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. Introduction

HAROLD BLOOM

Though an epic, the Odyssey has many attributes of the literary
genre called the “romance,” a marvelous story more inclined to
fantasy than to realistic representation. Homer turns in the
Odyssey to what might be defined as realistic descriptions of the
marvelous, a formula apt for the hero Odysseus, who must
avoid disasters as varied as being devoured by a one-eyed
monster or drowning in freezing waters. The great burden for
Odysseus is that his implacable enemy is Poseidon the sea god,
and yet Odysseus is an island king who can get back to Ithaca
only by passing through the realm of Poseidon. This immense
difficulty can be surmounted only by a quester of endless
resource: cunning, courageous, stubborn above all. The very
name “Odysseus” (which became “Ulysses” in Latin) means
either a curse’s victim or an avenger who carries a curse to
others. This ambiguity hints both at the sufferings of Odysseus
and at his dangerousness to his enemies. He is a survivor:
prudent, wise, perhaps a little cold. You do not want to be in
one boat with him, however admirable you judge him to be:
you may well drown, but he will reach land.

It has been argued that the Odyssey, for all its wonders,
founds its storytelling upon the exclusion of surprise. That
seems to be one of the prime aesthetic virtues of the poem: it
insists upon working though its own suppositions, and so plays
fair with the reader. Aristotle praises Homer for centering both
the epics upon a single action, which in the Odyssey is the
voyage home to Ithaca. The rugged simplicity of Homer’s tale
is its principal power; the story gives us a hero so skilled and
tactful that he rarely abandons the long view. And yet the
Odysseus who at last returns to his wife, son, and kingdom, is
more than just two decades older and wiser than when he left;
he is indeed a hero who has weathered archaic and magical
adventures that are somehow at variance with his ultimate
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quest for simplicity. Odysseus has reemerged from a world that
we identify as dreams and nightmares, and his embrace of an
ordinary reality has in it a reputation of fantasy as such. The
hero has refused victimization by gods and by demons, and his
triumph heartens the reader, who beholds in Odysseus an
emblem of our heroic longing for the commonplace. Homer
does not seem to reflect upon the irony that his hero finally
refuses all enchantments even though the hero’s very name
indicates that Odysseus himself is an enchanter, a troublemaker
for nearly everyone whom he ever encounters.

Many critics have seen Odysseus as the one figure in all
literature who most uniquely establishes and sustains his own
identity. Certainly, few characters in Western literature have so
firm a conviction as to precisely how their identity is to be
confirmed and renewed. Despite the wisdom of Odysseus, his
identity is not easily maintained, since his great enemy is the
ultimate shapeshifter, the god of all ocean. Athena, the hero’s
champion and guide, is well aware of the odds against
Odysseus, and the hero himself knows how much he needs her
assistance if he is to survive. His longing for return seems
already an allegory for the soul’s yearning, in Platonism and
beyond, though Homer certainly did not see his Odysseus as a
religious pilgrim. Ithaca, in the poem, means something
realistic and simple, and yet going home, against the sea god’s
opposition, is bound to suggest transcendental elements as
well.

Odysseus matures throughout the poem; he never suffers
without learning from the experience, and his appeal to Athena
may well be that he becomes more and more like her, except
that he does not want to attain the detachment of the goddess,
despite his own tendency to coldness and cunning when they
seem essential for survival.

James Joyce thought that Odysseus was the one “complete”
hero in literature and therefore chose Homer’s voyager as the
model for Leopold Bloom in Ulysses. Compared to Joyce’s
Bloom, who is a paradigm of kindness and sweetness, Homer’s
Odysseus is capable of great savagery, but this is never savagery
for its own sake, nor will Odysseus resort to force until guile
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has failed him. The hero’s comprehensiveness induces him to
be pragmatic and to be concerned primarily with the question,
will it work? Americans therefore are likely to find something
very American in Odysseus, even though our writers have yet
to give us a convincing version of Homer’s hero. The closest of
all our literary characters to one aspect of Odysseus is Mark
Twain’s Huck Finn, whose innocent cunning sometimes
suggests a childlike transformation of the Homeric hero into an
American survivor. Perhaps all of American history is a closer
analogue to the Odyssey: the American dream finally involves a
hope of returning home, wiser and richer than when we
departed from there in order to experience warfare, marvelous
enchantments, and the forging of a self-reliant identity strong
enough to bring us back to where we began.



. Biographical Sketch

Almost nothing is known about Homer’s life. Chance and the
laborious scribes of Byzantium have preserved for us 30,000
lines of hexameter poetry in the form of two long epic poems
which reach back into the dim past of a nascent Greece. The
classical Greeks referred to the author of this text as “Homer,”
whom they usually referred to as simply “the poet.” But aside
from the fact that this text exists, and that Homer is a man’s
name, there are no sure evidences of his life. An ancient
tradition holds that he was a blind bard from Chios, but at one
point or another seven different Greek poleis were vying for the
honor of being his birthplace, so such claims must be met with
circumspection. His place of birth, the era in which he lived,
the circumstances of his life, his methods of composition, even
his very existence, are questions which will never decisively be
answered.

Both the I/iad and the Odyssey begin with invocations of the
Muse. Homer would have said that the Muse was a goddess,
daughter of Mnemosyne (memory), who possessed and inspired
him to become her mouthpiece and sing. A modern reader
would probably take it as a metaphor: but just who, or what, is
Homer’s muse? A goddess? A trope for the divine faculty in
man, the imagination of a solitary, creative poet? Or a
formulaic system of oral poetry, the patrimony of a long
tradition of bards?

From the rediscovery of Homer in Western Europe in the
fourteenth century until roughly the end of the eighteenth
century, it was taken for granted that Homer composed with
the aid of writing. “Homer,” writes Pope, “is universally
allow’d to have had the greatest Invention of any Writer
whatever.” The moment usually chosen as the inauguration of
the so-called Homeric Question, which plunged this whole
picture into doubt, is the publication of a pamphlet by F. A.
Wolf in 1795 called Prolegomena ad Homerum. In it, Wolf
claimed that Homer was pre-literate, and so the texts that have
come down to us could not possibly have been penned by
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Homer himself. He proposed that “Homer” had been a great
oral bard of the past, the fragments of whose poetry were
transmitted orally until they were compiled during the time of
Peisistratus in Athens.

While Wolf’s hypothesis of a later Athenian compilation is
no longer credible, his more fundamental premise—that
Homer was pre-literate and his epics not the creation of one
mind—was groundbreaking and quickly won adherents.
Homerists quickly found themselves divided into two opposing
camps: the Analysts, who laboriously and untiringly
deconstructed the Homeric epics, trying to penetrate to those
ancient nuggets buried within, which were from the authentic
Homer, still alive but barely visible through murk of later
editors, compilers, and imposters; and the Unitarians, who
argued for the essential unity and integrity of the Homeric
poems as the product of one man.

Philologists quarreled, and progress on the Homeric
Question stagnated. Then, a brilliant study by a young scholar
recast the entire question. Classicists and the common reader
alike had observed formulaic elements of Homer’s poetry, in his
epithets and repetitions, but is was Milman Parry, in a French
dissertation in 1928, who first cogently described their
necessity to an oral bard and their scope and importance to
Homeric diction. The Homeric poems are composed in a
complex and exacting meter called dactylic hexameter. Greek
meter is based upon vowel length, and not upon stress, as
English meter is. A hexameter line is composed of six “feet,”
and a foot is either a long syllable followed by two shorts (a
dactyl) or two long syllables (a spondee). The first five “feet” of
a line can be dactyls or spondees, but the final foot must have
two syllables, either long-long (a spondee) or long-short (a
trochee). To complicate things further, word breaks can only
fall in prescribed places in a line. Any beginning Greek student
who tries his pen at a few lines of hexameter will immediately
be awed that Homer left us 30,000.

Given the complexity of this meter, Parry proposed that
the raison d’etre of the Homeric formula was the pressure of
extemporaneous composition of poetry in dactylic hexameter.
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The difficulty of improvising in meter necessitated certain
formulary expressions to aid in that composition. “[Homer’s]
diction, in so far as it is made up of formulae, is entirely due to
the influence of meter.... Formulary diction ... was created by
the desire of bards to have ready at hand words and expressions
which could easily be put into heroic verse.”! By a comparative
study of Homer with another tradition of oral poetry that is
still alive in Yugoslavia, Parry showed that oral bards never just
recite from rote memorization; rather, they improvise, and
each recitation creates a new poem. Their language is equipped
with various ready-made phrases that fill metrical slots and aid
in each re-creation.

The essential point, and, according to Parry, the proof that
Homer is in a tradition of oral poetry, is that the formulary
system is of great “economy” and “extension.” The system is
economical because there is only a single formulaic expression
for each fundamental idea in a given metrical environment. In
other words, though there are six different epithets commonly
applied to Odysseus, each is metrically unique. Parry’s notion
of “extension” refers simply to the variety of metrical forms
available. The troubling implication of this is that the system
and meter choose the words for you, not vaguer considerations
like context or pathos. The meter itself creates the poetry.

Lest this become too abstract, take the first line of Book IX
as an example. King Alcinous has asked Odysseus to reveal his
name, and tell his story to the hall of banqueters. The first line
of the book begins, “ton d’ apameibomenos prosephbe..., (“and then
he spoke to him in reply ...”). Homer now has the two final
feet of the line to name the speaker, and the only form of
“Odysseus” that fits in that slot is polymetis Odysseus (Odysseus
of many wiles). So the meter necessitates that Odysseus
become polymetis at that moment.

From his investigation of noun-epithet formulae, Parry
posited that style of Homer in toto is formulary. The poet did
not have his freedom to choose his diction, and so much in the
poems is not intentionally meaningful. Such memorable
epithets as “rose-fingered dawn,” for example, would not carry
semantic weight, but would be a mere verse filler, a wrapping
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to fit the idea into a verse. Parry exhorted us to create a new
“aesthetics of traditional style.”

Based on Parry’s extrapolations, old-fashioned criticism of
Homer was deemed irrelevant. Ruskin had written about the
pathos of a dead corpse interred in the “life-giving earth,” but
this pathos, according to the fiercest Parryists, was alien to
Homer. Albert Lord, a disciple of Parry, called this kind of
reading a new “‘pathetic fallacy,” in that it attributes to an
innocent epithet a pathos felt only by the critic, but not
acknowledged or perhaps even dreamed of by the poet.”

The Parry-Lord hypothesis was the dominant paradigm in
Homeric studies for many years, but it has had the natural life-
cycle of any radical idea: a brood of disciples followed by sober
reappraisal. He was the product of a particular intellectual
moment, usually called structuralism, which sought to uncover
simple principles and correspondences beneath superficial
diversity. The current attitude in Homeric criticism is that
Parry’s findings—though immensely important—do not
support this grandiose restructuring of Homeric aesthetics. His
great insight was to link the formulaic element in Homer to an
oral tradition, but he overemphasized how constrictive the
formulaic element was on Homer.

Consider the following statistics about the use of the name
Odysseus in the nominative case in the Odyssey. It occurs with
an epithet 159 times, and without and epithet 158 times. That
alone should give us pause: How demanding can this system of
epithets be if it only accounts for half of the instances of his
name? The most common epithet used with Odysseus is
polymetis, “of many wiles.” It occurs 66 times. Of these, 63
introduce Odysseus for direct speech, 44 of those in the exact
formulaic line quoted above that begins Book VIII. Odysseus’
most common epithet occurs in very specific, localized
contexts: how necessary could it be? Aside from introducing
Odysseus for direct speech, his most common epithet occurs
but three times in a poem of 12,000 lines.

Another difficulty with Parry’s hypothesis is the simple fact
that Homer comes to us as a text. Parry almost totally ignores
the problem, and Lord evades it by positing an oral-dictated
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text. Lord imagines “Homer,” some preeminent bard,
improvising and reciting the long epic to a scribe. However,
writing had just re-entered Greece through the Phoenicians,
and was a new technology. Writing implements must have been
crude; recording massive epic poems in long strings of block
capital letters with no spaces must have been a major labor.
Indeed, the speed of a chanting oral bard would totally exceed
the new technique of writing. The whole basis of the Parry-
Lord hypothesis is that the occasion of oral performance,
improvising in verse with the pressure of time, creates the need
for a formulaic system. But whether a scribe wrote down
Homer, or he himself wrote, that specific improvisational
pressure would be lifted.

Finally, language is itself an arbitrary system controlled by
certain limitations and constrictions, called collectively a
“grammar.” Language creates meaning through these
restraints. Poetry, which opposes itself to normal speech,
subjects itself to more constraints, which give it its prosodic or
linguistic uniqueness. When we interpret a Shakespeare
sonnet, would anyone ever claim that the word at the end of
the line is not “semantically relevant” or “intentionally
meaningful” because Shakespeare was limited by his need to
rhyme? Dr. Samuel Johnson wrote of Pope, “By perpetual
practice, language has in his mind a systematical arrangement;
having always the same use for words, he had words so selected
and combined as to be ready at his call.”?> Perhaps we are closer
to Homer here than in Parry.

Scholars have and will continue to argue acrimoniously the
many faces of the Homeric Question. But the one aspect of
Homer that has met the general agreement of critics and
common readers alike is the quality of the poems attributed to
him.

Notes

1.Milman Parry, The Making of Homeric Verse: The Collected Papers of
Milman Parry, ed. Adam Parry. Oxford, 1971.

2. Samuel Johnson, Life of Pope.
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. The Story Behind the Story

No artist of our time can rival Homer in cultural importance
and pre-eminence. From him the Greeks derived their core
ethics and values; an educated Greek would have huge
portions—if not all—of his epic committed to memory. An
example from history will give an idea of his centrality: In the
sixth century BCE, Athens and Megara were continually
contending for control of the important island of Salamis.
They agreed to submit the dispute to binding arbitration, and
chose a neutral third party. The arbiter ruled in favor of
Athens, because the Catalogue of Ships in Book II of the I/iad
tells that Salamis stationed her ships next to the Athenians. An
inconsequential detail of the I/iad legislated the outcome of a
war.

The Greek historians, looking backward, could see no
turther than Homer. He was their earliest history; for the later
Greeks, the world of Odysseus was their direct past.
Techniques of modern archaeology have revealed to us
information that could not possibly have been available to
Herodotus, and so the relationship of the Homeric epics to the
history they purport to describe has been re-evaluated.

Two recent discoveries upended previous approaches to the
veracity of Homer’s history. The first was a series of digs
carried out by an amateur archaeologist named Henrik
Schliemann, an avid lover of Homer. Convinced of the
essential truth of the tales, he set off (somewhat quixotically) in
search of Troy and Mycenae, while less enthusiastic classicists
looked on condescendingly, and unearthed several
archaeological remnants of Greece. He found ruins in Troy,
and upon finding a massive vaulted tomb with a masked corpse
in Mycenae, he sent a telegram back to Germany that stated
tersely: “I have found the mask of Agamemnon.”

Modern dating techniques have shown that the tombs
Schliemann found were earlier than when Agamemnon would
have lived, but his discoveries totally changed our understanding
of early Greek history. Though Schliemann himself did not find
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it, one ruined city was dug up in Troy that was destroyed
violently by fire at the end of the thirteenth century BCE. Most
historians believe, or at least find it plausible, that this was the
sight immortalized by Homer’s poems.

Schliemann’s discoveries created many questions. For one,
there was no way decisively to connect these early inhabitants
of the Peloponnese to the classical Greeks. In 1951, a second
groundbreaking discovery was made by an enthusiastic
amateur. Thousands of clay tablets had been dug up in
Mycenae and in Knossos in which was etched a syllabary script
called Linear B. The script went undeciphered and
untranslated for many years until Michael Ventris, an architect,
decrypted it and showed that it was an early form of Greek. A
bridge of language connected the Age of Heroes to the Age of
Homer.

The basic picture of early Greece that emerges is this:
Around the end of the third millennium BCE, proto-Greeks
entered the Peloponnese. They were part of the migrations of
several Indo-European peoples at that time, including the
Hittites and the Luwians. They probably infiltrated Greece
slowly, rather than conquered violently, since many of the place
and divinity names are not Indo-European but were borrowed
from the original inhabitants.

For the next several hundred years these Indo-European
migrants developed into a strong and complex civilization.
Mycenae is the most spectacular of the ruins from this time,
with its gigantic “Cyclopean” walls and famous Lion’s Gate,
both still visible today. As it was the most powerful state, and
probably responsible for the political and social unity, the
entire era from the early second millennium bce until about
1100 BCE is called the Mycenean Age. The general idea of
Mycenean Greece that archaeology provides is a period of
strong kings with elaborate beaurocracies and palace
economies. The Mycenean Age was closer to its contemporary
Near Eastern civilizations than to classical Greece. It ended
mysteriously at the end of the second millennium. Later
Greeks attributed this decline to a “Dorian invasion” from the
north, but the true reasons remain obscure.
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The most likely date for the composition of the Homeric
poems is the late eighth century BCE, so a gap of at least three
or four centuries separates Homer from Mycenean times.
Which society is depicted in Homer’s poems? Dark Age
Greece or the Mycenean Age? M. I. Finley aptly reminds us
that this “Mycenean Age” is a purely modern construct, and
unknown in ancient Greece. Homer’s only past was what he
had heard from bards before him. There are important
differences between the world described by Homer and the
Mycenaean world described by archaeology: his arms bear
resemblance to the arms of his time; his gods have temples,
while in Mycenae there were none; Homer cremates his dead,
the Myceneans built huge vaulted tombs.

While Homer stubbornly retains certain archaic
practices—such as bronze weapons and war chariots—he
mostly portrays his own society, or perhaps that of a century
earlier. This is logical for a poet at the end of a long oral
tradition: each of the multitude of bards through whom these
heroic songs passed, naturally would appropriate, add, modify,
or refine them. The poems, then, are amalgams of these
various additions and editions, with a few remnants of the
actual Mycenean past.

"Two social features of Dark Age society in Greece merit
mention. The economic, political, and cultural center of any
region was the oikos, usually translated as the “household,”
which included the family, the retainers, bards, shepherds, or
farmers that clustered around a single royal family. The
households of Odysseus, or Nestor, or Menelaus, which we
visit in the Odyssey, are typical Dark Age oikoi. They provided
security and sustenance, as well as zzores and values.

A second central Dark Age institution is denoted by the
Greek word wxenia, which means “guest-friendship” or
hospitality. In a world without real cities or centralized
authority, and riddled with pirates, all travel depended upon
the mutual obligations of wenia. In the first Book of the Odyssey,
Athena visits Ithaka in the guise of Mentor. Telemachus spots
him tarrying at the door, and is irked that this xenos, guest-
friend, has been waiting. He invites him to a generous feast
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before inquiring his name and home. The appearance of a
xenos, then, demands certain rights and behaviors. It is the
closest thing in the world of Homer to an absolute moral
mandate: one of Zeus’ epithets is Zeus xenios, protector of
strangers. Much of the Odyssey concentrates on the fulfillment
and perversion of the demands of xenia.
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. List of Characters

If Homer’s descriptive epithets evoke some quintessential
quality of his characters, and ennoble them with the full
resonance of tradition, Odysseus’ epithets continually point to
his “manyness”: he is polumetis, of many (polu-) wiles (metis), a
great cunning intelligence; he is polumechanos, and will devise a
strategem (mechanos) to escape any snare; he is polutropos, the
man of many turns (#7opos comprehends the full amphiboly of
“turns”—clever turns of mind, figures (tropes) of speech, and
the endless actual turns of the wanderer); finally, he is polutlas,
much-suffering, much-enduring. The repetition of the prefix
polu- indicates the versatility, adaptability, and even mutability,
that equip Odysseus for an unstable world.

Penelope is Odysseus’ wife and mother of Telemachus, who
resists the blandishments of the suitors during Odysseus’ long
absence. She is distinguished by her fidelity, prudence, and

cleverness.

Telemachus is Odysseus’ son, who was a baby when his father
departed but is on the threshold of maturity when he returns.
The first four books of the Odyssey—referred to as the
Telemachy—draw Telemachus’ voyages in search of his father’s
kleos: a Greek word that means both “fame” and “news.” In his
search he wins some kleos for himself. When his father comes
home in disguise, he and Telemachus rout the suitors in
collusion.

Eumaeus is the loyal swineherd who tends Odysseus’ livestock,
and offers him his lodging when Odysseus first lands on Ithaca.
Odysseus reveals himself to Eumaeus and enlists his assistance
to slaughter the suitors.

Eurycleia is an old servant who nursed Odysseus as a boy, and
who, while bathing the disguised Odysseus’ feet, joyfully
recognizes him by the scar on his thigh.
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Laertes is Odysseus’ father, who, aching for his son, refuses to
come to town. He has forgone his home and bed, sleeping on
piles of leaves with the slaves. He and Odysseus are happily
reunited at the end of the epic.

Menelaus is the brother of Agamemnon, who commands the
Greek army in the [/iad, and is the cuckolded husband of
Helen. Telemachus visits his luxurious and wealthy palace in
Sparta, where Menelaus shares memories of Odysseus and
relates his tortuous path home after the Trojan War.

Helen is Menelaus’ wife, whose adulterous affair with Paris
begins the Trojan War. After the war and several other
dalliances she is reunited with Menelaus in Sparta.

Nestor is the oldest commander of the Achaeans assembled for
the Trojan War. His counsel is widely respected and heeded by
other Greeks, and he often ramblingly reminisces about a more
glorious past. He entertains Telemachus at his palace in Pylos
in Book III of the Odyssey.

Calypso is a goddess who inhabits Ogygia, on the fringes of the
world, and detains Odysseus for seven years as he longs for
home. She craves to have him as her husband, and offers him
immortality with her on Ogygia, but Odysseus refuses her,
choosing to return to his mortal wife.

Circe is the daughter of Helios, an enchantress who lives on
the westerly island of Aeaea. With her magical drugs she
changes Odysseus’ men to swine. Odysseus rescues them with
an antidote given to him by the god Hermes. Odysseus spends
a year with her before being dispatched to consult Teiresias in
the underworld.

Achilles is the hero and theme of the I/iad, which sings the
arousal and resolution of his rage, and its destructive
consequences for the Achaeans. Achilles represents a hero of a
different type than Odysseus: he is doom-eager, swift, and the
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best fighter of all the Greeks. He appears twice in the Odyssey,
in the two nekuiai, or underworld scenes. In both, the
presentation of Achilles is a locus of confrontation between the
two opposed ethical and poetic traditions of the lliad and the
Odyssey.

Agamemnon is the king and commander of the Greeks in the
Iliad. When he returns home from Troy, his wife Clytemnestra
foully murders him, “like an ox at the trough,” because she has
had an adulterous affair with Aegisthus. Agamemnon appears
in the Odyssey in the two nekuiai.

Philoetius is a loyal retainer of Odysseus, who helps Odysseus
avenge the excesses of the suitors.

Alcinous is King of the Phaeacians, who is Odysseus’ host in a
long path home. To Alcinous and his enchanted household
Odysseus narrates the story of his fabulous wanderings.
Alcinous provides Odysseus with a ship and rowers to convey
him home.

Arete is the wife of Alcinous.

Nausicaa is the young, unmarried daughter of Alcinous. She is
Odysseus’ first human encounter after a shipwreck lands him
on Scheria. She and Odysseus engage in subtle and unspoken
rituals of courtship before she leads him to her parents’ house.

Demodocus is the blind bard who entertains the Phaeacians.
He sings of the clash between Achilles and Odysseus, the
dalliance of Ares and Aphrodite, and the sack of Troy by the
Trojan horse. The first and last songs cause Odysseus to draw
his mantle over his eyes to hide his tears.

Polyphemus is the giant Cyclops who entraps Odysseus and his
men in his cave. Odysseus is able to blind and escape him by
the famous ruse of calling himself “Nobody,” which prevents
Polyphemus’ fellow Cyclopes from heeding his cries for help.
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Odysseus and his men escape on the fleecy underbellies of the
giant’s sheep. Polyphemus curses Odysseus to his father
Poseidon, god of the sea.

Eurylochus, a member of Odysseus’ crew who twice rouses
them to mutiny, convinces them to open the bag containing ill-
winds, suspects some stashed treasure, and later convinces them
to slaughter several of the sun’s cattle, this final act of
arrogance dooms the crew to death on the sea.

Elpenor is Odysseus’ crewman who, during the year sojourn on
Circe’s isle, drinks too much wine, falls asleep on her roof, and
then falls to his death. He is the first shade Odysseus
encounters in the underworld, and he begs his master to bury
his disfigured corpse.

Teiresias is the blind prophet whom Odysseus consults in the
underworld. He warns Odysseus not to harm the cattle of the
sun, and tells him that he must one day, after his homecoming,
travel far inland, to peoples who do not know the sea, and plant
an erect oar in the ground to propitiate Poseidon.

Antinous, the strongest and most prominent of the suitors,
leads them to all sorts of unseemly outrages. He is the rudest to
the disguised Odysseus, and the first to receive an arrow to the
gullet from his bow.

Eurymachus, the second-in-command of the suitors behind
Antinoos, grovels pitifully to save hi