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Compare and contrast the interactions between gods and humans as depicted in ancient myth and film, and discuss the reasons for any differences
This work will consider how closely modern films try and match the nature of the various types of divine encounters and interactions with mortals, as described in the specific ancient sources, and why changes were made by film-makers. It will also discuss the relationship between the mortals and the divinities as depicted in films, and the extent to which the depictions of ancient divinities and interactions with them have been affected by modern cultural influences, such as Judaeo-Christian or modern pagan ideas, and atheistic movements. In order to highlight the impact of contemporary cultural influences on film-makers, a series of four pairs of films, both on (roughly) the same subject but made at different times, will be considered. These four pairs are, first, Ulysses (1955) and The Odyssey (1997), second,  Jason and the Argonauts (1963 and 2000, denoted below as Jason (1963) and Jason (2000), respectively), third, Troy (2004) and Troy: Fall of a City (2018), and, fourth, Clash of the Titans (1981, denoted Clash1 below) and  the so-called re-make Clash of the Titans (2010) along with its sequel Wrath of the Titans (2012), which are treated together (and thus denoted below as Clash2/Wrath) because the latter is a continuation of the plot of the former. Some general conclusions on how the treatment of divinity and religion in ancient epic has been adapted for modern film audiences will then be drawn. 

The modern films vary in the depiction of divine intervention with human characters compared to ancient epic. While there has been some debate about interpretation of Homer
, it is suggested that the epiphanies of the gods to the heroes represented the actual decisive choices made by the latter
. The interventions of the gods were the actual decision made by the mortals, and they were not just facilitating them
. For example, referring to his argument with Achilles in the Iliad, Agamemnon claimed humans make mistakes because of the direct action of the gods:

‘…I am not responsible but Zeus is, and Destiny and Erinys the mist-walking who in assembly caught my heart in the savage delusion on that day I myself stripped from him the prize of Achilleus. What could I do? It is the god who accomplishes all things.'

The gods were also invisible to all but the hero. For example, when Athena, in the form of Mentor, intervened in the decisive choice of Telemachus to go seek his father, she was only visible to Telemachus and not the suitors. Therefore, this particular mode of divine intervention with key decisions made by mortals leaves little or no trace of divine action on the more broadly visible surface events
. Hence, this Homeric conception of divine intervention would be hard to transfer to film in a simply understandable way. However, the deep level of control, by the gods, over the lives of mortals envisaged in Homer can be shown in films using other visual devices. In both Jason (1963) and Clash1 humans are depicted as model figurines on Olympus, and in Jason (1963) Hera and Zeus are shown manipulating the world below via a gaming board using these figurines, while in Clash1 the gods manipulate mortals below by sympathetically manipulating their figurines. The level of divine control over human decisions, both good and bad (such as for Agamemnon mentioned above), as envisaged by Homer is incompatible with Christian views of humans as having free will and thereby being morally responsible themselves for the consequences of their own choices. Uneasiness with the Homeric conception of (lack of) free will, arising from Christian cultural influence, may have been evident in Clash1 when Hera asks Zeus how Jason will avenge her, Zeus replies: 'You must know by now, I never arrange exact and precise details.' This suggests the heroes have more free will than the Homeric tradition might suggest. 

In contrast, later ancient writers, such as Apollonius Rhodius, changed the mode of divine intervention in human choices to give more precedence to human decision making. For example, in Argonautica Medea contemplates suicide but hesitates due to what seem to be particularly human motivations, such as a fear of death and enjoyment of the good things of life, but Apollonius finally made it clear that it was actually Hera, who was manipulating these natural emotions, and was, thus, responsible for the actual final decision:

'[Medea} longed to choose fatal drugs and to swallow them...but suddenly a deadly fear of 
hateful Hades came into her mind, and for a long time she sat...All the delightful pleasures of life danced before her eyes; she remembered the joys which the living have...She put the casket [of drugs] away from her knees; Hera caused her to change her mind, and she now had no doubts how to act.'

This change from Homer, to allow the reader to experience more the full human psychology of the situation, may have been influenced by the development of Classical-era Attic tragedy between the time of Homer and Apollonius Rhodius. Hence, this makes the later epic more amenable to transfer to the screen, and the model for human decision-making and divine interactions. In Troy: Fall of a City when the humans are making decisions the gods are depicted behind them whispering to them, such as when Aphrodite is behind Paris when he contemplates suicide by throwing himself into the gorge, and when Paris, Hector and Hecube are deciding the curse on Troy is lifted following Paris' fall and return. 

In the aforementioned Homeric episode involving Telemachus, as depicted in The Odyssey, Mentor talks to Telemachus about the gods and then changes into Athena, shown as a fully-embodied female actor, who speaks directly to Telemachus. In Homer, Telemachus is not aware he is speaking to Athena, rather than Mentor, until she leaves when he gets a hint he has just encountered the divine. This deviation from Homer may have been chosen because the film-makers decided it was too difficult for the audience to keep track of an actor who is supposed to be someone else appearing as another, especially when there is such a profound difference in appearance between a youthful female goddess and an old man, and it would not be easily and convincingly possible to make the actor up, or dress them, as the other character. Using some other visual device to denote the presence of divinity, such as glow around the figure, may have seemed clichéd (from medieval paintings) or clumsy to the film-makers. 

The depiction of the abilities of pagan gods on-screen may have been affected by Christian ideas about the capabilities of deities. In the Homeric Odyssey Athena uses a magic wand to transform the appearance of Odysseus
. Hence, gods are seen as using magic items to affect the miraculous. However, in The Odyssey (1997) Athena does not use a wand to effect the same change. Since it seems trivial to give the actor a wand as a prop, this omission  may be because Christian culture suggests deities have inherent power and do not need external aids. 

The incidence and use of prophecy in the ancient sources is changed somewhat in modern films. While some prophecies were kept as plot elements, the many other prophecies were dropped. In the Argonaut films, the prophecy to Pelias to beware the man with one shoe, who will threaten his throne, was kept, but the visions of the seers in the Argonaut crew were dropped. For example, before departure, the seer Mopsos foresees many of the key events of the Argonauts' voyage 

'...holy Mopsus possessed of the god, ...[from whom] [a]t length speech issued, speech whereat men shuddered; then was silence ordered for the seer. ... Ah! wherefore does fair Hylas of a sudden veil his locks with rushes? ...Thou Pollux, whence hast thou these wounds? Ah! mark the fierce flames from the heaving nostrils of the bulls! Helms are springing forth and spears from every furrow, and lo! at every moment shoulders! What strife is this I see around the fleece? What woman is this, drenched with slaughter, that cleaves the air upon winged serpents? Whom doth she strike with the sword? Unhappy Jason, snatch the little ones away! Yonder I discern the bridal chambers all ablaze!”'

The particular choices made may be because, while the Greeks were happy with the idea that the whole subsequent train of events was the result of the unfolding of the plans already known to Zeus, and revealed to mortals via seers, including this (or a variation that matched film-maker plot variants) in the film would ruin any surprise in the story for the audience. While film trailers may potentially be considered modern analogues to prophetic sequences like the above example, modern film-makers are still careful not to reveal the key plot outcomes to audiences. This probably did not matter as much to ancient audiences used to the idea of history as the working out of Zeus' plan, and for whom epics were not just entertainment. 

The film plots often varied the reasons for the anger of the gods towards mortal character(s), compared to the ancient sources, due to modern audiences not being able to appreciate the offence. In Homer's Odyssey, Poseidon is personally angry with Odysseus because he injures his son Polyphemus. While both Ulysses (1955) and The Odyssey (1997) attribute Odysseus' delayed homecoming to the anger of Poseidon, as in Homer, they differ as to the cause. While Homer suggests Odysseus' offence is unintentional and inadvertent, in the films Odysseus offends Poseidon by deliberate desecration of his statue, and his overtly expressed pride in acting without, and despite, the gods. For a modern audience, influenced by Judaeo-Christian ideas, deities are supposed to be morally-superior to humans, and act according to impersonal justice, rather than personal passions. Hence, a modern audience would probably not understand the more personal vendetta of a god, as depicted in Homer
. Further, the idea of human 'pride going before a fall', or pride as one of the 'Seven Deadly Sins', is also an idea that is likely to be familiar to a modern audience.

In the ancient sources for the Argonaut myth, Pelias offended Hera by neglecting her worship. According to Apollonius Rhodius:

'[Jason] hurried...to Pelias' palace to take part in a sacred feast which the king was offering to his father Poseidon and all the other gods- except Pelasgian Hera to whom he paid no regard.'

Similarly, according to Apollodorus:

'...as a result of the wrath of Hera, who wanted Medea to come as an affliction to Pelias (for he had failed to honour the goddess)...'

Despite this consistency between ancient sources concerning Pelias' offence, in both the 1963 and 2000 Jason films, Pelias is depicted desecrating temples to Hera through bloody murder, although the latter film may have taken its lead purely from the former. The change in the offence made by the film-makers may be because, in a progressively more secularised, and even atheistic, modern society, the simple neglect of a deity may not have seemed to the audience a particularly bad offence warranting the subsequent intensity of wrath shown by the goddess.  

The general level of anti-religious and atheistic attitudes expressed in the films has varied over time. This may reflect changes to the standing of organised religion over time. Ulysses (1955) represented the presence of Neptune only as a statue and Athena only as an image, rather than as characters played by actors. Ulysses denies the existence of Neptune when he says: 'There is no Neptune out there. There is nothing but wind, water, and death', when one of his crew suggests sacrificing to Neptune during a storm. The film depicts a hero who gets away with throwing a god from his pedestal and overboard because the deity is ultimately impotent. The only deity to be played by an actor was Circe and she was presented more as a witch than an Olympian god. While this may be taken as an anti-religious tone, it might also be because the film-maker wanted to portray the ancient people as idol-worshippers and thereby to distance himself from their particular religious beliefs
. Roisman
 suggested that the anti-religious tone of Ulysses reflected the 'religious scepticism of post-war European intellectuals'. The challenge to Neptune from Ulysses may be a metaphor for the then contemporary challenge of established authority. Ulysses was made in the same year, 1955, as the films East of Eden and Rebel Without a Cause starring James Dean which reflected growing dissent against authority by young people, in particular, and was the era of the growth of the 'teenager'. However, the destruction of idols and the disbelief shown in a non-Christian religion may reflect the conservative Christianity advocated by Eisenhower in the early years of the Cold War against the atheistic Soviet Union. 

In contrast, The Odyssey (1997) depicted Poseidon as a face in the waves and a deep bass voice, while Athena was played by an actress, and thus demonstrates that the later film-makers were at ease with presenting 'a world infused with spirit and in which deities play an active role'
. Odysseus is depicted as having an easy personal interaction with the goddess Athena with little formality. Roisman
 suggested this attitude may reflect the decline in adherence to formal organised religion and rise in more 'diffuse, non-doctrinaire New Age spirituality' by 1997. In the original script for The Odyssey the writer, Meyer, had the gods as narrative agents but not presented as anthropomorphic beings
. They would only manifest themselves through cult statues. This idea probably demonstrates the initial, direct influence of the precedents set by the earlier Ulysses (1955) on the development of The Odyssey (1997).
However, even in a film that depicts the gods as full-bodied actors, as in Jason (1963), where the character Jason has even already been taken to Olympus to see the gods face-to-face, he still questions the very existence of divinity in the face of the great challenge of the Clashing Rocks. At this point the character Jason rips off the amulet and declares: 'The gods of Greece are cruel. In time all men shall learn to do without them!' This may suggest the doubt that had developed in the wider 1960s culture that the direct experience of the apparently miraculous is no-longer sufficient to justify faith in the divine, and it is possible for one to be mistaken. However, in the film, Jason is subsequently swiftly reminded of the existence of the divine by the physical appearance of Triton. This seems in line with the general style of ancient myth where the proud mortal quickly gets a reminder of the power of the gods. In contrast, in the equivalent episode in the 2000 version, the Argonauts navigate the Clashing Rocks seemingly without any divine help whatsoever. Paul
 suggests this may be an example of secularization perhaps directly influenced by the statement of atheism by the 1963 Jason at this particular point. 

The lack of deities played by actors may reflect anxiety about how to represent them visually on-screen in a dignified and non-laughable way. As in Ulysses, gods in Troy are only present as inanimate cult statues. They are also the subject of dismissive comments by both Greeks and Trojans. For example, when Priam trusts that the gods will protect Troy, Hector responds by mockingly asking: 'How many battalions does the sun-god command?' Further, Achilles chops off the head of a statue of Apollo in his first battle at Troy. While this provoked a horrified reaction from the Trojan soldiers the plot gives no idea that Achilles was punished for his actions. Paul
 suggested that the film-makers, Benioff and Petersen, wanted a story 'that could be understood from a humanist perspective', which might be more comprehensible to modern audiences. Some film critics suggested that the lack of the divine in Troy meant it lost much of the Iliad story's sense of 'fate, destiny and tragedy'
. The lack of the divine was considered symptomatic of the film's lack of attempt to tackle big epic themes. The film-makers may have left out these themes because they wanted a simple story of heroism in battle to appeal to audiences who wanted simple entertainment. This criticism received for leaving out the gods from Troy (2004) was probably a factor in the decision to include them in the 2018 BBC series Troy: Fall of a City.

However, alternatively, the decision to omit divine characters may reflect the inability of the film-makers to conceive of a way of presenting them on-screen that maintained the dignity of the film. It may be that films, such as Jason (1963) and Clash1, included gods and monsters because they were partly aimed at a juvenile audience, who are more accepting of the fantastical in stories
. The screen-writer for Troy, Benioff, is on record of expressing such concerns when he remarked that he: 'had this terror of some actor in a toga hurling CGI thunderbolts from the top of Mount Olympus...It's been tried before, and it would have been laughable',
. This seems to refer to the depiction of gods in Jason (1963) and Clash1 as actors wearing white togas living in temple-style buildings on Olympus. The 2000 Jason has actors playing Zeus and Hera but they are disembodied with, generally, only their heads and shoulders being shown above clouds. Paul
 suggested the reluctance of Benioff to include actors playing the divine may reflect a more general reticence in western culture to represent the divine in film. For example, Paul
 suggested this is the reason Jesus Christ is depicted only at a distance in films like Ben-Hur (1959) and The Life of Brian (1978). 

Further, Paul
 also suggested that this anxiety over the depiction of the divine may not be just a modern, monotheistic concern but also be present in antiquity. Paul
 highlighted that in Apollonius' Argonautica it is only lesser gods, such as Glaucus and Triton, which appear completely physically to the mortals, while the physicality of the higher gods like Athena and Apollo is only suggested indirectly by the influence of their weight on the earth. However, Paul
 criticised Benioff for not making use of the creative opportunities provided by new film-making technology like CGI to invent new ways to show the divine in a dignified way on-screen. Indeed, the depiction of Hades during his attack on Argos in Clash2/Wrath shows how CGI can depict the power and majesty of the gods. In Jason and the Argonauts (1963) the gods only appeal completely physically in the episode of the god Triton holding apart the clashing rocks. Paul
 suggested this may also arise from anxieties over the depiction of the gods, since the appearance of a sea-god arising from the depths at this particular juncture seems more natural than the spontaneous appearance of a goddess like Athena, as in Apollonius' Argonautica. Hence, anxiety about depicting a goddess may have been responsible for the change to the character aiding the Argonauts at this point in Apollonius' Argonautica, with the inspiration for the use of Triton coming from the later episode in the original epic. Paul
 further suggested that Apollonius may have shared this anxiety around the appearance of the divine since he makes the actions of Athena invisible to the Argonauts. 

The Clash2/Wrath films depict a (half-)human Perseus rebelling against the gods, and the physical demise of several gods, such as Poseidon and Zeus, who turn to dust. The films consider the fate of the gods in the rise of a new humanistic order. While Clash2 is suggested to be a re-make of Clash1, the world at the end of Clash1 is a better place for both gods and men, whereas the Clash2/Wrath films depict the divine order as corrupt and tyrannical, and ends with the downfall of the gods. Further, the canonical Perseus of myth is generally a defender of the status-quo and obeys the gods, and thus is not a rebel
. The character of the Kraken in the original Clash1 is not a monster from Greek mythology, but, rather, represents a transplant from Scandinavian myth. Hence, Salzman-Mitchell and Alvarez
 suggested the writers of Clash2/Wrath were thereby prompted to go further and incorporate yet more elements of Scandinavian myth into the later films, specifically the myth of Ragnarök and the downfall of the gods. They thus suggest inspiration for the films might have come from works like the Ring Cycle operas by Wagner
, given Zeus in Clash2/Wrath behaves like Wotan in allowing and willing the end of the gods to come about. Salzman-Mitchell and Alvarez
 proposed that the motivation for using this particular plot idea was the use of the divine order as a metaphor for the then current political order. In 2010, the writers were living in a time of political turmoil, with increasing chaos in Iraq and Afghanistan blamed on incompetent western politicians, and their actions were seen as oppressive and neo-colonialist, and against the wishes of the general public in the West. The films present an optimistic message of rebellion against a corrupt divine order thereby creating a new human order, as a metaphor for wished-for political change in the real world whereby a social order built on violence (like the Iraq war) and injustice will be over-thrown by rebels. Perseus in Clash2/Wrath is suggested as an example of a so-called 'millenial-hero' who opposes the old order
. 

However, rather than being an alien transplant from Scandinavian myth, as seemingly proposed by Salzman-Mitchell and Alvarez, human rebellion and the possibility of  the demise of the gods, with humans living without the gods, is also a prominent part of Greek ideas and myth. The Greeks thought it was the nature of humans to envy the prerogative of the gods
. Rebellion was thus to be expected. The Greeks also had the explicit concept of 'theomakhia', namely battling the gods
. This notion included both humans battling gods, and gods attacking each other. There are several examples of this idea in Greek myth. Indeed, Salzman-Mitchell and Alvarez
, themselves, highlighted the example of the tyranny of Zeus in Prometheus Bound being reminiscent of the tyranny of Zeus in Clash2/Wrath. In Prometheus Bound there is skirmishing between humans and the divine
. In Aristophanes Birds there is a rebellion of birds against the gods, in which the birds are to receive sacrifices instead of the gods, that is led by a human who has been turned into a bird
. In the Iliad the gods are depicted as joining in the fight over Troy directly, and coming to blows, similar to how Hades and Ares, and Zeus and Ares, are depicted fighting each other in Clash2/Wrath. 
As well as the possibility of rebellion, the gods are also not seen as permanent in myth. Whitworth
 states that 'the possibility that Olympian gods might cease to exist...was built into the Greeks' story world.' Prometheus claims to be in possession of a prophecy that Zeus will have a son that overthrows his father
. In Clash2/Wrath it is a son of Zeus who rebels and brings about a new order. Further, the power of the gods is not seen as permanent since they are challenged by both the Titans and monsters in Hesiod's Theogony. These stories must have provided some of the inspiration for the plots of Clash2/Wrath, since their plots share the theme of the succession of one generation in power by another. In Hesiod, Zeus succeeds Kronos, whereas in  Clash2/Wrath Zeus also has deposed Kronos, and is, himself, ultimately succeeded by Perseus and his son Helius. In Greek mythology the possibility that the gods might be overthrown is implicit in the idea that the power of Zeus rests solely on his monopolisation of violence (bia) and force (kratos)
. The Greeks presented theomachy as just a crisis of power and not a sin
. This system arose because Greece was an honour-based society and honour was generated through competition with others. It was only thought possible to move up in honour at the expense of a downward movement of someone else
. For example, in the Iliad, Hera challenges the authority of Zeus, but she is put down by Zeus with the clear message that she is diminished by his re-assertion of his power
. These ideas are also clearly evident in the battles between Zeus, and Hades and Ares, as portrayed in Clash2/Wrath. Hades and Ares hope to gain power by deposing Zeus, and do so by gaining control of his key weapon, the thunderbolt. The prominence in the Clash2/Wrath films of these ancient themes of obtaining/maintaining (political) control by means of raw power may reflect contemporary concerns about the exercise of superior military power by the West in the Middle East and Afghanistan to achieve regime change. 

The possibility that mortals might injure (and maybe destroy) gods depicted in the Clash2/Wrath films is also present in myth. For example, in the Iliad Diomedes first wounds Aphrodite, and then, even, Ares
. In addition, Achilles also confronts the river god Scamander
. Hence, the idea of Perseus directly confronting and killing Ares in battle in Clash2/Wrath does have an ancient precedent in the Iliad.

In the Clash2/Wrath films it is suggested in a speech by Zeus that he created humans so their worship could add to his power
. While the exact reason for the creation of humans is not clear from ancient sources like Hesiod, the reduction of the potency of the gods arising from the neglect by, and/or confrontation with, humans is a theme present in ancient myth. The sixth-century epic poem Catalogue of Women contains several examples of theomachy, and the reduction of the status of the gods. For example, Sisyphus captures Death in chains and, thence, humans stop dying, and, thus, share the immortal status of the gods. Further, Ceyx and Alcyone called each other Zeus and Hera, and thereby offended the gods by replacing them
. The episode in the Clash2/Wrath films, where Cepheus and Cassiopeia boast of ending the worship of the actual gods and replacing it with their leadership, seems particularly reminiscent of this story. In myth, Salmoneus went further and took away sacrifice to Zeus and ordered that it be offered to himself
, which is similar to the idea in the Clash2/Wrath  films that the gods will be diminished if worship is withdrawn from them. 

The involvement of fundamentalist religion in catastrophic events like 9/11 (in 2001), and increased prevalence of Islamist terrorism in the periods just before the release of Troy and Clash2/Wrath, may be responsible for the negative depiction of fervent religion in the films. The over-religiosity of Priam is clearly depicted in Troy (released in 2004) as responsible for the downfall of the city
. In  Clash2/Wrath (released in 2010/2012) the supporter of Hades, Prokopian, is depicted as wild-looking and whipping up hysterical crowds. Salzman-Mitchell and Alvarez
 proposed that Perseus' defeat of Hades, who had inspired the fanatic Prokopian, represents the defeat of religious ignorance by humanism. Further, Salzman-Mitchell and Alvarez
 suggest the film-makers of Clash2/Wrath may also be signalling their hostility to more organised religion too in the scene where prayer brings Ares to attack Perseus' party. 

The humanistic theme, and the superiority of human-derived order, is also more overtly present in the films. In Troy Achilles declares: 'the gods envy us because we are mortal'. In Clash2/Wrath Perseus rejects the offer to become immortal made by Zeus, and suggests humans are superior to gods because they can still hope even against near-impossible odds. However, Salzman-Mitchell and Alvarez
 suggested this is also originally a Classical theme, and not just a 'Millenial idea'.

It has been demonstrated that the nature of, and interactions with, Graeco-Roman deities in film was heavily influenced by the Judaeo-Christian conception of the divine more familiar to modern cinema audiences, and, thus, has been changed from that depicted in Homer. However, the development of drama between Homeric and Hellenistic times may have made later epic more amenable to transfer to film. It has been seen that film-makers often drew inspiration from the wider body of Greek myth beyond that of the particular heroes and story the film was ostensibly about. The prevailing contemporary cultural attitudes to religion has influenced the depiction of it in film. 
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