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SOTEROULA CONSTANTINIDOU

AYTH /AYTAI: SOME OBSERVATIONS ON THE HOMERIC
PERCEPTION OF LIGHT AND VISION

Homeric references to eyes and vision are mainly formulaic and
seem to belong to the traditional language of the epic. Various terms
are used for denoting ‘eyes’, as the organs of vision, both in the Iliad
and the Odyssey. *O¢faluoi, which oceurs in a variety of formulaic
expressions, is the most cornmon of these terms (Il. 3.28: dgfatuoi-
ow wv: cf. 5.212, 15.286; 5.659: tov d¢ xatr’ JSpbaludy éoeflevm) vOE §-
xdlvye: cf. 5.696; 23.385: 1oto & an’ dgbaludv yiro ddxpva ywouévoio;
Od. 2.155: idov Gpbaluoiow: cf. 6.160; 4.150: Jpfatudy te Polul; 11.
426: yepol xat’ oplatuods EAéew; 24.296 ete.). Next come dooe (e.g. Il. 1.
104: dooe 0¢ ol mvpl Aaumerdwyre dixrny; 1.200: Sewvw 8¢ oi Gooe pdar-
Osv; 3.427: dooe mddw xAivaca; 4.461: tov 8¢ oxdrog dooe xdAvyev: cf.
11.356; 13.3; 15.607-8: tw 0¢ oi 8ooe| Aaunéabny BAocvefiow on° dpov-
ow: cf. 19.365; 17.167; 23.396-7: 71 6¢ oi dooe daxpuvdpt mAfjobev; 24.
637) and dupara (Il. 1.225: xwdc Supar’ #ywv; 3.217: dnal 8¢ ideoxe
xata yBovos Supara mrfag; 10.91; 23.66: Suuara xdd’ dixvia; Od. 5.47:
Suuara BGéAyer; 16.179; 24.3), also attested in both epics. Another
word for ‘eyes’ i1s gdea, mentioned three times in the Odyssey and in
all three cases it presents elements of a social ritual related to arrival
scenes and welcome greetings.! Finally, the word adyal in the expres-
sion duwgs adyds (Il. 13.837), which is unique in the Homeric poems,

* I would like to thank Professor 1. Anastasiou for very helpful comments
and suggestions on an earlier version of this article.

1. See Od. 16.15, 17.39, 19.417: gestures of affection functioning within a rit-
ual context —like the kissing of the head, of both eyes and the hands— accompany
the newcomer and are expressed in an obviously formulaic character (e.g. #¥ooe
0¢ v xepalny te xal dupw pdea xaia [ yeipds T duporépag ... Od. 16.15 {.; xboce 86
uw xepaliy te xal dupw pdea xald: 17.39; xbod” &oa uwv xepaiiy te xal dupw pdea
xaid: 19.417). The first two cases refer to Telemachos and the third to Odysseus.
Both Odyssean heroes are greeted by members of their family, on his arrival to
Ithaké the first, at his grandparents’ house the second, and they are attributed
emotions of affection and parental devotion.
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may indirectly refer to eyes and vision, particularly to Zeus’ eyes or
rather to the ‘invisible rays coming from the eyes’ of the supreme
god; a theme that agrees with the very ancient idea of ‘an all-seeing
god’, according to R. Janko,! who relates i adyds and its possible
meaning as ‘Zeus’ eyes’ to line 3 of the same book of the Iliad (book
13) where the formula rpénev dooe gaewd is associated with Zeus
again. Such an interpretation, however, is not compatible with the
idea of hearing expressed in the same verse (77 & dugotéowy Ixer’
aiféoa »al Awg adyds: 13.837), for it presupposes a receiver of sound
that eyes are not possible to be unless a “visual’ apart from the acous-
tic reception of 7y» is implied here. Therefore, I suggest that here
A adyds should be understood as referring to the bright kingdom
rather than to the eyes of Zeus;2 there, in the dominion of Zeus, a
‘radiant whiteness was permanent (Od. 6.44-5).

Avyy, however, recurs in various forms in the Homeric poems.
Its meaning relates to ‘light’ and ‘vision’ with particular association
‘with the Sun: adyfjc “Ynepiovog *Heliowo (Il. 8.480); sjeliov ey adyds
(Il. 16.188); nénraro & adyn [ Heliov ékeia (Il. 17.371-2); o7’ adyag
Herloo (Od. 2.181; 11.498, 619); eluara & 7eliowo pévov teooijuevar ad-
yii (Od. 6.98); *Heliov v adyn “Yneptovidao dvaxros (Od. 12. 176);
nov &rt Lwovow Y’ adyas Hedioto (Od. 15.349), etc. *Hellowo avyal are
thus the rays of sun, the sunshine itself.3 But it can also be a ‘ray’
from a fire as well as the rays of light coming from a metal as it will
be shown below. It is equivalent to gdoc meaning both ‘light and
sight’ which is also found in various contexts in both the Iliad and

1. The Iliad: A Commentary, vol. iv: books 13-16, Cambridge 1992, 148 (on
n. 13.837).

2. I presume that this is exactly meant by Kazantzakis-Kakridis’ translation
in modern Greek (N. Kafavi{dxn-1.0. Kaxpidy, ‘Owijoov "Ihdda, 'Abfvar 1955),
which is as follows: x & dyds; t@v dvd ord albépia doxdrovyray, oroi dla va Adumm d-
advw. Here Aduny apparently refers to the lightened kingdom of Zeus, the realm
of Olympos. The ancient scholia give emphasis on the speed of the sound created
by the clashing of the two armies—as well as on its intonsity—so that it can rapidly
break through the barriers and cover the distance between earth and sky (which
is the greatest distance that can be run) and reach the alffp (Ixer’ alféga): see
H. Erbse, Scholia Graeca in Homeri Iliadem, I-VII (Berlin 1969-88). Cf. also
Janko, Commentary, 148: ‘But we are still in suspense: the din has only reached
his eyes, not his ears! ’ .

3. Cf. Janko, Commentary, 148: ‘Since vision by reflected light was not
-understood, Helios was thought to see with his rays (c¢f. 839-44n., 14.342-5n.,

Od., 11.16), and everyone else with invisible rays coming from the eyes ...".
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the Odyssey.r The following discussion will attempt to clarify the
above word’s meaning and function in the Homeric poems.

At Iliad 8.480 adyai is obviously the sunlight which does not
reach Tartaros, according to Zeus’ utterance. Kronos and Iapetos are
in imprisonment there, in Tartaros; and the same fate may have He-
ra too if she insists on changing the events of the war in favour of the
Greeks and against the predetermined fate.2 Even if she goes there
out of anger, where there is neither sunlight nor breezes as those were
the ‘«lowest» boundaries’ 2 of the earth (o007 adyfjc “Ynepiovos’> Helioto |
téomovt’ ofr’ avéuowor), not even then would Zeus care and intervene
for reversing what has been decided about the fate of the two armies
(8.477-83). The same formulaic expression recurs with some vari-
ations at Od. 12.176: *Hediov v adyn ‘Ymeowovidao dvaxtog, where the
patronymic ‘Ymepiovidao is included, which is a ‘metrical alternative
to “Ymepiovoc’ .4 In the latter case *Heliov T adyij has been rightly in-
terpreted as ‘the warmth of the sun’® that helped the wax to melt in
Odysseus’ hands; the same wax that he used for sealing his men’s
ears in order to resist the Sirens’ song, since they could not hear it, in
the well-known episode of the Odyssey (12. 165-200).

Thus it seems that ady7’s original (or more significant) mean-
ing is that of ‘sunlight’, in some cases closely associated with the
notion of life, or in negative sense with that of death, as it will be shown
in the following ecxamples. Such is the meaning at Il. 16.188 where
Eudoros, the son of Hermes and Polymela, is ‘brought out to light
by the goddess of childbirth, Eileithuia, and thus he saw (Fidev) re-
Aov adyds’ (187-8: adrao émei 07 Tév ye poyostdxos Eidelfuvia [ édya-
ye 700 @Yowade xal fNeriov idev adyds). Birth, as coming out (it is assu-
med from the darkness of womb: ¢f. Aesch. Eum. 665: 038> & oxdror-
ot vnodos teboauuévn) and first seeing the ‘light of Sun’, is contrasted

.

T

1. See Ibid., for pdos (Il. 1.605: Adrdg énei xarédv Aaumady @dog HeAlowo), pas-
vi), gdea, adyri [al, and adydlouar, ‘see’.

2. 1. 8.477: d¢ ydg Oéopardy éoti; sce G.S. Kirk, The Iliad: A Commentary,
vol. ii: books 5-8, Cambridge 1990, 334 (on 8.477): ‘Ofcpatov means «divinely
decreed», but its usage is not clear enough (it only recurs once in Il.) to indicate
weighing the fates of the two armies ... rather than his own general will and fore-
knowledge of future events’.

3. Kirk, Commentary, 334 (on 8.477-83).

4. A. Heubeck and A. Hoekstra, A Commentary on Homer's Odyssey, vol.
ii: books ix-xvi, Oxford 1989, 127 (on 12. 175-6).

5. See as previous note.
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to death or to the loosing of senses when oxdrog, ‘darkness’, covers the
eyes (tov 0¢ axdvog dooe =dAvye(v): Il. 4.461, 526; 6.11; dupi 8¢ dooe
xedawn wE éxdluvpe(v): Il. 5.310; 11.356; cf. 23.50-1: ddpr ©v° dtéuevar
nagd te oyelv Soa” Smenés | vexoov Eyovra véeolar Yo Ldpov neodevral
where (dgov 7epdevta means the darkness, the gloom of the nether
world.

The same concept of life as ‘being able to see the light of Sun’ and
deprived of that if someone is dead, is expressed in a tragic way
through Achilles’ speech to Odysseus during the latter’s visit to the
Underworld (Od. 11. 488 ff.).2 Achilles i1s not confronted by Odysseus’
praise of him as having been the ¢éorarog ‘the most brave, the most
powerful, the best’ of all Achaeans and the uaxdorarog, the ‘most for-
tunate’ of all men, of those moondoole and those Jaicow, those already
born and those that were to be born. For he had been honoured
like a god in his lifetime and now he was pre-eminent among the dead
(‘uéya noaréeis vexdeoow’: 11.485); therefore, he should not grieve for
his death (Od. 11. 478-86). But Achilles is well aware of how definite,
how strict and clear are the boundaries between life and death,’ no
matter if Odysseus had approached this borderline by his descent into
Hades. The contrast between life and death, which is paralleled to
that between light and darkness, is explicitly (and in a way passion-

1. According to Janko, Commentary, 344 (on Il. 16.188) sedlov (F)idev adyds
is a ‘pre-Homeric formular innovation beside o’ a. sfjedloio (4 Od.): cf. [a. T* sje-
Alov HyDem 35).

2. For an excellent, full discussion on the various interpretations of this
very complex episode of the Odyssey see A. Heubeck (booksix-xii),in A. Heubeck
and A. Hoekstra, 4 Commentary on Homer’s Odyssey, 75 {f.

3. Evidence dated from Mycenaean times shows the belief to a transitional pe-
riod during which the dead (or rather his spirit) lived in a marginal condition, be-
tween the two Worlds, until he/she could enter the other World; this period was
marked by the performing of transitional rites: see R. Garland, The Greek way of
death, London 1985, 38-41. For Homeric beliefs about death and after-life see Chr.
Sourvinou-Inwood, ‘To Die and Enter the House of Hades: Homer, Before and
After’ in J. Whaley, (ed.), Mirrors of Mortality. Studies in the Social History of
Death, London 1981, 15-39, esp. 20-1: ‘The definite division between the two
worlds and controlled communication between them is also expressed through the
image of the gates which are firmly attached to the Land of the Dead and to Ha-
des its ruler god ... This definite, naturally articulated division between the realms
of the living and of the dead is a manifestation of an ordered and structured  uni-
verse in which there are proper Doundaries between lifoe and death and the pass-
age from one to the other is governed by fixed and strict rules which are an im-
portant part of the cosmic order.’
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ately) expressed in Achilles’ wish to come up on earth and life
again, back to his homeland and his palace and as a supporter of his
aged father; ‘to live again under the light of Sun’ (97’ adyds 7etioto:
0d. 11.498) :exactly such as he had been in the Trojan plain, spread-
ing death around, fighting for the Argives’ (499-500). For Achilles
there is no reconciliation to death: he would rather be in the world
of living and light (érdooveos, +n° adyds 7ekioto), in the occasional
service of another person who owns no land (Onrevéuey dAhw [avdol mag®
Gxlajow) —which socially means being on a very law rank— rather
than being the king of dead (¥} ndow vexvesor xaragliuévoiowy avdo-
oerv) (Od. 11. 489-91)1

The phrase v’ adyac elrioro recurs in a similar context at Od.
15.349, but with the addition of {dovew. The verse runs as follows:
7 nov &t Ldovow v’ adyac nerioo, 1) 70y telviot =al eiv *Aidao dduoiot:
‘do they live and see the sunlight or they have died and entered the
House of Hades? (349-50). It refers to Odysseus’ parents, and to
whether they are alive or not, in a context where life presupposes the
idea of vision.2 The question is addressed to Eumaeus, the swineherd,
by Odysseus, who, however, already knows the answer since he had
met his mother’s ghost in the Underworld;® but the hero either wants
to be more convincing as a stranger who knows nothing about Odys-
seus’ (i.e. his own) family in Ithaké or his question is part of cour-
tesy, gentleness and formality towards his host; shortly an interest
in the fate of that family which offered him hospitality through one
of its servants, Eumaeus.

Elsewhere in the Odyssey, in his speech to Odysseus in Hades,
Herakles refers to his mortal life as living  on° adyas 7jediowo’ (11.617-

1. See A Commentary on Homer's Odyssey, vol.ii, 106 (on 11.488-503):
*Achilles’ violently angry response, «Do not try to.reconcile me to deathl» is all the
more surprising since the expression of an unconditional preference for life appears
not to be in keeping with the attitude expressed by Achilles when alive (fI. xviii
88-93; adtixa 7elvalny 98; »xfpo ... d¢Zopar 113). It is, however, quite in character,
for in Hades the perspective has dreadfully changed. Now that Achilles is dead,
his spirit yearns for life with the same vehemence with which it had once embraced
death. ... Achilles’ words (like those of Odysseus, 484-6) are entirely centred on
a contrast of life with death: «Better 6revéuer on earth than dvdocew in Hades»'.
Cf. J. Griffin, Hlomer on Life and Death, Oxford 1980, 100-1; see also S.L. Shein,
The Mortal Hero. An Introduction to Homer's Illiad, Berkeley, California 1984.

2. See A Commentary on Homer’s QOdyssey, 254 (on 15.349): ‘Cdovoty S’

aiyds ferloto: a «conjugation» of the formulaic Ldber xod dp& @dog Aeriowo ...
3. Ibid.
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9: Awyevés Aaegriadn, molvuijyay’ *Odveces, | & el 7 Twa xal od xa-
%0y pdpov nynrdlews, [ Gy mep Eyww Jyéecxov a’ adyds %Herlowo).l Hera-
kles’ previous life was that of a mortal but now his eidwlov is in the
Underworld while himself is on Olympus as a heroi¢c divinity.2 He-
rakles’ words, however, do not imply a contrast of life to death but a
comparison of Odysseus’ fate (xaxdy udpov) with his own endurances
‘beneath the rays of the sun’. Nevertheless, the contrast that can be
assumed here (though it is not stated)is between Herakles’ unhappy
life and Achilles’ felicity on earth.

According to the above, then, the boundaries of Sun’s kingdom
are strictly set: sunlight cannot reach the realm of Hades and scat-
ter its darkness.> And sunset is typically defined as xarédv Aaumoov
@dog 7jedioto (as at Il. 1.605). The image of the sun sinking into the
Ocean whence he drags ‘black night’ over the land, at Il. 8. 485-6, is
a marvellous description of sunset and one of the best examples
showing Homer’s artistry in his perception of light and vision —a
poet whom tradition persistently wanted to be blind— as well as his
manifestation as a master of structuring, creating visual imagery.$

1. See Commentary, 115 (on Od. 11.618-9): ‘Heracles means that Odysseus
surely has to bear a burden of fate not unlike the one he endured in his mortal life’.

2. For the compromise by Homer of the two beliefs which want Herakles at
the same time present among the gods (deification) but his eidwdor among those
who had undergone a physical death, as well as for the supposition that the poet’s
idea of Odysseus’ visiting the Underworld originated from Herakles’ catabasis to
Hades, see A Commentury on Homer’s Odyssey, vol. ii, 114 (on 11.601-27) where
a very interesting discussion. M.L. West, The Hesiodic Catalogue of Women,
Oxford 1985, 134, assigns this conception of Herakles’ phantom in the Odyssey, to
an interpolator which is the view of some ancient scholars too.

8. Cf. J. Griffin, Homer on Life and Death, 162: *“The gods are at home in the
radiant brightness of Olympus, the dead in eternal darkness; men live between
them in a world in which light and dark succeed each other’; ¢f. Chr. Sourvinou-
Inwood, art. cit., 21.

4, See Il. 8.485-6: & O &nsd® 'Queav®d Aaumgdy pdos nelloto, | EAxov vixta uédai-
vav énl Leldwgor dgovpav. Cf. Kirk, Commentary, vol. ii, 335 {on 8. 485-6): “Sunset
eases the transition from Olympos back to affairs on earth.” Sunset can also be
hastened or delayed, according to the divine will, as it happens at [l. 18.239-42:
Hera intervenes and sends Helios to set (to the Ocean), despite his will as it is not
yet time to leave; therefore, the Achacans nadoarro modduoio, ‘ceased war'. Sunset
scems here to function as a medium for defining the very complex situation (the
passionate atmosphere) created by Achilles’ threatening reappearance into battle,
the rescuing of Patroklos’ body, the grief of Achilles and the other Greeks, the
dismay of the Trojans: seo M. W. Edwards, The lliad: A Commentary, vol. v:
books 17-20, Cambridge 1991, 174 {. (on 18.239-42).
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Adyn fediov can also be scorching for the fighting Trojans and
the Achaeans as it happens at Iliad 17.370-2: oi & dilot Todes xai
gimvijudes CAyaiol [ edxnlor moAéuiCoy Y’ ailéor, mémraro & adyi [ pe-
Alov d&eia ..., where ofeia means strong; the phrase refers to the strong
sunlight, the heat of the sun.? Or it can simply dry the clothes that
Nausikaa and the other women have washed at Odyssey 6.97-8, while
they are dining and playing on the banks of the river. Here, 7edioio

. adyfj is the warmth of the sun:

Oetmvoy Eneld® efdovro map’ dyOnow morapoio,
gtuata O 7edioto uévoy Teponuevar adyid.

adrap énel olvov vdpgley duwal te xai adry,
ogaipn Tal ¥y doa mailov, dnd xpijdeuva Parodoar
tfjor 0¢ Navowxda AevxdAevos doyeto uolmijs.

(Od. 6.97-101)2

Our final example referring to adydg 7edlowo is Od. 2.181. It refers to
the swarms of birds that come and go (i.e. fly) under the light of sun
but they are not all &valoiuor, ‘fateful’.

1. See Edwards, Commentary, 98 (on 17.370-7): ‘wdy® is not elsewhere given
an epithet; 6Eeta (372) is not otherwise used of light and must be given the bright
metaphorical sense ‘piercing’, in sharp contrast to the mist ...".

2. Nausikaa’s excursion to the river and her encounter with Odysseus is one
of the most beautiful scenes of the epic, composed with extraordinary skill and
subtlety, a hymn to maidenly modesty and decorum, but also to the female beauty
perfectly combined here with discretion and nobility of character. Moreover, it is
an admirable presentation of the beauty and the significance (this mainly applies
to lines 97-101) that any everyday activity could acquire, the elevation of ordinary
everyday activities to a level of distinctive elegance, of intellectual and moral uplift.
See A. Heubeck, Stephanie West, J. B. Hainsworth, 4 Commentary on Homer's
Odyssey, Oxford 1988, 298 ff. See also Griffin, Homer on Life and Death, 57 ff.,
who encounters this scene among those that pose questions of characterization in
the Homeric poems and ‘are not simple records of events’, but they help us to
read psychological approaches by the poet along with the course of the events.
See also D.N. Maronitis, Papwédla {: « Odvocéws xai Navoixds dulrlan: Metdppuoy
~ emuaeydpeve, Abive 1991, 39-44, for an cvaluation of the story of the sixth book
of the Odyssey and its central figures, Odysseus and Nausikaa; their meeting
scene is compared to that of Hektor and Andromache in the Iliad for similarities
and differences; see esp. 44: ‘The poet enjoys presenting his art in narrative; the
audience relishes and admires him. And all these happen within a poetry whose
conventions forbid the epic poet to reveal even his name’ (my transl.).



102 S. Constantinidou

But when the sun sets and darkness covers the earth, then #-
eAloo adyal are substituted by the light of torches which raises up as
high as to be visible by the neighbours for coming and rescuing the
people that are besieged by enemies in the castle of their island (at 1.
18.210 {f.); such a light comes from the fire that Athena lit on the
golden cloud with which she had crowned the head of Achilles, as he
was rushing for rescuing Patroklos’ body and preventing its sacrilege
by the Trojans (Il. 18. 203-14). This is a beautiful simile and a very
powerful scene as we imagine Achilles advancing and a firelight rai-
sing up his head. In the whole passage there is a profound emphasis
on terms related to light and glare, an atmosphere of flash fire and
light in general, which is created by the golden cloud and the fire
flames (dugi 6¢ of xeqalfj vépos Eorepe dia Oedwy | yobocov, éx & adrod
daie @Adya mauparéwoav: 18.205-6), the lighting torches (mvoool ve
pAeyélovow émijtouot, tydae & adyn yiyverar ...: 211-2) and the men-
tion of oélac in line 214 (&g &’ AytArijos zepaliic oélag aifée’ ixave).
As M.W. Edwards' has pointed out the comparison in this simile is
‘between the fire flaming from Akhilleus’ head and that from the
walls of the besieged city’. Athena’s role is pre-eminent in the above
scene as she is the goddess who reinforces the fire on Achilles’ head
so as to appear more terrible and indispensable (lines 225-7: ..., &
nel [dov dxduarov mdo [ dewdv dméo  xepalilc  peyabipov  IlmAeiwvos [
datduevor. 10 8¢ daie Osa yAavxdmis *ABijvny). Thus the great Homeric
hero appears terrifying and ferocious like the glare of the fire that
springs up (lines 221-9). And Athena honours him by crowning him
with a golden flaming cloud —as a halo! This is a divine scenel?

1. Commentary, 170 (on 18.207-14). See on this simile C. Moulton, Similes
in the Homeric poems, Hypomnemata 49, Gottingen 1977, 106-8. For Achilles as
a heroic model /jexample see G. Nagy, The Best of the Achaeans, Baltimore 1979,
(passim), esp. viii-ix (Forward), 847; K.C. King, Achilles. Paradigms of the War
Hero from Homer to the Middle Ages, Berkeley, Los Angeles 1987.

2. In this sublime sccne of the glorification of Achilles (18.203 ff.) there are
the typical elements of the ‘arming’ of a warrior (dugi 0' 'AOfrn [ duos Ipbluoio
pdA’ alylda Ovovavdeooay, | dupl 0¢ of xepaljj vépos Eotepe dia Ocdww [ yobosov, éx &
avroi daic @Adya maupavéwoar: 203-6) which, however, are elaborated into a super-
natural scene cqual to divine epiphanies. Thus a type-scene of the ‘arming of a
warrior’ is masterly adapted, or rather incorporated into the following simile and
both are unfolded in the course of narrative suggesting with specific details (like
the fire-imagery,- Achilles’ war-cry, the besieged city) future events and particu-
larly the foreshadowing end of Troy: see Edwards, Commentary on the above
passage and Introduction, 11 If., for type-scenes and relevant bibliography.
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In the previous passage it is obvious that the image of Achilles
is a divine invention and creation, the result of divine intervention.
Elsewhere in the [Iliad (22.134 f.) Achilles’ appearance like Ares
(loog ’Evvalrio, xopvldixt mtoleutorsj: line 132), wearing his armour,
gives the impression of blazing fire or raising sun: thus bronze armour
which covered him was shining (dugi 06 yalxog éldunero eixelog aid-
vii | 1) mopos aiboudvov 9 ferlov amdvrog: 22.134-5)' and terrified He-
ktor as he caught sight of him (136-7). This scene concerns Achilles’
great manifestation, the prelude to his most heroic act, to the most
important phase of his aristeia: the killing of Hektor and the
achievement of xAéos dgbiroy (cf. Il. 9.412-6) since his own death
was henceforth prescribed: «téOvale xfjoa & éyw tdre ééouar, dm-
note xev 01 [ Zedg 80€An reréoar %0 dbdvaroe Ogol GAow» (Il 22.365-
6).2 Bronze shining like fire, and moreover in association with the

1. This is obviously a formulaic expression with a bit of unreality as the fire-
light cannot be similar to the light of sunrise; the latter is milder, subdued. Adyy
referring to real firelight is found at Il. 9.206, in the expression év mvpds adyjj, where
Patroklos is engaged with the lighting of a fire and the roasting of the meat for a
sacrificial meal. In another passage in the Odyssey (6.305) Arete is sitting in the
megaron, the main room of the Homeric house, ‘by the fireplace and by the
firelight, spinning wool, a marvel to see’ (¥j 8" 7jotar én’ éaydoy év mrods adyfj, [HAdxara
otpwpdd dAmbopupa, Batua idéelar). Similarly, at Od. 23.89 Penelope sits opposite
Odysseus, by the firelight (&ler’ énerr’ *Odvaijos évavrin, dv mvpds adyii[ Tolyov tod
érépov); here, however, &v nvpdg adyj means rather in the glow of the fire since Pe-
nelope’s place is by the other wall according to line 90 (rolyov roi érépov). For the
Homeric house with its generic and its specific ‘architectural’ sense, its Semantics
and its poetic function in the epic, see O Ounpixds olxoc. Ané ta Ipaxting Tov B’
Zuvedptov v v O8boceiax (11-14 Zemv. 1987), Ithaké 1990 (Kévroo Odvoostaxdy
Znovddw).

2. Achilles is one of the Homeric characters that foreshadowing death is es-
pecially confined to, from the beginning of the Iliad right to the end, through his
own words but also through the words of others: - 1.417-8, 505-6; 19.412-6; 22.
358-60 etc. An increasing intensity in the foreshadowing of his death is found in
book 18, as the death of Patroklos brings an end to Achilles’ withdrawal from war
and marks his determination to take vengeance despite the fact that such an act
would mean his end too; his approaching fate of death is often reminded from now
on and reaches its climax at Hektor’s death when the count-down has already be-
gan (Il. 22.358-66); see Edwards, Commentary, 139-40, 157-63 (on 18.89-126)
and esp. Introduction, 8: ‘Akhilleus’ death does not take place in the /., but
throughout the poem, with increasing intensity, we share his knowledge that it is
imminent, and we admire his resolution in facing it.” On Achilles’ fate chainly
bound to that of Patroklos and Hektor (since Patroklos is dead so must be Hektor;
therefore, Achilles must die too) as well as for his alternative (long life or eternal
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same hero, Achilles, recurs earlier at I1. 18.610 (vei& doa oi Odon=a ga-
ewdtegov mupds adyfic) and refers to the making of the hero’s armour
by Hephaestos. Thus, the glaring appearance of Achilles created by
the flash of bronze armour in the first passage may also allude to the
divine origin of its craftsmanship, to the work of Hephaestos himself.
Edwards! has pointed out the symholic meaning that this bronze
armour acquires —both in its making and the depicting of scenes as
well as in its use— in view of Achilles’ forthcoming death.

Aty may also be assigned to starlight. In a very beautiful sim-
ile in the beginning of book 22 (lines 25 ff.), Achilles is compared to
"Qpiwv whose shining distinguishes it among many stars (... doitniot
0¢ ol adyul | gaivovrar modloiot per’ dotodot vuxtds duodyd) but is a
bad omen for the mortals when it appears; thus the hero’s armour
was shining as he was running in the Trojan plain, a bad sign for
Priam who saw him first and started lament for his son Hektor (Il
22.25-35): i

Tov & 0 véowv Ilplauos modrog idev Spbaluoio,
nappaivovd d¢ T dotép’ énecoduevov medloto,
8¢ ga T dndong elow, doilnlot §€ ol adyal
gaivovrar solloiot uetr’ Gorodor vuxTds duoly®d:
v e %V *Qpiwwos énixdnow xaléovor.
Aaunodrarog uév 8§ vy’ dotl, xaxov 0¢é te ofjua Térvxrws,
xal te gépet moAAdv muvperov detdoiot Ppotoicwy
dDs Tot yalxos Elaune meol omjfecor Géovrog.
duwter & ¢ yéowy, xepatiy & 8 ye xdyparo yeooily
dypdo® dvacydusvos, uéya & oludlag Eyeydve
Mloaduevos  glhov vidyv: ...
In a similar context at Il. 13.244 the glare of Idomeneus’ bronze
armour, as he is running, is paralleled to that of lightning (cf. 11.83:

glory?)—but also predetermined— choice, see J.M. Redfield, Nature and Culture in
the Iliad: The Tragedy of Hector, Chicago 1975, 18 ff., 28-9, 34, 93, 134; cf. R.
Garland, The Greek sway of death, op. cit., 19-20, for the Homeric belief to men'’s
pre-ordained fate though not to an unaltered consistency on the time of its
fulfilment, as divine and human action could precipitate or delay it.

1. Commentary, 8: ‘Akhilleus’ doom is foreshadowed almost exclusively in
his own words and those of others ... In a similarly allusive way, the divinely
made armour worn by Patroklo§, Hektor, and Akhilleus himself also foreshadows
his doath, as we realize that its power will not protect him any more than it has
the others ...".
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yaAxoG e otegomiy). And in a very vivid simile in the second book of
the Iliad, the bronze armour of the Achaean warriors proceeding to
combat glare like the fire which raises from a burning wood (2.455 {f.):

*Hite adp &idnlov émipléyer domerov Ghny
olipeog &v xopugfic, éxaley 06 te @aivetrar adyr,
d¢ Tav Epyouévawv dnd yarxod Oeomeaioto
alyrn maugavdwoa O aifidpoc odpavov Ixe.

The gleaming of bronze armour may, however, also have a blind-
ing effect on spectators as it happens at Iliad 13.339-42, where it
strikes the eyes blind (... oge & ducodey [ adyr) yalxein xopvbawv dmo
Aapmopevdwy | Owonxwy Te veoourixtwy coxéwy te gaswdv)l A quite
different effect has bronze at Il. 19.362-3 (aiyAny & odpavov Ixe, yélao-
oe 0¢ maca megl 0w | yalxo® ¥mo otepomijs). Here, the shining metal
makes the earth laugh, probably taking pleasure from the spectacle
of the flashing armour (i.e. helmets, shields, cuirasses, spears, march-
ing out of the ships in a metaphorical presentation of the warriors:
19.359-61; cf. Il. 2.458); a similar pleasure that the earth may take
looking at the fast falling snow mentioned in the beginning of the
above simile in line 357 f.: d¢ & 67e Tappeal vipddes Adios éxmoréovrar |
... @¢ tote Tappeal xdpvles laumoov yavdwoar | vnév éxpogéovro xal
donides oupardesoar (357, 359-60). In this simile, however, the
comparison is mainly focused on the fast falling, the thickness of the
snowflakes compared to the movements of the warriors, and to a
secondary degree on the glare of snow and bronze. This is furthermore
confirmed by the repetition of the epithet zapperal which gives em-
phasis on what is mainly intended by this comparison. As a whole
this passage is full of terms associated with an idea of brightness.?

In epic thought then, bronze seems to possess a vital power
through its vision and sound, but mainly through the first. Such an
attribute is more obvious in the Iliad, where the defensive and attack-
ing .power of the warriors is strengthened by the influence (both

1. See R. Janko, Commentary, 90 (on 13.339-44): ‘... Here, in a bold image,
the bronze’s eye glares so brightly, that it blinds the onlooker, as the sun’s eye
can.’ Note here especially the clashing between the rays of light coming from bronze
and those coming from eyes, namely of light and vision.

2. See Edwards, Commentary, 276-7 (on 19.356-64). On similes see also ibid.,
Introduction, 24-41, where also a selected bibliography, and esp. 25-6 for the var-
iety of the forms that the similes of ‘the common idea «like a flame» can appear’,
as well as the ‘succession of short comparisons of different form’ for illustrating
‘the glare of Akhilleus’ armour’.
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psychological and physical) that the radiance (‘the flashing bronze’:
vopona yalzdv: Il. 2.578) has on enemies as the examples above have
shown.! This power of bronze is manifested by visual and auditory
imagery in Homer (/I. 2. 457-8; 12.338-40) and is in some cases
reinforced by the participation of nature in a metaphorical sense:
for example shining bronze can make the earth rejoice or gives the
impression of lightning (oreponai), while the sound of bronze can be
similar to that of thunder? (apart from the examples already men-
tioned cf. also: Il. 13.800-1: d¢ Todes ... yalxd upaouaioovres du’ 1jyeud-
vegow Exovro; 14.11: [adnog] yakués maugaivoy; Od. 4.72: yalxot e ote-
ponny xad dduara fyjevra). And according to the previous discussion
atyn yalxzely, the gleaming of bronze, is compared to the light of fire,
to the flashing of lightning, and probably to the ‘white glare of snow’,
etc.

Consequently, in the world of terms that build up Homer’s vis-
ual perceptions, ady7 is mainly used to denote the concept of light
(in some cases in relation or rather in contrast to darkness). Elsewhere
in the epic the word is found in another semantic development, in the
contrasting schema of life conceived within light and death within
darkness. The word was probably originally applied to the sunlight
(adyas 1jelioo) conceived as ‘rays’ with which the Helios could see?
and then also assigned to the light of stars, lightning, fire and metals,
especially to bronze. It expresses a twin function: first it is understood
as the effusion of light that is received by the onlooker (as in most
cases) and secondly as the light radiated by a shining, glittering
object, e.g. a metal. In general the idea of brightness predominates
in the context where this word is found —sometimes within a simile—
and imposes on the audience’s imagination images full of light, equal
to a profound and creative poet.

1. J.-P. Vernant, Myth and thought among the Greeks, London 1983, 13; see
also 8. Constantinidou, ‘The importance of bronze in early Greek religion’, dwdd-
vy 21.2 (1992), 159 f.

2. Edwards, Commentary, 277 (on 19.362-3): ‘'As the Greeks go to battle
with Akhilleus leading them, their armour flashes like lightning; the earth thun-
ders beneath their marching feet. The same combination of light and sound,
lightning and thuder is worked out more fully in two juxtaposed similes when the
troops advance at the end of the Greek catalogue (2.780-5)." On the metaphorical
uses of bronze (as ydixeos Uarvos ‘death-sleep’ of a warrior, ydAxsos “Aegnc ‘brazen
Aros’, xdAxeov irop ‘bronze heart’ (of the warriors), ydixsoc odpavds ‘brazen sky’
etc.) see ibid.,, 104, 172, 260.

8. See Janko, Commentary, 148.
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However, adyai are above all the ‘rays’, the ‘eyes’, of Sun
whence all light comes: “The Sun, the greatest eye in the cosmos, sees
all ...”.! But to be able to see its light one has to belong to the World
of the Living.2.

1. Ibid., 206 (with Janko’s reference to N.J. Richardson’s (The Homeric Hymn
to Demeter, Oxford 1974) commentary on HyDem 24-6. Cf. Il. 8.276 {f.: «Zei nd-
1ep, “Ionbev pedéwy, nidiote péyove, L HéMbs &, 5 ndve’ dpopiic xal ndvt’ émaxoders, ..t
Here, Helios is among those who shall guarantee the keeping of the oath sworn
by the Achaeans and the Trojans before the duel between Paris and Menelaos.

2. Od. 11.498 (ob ydp dydw énagwyds On’ atyas ferlow); 15.349 f. (7 mov
{dovow 9a° adydg 7elloto, [ 7] 7i6n tebvdo xal elv *Atdao Sduoio).



