-conscious significance for the subject-matter of the Iliad itself, with its central
theme of human excellence.! The Odyssey is replete with bards and bard-like characters,
from the court singers at Ithaca and Scheria to Odysseus himself.? There is great variation
in the length and detail in which embedded songs are depicted in Greek poetry. The
contrast between, for instance, the second song of Demodocus (often known as the Lay of’
Ares and Aphrodite), which is an extended narrative of one hundred lines, and the much
more abbreviated description of Achilles” performance in Iliad 9 immediately illustrates one
of the central preliminaries of this discussion: what constitutes an embedded song?® Are we
entitled to take the performance of Achilles as such, or should we require more details of the
song’s content? The depiction of a performance of poetry such as Achilles’ may be

considered the barest and most compressed form of an embedded song; it is an instance

1 Cf. Segal (1992): 12; Frontisi-Ducroux: (1986): 53.

2 For the prominent role of singers in the Odyssey, cf. inter alia Schadewaldt (1959): 66-86, Frinkel (1962):
6-27, Thalmann (1984): 157-84, de Jong (1987): 44-53, Goldhill (1991): 49-68, Ford (1992): 90-130, Segal
(1992) and (1998a): 9-24; Redfield (1975): 30-1 offers a summary of song in both Homeric epics and
differentiates between songs performed by amateurs and professional songs.

3 Beck (2012): 32-3 points out that, uniquely among all speech-acts presented in the Homeric epics, the most
common way of representing song in these poems is through “speech-mention”, by which she means
references to the performance of song such as this brief song of Achilles.



where the poet could give us more details of what was sung, but chooses not to. The
putative narrative of Achilles’ song is nonetheless strongly evoked in the two-word
description kAéa avdpcdv, which immediately calls to mind epic poetry.* Similarly, the
paean sung by Achaean youths at II. 1.472-74 is not extensively elaborated beyond the
information that they “sing of the far-shooter™:

ol 8¢ avnuéptol poATrT) Bedv iAdokovTo

kKaAov aeidovTes Tairjova kolpot Axaiéov

HEATTOVTES EKGepyoV” O Bt ppéva TEPTIET AKOUwV.
Nonetheless, this compressed account of their song immediately calls to mind the genre of
paean and the subject-matter of Apollo, once more indicating a potential narrative which,
although not fully realized, is evoked in the minds of the audience.’ I am reluctant to give
undue importance to length alone as a criterion determining the effect or function of an
embedded song, preferring to analyse the embedded song(s) in Greek texts for their
meaning and significance without a priori assumptions based on their size in relation to the
frame narrative.® Highly compressed or brief incidences of song within song are perhaps
less likely to give rise to extended discussion than more elaborated examples, but they are
still of relevance to this study as they illuminate various issues of importance such as the
context for embedded song, the identity of the performer, the genre/subject-matter and the
function of embedded song. As the following chapters will show, there is considerable

variation not only in the length and detail of embedded songs, but also in the manner in

which a song may be embedded within a Greek poem. One of the aims of this discussion is

4 Sturgess (1992): 17 has noted that even the most compressed segments of embedded discourse can be argued
to function as narratives: “once these mini-narratives are thought of as being contextualized in a completed
work...such passages could be seen to take a significant or signifying place in the narrativity of whatever might
be their containing narratives”.

5 Dué (2006) notes that the most compressed form of an epic micro-narrative is an epithet or patronymic,
either of which may imply the existence of another narrative (how the hero came by the epithet, or the story of
his birth, for instance). Cf. Nagy (1990): 23 on moAUTAas 8ios ‘O8ucoeys as a micro-narrative within the
1liad.

6 There are various theoretical discussions of whether it is appropriate to categorize embedded narratives by
length, cf. Genette (1983): 64 (=1988: 95), Kozloff (1988): 49. Nelles (1997): 136-39 argues against Genette
and Kozloff, both of whom (although in different ways) use length alone as a means of interpreting and
evaluating embedded narratives: “all embedded narrative has a dramatic impact, if only that of deferring or
interrupting the main narrative...all embedded narrative has a thematic function, if only one of relative
contrast or analogy” (138).



to offer an analysis of the different techniques of embedding used by Greek poets and the

variety of interpretations that may thereby become possible.

TERMINOLOGY AND THEORY

As indicated by the examples above, I use the term “embedded song” to refer to the
depiction of a poetic performance within a narrative poem, 1i.e. the representation of a poem
within a poem. The term is based upon de Jong’s “embedded story” which she uses for any
story embedded in the main story and told by the primary narrator or one of the characters;
“embedded song” should thus be defined as a sub-set of the much larger set of examples
which make up de Jong’s “embedded story”, though her own terminology does not
distinguish between embedded song and embedded story.” I have adapted her terminology
because there is a significant difference between a story spoken by a character in a poem
and the performance of a song, particularly in the context of early Greek song-culture
where the poetry in which these songs are embedded was itself performed orally.® At the
very least such a distinction between poetry and plain speech should be discussed and taken
account of, rather than assuming a basic cohesion which may not exist.” The fact that a
poet has chosen to depict a performance of poetry rather than the narration of a story in
speech deserves investigation; the motivations and effects of such a choice will be a main
concern of this discussion. In one or two particular cases I do include discussion of passages
which are in fact embedded speeches rather than song in the rare cases where such instances

have particular connections to, or relevance for, embedded songs in the same poem.

7 de Jong (2001): xiii.

8 For the orality of poetry in archaic and classical Greece see Thomas (1995): 104-29, Thomas (1992): esp.
29-51, Edmunds and Wallace (1997); for orality and the Homeric epics see (among many other
contributions) Kelly (2007): 1-17, Hainsworth (1968): 1-22, Parry (1971): ix-Ixii, Foley (1999), Lord (1953)
and (1960).

9 For a discussion of the differences between song and speech in the Homeric epics in terms of their speech-
presentation see Beck (2012).



I do not use the term mise en abyme, which has been applied to embedded songs by
scholars in recent years, since identification of a literary mise en abyme usually requires the
embedded narrative to reflect the frame narrative in full; so the play-within-a-play at the
end of Hamlet is a mise en abyme, while embedded songs such as those of Demodocus in
the Odyssey cannot truly be said to function as mise en abyme since they reflect only
selected elements and themes of the main story.!® Although a more nuanced reading of the
term mise en abyme is certainly possible, it seems best to avoid the possibility of confusion
by using a term which is less strongly associated with a certain set of characteristics and
meanings.!!  Furthermore, by keeping the terminology separate it will be possible to
distinguish between embedded songs (which may reflect parts of the main narrative in
various interesting and important ways) and instances of mise en abyme, which (according
to the usual definition of the term) will much more closely reflect the main narrative. Such
a distinction allows for greater precision in interpretation. I am here following a distinction
drawn by de Jong (although she uses different terminology again) between “mirror-story”
and “embedded story”, the former being “an embedded story which reflects in its entirety
the main story” while the latter “only reflects aspects of the main story”.!? de Jong’s
“mirror-story” corresponds to the usual interpretation of a mise en abyme, and her
definitions are useful in showing clearly that there is a pointed difference between these two
types of embedded narrative. In fact, examples of “mirror-story” or mise en abyme proper

in embedded songs are thin on the ground in Greek literature. As the following chapters

will show, few embedded songs reflect the “main story” (what I term the “frame narrative”)

10 In this I am wary of following the approach of Rinon (2008): 114-126 who argues that the songs of
Demodocus can be read as mise en abyme, not of the main story but of various themes within the main story.
Thus he argues that the first song of Demodocus “is a mise en abyme of the interepic dialogue of the Odyssey
with the Iliad”. He does not address the conceptual slippage between mise en abyme as “a certain part of a
literary work that represents the work as a whole” and his later use of mise en abyme as a very particular,
limited aspect of that work. Cf. Létoublon (1983): 19-36 for a different view of mise en abyme in the Odyssey.
She admits episodes such as Penelope’s dream in Od. 19.535-552 to this category. The classic analysis of mise
en abyme in literature and art is that of Déllenbach (1977).

11 Cf. de Jong (1985): 18 n. 1 “It seems better to reserve the term ‘mise en abyme’ for those embedded
narratives which reflect the whole of the main story”.

12 N.B. that the approach of de Jong (2001) quoted above differs in significant respect from an earlier article
by de Jong (1985): 5-22 where she uses “mirror-story” in a more general way to mean any embedded story
which reflects “something belonging to the main story”.
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so completely, and preserving a distinction between terminology for each type of embedded
song will allow interpretation of the differing significance of each. The term I use for the
poem in which an embedded song may be found is “frame narrative™: this is a term used by
modern narratologists for any narrative that frames an embedded narrative.!* Thus the
Odyssey is a “frame narrative”, while the songs of Demodocus and Phemius are “embedded
songs”. In regard to the narrator(s) of the poems I use the term “primary narrator” to refer
to the narrator of the Odyssey as a whole and the term “embedded narrator” to refer to the

narrator(s) of embedded songs.

Although this 1s a discussion of narrative and of (secondary) narrators, it is not
intended primarily as a formalist narratological study. The variation in terminology even
between three such prominent narratologists as de Jong, Genette and Nelles (to take only
these of many) easily leads to confusion. Wrangling about the possible meaning of various
modern labels for narrative phenomena obfuscates interpretation of the texts, the meaning
and significance of which is the primary focus of this study. I aim to use terms which are
clear and consistent, and which will be useful and meaningful for interpretation of the texts,

without re-inventing the narratological wheel.!*

With that caveat in place, it will be useful to consider briefly the possibilities for
interpreting embedded narratives identified by narratologists. The central question is: what
might an embedded song (or story, in the case of most narratological studies to date) tell us
about the frame narrative in which it is set? Why are embedded songs of interest at all?
Before attempting to answer these questions I compare the responses of two scholars on the

Odyssey:

13 Cf. Abbott (2008): 28-9, 234 for the similar term “framing narrative”. Nelles (1997) uses the term
“embedding narrative” which I find potentially confusing when used in close proximity with “embedded
narrative” (my italics). I have tried to choose terms which are clear and also easily distinguished from each
other.

14 Even in basic terminology the specific terms used for embedded narrative and the text in which a narrative
is embedded vary: thus de Jong (2001): xiii and xv “embedded story” and “main story”, Genette (1980): 228-
34 “metadiegesis” and “diegesis”, Nelles (1997) passim “embedded narrative” and “embedding narrative”.
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“[the first song of Demodocus] together with the subsequent scenes...1s an invaluable
testimony to the nature and conditions of &oidrj as, ideally, the Homeric poet
conceived them.”!®
“these motifs [of poetry and storytelling] do not tell us about poetry as such, or
present us with a specifically ‘Homeric™ account of song. Rather, they are employed
in the Odyssey to construct a particular — and relatively optimistic — perspective on
the problem of human suffering...”!6
These two very different interpretations of the songs of Demodocus each offer an interesting
and plausible account of the effect and function of the embedded song(s). Their surface
incompatibility is caused by the fact that, in most scholarship, the embedded songs in the
Odyssey (this is also true of Greek literature more generally) have been used by scholars in
the process of arguing a particular case rather than analysed in their own right. In fact, I
would argue that the two positions quoted above are not mutually exclusive — it is possible
for the songs of Demodocus to give an account of Homeric song (although the definition of
“Homeric song” would have to be carefully delineated in this case) as well as offering a
perspective on human suffering which is an important theme of the epic as a whole. So,
rather than beginning with any a priori assumptions about what embedded song is capable

of, this study seeks to analyse its function in Greek literature primarily through close

readings of the relevant texts.

However, modern literary-theoretical studies of embedded narrative(s) offer a set of
possibilities for the function and significance of the technique which may usefully be
applied to ancient texts. The most basic of these is the impulse of the reader (or in ancient
texts, often the audience) to compare the embedded narrative with the frame narrative on
various levels. ~ The process of embedding “marks out three sites of potential
significance...the two stories, two narrators, and two narratees all offer topoi for
comparative analyses.”!” Furthermore, the embedded narrative may confirm or reinforce

the themes and concerns of the frame narrative, or it may undermine or contradict the

15 Hainsworth (1988): 349 n.62-103.
16 Mackie (1997): 94.
17 Nelles (1997): 143.
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assertions, happenings or themes of the frame narrative.!®

Already in these very general
observations the rich potential of embedded songs is clear: they are a locus for (self-)

reflection, on the part of both poet and reader/audience, on various aspects of the poetic

enterprise.

Genette identifies three functions of embedded narrative in relation to the frame
narrative.!” These are 1) explicative, where the embedded narrative is in a direct causal
relationship with the frame narrative. In this case the embedded narrative explains the
current situation in the frame narrative; 2) thématique, where there is no spatial or temporal
continuity between the embedded song and the frame, but rather a relationship of contrast
or analogy in their themes; 3) a situation where there is no specific relationship of content or
causation between the embedded song and the frame, and thus “c’est I’acte de narration lui-
méme que remplit un fonction dans la diégese...fonction de distraction...et/ou
d’obstruction”.  Genette’s analysis offers a range of functions for embedded narratives
which will map usefully on to many of the examples of embedded song from ancient Greek
literature, although it will be seen that his categories are not necessarily mutually exclusive

in practice.

de Jong, following a later discussion of Genette’s, identifies the main function of
embedded narrative in ancient Greek poetry as the manipulation of time within the frame
narrative: “[tJhey are external or internal analepses or — less often — prolepses”. She adds
the additional possibility for a further “key function” (such as persuasion of one character

by another) within the frame.?

How far de Jong’s privileging of the temporal model
reflects the examples of embedded song I have found in ancient Greek narrative poetry will

be discussed below. Her intriguing suggestion that embedded songs may perform a “key

function” such as rhetorical persuasion within the narrative will also be addressed.

18 Nelles (1997): 143-4; Trivifios (1980): 158-159.
19 Genette (1972): 242-3, (1980): 232-3.
20 de Jong (2001): xiii; Genette (1983): 93, (1988): 62-3.
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These functions of embedded narrative are not meant to be an exhaustive list, or to
limit the following discussion with a concrete set of a priori functions, but rather to offer a
framework within which to begin interpreting the embedded songs in ancient Greek
literature. It may be the case that the embedded songs discussed in this study function in
ways not mentioned by the narratologists quoted above. Certainly it is the case that their
categories are not absolute: for instance, Genette’s three categories of embedded narrative
are not in fact entirely separable from one another, and several embedded songs in Greek

literature will be shown to operate across his distinctions.

ANCIENT GREEK TERMINOLOGY

As the discussion progresses, it will become clear that the Greek terminology for song(s) as
depicted in Greek poetry is often far from precise.?! For instance, there is no difference in
meaning, as far as I have found, between any of the general terms for song in the Homeric
poems. Thus we find the ritual paean for Apollo at II. 1.472-4 described using the verb
&eidev and the noun poAr and the non-ritual (although not necessarily altogether non-
religious) after-dinner entertainments of Phemius described using exactly the same
combination of noun and verb at Od. 1.151-5. Phemius’s performances, which all take
place in the same context of the suitors’ banquets, are also described using the noun &oidn
at 1.421 and 17.605. Appendix I offers a list of all the songs in the Homeric poems and a
comparison of any of these examples would show the same unmarked use of song
terminology as I have described above. In the individual readings of each embedded song 1

will evaluate the continuity (or discontinuity) of this tendency to describe different kinds of

poetic performance with the same vocabulary. Where differentiation does come into play is

21 West (1981): 113-29 discusses in some detail Homer’s use of &eidev and &o18ds.
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in the use of genre-specific words for song. An awareness of several of the major lyric genres
is already clear in the Homeric poems: the [liad, for instance, depicts the performance of
paean, hymenaios and threnos. In that context, the song is largely performed as part of the
ritual background of the poem — genre is defined by the occasion and does not become the
subject of an overtly self-conscious reflection on the nature of poetic genres, although, as I
argue below, the Iliad’s use of the genre of female ritual lament (threnos) at the end of the
poem indicates a keen awareness of the effect of combining elements from different genres,
which foreshadows the more self-conscious genre games of later Greek literature.

The scholia, perhaps unsurprisingly, offer little in the way of analytical reflections
on embedded song as a poetic phenomenon; their views and comments on specific

embedded songs will be discussed where applicable.??

SCOPE AND LIMITATIONS

This thesis concerns itself with embedded songs in narrative Greek poetry from the Archaic
to the Hellenistic era, but it is not meant to be an exhaustive survey of all instances of
embedded song in these texts. By including in Appendix I such examples as I have found
but have been unable to discuss in detail I hope to have provided as full an account as
possible of this phenomenon within the confines of Greek narrative poetry. The reasons for
limiting the study to narrative verse only are set out below.

As is by now evident, I am primarily interested in embedded songs rather than
embedded narratives or speeches. This is not to deny that embedded narratives are of
enormous interest and importance, nor even to claim that they do not in many ways share
many of the features and interpretative possibilities of embedded songs; even the hastiest

glance at embedded narratives such as the Apologoi of Odysseus at Od. 9-12 or the lying

22 Nunlist (2009) offers an extensive account of the terms and concepts of literary criticism used in the Greek
scholia and does not refer to any technical discussion on their part of embedded song (though he does note
that they do not seem to recognize the difference between speech and embedded speech, pp.324-5).
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tales he tells later in the poem will show the richness of such passages.”*> However, it would
be impossible in one study to cover all categories of embedded narrative and retain any
reasonable cohesiveness, particularly in the area of Greek literature where direct speech
forms such a large part of poems such as the Iliad and Odyssey. Embedded songs are a sub-
set, as | argued above, of a larger whole which is (in most cases) easily recognizable and
distinctive in its own right. The depiction of the performance of poetry within poetry is of
special interest because of the inherent potential for self-reflexiveness it creates.?* This self-
reflective aspect comes partly from the fact that (at least for the earlier poems discussed) the
poems themselves were orally performed, whether, as has been postulated for the Homeric
Hymns, at a religious festival or as for Pindar and Bacchylides, at the celebration of a

25 Besides the self-referential

victor’s win in one of the athletic contests at the games.
performative possibilities in these passages, the very presence of an embedded poem in itself
has the potential to raise, as we saw above, all sorts of questions about the frame narrative,
the primary narrator, and the themes of the poem.

Because I am concerned with the relationship of embedded narratives to frame
narratives and secondary narrators to primary narrators, I have not included any examples
from Greek drama in this study. Although narratological study of drama as narrative is a
burgeoning field, it is generally recognized that drama does not have a narrator and is not
thus “narrative” in the same sense as epic or lyric poetry. The lack of primary narrator

complicates any attempt to classify embedded narratives within the whole. Any such

attempt would require more space and argumentation than the scope of the current thesis.

23 For a discussion of the links between several speech-acts of Odysseus and poetic performance and poetic
competition see Kelly (2008). Mackie (1997): 84 notes the frequent similarities between embedded speeches
and embedded songs in the Odyssey, concluding that “the parallels between the two types of narrative often
lead critics to suppose that there is no significant differences between the two”, citing Thalmann (1984): 161.
She herself argues for significant differences between embedded speech and song in formal terms.

24 Cf. Scodel (1998): 172 (on the embedded songs in Homeric epic) “they are fragile, define the special
authority Homeric epic claims for itself, and when we too rapidly demystify them, we fail to see how the epic
sees itself”. What later poets (who were largely writing for a reading audience) do with this performative
heritage when depicting other poets at work will be discussed in the third chapter below.

25 Cf. Thomas (1992): 123; Herington (1985): 3; Bakker (1999): 35-6; Segal (1992): 4 “the poet of early
Greece is a singer”; Richardson (1990): 82-3. For the orality or otherwise of the Homeric Hymns see the
recent summary of Faulkner (2011), with bibliography, also Clay (1997): 491-2, Richardson (1974): 31,
Janko (1982): 18-19, Notopoulos (1962) and Lord (1968).
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There is an argument to be made for the potential existence of embedded song(s) within
narrative text(s) within drama, but again the dramatic context would require a different set

of terminology and separate methodology from that required for narrative texts.

I do not include commands to sing (e.g. Pindar O1.9.5-8), or references to the
current song (e.g. Pindar OL100-1), since these references to song are related to the the
frame narrative too closely to be considered ‘embedded’ in the same way as examples such
as the songs of Demodocus. I have also omitted from this discussion promises to sing in the
future (e.g. Call. Hymn to Artemis 138ff., Arg. 4.1773-4), or counterfactual embedded
songs (e.g. Pindar V. 4.13-19, where the poet says the victor’s dead father would sing of his
son, if he were still alive): these ‘potential” embedded songs require a separate study for

which there was not space in this thess.

Finally, the Homeric examples of embedded song will form a frame to my whole
discussion, although I will not devote a chapter specifically to them. This is due to the
richness of earlier scholarship on the songs of Demodocus and the other Homeric examples:
unlike some of the embedded songs in the Homeric Hymns or later texts, they do not
require such detailed initial analysis on my part.”” Outside this introduction, where I will
use the songs of Demodocus as test-cases to introduce the concepts and methodology of the
thesis as a whole, the Homeric epics will remain ever-present in the background of the

discussion, underpinning as they do all the later texts.

26 The recent study of Swift (2010) on embedded lyric genres in tragic choruses deals with many of the
relevant passages of interest. Rutherford (2007): 1-39 discusses choral narration of past events in Greek
tragedy. Cf. Dué (2006) for a discussion of embedded female laments in Greek tragedy.

27 On the songs of Demodocus see Thornton (1970): 43-5, Macleod (1982): 2-5, Olson (1989), Garvie
(1994): 248-250, de Jong (2001): 190-220, Graziosi (2002): 133-42. On the first song of Demodocus see
Marg (1956): 16-29, Goldhill (1991): 50; on the first and third songs see Biles (2003): 199-208; Broeniman
(1996): 3-13. On the laments of female characters in the Iliad see Dué (2002). For scholarship on Iliadic song
(especially laments) see the section on the Iliad below.
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How TO EMBED A POEM (1):

THE ODYSSEY

The songs of Demodocus offer an excellent starting point for any discussion of embedded
song in Greek poetry.?® These three embedded songs show, firstly, the different methods
used to embed a narrative and to discuss the possible relationship (and/or tension) between
the primary narrator of the Odyssey and Demodocus and, secondly, the connections
between these songs and the frame narrative in terms of theme, content and function.

The Odyssey is rich in depictions of the performance of song. Besides the songs of
Demodocus, the poem also depicts bards at Ithaca and Sparta: Phemius and the un-named
bard at Menelaus’ palace.? This cluster of professional bards emphasizes the role of song in
entertainment, at the banquet, in the context of domestic (albeit palatial!) festivities.’® The
domestic and secular (in the sense of non-ritual) role of song is clear too in the brief
references to female song-performance: Calypso and Circe sing as they work the loom, and
Nausicaa and her maidens sing as they play on the shore, after attending to the dirty
laundry. The role of song in religious ritual is only seen in brief hints in the Odyssey, such
as the fake wedding celebration arranged by Odysseus at Od. 23.143-145, where Phemius
sings and plays the lyre to avert suspicion of the slaughter of the suitors, and the reported
dirge of the Muses at Achilles’” funeral at Od. 24.60-1.3! The significance of the contrasting

contexts for song in the Iliad and Odyssey is discussed further below; for now it is sufficient

28 The Greek text of the Iliad quoted is that of Allen (1931), that of the Odyssey is Allen (1917-19).

29 Although Menelaus is celebrating the weddings of his children at this feast, the performance of the bard is
represented not as the ritual performance of epithalamion or hymenaios but in the same manner as the
performances of Demodocus or Phemius: as entertainment at a party.

30 Cf. Murray (2008): 165 “the aoidos [in the Odyssey| performs his epic in the banquets of heroes — and
apparently nowhere else, certainly not in any festival context.”

31 Cf. also the references to women raising a ritual cry (the ololuge), although this seems likely to have been a
non-verbal utterance, for instance when the women at Nestor’s palace raise the ololuge at 3.450 (6A6AuEav)
during a sacrifice and Penelope engages in the same activity at 4.767 (6ASAuEe) after praying for Telemachus’
safety, the sense is of a wordless chant or cry (which the onomatopoeic verb itself echoes) rather than of the
singing of a poem. Cf. Graziosi & Haubold (2010): 163 (on this verb in book 6 of the Iliad) where the ololuge
is termed a “female ritual cry”, also Kirk (1985): 200 “a ritual female shriek or wail”. Pulleyn (1997): 178-81
gives a summary of the role of the ololuge in Greek prayer and ritual; he too argues that it should be
understood as a non-verbal utterance, noting the verb’s onomatopoeic quality.
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to note that song in the Odyssey is largely represented as an activity of leisure which is
performed for the audience’s pleasure rather than as fulfilling a ritual function.

Demodocus’ first song (Od. 8.73-82) tells of a quarrel between Achilles and
Odysseus and the fatal misinterpretation of a Delphic oracle. This performance is
introduced explicitly by the primary narrator as a Muse-inspired song about heroic action:
HoUc™ &p  &oidov avikev aetdépeval kAéa avdpdov (8.73). Demodocus’ song is firmly
closed off with a concluding line TalT &p’ &o1dds &eide mepikAuTds... (8.83). The poet
gives the sense that Demodocus’ song is taken from a larger narrative with the partitive
genitive ofuns Tijs (he sang of the glorious deeds of men, from that song which...) in line
74.32 The subject-matter of the song is given in reported discourse, with the introductory
s repeated at lines 76 and 79.%% It is clear that, at this point, Demodocus is not given his
own voice in the poem (as, for instance, Odysseus himself is in books 9-12); rather his song
is reported and summarized by the primary narrator. This insistence on reported speech
shows a concern to distinguish carefully between the embedded song and the frame
narrative, and a deliberate avoidance of blurring between the voices of the primary
narrator and his embedded narrator.’* This technique will become familiar in the following
chapters as a major method of embedding a song within a frame narrative. An embedded
song given in reported speech raises important questions about the dynamic of narratorial
control within a poem: here it would be possible to argue that the primary narrator of the
Odyssey retains control over the poem by reminding us constantly of his own narrative

presence.

32 So Hainsworth (1988): 351 and Garvie (1994): 253. See too de Jong (2001): 197, Thalmann (1984): 124,
Ford (1992): 40-8, Nagy (1979): 18.

33 Beck (2012): 37 argues that the song’s “expressive features” in fact give the impression that the narrator’s
voice and that of Demodocus have merged, however I would contend that the embedding features (markers of
reported speech, clear introductory and concluding statements) outlined above give the opposite impression.
Her point that the yé&p statements at Od. 8.79 and 81 are unusual in that they are not given any
subordinating markers is an interesting one, but this in itself is not enough to suggest a merging of narratorial
voices here.

34 Beck (2012): 37-40 points out that there is a mixture, in the songs of Demodocus, of words normally
associated with character-text and those usually associated with the main narrator, and argues that this gives
rise to narrative ambiguity. I would argue that such a mixture is to be expected in the depiction of a figure
who is at once a character and a narrator of poetry very similar to that of the main narrator. Whether or not
this indicates any special ambiguity in their songs is unclear to me.
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It is also possible that there is a more complex dynamic of power at work in this
passage: the insistence on Demodocus as singer of this particular song could be a validation
strategy for the story told within it. The quarrel between Achilles and Odysseus mentioned
here is not known to us from any other epic poem or fragment. It seems likely that the story
is an invention of the poet of the Odyssey, a new episode based partly on familiar motifs
from other epics (such as the quarrel between Achilles and Agamemnon which opens the
1liad), rather than a reference to a now lost epic tradition.** By presenting this new story in
the mouth of Demodocus, a bard favoured by the Muses and at the idyllic court of
Alcinous, and moreover by situating its performance in front of an internal audience which
includes one of the principal participants in the events narrated, the myth is validated and
made credible.’® Not only is the quarrel a ‘new’ invention of the poet of the Odyssey,
shifted back in time, giving it the temporal authority of a song sung long ago by someone
closer to the action than the primary narrator could claim to be, but its effect on Odysseus,
who is reduced to tears by the verisimilitude of Demodocus’ account, subtly claims the truth
of this new story and its worthiness in being placed alongside the events of the Iliad. The
latter point is reinforced by the strongly Iliadic tone of the passage, which suggests that the

poet is claiming similar if not superior quality for his own heroic song.’’

35 Taplin (1990): 11 “itis an ad hoc invention”, Marg (1956): 16 uses the term Augenblickserfindung, Olson
(1989): 136 n.4 “there is no reason to believe that the story is anything but an invention”; cf. also Finkelberg
(1987): 128-32, Hainsworth (1988): 351. On the concept of ad hoc invention in oral-derived poetry see
Willcock (1977). Garvie (1994): 249-50 disagrees, arguing that the elliptical style of the song implies a well-
known subject-matter. However, the elliptical style could also be the result of the embedding and summarizing
process, or even a deliberate technique used to give a new story the air of a traditional account. de Jong
(2001): xiv notes that embedded stories are often narrated in an “allusive, elliptical style”.

36 Of course, Demodocus also gains authority in his isolation from the everyday world (embodied by his
blindness) and his closeness to the divine Muses, on whom the blind bard relies in constructing his tales of
events (both human and divine) from which he is necessarily de-barred. See Kelly (2008): 194 with
bibliography on the relationship between bard and Muse in the Homeric epics.

37 Clay (1983): 104 sees a self-conscious awareness of the manipulation of tradition in this embedded song,
arguing that it “seems to demonstrate the poet’s freedom to transform traditional themes and motifs into
something new”.
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The second song of Demodocus (Od. 8.266-369) is strikingly different from the
first, in content and length as well as in terms of how it is embedded in the poem.*® Like the
first song, it is introduced with clear markers of an embedded narrative: the verb &eidev
appears plus a direct reference to the lyre and an introductory &u@t followed by a summary
of the subject-matter to come. After co5 in line 268, however, the markers of indirect
discourse drop away and the narrative continues in the direct style, including the direct
speech of the characters within the embedded song. In contrast to the earlier song, here
there does seem to be blurring between the voices of the primary narrator of the Odyssey
and the embedded narrator Demodocus. Until the sudden recall to narrator-text at line 367
(TalT’ &p’ &oidos &eide mepikAuTds...) there is no reminder of who is singing, and it is easy
to see that confusion of speaker might occur — perhaps particularly in an oral context where
flicking back a few pages to check who is speaking is not an option.* In the second song of
Demodocus, then, the narrator uses a different method of embedding, changing almost
immediately into an independent construction rather than retaining indirect discourse. This
has been read by many scholars as a meaningful attempt on the part of the primary

narrator of the Odyssey to identify himself closely with Demodocus.*

A potential objection to this interpretation is the tendency of Greek narrative in
general to prefer to simplify complex grammatical structures, including a preference for
direct over indirect discourse. This simplifying tendency is a characteristic of the wider

phenomenon of “downslip” in the Greek language which has been extensively discussed by

38 There is a vast bibliography on the second song of Demodocus: as a beginning cf. de Jong (2001): 206-209;
Burkert (1960): 130-44, Alden (1997): 513-29, Olson (1989): 135-45, Seidensticker (1982): 59-60, Newton
(1987).

39 It is worth noting that the scholia (H Q and T on Od. 8.267) seem to regard this song of Demodocus very
much as his own composition, to be regarded as distinct from the frame narrative; this allows them to justify
the subject-matter which seems to have been considered unworthy of the Homeric poet.

40 Beck (2012) discusses this song of Demodocus and argues, I believe correctly, that it is constructed in free
indirect speech, a form which other scholars such as de Jong (2004 a and b) do not believe exists in Homeric
poetry. On free indirect speech and the problems of categorizing or even identifying it in literary texts see
McHale (1978): 249-287, Laird (1999) (on Virgil) and Collins (2001): 133-5. The most thorough treatment
of free indirect discourse is to be found in Fludernik (1993).
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Slings.*! It could be argued that the length of the second song motivates the direct narrative
style, that the “blurring” in the voices perceived by the audience or today’s reader is a
function of the language, pragmatic in origin, and not a result of deliberate poetic self-
consciousness. However, this line of argument would necessitate a decision to be made as to
the precise moment when a reported speech or song becomes too long to remain in indirect
speech. In fact such a differentiation is in practice impossible, since it seems unlikely that
there is a strict quantitative boundary which determines which construction should be used
and more likely that, despite a wider tendency to simplify where possible, there is still a large
element of poetic choice involved in constructing embedded speeches or songs.*> Moreover,
the effect of hearing or reading embedded narratives which are composed in the direct style
is so strikingly one of blurring between the primary and secondary or embedded narrator(s)
that it seems reasonable to suggest that the linguistic tendency to simplify and a deliberate
choice to represent an embedded narrative in direct style are not mutually exclusive. The
mixed style of embedded narratives such as the songs of Demodocus (which contain
elements suggestive of both reported and direct speech) in itself suggests that a range of
options was open to the poet in constructing an embedded song and that factors other than
simply length would have influenced his choices. The argument for meaning and
significance in the embedding process will have to be made for each example of embedded
song In its own context: not every case will necessarily be self-conscious blurring of
narratorial voice, but it is important to admit the possibility of such a self-consciousness and

to argue for its existence even in the earliest poetry.

Slings has also observed a distinction between written and spoken language in terms
of means of expression, and noted that some Greek poetic texts behave more like oral
compositions in their expression than written narratives.** This observation will be useful in

later chapters as I discuss poetry ranging from the oral-derived early Greek hexameter texts

41 Slings (2002): 53-4.
42 As is argued by Beck (2012) in direct reference to the songs of Demodocus.
43 Slings (1999): 61-75.
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down to the Hellenistic poems of Theocritus and Apollonius, since one of the major
questions that a synoptic study such as this raises is how the poetic treatment of embedded
song changes and develops in line with the rise of a literate culture in the Greek world.
Whether the orality or literacy of these poems affects how they are embedded will therefore

form an important part of the following discussion.

The third song of Demodocus (Od. 8.499-520) returns to the theme of the Trojan
War with which he began. This song is introduced and prefigured by a request from
Odysseus which in itself has many of the features and functions of a poetic proem.** Once
more the song is introduced and closed with clear boundaries at 499 (ébs @&b’, 6 &
SpunBeis Beol &pxeto, paive 8 &odrjv) and 521 (TalT’ &p’ &oid8ds &eide mepikAuTSS).
The style of narration is closer to the first song than the second, with repeated markers of
indirect discourse at lines 514 (fjeidev & cos...) and 516 (&AAov & &AAn &eide TOAW
kepaiCépev aimiv). The first 12 lines of the song, from 510 onwards, however, are similar
to the independent construction of the song of Ares and Aphrodite, since we get much more
detail in the story (compared with the first song, which was summarized very brieﬂy),
including a close account of the decision making process surrounding bringing the wooden
horse into Troy, and a proleptic statement as to the destruction the horse is fated to bring to
the city.* This last song of Demodocus is not quite an entirely reported nor entirely
independent construction, and shows the variation available to a poet in embedding a
narrative even within one short section of the same frame narrative (and even when all the
songs are in fact sung by the same character).* Such a combined style seems to offer a

counter-argument to Slings’ downslip as it implies poetic choice rather than grammatical or

44 Cf. de Jong (2001): 215 “Odysseus’ description of the song which he requests resembles an epic proem”.
45 Cf. de Jong (2004): 215 for a discussion of the focalization in this passage.
46 As Beck (2012): 41 argues, although she is concerned to label the song “free indirect speech”.
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linguistic imperative is at work in determining the form of speech used in reporting these

embedded songs.¥

Before discussing the wider functions of all three embedded songs within book 8 of
the Odyssey and the poem as a whole, it is worth noting that certain features occur across
the examples which will recur in embedded songs throughout Greek literature, and which
should be regarded as constitutive elements of the technique. Firstly, the introduction and
conclusion to each song form a ring around the embedded narrative which separates it

structurally from the frame narrative.*

The later examples of embedded song in the
Homeric Hymns and lyric poetry do not always have both of these structural markers (the
closural marker is absent in several later examples), and it is worth considering whether the
Odyssean examples represent an early model which is later adapted by poets familiar with

Demodocus, or whether the concern to define narrative boundaries is a particularly

(Homeric) epic concern. I will return to this point in the following chapters.

Secondly, we have two possible models of embedding a song in terms of the
narrative style: the indirect style in which the song is reported and/or summarized by the
primary narrator, and the direct style where the song is reported in a largely independent
construction after the initial introduction. The third song offers us the potential for a mixed
style which contains elements of both direct and indirect constructions. The possible
implications of the different styles of narration on the narrative authority of the poem have

been briefly sketched, and this too will be a theme which recurs throughout the study.

47 It is perhaps worth considering, too, that epic poetry, sung to the lyre and composed in an artificial metre is
unlikely to be subject to the same level of simplifying technique found in everyday speech — and it is speech
which gives rise to much of the linguistic theory on which the ‘downslip” hypothesis of Slings (2002) is based.
48 The conclusion in every case being the formulaic statement TalT’ &p’ &o18ds &eide mepikAuTds (Od. 8.83,
8.368 and 8.521) while the introductions vary in specific content but generally involve a reference to the song
about to be performed, a verb of singing or periphrastic equivalent (cf. Od. 8.73 Moilc’ &p’ &o18dv aviikev
aedépeval kAéa avdpddv..., 8.265 autap 6 popuileov dveBAAAeTo kaAov deidew..., 8.499 cos &b, 6 &’
SpunBeis Beol EpxeTo, paive 8’ doidrjv...).
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How TO EMBED A POEM (2):

THE ILIAD

The Iliad may be contrasted with the Odyssey in its depiction of song: while the Odyssey
depicts at least three professional bards singing, and hints at least one more, the Iliad does
not show a similarly pervasive interest in the activities of professional bards.* Thamyris (1.
2.595-600) shows that the Iliad is aware of professional bards, but we get no equivalent to a
Demodocus or Phemius in that poem. The mourners at 1. 24.720-3, although professional
performers designated by the term &o1dds, are not represented as bards of the same type as
Demodocus and Phemius: their songs are connected with a ritual context and are defined
by the occasion.®® Moreover, we get little detail in either Iliadic representation of what they
sang. To these brief depictions of song-performance we may add the /inos-song sung by the
boy on the shield of Achilles, Il 18.570-2.5" This scene, with the boy singing for an
audience of fruit-picking maidens and youths in a bucolic landscape, might seem to fall into
the category of song for entertainment rather than ritual. There may, however, be a ritual
element to the episode, as the linos-song elsewhere is associated with a ritual lament marked

52

by the refrain ailinon, ailinon.>* Other brief references to the performance of song in the

1liad also indicate the importance of song in ritual. The Achaean youths sing a paean to
appease Apollo at II. 1. 472-74:
ol 8¢ avnuéptol oA Bedv iAdokovTo

kKaAov aeidovTes Taijova kolpot Axaiéov
HEATTOVTES EKGepyoOV” O Bt ppéva TEPTIET AKOUWV.

49 Three professional bards: Phemius, Demodocus and the un-named bard at Menelaus’ court, all of whom
are depicted singing within the poem in more or less elaborate accounts. To these three we may add the
ao184s left to protect Clytemnestra, whose songs are not specifically alluded to in the poem. The Iliad,
conversely, does not depict the professional performance of poetry. Cf. Murray (2008): 164 “the Iliadis not a
self-reflective poem”™.

50 Note that this is, tellingly, the only occurrence of the term &o1d4s in the Iliad.

51 N.B. the possibly interpolated line sometimes inserted after II. 18.604, ueta 8¢ o éuéAmeTo Beiog
&o180s pouifeov, which would offer an example of song as entertainment at the dance within the Iliad. For
discussion of the authenticity of the line see Revermann (1998): 29-38, who also gives an account of the
extensive bibliography on this issue.

52 Cf. Alexiou (2002): 57-8. On Linos see also West (1983): 56-67.
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and Achilles commands a paean to celebrate his killing of Hector at II. 22.391-2:

viv & &y’ aeidovTes Tairjova koUpot AxXaicov
vnuoiv ém yAagupijol vecdueda, Tévde & &ywuev.

Although the songs mentioned thus far are all very brief in compass, their recurring
presence in the poem creates a strong impression of the ritual function of song in Homeric
society, an impression which is deepened by the striking extended laments for Patroclus and
for Hector which cluster at the end of the epic. The particular effect of these more extended

laments will be discussed below.

On the other hand, song as entertainment is sparsely portrayed in the Iliad: outside
the scene(s) on the shield of Achilles, which may also have a ritual connotation, we see
Achilles playing the lyre and singing for his own entertainment at II. 9.186-9. He does not
have an audience apart from Patroclus, who is present while he sings, although the poet
implies that Patroclus may not even be listening to the music and song, for he is “waiting for
Achilles, whenever he should stop playing”:

TTatpokAos 8¢ oi olos evavTios HoTO OO,
Béyuevos Alakidnv omdte ArjEetev deidcov. (11 9.190-1)

The clearest example of song performed for entertainment is at the end of book 1, and lies
in contrast with the paean to Apollo performed by the Achaean youths just before.
Immediately after the paean, the action moves to the divine sphere (II. 1.493-611) where an
argument among the gods is swiftly solved by the jesting of Hephaestus. The end of divine
conflict is marked by the performance of an amoebaean song sung by the Muses and
accompanied by Apollo. As with most of the other performances of song in the Iliad, the
content of their song is not elaborated. As many scholars have noted, the laughter provoked
by the lame god, in juxtaposition to the intense human suffering depicted earlier in book 1,
draws a stark contrast between immortal and mortal in the poem — and so it is too with their
respective songs. The human chorus use song as a means to end their suffering by

appeasing the god — it is part of their reparation for Agamemnon’s abuse of Chryses, along

26



with the hecatomb. The divine song which closes the book is a pleasurable accompaniment
to a banquet, purely for entertainment. That the Iliad downplays human song for
entertainment 1is no surprise given the martial and tragic themes of the poem: banqueting
and enjoying the songs of a bard are not necessarily activities associated with war, and the
fact that the Odyssey, which is set largely in domestic and/or palace peacetime contexts,
does depict song in a banquet context seems to bear this out. Bacchylides comments on
such a division between war and peace at B.14.12-16, suggesting that there may have been
a poetic aversion to song in a martial context at least as far back as the early fifth century:

oUT’ €]v Bapumevbéov apuo-

Cet u]&xais popUIYyos OUpa

kai At]yukAayyeis xopoi,

oUT’ ¢]v Baials kavaxa 15

XaAk]okTuTOS!
The lack of song in a war-time context in the Iliad is ironic given the predominance of battle

and war as the theme of the dinner-time entertainments sung in the Odyssey, and more

generally the prominence of war as an activity worthy of being commemorated by bards.

Most of the Iliadic embedded songs discussed so far (whether ritual or for
entertainment) are very abbreviated in terms of content. In contrast, the laments for the
dead heroes at the end of the poem are far more elaborated, in that we are given detailed
accounts of the content of the lament: they are reported in direct speech which is
individuated to reflect the character speaking. However, despite this wealth of detail the
laments are ambiguously represented.?® These passages hover tantalisingly between speech
and song: their close association with threnos, a known genre of sung lyric, implies song;
however, the text does not use language usually associated specifically with song, but rather
uses unmarked verbs, denotative of speech more generally.®* Thus Andromache’s lament
for the dead Hector is introduced and closed as follows:

Tijow & Avdpoudxn AeukcdAevos fipxe yooio (I1. 24.723)

53 Cf. Tsagalis (2004): 27-32 for an analysis of the Homeric lament.
54 For lament as a lyric genre, see Swift (2010): 250-366; Alexiou (2002): 103-4 and passim; Dué (2002) and
(2007).
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cog €paTto kAaiouo’, el 8¢ otevdxovTo yuvaikes. (I1. 24.746)
At 1II. 24.760 Hecuba’s lament is also closed with the phrase ¢os épato kAaiovoa, as is
Helen’s at 24.776. This phrase is not itself a strong indicator of song as opposed to speech.
The phrase used of the opening of Andromache’s lament, fjpxe ydolo, is also shared by
Helen at 24.761, and (with a small variation in the verb) by Hecuba at 24.747, although
the adjective a®wol which qualifies the yodos in both latter cases is replaced by
AeukcbAevos to further characterize Andromache.® Commentators and scholars have
treated the passages of lament in the [liad generally as speech rather than song: so
Richardson “against this lament [of the professional mourners] are set the individual spoken
laments of the women of the family”, although later in the same note he refers to the
laments as “‘praise poems’, like later funeral speeches” (my italics).® The blurring between

speech and song is carried over from the Iliad itself into its scholarship.’

Tsagalis argues
that the laments of Hector’s family and other characters are strongly differentiated from the
Bprivol sung by the professional mourners at Il 24.720-1 and that the former are
definitively not sung: “[t]he ydo1 are personal lamentations uttered by the next of kin, and

are delivered in speech”.%®

Alexiou similarly suggests that the presence of professional
singers at Hector’s funeral in Iliad 24.720-3 is meant to draw a contrast between “the
thrénos of the professional mourners which was a proper song, and the gdos of the

kinswomen, which was merely wailed.”> However, she then goes on to refer to the laments

of Hecuba, Andromache and Helen as “singing”.

55 On the substitution of the adjective in this line see Edwards (1987): 314; Richardson (1993): 352.

56 Richardson (1993): 350. Note that he uses the term “speak” throughout for the utterances of all three
women in book 24. Dué (2002) and (2006), on the other hand, assumes that all passages of lament in epic are
sung, although she does not offer an argument for those laments introduced by verbs which more usually
indicate non-verbal noise such as oTevayxco. West (2011): 426 terms these passages “rhetorical laments”
which implies speech rather than song. For possible Near Eastern analogues to the laments in the Iliad see
West (1997): 396-401.

57 Edwards (1987): 314 uses “speak” of Andromache’s lament. Macleod (1982): 148-56 similarly does not
directly discuss whether the passages are to be read as song or speech.

58 Tsagalis (2004): 5.

59 Alexiou (2002): 12.
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The term ydos does not in itself clarify the situation, since it often means simply
“weeping”, as at Od. 16.215-18, where both context and following simile indicate a non-
verbal (although noisy!) form of lamentation:

aupoTépotol 8¢ Toiow U’ (uepos pTo ydoto: 215

kAaTov 8¢ Ay£ws, advcdTepov 1) T oiwvol,

Pfival T} alyuTiol yapyvuxes, olol Te Tékva

aypdtail éEeidovTo Tépos meTeENVa YevéoOa®
Several of the Odyssey passages which contain reference to ydos imply that it is the
reaction to a speech-act rather than a depiction of a speech-act itself:

s PATO, TG O &pa TaTpos U’ Iuepov wpoe ydoio (Od. 4.113)
with which we might compare

&5 pa&To, Tolol 8¢ oIV U’ Tuepov dpoe yooto (Od. 4.183)
In both these cases (and in several other variations on this formulaic phrase indicated in
note 46 below) the yogs is the response roused by the emotive speech of another; it is not in
itself a speech-act. To some extent it may be argued that the ambiguity in presentation (i.e.
the use of verbs which indicate speech generally rather than song specifically) is echoed in
the proems to both Homeric epics, since each poem uses a different verb in the invocation to
the Muse: évémeo (relate, tell) in the Odyssey and &eideo (sing) to open the Iliad.®! This
could indicate an imprecision in the epic language used of song, and thus allow us to read
the laments in the Iliad as song despite the terminology used to describe their performance.®?
However, the different verbs in the epic proems could also indicate a difference in situation
between the two proems: 1.e. that the narrator of the Iliad calls directly on the Muse to sing,
while the narrator of the Odyssey asks the Muse to tell him the story, the implication being
that he sings it, in contrast with the singing Muse of the [liad proem. On the latter

interpretation, a strict differentiation between the meanings of the terminology used for

speech and song respectively has a significant impact on our reading of the proem(s). The

60 See also Od. 4.103, 4.113, 4.183, 4.758, 4.801, 8.540,11.212,17.8, 19.213, 19.249, 19.251, 21.57,
21.228, 23.231, 24.323 [underlined italics indicate instances where yos is the response to a speech-act of
another character].

61 The scholarship on the role of the Muses in the Homeric epics is vast, see inter alia Minchin (1995): 23-33,
Minton (1960), Machler (1963), Lenz (1980): 27-40, Walsh (1984), Thalmann (1984), de Jong (1987).

62 Cf. also, among other examples, the use of p&To at Od. 8.519, in the middle of a song.
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narrator of the Odyssey claims ownership over his own song, the material for which he gets
from the Muses, but the words of which are his own. This seems an appropriate reading for

a poem in which poetry itself as well as the narration of poetry is a significant theme.®

However, the fact that the beginning pot évvete is a formulaic phrase, a traditional
opening strategy in early Greek hexameter poetry undermines any attempt to place a strong
emphasis on the Odyssey’s use of it in relation to the Iliad.** The remaining conclusion, that
these hexameter poets did not use terminology for speech and song in a differentiating or
even particularly precise way is perhaps most evident in the opening two lines of Hesiod’s
Works and Days, where both speech and song terminology are used of the same speech-act:

Mouoai TTepinbev doidfjot kAsiovoal,
BeUte Al évvémeTe, opéTepov TaTép’ Upveiovoat. (WD 1-2)

The problem of the laments is not one which can be solved here; to some extent whether or
not they should be read as songs will remain the preserve of the individual reader or
interpreter. What is clear is that, as speech-acts, they fall somewhere between speech and
song, since they are closely associated with a ritual performance for which later poetic
analogues exist and share many of the formal features of “poetic” lament.®> Even within
the Iliad itself personal laments (yodor) are closely associated with a formal poetic
performance which occurs just before the laments of Andromache, Hecuba and Helen in
book 24.% Thus, it is worthwhile considering the formal features of embedding in these

performances and their effect or function within the Iliad as a whole.%’

63 Thus Pedrick (1992): 39-62, whose position is also adopted by Satterfield (mainly discussing the Iliad
proem) (2011): 1-20.

64 For £vveTe as a typical opening gambit, c.f. H.Aph. 1, H.Pan. 1, Hes. Th. 114 (a re-invocation at the end
of the proem and beginning of the song proper).

65 Tsagalis (2004): 7.

66 As with the Odyssean examples, I will not attempt a line by line analysis of every lament in the Iliad: that is
a task for another book (and indeed one which has been attempted already by several other scholars). See
Alexiou (2002): 11-3, 102-3 for an argument that we should differentiate between threnos and goos and that
the former was the main source for the later literary tradition.

67 In general see Tsagalis (2004), Derderian (2001), Easterling (1991) and Spatafora (1997); for the lament
of Briseis see Dué (2002), for Achilles and Briseis, Pucci (1998): 97-112 and Lohmann (1988): 13-32, for
Thetis (1I. 18.51-63), Slatkin (1991): 17-8, 48-9, 88-9, and for Helen (24.761-776), Pantelia (2002).
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If we do read the laments as a kind of song (or a close allusion to song), what kind of
poetry would they be? They are not accompanied by the lyre, as are the songs of
Demodocus and Phemius in the Odyssey; they are spontaneous, driven by the occasion of
the death of a loved one; they may be private or public (Thetis’ lament (I 18.51-64) is
performed at home with her women, while the laments of Hecuba, Andromache and Helen
in Iliad 24 are performed before the whole of Troy). Alexiou has identified the formal
features of lamentation as similar to a hymn, with a tripartite structure consisting of a) a
direct address to the deceased, b) narrative (usually of the past actions of deceased or future
faced without him), c) renewed address to the deceased.®® Not all the laments in the Iliad
follow this structure, showing that although the poem may be drawing upon a tradition of
ritual lament, the Iliadic laments are adapted to their new context. Thus the lament of
Thetis at 18.51-63 and the lament of Achilles for Patroclus at 18.316-342 both lack the
“address to the deceased” at the beginning of their lament.® These two examples are
nonetheless described in very similar terms to those of Hecuba, Helen and Andromache,
which do contain the formulaic elements identified by Alexiou, suggesting either flexibility
in the form of lament or that the Iliad poet is adapting a ritual form.” In these cases the
adaptation of ritual lament to new situations (depicting a man singing/speaking a lament
which would normally performed by a woman, and using a formal lament for a situation in
which Thetis” son has not yet died) gives the scenes in question a heightened emotional
power. In particular, Thetis’ lament functions proleptically, anticipating the inevitable

death of her son which the poem itself will not depict.”

68 Alexiou (2002): 133.

69 I do not here distinguish between actual lament for a dead hero and prospective lament (i.e. the lament
which Thetis sings although Achilles is not yet dead), as this issue does not directly affect my dealings with the
Homeric laments. For the effect of Thetis’ prospective lament in the poem see Kelly (2012): 211-256.

70 So Thetis’ informal lament is introduced by the same formulaic expression as the later ritual laments for
Hector (compare ©¢Tis 8 €€fjpxe yYdolo, 18.51 and Exké&Pn &doi Efipxe yoolo, 24.747.)

71 For the female role in ritual lamentation see especially Swift (2010): 304-10, also Dué (2002) and (2006),
Alexiou (2002): 4-23 and passim. Cf. also Edwards (1991): 269 “Both here and in the other laments in the I1.
the poet acknowledges the intensely personal and lonely nature of grief.” West (2011): 344-5 suspects this
passage 1s an interpolation based on the fact that it is “easily detachable”. One might say the same of the
songs of Demodocus.
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The lament of Andromache for Hector at 24.723-745 may stand as a test-case of
the technique of embedding these passages within the Iliad. As with the songs of
Demodocus, the lament is introduced and closed with clear markers which separate her
words from the frame narrative: the formulation used of her speech by the poet is used of
several other laments in the poem (including the following two ritual laments for Hector in
book 24), Ttijov & AvBpoudxn AeukcoAevos fpxe yYoolo (24.723); the end of her speech is
similarly marked: ¢os €pato kAaious’, émi 8¢ oTevaxovTto yuvaikes (24.746). The
response of the women indicates some kind of antiphonal performance, although the nature
of the communal contribution is unelaborated and seems likely to have been non-verbal
wailing.”? Finally, the lament of Andromache, like all the other dirges in the Iliad, is given
in direct speech rather than the reported style which we saw in the Odyssey with the songs
of Demodocus. Indeed, this direct style of reporting the laments arguably links them more
closely with speech than song, since all of the embedded songs in the Homeric epics are in
the indirect style.” The Iliad’s less overt interest in depicting the performance of poetry in
comparison with the Odyssey, seen in the very brief examples of song-performance which
can be identified as such with certainty (such as the performance of Achilles at 9.186-9),
could lead to the impression that the Odyssey shows an increasing sophistication in terms of
its interest in and depiction of poetry. However, the laments at the end of the Iliad show
that this epic too 1s capable of depicting and interested in the performance of song, for even
if we decide that these laments should not be read as songs proper, their close affinity with

ritual performance sets them apart from plain speech.

The laments of Hecuba, Andromache and Helen (and the other laments which
cluster at the end of the poem) are, like the songs of Demodocus, in a complex relationship

with the frame narrative: they each offer a unique and individual perspective on the death

72 Cf. West (2011): 426 where he interprets the women’s response as “the wailing of a quasi-chorus”.

73 That is to say, that all the embedded songs in the Homeric epics at least begin and end in the indirect style:
some (as with the lay of Ares and Aphrodite) have middle portions where the markers of indirect discourse
drop away for a time, creating the impression of direct quotation. Such passages are technically “mixed” in
character between indirect and direct styles of narration, but are fairly rare in the Homeric poems.
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of a hero in the context of the past, the future and the speaker’s own human relationship

with the dead man.”

FuNCTIONS OF EMBEDDED SONG

(1) TIME

One function of embedded song observed in the songs of Demodocus and in the
laments of the Iliad is the manipulation of time. de Jong notes analepsis and prolepsis as
one of the functions of embedded narrative more generally (as opposed to embedded song
in particular), and it is no difficult task to find examples to support this observation within
the Odyssey.”> The following chapters will show that the manipulation of time is a major
function of embedded song across Greek poetry.” This temporal play may operate both on
the level of the story (i.e. the internal time-frame of the poem) and on an external level, on a
literary-historical time frame. On an external poetic level, the subject-matter presented in
Demodocus’ first and last songs (two ‘epic’ stories of the heroes at Troy) is a way for the
poet of the Odyssey to display his knowledge of, and skill in narrating, subjects outside the
immediate scope of the poem, and in particular to offer a ‘mini-Iliad’ (or perhaps better, an
Iliad-style epic) within the Odyssey.”” Similarly Demodocus’ second song, a ‘hymnic’ story
of the gods allows the poet of the Odyssey to contain within his epic an episode which is
strongly reminiscent of another genre.”® This is reminiscent of later, literary Hellenistic

genre-crossing and offers this effect as another possible function of embedded song.” The

74 Cf. Martin (1989): 86-8, Tsagalis (2004):166-9 and passim on the humanizing effect of the laments in the
1liad.

75 de Jong (2004): xiii.

76 A function also noted by Genette (1983): 62-3 (=1988: 93).

77 For lliadic parallels in Odyssey 8.73-82 see, among extensive scholarship, Clay (1983): 97-106 & 241-6,
Taplin (1990): 111-2, Nagy (1979): 42-58, Marg (1956), Broeniman (1996). Beck (2012): 44 argues that the
first and third songs of Demodocus “overlap to some extent the events of the Odyssey”.

78 Whether the song of Ares and Aphrodite should be classed as a hymn has been debated: the episode,
although not terribly dignified in the eyes of some modern scholars, would certainly not be out of place within
a Homeric Hymn (compare, for instance, the seduction narrative in the Homeric Hymn to Aphrodite).

79 Clay (1983): 97 notes that Demodocus’ songs are examples of the “range of the art of the epic poet”.
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laments of the Iliad allow the poet to incorporate elements of another poetic genre into the
epic, infusing the Iliad’s account of the death of Hector and other heroes with the haunting
humanity and sense of individual loss inherent in a personal lament.

On an internal level, i.e. from the point of view of the action of the poem,
Demodocus’ first and last songs both recount episodes from the Trojan War, a topic outside
the temporal scope of the frame narrative. The first and last songs of Demodocus prefigure
and prepare for the revelation of Odysseus’ identity by recalling his past deeds, giving the
internal and external audience information from Odysseus’ past that we would not get in
the course of the poem’s own time-frame. Such analepses are also found in speeches of
characters, such as the account of Menelaus in book 4 and the episode in the underworld
(not forgetting, of course, Odysseus” own first person accounts throughout the poem). Thus
the embedded songs of Demodocus manipulate both the internal time-frame of the
Odyssey, in giving us a flash back to Odysseus’ past, and also manipulate external literary
time in recreating the Trojan War story while placing the performance of these ‘new’
versions of the story far back in the time of the myths themselves.

Similarly, in the case of Andromache, Briseis and the other characters who narrate
or are narrated in the Iliadic laments, we get intimate details from the ‘past’ of the
characters which would not appear elsewhere in the epic, such as the particular kindness of
Patroclus towards the captive Briseis (II. 19.295-300), or the affection Hector showed to
Helen despite her unpopularity in Troy (II. 24.766-772). The Iliadic laments are largely
analeptic but occasionally they do also look forward in time: so Andromache prophesies her
wretched future as a widow deprived of the protection and status conferred on her by

Hector, as well as Astyanax’s life as an orphan.

Since prolepsis and analepsis can also be achieved through character’s speeches as

well as song (and in fact are much more commonly presented through speech than song),

the manipulation of time is unlikely to be the only effect of any individual embedded song,
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but rather to be part of a nexus of functions. Thus Demodocus’ songs about Odysseus do
not only tell us about the hero’s past actions outside the time-frame of the poem, but also
show us that these deeds are, within the hero’s own life time, famous enough to be the

subject of song.

(i) SELF-REFERENTIALITY

Scholars of the Odyssey have argued that Demodocus is a self-referential cipher for the poet
of the Odyssey, and it is tempting to see a self-referential significance in poems-within-
poems.®*  We should, nonetheless, be wary of assuming that embedded poems or
performances of poetry are straightforwardly ‘self-referential’. Certainly any attempt to
extract biographical details about an author from the depictions of fictional poets within his
corpus should be strongly resisted. Indeed, the frequent differences between the secondary
narrator(s) of embedded song and the narrator of the frame narrative in terms of gender,
age, social class and even ontology (since embedded narrators are often gods) suggests that
the relationship between embedded song and frame narrative is often more complex than
has previously been recognized. The laments in the Iliad, for instance, strongly evoke
performances by women of a genre of song quite different in context and function from
epic: their main effect 1s to draw the events and plot of the Iliad in a more complex light,
filtering the deaths of the heroes through the emotional effect on their families and friends,
rather than to make a self-conscious comment on the poet or the nature of the poetic
enterprise. A range of potential significances is thus raised by the various possible identities
and qualities of the embedded narrators — we might contrast Demodocus with the

lamenting women of the Iliad, unlike them he sings songs which are close to the Odyssey in

80 For this role of Demodocus in the Odyssey cf. Rinon (2008): 117; Richardson (1990), Suerbaum (1968):
166 “in einem Sanger wie Demodokos diirfen wir das Spigelbild des Odyssee-Dichters erkennen”(cited by
Kelly (2008): 194 n.49), Schuol (2006): 139-62, Graziosi (2002): 138-63.
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genre (epic war narrative and hymnic style poetry), he is explicitly an aoidos and shares
with the primary narrator of the Odyssey a close relationship with the Muses.

Nonetheless, one effect of embedded narrative is to cause the reader (or audience) to
compare the primary narrator with the embedded or secondary narrator. The identity of
the embedded narrator and the features of their presentation may reflect onto the primary
narrator in various ways. Some possibilities are suggested already in the representation of
Phemius and Demodocus in the Odyssey. The privileged position which both characters
enjoy and their favourable representation (their adjectives include mepikAuTds, épinpos,
Betos, all with very positive connotations for their profession) reflect back onto the primary
narrator, who is aligned with Demodocus and Phemius in his poetic subject-matter and by

his own link with their patrons, the Muses.%!

That Demodocus and Phemius in the Odyssey are to be aligned with the primary
narrator is suggested by two specific factors, beyond the mere general fact that they are all
poets: firstly, the fictional bards share with the narrator a special connection with the Muses
as the source of their poetry, and secondly the clear similarity between the subject-matter of
these fictional bards and the content of the Odyssey itself.®? Phemius sings of the nostos of
the Greeks in a poem where homecoming is the central theme; Demodocus sings of the
exploits of Odysseus in a poem centred on the same hero. Richardson interprets the indirect
discourse of Demodocus’ first and third songs as evidence of a close connection between
Demodocus and Homer:

“The bards within the story are images of himself, and the songs they sing are his

own songs. He might have introduced the three songs of Demodokos with the oral

equivalent of the beginning quotation mark — ‘And the singer sang this song’. That
he did not do so is an implied statement of his identification with the Phaiakian

81 For TrepikAutds see Od. 1.325, 8.83, 8.367, 8.521; for épinpos see Od. 1.346, 8.62, 471; for Belos see Od.
8.43,16.252.

82 On the primary narrator of the Iliad and the Muses, and what conclusions we may draw from this about
the identity of the narrator as a professional singer, see de Jong (1987): 44-53. For the Muses and the primary
narrator of the Odyssey see Od. 1.1, for the Muses and Demodocus see Od. 8.62-4, 73. Rinon (2008): 117
notes the connection between Demodocus and the narrator of the Odyssey in terms of the subject of their
songs.
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singer. He needs no quotation marks because Demodokos’ voice and his own blend
quite naturally into each other”.%?

There are several problems, however, with this reading of the embedded songs in Odyssey
8. Firstly, the indirect discourse, far from allowing a blending of voices between the
primary narrator and his embedded narrator, actually emphasizes the co-presence of, and
separation between, each party. Throughout the first song of Demodocus we are constantly
made aware of the fact that the primary narrator is reporting what Demodocus sang. There
is little blending between their voices. Secondly, the poet does in fact introduce (and close)
all of Demodocus’ songs with statements which function as ‘oral quotation marks’. Thus at
8.73-4:

MoUo’ &p’ &doidov avijkev &eldépeval kKAéa audpdov,
ofuns Tis TOT &pa kAfos oUpavdv eUpuv ikave...

and 8.83:
TalT &p’ do1dods &elde mepikAUTSS!

It is clear from the text itself that the poet is careful to draw boundaries between the words
of Demodocus and the frame narrative, both by introducing and closing the poem with
clear reference to who is speaking, and (in the first and third songs, at any rate) by using
reported speech, which avoids a possible blurring between narratorial voices. In the second
song, as I have discussed above, there is a blending of the voices of the narrator and
Demodocus, but this is caused precisely by the transformation away from indirect discourse

into a more direct style.

Richardson goes on to make the point that the indirect discourse of Demodocus’
songs is unusual in Homeric epic, which generally prefers direct speech. He aligns it with
the pillow-talk between Penelope and Odysseus at book 23.302-5 and 306-9 (and with
Odysseus’ full recapitulation of the apologoi at 23.310-42), arguing that the indirect speech

in this instance represents previous narrative spoken by the poet (i.e. it repeats part of the

83 Richardson (1990): 86.
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earlier story of the Odyssey itself), and that indirect discourse should be viewed as the mode
in which the poet represents his own words within the text: “the only speech paraphrased in
indirect discourse is the poet’s own”.®* This interpretation is strained, at best: there are
problems with aligning the pillow-talk and recapitulation with the songs of Demodocus in
that the use of indirect discourse in the former could be seen as resulting at least partly from

a reluctance to repeat material which already occurs in books 9-12 of the poem.

In interpreting the use of indirect speech as opposed to direct speech in embedded
narratives within the Homeric poems, we have already mentioned Slings’ concept of
“downslip”, that is, the tendency for reported speech to slip from the indirect to the direct
style for reasons of grammatical simplification and clarity.® I suggested that caution should
be exercised in attributing the choice of style (indirect or direct) to the length of the
embedded narrative alone, and we saw in the third song of Demodocus that it is possible to
achieve a mixed style of narration where both effects are maintained at different parts of the
embedded song. Although the recapitulation of Odysseus is speech rather than song, it
offers an interesting counterpart to the songs of Demodocus in terms of the style of
narration, and further strengthens my contention against length as a meaningful or likely
motivation for the poet to choose one particular style of narration over another. Although
this recapitulation is fairly long, the markers of indirect speech are maintained throughout
(in this case by the repetition of cos and a repeated verb of recounting at 23.321), with the
effect that Odysseus is restrained by the primary narrator from appropriating the narrative
as he does in books 9-12 of the poem.® It seems from this example, added to the songs of

Demodocus, that the presence or absence of these markers of indirect discourse may depend

84 Kelly (2008) argues that the resumption of control by the primary narrator exemplified in the use of
indirect discourse for the recapitulation in book 23 is a sign of Homer’s competitive feeling towards Odysseus
as an internal narrator and towards other poetic competitors with whom Odysseus is aligned in his
characterization as a ‘bard’. Cf. also Richardson (1990): 87-8.

85 See above, pp.22 n.41.

86 Although there too the poet of the Odyssey has inserted occasional reminders that this section is in fact an
embedded narrative, such as the intermezzo in book 11 and Odysseus’” qualification as to how he knows about
the conversation of Helios, 12.374-90. Cf. Kelly (2008) for the implications of the indirect discourse in the
recapitulation.
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partially on length, but not entirely, and that the poet can choose to constantly remind his

audience of the reportage, as in the recapitulation, or not to do so, as in the apologoi.

It is worth noting that, as well as using indirect discourse in meaningful ways,
Homer here shows the audience in his treatment of the recapitulation that Odysseus is
tailoring his account to his audience, as he selects material from his earlier tale of his
adventures (leaving out things which may offend Penelope), indicating that there is
something more sophisticated going on here than a simple desire to avoid repetition.
Furthermore, earlier in the epic, Demodocus’ songs, also rendered in indirect discourse, deal
with subject-matter which has not (unlike the recapitulation) already been told in the poem
and so the motivation for rendering these passages in indirect discourse cannot be to avoid

repetition.

The connection between fictional bards and the primary narrator should not be
overstated in reference to the Homeric examples; the narrator of the Homeric epic is so little
characterized that we have little to go on beyond the general correspondences I have set out
above. The depictions of the performance of poetry in the Odyssey can tell us little of
certainty about the conditions of performance for the epic poem itself. Caution must be
exercised in concluding that the position of Demodocus and Phemius as privileged court
poets reflects in any way a historical reality in the poet of the Odyssey’s own time. Instead,
rather than seeking historical insight into the performance of epic poetry, I wish to use these
embedded songs, and in particular the embedded songs from later texts, to illuminate how
poets thought about poetry; how they represent its performance, its creators and its
reception, and what this can tell us about their view of their own poetry and the poetry of

others.
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(iii) AUDIENCE AND CONTEXT

The embedded songs of the Odyssey reflect not only on the role of the poet but also on the
response he provokes in those listening to his performance.’” If Demodocus reflects to some
extent qualities of the poet-narrator, does his audience similarly reflect the intended, actual
or idealized audience of the Odyssey? The Phaeacian episode (and indeed the song of
Phemius at Od. 1.325-7) displays a dichotomous audience reaction to bardic song. The
contrast between the reaction of the delighted Phaeacians and the devastated Odysseus has
been noted by many scholars, many of whom theorize the contrast as representing the
difference between aesthetic distance from, and emotional involvement with, the subject-

matter of a song.%®

The presence of an internal audience to an embedded song naturally
causes the reader/external audience to evaluate that internal audience’s response to and
reading of the poem. In the case of Demodocus’ first song, the intriguingly diverse reactions
of his audience(s) might in itself explain the very compressed style of the embedded song: it

could indicate that Odysseus’ reaction to the song is more important than giving details of

the song itself.

The wider context of embedded songs within the Odyssey may in itself shed light on
their significance. In this poem, as I mentioned above, embedded songs almost all share the
performance context of a banquet or similarly secular festivity.?* Furthermore, the
performance of song is witnessed largely in an aristocratic setting and the purpose is that of

entertainment.”® In the Odyssey ritual and religion are not strongly connected with song, in

87 For an extensive examination of the audience as represented in the Homeric epics, and how much we can
clearn about the historical audience of these poems from the internal representations see Dalby (1995): 269-
279.

88 Segal (1992): 13, Doherty (1995a): 90-1, Walsh (1984): 3-4; Nagy (1979): 97-101, Ruter (1969): 237. Cf.
also Rinon (2008): 125-6, although I disagree with his claim that the contrast between the reaction of the
Phaeacians and Odysseus is meant to show that “there is something wrong in regarding poetry as no more
than entertainment, as can be deduced from the representation of the Phaeacians”.

89 Cf. Segal (1992): 6-7 on the close links between feasting and singing in the Homeric epics.

90 Hainsworth (1988): 349 “the occasion of &o1dr] is a banquet and its purpose is frankly entertainment”; cf.
also Richardson (1990): 84.
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contrast to the Iliad where ritual occasions are a frequent context for song.”! The few hints
of the connection between ritual and song in the Odyssey are rare and undeveloped.”? The
reasons for this contrast are not immediately apparent; the different themes and settings of
the poems may partially account for it, since the tragic war-time narrative of the Ilad
would arguably be less likely to contain extended banquet scenes with singing and dancing.
Indeed the content of the shield of Achilles seems to confirm such a reading, since the scenes
of peacetime it depicts contain several examples of song, implying that such activities are
not always associated with war. The lack of ritual song in the Odyssey is harder to explain,
particularly since there is no lack of sacrifice or prayer in the poem; it seems that the poet
deliberately suppresses the ritual role of song to emphasize its role in aristocratic
entertainment and in commemorating the deeds of men for current and future generations.
Perhaps this is a deliberate attempt on the part of the Odyssey to differentiate itself from the
1liad (or other traditional epic poems) where song was more strongly associated with ritual;
it could also simply reflect a co-existing song-tradition. In any case, it is important to note
at this stage that the representation of song can vary widely even within poems of the same

genre.

iv) THEMATIC ANALOGY AND/OR DISRUPTION

Embedded songs can also function as a commentary on the themes of the frame narrative,

presenting a different perspective from that in the poem as a whole or, on the other hand,

91 See above, pp. 25-32 for discussion of this point.

92 In several of the possible examples of ritual song it is not clear that a song (in the sense of a sung poem) is
actually being referred to as opposed to a ritual cry. Although the women at Nestor’s palace raise the ololuge
at 3.450 (6AéAuEav) during a sacrifice and Penelope engages in the same activity at 4.767 (GASAuEEe) after
praying for Telemachus’ safety, the sense is of a wordless chant or cry rather than of the singing of a poem.
The same seems to me to be true of most epic depictions of female grieving, such as the well-known simile
comparing Odysseus to a lamenting woman at Od. 8.521-31, where the verbs used are kAainot (523) and
keokVel (527), neither of which evokes song as opposed to non-verbal wailing and crying. Dué (2006): 3
interprets this simile differently: “the listener can easily conjure her song”. The alignment between Odysseus
and the woman in the simile implies, I argue, that the woman does in fact weep rather than sing an extended

lament (since Odysseus himself weeps rather than lamenting Troy in words): cf. also Rutherford (1986): 155-
6.
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affirming the position of the frame narrative by analogy. Demodocus’ first and third songs
are not closely linked in terms of theme with the Odyssey as a whole, since they function as
analepses to Odysseus’ past, offering us (and the Phaeacian internal audience) further
insight into his character and past deeds prior to his account of his adventures in books 9-
12, although their close association with the protagonist and the importance of the Trojan
War as the back-drop for the poem makes them far from irrelevant to its plot. The second
song of Demodocus, the account of Ares and Aphrodite, does have clear thematic resonance
with the general plot of the Odyssey. The embedded song’s central themes of (female)
adultery and (male) revenge and the victory of cleverness over superior strength are echoed
in the situation in Ithaca, one essential difference being the chastity of Penelope in contrast
with the adulterous Aphrodite.”> The song also echoes the dispute between Odysseus and
Euryalus and the older man’s victory over the younger. Divinities, as in the Iliad, are shown
in the song of Ares and Aphrodite to be immune to the serious consequences which affect
humans in similar situations; the divine laughter which greets the climax of the song is
disquieting when read in the hindsight of the slaughter of the suitors at the end of the
poem.** Such thematic mirroring and distortion causes the reader (or audience) to evaluate
the response of Odysseus in the closing books of the poem: is it unsettling that our epic hero
is implacable in seeking revenge and accepts no offers of reparation? Or is it an inescapable
fact of humanity that adultery and other such social crimes have serious and devastating
consequences on those involved?®> The embedded song raises these and other questions and

reflections on the themes it shares with the main narrative.

V) GENRE-APPROPRIATION

93 For scholarship on the song of Ares and Aphrodite see note 38 above.

94 Although Achilles mentions insurrection among the gods at II. 1.395, we can see from the divine machinery
of the Iliad itself that the intended revolution had no lasting negative effects. Similarly Zeus laughs with
delight at the theomachy at II. 21.437-44 indicating that war for gods is a very different and much less serious
concern than for mortals. For divine (and human!) humour in the Iliad see Bell (2007): 96-116.

95 For this scene and its significance in the moral character of the gods in the Odyssey see Allan (2006): 21-2
with bibliography.
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I have noted several times now that embedded song may be used to incorporate material
within a poem which is in some way outside its expected remit: this can be in terms of genre
(as with the laments of the Iliad) or more generally in terms of theme, as with the Trojan
War narratives of Demodocus’ first and third songs, which are still epic poetry, but are
outside the main focus of the Odyssey as a nostos-poem. The Odyssean examples generally
indicate an interest in the representation of epic poetry; the following chapters will show
that the genre of the frame narrative and embedded song, like the theme(s), may differ from
one another and that their generic correspondence or divergence can create meaningful
tension within the poem. This quality is suggestive of an awareness of genre-boundaries
and competing generic priorities, values and functions which is not necessarily always

attributed to the earliest poets.”

vi) DIGRESSIVE OR EFFECTIVE?

Although the songs of Demodocus to some extent all have thematic links to the rest of the
poem (the Trojan War stories through their strong association with the protagonist and the
Ares and Aphrodite song through its theme of adultery and justice which resounds closely
with the situation in Ithaca), it has been argued that they are essentially digressive in nature,

97 This 1s most true of

in that they do not significantly advance the narrative of the poem.
the song of Ares and Aphrodite: it may cause readers (or audience members) to reflect anew
on a main theme of the poem, but the plot is not advanced by its narration. The same is not

so clearly true of the other two songs of Demodocus, however. The Trojan War songs both

(through the effect they have on Odysseus) lead indirectly to the disclosure of Odysseus’

96 See Harden and Kelly (forthcoming).

97 Hainsworth (1988): 343 “The content of viii is descriptive rather than narrative, and the story of the
Odyssey makes little progress”. Cf. Scodel (2001): 110 “Bardic poetry [in the Odyssey], in contrast, although
it is rich with meaning, does not address the immediate situation.”
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identity, and in this sense the songs of Demodocus do step beyond a simply digressive
function in affecting the events of the frame narrative.”® The level to which embedded
songs affect the progress of the plot in the frame narrative will also be a theme of this study.
Once more it is possible to see the Homeric examples as models which are picked up by later
poets and adapted: the subtle connection between the subject-matter of Demodocus’ Trojan
songs and Odysseus” eventual recognition may be seen as a model for later embedded songs

which have an even more overt connection with the frame narratives in which they are set.

VII) ALLUSION

Embedded songs, by their very nature as depictions of poetry, raise the intriguing possibility
that a poet may not be depicting a fictional poet performing an invented song, but in fact
incorporating in this depiction the work of another specific poet who may for instance be a
contemporary poetic competitor or a predecessor. This possibility will have to be
approached with caution for several reasons: in the earliest texts the oral-derived nature of
the poetry itself may be seen to put a substantial obstacle in the way of any argument for
allusion to a specific text by another.”” Moreover, the troubled transmission of many Greek
poetic texts even from later periods often makes the secure identification of such close
textual allusion difficult. As this study progresses from discussion of the archaic poets onto
the poetry of classical and Hellenistic eras, the suggestion of poetic allusion becomes less
problematic, since it is already a scholarly commonplace that Apollonius or Callimachus
allude, e.g., to Homer’s Iliad and Odyssey. The possibility that the poetic interest in

depicting other poets at work could and did extend beyond inventing entirely fictional poets

98 Cf. Mackie (1997): 87, but she overstates the case in arguing that all songs in the Odyssey “directly affect
the action” —in fact the only case where a song directly affects the action is the example she gives to prove this
point. See also Richardson (1990): 84.

99 Bibliography on this tendentious issue is predictably vast. For the various difficulties in establishing
allusion in the Homeric poems due to their oral-derived nature see inter alia Burgess (2001): 133, Danek
(2002): 3 and (1998): 13-14, Fowler (2004a): 228, Allan (2005): 14, Willcock (1997): 186, Janko (1981):

225-8. Currie (2006) provides a useful summary of the issues, although from a neoanalytical perspective.
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and poems is not one which can be ignored: when and where this particular characteristic of

embedded song first begins will be a topic for discussion in the following chapters.

*%%

This study, then, explores the relationship between embedded songs and their frame
narratives, asking what these instances of embedded song can tell us about the poetry in
which they appear. Although the embedded songs are each discussed in their own context,
the poetic technique is connected to important issues relevant to all the texts discussed such
as poetic authority, competitive poetics and self-referentiality, and it offers insight into the

poets’ own conceptions of various aspects of their own work.

The wide temporal scope of the discussion encourages interrogation of the potential
development of this particular poetic technique over time, which in turn allows evaluation
of the Homeric and other early Greek examples in the light of the ‘literary” Hellenistic
ones.!® This synoptic view begins with the close readings of embedded songs in the non-
Homeric early Greek hexameter poets offered in chapter 1, where I consider the function
and effect of embedded song in the light of the oral-derived nature of the corpus. Genre is
also a major factor in the discussion of embedded songs: not only in their potential to
introduce foreign genres into their host narrative, but also in the various ways they are used
in different genres. Chapter 2 deals with the lyric poets’ use of embedded song and shows
that despite some general affinities with its use in epic poetry, concerns of genre play a large
role in determining why, when and how a poet chooses to depict another poet in
performance. Performance itself is an important theme in my discussion: the gradual
development of Greek literature from a song-culture to a largely literate form is highly

relevant when considering how poets represent their own art. How the depiction of poetry

100 Indeed, there is no need to argue for a strong differentiation between oral and literate poetry in this
regard, given the interplay between these two modes of discourse.
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within poetry changes in the light of this development, and what might motivate a literate
poet to portray only oral poets at work, will be discussed in chapters 2 and 3. Whether or
not there is evidence that the later representations of embedded song are more sophisticated
is discussed in chapter 3, where a close reading of the Hellenistic embedded songs is
combined with a retrospective re-revaluation of what the earliest Greek texts are capable of
and interested in. There it is argued that early Greek hexameter poetry is already capable of
the self-conscious reflection so readily ascribed to Hellenistic texts (an argument still not
readily accepted by many Homeric scholars).!®! Finally, the appendix offers a list of the
embedded songs I have found in the authors I have discussed, including also the further

examples of embedded song I have found elsewhere in Greek narrative poetry.

101 A point noted by Bakker (2009): 134, who argues that performance theory can go some way to resolving
the refusal of “oralist” scholars to apply features seen as “literary” to Homeric poetry. Cf. the discussion of

Currie (2006) with bibliography and that of Foley (1999) and (2002).
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CHAPTER ONE

EARLY GREEK HEXAMETER: TRADITIONAL SONGS?

As noted above, a self-conscious interest in song is evidenced already in the Iliad. Although
the theme is not extensively explored in that epic, there is reference to epic song at II. 6.358,
where Helen shows a unique foreknowledge of the current events as a topic for future song
and at 9.186-9, where Achilles is depicted singing epic and playing the lyre.!®> The Odyssey
1s much richer in examples of embedded narrative, the songs of Demodocus and Phemius

103

being the most prominent.!”® Several further instances of embedded song occur in the

Homeric Hymns and in Hesiod’s Theogony, and it is these non-Homeric examples that

form the basis of the discussion in this chapter.!%

The Hesiodic and in particular the
Hymnic examples of embedded song have been relatively understudied in comparison with
those from the Odyssey: Nunlist, for instance, in his chapter on narrators, narratees and
narratives in the Homeric Hymns does not address inset song in any detail: “secondary
narrators do not feature prominently in the Homeric hymns”.!% In addition to the general
functions for embedded song identified in the introduction, the embedded songs in the
poetry of each period raise their own specific possibilities and problems depending on the
genre, context and function of the poetry in which they are embedded. The occurrence of
the poetic technique of embedded song across all the sub-genres of early Greek hexameter
poetry raises intriguing questions of the nature and capabilities of those genres, of the

potential ‘traditionality’ of embedded song as a feature of early Greek poetry, and the still-

controversial (within Homeric studies) possibility of poetic dependence or allusion. So, in

102 Cf. Hainsworth (1993): 88 “Akhilleus the hero sings of the Heroic deeds that he is no longer allowing
himself to perform”.

103 For embedded song in the Odyssey, see above pp.18-24.

104 HHerm. 52-62, HHerm. 425-33, HPan 15-47, Th. 11-21 and Th. 43-75. For a list of inset songs in
Greek poetry see Appendix 1.

105 Ninlist (2004): 39. Morrison (2007b) discusses narrators in archaic poetry but does not include a
discussion of secondary narrators.
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considering embedded songs in early Greek hexameter poetry it is necessary to take account
of the oral-derived nature of many of the examples (although this approach could be
modified in the case of the later Hymns, some of which are generally agreed to be Classical
or even Hellenistic).!% For instance, the recurrence of embedded song across the corpus of
early Greek hexameter poetry might be read in the light of the type-scenes and other shared
formulae which are a defining characteristic of oral-derived poetry. One explanation for
the presence of embedded song in all these poems is the possibility that embedded song
should be thought of as a traditional ‘type-scene’, or more generally that these instances of
poems-within-poems are a traditional concern of the hexameter poet, a concern which can

be traced from the Iliad down to some of the latest hymns.!??

In identifying embedded song
as a traditional element of Greek epos, we would simultaneously posit for some of the
earliest poetry a sophisticated self-consciousness on the part of the poet, who wishes to set
his work in the context of the tradition, and is interested in the value and nature of poetry
qua poetry. Of course certain objections would have to be surmounted, such as whether or
not such a self-conscious poetic device can plausibly be ‘traditional” in the same way as, for
instance, an arming scene, and whether the similarities between these passages can be
convincingly compared to the similarities between other types of formulaic scene, and how
one might set about proving that these passages have a place among the ‘traditional’
elements of oral-derived poetry. The possibility of an allusive relationship between these
passages will also be considered, in particular the possibility of the Odyssean examples
having influenced some of the later hymns, and whether certain of the hymns may be in a

competitive and allusive relationship with one another will be discussed. It is also possible

that, while all these passages are parallel, they are independent of each other and of any

106 Cf. Janko (1982) for a general discussion; commentaries on individual Hymns offer their own accounts of
dating, see, inter alia, Richardson (2010) for HHerm., HAp. and HAph., Faulkner (2008) for HAph.

107 It should be stated at the outset that I will not seek to identify embedded songs as being one of the
traditional type-scenes of early Greek hexameter poetry such as arming or chariot journey scenes; such scenes
display significant recurrent linguistic similarities in the form of repeated phrases or lines (cf. Arend (1933),
Fenik (1968) and Kelly (2007)) which is not the case with embedded songs across the corpus of early Greek
hexameter poetry, although I have noted in my brief discussion of the Odyssey that the three songs of
Demodocus all end with what seems to be a formulaic line. See below, pp. 105-115, for discussion.
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specifically Greek tradition, 1.e. that this feature is something which is ‘natural’ for a poet to
include and something which occurs in independent traditions of world poetry. In this
scenario it would be profitable to consider poetry from other cultures, such as the Near
Eastern epic Gilgamesh, to see if similar instances occur in other poetic traditions. In order
to establish which model, if any, is most plausible, I turn now to a close analysis of the

embedded songs in question.

1.1 THE HOMERIC HYMN TO HERMES: POETIC AUTHORITY AND DIVINE ACCESSION

The Homeric Hymn to Hermes (HHerm.) opens, after a short proem in which the god’s
name, parentage and epithets are adduced, with a scene in which the baby Hermes invents
and plays the lyre for the first time (24—64). In emphasizing Hermes’ invention of the lyre
(and thus those songs which accompany it) the HHerm. challenges Apollo’s usual pre-

eminence in the instrument.!%®

This challenge is re-asserted later in the poem in the
depiction of Apollo’s reaction to Hermes’ performance (425-62), and indeed by the very
fact that the instrument is granted to the elder god by Hermes in exchange for honours the
new god would prefer. Apollo is astounded, and openly admits the lyre’s novelty (443-6):

Bavpaoinv yap Trivde vengaTtov dooav akovw,

fjv oU Ted TToTé Pt darjueval oUTe TIv' avdpdov,

oUTe TV’ dBavdTtwv ol ‘OAYumia dcopat’ éxovot, 445

voo@t o£bev, pnAfiTa, Aids kai Maiddos vié.!”
This second song of Hermes (425-433), a theogony, calms Apollo’s anger and gains the god
his coveted position among the Olympian gods, together with a share in Apollo’s honours.

Three speech-acts of Hermes, including two marked specifically as song (his speech to the

tortoise prior to making the lyre out of its shell (24-38), the first song (52-62) and the

108 Cf. HAp. 131, where the new-born Apollo claims his predominance over the lyre which already exists
before his birth (i.e. could not have been invented by the as yet unborn Hermes). Cf. Cassola (2010): 158.
Richardson (2010): 20—1 takes this as evidence of a competitive relationship between the HHerm. and the
HAp., while Bungard (2011): 147 avers that it is a sign of the friendship between the two deities. On the
function of music in the HHerm. (and indeed across all the HH) see Calame (2011): 334-357, esp. 348-50.
109 The text of the Homeric Hymns throughout is that of AHS.
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theogony (425-33)) will be discussed in the order they appear in the poem, since it is only
through the earlier speech-acts that Hermes achieves the poetic authority which so impresses
Apollo later in the poem, and which allows Hermes to resolve the central conflict of the
Hymn: his accession to full status as a god."!® The first two passages come early in the
Hymn, when the new-born Hermes, as yet unrecognized by the other Olympian gods, has
begun his quest for divine recognition and authority. It is partially through his expertise in
song that he achieves the divine honours he craves at the opening of the poem. The
prodigious achievement of stealing Apollo’s cattle only achieves his brother’s anger and
resentment; it is the performance with the lyre at 425-433 finally wins Hermes acceptance
into the pantheon. The tripartite structure to Hermes’ speech-acts within the poem, and in
particular the fact that it is his last song which 1s successful in winning him his coveted prize
of a place in the pantheon, suggests that the first songs should be read as introductory or

proemic in relation to his final, climactic performance.

In fact, the first two ‘hymns’ of Hermes (24-38 and 52-62) can be interpreted as
proemic in several ways. Firstly, the similarity of his performances to the Homeric Hymns
in general style, form and content (see detailed discussion of each passage below) would
already imply the proemic function which is widely ascribed to this corpus. This is
especially attractive given that the two ‘hymns’ discussed below are in fact performed before
the embedded theogonic poem (425-33); structurally, Hermes” hymnic performances act as

proems to this later performance.!!!

Such an interpretation only partially depends on the
general scholarly acceptance of the Homeric Hymns as proems or preludes which would

have been performed before longer hexameter poems.!"> The Homeric Hymns, while

110 Cf. Haft (1996): 43, although with a different focus (on raiding and theft).

111 See below, pp.90-104 for discussion of the Hesiodic proemic hymns at Theog. 1-110.

112 A function attested already in antiquity: Thucydides (3.104) deploys the term prooimion to denote the
Homeric Hymn to Apollo, whilst Pindar (Nem. 2.1-5) claims that reciters of Homeric poetry “usually” begin
A1os éx pootpiou (3). This could refer to compositions like the Homeric Hymns themselves, though it is
noticeable that there are no surviving hymns to Zeus (if we except the beginning of the Works and Days and
the small — and late — HH 23), and it is endlessly debated whether hymns were originally preludes to other
songs which then became expanded in scale and independent in performance (some, as Richardson (2010): 2—
3 have contended that even the larger Homeric Hymns could be deployed in a preludic manner), or whether
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functioning as proems to longer (probably epic) performances, are also complete poetic
compositions in their own right, and thus they contain recognizable opening features and
motifs which function as proems within the hymns themselves.!”® The proemic nature of
Hermes’ two ‘hymns’ thus has several possible models of reference, and I would argue that
HHerm. 52-62 corresponds particularly to the proemic section of an Homeric Hymn, since
Hermes sings only the beginning of a hymn to himself. Perhaps even more importantly, the
position and effect of Hermes’ performances within the frame narrative also indicate their
proemic function, since these two speech-acts are located at the opening of the poem, before
the main action, which invites consideration of their function in introducing and

toreshadowing what will come later.

The first passage immediately precedes the invention of the lyre by the prodigious

new-born Hermes.

A Proto-Hymn to the ‘Lyre’: HHerm. 24-38.

gvBa xEAuv elpcov ekTrioaTto pupiov SABov:

Epuiis Tol TpedTioTa XéAuv TekTHvaTt doidov, 25
1] p& ol avteBSAnoev e’ avAeinol Bupnot

Bookouévn mpotdpolfe 8ducov epinAéa Toinv,

ocaUAa Trooiv Paivouca: Aids 8’ éplovvios uids

abprioas éyéAaocoe kai auTtika pubov Eertre:

oUnBoAov 1idn pot ey’ dvrjoiuov, ouk dvotdlw. 30
XATPE PUTV EPOECOT XOPOLITUTIE BaITOS ETAipM,

aoTaoin mpogaveioa: TéOev TOSe kaAodov &bupua

aidAov otpakov €000 xéAus épeat Loovoa;

AaAN’ ofow o’ eis dcopa AaPcov: Spelds Ti pot éoor,

oUd’ ATOTIUNOW" OU B¢ e TTPLOTIOTOV OVT|OELS. 35
oikol BéATepov elval, emei BAaPBepov 16 BUpneiv:

1 Y&p émnAvcing moAutrjuovos éooeat Exua

Ccoouo™ fjv 8¢ B&vns TOTE Kev pdAa kaAdv aeidos.

that independence was always at least a potential feature of the genre; cf. Clay (1997): 4946, Furley and
Bremmer (2001): 41-3, and Faulkner (2011): 16—19 for recent discussion and bibliography.

113 Cf. Janko (1981): 9-10, Race (1982): 5-8; Furley and Bremmer (2001): 50—6 for discussion of the formal
elements of hymnic openings. That the Hymns stand alone as poetic compositions, and thus have proems of
their own in addition to their possible function as prooimia, is especially true of the longer Hymns (cf., e.g.,
Richardson (2010) on HAp. 1-18, 81), but the shorter ones also have fairly stable ‘proemic’ motifs.
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Although this is technically a speech and not a song, it must be considered in this discussion
due to its connection with the following embedded songs, as well as its own intrinsic
similarities to an embedded song. This speech functions as a proto-hymn or proem to that
later hymn. The first foreshadowing element of Hermes’ speech here is his double reference
to the tortoise as a singer which rings the passage at lines 25 (&o1d86v) and 38 (&eidors).
Hermes has just seen the tortoise for the first time and already he anticipates the capabilities
of the lyre, capabilities which are almost immediately fulfilled when he uses his new
invention to sing a hymn (51).'* Hermes humorously anticipates the tortoise’s skill by this
pointed emphasizing of his own priority in inventing the lyre. These future directed
statements of Hermes at once accurately predict and effect the next song (52-62). Hermes’
statement 1s also a playful reversal of the usual hymnic promise to sing in the first person
plural which is embedded in the formulaic promise (aUt&p €yco kai ogio kai &AAng
uvrioop” &oidiis) and found at the end of many of the Homeric Hymns, but also seen in
various formats elsewhere in that corpus, for instance &icopat (32.19) or petaBricoual
&AAov & Upvov (9.9, 18.11).1"5 These hymnic future tenses are usually seen as transitional
statements which directly foreshadow the ‘main’ performance to which the Hymn would
have been a prelude. Hermes’ anticipation of the tortoise’s future song uses this transitional

language to appropriate the role of primary narrator in foreshadowing the performance of

52-62.

A second proemic element of Hermes’ speech is the very fact that he is here invoking
the lyre, particularly as he addresses it as a goddess as well as a symbol of poetry and song.
The invocation of the lyre in this speech takes the place of the invocation of the Muses often
found in epic proems, and deliberately so: Hermes cannot invoke the Muses or Apollo, since

the narrator of the HHerm. claims for Hermes the invention of the lyre and of the song that

114 Cassola (2010): 518 n. 31 notes Hermes’ anticipation of the tortoise’s future role as musical instrument;
cf. also Radermacher (1931): 64—6, who for this reason finds v. 25 “bewuBt komisch”.
115 Cf. HH 2.495, 3.546, 4.580, 6.21, 10.6, 19.49, 28.18, 30.19.
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accompanies it;'!® his invocation of the lyre as the symbol of song thus replaces the more
traditional invocation of the deities more usually associated with the invention of song and
instrument.!'”  Hermes uses this first prelude to foreshadow his invention of the lyre and
establish his authority over song. This authority progressively intensifies throughout the

hymn until he finally achieves his goal of divine recognition through song.

Hermes’ speech to the tortoise contains further hymnic markers which indicate its

proemic function.!®

The use of xaipe followed by several epithet-noun combinations
(HHerm. 31-32) is instantly recognizable as a version of the Hymns' formulaic salutation
to the god.!”” Such an address is typically found at the end of a Homeric Hymn, 1.e. on the
moment of transfer between the hymn as proem and the performance of the ‘main’ poem.
The ambiguity in his words is ironic — he greets her for the first time with a speech which
looks like a hymnic farewell, and this is a very final farewell since within a very few lines
Hermes has killed the tortoise for his own purposes. Hermes’ promise to the tortoise (GAN’
olow o’ eis ddpa AaPcov dpeAds Ti pot Eoon, | oU8’ ATOTIUAOW: OU 8¢ UE TTPLOTIOTOV
ovrjoets 34-5) is a humorous perversion of the singer’s promises for the future (another
common closural feature in the Homeric Hymns) and of the relationship of reciprocity

enshrined therein. These xaipe-addresses are often combined with requests for reciprocal

favour from the god addressed, and Hermes’ greeting contains explicit references to the

116 Cf. Apollo’s speech at 433f., where he specifically states that Hermes has created something completely
new (the Muses as represented by the HHerm. do sing (cf. 452) but they are associated with different types of
song accompanied by the flute).

117 Necessarily so, of course, for as Clay (1989): 110 comments, “[d]espite his invention of the lyre, Hermes
cannot become the patron of poetry.” Richardson (2010): 19-20 notes the HHerm.’s contradiction of the
state of affairs in the HAp. and suggests that the later HHerm. may be playfully responding to it.

118 Cf. Richardson (2010) on 31, 158: “This ironic address, anticipating the transformation of tortoise to
lyre, dignifies her in hymnic style with a series of epithets which suggest she is a hetaera or dancing-girl” (our
italics); for Gemoll (1886): 198, Hermes treats her as “ein junges Médchen.”

119 Cf., e.g., xaipe, &vacoa, Betx AeukoAeve, Bia ZeArjvn, | Tpodppov, timAdkapos: (HH 32.17-18);
Xaipe, f8ed, KUmpoio eukTipévns pedéovoar | oel 8’ ey w dpEauevos uetaPrioopal &AAov és Uuvov (HAph.
292-3); also HH 3.545-6, 4.579-80, 5.292-3, 6.19-21, 7.58-9, 9.7-8, 10.4-6, 11.5,13.3, 14.6, 15.9, 16.5,
18.12,19.48-9, 21.5, 22.6-7, 25.6-7, 26.11-13, 27.21-2, 28.17-8, 29.13-4, 30.17-19, 31.17-19, 33.18-19.
Vergados (2007a): 147 also notes the hymnic quality of the xaipe address but does not take the observation
further in his discussion of the speech as a whole.
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profit he expects to gain from the tortoise, expanding upon the adjective évrioipov (30) to

the ‘sign’ the tortoise represents for him.!2

Hermes’ status as a god, albeit a god who does not yet have full recognition, reverses
the usual power dynamic of a hymn. The tortoise receives only the ambiguous and
negatively-formulated promise that Hermes will not dishonour her, while Hermes firmly
states twice that she will be useful to him. Hermes is deliberately vague here, since he does
not make explicit what he will do to honour her, and the end of line 35 (oU &¢ e
TP TIOTOV Ovrjoels) makes clear that Hermes will be the one to really benefit from the
association. This benefit is not only the ability to sing accompanied by the newly invented
instrument, for the tortoise, transformed into the lyre, will eventually directly affect and
effect Hermes’ accession to full divine honour and his reconciliation with Apollo. The
future tenses éoor), amoTiurjow and ovrjoeis (34-5) look forward to his two songs, where

this anticipated benefit is realized.

Moreover, the ‘epithets’ which Hermes uses to address the tortoise are also a
hallmark of hymnic style; a god’s epithets are usually found clustered at the beginning and
end of Homeric Hymns in the opening and closing addresses to the god.'”! As with the
Xaipe greeting and the seemingly reciprocal promise of benefit and gain, these epithets are
not used by Hermes in a straightforward manner. All of them (..punv épdecoa,
Xoportute daitds Taipn 31) encode the very benefit he expects to gain from the animal
and are humorously proleptic: the tortoise is none of these things as she is now, since these
are the attributes she will have when Hermes has transformed her shell into the lyre. The
sequence of events as told in the HHerm. puts the invention of the lyre before the killing of

the cattle of Apollo, a variation on another version of the story in which the dead cattle

120 Cf., e.g., HH 15.9 (xaipe, &vag, Aids vié didou 8 dpetriv Te kai APov); also Richardson (2010) on
HAph. 292-3, 255: “Here there is no final request for favour, as at H.Dem. 494 etc., but the word xaipe in
itself suggests that the deity should be well-disposed.”

121 Cf., e.g., HAp. 1, HHerm. 3, HDem. 1-2 for epithets clustering at the openings; also Janko (1981): 10.
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furnish parts for the instrument.!?? This proleptic use of the epithets points self-consciously
to his precocity: Hermes knows what the lyre will become even before he has invented it,
just as he has access to the materials needed to construct the lyre before he has killed the

cattle from which they are obtained.

Hermes’ (mis)application of hymnic motifs to the tortoise-as-lyre has a humorous as
well as foreshadowing effect.!”> The tortoise’s shell is mentioned by Hermes as if it were a
desirable attribute she obtained somewhere rather than an essential part of her being; it is a
possession which the god wants for himself, recalling the Ty} of prophecy and other
attributes which the baby god wants to obtain from Apollo and further deepening the
impression that this is a (mock) hymn. The reference to the tortoise’s realm (6peot Ccbovoa
33) is comparable to the frequent hymnic delineations of the god’s home and sphere of

influence.!?*

Therefore, this proto-hymn of Hermes anticipates the invention of the lyre with
echoes of the future song it will produce. Hermes in fact misuses hymnic elements of
address in his speech to the tortoise, perverting the conventional formulae to suit himself.
This is unsurprising in the context of the young god’s character, as at every stage of the
poem he is irreverent, self-serving and precocious. de Jong has noted the predictive or

proleptic function that the device of embedded narrative often fulfils within the main

122 Shelmerdine (1984): 202 comments on the illogicality of the sequence, reading it plausibly as a privileging
of the lyre over the theft of the cattle: “the poet...has quite deliberately orchestrated his treatment of the lyre’s
creation to emphasise the importance of the music that results.” Cf. also Vergados (2007b): 741 n. 25 on
Apollodorus’ version of the myth. Contrast Lloyd-Jones (1996): 143, who argues that the version of the myth
attested in Sophocles’ fragmentary Ichneutae has changed the ‘traditional version’: “all of these [changes to
the HHerm. version] may easily have been made by the poet to adapt the story to his own purposes.”

123 Cf. Bungard (2011): 14650 for other humourous elements in this speech; Radermacher (1931): 66 is
probably too harsh in thinking that, as a result of these elements, “der Spott [sc. of the tortoise] bricht durch”.
124 Cf., e.g., HH 10.4-5 (ZaAauivos tUkTiuévns pedéovoa | kai méons Kumpou), 19.2-8 (6 T’ dva Tricea
| SevdprievT’ &uudis poiTél xoporifeot vipgais...portdl 8 évba kat Evba 81k pwmjia Tukva); also HH

2.490-1, 5.292, 6.2-5, 9.3-6, 18.2 etc.; Furley & Bremmer (2001): 54-5.

55



narrative: Hermes’ cheeky ‘hymn’ to the lyre achieves this effect here by functioning as a

proem to the hymn which Hermes goes on to sing to himself.!

HHerm. 52-62: Hermes’ hymn to himself

auTap émel On) TeUe Ppépaov EpaTevov &Bupua

TANKTP émelprTile kaTd péAos, 11 & UTTO Xelpds
ouepdaAéov kovdPnoe: Beds & UTd kKaAov &eidev

¢€ auTooXedins Telpcopevos, HiiTe koUpol 55
nPnTai 6aAinot TapaiBdAa kepTopéouotv,

auei Aia Kpovidnv kai Maidda kaAAimédihov

t &v mé&pos wpileokov T ETaipein pIASTNTL,

v T auTol yevenv dvopakAuTtov E§ovoudleov:
auirdAous Te yépaipe Kai adyAad Scopata vuuens, 60
kai TpiTodas kaTd olkov ¢mneTavous Te AéPnTas.

Kal T& pév ovv feide, T& 8¢ ppeciv &AAa pevoiva.

Following the invention of the lyre, Hermes tries out the new instrument with a song which
amounts almost to a ‘proem in the middle’.!?® His first attempt is, in content and style, a

miniature hymn set within the larger Hymn.'?’

The hymnic nature of the passage is clear when Zeus and Maia’s sexual relationship
is described (57-8) in an allusion to the opening of the frame narrative (vUuen
gUTTASKapos, Alds v PIASTNTL Wiyeloa, | aidoin: 4-5).12 Sexual intercourse between the
gods appears frequently elsewhere in the Hymns, even providing the entire narrative

impetus of the HAph., and unsurprisingly so, for divine sex and its ramifications are

125 de Jong (2004): 10.

126 For the concept of proems in the middle in Virgil, see Conte (2007): 219-31; for a similar concept in
archaic Greek poetry cf. Obbink (2001) esp. 69-72.

127 Cf. Richardson (2010) on 55-61, 163, Vergados (2007a): 87-101 and Clay (1989): 108-111 for
discussion of this song and its relevance to the poetics of the HHerm. For the theme of music in the HHerm.
see Kaimio (1974): 29-42.

128 Cf. Nagy (1979): 245 for a different reading of Maia and Zeus’ relationship, based on his reading of
variants in the Greek text. Nagy takes the allusion to the young men ridiculing each other at the banquet table
(HHerm. 56) as an indication that the young men sing in particular of Zeus and Maia. I do not think that this
is indicated by the text of the poem, which rather seeks to describe Hermes’ completely new type of song with
a performance type which does already exist. The correspondence conveyed by the simile in my view is one of
extempore and possibly playful performance rather than one of the specific content of the two songs
compared.
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essential to the construction of Zeus” hegemony, and the maintenance of a gendered and

paternalized hierarchy amongst the immortals.!?

Another common hymnic subject is revealed when the role of Zeus and Maia as
parents is emphasized in Hermes’ description of his own birth (59). The birth of the deity is
often a subject of the Hymns, as most famously in the case of Apollo (HAp. 30-130),!3°
while Hermes’ miniature hymn also contains terminology of praise which indicates its
genre: the adjective dovopakAuTév (59) is performative, since the glory of the god and his
birth will be increased by the singing of the song, while the verb yépaipe (a word associated
with yépas, the very thing which Hermes seeks to obtain from Zeus in the poem) also
indicates that the gaining of honour through hymnic praise is what is intended by Hermes

in this song.

His description of the cave (60—1), however disingenuous it may be, also marks the
song as hymnic since a god’s home or cultic locale is typically announced at the opening of a
Homeric Hymn."*' The description given here by Hermes is in marked contrast to its earlier
depiction (HHerm. 5-6), where the external narrator notes that the cave is isolated and
shady, the scene for a clandestine love-affair between Zeus and Maia. Later, in a
confrontation with his mother, Hermes seems disgusted with the cave, calling it gloomy
(RepdevTt 172) and contrasting their life in it unfavourably with the lives of the gods which
are described with a cluster of positive adjectives (TTAoUciov, aveidv, ToAuArjiov 171).
Indeed, there Hermes states his intention (179-81) of robbing Apollo of the Tpimodasg
mepikaAAéas Nd¢ AéBnTas (179) which his home, according to his earlier song, already

contains (Tpimodas kaTd oikov émneTavoUs Te AéRPnTtas 61). It would seem, then, that

129 Cf. also HH 18.6—7 (also to Hermes), 32.14-15, 33.5; see also the song of Ares and Aphrodite (Od.
8.266-366). For the politics of divine sex in early Greek epic, cf., e.g., Bonnafé¢ (1985); Clay (1989) esp. 267—
70; also Faulkner (2008): 10-18.

130 Cf. HH 11.1, 15.1-2, 16.2-3, 17.3, 18.3, 19.35-6, 27.19-20, 28.4-5, 31.2-3 and 5-8, 32.15, 33.6-7;
also Richardson (2010): 4.

131 Cf., e.g., HH 1-7, HAp. 15, 179-81, HAph. 2-3, 10.1, 15.2-3.
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Hermes’ description of the cave in his song is far from truthful: the adjective &yAa& (60)
stands in direct contrast to the descriptions of the cave by the primary narrator as
maAiokiov (6) and with Hermes’ later description (172). In his own hymn, he presents the
cave as a suitable home for a god, like that of Apollo (HAp. 443), with the servants of Maia
(60) implying a level of luxury and companionship at variance with its negative
characterization elsewhere in the poem. Hermes in fact contradicts the proem of the
HHerm. proper in his glorified account of Maia’s cave and re-introduces himself in much

132

grander terms.!*? Hermes’ re-telling of the proem of the HHerm. is of great significance for

the poem as a whole, as a structural analysis of his song will show.

In fact, the song of Hermes can be shown to follow the typical structure of a
Homeric Hymn, at least up to a certain point, though we suggest that its failure to follow
precisely this structural scheme is deliberate and reflects powerfully on the meaning of the

song.!3

The standard, tripartite configuration described by Janko begins with the
introduction, in which (i) the deity’s name and epithets (also often those of parents and
associated gods)!** are announced, represented in this song by the topic auei Aia Kpovidnv
kai Maidda kaAAimédihov (57); aul begins a number of Homeric Hymns,'> but any
implication that this embedded song should be identified as a hymn to Zeus (and Maia) is
removed by the reference in the next line to Hermes’ birth. The focus here is clearly on the
baby god: he seeks to glorify himself through his divine parentage since this is almost all the

scope that he has (as yet) for a song about himself.’’* The hymnic introduction also

typically contains (ii) a verb of singing and invocation, here &eidev (54) to introduce the

132 Vergados (2007a): 165 instead sees the song of Hermes as validating and confirming the poet’s earlier
proem, though Vergados (2011) explores the differences and explains them through focalization, i.e. “the poet
may be exploiting here the naiveté of an inexperienced child” (21).

133 Janko (1981): 10-16.

134 Cf., e.g., HDem. 1-2,9.1-2.

135 Cf. HH 19.1, 22.1, 23.1; Richardson (2010) on HHerm. 57, 164; cf. Radermacher (1931): 76: “ Ein
Hymnus ist es ja, den er singt, aus dem Anfang: auei Aia Kpovidnv” ete. (our emphasis); also Gemoll (1886)
on HH 6.1, 317, for further references.

136 Cf. also HH 7.1, 22.1, 33.1.
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frame around the song, and é§ovoudaCwv to denote the naming of Hermes’ own family tree

(59).137

By contrast, the next two sections of his song are somewhat deficient when
compared with the conventional structure. Any middle section contains inter alia
descriptive attributes often introduced by a relative and/or a mythical narrative about the
god, as here in cos mWapos wpileokov ETaipein EIASTNTL (58), fjv T avToU yeverv
ovopakAutov (59), and augimddous Te yépaipe kal ayAad dcopata viuens, | kai
Tpimodas kat& oikov émnetavous Te AéBntas (60-1).1% This, admittedly, may be
unimpressive when compared to the complex and often extended mythical or birth
narratives in other Homeric Hymns, but since Hermes was born only moments before the
invention of the lyre, his parentage and birth are the only things he has to sing about.
Secondly, the hymnic conclusion usually contains salutation, prayers, and transition to
another song, but in Hermes’ song this whole section is completely missing; he breaks off
after the short description of his mother’s cave, distracted by unspecified thoughts
mysteriously referred to in line 62 (kai T& pév ovv fjeide, T& 8¢ ppeoiv &AAa pevoiva).
Despite these limitations, Hermes’ song is recognizable as a hymn, and moreover one which

ends abruptly after the proemic section and a brief attempt at a mythical narrative.

Clay has argued that the miniature hymn of Hermes is a vehicle to its own ends, that

it is (at least partly) the means by which Hermes will receive the honours he is aiming for.!%

However, there is no explicitly stated internal audience at this point in the poem (contrasted

137 éEovoudlew here used in the sense “utter aloud”, “announce” as it is frequently used in the epic formula
gmmos T’ Epat’ €k T dvopale (11 1.361, 3.398, 5.372, 6.253); cf. Kelly (2007): 388; for Radermacher (1931):
76, the verb “ist ein dvoudCetv bis zum Ende”, which would point out once more the slight incongruity of
Hermes’ attempts to glorify himself.

138 Although these lines are not strictly ‘mythical’ narrative, they operate as such in Hermes’ hymn because
he disingenuously uses the description of his mother’s cave to aggrandize himself. It is a feature of the
premature hymn that he does not have much to say for himself as yet, but makes the most of what he has.
139 Clay (1989): 110: “for him, poetry — and all language — constitutes primarily a means to end.”
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with his later performance to Apollo in which the elder god’s reaction is made clear).'*® This
robs the song of one expected function of giving pleasure to an audience and removes the
potential for the song to impact on the plot. In fact, it is Hermes’ second song at HHerm.
425-33 which does lead, through the placating effect it has on Apollo, to his goal of
achieving recognition from the gods and obtaining timai among them.!*! Hermes’ first song
at 51-62, on the other hand, is not actively functional: the situation of the poem or the plot
does not change as a result of the hymn. Hermes must go on to effect his miraculous theft

and sing again (this time with an internal audience) before he is accepted as a god.

Having observed that Hermes’ first song has no obvious functional purpose within
the plot of the poem, we must examine what its function might be in other terms. Nunlist
has pointed out that in most hymns the god is both an internal narratee addressed by the
narrator in the second person singular and simultaneously the ‘hero’ of the narrative

192 In this case, Hermes is both the narrator

section, spoken of in the third person singular.
and an internal narratee of the hymn which he sings; that is, he is a narrator who happens to

be a god, singing a hymn to and about himself. It is this role, as surrogate narrator, which

offers an explanation for the function of the embedded song in the poem as a whole.

Hermes’ abortive hymn to himself is immediately followed by an account of his
theft of Apollo’s cattle (64-153), one of the most famous and spectacular episodes in the
mythical traditions surrounding the god. It is striking that his immediate action following
the failure of his self-praise is to go and do something extremely worthy of song
commemoration, as if he becomes aware that he cannot perform a complete or successful
hymn to himself until he has done something wonderful to sing about. What he has

achieved with his hymn is a more flattering prelude to which his mythical narrative may be

140 In fact the way that Hermes later hides the lyre in his swaddling clothes suggests that his performance and
invention are still meant to be a secret.

141 Cf. Ritook (1989): 335, Clay (1989): 138-143, Vergados (2007a): 90-4, 98-100 for the effect of
Hermes’ song on Apollo and the implications this has for the role of song within the HHerm.

142 Nunlist (2004): 36-9.
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attached. Hermes’ control over song is already established in his earlier speech to the
tortoise, where his use of hymnic language prefigures his invention of the lyre. This control
is intensified as he re-narrates the same information given in lines 1-16 of the HHerm.,
casting himself and his mother in a better light by depicting Maia’s cave as a luxurious
home and her intercourse with Zeus as a loving relationship. As I argued above, the
contrast between the two accounts of Hermes’ birth, both in terms of Maia’s home (and its
status) and of Maia’s relationship with Zeus, shows that the re-telling of the proem of
HHerm. in Hermes’ own voice in fact constitutes a new, more flattering proem to the
remainder of the hymn which follows. The immediate proximity of Hermes’ self-sung
hymn to the ‘mythical narrative’ section of the Hymn proper allows Hermes to appropriate
that narrative for his own proem. It is his own words which more directly introduce the
exploit of the cattle. Hermes’ attempt to honour himself too early results in a narratological
reversal: the narrative section which should have been inside his hymn, in order for it to be
successful, actually appears in the main body of the narrative, while the proem of the

primary narrator is supplanted by one of the god’s own telling.

The two hymnic performances of Hermes, then, show the god increasing in poetic
confidence prior to his later, successful performance before Apollo (425-33). Through his
proemic speech to the tortoise he determines the subject of the song which follows, that is, he
foreshadows and makes possible his invention of the lyre and his performance of the
abbreviated hymn (52-62). In more general terms, his speech to the tortoise is
programmatic for the importance of song and Hermes’ skill in song to the poem as a whole.
Hermes’ invention of the lyre and subsequent (albeit abortive) ‘hymn to Hermes’ re-
determines the subject-matter of the narrator’s Hymn to Hermes: Hermes the character
seems aware of, and unsatisfied with, the proem provided by the narrator of the HHerm.
The playful and self-conscious re-write, as it were, of the original proem displays Hermes’

skill as a poet and as a self-advertiser; both these talents will be of great importance in
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resolving the conflict of the poem as Hermes, the last-born of the Olympians, struggles for
honours among the gods.!** The usurpation of the role of narrator in his own Homeric
Hymn fits with Hermes’ cheeky and covetous behaviour elsewhere in the poem as he steals
his brother’s cattle and lays claim to Apollo’s timai, and also reflects positively on the author
of the Hymn to Hermes as a sophisticated giver of praise.!* This is not Hermes’ last song in
the poem, however, as I noted above, it is his final performance which wins the day and

which convinces Apollo to give the baby god what he desires.!*

HHerm. 422-32: The First Theogony

...AUpn & épaTtodv kibapiCov

ot p’ 6 ye Baponoas ém’ apiotepa Maiados vids

DoifBou AmdAAwvos, Taxa 8¢ Aryéws kiBapilwv

YNpUetT auPoAddny, épatr) 8¢ oi EomeTo poovr), 425
Kpaivev abavaTous Te BeoUs kal yaiav €pepvnv

€5 TA TPATA YEVOVTO Kai €ds AdXE HoTpav EKaoTOS.
Mvnuoouvnv pev Tp&OTa Beddv EyEépaipev aoidi)

unTépa Mouodeov, 1 yap Adxe Maiddos uidv:

TOUS & KaTX TPECPIY TE KAl (5 YEY AAolv EKAOTOS 430
abavéTous eyépaipe Beous Atds dyAads vids

TAVT’ EVETTCOV KaTa KOOHOV, ETTeoAéviov kiBapilcov.

Hermes’ final, successful performance is not a hymn, but a theogony.!#¢ This is signalled at
427, when having identified the subject-matter as dBavaTous Te BeoUs kai yaiav épepvnv
(426), it is made clear that the origins of the gods are to be the theme: cos T& Tp&OTQA
yévovTo (428). Although the birth of a single deity is also often a subject of hymnic poetry,
the plurality of gods here in itself implies theogonic rather than hymnic context, as hymns
are usually addressed to one god, or perhaps two closely related gods (e.g. Demeter and
Persephone) rather than all of the gods, as here.!¥” The reference to black earth (426), in

this context of divine origins and birth, also signals theogonic poetry: it is, for instance,

143 Last-born within and for the purposes of the plot of the HHerm. Cf. Clay (1989): 96-98.

144 See also Thomas (2009): 259, although his phrasing suggests that the god should be flattered to have been
presented as the poet’s “divine double” rather than the other way around.

145 For the role of music in resolving strife in the HHerm. and in other poetry see Gorgemanns (1976): 121-
2.

146 Cf. West (1966): 15; Scheinberg (1979): 22; Haft (1996): 43, calls it “the first theogony”.

147 Of the 33 Hymns, only 5 can truly be said to have dual subjects (although various gods such as lovers and
parents may be mentioned in other hymns) they are: 13, Demeter and Persephone, 17 Dioscuri, 25 Muses and
Apollo, 29 Hestia and Hermes, 33 Dioscuroi, all of whom have special connections with each other in cult
tradition.
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reminiscent of the role of Gaia as primeval parent in Hesiod’s Theogony, where she is the
second ever being to appear, the foundation of everything else:

Tai’ elpUoTepvos, TavTwy €805 dopalis aiel
abBavdTtwv ol Exouot k&pn vipdevtos OAUutou’ (Th. 117-8).148

The concern with relating each god’s sphere and how they were allotted it (...cos Adixe
noipav ékaotos, 427) also recalls theogonic method, as the exposition of how the
Olympian gods got their honours and spheres of influence is a primary feature of theogonic
poetry; so Hesiod announces in the proem that he will sing of ¢35 T" &pevos ddooavTto Kal
s Tipas ditAovto, Th. 112.1* The concern of Hermes to order his song chronologically,
emphasized by the framing effect of the descriptive phrases kata TmpéoBiv and kata
kéopov around lines 430-2, which summarize the rest of his song, also implies a Theogonic
context; thus Hesiod’s Theogony is arranged to proceed ¢§ apxfis (115) in an organized

and genealogically chronological fashion.

As with the earlier song at 52-62, Hermes’ ‘theogony’ is carefully introduced and
closed off in the narrative. It begins with an elaborate introduction at 418-25 which
describes Hermes playing the lyre and the effect of the music upon the listening Apollo,
before the song itself is described at 426-33. The verbs for singing and/or honouring
continue into the description of the song: so, at line 426 (at which point song proper
specifically enters this previously instrumental performance) Hermes is described as singing

a prelude (ynpuet’ auPoAddnv) and mention is made of the sound of his voice. This is

148 Earth is also a second-generation primeval parent in the Enuma Elish (the ‘Epic of Creation’) suggesting
her role as a figure near the beginning of creation is traditional in theogonic poetry, although alternatives were
obviously possible as she does not appear in the theogonic line of the Iliad 14.201, where Ocean and Tethys
are mentioned. Cf. Dalley (2000): 233.

149 The acquisition of honours or portions (timaif and/or moira) among the gods is a frequent theme in the
Theogony, contra Clay (1989): 15, who sees this as a function only of the hymns. It is clear from the list of
examples from the Theogony below, however, that there is no ‘gap’ between theogonic poetry and epic which
hymns can fill — there are too many similarities between hymnic and theogonic poetry for this to be the case.
Cf. Hesiod, Th. 141 (Zeus receives thunder and thunder-bolt) 203-6 (Aphrodite receives sexual desire as her
sphere, N.B. moira at 204), 347-8 (Apollo, Rivers have youths as their responsibility, N.B. moira again at
348), 381-401 (Zeus promises to appoint honours (timai) to the gods, and gives Styx the honour of being the
‘oath’ of the gods), 413-452 (Hecate receives earth and sea as her moira followed by a long discussion of her
various timai, including influence over kings, assembly meetings and various livestock), 462 (Cronus wants to
defend his timé of ruling the gods), 490-91 (Cronus is destined to lose his timé at the hands of Zeus), 517-520
(Atlas’ moira to hold up sky), 789 (a tithe of Ocean allotted to Styx as moira) 881-2 (war with the Titans cast
as a struggle for honours, timai) 885 (Zeus divided honours, timai, between the gods).
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followed by kpaivwv (427), éyépaipev aoidi) (429), éyépaipe (432) and finally évémeov
(433). Although we do not get an explicitly closural phrase such as the Odyssean TaUT &p’
ao1dos &ede mepikAutds (Od. 8.83, 8.367, 8.521) the immediate switch to Apollo’s
delighted reaction in 434-5 and his speech to Hermes make it clear that Hermes’ song ends
at 433, and there is no sense in which his song remains open-ended. This kind of transition,
while superficially less clear-cut than the line used to end each of the songs of Demodocus,
leaves no doubt in the audience’s minds that the embedded song is over and that the rest of
the poem continues in the voice of the primary narrator. Such a transition, effected by the
narrator re-asserting his voice with speech-markers or phrases only compatible with the
frame-narrative will be seen also in the Homeric Hymn to Apollo.'®® The embedding of
Hermes’ songs is thus broadly similar to the technique used to describe the songs of
Demodocus in the Odyssey, which are firmly introduced and closed off with specific
markers of indirect speech. The repetition of verbs of singing and honouring throughout
the ‘theogony” of Hermes serves as a continuing reminder that this is Hermes’ composition
and does not allow a sense of blurring between narratorial voices (i.e. between the poet-
narrator of the HHerm. and the character and internal narrator Hermes). As with the
earlier song(s), this emphasis on Hermes as the creator of the embedded song increases the
poet’s own authority, as he reports the words of the divine creator of lyre-sung verse,

claiming priority as well as a divine source of knowledge for his art.!!

The genre of this last song of Hermes is not irrelevant: his previous two ‘songs’ were
both modelled on hymns, so we might wonder why the poet of the HHerm. has chosen to
have Hermes sing a miniature theogony at this stage in the poem.'> The relevance of such
a subject-matter to the god’s actions within the poem must be part of the explanation:

Hermes 1s himself engaged in obtaining his moira in the HHerm. — this is his, and thus the

150 See below, pp.81-90 for discussion of this.

151 Cf. Vergados (2011): 101 “Hermes is not only the inventor of the instrument but the founder of the
hymnic genre”.

152 Thomas (2009): 270 notes some correspondences between the language of Hermes’ theogony and earlier
passages from the poem, however he also notes the essential shift in focus and function here.
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poem’s, telos. Thus the HHerm. must be (almost) completed before a thorough theogony
can truly be sung, as the accession of Hermes to the pantheon will change the current status
quo. As Hermes’ hymn earlier in the poem was a means of self-authorizing, so the
theogony he sings here is similarly self-fulfilling. Jaillard has argued persuasively that the
verb kpaivev at line 427 should be translated as “authorizing”, in which sense the same
verb appears at HHerm. 531 and 559.'3* This reading of the verb would fit well with
Hermes’ behaviour and motivations elsewhere in the poem, and deserves more
consideration than is granted it by Richardson in his recent commentary on the hymn: he
dismisses the idea because it “gives [Hermes| too much power”. However, as is shown by
my reading of the earlier speech-acts of Hermes above, appropriating as much power as

possible is precisely the god’s modus operandi throughout the hymn.!>

The genre of this theogonic embedded song could also be interpreted as the poet’s
way of engaging in a competitive manner with another genre of hexameter poetry. The
poet here advertises the fact that, although he is engaged in the composition of a hymn, he
can also compose theogonic poetry, and he can include enough of the necessary elements to
achieve audience recognition of the theogonic genre of his miniature song in just a few lines.
This technique is also witnessed in the Odyssey, where the songs of Demodocus deal
variously with hymnic and Trojan War material, which I argued above advertises the poet’s

capability for such poetic subjects not included in his main narrative.!>

Unlike his earlier performance, to which there was no witness, the theogony is heard
by Apollo, whose reaction is described in detail.'*® The rapturous reaction of Apollo to the

song in contrast with the hastily-abandoned hymn of 51-62 seems to confirm this last song

153 Jaillard (2007): 199-204.

154 Richardson (2010): 207.

155 See Burkert in Wright and Jones (eds.) (1997) and above, pp.18-24 for discussion of the songs of
Demodocus.

156 Cf. Thomas (2009): 259 “Apollo’s reaction to Hermes’ second song (a theogony) therefore in part
expresses optimisim that Herm. will delight its audience.”
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of Hermes as the climax of his performances. The direct effect the theogony of Hermes has
on the plot of the poem means that in the HHerm., unlike in the Odyssey, embedded songs
are effective rather than digressive in function. Even the earlier, abortive self-hymn can be
seen as effective rather than digressive, since it re-introduces the poem in a manner more
flattering to the god and immediately precedes the main ‘narrative section’ of the frame
narrative, rather than introducing new, digressory material (contrast, for instance, the lay of
Ares and Aphrodite in the Odyssey.) Thus song is re-cast by the poet of the HHerm. as a

means of achieving one’s goals as well as a method of memorializing those achievements.

In the HHerm., then, the embedded songs are used as a strategy of praise, for by
presenting Hermes as the true inventor of the lyre and the songs sung to the lyre (and thus
claiming his superiority over Apollo) the poet achieves a fresh and novel way of praising his
chosen god. The songs are also a means of generating poetic authority; the poet claims to
know how the lyre was invented and the songs that were first sung upon it. Moreover, by
having the god sing within his own hymn the poet implies divine status for his song beyond
that merely inspired by the Muses. The poet also exploits the conventions of early Greek
hexameter poetry (such as the traditional features of a proem) to great effect in establishing

his own poetic authority.

Embedded song is also used as a strategy of praise in the Homeric Hymn to Pan
(HPan), although in this poem the god does not usurp narrative control himself, but is
hymned by a divine chorus of nymphs. Their song forms a substantial part of the poem,

and is printed in full below (with a few preceding lines for contextualization).
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1.2 THE HOMERIC HYMN TO PAN: THE SONG(S) OF THE NYMPH CHORUS

ouv 8¢ oty TOTE VUHPaL OPeCTIASES AryUpoATrol

POITGOAL TIUKVA TTOCG1V €Tl KPrjun) HEAavUBpe 20
HEATTOVTAL, KOPUQPT|V BE TTEPLOTEVEL OUPEDS T)XCO*

daipcwv &’ évba kai évBa xopddv ToTE 8’ és péoov EpTreov
TUKV& TTooiv Siétrel, Aaipos 8’ Tl védTa Sagpoivov

Auykds Exel Atyuprjow ayaAAduevos ppéva poATrals

gV HaAakG Aelucovt TéO1 kpdkos 1)’ UdkivBos 25
eUcddns BaAébeov kaTauioyeTal &kpita o).

Unvedow 8¢ Beovs ndkapas kai pakpdv "OAuptrov:

olév 8" Eppeinv éprovviov €Eoxov &AAwv

gvvetrov o5 8 v’ dmraot Beols Bods &yyeAds eoT

kai p’ 8y’ &5 Apkadinv moAumidaka, untépa urjAwv, 30
¢EikeT’, évba Té ol Téuevos KuAAnviou éoiv.

EvB’ & ye kai Beds cov wapapdTpixa UiA’ evdueuey

avdpl mapa BunTed: B&Ae yap méos Uypds emeAboov
vUuen EUTTAokauw Apvotros pIASTNTI pryTfjvar:

ek 8’ éTéAeooe ydauov Balepdv, Téke 8’ év peydpolotv 35
Epuein pilov vidv &pap TepaTwodv idécbal,

aiymmédnv Siképeota ToAUkpoTov NduyéAwTa:

pebye & avaifaoa, Airev 8’ &pa Taida TV

Seloe yap o i8ev Sy apeilixov fuyévelov.

Tov & aiy’ Epueias éprovvios eis xépa Biike 40
deEauevos, xaipev B¢ vow TEPLdoIa daipwov.

pinpa 8 &5 adbavdaTtwy E8pas kie Taida kaAUyas

SépPHaOLy £V TTUKIVOTOIY OPECKIOI0 Ady wou:

Tap 8¢ Znvi kabile kai &AAois dbavaTtolo,

Oeife B¢ koUpov €6V TavTes & &pa Bupnov ETepbev 45
abavarol, mepiaAAa 8’ 6 Bakxeios Aidvuoos:

TTava 8¢ piv kakéeokov 8T ppéva TAGCIV ETEPWYE.

Kai ou pev oUte xaipe Gvaf, Aapat 8¢ o” doidiy:

auTap £y kai oelo kai &GAAns pvrjoop’ &oidijs

Before the song of the nymph chorus at HPan 27-47, which in itself constitutes a large
portion of the Hymn to Pan, the scene is set in the description of a dance through the
mountains. The interest of the poet of the HPan in poetry as a theme of his song is thus
made clear even before the nymphs begin their extended song. Already in line 3 the
adjective xopoynBéo1'”’ indicates the musical theme which will dominate the rest of the
poem. Pan is depicted as roaming the countryside in companionship with singing and

dancing nymphs, who are specifically singing of him (HPan 4-7):

157 The reading of West (2003) — the MS alternative xoporifeot would still emphasise the musical theme.
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al e kaT’ aiyihimos méTpns oTeifouot k&pnva

TT&v’ dvakekAdueval véuiov Bedv &y Aagbeipov 5
aUxuievd’, & mavta Adgov vigdevta AéAoyxe

Kal Kopupas dpécov kal TeTprievTa kéAeuba.

Although the verb kélopat does not necessarily introduce song, in the context of the
nymphs, who are strongly associated with choral performance throughout this poem, it

seems likely that a song rather than speech is indicated here.!>

It is important to note that
this verb is not exclusively used of speech, since it is found in lyric addresses to gods
elsewhere in Greek literature: there is no inherent obstacle to the representation of song in
this case, and in fact the occurrence of this particular verb in lyric songs addressed to gods
elsewhere supports the identification of this address to Pan as song.!”” The nymphs’ song
to Pan blurs into the main narrative of the poem (this is a feature which will be repeated in
their later song at 27-47): it is not clear in line 5 whether the further details of Pan’s
attributes are part of their address or an elaboration on their theme spoken by the primary
narrator. [ would argue that it is deliberately left ambiguous (as it is later in the poem with
their main song), since this blurring between the voices of the nymph-choir and the primary
narrator increases the authority of the poet, whose singing becomes indistinguishable from

that of a divine chorus, and intensifies the praise to the god, since both a human poet and a

divine chorus utter his hymn.

If we treat lines 5-7 as an account of what the nymphs sing to Pan, then these lines
of the poem begin to look very much like a mise en abyme, another hymn to Pan embedded
within the larger HPan. These lines contain many of the features of the opening section of a
hymn: the god is named, with a verb of invocation (TTav’ &dvakekAdpevar 5), followed by a
list of some of his attributes and spheres of influence, he is the god of pastures, with splendid
shaggy hair (véuiov Bedv ayAaébeipov | alxurievd’ 5-6). The relative clause introduced

in line 6 is also a typical structural feature found near the beginning of many Homeric

158 Thomas (2011): 159 also reads this passage as an inset song.
159 Cf. Soph. OT 159 and Aes. Supp. 591 (both sung addresses to gods), contrast II. 18.391 and HDem. 21.
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Hymns, usually it introduces the mythical narrative about the god, or as here, is used to
introduce details of the god’s allotted timai and his or her typical haunts.'®® Reading these
lines as a mise en abyme may offer an explanation for the HPan’s highly unusual delay in
naming Pan — the poet here has the nymphs re-start his hymn (which did not begin by
naming the god) with a proem-in-the-middle very much like that of Hermes at HHerm. 51-
62.1! The nymphs here ‘correct’ the poet who has, most unusually, neglected to name Pan
in his opening line — so Hermes ‘corrected’ the poet of the HHerm. in re-performing a more
flattering proem for his own hymn. If a song-performance by the nymphs is at least evoked,
if not explicitly described here, then their later song (explicitly introduced with the term
Upvetow in line 27) is foreshadowed in much the same way as Hermes’ final, successful
performance at HHerm. 425f. is introduced by his proemic hymn earlier in that poem.
This more oblique evocation of hymnic performance also foreshadows, right at the
beginning of the HPan, the blurring between the voices of nymphs and primary narrator
which will end the poem (lines 26-47) and creates the impression of continuous and

polyphonic choral praise to the god.

In lines 14-18 the musical theme is continued, as Pan’s pre-eminence in the
performance of music is explicitly mentioned, and comparison is drawn between Pan and a
nightingale (16-18):162

...0UK &v TéV ye Tapadpduol év peAéecotv
Spvis 1) T Eapos ToAuavbéos év reTdAolol
Bprivov émmpoxiouo’ axéel ueAiynpuv &Goidrjv.

It is the reference to the bird’s exceptional ability for song — indicated by the adjective

HeAiynpuv, juxtaposed to the term &oidrjv (which usually refers in Homeric poetry to the

160 For the relative pronoun as a structural feature of hymns see e.g. HH. 6.2,9.3,12.1, 14.3, 18.3; cf. too
Janko (1981): 10-11, Richardson (2010): 4.

161 See above, pp. 56-62 for discussion of this.

162 AHS 406 “The bird is the nightingale”. Germany (2005): 199-200 discusses the comparison and the
possibility that it allusively ‘echoes’ the nightingale at Od. 19.518-21. Gemoll (1886): 338 “Es ist natirlich die
Nachtigall gemeint.”
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songs of human or divine bards rather than the music of birds or other animals)!®3 which
suggests that the bird is used here as a metaphor for the most excellent of singers.!®* The
noun 6pfijvov explicitly marks the character of her song as mournful lament, a familiar
attribute of the nightingale. Hesiod uses the nightingale as a metaphoric representation of
the &o1dds in his fable of the hawk and the nightingale, and it fulfills the same metapoetic

function here.163

In the opening lines of the passage quoted above (19-27) Pan is represented as
surrounded by the nymphs’ music and song, whose connection with song is emphasized by
the combination of the adjective AryUpoAmor (19) followed very closely by the
unelaborated depiction of their singing (uéATovtat 21). The reference to their chorus in
line 22 continues the theme of music, capped by the depiction of Pan “rejoicing in their
shrill song” (Aryupfjow ayaAAdéuevos ppéva poAtais 24). The insistence on the present
tense throughout this passage (19-27) in all the verbs and participles creates the impression
that the nymphs and Pan are engaged in a constant, never-ending chorus — this is their
habitual and recurring pastime. Song is thus identified as the major concern of the god,
while his bucolic habitat (also a very important feature of Pan’s identity) is emphasized as

the location of the chorus, which takes place in a flowery meadow surrounded by

mountains (19-21, 25-6).166

Within this depiction of an eternal chorus of nymphs is embedded a second motif
which shows a self-conscious interest in poetry: the description of Echo at line 21 (kopugnyv

8¢ TeploTével oUpeos fxw). It is difficult to prove conclusively that Echo is here

163 Cf. for instance II. 24.807 (professional lamenters at a funeral), Od. 8.43, 479, 487 (Demodocus). In the
other direction, as it were, N.B. that the adjective is applied to human utterance at Thebaid fr. 4 (West)
‘ASpnoTov pueAiynpuv.

164 As indeed the bird is understood throughout Greek literature. Cf. Hes. WD 200-212, Sappho fr. 136,
Theognis 939-42, and Aclian De Natura Animalium 5.38 with the comments of Nagy (1996): 33-6. For the
nightingale as a motif of poetic self-reference in the late 5th century see Barker (2004): 185-204.

165 Cf. West (1978): 204-8. For another interpretation of this passage see also Nelson (1997): 235-247, with
the bibliography in her first note.

166 See note 188 below for references to Pan as a bucolic god.
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167 However, the un-personified

personified as a nymph, rather than the phenomenon.
phenomenon is equally useful for a metapoetic interpretation, of ‘echo’ signalling allusion,
or in an oral context, perhaps reperformance.'®® Echo is placed in the same area as Pan and
the chorus of nymphs, in the mountains, where she will echo everything they are about to
sing. Echo’s presence in the vignette of the chorus thus reflects an interest both in an internal
audience for the nymphs’ song and in the HPan’s reception — does the poet of the HPan
want his version of the god’s birth to be the one which everyone repeats, the authoritative
version? The possibility that the HPan may allude to the HHerm., which will be discussed
below, would open up another meta-poetic interpretation of the presence of Echo, as a

tongue-in-cheek marker of the allusiveness of what is to follow — just as Echo repeats what

the nymphs say, they ‘echo’ the HHerm.'®

Of course it is possible to argue that Echo is a traditional figure associated with Pan,
and that this in itself justifies her inclusion in the poem; however, it is not clear how early in
mythic tradition Echo became associated with Pan, as the HPan is potentially one of the
earliest sources we have on the matter.!’® It is not enough, given the absence of solid dating
criteria, to argue that Echo’s ‘traditionality’ explains her presence. Similarly, the image of a
bird singing could be a reminder of the Arcadian associations of Pan with nature and the
countryside, but this explanation is also unsatisfactory given the emphasis placed on the
bird’s ability for song in a competitive context and the place of the nightingale in literature

and myth as a metaphor for the poet.

167 Germany (2005): 189.

168 LIMC's.v. Echo 16 suggests that in artistic sources we cannot be sure of a stable tradition of Echo and Pan
depicted together; only this one item, a lamp from Corinth dated ¢.200 A.D., is certainly identified as showing
the couple. The literary tradition of their association is strong but mainly Hellenistic (cf. Germany (2005): 188
n.6 for a list of Hellenistic poetic references to Echo and Pan, esp. Moschus poem 6), although a personified
Echo (without Pan) appears at Pindar OL 14.20-1.

169 Germany (2005) also comments on the double ‘echo’ here, but he refers to possible allusion to the
Odyssey rather than another Homeric Hymn.

170 This problem is exacerbated by the fact that the date of the HPan is difficult to ascertain. Thomas (2011)
n.50 also argues that there is no need to see a reference here to Pan’s relationship with Echo, pointing out that
the first explicit reference to this union in myth is not until Callimachus {r. 685 Pf.
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The nymphs begin their performance with a song which looks very much like a
theogony. They sing of all the blessed gods and of high Olympus, then narrow their focus to
a narrative which is clearly a hymn, and contains many motifs common in the corpus of
Homeric Hymns: the birth of a god, the relationship between his parents, his appearance
when he was born and his accession to Olympus.'”! Although the song is effectively a hymn
to Pan, it is initially focused explicitly on Hermes (28-9):

olév 8" Eppeinv éprovviov €Eoxov &AAwv
gvvetrov cos 8 ¥’ dmaot Beols Bods &yyeAds eoTuv...

This delay in naming the god who will in fact be the subject of the hymn echoes the opening
of the frame narrative itself, since Pan’s name does not appear until line 5 of the HPan: it is
the name of Pan’s father Hermes which appears in line 1: Apgi pot Epueiao pidov ydvov
gvverre MoUoa. This is highly unusual in the Homeric Hymns, which seek to name the

relevant god as soon as possible.!”?

With this unique retardation, the poet chooses to
emphasize the paternal relationship of Hermes and Pan.'”® This emphasis on Hermes (an
established god already according to this hymn) as Pan’s father could simply be a strategy of
praise — similarly, Hermes wishes everyone to know that his father is Zeus in the HHerm.,

since this relationship with the more famous god is one of his most impressive attributes.!”

Unlike the miniature hymn to Hermes (HHerm. 51-64), the nymphs’ song takes up
a substantial portion of the whole hymn — it is preceded by a formulaic opening and an
extended description of the chorus which in itself contains several motifs strongly evocative

of song-performance and the musical theme. Their song is clearly introduced and

171 We might compare the HHerm. and indeed HH 18 (also to Hermes) which deals with the god’s birth, his
parent’s relationship and his accession to Olympus. Cf. Sowa (1984): 147-197 for an extensive treatment of
this theme in the Homeric Hymns, Janko (1981): 13 “Many myths include the birth of the deity — thirteen out
of twenty examples do so”.

172 Of all the 33 Homeric Hymns only two (H.14 (to the Mother of the Gods) and HPan) do not begin with
the god’s name in the first line. I discount HH. 1 (to Dionysus) in this statement due to its badly damaged
state. Cf. Thomas (2011): 153.

173 This emphasis on Hermes has also been read as a marker of allusion — the poet of the HPan is signalling
his close and competitive relationship with the HHerm. Cf. pp. 75-81 below for discussion of the possible
allusion between the HPan and the HHerm. and see also Janko (1982): 185, Thomas (2009): 297-99,
Thomas (2011): 165-70.

174 Cf. HHerm. 57, where Hermes chooses this fact to begin his self-hymn.
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differentiated from the frame narrative with the verb Upvetow (27) followed by two further
markers of reported speech: a second verb of speaking (évvemov) and an introductory cog
(both in 29). After this fairly clearly articulated opening, however, the markers of indirect
discourse drop away as the song proceeds, stylistically at least, as if it were narrative in the
voice of the poet. We have seen this technique already in the second song of Demodocus,
where the middle section of the narrative of Ares and Aphrodite lacked markers of indirect
speech and thus appeared identical to the style of the frame narrative.!'”” However, in the
case of Demodocus (and also in both of Hermes’ songs in the HHerm.) the end of his songs
and the return to the voice of the primary narrator is always specifically indicated, leaving
no doubt as to the extent of the embedded songs within these poems. In the HPan we get
no such closure. If we compare the end of the HPan briefly with the endings of some other
embedded songs the contrast is clear.

... TavTES & &pa Bupov éTeppbev 45

abavaTol, epiaAAa 8’ 6 Bakxeios Aidvuoos:

TTava 8¢ pv kakéeokov 8T ppéva TAGCIV ETEPWYE.

Kai ov pgv oUte xaipe dva, Aapat 8¢ o” doidiy:

auTap £y kai oelo kai &AANs pvrjoop’ aoidiis. (HPan 45-9)

TalT &p’ Goidds &erde mepikAuTds (Od. 8.83)

Kal T& pév ouv feide, T& 8¢ ppeciv &AAa pevoiva. (HHerm. 62-4)
In the HPan, we get no specific statement that the nymphs’ song is over; rather the poem
ends immediately after Pan’s climactic accession to Olympus and naming ceremony, and is
left with only the formulaic closing lines familiar from almost all of the Homeric Hymns.'"®
Even these final two lines of the poem are not in themselves incompatible with a choral
performance, since the choruses of tragedy and Pindar often use the first person singular.'”’

With nothing conclusively separating their song from the end of the poem, it is the nymphs’

voices with which the audience are left with at the close of the poem, uncorrected, as it

175 See above, pp. 18-24 for discussion of this passage.

176 Cf., e.g., xaipe, &vacoa, Betx AeukdAeve, Bia ZeArjvn, | Tpodppov, timAdkapos: (HH 32.17-18);
Xaipe, Bed, KUmpoio eukTipévns pedéovoa: | oel 8 ey w dpEauevos petaPricopal &AAov és Uuvov (HAph.
292-3); also HH 3.545-6, 4.579-80, 5.292-3, 6.19-21, 7.58-9, 9.7-8, 10.4-6, 11.5,13.3, 14.6, 15.9, 16.5,
18.12, 19.48-9, 21.5, 22.6-7, 25.6-7, 26.11-13, 27.21-2, 28.17-8, 29.13—4, 30.17-19, 31.17-19, 33.18-19.
177 For this choral “I” see note 347 below.
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were, by the voice of the poet. Their divine choral praise of Pan blends with the voice of the
primary narrator who began his hymn with a beautifully evocative description of their
choral activities. This narrative blurring extends the technique of embedded songs beyond
that seen in the HHerm. or the Odyssey, where blurring of narratorial voices may take place
during an embedded song, but the inset song as a unit is nonetheless strongly separated from
the frame narrative by use of markers of indirect speech at its beginning and end. The poet
of the HPan achieves an obvious benefit from this blurring since it increases both the value
of his praise of the god through association with divine songs of praise, and also increases his

own poetic authority.

The nymph chorus also allows the poet to include a song from outside the time-
frame of his main ‘narrative section’ (which shows Pan haunting the mountains and woods
and rejoicing in the nymphs’ various performances). Their song, as with many embedded
narratives, is an analepsis, telling of Pan’s conception and birth. The question of authority
1s also a pertinent one in this particular aspect, since the poet is narrating theogonic matters,
which are outside ordinary human knowledge he uses the nymph chorus to guarantee the
veracity and accuracy of his account. In this light, the presence of Pan as an internal
audience to this choral hymn should not be forgotten. His delighted reaction to the
nymphs’ songs is emphasized just before their account of his birth, (Aryupfjow
ayaAAduevos ppéva poAmais 24). Although his presence is not re-asserted later in the
poem, his approval of the nymphs and delight in their songs underwrites all that follows,
confirming the success of the HPan in achieving its goal of pleasing the god before this hope

has even been mentioned.

The inset song in the HPan differs in an important respect from those already

discussed in the HHerm. While the poet of the HHerm. has a single singer embedded

within his poem, the HPan is partially narrated by an explicitly female chorus who are

74



dancing while they sing. The different choice of internal narrator has a significant impact
on the effect which the device has in each case. The HHerm. attributes the first hymn and
first theogony to Hermes as a baby, allowing Hermes to aggrandize himself through song,
and fulfilling his characterization as a precocious god who appropriates everything he can
for himself. Song in the HHerm., placed in the hands of a god who wants to climb the

divine social ladder, is the factor which defines and stabilizes divine identity and status.

The HPan depicts a quite different scenario, a chorus spontaneously honouring their
god, in an Arcadian setting typical of that god. By placing part of the narrative section of
his hymn into the mouths of the nymph chorus, the poet evokes a very different act of song,
that of a maiden chorus at a cult festival, such as those described by Alcman in his
Parthenaia.'” Such an effect is achieved also in the HAp., where the song of the Delian
maidens at the festival of Apollo is described (155-164). It is possible that an echo of a
festival of Pan, in which maidens would sing his praise and dance in a chorus, is being
evoked here. However, the nymphs can also be associated with the Muses, who are
frequently depicted singing in a divine chorus in early Greek hexameter poetry, notably in
the proem to Hesiod’s Theogony and in the HAp.188-206.7 Furthermore, the presence in
the poem of the nymphs adds the final layer to a narrative which is rich in varying voices:
the external narrator, Pan’s own music, the Nightingale, Echo and the nymphs all have a
say in this poem, which gives it a complex layer of polyphony, perfectly appropriate for a

god associated with musical revels, the companion of Echo and the inventor of the syrinx.

ALLUSION OR TRADITIONAL REFERENTALITY: THE HHERM. WITHIN THE HPAN

178 Cf. Alc. Fr.1 PMGY.

179 Such an association can only deepen the poetic authority gained by portraying the nymph chorus. Cf. also
11. 1.604f., HAp.186-206. For the role of nymphs as Pan’s dancing and singing companions see Larson
(2001): 31-4, 96-8.
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The unusual emphasis on Hermes in the HPan has led critics to look for connections
between this poem and the HHerm. And indeed, similarities are not hard to find. For the
first 7 lines of the nymphs’ song (after their theogonic opening), it appears that they too are
singing a hymn to Hermes, since their opening statements are highly similar to the opening
lines of the HHerm. itself:

olév 8" Eppeinv éprouviov £€goxov &AAwv

gvvetrov cos 8y’ &maot Beols Bods &yyeAds Eomi

kai p’ 8y’ é&s Apkadinv moAumidaka, untépa urjAwv,

¢€ikeT’, Bvba Té ol Téuevos KuAAnviovu éotiv (HPan 28-31)

Epuriv Uuvel Mouoa Aids kai Mai&dos vidv,

KuAAfvns pedéovta kai Apkading moAvuriAou,

&yyelov &bavaTwv éprovviov... (HHerm. 1-3)'%
This dense cluster of formulaic attributes and the reference to Cyllene signals a hymn to
Hermes in both cases: yet what follows in the HPan is not a hymn to Hermes, but an
account of the birth of Pan. The similarity between the HPan and the HHerm. continues in
the following lines, in which the nymphs begin to sing of the desire of Hermes for the
nymph daughter of Dryops, and his union with her. Similarly, in the HHerm., Hermes
sings (51-62) of his parents’ union, and this relationship is also described in the opening lines
of the poem (3-5, 33-4). Thus the audience might expect that a hymn to Hermes would
follow the nymphs’ introduction. It seems that by setting up this false introduction to

Hermes (and indeed also by the focus on Hermes in line 1 of the HPan), the poet is

deliberately playing with audience expectations — the focus will shift to Pan, once he is born.

Several scholars have argued that these verbal correspondences are evidence of an
intertextual, or at least closely allusive relationship between the HHerm. and the HPan.'®!

However, these largely formulaic similarities alone are not enough to establish whether or

not the HPan is specifically alluding to the HHerm. and setting his hymn up in competition

180 Thomas (2011): 165-6 prints these same correspondences, after Janko (1982): 185.
181 Janko (1982): 185 “the opening of Herm provides a literary terminus ante quemn, as it has influenced
28(f.” Cf. too Thomas (2011): 165-70.
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with the earlier poem.!®? Indeed, a comparison with the other extant Homeric Hymn to
Hermes (HH 18) undermines the idea that the HPan is alluding directly to the HHerm.

Epuiiv &eidco KuAArjviov Apyeipdvtnu

KuAAfjvns uedéovta kal Apkadins moAuvurAov,
&yyeAlov dbavéTwv éprovviov dv Téke Maia
‘AtAavTtos BuydTtnp Aids v @IASTNTL wiyeioa

aidoin (HH 18.1-5).1%3

The recurrence of a set of very similar terms in HH.18 1-5 would suggest that the poet is
rather using his audience’s awareness of the traditional epithets, locales and attributes of
Hermes in hexameter hymns to misdirect their expectations and create a novel, surprising
introduction to his own hymn to Pan, since there is nothing to suggest that he should be
alluding in particular to the HHerm. as opposed to HH. 18, or indeed merely using
traditional language in the way I have suggested. The effect of this deliberate and self-
conscious misdirection is more than simply to create an innovative opening, however. If we
read the nymphs’ song as beginning in the fashion of a hymn to Hermes, then the figure of
Pan usurps their hymn, appropriating for himself the praise which initially seems directed at
his father. His birth from Hermes” union with Dryops” daughter transforms the hymn, the
climax of which is now the accession of Pan to Olympus and the joyous reaction of the
older gods at his arrival. Indeed, if we read the nymphs’ song as structurally (if not
actually) a hymn to Hermes (in that its introduction and first part of its narrative are
focused on this god, and not on Pan), then Pan’s conception and birth are cast as the
“achievement” of Hermes deemed worthy to form the narrative section of his hymn, the
action which defines him as a god in the same way as the cattle-theft or invention of lyre
function in the HHerm. 'This, of course, is directed ultimately at praising Pan, who is
lauded as his father’s proudest achievement as well as portrayed as the darling of all

Olympus.

182 Although scholars disagree on the dates of the two poems, the general consensus seems to be that,
whatever the specific dates of each poem may be, HPan is later than HHerm.: Janko (1982): 36-41, 185
Thomas (2011): 169 and also Thomas (2009): 297-9 (On HHerm. and HPan) and 20-9 (on HHerm.),
Cassola (1997): 364. Of course this uncertainty of dating makes all conclusions on the dependence of one
poem on another vulnerable but this should be no barrier to reasoned speculation.

183 Words in bold show close association or repetition in both HPan and HHerm., while underlined portions
correspond only to the HHerm.
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These two poems share similarities on a more general level than the verbal echoes set
out above. Pan, like his father in the HHerm., is a precociously developed child, born with
a fully-grown beard (fUyévelov, 39); his divine nature is clear in the reaction he inspires in
his nurse, who is terrified and runs away (pedye 8 dvai€aoa, Aimev 8’ &pa Taida Ti6rivn,
38).18% During the course of the nymphs’ song Pan is brought to Olympus for the first time
to be introduced to the other gods, as is Hermes in the HHerm. However, there are also
important differences between the poems in terms of plot: almost immediately after his birth
Pan is warmly received on Olympus and named by the gods. He thus achieves, seemingly
without conscious effort, the status which Hermes has to strive and bargain for in the
HHerm. (yet another strategy of praise!)!®® While Hermes is overtly concerned with
receiving timai in the HHerm., openly discussing which attributes he wishes to steal from his
brother Apollo, Pan’s attributes are not actively given to him within the HPan."®® Some of
his characteristics are hinted at, however: his physical description as a bestial god (36) and
the hare-skin garment given to him by his father (43) both indicate his rural sphere and
imply too his animal aspect as a half-human, half-beast deity. His association with fear is
shown in the Nurse’s terror when she beholds him, while his connection with Dionysiac

ritual is hinted at in the glancing reference to Dionysus’ particular joy at his birth (46).137

184 The human terror that is caused by divine epiphany is a minor motif of the Homeric Hymns. Cf. HDem.
281-2 (Metaneira fears Demeter’s wrath), HAph. 182 (Anchises fears Aphrodite), HH. 7.47-9 (Sailors flee
Dionysus). Cf. Faulkner (2008) ad loc. and 93-90, 234-6, Richardson (1974): 251-53.

185 This in itself could be seen as a competitive strategy similar to that used by the poet of the HHerm. who
seeks to praise the god by implying that it was originally Hermes and not Apollo who invented the lyre. So the
poet of the HPan (if an awareness of the HHerm. is accepted) has Pan acknowledged by a loving father and
immediately ascending to Olympus, a clear one-upmanship in comparison with Hermes in the HHerm. Of
course, if the poet of the HPan was not aware of the HHerm. then the contrast may be coincidental, but the
general contrastive effect may still be felt, since the quest for honour is still typical — cf. Sowa (1984): 147-97.
186 Cf. HHerm.(inter alia) 173-4, 491-5.

187 For Pan as the god of goatherds and shepherds and his Arcadian locale cf. Pindar Fr. 95 SM, for his
worship in the mountains cf. Soph.Aj. 6941f., for his half-human, half-goat form most sources are Hellenistic
and later (see comments by Boardman in LIMC'v.8.1 p.940) although he is represented with a goat’s head on
the name-vase of the Pan Painter (¢.470 BC, Boston 10.185, LIMC s.v. Priapos 6) and a skyphos by the
Penthesilea Painter (c.460 BC, Boston 01.8032, LIMC's.v. Aphrodite 1158). Some early sources associate him
more generally with a semi-bestial form, in Pindar {r.95-96 he is a polymorphic dog; for Pan as the originator
of a kind of divine terror cf. Eur.Rhes. 36f., Paus. 10.23.7; as a Dionysiac reveller cf. a krater fragment dated
490 B.C. (LIMC's.v. Pan 4, Amsterdam 2117). This Dionysiac association, along with Pan’s theriomorphism
will reach their zenith in the Hellenistic period.
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Despite these differences of nuance, there are obvious general parallels in the story-
patterns of the two poems: both hymns detail the birth of a new god, parented by a male
god who is already a member of the Pantheon who has slept with a rural-dwelling nymph;
in both hymns the baby is prodigious, giving signs of his divinity immediately; again, in
both, the child is brought to Olympus and received by the gods. This similarity in the
general movement of the story could potentially also suggest an allusive relationship
between the poems. However, the birth of a god and his accession to Olympus is a

common theme of theogonic and hymnic poetry.!88

Given the uncertainty in the date of
these two poems, any firm conclusions would perhaps be rash. If the HPan is Hellenistic
then an intertext with the HHerm. or another poem is not problematic, but if we allow an
earlier date for Pan, it seems much more likely that these similarities are a product of the
traditional themes inherent in oral-derived poetry rather than a deliberate attempt on the
part of the poet of the HPan to allude to his predecessor. Although the close verbal
similarities between the two poems are superficially impressive, the language is traditional in
tone and could easily be a coincidence of shared formulaic language used when referring to
the same god in different hexameter hymns. What the poet does seem to be doing is using a
traditional set of epithets and terminology typical of hexameter hymns to Hermes in order
to misdirect his audience to achieve the effects discussed above — he need not necessarily be
alluding to the extant HHerm. in order to be capable of composing poetry in this self-
conscious and sophisticated manner. After using these traditional elements taken from

traditional hymn(s) to Hermes, he then surprises his audience (twice) with a hymn to Pan.!¥

There is one further potential index of allusion between the HPan and the HHerm.
which should be considered. In both these hymns there are embedded songs. These inset

songs are performed in praise of the very god to whom the main Hymn is addressed (and

188 Sowa (1984): 147-197; cf. also 283 where she gives a useful scheme of the theme, termed “the young god
consolidates his power”.

189 As the poet of the HHerm. uses his audience’s awareness of traditional proemic forms to re-introduce the
poem with an inset proem sung by Hermes. On the generic conventions of the HH see Clay (2011): 232-253.
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indeed in both poems divinites are portrayed as singing theogonies also). This is striking,
and raises the question of whether the (almost certainly) later HPan has appropriated this
motif from the HHerm. This would effectively be a kind of ‘narratological allusion’, with
the later poet alluding not only to the specific words used by another poet but to an unusual
poetic and narrative device used in the earlier poem. Embedded songs are not as
straightforwardly vulnerable to the objection of traditionality as the other two possible
indices of allusion between these poems, for the device, although found in several instances

in Greek hexameter poetry, is not so common as to be unremarkable.

Indeed the development of the device in the HPan as compared to the HHerm.
could be suggestive of a playful and competitive allusive relationship: not only does the
HPan extend the range of the blurring technique already found in the Odyssey and the
HHerm., but could also be seen to re-work the function of embedded song as found in the
HHerm. Hermes’ hymn to himself is (as has been noted above) abortive — he has not yet
done anything which he can sing about — and the following narrative in the poet’s voice
supplies the missing portion of Hermes’ hymn. By containing the climactic narrative
portion of his hymn within the embedded section sung by the nymphs, the poet of the HPan
makes his embedded hymn a success — he needs to add nothing to the nymphs’ song. In the
HHerm., it was argued above, the theogony which Hermes sings at 425f. is a statement of
his own place in the divine world, and clearly implies that a theogony could not have been
sung before this time since such a poem would not have been complete without Hermes. If
we were to accept that the HPan 1s alluding to the HHerm. here, the birth of Pan and his
accession to Olympus disrupts the completeness claimed by the HHerm.; using the same
story-pattern, the HPan adds to, or ‘corrects’ the HHerm., by implying that Hermes’
theogony was premature, as Pan deserves and here receives a place within a divine

cosmogony.
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Whether or not we can argue for narratological allusion between the HHerm. and
the HPan depends on how traditional the motif of embedded song(s) is in early Greek
hexameter poetry. Were it possible to show that the very inclusion of an embedded song in a
