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Wordplays comprise a significant part of Homeric technique. The thematic 
Or;xtS / iiiLrt associations in Odysseus' encounter with Polyphemos and the re- 

peated linkage of his name and *68o6joogat are but two famous examples. 
While commentators have noted the frequency of wordplay and its importance 
in particular episodes,1 we can establish broader patterns regarding its use. 
This essay presents a rough system of classification for the phenomenon. By 
"wordplay," a deliberately broad and neutral term (cf. pun, calembour, paro- 
nomasia, and the like), I mean the following: a connection between two 

similar-sounding words which invests the relationship between them with 
additional meaning. Although words of similar sound may be attracted to each 
other in the Homeric poems for a variety of reasons, such as the generative 
process of reformulating phrases and formulae,2 the historical tendency of 
Archaic Greek to cluster together words from the same root, and even chance, 
I shall focus on how the poems make literary use of such wordplay, a central 
concern of Homeric compositional techniques. My emphasis is more on an 

empirical than theoretical analysis of the data. I do not claim particular explan- 
atory power for the structure I present but hope to open a window onto some 
of the prevalent formations found in Homeric epic. Section I delineates three 
broad categories of wordplay. Section II shows how such classifications can 

provide an interpretive tool for individual passages, for characterization, and 
for larger thematic issues. 

I. 

Names in particular tend to generate or affect portions of the text around them 

through assonance, provoking words which through their meanings and/or 

* I should like to thank Carolyn Higbie and TAPA's editor and referees for their helpful com- 
ments and suggestions. 

1 The most useful relevant studies are Sulzberger, Stanford 1939, and Rank. See also De- 
roy, Dimock 1956, Austin, Bright, Haywood, Peradotto, Higbie, and obiter dicta in the recent 
Homeric commentaries. On fi!tS/oz;tg and *'6toootcoRt in particular, see, among others, 
Rank 52-61, Stanford 1952, Podlecki, Brown, Schein, Mariani, and Casevitz. 

2 I distinguish wordplay from other patterned similarity of sounds such as the parallel for- 
mulae noted by Parry 72 ff., e.g., XaikaXct TiCTCov / Xaiacnt Oi60v, and Nagler 1, 44, 76. It 
is less likely that an audience would have in mind such parallel instances than the more closely 
related pairs discussed herein. 
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sounds evoke those names.3 The converse holds as well: certain words, through 
their sounds and meanings, suggest associated proper names whether or not 
those names are enunciated at that point in the text. Peradotto notes the signifi- 
cance of names in Archaic epic: ". . . nowhere does Homeric and Hesiodic 
poetry, but especially the Odyssey, seem to be more self-conscious about 
language and its relation to things than when it comes to proper names" (94-5). 
For Homeric characters, names are closely associated with their identity, 
whether a warrior's fame, or wife's reputation.4 Dimock, in discussing the 
meaning of the name Odysseus, suggests that "the whole problem of the Odys- 
sey is for Odysseus to establish his identity" (1956: 106). Similar arguments 
could be made for other Homeric characters such as Akhilleus, Telemakhos 
and Penelope. 

Homeric wordplay is concerned with various kinds of association and 

reciprocal meaning between two or more words. Most instances of wordplay in 
Homeric epic fall into three broad categories. Perhaps the largest involves a 

play upon the etymological meaning of a name, or figura etymologica. In its 
broadest use it need not involve names, e.g., Polyphemos' recollection of the 

prophecy predicting Odysseus' arrival (9.509-10): 

TXLe,UOS EPUpo{i6iS , 05 gUavTOCT6vn EKICKaoTo 
Kal J aavxev6uEVvo KaiteyIpa KuKicXCj0eottv' 

Telemos, son of Eurymides, who excelled in prophecy 
and as a prophet grew old among the Cyclopes.5 

Though a monster, Polyphemos nonetheless juxtaposes different words from 
the same root, gavTxoovrl /, avteuoivevo,, a figure favored throughout 
Homeric epic.6 

The most intriguing instances of this figure involve proper names as the 
character making the association recognizes, and expects his audience to 

recognize, the assumed meaning of the name. As many names are transparently 
meaningful, the narrator or another character often makes associations between 

3 For a recent discussion to this effect, see Peradotto 102ff., though he does not specifically 
connect the phenomenon with assonance. 

4 On this topic in general see Higbie, passim. 
5 Homeric quotations herein are from Monroe and Allen's and Stanford's editions respec- 

tively. Homeric translations are mine unless otherwise noted. 
6 Polyphemos is a not-unsophisticated speaker as he employs several types of discourse in- 

cluding prayer, curse, and pun, as discussed below. On the implicit skill and selection behind 
examples of Homeric etymological figure, note Lowenstam's point (35) that Homer avoids 
certain instances thought to be clumsy. 
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a name and other words from the same root. Well-known examples occur in 
plays on Hektor's name, e.g., Sarpedon's challenge, 

"Elcxop, t 6 xot gi voS o' tcrat o pitv eyoiceS; 
(PiiS 7ou arep Xkacv to6otv E~__ev 7i6' e7ctiKoC pcOV 
oto;. 

Hektor where has your strength gone, which you always held before? 
You said that you would hold the city without the host or allies 
alone. (II. 5.472-3, cf. Sulzberger 398, Stanford 1939: 100) 

Additional instances include the narrator's description of Hektor, dXX' eiYv Ij 
xra Tnpcoa nir Xa; Kai XeiToX; caLxo (13.679).7 Both speakers assume, 
whether ironically or sincerely, that the name Hektor is meaningful as an agent 
noun derived from Fio, The Holder.8 The derivation of '06Vuooa? from 
*66oroogat, claimed at Od. 19.407 (and implied at 1.62, 5.340, 19.275), falls 
into this category. The argued derivation is validated, the folk etymology 
meaningful, through its use by such wily speakers as Autolykos, Athene, and 
Leukothea (5.334). 

While substantial characters such as Hektor or Odysseus generate patterns 
of such wordplay, some minor characters owe their entire existence to afigura 
etymologica, as in the narrator's following grim joke (II. 12.183-6), 

6oupl pfadXev jAaLaoov Kcuvvrl; 6St& XaxLKo7apl,oo 
... adGaoe &e gt6 v te !a&xa-' 

With a spear he struck Subduer through the bronze-cheeked helmet 
... and subdued him though he was eager. 

Polypoites, subject of the verbs, bests Damasos, mentioned only here, through 
the verb 8a6ataooe. The character's name, Damasos, generated by the 
mechanism under discussion, exists solely for the sake of the wordplay (cf. 
Rank 43). 

The second category, comprising the broadest classification of wordplay, 
involves non-etymological collocations of words sharing several common 
sounds, usually a similar sounding root.9 Examples which do not involve names 

7 Cf. 11.8.355-6: 6E glaivlvat oiIc&K' &veczKi; / "Eic'op in Macleod 52, also Andro- 
makhe's lament, Il. 24.728-30, in Stanford 1939: 100. 

8 Cf. II. 6.402-3: x6v p' "Eicrop KcaX3eeLe KEcaa6avpltov, axrap o[l JXXot / 'ACov- 
avaKT' ' oT0o yap Epuieco "Iktov "EKicrop. 

9 Hermog. Inv. 4.7.1 used n7cpil%rlOt for this phenomenon. See Stanford's discussions 
of the term 1939: 26 n. 1, 34, 37, 100, and 1965: vol. 1, xxiii. 
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include ro 6' apa ntergnz p ntCg' aT' T vioov 68Ta KaXvW(O (Od. 5.263). 
Unlike thefigura etymologica, the speaker here does not suggest that ntcgino), 
"fifth," and nC?gne,, "send," are derivatives of each other, but enjoys associating 
their similar sounds (cf. Stanford 1939: 103). 

Upon returning to Ithaka, Odysseus has difficulty convincing Telemakhos 
that he is Odysseus. The hero highlights the difference, oi)5 xTi; ot e,6 ?iegt ... 
aXXkh iaxrip t?6 ?eigt ("I am not a god ... but I am your father," Od. 
16.187-8, cf. Dimock 1989: 211, Goldhill 10). The two phrases, similar in 
sound and rhythm, occupy the same position in the line. In Demodokos' song 
about Hephaistos, Aphrodite, and Ares, anger seizes the inventor god as he 
declares that Aphrodite dishonors him because he is lame, Xo6oc 65 gLtv 

aypto;S pet ... .og; ?? xobv o6vra ("And a savage anger seized him ... 
while I am lame," Od. 8.304-8: the word play is untranslatable). These in- 
stances involve words which echo the sounds of associated words; no etymo- 
logical connection is suggested. Consider Odysseus' description of Elpenor's 
undoing, wfe0o5; ;tgeipcov, KaXTeX axo oivofpapiov . . . yxE 6' "Ai66o6e 
KacTTiXev ("Desiring cool air, he lay down, heavy with wine ... and his soul 
went down to Hades," Od. 10.555-60). In seeking the former, NWvXo;, Elpenor 
loses the latter, -vUXI, the sound play emphasizing his grave error.10 

A celebrated example involving names occurs in the story of Bellerophon 
at 11. 6.201, ijot b KIct nt?6iov Tx 'AMioov otos aaXTo. Another well known 
instance, involving multiple word play, describes the lineage of Akhilleus' 

spear (ll. 16.141-4), 

xob gev o)D 56iva' &XoS; 'AXatov 
x6aetiv, a&Xa gtv oTog; egoTato ;cfiat 'AztxLvia;, 
HniXt&aa gieXir?V, T'V caxrpi (pi Xp 6ope Xeip)v 
nrlhniou K K Cop'u(pi... 

No other Achaean 
could wield it, but Akhilleus alone knew how to wield it, 
the Pelian ash, which Cheiron gave to his dear father 
from the peak of Pelion ... 

The different forms of the verb, especially the infinitive, ntiSkat, play off the 
name of the spear and its origin. Moreover, the series also evokes a name not 

occurring here, nlriX6;, the giver of the spear (Rank 37-8, 65, 93-4). 

10 If they are unrelated (Chantraine 1296), the association is an instance of non-etymological 
collocation. For other associations, cf. 'Enetog; Enoit1oev, Od. 8.493; Xaa; and ka6S, II. 
24.611; Hesiod frag. 234 (Merkelbach and West, Oxford 1967); Pindar 01. 9, 41-6; Francis 
77. 
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Demetrius offers a further example from II. 16.358, A'taX 6' b gayoc axiv ?(p' 
"EKTopt XaoKcoKop-voxa / 'ET' Kcovxicooat ("But Aias the great was always 

trying to strike spear-marshalling Hektor," Demetr. Eloc. 48 and 105, cf. Rank 
35). 

There is a degree of overlap between the two categories. The same pun 
can sometimes be classified both ways. The Iliad offers an ambiguous example 
in the embassy to Akhilleus, ico{prlv 6' ou6 ya,o 'Aya4( voovog 'ATp?i{6ao 
("And I will not marry the daughter of Agamemnon, son of Atreus," II. 
9.388). Akhilleus makes a non-etymological collocation on his commander's 
name, the wordplay emphatically underscoring his refusal to marry Agamem- 
non's daughter.1l From the composer's perspective, however, given that the 
traditional audience is well aware that Agamemnon is involved in a disastrous 
marriage, the name could be taken as a figura etymologica on a folk etymology 
stressing the fatal marriage. In a further possibility, Akhilleus' remark could 
also be regarded as a partial instance of our next (and last) category. 

The third category, deformation, involves a speaker forming a compound 
that negates or worsens the force of a name or noun, and, in Stanford's words, 
"rejects the connotation of a word, accepting only its denotation,"'2 a rough 
opposite to etymological figure. Examples in the Iliad include Hektor's 
description of his brother Paris, whom he renames A)G7otaptS (3.39 = 13.769). 
The Odyssey offers a parallel in Penelope's renaming of Ilion as KaKco'itov, 
OIXE?T' ETo04f6gvo; KctKO'Xtov ODK 6vogaotTixv ("he went off to see Evil- 
ilium, not to be named," 19.260 = 19.597 = 23.19). Russo has described such 
instances as "the deliberate distortion of familiar names as a sarcastic expres- 
sion of hostility" (52). Others have suggested that the device is primarily an 
instance of name taboo, avoidance of an ill-omened word (Brown 199). The 
speaker of the coined compound has it both ways. The mocked or detested 
name, Paris or Ilion, is now refashioned, placed more firmly under the speak- 
er's control, with irony and/or sarcasm added. I argue with Russo that defor- 
mation marks the wielder's power over his (or more often her13) subject 
matter. 

11 Martin 221 notes that D. Packard suggested this pun in a lecture at Princeton, November 
20, 1984. See also Hainsworth 114 and Edwards 59. As further support, note that the names of 
Agamemnon's daughters, which Akhilleus hears shortly before at 9.287 and the audience has 
also heard a second time at 9.145, are themselves etymologized names, Xp-Uo6eO0ct, Aao- 
86cl, and 'Iptdvaooa. 

12 Stanford 1939: 32 refers to the phenomonen as "reversal of etymology." Cf. Higbie's 
description of "un-naming," 16. 

13 As noted below, deformation is more often used by female speakers. 
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Deformation, like most Homeric wordplay, is not usually humorous. 
However, one comic example involves the beggar, Iros. As many have pointed 
out, the name Iros itself is already a joke, a sarcastic pun on the resident 
beggar's possible velocity and aptitude for errands.l4 An unnamed suitor, how- 
ever, renames Iros when he assumes that the disguised Odysseus will defeat 
him j xraXa 'Ipos "Aipos ("Truly, Iros, soon Un-iros," 18.73). 

Closely related are similarly formed noun compounds, in the Iliad but 
more often in the Odyssey, also used at moments of anger and/or sarcasm. 

Penelope describes the coming dawn as 8VoXJvVUgo, "ill-named," for it will 
take her away from the palace, 86E 5j' 'h); Etcn pvowvvos, i g' 'O U oos /I 
ol'cou a&7ooCilOet (19.571-2).15 See also Telemakhos chastizing his mother 
when she remains aloof from Odysseus after he has disclosed his identity, 
i,fTnp ?euj, i o'rlrnltp, &anlv?a ODuOgv exovoa ("Mother mine, ill-mother, 

that has a harsh heart," Od. 23.97).16 

Through deformation Homeric speakers assert more control over hostile 
elements of a personal, intimate nature. Most instances involve family matters, 
Hektor of a brother, Andromakhe of her father (II. 22.480), Telemakhos of his 

mother, Penelope of Telemakhos, and of Odysseus' circumstances.17 Hektor, 
fully aware of Paris' responsibility for starting the war and his less than exem- 

plary martial example, expresses his ambivalence toward his brother through 
deformation, the first words addressed to Paris in the poem, AioTiaxpt, eT8og 
aptcTe, yvvatgavF ;, /ii?epoTC?E-xa (3.39). The designation forcefully 
establishes Paris' negative role as a theme; in the rest of book three, his 
abortive duel with Menelaos and its aftermath emphatically portray him as 

A0(iotapt; to family and city. Hektor's second use of A607capt (13.769) occurs 

shortly after the poem underscores Paris' fundamental hypocrisy, when he, 
with great irony, is upset over the death of a ?Eivo; (13.661). As Janko notes 
ad loc., "the criticism of his morality is muted but unmistakable." Higbie sums 

up the phenomenon: "This play with names, in the attachment of negative 
prefixes, may suggest the power of 'un-naming' to Homer and to Homeric 

figures. If naming has power ... then its reverse, un-naming or deformation 

14 See Russo 47. Cf. the irony in the implicit distance between the meaning of the dog's 
name "Apyos and his present capacity for running. See Peradotto's discussion, 112-3. 

15 The line is also an instance of parechesis. On bvouxovugo;, see Griffin 42 and Higbie 16. 
16 Cf. II.: KaKcogrIalvoU (6.344), cKaKc6evoS, aL&g/iav, aob; 56Xo (15.14), 6uo- 

aptaTxoxTK6ctt (18.54); Od.: KaKolcog%ave (16.418), cKaco5etv(nxepo; (20.376). 
17 Cf. the force of 8atit6vtoS, -Xl, used by Odysseus and Penelope of each other (Od. 

23.166, 174, 264), by Hektor of Paris (II. 6.326, 521) and by Andromakhe of Hektor (II. 
6.407). Griffin 41-2 notes that many instances of related phenomena are spoken by females: 
Penelope, Thetis, Andromakhe, usually with reference to the speaker. 
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of a name, may be equally forceful and may remove power from a person or 
place" (15). 

II. 

So common are such phenomena that they have arguably exerted influence on 
the narratives and myths themselves.18 Palmer's proposed etymology for the 
name Akhilleus, for instance, from a&xo; and Xaotg, appears to be validated by 
repeated wordplays on the hero's name.'9 The Iliad closely associates Akhil- 
leus' name with aXoq and related verb forms. Among many such instances, the 

following three passages illustrate three different relations between the protag- 
onist and the pain expressed by the root. 

In her discussion with Hektor, Andromakhe laments that were he to 
perish she would have only grief, aXea, for Akhilleus has killed her father 
(6.411-4), 

0o ya7p T' iXXrn 
eoxat Oac7iop1i ... 
&aX' iaxt oF6e Rgo t ?xt naXip ialt totvta gtixTnp. 
ixOt ?y&p tarep' &a,6v &nxicxave ?to; 'AytXX3 eg. 

Nor is there other consolation ... 
but heartaches; nor do I have a father and honored mother. 
For Godlike Akhilleus killed my father. 

In this instance Akhilleus inflicts aixoS on an opponent's Xxao and its relatives. 
When Patroklos later approaches Akhilleus, however, he notes what suffering 
has come upon the Akhaians as a result of Akhilleus' inactivity, 'At___Xt 

nfjXio5; u;i, geya (pEpTat' 'A_Xativ, / gi vEeGTC' Troov yap ayog pe?i- 
rl?cv 'AXato'; (16.21-2). The suggested association between 'AXtXE? and 
&XoS verbalizes for the audience Akhilleus' actual responsibility for the aiog 
afflicting his own Xcaot, more explicitly than Patroklos declares. The wordplay 
here extends to "Akhaians" as well, whether seen as figura etymologica or non- 
etymological collocation on oXo; and Akhilleus. Further, we see here how a 
formula (16.21 = 10.145) gains added resonance in particular contexts when 
placed in collocation with key words and names. 

There is more to it than that. Akhilleus himself, described at the begin- 
ning of the scene as leader of the Xao6, not?gvt IcaG)v (16.2), arguably trig- 
gers the wordplay for he uses the verb dcKaXoiet0a (16.16) five lines earlier, 

18 On relationships between characters' names and mythic structure, see Peradotto chaps. 4- 
6, Frame passim, and Nagy 69 ff. 

19 Palmer 37-8, cf. Nagy's discussion, 69-70. For a more recent revised etymology of 
Akhilleus, see Holland. 
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making three associations within seven lines. Akhilleus uses &lcacxoiu{e0a, 
however, not to refer to his and Patroklos' possible emotions for the army, but 
for hypothetical suffering they could have felt for their own fathers. Patroklos 
in a sense corrects Akhilleus by implying that the aXoS afflicting the Xa6o 
affects them as well. They must feel not only for their fathers, but for their 
comrades. From this perspective, the discussion is quite ironic, for Patroklos 
redirects the course of aXoS against himself by subsequently volunteering to 
enter the fray and explicitly act as a member of the Xa6o, a&k' E{ 7iep 7np6O? 

CX', aiga 8' aiov Xcaov o6nacaov I Mupgt86vov (16.38). 
When the aXoS which Akhilleus has desired for the Akhaians reaches its 

climax, claiming the life of Patroklos, Akhilleus now bears a different relation 
to the suffering. Shortly thereafter, Akhilleus and the Myrmidons perform the 
burial rituals, OiO0?n v 58 Kaprl EXe 8to; 'AXtXX?); / a&v6u,?vog' T-aCpov yap 
&a iJova iU.nA' "Ai6oSe& (23.136-7). The narrator now makes explicit the 
direct connection between Akhilleus and the aiXo he has brought to his people 
and to himself. These passages, and others,20 are partial instances of figura 
etymologica bearing out the meaning of Akhilleus' name as &aXo brought upon 
his own Xcao;. 

The Odyssey sustains more frequent wordplays on the name of its 

protagonist. While commentators acknowledge the connection between 

*68YoooCgat and Odysseus, an instance of figura etymologica, there are 

additional plays on the protagonist's name through non-etymological 
collocation. Many plays occur between the name '06oaaEvS; and words 

containing the sounds 8,vc- and 68o-. Athene suggests such connections in the 
same speech in which she first connects o*68ijoogLa with '06(oeaC6;, the 

poem's first speech about Odysseus, 

a&XX got ai:(p' 'OSu0i'i S&dppovt Saierat *xop, 
8uoClatp, os; 8i Sq0& (pitXov i7o tmjgara na,oXet ... 
'o t) uOydxrp 86T)nrivov O6upo.gevov KaOepVKcet. 
aiel E gaXccaKoirt Kal atl|uXiotlot o6yotot 
OX;yet, :til0; 'I0Kjcr; ?en?i,eFTat- a6xA&p '8O6ae6; 
iteevoS Kcat KaWvov &dao0p(pcOKovTa voiroat 
{iS yairlS, 0avetv ipe1ipeTat... oil vi6 X' 'OuooeCe;) 
'Apyeiov Wapa x Vp vl1uo apieto lepa& p?Cov 
TpoiB ?v E?pi)p?ir; TI vU oi x6rTV do?6ao, Ze); 

(1.48-9, 55-9, 60-2) 

20 Cf. I1. 1.240-1, 19.55-7, 20.282-3, etc. The Od. maintains the same association, Txp i 
rt 0avGov &aKaiyceT, 'AZtXXed (11.486); cf. Rank 42. 
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What is generally recognized as a pun in the concluding verb, *65oo<or(at, is 

actually the capping element of a series of plays on his name as underlined: 
'OS6Vaoi, 8obt6p,, 6OoorC vov, 68op6O,gvov, 'O6VooC?6; and c6oaao.21 
The text suggests a similar relation between Odysseus' name and these words 
and the well known association with *686ooogat. Like that verb, 86oaTivo;, 
6oioopos, o8vp6evo, and words such as 61 caS (with the likely pro- 

nunciation of r as [zd], 6iC;6 again sounds the syllable -6u;) and 68ovaS echo 
his name. Though his name is nowhere claimed explicitly as an eponym of 
these words, as it is of *686oooFat, they are closely involved with a 
delineation of his nature and circumstances. They not only echo the sound of 
his name, they tell us what he is like and how he affects others, that he is 
6oxrvivos, 8)otropo;, and 6?i_oag, causing people to 68upoeaot, and giv- 
ing them 66ova;. Such associations offer support for Dimock's contention that 
the meaning of the name Odysseus is "man of pain," pain suffered passively 
and actively inflicted on others.22 

A/oClopo; and 8vxrtilvoS are closely applied to Odysseus throughout the 
epic. Of the five occurrences of S6ioaopo; in the Odyssey, four modify Odys- 
seus; the fifth describes Laertes as he mourns for Odysseus.23 All instances thus 
closely focus on the protagonist. A similar ratio holds for Athene's other 
adjective, 86-o(Tivo;. Of its seventeen occurrences, fifteen modify Odysseus.24 
These two adjectives are thus almost exclusively associated with Odysseus. I 
suggest they may be regarded as instances of non-etymological collocations on 
his name. 

In book 23, after husband and wife are reunited, Odysseus gives Penelope 
a summary of his wanderings, which the narrator introduces (23.306-8), 

a-YTap ) 6toyt?v ; '08-oe;) 'oaC Krif?E' OriCKev 
av0pcoptot; ooa X' a'z'b oi;r oab c i g6oyle 

The passage remarks on the meaning of his wanderings, which he goes on to 
summarize, sufferings he actively caused and passively endured. Earlier, when 

21 Rank 51-2, discusses many of the 68)ipogat passages. The repetitions of aq(ppovt 
8taieTa and _ jnOa& (1.48-9) offer further evidence of patterned sounds in this speech 
(Packard 244). 

22 Dimock 1956 and 1989 passim. Dimock 1989: 230 also notes 6o'8vri and 6'i:);. 23 1.49, 7.270, 20.194, 24.311 modify Odysseus; 16.139 describes Laertes. 
24 1.55, 4.182, 5.436, 6.206, 7.223, 7.248, 10.281, 11.93, 13.331, 17.10, 17.483, 

17.501, 19.354, 20.224, 24.289 modify Odysseus; 11.76 and 11.80 modify Elpenor. 
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Telemakhos discusses his father with Athene/Mentes, he notes that Odysseus' 
lengthy absence has caused him pain (1.242-4), 

otzX ' ai'oS;, aimoxoo;, eol 8' 66'va ac rey yoU; ? 
KaXXtlev oV)' &t KIevov 66p6jOevoc; ievaXiro 
OlOV... 

The passage evidences multiple wordplay, in the homoeoarchon of aiotoc;, 
aiTCuoog, and in o68va( and 65op6og?vo;, collocations on the name 

Odysseus, which Telemakhos does not utter. 

Even more revealing is the collateral evidence offered by a central 
thematic tendency in the poem, the suppression of the name Odysseus. In the 
last example, although Telemakhos never pronounces his father's name in his 
initial conversations with Mentes (though Mentes pronounces the name), at 
1.242-3 he makes non-etymological collocations on the name, 68vvac and 

O5)p6ug?vo;. The Odyssey maintains a pattern of non-etymological colloca- 

tions evoking Odysseus' (on those occasions) unpronounced name. While 
Homerists have noted the thematic occurrence of denomination in the 

Odyssey,25 it has escaped notice that it is often tied to instances of non- 

etymological collocation. Furthermore, such associations between his name and 

8S;-, 686)- words often occur at moments when the status of his identity is at 

issue. 

When Odysseus gives the Phaiakians his first brief account of who he is, 
without disclosing his name, he uses words which characteristically delineate 

his identity and suggest his name (7.269-71), 

.. y&l ncrc 6Se ot (piXov ltop 

uo~6pQ)' ri y&p gxX:ov &Tt tuvvrooat 6i ;Jt 

... and the dear heart rejoiced 
in unlucky me; for I was yet going to meet with much 
woe... 

A6ogopo;, in its distribution in the Odyssey, identifies got (269) as 

'OSiu Yo?C, and with O'i6 suggests the sound of his name. Consider again 
Telemakhos' remark above. In conversation with Athene/Mentes, Telemakhos 

never speaks his father's name, though Mentes mentions it several times, and 

Odysseus is the central topic. 

25 See de Jong, though she does not consider instances of wordplay; cf. Austin 5-10. 
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Hermes makes only three speeches in the Odyssey, all with Odysseus as 
their topic, but in none does Hermes utter Odysseus' name. In two of the 
speeches, however, he evokes the name through non-etymological collocation 
(10.281), nI 5 actr', oc-iaTrV?, 61' aKcpta; EpXEal oto;, "Where, then, are 
you going, ill-fated one, alone through the hilltops?" Following the particle J, 
86oTrlve not only identifies Odysseus through its almost exclusive modification 
of him in the poem, but the non-etymological collocation virtually pronounces 
his otherwise unspoken name in direct address to him. In book five, when Her- 
mes comes to Kalypso with Zeus' decree to release Odysseus, he does not name 
him but specifies him with the superlative of 61i6;, 6iC)updoxaxov (5.105). 

Book 24 offers a definitive instance when Laertes unknowingly addresses 
his son, describing the "absent" Odysseus with words forming non-etymolog- 
ical collocations on his name, 0;XE T?EvLTooag cKlOV / Gov Elvov s80T,TivoV, 

egov 7taT6', ei' toT' ilv ye, / Y iE, topov ("when you entertained him, your 
unlucky guest, my child, if ever he was, / ill-starred," 24.288-90). Similar is 
Philoitios' inquiry as to the identity of the mysterious stranger, in which he 
ironically describes Odysseus himself, 6iogopo.. . &. . a oa eo . . . int- 

KXioaovTxa 6o'i2v (20.194-6, cf. 17.563-7). Such collocations increase the 
already abundant irony for which the second half of the poem is famous.26 Not 
only is Odysseus often present as family and loyal servants mour his absence, 
but his name is virtually pronounced as he stands, unrecognized, before them.27 

"Odysseus" is not the only name in the Odyssey subject to wordplay. The 
poem features frequent instances of figura etymologica on the name Tele- 
makhos. Athene several times plays on the first component of the name, riXe, 
"from a distance." When accompanying him to Pylos as Mentor, she hears 
Telemakhos doubt that the gods would openly show him favor as once his 
father. She responds with a mild rebuke of his disbelief, Tr?,aX(xX?e, not6v oe 
?iog (p7yev picoSg O66vov; / peta 0e5 y' 0;XEov Kal TriX6v Iavccpa 
oaacoat ("Telemakhos .. . easily a god, when he wishes, can save a man, even 
from a distance," 3.230-1). Her response is quite playful as her humorous 
irony corrects his cynical view.28 Moreover, Kal in;XO0ev aivpa oabocat 

aptly describes both her overall agenda for Odysseus, "to save a man even 
from a distance," and her present and future plans for Telemakhos, ensuring 
his safety on his own quest. 

26 Stanford 1939: 98 notes that the Od. has more ambiguity and more intricate examples of 
such collocations than the II. due to the nature of its plot. 

27 Cf. oS; we' 'O'6Voae?S / oa?r' (5.481-2) and 'OuoevLg ... 8UoaTovoo; (5.491-3). 
28 Note that the rest of 3.230, notov G?e inog; 'Vyev epKwo; O66vicov, is elsewhere 

humorous or playful as well, e. g., 1.64. Cf. Kahane 67. 
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As Rank (69) notes, she repeats a variation of this wordplay in book 
fifteen, warning him that he has spent enough time away from home (15.10), 
T_X_ a', OCKETxt Kaca 866cov ano TiX' adXroakat ("Telemakhos, no 

longer is it good to wanderfar from home"). As before, the declaration con- 

veys a mild rebuke. The phrase also suggests a more negative meaning possible 
in Telemakhos' name. An unnamed suitor makes the same associations (cf. 
Dimock 1989: 35-6), when, learning of Telemakhos' voyage, he hopes for his 
death, even as he assumes Odysseus has already died (2.332-3), 

xig 8' oT6' ei KE Ka(X a'Ort; iov KoiXTIS At VTi!/ 
fiXe picov &atoir6Tat &dXkevo S; og nep 'Ovoafeg;; 

But who knows if he (Telemakhos) himself going on his hollow ship 
might perish wandering far from his family, just as Odysseus? 

The suitor plays on the meaning of Telemakhos' name and the characteristic of 

Odysseus which it signifies: the name allows for the possibility of dying far 
from home. 

Melanthios makes a similar etymological play. Having struck the 

disguised Odysseus in the nymphs' grove, and then hearing Eumaios pray that a 

returning Odysseus might avenge the wrongdoing, the goatherd utters his own 

prayer/curse (17.251-3), 

at yap TriXgaXov 3aXoot apyvpoixoto 'AoAk6Xov 
oiC?pOV eV jieyapot;, i {nb I vrTIoTiput Satl aei, 
ox 'O6uoi ye TnXo% aToXeo v&ontqov ulgap. 

For if only silver-bowed Apollo might strike Telemakhos 
down, today in the palace, or he were subdued by the suitors, 
just as the day of homecoming is lost forfar off Odysseus. 

Both members of the suitors' party assert that Telemakhos' name could 

ironically describe not his father's heroic capabilities but his failure and distant 
death (cf. Dimock 1989: 220-1). As such, however, the remarks conform to a 

persistant pattern whereby a suitor's words ironically backfire, making an 
intended clever, biting remark into a greater but unintended irony, of which 
the suitor is unaware but which the audience comprehends.29 

29 Further wordplays on Telemakhos' name include 2.363ff. (by Eurykleia), 19.86ff. (by 
Odysseus), and 1.297 (discussed below). On the suitors as unable to control their own irony, 
see below. 
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That Athene makes wordplays is a consistent part of her characterization. 
She is the first character in the Odyssey to associate *6'86(oooat with the 
name Odysseus (1.62), the capping instance of a series of wordplays (1.47-62). 
Her plays on Telemakhos' name include a further instance, again conveying a 
tone of mild rebuke, when, in her first visit, she suggests it is time for him to 
grow up, ODKC?t x,iKco;S oCi (1.297), a non-etymological collocation. Rank 
(38) notes a further instance when she offers Odysseus encouragement during 
the Mnesterophonia, avTa gvrljxTatpov 6Xoo(ppeaXt aXXKtglio ?vat; ... 6(ppa 
i68; ol65 . ... MvTCop 'AXKtig{Si?; e?EPyeciaS; dXtOTiVEtv (22.232-5). 

Punning is most visibly part of Odysseus' characterization, in the Odyssey 
and in the Iliad. Martin (64) notes a pun on Aulis in Odysseus' remarks to 
Akhilleus, ;yytq; y&p vrl&v Kat TeiXE?0o a iktv iO?EvTo (Il. 9.232), a non- 
etymological collocation. When Agamemnon addresses Odysseus with some 
provocation, Odysseus responds with a partial figura etymologica, o6Wat, ijv 

E0nCX,o0a Kat ac'i K?v ot Ta g?ilXkn, / Trli?daXOtO (piaov narepa 
7ipoigdxoto(t gtyvvxTa ("you will see, if you should wish and if such things are 
important to you, Telemakhos' own father mixing with the front-fighters," 
4.354-5; Martin 70). Much like Athene in the Odyssey, Odysseus finds possi- 
bility for rebuke in a play on his son's name.30 Martin (123) adduces Odysseus' 
opening boast to Sokos, X S&x', 'Ilnnadoo u i at 8cppovos; 7co5ai,oto 
(11.450), a figura etymologica. Given the broad distribution of wordplays he 
makes in both epics, we can assert that such capacity is either traditionally part 
of his characterization or is at least consistently part of his Homeric con- 
ception, whether as wily schemer or as one whose verbal powers parallel those 
of the poet himself. 

In accord with the Odyssey's tendency to celebrate the complementarity 
of Odysseus and Penelope, punning is a consistent component in Penelope's 
characterization. Both characters are subtle speakers who use a full array of 
verbal devices. Penelope's wordplay is very specific: she is perhaps the most 
frequent wielder of deformation in Homeric epic. We earlier noted her 
repeated deformation, oiXET' inorW,6gevo; KaKO'XItov oiiK 6voigaaTriv 
(19.260 = 19.597 = 23.19), and her similar noun compound, l6E? 6h 1iXo; Eto 

8Go&vu0go;, 9 g' '06-o oOS; (19.571). Penelope is on the receiving end of 
deformation when Telemakhos rebukes her for remaining aloof from 
Odysseus, gi-Trip ?Ugi, 86OgriTnp (23.97).31 She repeatedly uses negated noun 

30 See Higbie 159, on the unique paedonymic here and at II. 2.260; cf. Rank 69. 
31 Rank 66 suggests an additional wordplay, mrnveat playing on Penelope; if so, another 

deformation. Cf. Penelope's own use of &mwnvliS, 19.329. 
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compounds,32 her speech about the gates of dreams containing a notable cluster 
of non-etymological collocation and negative compounds, 

etv \, Tot Rev Ovetpot &9iX%avot aKptr61x0ot 
yiyvovT', o06 aTt InvXa reeXiserat avpopdrotot. 
6otal yap le TAXMat &agvrlvd v sitCv Ovveipov 
at g?v yap KEpad?6t ?a? ZTEvXTat, at ' 

&Xqcxav:t. 
TC:V Ot giv KC EXXOcXt ta Sptaro:o XPaTv:roS, 
oY p' X?cpaipovTat, EnC ' aKcpdCaVp a (ppovrE? ... 
i"e 6 i 1(S; E?tt U6Cg6vvo0go, n git 'OoCfio;o 
o'ticou da7oo%aloet.... (19.560-5, 571-2) 

In one of the densest such concatenations in Homeric epic,33 she fashions a non- 

etymological collocation on FXcpavrt / EX qCpavro and Escpaipovrat, and 
5vuo vvuoS;, while an instance of deformation also functions as a non- 

etymological collocation with 'O6UoqSo.34 The interview between Penelope 
and Odysseus features a most complex interweaving of intricate narrative tech- 

niques, wordplay among them. 

To consider Penelope's wordplays, we must take their larger context into 
account. The wordplays (19.560-72) occur in a speech about possible meaning 
embedded in dreams. Her previous speech (19.509-53), recounting the dream 

itself, makes use of similar wordplays and negative compounds, &agTpr1rov 
(512), 6Vpogvril (513), 66upogFlvrlv (517), rWl6bov ... &ais{lotv (518-9), 

c&?pepiota (529), and XaXi(ppoov (530). Puns figure prominently earlier in the 
interview. Penelope first uses the deformation, KaKco'Xtov (19.260), after the 

stranger passes her test about Odysseus' clothing. She repeats it immediately 
after proposing the contest with the bow (19.597). The final two instances of 

*6ia6ooogat both occur shortly before Penelope's two speeches. In Odysseus' 
report to Penelope, he declares that Odysseus was delayed, o6Soxavxo yap 
avtpc / Z?s; T? Kai 'HeXtos, "for both Zeus and Helios hated him"(19.275-6).35 

The intervening bathing scene with Eurykleia (19.317-507) involves 
further wordplay, perhaps the most significant in the poem. When Penelope 
notes that Eurykleia used to care for Odysseus when young, she refers to him 

32 Cf. her extraordinary couplet: ... &appova otijaat Kcat Exicppova lep jaiX' 6ovra, I 
Kai ae? aXtqppovFovra oaooppoo)vriS e73proaav (23.12-3). 

33 The closest parallel is Athene's speech (Od. 1.45-62) discussed above. Cf. Martin's list 

(65) of puns and assonances in II. 19.321-37, also in Macleod 51-2. Rank 106 notes a further 

play I have partially obscured, Kepadoat (563), aKpdavra (565), and _paivouot (567). 
34 An additional parechesis is suggested in iOc; and -io;, by which '0OiafioS repeats 

6v5; 'lo;, Rank 60-1. The closest discussion of most of these words remains Amory, esp. 16- 

33, see also Felson-Rubin 32, Bergren 1983b. 
35 Near o'6oaavro (275) are also 66ppexat (265), '06vsoi' (267) and 'O6uioSo (270). 
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as 8G-oxTlvov (19.354). As she then recognizes the scar, only here does the 

composer make explicit, in Autolykos' motivation in the name, the connections 
between the four previous instances of *6586oooiat and the name Odysseus in 
the word's final occurrence in the poem (19.407-9). 

As book 19 presents us with the climactic wordplay on the name 
Odysseus, so Penelope, in a thematic parallel, exhibits her own penchant for 
wordplay. As Odysseus himself and the inset digression about Autolykos both 
pun on the name Odysseus while Odysseus himself is before her, so Penelope 
responds with plays on his name and her own complex of deformations. Re- 

flecting on her dream's possible reality, Penelope employs figura etymologica 
or non-etymological collocation, xOv o'' jgv Kc' Eio0root 8ita ;tptvroo 
?X?(pavxo;, / oY b' EXEcpaipovTax, i?ie' aKpaavrta cppovT?; (19.564-5). The 
dream is true and will be effected, but for Penelope, as it remains enigmatic, 
she improvises, ironically helping effect the true dream. We know too that the 
coming dawn is linked to Odysseus, as her wordplay suggests, i6e 86i 1); etoc 

8GJOV)go0, i g' ' '0-oUf0o; / ou'(oV aCooxGXOEt. Unable to see the larger 
picture, Penelope wields power in the way that is available to her, verbally 
negating what she cannot control, refashioning a hostile environment. Her 
deformations also instantiate the Odyssey's thematic tendency to suppress 
names. Through deformation speakers, as earlier noted, have it both ways: they 
utter and refuse to utter the hated name (o)K 6vopxaoTriv). In her persistent 
wordplay and deformation, Penelope reveals a powerfully creative presence, 
sharing narrative powers which the Odyssey most often centers in Athene and 
Odysseus. 

I conclude by applying the three classifications to the Polyphemos 
episode. The name Polyphemos may itself be a pun, an ironic instance of figura 
etymologica, with plays on its literal meaning occurring throughout the epi- 
sode. "Having many utterances" with some accuracy describes the being who 
through a curse will wield so much power over Odysseus.36 It further de- 
scribes the Kyklops' role in the episode, since for a monster Polyphemos is 
rather articulate, capable of many varieties of discourse. He asks questions 
(9.252-5, 355-6). He offers insults (460: oxTztav6o is discussed below). He is 
capable of irony, 0;xtv iyco 7niCgatov ?5ogpa . . . x to 8 t etvT'i0ov i?oaTr 

(369-70). His voice itself is terrifying, 8?tcyavrov (pe0yyov X? 3apwv (9.257). 
He can forcefully say nothing, 6 68 g' o8c:v amgeiPeTo vrkiei iVgoi (9.287). A 

36 On "having many utterances" as the likely meaning, see Bergren 1983a 49, 69 n. 27, and 
Higbie 12. 
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formula introducing two of his speeches underscores his general power of 
speech through brief figura etymologica, npooe1,c KpatEpo; noXioPnwo; 
(9.407, 446). 

A context in which an opponent is named "Having many utterances" is 

naturally appropriate for wordplay. I thus suggest that the name Polyphemos 
itself helps trigger Odysseus' own famous wordplay, OTS;, an extreme in- 
stance of deformation.37 That Odysseus will use puns and that negating his own 

identity will be necessary for survival are themes carefully developed before 

Odysseus declares his name as O;xtg. When Polyphemos asks the location of 
his ship, Odysseus responds with a falsehood, denying the existence of the ship. 
He describes this lie in his own speech introduction as 8oXtiot ?tCEGcat (9.282), 
a unique expression in Homeric epic. In addition to introducing the theme of 

negative and false information as necessary to survival, 5oXiots; i7nt?eTt helps 
establish punning as a theme in the episode. In effect Odysseus is labelling his 
own tricky mode of discourse with the Kyklops as 56kta inCea, misleading 
speech. Odysseus claims that Poseidon wrecked their ship,38 thematically fore- 

grounding the later hostility of the god, and perhaps revealing that his use of 

language will bring him trouble as well. The wordplay in the encounter is 

closely tied to the curse. The opposing deities in the Odyssey, Athene and 

Poseidon, evidence their different relations with Odysseus in their opposite 
manipulations of his name. Poseidon, once Polyphemos is in possession of the 
name Odysseus, effects the curse, brought about only through use of the name. 

Athene, however, as we have seen, manipulates the same name in wordplay 
(1.62). 

When Odysseus later declares his "name," he again uses a marked speech 
introduction, E?i?eot npoorG65io&v IE?tXtiotat (9.363), his phrase signaling the 
onset of the pun. Declaring himself COrxtS, Odysseus extends his earlier tactic 
of providing Polyphemos with misleading, opposite information. A climactic 
instance of deformation, Oxt; negates his whole heroic identity. Consider 

Higbie's analysis (163): 

With this statement... Odysseus makes himself unique among Homeric 
figures: he is the only human ever to lie about his identity. Gods and 
goddesses may . . . take on false identities, but Odysseus alone of men 
lies about himself... to the Cyclops he denies all identity, calling him- 
self "No-one," which shows again to what extent he is willing to go in 
order to survive, even to the point of not existing at all. 

37 05Ori;, while not literally an instance of deformation, clearly functions in much the same 

way, as discussed below. 
38 A rare instance of irony beyond Odysseus' control as Poseidon will shortly be as hostile 

to them as in Odysseus' lie. See Heubeck ad 9.283-6. 
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When OxtqS becomes transformed into g-il rtq, courtesy of the neighboring 
Kyklopes (405-6), it becomes an instance of non-etymological collocation on 
giltS, both for the poem's audience and for Odysseus himself who, in noting 
the effect, repeats the collocation for emphasis, b V ovog' EcandaTTloev ?-gov 
,aKt gi'itT a6gocov (414). Again the wordplay is bound up with the later curse 
since the Kyklopes suggest that as gii TiSg is harming Polyphemos, he should 
pray (ei`Eco) to his father Poseidon (410-2, cf. 526-7). Odysseus' climactic de- 
formation thematically parallels Penelope's repeated use of the same figure 
(e.g., KacKo'Xtov, 8)otovuLgo;), evidencing their homophrosyne. 

It is not often observed that Polyphemos himself can wield a pun. Having 
received Odysseus' name as Oxrtg, and having used it several times (369, 408, 
455, 460) he twice plays on the name, referring to OCzSt as oirt?avog, tx6 ot 
oDrtbSavo g; nOpev OxtS (460), an instance offigura etymologica. This mani- 
pulation anticipates his later manipulation of the real name Odysseus in his 
curse. In both the figura etymologica in ouitcav6o and the later curse, he tries 
to exert some control over his opponent by manipulating a name for his own 
purposes, much as Odysseus has done in concealing his true name. OrtSavo;, 
"of no account," is a confrontational, insulting word; its only other occurrence 
in the Odyssey is when Odysseus so describes Euryalos (8.209), another vio- 
lator of hospitality.39 In spite of his own verbal dexterity, however, Polyphe- 
mos is ironically inarticulate, victimized by Odysseus, when the o'xtS;/lTI 
TiS/xi'jtg pun reaches full flower. He nonetheless gets the last laugh on 
Odysseus when he articulates his name in his curse. His own name, Poly- 
phemos, is thus clearly meaningful within the context of this myth, signifying 
both his own powers of speech, especially with regard to the curse, as well as 
his ironic defeat at the hands of a superior punster.40 

Puns indicate manipulation by the speaker. As in flyting speeches and 
curses, when Homeric characters engage in wordplay, they similarly index 
their power, their ability to exert control over hostile opponents. Athene, 
Odysseus and Penelope, among others, use wordplays to their benefit. We 

39 All three instances in the Iliad are in highly confrontational scenes as well (1.231, 293, 
11.390). Akhilleus refers to himself as ov'Otiav6o when his own heroic identity is threatened 
with negation by Agamemnon, S,ntgop6pog; aaloet)X;. The cannibalistic detail by which 
Akhilleus characterizes his commander offers a curious parallel with the oirtxav6o Odysseus 
against the cannibal Cyclops. 

40 Polyphemos occurs once in the Iliad as a proper name (1.264), with possible wordplay, 
in Nestor's first mention in the poem. The context is rich in references to speaking: Nestor is 
described as l6rDUFni ; . . . Xtly nHuXiv &yoprllnj;, / rxo Kald &abo yXjooral; g,Xtro;S 
yXuKicov bpev aci6i (1.248-9). The occurrence of the name in this passage may be the 
composer's sly aside at his character's prolixity. 
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might contrast the example of the suitors, who attempt to use the same devices 
but whose essential lack of power is instead revealed with great irony. At the 
moment when Theoklymenos lays bare their immediate doom in the most 
direct prophecy in the Odyssey, an unnamed suitor responds with a defor- 
mational compound, TrXtia(X', oit5 t; ao?E KaicoetvcoTEpog aiXXo; 

("Telemakhos, no one else is more unlucky in guests than you," 20.376). While 
the suitor assumes he is wittily putting Telemakhos in his place by mocking 
both his unsightly guest and the seemingly incredible prophet, Theoklymenos, 
the force of the word more accurately but ironically refers to the suitors' own 

fast-approaching doom. The STivog of Telemakhos will truly have an impact 
on them which anyone would characterize as Icalco;.41 However, the suitors' 

attempts at limiting Odysseus' and Telemakhos' power reveal their own in- 

ability to interpret what is really before them. By contrast, for Odysseus and 

Penelope such compounds and negations are signs of power and compre- 
hension, involved in heroic deeds. 

While I have not covered all examples or even all types of Homeric puns, 
I have demonstrated their frequency in Homeric narrative and their con- 

comitance with names. The sound play can perhaps be taken as additional 

evidence of the oral nature or background of the text, and would have been 

better appreciated by, and far more apparent to, a listening audience. The three 

classifications suggested here can provide a framework for investigation of 

other passages, instances of characterization, or additional issues. 

41 Cf. Amphimedon's retrospective description of their deaths by Odysseus as fiALecpoV 

0avxroto KaK6ov trXoc (24.124), '06usoia Kicac6;. o0ev qyctye 6ai.ov (24.149), tx) 8 
gvrlorXipotiv Oavaxov KaKOv aprxvavre (24.153). 
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