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“DREAM SCENES” IN HOMER,
A STUDY IN VARIATION*

JAMES F. MORRIS
College of Charleston

There are seven passages in Homer in which a supernatural figure visits a
mortal who has retired for the evening.! These scenes share a common
structure and components:2 it is night and people retire; the visitant arrives,
stands above the person, speaks, and departs; the person reacts; then dawn
arises. There are two more regular details, a description of the person and
the likeness of the visitant, but their placement varies. These two details,
along with certain aspects of the standing motif in Od. 6 and 15, have given
rise to criticism. W. Arend sees no pattern in the handling of the likeness
and finds descriptions lacking in four scenes.? D. Gunn treats the descrip-
tion of the visited person in terms too general to account for the poet’s
precise variation of it, and he criticizes the variable handling of the likeness

* This article is an expanded version of a paper read at the APA Annual Meeting in New
Orleans in 1980. I wish to express my gratitude to Dr. Bernard Fenik of the University of
Cincinnati for-his helpful criticism of an earlier draft of this study and for his guidance when
I first dealt with this topic in a doctoral dissertation directed by him in 1978. I wish also to
thank the two anonymous readers whose criticisms improved my analyses at important
points.

! In the Odyssey the scenes are Athena’s visits: to Penelope in the guise of Iphthime
calming her worry about Telemachus’ fate (4.786-5.2); to Nausicaa disguised as the
daughter of Dymas instructing her to go to the shore to wash clothes in preparation for
her wedding (5.481-6.48); to Telemachus at Sparta urging him to return home (14.518-
15.56); and to Odysseus comforting him as he worries how he can destroy the suitors alone
(19.600-20.91). In the Iliad they are the visits: of the dream sent by Zeus to Agamemnon
bidding him to arm his men and to take Troy (1.605-2.48); of Patroclus’ spirit to Achilles
demanding that he perform his funeral as quickly as possible (23.58-110); and of Hermes
to Priam urging him to leave the Greek camp (24.673-95). The sources for Greek quota-
tions aré T. W. Allen, Iliad and Odyssey (Oxford 1920 and 1917-19). The structure of
each scene is outlined in the appendix. In the discussion to follow I refer to each scene by
its book number only. Generally, when discussing structure, I refer to the various elements
only by name. The reader may refer to the appendix for specific line numbers.

2 For a bibliographical guide to structural analyses of type-scenes in Homer, see Mark W.
Edwards, “The Structure of Homeric Catalogues,” TAPA 110 (1980) 81, note 1.

3 Die typischen Scenen bei Homer (Berlin 1933) 61-63 and 56, note 2. This work is
hereafter referred to as Scenen.
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- element.* He considers the scene in Od. 6 to be clumsy, and he discovers
formal irregularities in Od. 15, including a variation in the standing motif.
Arend also notes this variation and attributes it to certain formal constraints
which, he thinks, influenced the poet.

My purpose in this study is to show that Homer’s variation of the
description, likeness, and standing elements in these scenes is typologically
consistent and meaningful in its context. I begin by reexamining Arend’s
and Gunn’s analyses of the general form of the “dream scene.” I argue that
there are two regular patterns in the placement of the description and like-
ness elements and that one is formally associated with scenes which contain
monologues and the other with scenes which contain dialogues. After revis-
ing the typology of the scenes in this way, I reconsider Arend’s and Gunn’s
analyses of specific details in Od. 6, 20, and 15. My aim here is to establish
the formal significance of these details and then to examine what literary
effects they achieve.

Arend’s demonstration that the “dream scene” is a variant of the
“arrival” theme is fundamental to any analysis. It serves, therefore, as the
starting point of our investigation. His “arrival” consists of the following
structure:®

1. setting out (37 etc.)

2. arriving (ikavev); 1 and 2 may be merged into one expression of

movement

3. finding (eDpe) the person sought sitting, standing, or busy with

something
3a. mention of the people in the company of the one visited (au¢t)

4. standing near (wapioraro)

5. speaking
According to Arend, Homer creates a “dream scene” out of an “arrival”
as follows: first, he adds the motifs “night” and “sleep” and places them
before the visitant’s setting out and arrival (1 and 2). Second, he de-
scribes the person sought only as sleeping (3). Third, he has the visitant
stand above the person’s head (o7 3’ &p’ Omép kepalis) instead of
standing near (4). Finally, after (5), he describes the person’s reaction
and the visitant’s departure.® Although Arend correctly established the

4 “Thematic Composition and Homeric Authorship,” HSCP 75 (1971) 15-17. This work
is hereafter referred to as “Thematic Composition.”

5 Scenen 28. For his commentary on “simple arrival,” “visit,” and “message” scenes see
28-61. For the “dream” see 61-63.

6 Arend (Scenen 99-105) analyzes “sleep scenes” and attributes three elements to them:
night, sleep, and dawn. Our scenes may be considered “sleep scenes” whose sleep elements
have been elaborated by the arrival of a supernatural visitant. In the structural outlines in the
appendix, therefore, I have listed dawn as the final element. Note, however, that in Od. 6
Nausicaa’s reaction follows dawn. This makes the Olympus scene (42-46) which elaborates
Athena’s departure more conspicuous. Comment on the Olympus scene’s structural and
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basic lines of formal kinship between the “dream” and “arrival,” his
structural analysis suffers from three weaknesses. First, he is wrong when
he insists that the visited person must be asleep. Second, although he
recognizes the likeness element in all arrivals, he fails to see its regular
placement.” Third, he does not observe how in some “dream scenes” the
poet varies the third element of the “arrival” theme by placing it early
in the scene. This last problem is taken up now, the others later after
certain aspects of Gunn’s analyses are examined.

Arend identifies the third element only in Od. 6 and 15 and Il. 2. In
the others he simply says that it is lacking. This element consists of two
items, a verb of finding and a description of the person sought.8 In Od.
15 and Il. 2 the visitant finds the visited person sleeping:

ebpe d¢ Tyhéuayov kai Néaropos dyrady viov
eBdovr’ v mpodouw Meverdov kvdahipowo, (Od. 15.4-5)

B8 &p’ én” > Arpeldnw * Ayapéuvova: Tov 3¢ kixavev
etdovt’ &v khialy, mept 8 auPpdaios kéxvl’ Vmvos. (Il. 2.18-19)

In Od. 6 Homer omits the detail of finding and merely describes the
visited person as sleeping when the visitant arrives:

P71 8 inev & Barapor morvdaidalov, G évt kovpn
~ 3

xouudr” dbavarnot pviy kal €idos ouoln,
Navaikda, Gvydrnp peyaiiropos * Alkwdoto,

\ \ /Y 9 ! ! b4 ! b
map d€ 3V’ aupimodor, Xapirwy amwo kaAdos €xovoat,
orabuotiv éxareple 0vpar 3’ éméxewro paewal.
(4 2 ! i3 \ 2 ’ ! U
1 3° avéuov @s myvowy éméoavro déuvia kovprs. . . . (15-20)

In the other four scenes he varies the “arrival” pattern by omitting the
finding verb as he did in Od. 6 and by describing the person to be visited
before the arrival of the visitant. In Od. 4 Penelope falls asleep pondering
her son’s fate, and the phantom comes to her; in Il. 23 Achilles falls asleep
on the shore groaning, and Patroclus’ shade visits him; in Il. 24 Priam is
sleeping when Hermes appears; and in Od. 20 Odysseus is in bed restlessly
pondering how he can destroy the suitors, and Athena arrives.® The poet,

thematic significance appears below in the discussion of Gunn’s analysis of Od. 6. Also for
Nausicaa to be up and active before dawn would complicate her effort to conceal her per-
sonal interest in washing the clothes (cf. 57ff.).

7 Regarding sleep he writes (Scenen 63), “Der Sinn der Traumszene verlangt, dass der
Traum den Menschen schlafend antrifft . . . ,” and in his discussion of “message scenes,”
in which the messenger is a god in disguise, he says (56, note 2), “Die Beschreibung der
menschlichen Gestalt des Gottes hat keinen festen Platz im Schema. . . .”

8 For examples of Arend’s third element in “arrival scenes” see Il. 2.169-70, 10.150-51,
18.4-5, and 11.771-72; in “visit scenes” see Il. 9.186-87 and 18.372-73; and in “message
scenes” see Il. 1.329-30, 3.125-26, and 11.197-98.

9 Note that in Od. 4 Penelope is the only person to retire, but elsewhere people other
than the one visited have retired and are already asleep when the visitant arrives. These
other people are: Penelope (Od. 20), the other Greeks (Il. 23), Odysseus (Od. 6), Odysseus
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therefore, does describe the visited person in each scene; however, he does
this before the visitant’s arrival in some scenes and after it in others. The
usefulness of this variation is explained later.

We now turn to Gunn’s typological analyses. He describes the scenes
in a more general way and finds in them

a common structure of elements which fit easily into the natural shape
of the scene: the person to be visited lies pondering or sleeping, or in
some case(s) has gone through both states; the visitant draws near in the
likeness of someone known to the visited and stands above the latter’s
head; the visitant speaks and departs, whereupon the other usually
awakens or springs up, if asleep, or goes to sleep if awake.!?

Gunn advances our understanding of the “dream scene” in two ways. He
accurately observes that the visited person may be asleep, awake, or go
through both states, and his title, “supernatural visitant,” expresses more
precisely the theme of these scenes than does Arend’s “dream scene” with
its emphasis on sleep.!! His treatment of the description and likeness ele-
ments, however, is inadequate. In the summary quoted above he only
grants formal significance to descriptions which precede the visitant’s
arrival'? and to the likeness when it precedes the standing element. He
considers the scenes which deviate from this pattern to be exceptional.
Gunn does not comment more on the description of the person

visited, but evaluates in detail the likeness. First, he approves of Od. 4
and 20 and Il. 23 where the likeness precedes the standing element on
the grounds that this arrangement allows the visitant’s speech to follow
naturally from the last half of a whole-line formula of standing and
speaking.!3 Second, of the two scenes where likeness follows standing he
judges Il. 2 to be unusual but acceptable:

oT 8 dp’ vmep kepalils NyArjiw vit éowws,

Néoropt, Tov pa paliora yepdvrwy 10" * Ayauéuvwr:

T® i etodpevos mpooedwvee Oetos "Overpos . . . (20-22)

Here the poet replaces the speaking in the last half of the whole-line for-
mula with likeness (20) and then proceeds to the speech with a line of
likeness and speaking (22). But Gunn finds problems with Od. 6:

and Eumaeus (Od. 15), all gods and men (Il. 2), and the herald, Priam, Achilles and
Briseis, and all other gods and men (Il. 24). For line references see the night and retiring
element in the appendix.

10 “Thematic Composition” 15.

'l The essential fact is not that the person visited is asleep as the title “dream scene” implies,
but that it is night and the person is in bed when the visitant arrives. Nevertheless, through-
out this paper I have found it convenient to use Arend’s terminology instead of Gunn’s.

12 In contrast, Arend with the third element in his typology (finding the person sleeping)
accounts only for descriptions which follow arrival.

13 0d. 4.803 = 6.21 = 20.32 = II. 23.68 = 24.682:

or) 3 dp’ Vmep kepalijs kail piw mpos uobov Eeve.
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T} 8 dp’ vmep kepalils, kal pw wpos uvbov EeLmev,
eldouévn kovpy vavaiketrolo Avuavros,

7 o bunhikin pev énp, kexapioro de Bvud.

T pw éeTapévn mpoaédn yravkdms T Abjvy: . . . (21-24)

Unlike in Il. 2, the whole-line formula (21) remains intact so that the
likeness is delayed till the next line. This arrangement necessitates a
summing-up line of likeness and speaking (24), which, in Gunn’s judg-
ment, renders the speaking half of the whole-line formula a “clumsy
redundancy.” He proposes that the conservative force of the whole-line
formula prevented this passage from following the more acceptable pat-
tern of Il. 2. Third, of the two scenes where the likeness is omitted, he
correctly sees no difficulty in Il. 24. Since Hermes has already met Priam
in disguise (347-48) and has revealed his identity (461), his earlier form
may be assumed for his reappearance in this scene (682). With Od. 15,
however, Gunn again sees trouble. The omission of the likeness in combi-
nation with a change in the standing half of the whole-line formula to
dyxod & iorauévn (9) leads him to conclude that the middle of this
scene is typologically irregular.

Gunn’s analysis fails because it misses the structural significance of
repetition in Od. 6 and the finer typology in the distribution of the like-
ness and description. This typology is observable in the structural out-
lines in the appendix. Note that all but two of the scenes under study, II.
24 and Od. 15, have both a description and likeness, and when both
these occur, the description always comes first. There are two patterns:
When the description of the person precedes the visitant’s arrival, the
visitant’s likeness precedes its standing (Od. 4 and 20 and Il. 23). When,
however, description follows arrival, the likeness follows standing (Od. 6
and Il. 2). Furthermore, these patterns are associated formally with the
speaking elements, which are also of two kinds: monologues and dia-
logues. The scenes with description and likeness in the earlier position
contain dialogues whereas those with them in the later position contain
monologues.'* Thus, despite their fixed sequence!® of night, arriving,
standing, speaking, departing, reaction and dawn, these scenes subdivide

14 J]. 24 also contains a monologue but is a special case. Hermes guides Priam into and
out of the Greek camp and appears to him as a visitant as well. Several unusual features
result from this. First, Hermes’ arrival and likeness are omitted (see, however, 346-48).
Second, Priam is described among the people who retire at the beginning of the scene,
not after them. Last, the visitant’s departure is delayed. Although Hermes presumably
goes to the stables (cf. 690-91) after he visits Priam, there is no mention of it. After the
party safely reaches the Xanthus river, Hermes departs for Olympus (694).

15 On the matter of fixity in the positioning of elements in a type-scene see B. Fenik,
Typical Battle Scenes in the Iliad (Wiesbaden 1968) 5, 26, 92, and 229; Gunn, “Thematic
Composition” 30; Mark W. Edwards, “Type-scenes and Homeric Hospitality,” TAPA 105
(1975) 71; and ]J. B. Hainsworth, “Joining Battle in Homer,” G&R 13 (1966) 160 and 163.
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into two groups, each one with a different but regular complementary
pattern. As for Gunn’s strictures against the placement of the likeness
after the standing element, this arrangement is neither unusual nor
exceptional;!® it is typical of scenes with monologues.

These sub-patterns are not fortuitous; rather, they are well adapted
to their narrative contexts. In monologue scenes, when the visitant first
arrives, the person sought is asleep and, with the exception of Priam in
Il. 24, has not appeared in the previous episodes. For example, Athena’s
visit to Nausicaa in Od. 6 is preceded by Odysseus” arrival on the shore
of Scherie; her visit to Telemachus in Od. 15 is preceded by Odysseus’
long evening conversation with Eumaeus; and the baneful dream’s visit
to Agamemnon in Il. 2 is preceded by the quarrel between Zeus and
Hera. Thus, the visitant comes into an inactive situation, but more im-
portantly it comes with a purpose in mind and issues instructions
designed to achieve it. In Od. 6 Athena’s aim is to contrive Odysseus’
return (véorov *Odvaoi)i peyairopt unridwaa, 14). Nausicaa’s faithful
adherence to her instructions advances Odysseus’ homecoming. In Od.
15 Athena’s purpose is to remind Telemachus of his return and to hasten
him on his way (véorov dmouvijgovaa kai érpvréovoa véesbar, 3). His
immediate response to her instructions brings him safely and quickly
home. In Il. 2 the dream is carrying out Zeus” plan to honor Achilles and
destroy many Greeks:

GAN’ § ye pepuiipule kata ppéva ds * Axija

Tipjoy, dAéoy de modéas ém vnuoly * Axaidv. (3-4)
Agamemnon’s enthusiastic acceptance of its advice sets Zeus’ plan in
motion. Finally, in Il. 24 Hermes appears to Priam because of concern
for his safety:

Sppatvort’ ava Qupuov Smws Tplapor Bacirja
vn®v ékméuyrete Aabov lepovs muAawpods. (680-81)

Following Hermes’ orders, Priam quickly leaves the Greek camp at
night and returns safely to Troy with Hector’s body. Here Arend’s “ar-
rival” typology is perfect: It is night, people have retired, the visitant
arrives, finds the person asleep, stands above his head, speaks, departs,
and the visited person reacts by immediately following the visitant’s
instructions.

As mentioned above (note 9), other people are already asleep when the
visitant comes to the person sought. Homer uses this detail to help create
significant parallels between Od. 6 and 15. Both scenes begin with Odys-
seus bedding down and going to sleep in another locality, at the shore in

16 In some “message scenes” where the messenger is a god in a disguise the likeness is
also placed after the standing element. See Il. 2.791-94, 17.584-85 and compare 3.385-89.



“Dream Scenes” in Homer 45

Scherie (5.481ff.) and in Eumaeus’ hut in Ithaca (14.518ff.). Then, by car-
rying out Athena’s instructions each person is led ultimately to a meeting
with Odysseus in his original location. Thus, the appearance of Odysseus in
the retiring element of Od. 15 through its formal kinship with Od. 6 subtly
prepares for his meeting and reunion with his son. Furthermore, Athena’s
common purpose in visiting both Nausicaa and Telemachus echoes an
important thematic link between Telemachus and his father. They both
have a nostos and accomplish it under Athena’s divine patronage.!”

In dialogue scenes instead of coming to instruct an inactive person to
do something, the visitant comes and addresses concerns which the person
has and which have been developed in the preceding episodes. In Od. 4
and 20 Athena comforts Penelope and Odysseus. Penelope earlier in the
day has learned of the suitors’ plot against her son (4.675ff.), and so when
she retires that evening she falls asleep worrying about his safety (788-94).
The visitant arrives, speaks to her concerns, and she wakes up comforted.
Odysseus has spent the day in the palace experiencing first-hand the
suitors’ insolence. After his interview with Penelope in which the bow con-
test is set he retires and unable to sleep worries how he can destroy the
suitors. Athena arrives, reassures him, and so he goes to sleep freed from his
worry. In Il. 23 the visitant addresses Achilles’ concern, but instead of
relieving it, he intensifies it. After dragging Hector’s body into the Greek
camp, Achilles tells how he has fulfilled his vow to avenge Patroclus’ death.
Then he meets with Agamemnon to arrange Patroclus’ funeral for the next
morning (43-53). When Achilles retires, he lies on the shore groaning
deeply until he falls asleep. Patroclus’ shade comes and demands immedi-
ate burial. Achilles wakes up startled and sorrowful and proceeds with the
funeral. In these scenes the description of the person actually causes the
arrival of the visitant and introduces details out of which the dialogue
grows. For the continuity of action here Arend’s third “arrival” element
(description after arrival) would be otiose, and so Homer has moved it
forward to a dramatically useful position.

The different narrative qualities of the two groups are summarized
as follows. Dialogues occur as an episode within a narrative sequence
which is in progress, viz. the reactions of the suitors and Penelope to
Telemachus’ journey to the Peloponnesus (Od. 4); the interview between
Penelope and the beggar, setting up the bow contest and the destruction
of the suitors (Od. 20); and the preparation for Patroclus’ funeral (I1. 23).
The visited characters are already in the audience’s mind, and when
they retire their emotions are vividly depicted. The visitant comes in
response to these descriptions and calms the emotions or intensifies them.
On the other hand, in the monologue scenes the visitation is the initial

17 On Telemachus’ association with his father through the theme of returning avenger
see G. P. Rose, “Quest of Telemachus,” TAPA 98 (1967) 391-98.
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episode in a narrative sequence, viz. Odysseus among the Phaeacians
(Od. 6); Telemachus’ return home (Od. 15); Zeus’ beginning to fulfill his
promise to Thetis (Il. 2); and Priam’s return to Troy with Hector’s body
(Il. 24). The impelling and sustaining forces in these sequences are the
arrival of the visitant, its purpose, and the person’s faithful response.

We now return to Gunn’s and Arend’s analyses of certain details. Gunn
criticizes the whole-line formula and the doubling of likeness and speaking
at Od. 6.21-24, but he does this without regard for their function in the
scene’s structure. Beginning with Athena’s arrival the text reads:

“Qs 6 pev évla xabedde morvTAas dtos *Odvoaevs
Umve kal kapare dpnuévos: avrap Ay
6 és Pavjkov avdpdy dfuoy Te TOAW Te,
ol TP ey moTe valov év ebpuxopw Y mepely,
ayxod Kvkdwmwv, &vdpdy vmepnyopedvrowy, 5
3
ol cpeas awéakovro, Bindt ¢ Ppéprepor faav.
&vlev dvaorijoas dye Navailfoos Beoerdrjs,
* \ ! [ 9 ~ 3 !
€loev Oe Txepiy, €xas avdpdy akpnoTany,
b \ \ ~ o ! AU} ! t4
apgt de TeLX0s €Aaoae TONeL, KaL €d€ELpaTo oikovs,
Kkal ynovs woinae 0edv, kal édagoar’ dpovpas. 10
GAN’ 6 pev 1on knpt dapels “Arddade BePnket,
k) ! \ I ~ b4 ’ 3 ’
AAkwwoos 3¢ ToT’ dpxe, ey dmo pndea eidws’
~ \ b4 \ ~ \ ~ k] 4
70D pev €81 wpos dwua fea yAavkams * Abnvy,
véorov ~Odveaii peyalijropt unridwoa.
78 ipev & Bakauoy morvdaidarov, § év kovpy) 15
~ X
kot abavarpel vy kat €idos duoln,
Navowkaa, Qvydrnp peyaliropos > Akwdoto,
\ \ /7y 3 1 1 3 / b
map d€ 3V’ apdimodor, XapiTwy amwo kaAdos éxovaat,
oTafuotty ékdrepbe Ovpar 8’ émékewro pacivar.
18’ avéuov ©s mvou) éméaavro déuvia kodpys, 20
~ SN A T ~
ot} 8 dp’ vmep kepals, kal uw wpos udlov éamev,
€idouévn kovpy vavaketroto Aduavros,
7 ot opumAikin pev énp, kexaporo de vud.
T pv éagauévn mpoaédn yravkdms  Abjury
[Athena’s instructions (25-40)].
‘H pev dp’ s elmoda’ améfn yhavkdms * Abijvy
I ’ LY Nt ~. T \ LAY
OvAvpumovd’, 0. pagi Bedv €dos aodales ale
éupevar odT’ avépotot Tivdooerar olre mor” SuBpw
deverar olre xLov émmidvarar, GANG udX’ aifpy
3 )
mémTarar dvéderos, Aevkr) &’ émdédpouer alyy 45
T® év TépmovTar pdkapes feot fuara wavra.
&0’ dméBn yhavkdmis, émel dreméppade xodpy).

Repetition in this scene is finely controlled. First, lines 21-24 form a ring
with speaking and likening in chiastic arrangement.!8 Second, the dou-
bling of speaking and departing verbs at the conclusion of the instructions

18 Note that the speaking verbs are finite and the likening verbs are participles. This
strengthens both the ring and the chiasmus.
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creates a similar chiastic ring (41-47). Third, Athena’s speech as a whole
through its introductory (21 and 24) and concluding verbs of speaking (41
and 47) encloses the likeness and departure inside a still larger speech ring.
The poet creates these three rings by repeating the speaking verb four
times and placing after the first, second, and third respectively the likeness,
the instructions, and a description of Olympus. This pattern is balanced by
a similar one which occurs in the arrival element. There are four expres-
sions of arriving and each one draws Athena gradually closer to Nausicaa:
first to the city (3), next to the palace (13), then to the chamber (15), and
finally to her bed (20). The poet holds up Athena’s progress at each stage by
placing between them respectively a brief Phaeacian history (3-12),
Athena’s statement of purpose (14), and the description of Nausicaa
(15-19).19 The standing line provides a transition between the last expres-
sion of arrival and the first expression of speech (20-21). The two balanced
patterns generate a carefully controlled movement which starts in a gliding
linear direction that transforms itself efficiently into a series of flowing
rings at the whole-line standing and speaking formula (21). This formula
exercises no constraining force on the poet in this scene.20

The Phaeacian history (3-12) and the Olympus scene (42-46) do
more than interrupt the visitant’s arrival and departure and generate
structural repetition. The history with its reference to the Cyclopes
reminds us that the fantasy world has two aspects and that Odysseus is
now passing from its violent, cruel, and strange aspect into one that is
more comprehensible and favorable.2! Furthermore, its reference to the

19 On interruptions as a stylistic characteristic of Homer see B. Fenik, Studies in the
Odyssey (Wiesbaden 1974) 61ff.
20 The association of such a whole-line formula with a chiastic likeness ring is not excep-
tional. The pattern of standing, speaking, likeness, likeness, and speaking also appears in
Iris” visit to the Trojan assembly in Il. 2.790-91 and 795:
ayxod 8’ ioTauévn mpocépn modas dkéa "Ipis
eloaro d¢ Pployyny vii Mpiaporo ToAiry. . . .

T® pw dewoapévn mpoaédn modas dkéa “lpist . . .

The chiastic pattern of speaking and likeness is repeated again at Il. 17.582-85, but with-
out the whole-line formula. Also at Il. 3.386-89 likeness and speaking are doubled, but
without chaismus and with the standing element omitted.

21 See Charles P. Segal, “The Phaeacians and the Symbolism of Odysseus’ Return,” Arion
1 (1962) 33-34 and 59, note 10. He also sees the reference to their “community and city”
(3) and its wall, houses, and land division (9-10) as evidence of their fondness for society
and notes how this contrasts with loneliness and lack of human contact on Ogygia. Thus,
Odysseus” arrival among the Phaeacians is interpreted as a major step in his return to
humanity (21-22). Regarding Odysseus” and the Phaeacians’ common experience with the
Cyclopes, Edwin Dolin, “Odysseus in Phaeacia,” Grazer Beitrige 1 (1973) 278-80,
observes that the Phaeacians and the Cyclopes are both descendants of Poseidon, and
although they formerly had escaped from the Cyclopes (5-8), Odysseus’ presence now
brings them back into the contact that Nausithous had broken. Thus, when Odysseus
escapes Polyphemus’ curse through the aid of the Phaeacians, the remainder of Poseidon’s
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Phaeacians’ collectivity, reverence for the gods, and orderliness foreshad-
ows their kindly reception of him. Similarly, the description of Olympus
unshaken by wind, untouched by rain or snow, and with its clear skies
and radiant whiteness echoes the complete shelter from wind, sun, and
rain which the olive thicket provides Odysseus near the shore (5.478-81)
and also prefigures the calm and perfect safety that Odysseus finds
among the Phaeacians. In addition, security is the common theme of the
olive thicket, the Phaeacian history, and the Olympus scene. Athena is
associated with each, through her shedding sleep over Odysseus in the
thicket, her visit to the Phaeacian princess, and her return to Olympus.
The stated purpose of her involvement, Odysseus’ nostos (14), gives
special meaning to this theme for him. Athena is setting in motion his
passage from the insecurity of the world of horrific adventure to the
security of Phaeacia, and this passage will bring him home.

We return now to the problems that arise in Od. 15 when Homer
changes the typical “dream” form of standing from o714 8> &’ vmep
kegpalijs to the “arrival” form ayyod 8’ iorauévn (9) and gives Athena no
disguise. Gunn offers no solution. He simply considers the scene to be irreg-
ular and attributes this to the poet’s uncertainty in narrating the middle
section of this type-scene. Arend, on the other hand, offers a typological
explanation. First, he argues that certain formal constraints which operate
in the “arrival” and “dream” scenes account for both the variation of the
standing element and the well-known contradiction in lines 4-7:

€tpe d¢ TnAépayor kat Néoropos dyAadw vidw

€Bdovt’ év mPoddpw Meverdov kvdaliuoto,

7 7ot Nearopldny palax®d dedunuévoy Varwe:

TyAéuaxor 3 oby bmvos €xe yAvkds, &AN" évt Bvud . . .

According to Arend the difficulty in this scene begins with the poet’s
effort to achieve something unusual, viz. portraying the person visited as
awake. But, since the “dream scene” requires that the visited person be
asleep, the poet must depict Telemachus first as sleeping and, only after
doing that, describe him as awake. Moreover, his argument continues,
once the poet refers to Telemachus as awake, a new tension arises
between form and content at the standing line. Now, since the visitant is
meeting a person who is awake, the typical “dream” standing motif must
be changed to a form appropriate for an “arrival.”22

Arend’s observation that “arrival” forms appear in the scene is
important, but his analysis is incorrect. He does not include Od. 20 in his
study of the “dream” apparently because Odysseus is not asleep when
Athena arrives. Odysseus, of course, is suffering from insomnia, tossing

wrath falls on them (cf. 13.125-87). For an extensive bibliographical guide to the
Phaeacian episode see Dolin 273, note 1.
22 Scenen 62-68.
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and turning and pondering how he can destroy the suitors (5-30). In all
other respects the scene fits the pattern which Arend outlines for the
“dream scene.” It begins with Athena shedding sleep on Penelope and
Odysseus retiring:

és 3 dmepd” dvaBaca ovv dudiméloot yvvarfl
KAater émer’ Odvoija, pidoy méow, Sdpa of Ymvov
NOvy émt Breddpotat Bdre yhavkdmis * Abvy. (19.602-4)

Adrap 6 év mpodopw edvalero dlos *Odvaoets . . . (20.1)
The visitant arrives, stands, and speaks:

odvos eov moAéor. oxedofer 8¢ of NABev  Abrvy
odpavdfev xaraBaca: déuas 3 fikTo yvvarki:
ot 8 dp’ Umep kedpadijs kal pw wpos uvbov éeme . . . (30-32)

The visitant departs and the visited person reacts:

’ /.
“Qs ¢padro, kai pa of vmvov émt Bredpapoiowy éxevev,
~ !
adr) 3’ &y & "OAvumov ddikero dia fedwy.
l / ~
edre TOV Umvos éuapmTe, AVwy peleduara Ovpod . . . (54-56)

Odysseus’” wakefulness here is no mistake. Homer is employing it in
ways that are significant for both the immediate and larger contexts.
First, Odysseus’ insomnia is symptomatic of his present restless emotional
state.23 He is barely able to supress his rage at the disloyal maids’ behav-
ior, and his anxiety over the impending crisis with the suitors escalates
intensely as he ponders how he alone can destroy them. As is the manner
in dialogue scenes, Odysseus’ mental state precipitates Athena’s visit. Her
words settle him down and restore his confidence.24 Second, Homer

23 This is the most elaborate description element in the “dream scenes” and is created out of
pondering motifs, the metaphor of a barking heart, and similes of a bitch protecting her
young and of a sausage flipped back and forth on a grill. For commentary on the poet’s use of
all these to portray Odysseus’ mental state and of the similes to evoke distant thematic con-
nections see G. P. Rose, “Odysseus’ Barking Heart,” TAPA 109 (1979) 215-30; Joseph A.
Russo, “Homer against his Tradition,” Arion 7 (1968) 289ff.; and Carroll Moulton, Similes in
the Homeric Poems (Géttingen 1977) 141-44. See also Arend (Scenen 110) who observes
that enormous tension exists where Odysseus is in a position of deciding whether to give in to
his first impulse or to persevere. For the view that Odysseus’ insomnia reflects impatience
and not a loss of confidence, see F. Focke, Die Odyssee (Stuttgart and Berlin 1943) 339; for a
response see S. Besslich, Schweigen-Verschweigen-Uebergehen. Die Darstellung des
Unausgesprochenen in der Odyssee (Heidelberg 1966) 17 and also E. Belzner, Homerische
Probleme I1: Die Komposition der Odyssee (Leipzig and Berlin 1912) 181-82.

24 The conversation between Athena and Odysseus has been criticized on the grounds that
she does not really respond to his concerns. See A. Kirchhoff, Die homerische Odyssee (Ber-
lin 1879) 526 and also E. Bethe, Homer II (Leipzig 1922) 97; U. von Wilamowitz-
Moellendorf, Die Heimkehr des Odysseus (Berlin 1927) 86; E. Schwartz, Die Odyssee
(Munich 1924) 111; P. Von der Miihll, “Odyssee,” RE Suppl. 7 (1940) 751; Focke (above,
note 23) 336; and R. Merkelbach, Untersuchungen zur Odyssee (Munich 1951) 102. For an
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masterfully varies Penelope’s and Odysseus” states of sleep and wakeful-
ness in order to enhance the intuitive closeness which has been develop-
ing between them since the beggar’s arrival at the palace? as well as to
highlight the psychological distance which remains between them.26
They experience opposite sleep, patterns. First, at the end of Od. 19
Penelope retires to her chamber and amid tears is put to sleep by Athena
(600-605). Then, at the beginning of Od. 20 Odysseus remains awake
until Athena reassures him and sheds a comforting sleep over him
(1-56). Next, Penelope, again amid tears, wakes and prays to Artemis for
death although she has just dreamed that Odysseus lay by her side
(57-90). Finally, at dawn Odysseus, hearing her, dreams that she knows
him and is standing by his head (91-94). As Russo points out in his
recent article, Penelope’s dream of Odysseus and his waking dream of
her correspond perfectly: each dreams of the other’s presence, and the
dreams therefore draw Penelope and Odysseus closer together and con-
tinue the restoration of their homophrosyné (likemindedness) in prepara-
tion for their reunion.?’ In contrast to this subconscious harmony, a
degree of disharmony appears in the way they react to their respective
dreams. Penelope is unable to discard her long-standing pessimism and
to overcome her fear of making a mistake or being deceived (cf. 23.215-
17), and so she denies the dream by praying for death.28 Odysseus
responds positively. For him the waking dream represents what he
anticipates: that Penelope will recognize him,?® and so he prays for
omens and is encouraged by them. Penelope’s fear and pessimism and
Odysseus’ anticipation reveal a psychological distance between them

able defense of the passage see Besslich (above, note 23) 15-18 and also H. Eisenberger,
Studien zur Odyssee (Wiesbaden 1973) 174.

25 See Anne Amory, “The Reunion of Odysseus and Penelope,” Essays on the Odyssey,
ed. C. Taylor, Jr. (Bloomington 1963) 100-121; Norman Austin, Archery at the Dark of
the Moon (Berkeley 1975) especially 200-238; and Joseph A. Russo, “Interview and After-
math: Dream, Fantasy, and Intuition in Odyssey 19 and 20,” AJP 103 (1982) 4-18. On
the use of similes to associate Odysseus and Penelope before their reunion see Moulton
(above, note 23) 123-25 and 129-32; and A. J. Podlecki, “Some Odyssean Similes,” G&R
18 (1971) 84-87. Amory’s and Russo’s articles are hereafter referred to as “Reunion” and
“Interview” respectively.

26 See U. Hoélscher, Untersuchungen zur Form der Odyssee (Berlin 1939) 67 and Fenik
(above, note 19) 157-58.

27 “Interview” 18. These dreams are not “objective fact” as the “dream”-visitations are.
See especially E. R. Dodds, The Greeks and the Irrational (Berkeley and Los Angeles
1951) 104-5, 122, note 8.

28 See Amory, “Reunion” 105; and Russo, “Interview” 9. Fenik (above, note 19, 157, cf.
158) observes, “The principal characters in the Odyssey are frozen in their grief after long
vears of waiting and disappointment. Pessimism itself becomes a comfort and refuge not
easily put aside when hope might open the door to fresh distress.”

29 See Russo, “Interview” 16, on the significance of hypnopompic dreams.
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which is a counterpoint to their growing intuitive closeness.3® This dis-
tance holds up their reunion and is bridged slowly and only after
identity-confirming secrets of Penelope’s own choosing are exchanged
and after Odysseus’ anticipation turns to frustration and anger.3! The
alternating sleep pattern in this scene, Penelope asleep and Odysseus
awake and then Odysseus sleeping restfully and Penelope awake in dis-
tress, exemplify this difference between them. Furthermore, the sleep
which Athena sheds over Penelope (19.603-4) keeps her separate from
her husband in two more ways. First, it forestalls the recognition of the
beggar, which seemed to be the inevitable end toward which the inter-
view with the beggar was heading.3? Second, sleep disassociates her from
the wakeful Odysseus as he agonizes over how he alone can prevail
against the suitors. The next day sleep maintains this separation by
excluding Penelope from direct knowledge of Odysseus’ triumph over
the suitors (21.357, see also 22.429-31). Penelope and Odysseus are
united in sleep only after their reunion has erased the distance between
them (23.289ff.).33

Od. 20, therefore, with its fruitful use of Odysseus’ wakefulness and
with its typical “dream” form refutes Arend’s typological explanation of
the variations in Od. 15. It shows that the “dream scene” does not
require that the visited person be asleep.3* Moreover, the presence of
ot & dp’ bmep kedpaAiys (32) indicates that when the visited person is
awake, the standing element does not inevitably revert to the “arrival”

30 For an interesting characterization of the different ways in which Odysseus and
Penclope view the world in spite of their homophrosyné see Anne Amory, “The Gates of
Horn and lvory,” YCS 20 (1966) 55-56.

31 W. B. Stanford, The Ulysses Theme (Oxford 1968) 57-58.

32 Sce Amory, “Reunion” 106, and Austin (above, note 25) 219-24. For the interpretation
that Penelope does recognize Odysseus see P. W. Harsh, “Penelope and Odysseus in Odys-
sey X1X,” AJP 81 (1950) 1-21.

33 Note how even in Od. 4 Penelope’s sleep is the reverse of Odysseus’ in Od. 20. She
falls aslecp worrying about Telemachus, receives the visitant in her sleep, then wakes up.

34 Regarding the contradiction of Telemachus’ being first asleep and then awake at Od.
15.5 and 7, Arend (Scenen 62, note 2) refers the reader to Il. 1.611 and 2.1-2 and con-
cludes, “Der alte Dichter dndert nicht radikal.” Zeus goes to sleep, then all the other gods
are asleep, but not Zeus. This stylistic mannerism appears similarly elsewhere. At the end
of 1. 9 after Diomedes bids everyone to rest until dawn (705-9), all the kings agree and
return to their huts and sleep (710-15). Then, at the beginning of Il. 10 we find that while
all the others sleep, Agamemnon is in fact awake (1-4). Next, we learn that Menelaus isn’t
sleeping either (25), nor does even Nestor sleep (73-81). The manner in all these instances
is essentially the same as at Od. 15. We hear first that a character is asleep, and then with-
out explanation we find him awake. For criticism of the incident see D. Page, The
Homeric Odyssey (Oxford 1955) 80, note 6. For the interpretation that Telemachus’
wakefulness is part of a process which prepares him for his future role as ally of his father
sec M. Nagler, Spontaneity and Tradition (Berkeley 1974) 126, note 23.



52 James F. Morris

form, dyxod & ioTapévn, which is found at Od. 15.9. This scene, there-
fore, suggests that Homer varies the standing line in Od. 15 for reasons
other than the pressure of his form.

A comparison of the “arrival” with the “dream” scene reveals the
poet’s sure touch in employing “arrival” forms in Od. 15. The “arrival”
has the following structure: a person sets out, arrives, finds the person
sought, that person is briefly described, the visiting person then stands
near and speaks. This sequence depicts a straightforward meeting which
brings together two characters on equal terms. In the “dream scene” this
sequence is altered, in most instances, by the introduction of night, the
visited person’s being in bed, mention of the visitant’s likeness, omission
of an expression of finding, and the visitant’s standing above the head
instead of standing near. These alterations portray a more subtle and
indirect meeting than “arrival.”3> Night, disguise, and sleep {(when pres-
ent) obscure and soften the contact between parties who are not on an
equal footing. One is approached by the other at night; one lies in bed
while the other stands. Now, in Od. 15 the poet is varying the “dream
scene” in the direction of the “arrival.” Both ayxod 8’ iorauévy (9) and
€vpe (4) are typical “arrival” forms, the latter being the most common
verbal expression of Arend’s third element.36 These “arrival” forms, which
establish direct contact between characters, combine with Athena’s lack of
disguise and Telemachus’ wakefulness (7) to portray a much bolder
encounter than a typical “dream scene” would have done. So strong a
meeting accords well with Telemachus’ equally emphatic and sustained
reaction. He wants to leave Sparta immediately (44-47), and he avoids
further delay by not revisiting Nestor in Pylos (195ff.).37

Athena’s lack of disguise is meaningful in still another regard. One of
the most consistent themes in the Odyssey is Athena’s patronage of Odys-
seus and his family. Up to this point she has advised and assisted

35 An interesting variation of the standing above the head motif occurs in Odysseus’
vision of Penelope at Od. 20.93-94:

pepuriple 8 Emeira, doknae d¢ of katl Boubdy

70n yryvdokovea wapeorduevar kepaijer.
The motif emphasizes the remoteness of this visionary encounter and is consistent with
the psychological distance which remains between Odysseus and Penelope.
36 For examples see above, note 8.
37 Compare with this scene Athena’s visit to Odysseus in II. 2 and Apollo’s to Hector in
1l. 15. The standing and speaking elements are identical except for the noun and epithet
(Od. 159 = Il. 2.172 = 15.243), all have edpe (Od. 15.4, Il. 2.169 and 15.239), the god
arrives in each without disguise, and the reactions of Telemachus, Odysseus, and Hector
are faithful, immediate, and strong (Il. 2.182ff. and 15.262ff.).

Telemachus™ reaction to Athena’s visit has long been criticized. For a good summary

of the objections and comment see D. Page (above, note 34) 79-80 notes 14 (3) and 14 (4).
For criticism of his meeting with Theoclymenus again see Page 83-88 and for answering
arguments see Fenik (above, note 19) 233ff.



“Dream Scenes” in Homer 53

Telemachus but only in the guise of Mentor or Mentes. As Arend has
observed, gods appear in their own form only to their favorites.3® The
absence of disguise here, therefore, raises her patronage of him to a new
level and creates an important thematic link between Telemachus and his
father at the very point in the narrative where their reunion is imminent.

Although I have been at odds with Gunn and Arend in respect to
certain details, my arguments strengthen theirs. Gunn’s aim is to deter-
mine whether certain themes which are common to both the Iliad and
Odyssey reveal stylistic differences which indicate separate authorship.
My demonstration that the standing and likeness elements in Od. 6 and
15 are neither exceptional nor irregular supports his argument for stylis-
tic consistency in the “supernatural visitant” theme in both the poems.
Arend establishes the structure of the “arrival” theme and shows how
Homer employs this standard form to create a variety of type-scenes. His
misplaced emphasis on the sleep of the visited person has been corrected,
and his typology of the “dream scene” has been refined to account for
the consistent and purposefully distributed patterns which the likeness
and description follow. The monologue scenes with their descriptions
following the visitant’s arrival are employed to set passive characters in
motion and to initiate a narrative sequence whereas the dialogue scenes
with their descriptions preceding the visitant’s arrival focus on the men-
tal state of characters who are active in a narrative sequence which is in
progress. Along with his regular and consistent use of these forms we
have seen how the poet varies their details for specific effects. In Od. 15
he substitutes “arrival” forms for “dream” forms and omits the visitant’s
likeness to generate a bolder meeting and a stronger reaction. In Od. 6
he elaborates the visitant’s arrival and departure with the brief history of
the Phaeacians, a statement of purpose, and a description of Olympus in
order to signify Odysseus’ passage into a more secure, humane world as
he returns home. In Od. 20 he masterfully employs states of wakefulness
and sleep both to depict Odysseus’ tense mental state on the night before
he is to destroy the suitors and to illuminate the complex mixture of
proximity and distance which exists between Odysseus and Penelope as
the time for their reunion as husband and wife approaches. In sum, in
the aspects of these scenes examined in this study we see Homer firmly
in control of his traditional forms.

38 Scenen 56, note 2.
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APPENDIX: Structural Outlines

Dialogue Scenes:

Od. 4 od. 20 1. 23
Night & Retiring 786-88a 19.600- 58
20.4
Description 788b-94 5-30a 59-64
Arriving 795-96a 30b-31a 65
799, 802
Likeness 796b-98 31b 66-67
Standing 803a 32a 68a
Speaking 803b-38a 32b-54 68b-99a
Departing 838b-39a 55 100b-101a
Reaction 839b-41 56-57a 101b-7
Dawn 5.1-2 91 109-10a
Monologue Scenes:
od. 6 od. 15 1.2 1. 24
Night & Retiring 5.481b- 14.518- 1.605- 673-81
6.2a 33 2.16a cf. 351
Arriving 2b-3, 13 1-2a 16b-18a lacking
15a, 20 cf. 345-47a
Description 15b-19 4-8 18b-19 cf. 673-74
Standing 2la 9a 20a 682a
Likeness 22-24a lacking 20b-22a lacking
cf. 347b-48
Speaking 21b, 24b- 9b-43a 22b-35a 682b-89a
41a, 47b
Departure 41b-47a 43b 35b 692-94
cf. 468
Reaction 48-49 44ff. 36ff. 689b

Dawn 48 56 48 695
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