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PREFACE

Jodao Guimaraes Rosa, one of the great epic authors of our time,
once said that a book is sometimes greater than a man. The present
study is devoted to Homer, rather than the Homeric poems, yet 1 do
not disagree with Guimardes Rosa. The reason why I focus on the
poet Homer is that the ways in which he was conceptualised in an-
tiquity help us to understand how his poems were received. Ancient
images of Homer are in many ways different from modern ones,
and this is one of the reasons why they have been disregarded. For
example, Homer is often represented as a humble figure, rather than
an aristocrat; as someone pleasing everyone, rather than the courts
of kings: and as the author of a vast number of poems, not only
the Iliad and the Odyssev. Precisely because ancient conceptions
of the poet are different from modern ones, they tend to expose our
unspoken assumptions, and reveal forgotten but influential ways
of thinking about the poems.

While preparing this book, 1 have become aware of another
way in which Guimarides Rosa’s words can be interpreted. I would
never have managed to write 1t without the help of my family,
friends and teachers, or without the financial support of several
institutions. I am grateful to Marco Fernandelli, whose teaching
influenced my deciston to persevere in the study of classics, and to
the tutors of Corpus Christi College, Oxford, who provided an ideal
environment for doing so. In Cambridge, Pat Easterling supervised
the Ph.D. dissertation on which this book is based: that the three
years devoted to it were enjoyable as well as demanding is due
in no small measure to her guidance, criticism and support. My
two examiners, Simon Goldhill and Richard Buxton, helped me to
focus on the broader implications of my thesis and offered precious
detailled comments. Ewen Bowie, Paul Cartledge, Rachel Foxley.
Emily Greenwood. Liz Irwin, Robin Osborne, Michael Reeve and
Sabine Vogt read drafts of the book or of individual chapters: I am
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THE INVENTION OF HOMER

The second reason for my choice of topic is that Homer is an
extremely influential author, and that classical Greece has been
held up as an 1deal. In recent years, the Western canon of great
literature has been challenged in various ways. Critics have turned
their attention to uncanonical texts, and have attempted to read the
canon ‘against the grain’.'? Yet it seems to me that these are not
the only possible strategies that can be used to challenge domi-
nant ways of thinking. The texts on which I base my discussion
belong not only to classical literature but, often, to the most canon-
ical period within classics. Moreover, [ do not consciously read
these sources ‘against the grain’: on the contrary, 1 try very hard
to understand what the Greeks wanted to say about Homer, not
what they tried to hide or failed to understand. Yet, paradoxically,
archaic and classical views about Homer seem to me to challenge
some claims about Homer and the Homeric poems which are by
now considered canonical.

A third and related reason for my specific focus is that a study
grounded in one particular area can, paradoxically, be more 1llu-

minating for other fields of enquiry than an attempt to study si-
multaneously a very broad spectrum of contexts and phenomena.
The anthropologist Marilyn Strathern makes a similar observation
when discussing the concept of ‘transferable skills’. She observes
that anthropological fieidworkers who successfully embed them-
selves in a particular site are more likely, not less, to be able to do
so in a different site in the future. At the same time, they would
find it difficult to immerse themselves in the life and organisation
of a particular community, if they were constantly thinking about
how they might do it somewhere else.”” The archaic and classical
representations of Homer discussed in this book constitute a small
proportion of what can be said about Homer, let alone about other
poets and artists, yet they clearly show how authors can themselves
be objects of creative processes.

I should add here that, while in theory 1t is possible to isolate
the archaic and classical periods from Alexandrian and later times
as I have suggested. in practice such a neat distinction cannot be

' See, for example. Kosofsky Sedgwick (19g0) or Spivak (1993).
9 Strathern {1997) 1241
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THE INVENTION OF HOMER

as possible. At the same time, it tries to do justice to what the
Greeks had to say about Homer, even when their thoughts seem
obscure or fragmentary to us. This balance between faithfulness
and accessibility is difficult to strike, and I have often opted for an
inclusive approach. 1 quote ancient sources in the original, but
also provide translations into English. I offer my own renderings
rather than relying on more elegant translations, because I try to
capture the features of the original most relevant to the discus-
sion at hand. Throughout the book. I refer to Allen’s edition of the
Lives of Homer because 1t is the most easily accessible, but quote
Wilamowitz's text when a specific argument depends on it.?” I am
aware that the attempt to balance accessibility and rigour some-
times leads to unwieldy, repetitive sentences and to inconsistencies:
for example, the use of both English and Latin for titles of works.
Lives 1s immediately clear, Virae evokes the long tradition which
developed out of the invention of Homer.

7 Wilamowitz (1g16a); Allen is quoted in the list of abbreviations.
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THE INVENTION OF HOMER

usually careful to point out that this individual has nothing to do
with the Homer depicted in the ancient Lives. In a recent work
entitled Homer. His Art and his World, Latacz, for example, devotes
a whole section to the biographical tradition, denouncing it as ‘a
false track’.'® Like the ancient biographers, he aims to describe
Homer’s person and life, but, unlike his ancient colleagues, he finds
the real Homer. Latacz’s competitive stance toward the ancient
biographical tradition is evident in statements like: ‘The inventors
of the legend lacked the means and method to interpret them [= the
epics| adequately.”'' His antagonistic attitude does not allow him
to focus on the extent to which his own scholarship is dependent
upon the biographical tradition: he has inherited from it not only
the name Homer, but also a keen sense of its importance.

At the opposite end of the spectrum, scholars who believe that
the Homeric poems were shaped by a long process of recomposi-
tion in performance rather than by an individual tend to ignore the
biographical tradition altogether. In an address entitled *Homeric
Questions’, Nagy, for example, goes as far as urging scholars to
avoid expressions in which ‘Homer’ is used as the name of an
individual. Though he agrees that such usage corresponds to ‘the
spirit of conventional Greek references’, he claims that the name
Homer should not be ‘overly personalized’.’> Nagy rightly in-
sists on the role of performance and audiences in the establish-
ment of the Homeric poems and argues that the authority of a
text can never be explained simply by invoking the existence of
an exceptional author: even when geniuses exist, they must be
recognised. But one of the shortcomings of his approach to the
Homeric Question(s) is that, by ignoring the author Homer, he
overlooks a very important aspect of the history of the Homeric
poems: at a time which he considers crucial for the formation and
establishment of the Homeric texts, we begin to get discussions

9 Latacz (1996), especially the first two sections of ch. 2, 23-30: *“The Source Situation:
Nothing Authentic’ and “The Homer Legend: A False Track’.

"' Latacz (1996) 30,

* Nagy (1992) 28-31 lists ten examples of usage that he finds ‘commonly being applied
in misleading ways by some contemporary experts in Homeric poetry’. Under 3, 281,
we find “Homer + [verb]" and other ‘overly personalized” expressions. Cf. also Nagy

( 1996a).
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THE INVENTION OF HOMER

Phemius, since you know many other deeds of men and gods which enchant
mortals and are celebrated by singers, sit next to them and sing one of those . . .

(Odyssey 1.337-9)

Penelope seems to suggest that there are a number of songs known
to the bards and begs Phemius to choose another one from that
common repertoire of €py’ avopwv te Oedv te, ‘deeds of men
and gods’. Telemachus, however, suggests that Phemius is singing
a new song, and that he should be allowed to do so because new
songs are more pleasing than the old standards:

UITEp £n), T T apa ghoveels Epinpov Godov

TEPTELY O] OL VOOZ OpvuTaL o v T dowdol

almot, Waa mobh Zevg altiog, 0z te Sidwoy

avdpaov argnotnowy Omws EBELNoY EkoTw.

TOUTE & 00 VEUEMS AQVAMY KUKOV OLTOV Aeldety

NV Yap aodnv parhov éruckeiovs’ avipomwo,

1} TIC AKOVOVTEDOL VEWTATY) QUPLTEANTCL.
Mother, why do yvou resent the faithful singer because he gives us pleasure in
the way his mind drives him? Singers are not responsible, perhaps Zeus is, who
gives to each mortal who eats bread as he wills, Phemius should not be blamed
for singing the terrible fate of the Greeks: people praise above all the newest song
that circulates among listeners. (Odvssey 1.346-52)

[t seems artificial to ask for the identity of the author of the songs
Phemius is performing or may perform. On the one hand, we could
say that Phemius 1s obviously the author in that there is no sug-
gestion that anyone else may be. On the other hand, it should be
noted that issues of authorship do not naturally arise in the con-
text described in this passage, exactly as they do not often arise
when a parent tells a story or a friend cracks a joke. Of course it
1S possible to ask whether Phemius’ story or, indeed, a joke, is old
or new, but the emphasis does not tend to be on authorship. The
expression 077y ol voog Opvutad, ‘the way his mind drives him’
1s most easily taken to refer to Phemius’ decision to sing about the
homecoming of the Achaeans rather than another subject, and not
as an invitation to sing his own composition rather than someone
else’s. In this passage songs are distinguished from one another
according to their subject matter., not their author.

By contrast, the field of competence of the rhapsode lon is de-
fined in terms of the poets he includes in his repertoire:

20
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THE INVENTION OF HOMER

been no distinction made between bards who performed their own
poetry, and rhapsodes who recited other people’s.’*! At the other
end, we find, for example, Burkert: ‘Conditions had changed in
a remarkable way by the end of the sixth century. At the time of
Xenophanes, apparently the challenge was no longer to *sing the
Wooden Horse”, or even “The Menis of Achilles™, but “to recite
a passage of Homer”. What had happened is that rhapsodes had
replaced singers, acidoi, a momentous change indeed. Creative
improvisation had given way to the reproduction of a fixed text,
learned by heart and available also in book form.’?? Burkert's
claims, if correct, are momentous indeed, but he does not support
them with an analysis of the primary evidence.

A second, and related, area of controversy concerns the repu-
tation of the rhapsodes. Plato and Xenophon certainly make con-
temptuous remarks about them;*? and the Suda glosses ‘rhapsody’
as ‘foolery’ (pAvapia).** But many scholars go much further in
their speculations about the rhapsodes’ bad name and maintain that
the metaphor of ‘stitching’ contained in the word rhapsodos has

a derogatory meaning.*® In fact, it seems that those scholars who
behieve rhapsodes to be recognisably different from aoidoi tend to
argue that the term rhapsodos implies a negative comparison with
genuine poets, who do not ‘stitch’ songs.?®

If I reach different conclusions about the activity and reputa-
tion of rhapsodes from those of others who have dealt with these
problems before, it is because I do not share some of their method-
ological assumptions. First, I believe that the meaning of the term
rhapsode must, in the first place, be sought in the fifth-century
texts where it first appears. Some scholars have attempted to
explain it by looking at the way in which the verb rhapro. ‘to

P Murray (1996} 6.

*? Burkert {1987) 48.

*3 See the portrayal of lon in Plato’s fon; cf. Xenophon, Smp. 1.6: oloba 11 otv fdvoc,
Eqn), b tepoy papadmv; “Now, do you know a sillier tribe than the rhapsodes?”.

* See Suda sub voce pupdia; cf. Ervmologicum Magnum p. 703.32~5 Gaisford.

5 See, for example, Else (1957) 33; and Tarditi (1968b) 144.

*® Ford (1988) 301 characterises the two main views of rhapsodes in modern scholar-
ship in the following way: ‘On the one hand, it has been maintained that the title
(or slur) “rhapsode” marked the degenerate, memorizing heirs of the truly creative
aotdot. [...] On the other hand, stitching has been interpreted as a figure for poetic
creation.”

22



THE BIRTH OF HOMER

stitch’, is used in the Homeric poems in a metaphorical sense, but
we have no way of telling whether it is used there to express a sim-
ilar kind of metaphor to that contained in the compound ‘stitcher
of songs’. Else, for example, observes that, in the Homeric po-
ems, rhapto is associated with very negative objects, such as "mur-
der’, ‘evils’, ‘death and doom’ ((pOvOYV, KUK, BAVATOV TE HOPOV
1e) and concludes that rhapsodos must also have had a negative
connotation.?” It seems to me, however, that given that the term
rhapsodos first appears in the fifth century, it 1s dangerous to try
and establish its connotation purely on Homeric evidence, even if
we grant that Homeric language may be particularly close to the
world of epic reciters.

A second and related point concerns the etymology of the
word rhapsodos. Modern scholars point out that it cannot de-
rive from Ppapdoc (rhabdos. ‘staff’), the most popular ancient
etymology.** but must be a compound noun of the type ‘Tepyip-
Bpotog’ deriving from rhapto, “to stitch’, and aoide ‘song’.*? It
seems to me, however, that both etymologies need to be taken
into account: they are attested in antiquity and therefore consti-
tute evidence by which to establish what associations the word
rhapsodos carried then. Moreover, as we shall see, the sixth- and
fifth-century sources focus on the rhapsodes’ staffs, not on their
supposed ‘stitching’; and the staff is an object that distinguishes
them from singers, who typically play the lyre.3® When rhapsodes
are depicted on vases. their staff is a prominent element of their

=7 Else (1957) 32: "asneering or depreciatory name’. Frinkel (1925) uses the same method
of drawing conclusions about the meaning of papwdog from Homeric usages of
pamrely, but reaches opposite conclustons: at 5 he clavms that the word has a pos-
itive ring to 1. Neither scholar pomnts out that the word 1s not emploved in contexts
related 1o poetry.

¥ See Heraclitus fr. 42 DK; Pindar 1. 3.55-7 (4.37-0); schol. Pind. ad N. 2.1d and ad
I. 4.63d Drachmann: Schol. Plat. lon s30a Greene; Callimachus fr. 26,5 Pfeiffer;
Eustathius ad I1. vol. 1, p. 10.4-14 van der Valk: Photius Lexicon sub voce papopdol
(second entrv ), Suda sub voce parpopdol; Dionysius Thrax 5 p. 8 Uhlig,

% See Knecht {1946): Else (1957) 28,

¥ For the singers ((towol) and the lyre (goputys) see. for example, Od. 8.261, 23.133;
Homeric Hymn 21.3; for Apollo, patron of singers, and the lyre, see, for example,
Homeric Hymn 3.182-5; and The Shield of Heracles 201-3, At Thepgony 30 Hesiod
claims that the Muses gave him a sceptre. It is possible that there is some connection
between this sceptre (oknmrpov) and the rhapsodes™ staft (pafidoc), though it is dif-
ficizlt to establish exactly what kind of connection. The passage does not warrant the
conclusion that Hesiod was a rhapsode, pace Patzer {1993).

23



THE INVENTION OF HOMER

representation: it 1s not surprising that our early sources link the
rhabdos 10 the rhapsode’s professional title - rhapsodos.’' While
this ancient etymology does not explain the formation of the word,
a question to which I shall return, it does inform us about the
activities of the rhapsodes in the sixth and fifth centuries.

My third point is that, given that the term rhapsodos is etymo-
logically prior to the noun paywdia (rhapsodia, ‘rhapsody’) one
should in the first place focus on the rhapsodes themselves, and
try to understand who they were. Else rightly asserts the validity
of this strategy when discussing the origin of Tpuydia
(‘tragedy’).?* The noun rhapsodia, which is in any case first at-
tested much later than rhapsodos, simply indicates what the rhap-
sodes did. We cannot hope to define rhapsodia and then point out
that those who recited ‘rhapsodies’ were called rhapsodes.?3

Before turning to the sources where rhapsodes are first men-
tioned. 1 should briefly discuss the texts where they are not men-
tioned at all. The term appears very late, no earlier than Sophocles’
Qedipus Tyrannus and a mid-fifth century inscription. A pun on it
can be detected in Heraclitus, fr. 42 DK, which I shall discuss later,
but the term cannot be traced further back than that. Also, with the
possible exception of [Hesiod] fr. 265 MW, to which I shall re-
turn, the verb rhapro 1s never used to describe composition. The
absence of rhapsodes from epic did not escape ancient scholars. A
scholiast to Oedipus Tyrannus 391 complains that Sophocles was
guilty of anachronism when he described the Sphinx as a rhapsode,
since the monster belonged to the heroic age whereas rhapsodes
did not.>

On the strength of the late appearance of the term rhapsodos,
and of the verb rhapto in poetic contexts, it is attractive to suppose
that these terms indicated a new activity, to be contrasted, perhaps,
with that of singers. Thus taken, the metaphor of stitching works

At Davison (1958) discusses vase depictions of thapsodes. For reproductions, see Shapiro
(1092) and (1993).

3 Else (1957) 19: “There is no word @dia; -(oLa exists only as the second element in
compounds like xibapipdic, Tpaypdic, kojppdice. Tpaywdia is conceivable and
meaningful only as a secondary formation from a previous compound TpaymdOC,
denoting the activity of a TpaypdOZ (or a group of Tpay@mdOL).”

33 Ford (1988) attempts to do precisely this.

3% See Schol. Soph. ad OT 391 Papageorgius: cf. Bollack (1990} ad 3g1f.
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THE BIRTH OF HOMER

well, especially since a well-established metaphor for composi-
tion is that of weaving.?> Perhaps it implies that singers weave
their poetry like a beautiful piece of cloth, whereas rhapsodes sew
together, that is perform successively, various pieces of woven
song.3® But these suggestions must remain entirely speculative. In
order to find out whether the designation rhapsodos contains an
implicit differentiation from singers. and whether this differentia-
tion is derogatory for rhapsodes, as has generally been believed.
we must turn to the actual uses of the word.

The earliest occurrence of the term ‘rhapsode’ seems to come
from an inscription on a tripod found in Dodona, which has been
dated to the middle of the fifth century.?” It reads:

Tepyucinie : Ton Al - Naton @ papondoc : avednke.
Terpsicles. the rhapsode, dedicated this to Zeus Naios. (GDI 5786)

In the earliest occurrence of the word, rhapsodos 1s not a slur
or an insult used by critics to refer to Homeric reciters,® but a
term through which Terpsicles chooses to identify himself. The
term refers to his profession, which seems to have brought ‘fame’
to Terpsicles himself (kleos) and ‘enjoyment’ to others (terpsis):
his name means ‘famed for giving pleasure’. It seems that the
rhapsode is as deserving of a ‘speaking name’ as the Homeric
singers Phemius Terpiades and Demodocus, whose names speak
of fame and enjoyment.?® The name suggests that, at least as
far as fame and the ability to give delight are concerned, the
rhapsode Terpsicles i1s on a par with the two famous Homeric
singers.

However, unlike them, he is not a fictional character who is given
a name to suit the narrative. It thus needs to be explained why this
rhapsode came to have a name so appropriate to his profession.

33 Cf., for example, /. 3.212; Pindar, P 1.81-2 and fr. 179 SM: Bacchylides 5.61. and
19.8f, See also 11, 3.125-8, ¢f. Schol. bT ad H. 3.126-7. Silk {1974}, 181 n. 11 claims
that the weaving metaphor is not a poetic cliché because “the evidence is limited and of
a suspect kind’. Against this view, however, see [). Steiner (1986) 54: cf. also Niinlist
(1908) 11018,

I Kirk (1962) g71. and 318f. holds a version of this view.

37 Kirchhoff (1887) 22.

¥ Tarditi (1968h).

¥ On the etymology of these two names, see Kamptz (1982).
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THE BIRTH OF HOMER

personal family connections, was a sufficient means of identifi-
cation and protection in his travels.#’

One last important feature of the inscription is that it is written
in the lonian alphabet and, it seems, in the Tonic dialect.*® The
most plausible explanation for this phenomenon 1s that Terpsicles
comes from lonia or at least has close connections with it. Kirchhoff
reaches precisely this conclusion.? While I agree with Kirchhoff
that this interpretation is extremely likely, it is also possible that
rhapsodes had a close professional link with the Ionic dialect and
alphabet no matter where they originally came from.

The usage of the word rhapsode in a roughly contemporary
source confirms some of the inferences made so far. The context is
very different: in the Oedipus Tyrannus the term is used metaphor-
ically to describe the Sphinx; yet this very difference of context
and usage may serve to underline some points of contact. At lines
390-2, Oedipus boasts about his own prophetic ability and refuses
to give credit to Teiresias:

£el, PEP’ ELTE, TOU OV HavTiS el oagns;
wOe 0wy, 007 1) paypdog EvBad” fv kiwv,
NUOAS TLTOWDD AOTOLOWY EKAUTIPLOV:

Pray, tell me, when are you ever a clear prophet? Did you perhaps say a word
of deliverance for these ciizens when that rhapsodic bitch was here? (Oedipus
Tyrannus 390-2)

The Sphinx is described as a rhapsode and a bitch: a striking combi-
nation which powerfully expresses her ambiguity. On the one hand,
kKumv ‘bitch’ emphasises the alien, animal, even monstrous nature
of the Sphinx. On the other, the term rhiapsodos reminds us that the
Sphinx is a cultivated monster who speaks in hexameters,”” and

37 Family connections, Eevia, were 2 means of diminishing the risks of travel; see Herman
(1987). Travelling professionals could not necessarily rely on such aristocratic pet-
works. From about 330 BC onwards guilds of actors are well attested: one of their main
functions was fo secure personal inviolability for actors in their travels. On actors” asso-
ciations, see Pickard-Cambridge (1938). pant 7: and Csapo and Slater (1995). sections
VAT VATIL

** In the word papodoc the sequence a -+ ot is contracted 1o o,

49 Kirchhoff (1887) 22.

3 See Jebb (1893) ad 391.
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THE BIRTH OF HOMER

are thought to have in common.3 While any conclusions about
the rhapsodes’ activities must be drawn from a wider selection of
evidence, this passage on its own already tells us something about
the relation between the rhapsodes and the figure of Homer. The
indications given about the rhapsodes’ sphere of action are remark-
ably similar to the picture of Homer we get in the Certamen; for
in this work Homer travels from place to place, competes in poetic
contests and, just like a prophet, is expected to be able to solve
riddles.>*

Apart from these two occurrences of the word rhapsodos there
are some early references to it in Heraclitus and Pindar. A report
about Heraclitus reads:

ov 1 "Opnpov fgaokev atov £k tov ayovov ékparieobarl kai
pamileoDal kai "Apyihoyov Opolwe.

He said that Homer deserved to be thrown out of the public competitions and

to be beaten with the staff, and that Archilochus deserved the same. (Heraclitus,
fr. 42 DK)

| agree with Nagy, who writes that “What is really being said is
that rhapsodes (as suggested by the playful use of rhapizesthari)
should not be allowed to perform Homer and Archilochus.’3
I wonder, moreover, whether one can discern another pun:
the term éxPdairecOar (ekballesthai), ‘to throw out’, evokes
avaParrecOal (anaballesthai) in the technical sense of “to strike
up a song’. Heraclitus’ statement could then be paraphrased as
‘strike them out, do not let them strike up the song!"5° Heraclitus’
puns on technical terms help him to evoke a specific setting: the
public competition in poetic performance (Gywveg). What the
rhapsodes perform there is deemed so important that it should be
banned. The staff, usually the symbol of the rhapsodes’ authority
as reciters, should rather be used to beat the unworthy poets whom

53 Tarditi (1968b) 138 uses this passage to argue for the creativity of rhapsodes, observing
that the Sphinx composes her own riddle: vet the passage certainly does not focus on
composition, it is rather interested in the delivery of the riddle to the community.

S For contests in *wisdom’, cogia, between seers involving the solution of riddles, see
also Hesiod fr. 278 MW,

33 Nagy (1089) 38.

3% See LSJ sub voce avapaiio Bl
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they and their public honour. The passage clearly links rhapsodes
with two particular authors.

Heraclitus™ passage may be compared to a statement given by
Herodotus:

K.E.Emlls'w_-qg yap CAPYEIOWOL TOAEMNOUS TOUTO UEV Puyppdovrs Emavos
ev Zuwcvovt ayovileoBal tov ‘Ounpeiov Eméov elveka, Ott "Apyeioi
TE Kal APYOs T oA TAVTA TUVEATAL

When Cleisthenes waged war on the Argives he banned the rhapsodes from
competing in Sicyon because the Homeric poems almost constantly celebrated
the Argives and Argos. (Herodotus, 5.67.1)

[ shall return to this passage again in the course of this study,’7
but for the time being it is important to notice that the rhapsodes
are thrown out of the agones, that they are linked to the Homeric
poems, and that their performances are deemed to be so influential
that they are banned.

In Isthmian 3.56 (4.38) Pindar mentions the staff, rhabdos. in a
manner which once again suggests influence and authority:

ik’ “Ounpodc Ton tetipiakey 0 avllpa oy, 62 atTov
waoav OpOmoalg apetav kata papdov Egppacey
Oeomeoimv Emémv hotmolg aBUpey.

But Homer gave him honour among human beings, for he stated and straightened
his {Ajax’s] excellence in accordance with the staff of divine words, for the
pleasure of future generations. (Pindar, Isthmian 3.55-7 = 4.37-9)

As so often in Pindar, the imagery is rich, complex and difficult
to explicate. The rhabdos of divine words seems to be the means
by which Homer lifts up and makes straight Ajax’s reputation, by
giving delight to generations to come. The straightness of the staff
seems to be echoed in the verb opB0ow, ‘straighten’, and the staff
may hint at those performers who still use it in reciting Homer
and give pleasure to the *future generations’. I doubt whether this
passage can be used as evidence that Pindar saw no distinction
between Homer and the rhapsodes. On the contrary, it may be
significant that the rhabdos is mentioned in connection with the
transmission of the Homeric poems to future generations. As we
shall see, in another passage, Nemean 2.1-3, Pindar uses the verb

1 See p. 221.
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rhapto 1o qualify the term aoidoi when applied to the Homeridae:
they are not ordinary singers but *singers of stitched words’. dto1dot
pamtov ETEmv.

These pieces of evidence, scarce and tantalising as they are. do
in fact help us to answer the questions with which we began. As for
the rhapsodes’ reputation, our earliest sources proclaim their au-
thority, not their foolishness. The idea that the term ‘rhapsode’ was
originally an insult which then entered common usage should be
given up. It is usually based on Plato’s and Xenophon's contempt;
but their attitude would be explained much better as the reaction of
intellectuals who objected to the rhapsodes’ alleged lack of depth
in combination with their superstar status.”?

As far as the rhapsodes’ activity is concerned, Heraclitus, im-
plicitly, and Herodotus, explicitly, connect them with public com-
petitions. The passage 1n Sophocles’ Oedipus Tvrannus likewise
seems to imply public recitation, as well as the notion of compe-
tition. Moreover, | have suggested that behind Terpsicles’ name,
and behind the fact that it is accompanied only by the specification
rhapsodos, may lie some kind of association of travelling rhap-
sodes, perhaps based on family ties, perhaps on professional links
or, most probably, on both. That rhapsodes travelled from festival to
festival is in any case known from later sources, such as Plato’s Jon,

Our sources also show that the rhapsodes are linked with specific
poets, who are often mentioned by name. In Pindar, Heraclitus and
Herodotus they are associated with Homer. Heraclitus indicates
that they also perform Archilochus.® Qur Terpsicles inscription
lestifies to a connection between a rhapsode and the lIonic dialect
and alphabet.

These elements speak for a distinction between the rhapsodes
and the singers described in epic. Rhapsodes perform in public

5% See pp. 208-10.

¥ In some circles, "Hollywood™ is synonyvmous with commercial superficialtty, but to
most people it speaks of prestige and high artistic standards. For the value of prizes
won by rhapsodes and other performers at public festivals, see West (1992a) 368.

™ This picture is remarkably similar to the one we get in Plato’s fon, with which we began.
At 53148 and 532a Socrates asks lon whether he also recites the poetry of Hesiod and
Archilochus but lon replies that he specialises exclusively in Homer, because he is the
best of poets. While Socrates’ question implies that it can be expected of rhapsodes that
they also recite other poets, lon's answer shows that Homer can constitute the entire
repertoire even of a very famous and acclaimed rhapsode such as he 1s.
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competitions rather than, like Demodocus, at the suggestion of
their hosts. Their work is closely connected to the poetry of other
(named) individuals. These substantial differences square well with
the commonsense assumption that a new term is likely to denote a
new concept.

Were we to engage in speculation about the etymology of the
term rhapsode, we should focus, 1 believe, on some feature of the
rhapsodes™ ‘new’ profession, not on their alleged *stupidity’ or sta-
tus as ‘degenerate bards’. Some such explanation may run along
the lines suggested by Dionysius of Argos and Else after him: the
metaphor of stitching may be connected to the continuous recita-
tion of long poems.®' Else relates it in particular to the famous, but
relatively late, evidence for the continuous recitation of Homer *in
the right order’ at the Panathenaea.®® The way Pindar uses the verb
‘to stitch™ in Nemean 2.2 may point in a similar direction. He says
that, just as the Homeridae, singers of stitched words, often begin

with a hymn to Zeus, so the laudandus starts with a victory for
Zeus at Nemea, to which he is expected to “stitch’ other victones

in the future.®? Thus, here too, the stitching seems to refer to the
joining and assembling of different bits of poetry: first a hymn to
Zeus, followed by another song.

The activities of bards and rhapsodes are distinguishable al-
ready in the earliest appearances of the word rhapsodos. However,
there are some passages where rhapsodes and composers (whether
aoidoi or poietai) are treated as being essentially similar. Texts
which blur the distinction between composers and rhapsodes are
interesting not only in that they need to be explained satisfacto-
rily if my view of rhapsodes is to hold, but also because they
contribute substantially to the understanding of the relationship
between Homer and the rhapsodes. These passages can be divided
into two categories: either they refer to poetic competitions. or they
come from Plato.

51 Schol. Pind. N. 2.1; Else (1957) 32f.

52 Tarditi (1068b) 138 rejects Else’s suggestion. However, his claim that the term rhapso-
dos was coined as an insult within Hipparchus® circle of friends and associates (144) 18
open to the same Kind of criticism, Given that the continuous recitation of Homer might
after all not have been an exclusively Panathenaic phenomenon, Else’s explanation 1s
in fact preferable.

“% For an interpretation of Pindar N. 2.1-2, see pp. 20810,
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the origin of this fragment, we would perhaps be tempted to see
In it an attempt, on the part of the rhapsodes themselves, to rep-
resent Homer and Hesiod in their own tmage. In fact, it has been
suggested on independent grounds that these lines were composed
in rhapsodic circles.®® If this is the case, then we should not take
this passage as historical evidence that Homer and Hesiod were
rhapsodes but rather as an aetiology of the first time poems were
recited as by rhapsodes. The aetiology offers us a paradoxical *first
time’ which reminds us of stories in which the gods performed the
first sacrifice. It would be difficult to understand to whom the gods
might sacrifice, just as ‘the rhapsodes’ Homer and Hesiod cannot
but perform their own new songs.%’

At this point, however, an important clarification needs to be
made. If fr. 357 MW was composed within rhapsodic circles as an
aetiology of their profession, it follows that rhapsodes were in fact
not just reciters, but could and did compose texts like this frag-
ment. Indeed, it seems to me undeniable that rhapsodes composed
hexameters, yet I am not here primarily concerned with what they
‘really did’, but rather with the way in which their activity was con-
ceptualised by themselves and their contemporaries. Fr. 357 MW
may actually have been composed by a rhapsode, but it pretends
to be the work of Hesiod. In the same scholion that quotes this
fragment, we are also told of a certain rhapsode Cynaethus, who
is accused of having composed the Hymn to Apollo and having as-
cribed it to Homer: again, the rhapsode does not claim authorship
for himself.®® There follows an important difference between an-
cient and modern uses of the word rhapsode: while modern editors
often classify as ‘rhapsodes’ the composers of the Homeric Hymns
and other hexameter texts, such as the lines found in the Certamen
and the Lives of Homer,” in the ancient sources such lines are
ascribed to Homer or Hesiod and the rhapsodes are depicted as
performers only.

% See Janko (1982) 113-15.

7 Gregory Nagy suggested this parallel in conversation.

% Schol. Pind. ad N. 2.1, quoted at p. 213, where Cynaethus and the Homeric Hymn to
Apolio are discussed at greater length.

* For example, see Brillante, Cantilena and Pavese (1981); cf. Forstel (1979). Pavese
(1991) claims that the author of the Hiad and the Odyvssey was a rhapsode.
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Hesiod's reads:

AOKPI] pEV TATPIS TOAVANIOS, (hha Bavovrog
ootéa whnEirmov ¥y Mivedas katége

‘Hmodov, tov mielotov £v avlipamors khiéog Eotiv
avOpmV KPLVOLEVOY £V Paoave coging.

Ascra, with many comfields, is his fatherland, but the land of the Minvans who
strike horses covered Hesiod after his death, he has the highest reputation among
those who are judged for wisdom in the eyes of men. (Certamen 250-3)

While Hesiod's epitaph starts with a reference to Ascra, and then
specifies where he is buried, that of Homer begins with a deictic
‘here” which of course can apply to any place whatever, depending
on the story which accompanies it:

EVOAOE TV IEPTV KEQUATV KATC Y KOAVGTTEL
avopev Npowv koowropa Betov "Ounpov.

In this place, earth hides the sacred person, divine Homer, who beautified the
heroes. (Certamen 3371.)

This lack of reference to any specific places or individuals reminds
us of the text with which we began: Terpsicles’ inscription. There
too the name 1s accompanied only by a reference to the activity of
the person commemorated. In the Certamen, Homer, rather than
Hesiod, 1s modelled on the rhapsodes: he recites his own poetry
(jJust as they recite his), he travels extensively, he is not tied to a
specific place, he has a way of making every city feel special and
he is defined by what he does, rather than by his place of origin. He
‘beautifies heroes’ as a KoouTmwp NPV, just as the rhapsode
lon claims to ‘beautify’ him: ¢ €0 kekOoUNKA TOV “"Ounpov
(Plato, fon 530d6-7).

Rhapsodes, then, are distinguishable from bards and poets, but
there are some stories which blur the distinction. One hexameter
fragment ([Hesiod] fr. 357 MW) gives an aetiology of the first rhap-
sodic competition: in it, Homer and Hesiod are projected into the
distant past (they are aoidoi), but they ‘stitch’ new songs. Moreover,
some stories collected in the Certamen model Homer on the rhap-
sodes. [tis plausible to suppose that stories like the ones considered
so far ultimately originated from the rhapsodes themselves. For ex-
ample, they could have done no better than tell their audiences that
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Homer too, the great author of the poetry they had just heard, or
were about to hear, had been to visit them.”" If some, or many, of
the stories collected in the Certamen were invented by rhapsodes,
it becomes extremely likely that they did actually compose some
hexameters such as, for example, Homer's epitaph or the Hesiodic
fr. 357. However, they crucially did not claim authorship for them
but rather attributed them to Homer or Hesiod.

Plato’s reasons for blurring the distinction between bards, poets
and rhapsodes are different from those of the rhapsodes themselves,
but seem to rely on rhapsodic stories. However, before looking
at passages where Plato does blur the distinction, it is necessary
briefly to mention others where he shows himself perfectly able
to distinguish rhapsodes from composers. In fact, he fails to do so
only in two passages; elsewhere he presents rhapsodes as standing
in the same relationship to poets as actors to playwrights: both
perform the works of others. For example, when he expands his
primitive city in the second book of the Republic, he adds:

TOTAL TE KAl TOUTOV DTMPETAL, PUP@OOL, VTOKPLTAL, YOPELTAL . . .

poets and their attendants: rhapsodes, actors, chorus members. .. (Republic
373b7)

Many more passages where rhapsodes and actors stand on one
side of the divide and poets and playwrights on the other could
be quoted.”* However, since they contribute little new information
about rhapsodes. we had better turn directly to the two passages
where bards and poets are likened to rhapsodes. One is to be found
in Plato’s great attack on poetry as mimesis in the tenth book of the
Republic. One of the upshots of the theory that poetry is imitation of
the sensible world is that it cannot teach anything about the things
it portrays, since it is twice removed from truth. In claiming this,
Plato argues against the well-established view that Homer is a great

7' Forthe possibility that biographical narratives about Homer preceded epic recitation, see
Velardi (1989). In ch, 2 I argue, on the basis of Gnffith (1983), that these biographical
introductions served to link the Homeric poems and their performers to a particular
audience.

72 For example, Resp. 3.3952a8; also Laws 2.658b7—1, pace Halliwell (1988) ad 600d6.
Homer is said to compose the poetry rhapsodes perform, exactly as a playwright would
be said 10 compose tragedies. For Homer as the author of rhapsodes’ prooimia, cf. West
(1g81) 113 n. 6,
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work of all poets who. for this reason. cannot be considered edu-
cators. It should be noted that, just as in the Certamen, Plato falls
short of saying that Homer is a rhapsode: he only goes as far as
saying that he travelled and ‘rhapsodised’. that is, ‘recited’ his own
poetry.

Just as Plato can find it expedient to blur the distinction between
rhapsodoi and poietai, so too he occasionally fails to distinguish
between rhapsodoi and aoidoi. Throughout the fon, Plato’s strat-
egy is to assimilate Homer to rhapsodes, discredit the latter and
thereby damage Homer. By suggesting extreme closeness between
[on and Homer, Plato flatters the rhapsode, who is unlikely to ob-
ject. but actually presents both poet and rhapsode in an extremely
unfavourable light. An example of this flattery is to be found at
533b—c. where Socrates points out that an expert in poetry must be
able to talk competently about all four branches of mousike: aule-
sis, kitharisis, kitharodia, rhapsodia and about their ‘inventors’:
Olympus, Thamyris, Orpheus and the ‘rhapsode’ Phemius. This
expert, moreover, must surely be competent also when it comes to
the rhapsode lon:

ARGy, g ¥ £vo oluat, od" £v atinoeL e ovdE £v kiBapiogl ovdE
£v KtDupmdig oUdE £v PaPedig oUdeTHTOT' EIDES AVOpU 0OTIS TEPL UEV
"Oropmor devog eonv £Snyeiolal 1) mepl E-luuitpnu 1] TEPL {}p{pﬁ'mcﬁ
rrtpt !'-I!l“um tou 'l0aknoiov ]flutpmbov mepr O “lovos o "Egeoiov
amopet kaiovk fyer ovnPaifobal & te e popmdel kol o .

Yet, | think, if you take the art of playing the aulos, or the cithara, or singing
to the cithara or the art of rhapsodes, you would never see a man who speaks
impressively about Olympus, Thamyrs, Orpheus or Phemius, the rhapsode from
[thaca, but is at a loss when it comes to lon of Ephesus and cannot understand
what he performs | rhapsodei] well and what he does not. (fon, 533b7-¢3)

As P. Murray points out, ‘there 1s more than a little irony 1in compar-
ing Ion with these great masters of the past’.”™ In order to include
lon in this list, Plato must suggest a closeness between him and
the past masters. Thus, Phemius of Ithaca is called a rhapsode
and lon of Ephesus is added to the list just after him as a paral-
lel case. The fact that Phemius 1s explicitly called a rhapsode not

P Murray (1996} ad 533¢C1.
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Poets

I have so far focused on the word rhapsode and suggested that it
indicated someone who is presented as performing the works of
others. These others, I claimed, are called poietai, “makers’, from
which the English word *poet” derives. It is to the term poietes that
I now turn. As was the case with rhapsodos and rhapto, poietes and
poieo as referring to poetic activities also make a late appearance.
Poietes is first attested in Herodotus, while Solon is the first extant
author who uses a poieo compound to describe the activity of a
‘poet’ in the modern sense.” The relatively late appearance of the
term poiefes has, of course, been observed before, although, as
was the case with rhapsodos, scholars continue to disagree as to
the origin of this term and its meaning.

In 1900, Weil argued that the Greek term poietes indicated the
maker of a poem as opposed to its performer and even suggested
that ‘author’ constituted a better translation than ‘poet’.” In more
recent works, however, different explanations have been put for-
ward. Svenbro connects the rise of the word poietes with the buying
and selling of poems.® When Pindar and Simonides are paid by pa-
trons for their poems, they become ‘producers’, poietai, and their
‘products’ are called poiemata. A simple objection to this view is
that poieo and poietes are never linked to economic transactions
in our early texts. Simonides, the greedy poet par excellence, 1s
not also ‘The Poietes” par exellence; as 1 argue below, that title
is in fact reserved for Homer, who was never said to charge for
his poems: if anything he was said to give them away as gifts.®’
In a forthcoming book on ancient literary criticism, Ford links
the origin of the word poietes to the diffusion of written texts in
the ancient world.®* Again, he is open to similar objections to
those made to Svenbro: as we shall see, the earliest sources In
which poietai are mentioned do not link them to papyrus rolls or

™8 Solon, fr. 20 W, see also Theognidea. 771.

79 Weil (1900) 243. | translate: ‘In all these locutions, the Greek woumzg should not be
translated poer but author.

86 Svenbro (1976) 193-212.

*' On Homer as “The Poietes’ see below, pp. 48; on Homer giving away his poems as

gifts, see pp. 186-93.
82 A Ford (forthcoming).
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inscribed tablets, but rather contrast them to choruses or rhapsodes
who perform their work, or even to spokesmen who deliver in court
speeches composed by others. Ford, however, is right in one im-
portant respect: the technical language which develops from the
verb poieo and its derivatives is appropriate to describe and dis-
cuss works that are made once and for all and can then either be
performed and re-performed or read from a written record: the em-
phasis is on composition as separate from performance or, indeed,
reading.

Given the controversy which surrounds the word poieres, it is
necessary to turn to the ancient texts. It is in the first place use-
ful to observe that the verb poieo is employed to describe the
making of artefacts long before it is connected to poetry or other
verbal expressions.*3 It seems to me that these earlier uses sup-
port my thesis that poieo and poieres are closely linked to the
concept of authorship. In seventh- and especially sixth-century in-

scriptions on vases, we find that the artefact declares the name of
its maker: for example, Apaows p emoteoev.™ It should be noted

that the vase itself performs the line: ‘the absent author made me’.
In poetry, unlike pottery, the maker and the performer can co-
incide in the figure of the aoidos. The verb poieo and its cog-
nate poietes become relevant when the performer, or the reader,
evokes the absent author. This, I submit, is the reason why poieo is
used for makers of pottery far earlier than it is used for makers of
poetry.

The earliest text in which the verb poieo is used in connection
with what we would call poetry is an elegy in which Solon asks
Mimnermus to alter a line he has composed:

(‘EEnkovTaETn nowpa Kixol Bavarou.’)
Al 0 poL Kat vuv 1L Telogat, ESEAE TOVTO -
KNOE uEYaIp’, OTL OE0 AWIOY ETEPPAOAUNY —
KOt peTamoinooy Atytaotad), mde &' aelde:
‘OydwkovIaéTn potpa kiyor Davdrov'.

*3 This fact alone should make scholars hesitate before they equate the making of Achilles’
shield in Hiad 18 to the activities of the bard. This analogy has become common in
recent scholarship, see Taplin (1980}, Stanley (1693), and Becker (1995).

% See R. Cook (1997) 243-5. with further bibliography at 353f.; and Osborne {1998)

28-90.
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*‘May death catch me when I am sixty.” Come, if you are going to listen to me this
time too, take out that part — do not be offended if | suggest something better than
you — change that [metapoieson], Ligiastades, and sing this: *“May death catch me
when I am eighty.” (Solon, fr. 20 W)

Solon distinguishes two different stages in the reworking of
Mimnermus’ poem: first, the text should be altered, then the new
version should be performed. The verbs used to describe these dif-
ferent phases are of crucial importance for the present argument:
LHETATOLEW (metapoieo, ‘to make something different’) refers to
composition as separate from performance, which is described with
the verb aeido: ‘and sing this . ..”.%5 Later texts in which the verb
poieo or its compounds are used also imply a distinction between
composition and performance: we have already seen how in the
Certamen the verb poieo is contrasted to rhapsodeo, which de-
notes the performance of a song after it has been composed.®
When the performers are not rhapsodes, the verb poieo is often
contrasted with aeido, ‘to sing’. Here i1s another example:

KOl YOp AyEPELY O@L TAS YUVAIKAS, ETOVOUUCovoUc Tt OUVOIUTA EV TQ)
tuve, Tov ogL "QAnv avip Avkilog émoinoe, mapa O¢ opémv nabovrag
vnountag Te kat “lovag vpvéewy "Qmiv te kal "Apynv Ovopdlovrds te kal
ayeipovrag (oUtog O8 0 "Qhnv Kal Tolg GAAOVS TOUS TUAULOVE VUVOUS
¢moinoe £k Avking éAbmv Tovg asdougévorg Ev Anhw).

...and the women collected offerings for them, and sung their names in the
hymn that Olen, a man from Lycia, composed [epoiese] for them; the people
from the islands and the Ionians learned from them to sing Opis and Arge naming
them and collecting ofterings for them. (This Olen, who amved from Lycia, also
composed [epoiese] the other ancient hymns that are sung [aeidomenous] on
Delos.) (Herodotus, 4.35.3)

Here too the verb poieo 1s used to describe the composition of
hymns that are then performed by others. These others are not
rhapsodes, but choruses of Delian women, islanders and main-
land Ionians. Accordingly, they do not ‘rhapsodise’, but sing.
There are other passages in Herodotus were the verb poieo denotes
composition as separate and prior to performance.” It is therefore

5 Another early passage in which the verb motéw is used to describe composition is
Theognidea 771: here too it refers to composing something different and new.

8 See Cert. 55-7 and 286f. quoted above. p. 35.

%7 See, for example, Hdt. 1.23: 6.21.2.
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not surprising that the noun poieres is used by Herodotus to de-
scribe makers of poems — poems which continue to be known in
future generations as products of a particular ‘maker’:

‘Holodov yap kai “Ounpov nMAwinv TETpAKoOiowt £Teol dokéw Uey
mpeafurepovg yevéobal kai ov whéoor oltol &€ elol ol womoavreg
Beoyoviny "Ellmor kai totol Beoton Tag Em@VRMIOS dOVIES KAl TGS
TE KOl TEYVIS OEhOVIES Kal eldea aUTOV ONUVAVIES. Ol 08 TPOTEPOV
TOMTOL AEYOUEVOL TOUTWV TV AvOpwv YevEsHuL TOTEPOV, EILOLYE DOKEELY,
EYEVOVTO.,

[ believe that Hesiod and Homer lived 400 years before my time and not more. It
18 they who made [poiesantes) the theogony for the Greeks. They gave epithets to
the gods, defined their due honours and spheres of expertise and described their
appearance. It seems to me that the poets [ poietai ]| who are said to have lived
before those men in fact came later. (Herodotus, 2.53.2f.)

This is the earliest passage in which the noun poietes is at-
tested, and it 1s important that what the poets Homer and Hesiod
have made, that is, the theogony of the gods. remains the same in
Herodotus’ own time as it was in theirs. Whether this is because
their poems are performed again and again by rhapsodes or be-
cause they are written down or, as is most likely, for both reasons
Herodotus does not say. but in any case we are not far removed
from the concept of authorship.

If we look at other texts in which the word poietes is used, we
see that it tends to appear in two related contexts: it is typically used
to distinguish authors from performers, and to discuss particular
features of poems which were created once and for all, that is,
features which do not depend on particular performances. We have
already seen that the word poietes is used by Herodotus when he
deals with either of these themes. Other examples can be given.
Most significantly, the expression wouInNg AOYWYV, a poietes of
speeches, 1s repeatedly used in order to make a distinction between
the author of a speech and the person who delivers it.*® This choice
of words suggests that the distinction between author and performer
ts perhaps more fundamental to the meaning of the term poietes
than any link with poetry.

8% See, for example, Plato Euthd. 305b8 and Isocrates 15.192, ¢f. LSJ sub voce wountig
i.2.
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THE INVENTION OF HOMER

to create the image of the ‘first rhapsode’ he resorts to Phemius,
who 1s an aoidos in the Odyssey. Otherwise Homer is simply
called ‘the Maker’. Throughout Greek literature, if the expression
O wowTg is not accompanied by a proper name, it invariably
refers to Homer.”? The difference is one of perspective: the word
aoidos belongs to the distant world described in epic poetry, the
word poietes points towards the relationship between maker and
performer as well as to what was made by the poet once and for
all, for example, ‘the theogony and the epithets for the gods’.'*

We do not know when the name Homer was first connected
to epic poems like the lliad, the Odvssey, or the Thebaid. It is
possible that a historical aoidos was particularly valued and that
other aoidoi thought 1t useful to claim that they were reciting his
poems: by doing so, they would have begun to make the distinc-
tion between makers and performers which is expressed by the
words poietes and rhapsodos. If this were so, then the emergence
of Homer would not only be connected to the gradual distinction
between composers and performers, but would also speak of the
special recognition accorded to a particular historical bard. This is,
however, by no means a necessary conclusion. It is also possible
to suppose, with Foley, that Homer is the name of a mythical best
aoidos or poietes, whom everyone recognises as pre-eminent but
nobody has ever met: there are parallels for a mythical ‘best poet’
invoked by real-life bards in other oral traditions.'®' 1 shall return
to these possibilities in the next chapter, when discussing the name
‘Homer’'. For the time being it 1s 1mportant to note that by the
time the name Homer first appears in our sources the distinction
between author and performer is already in place. Homer emerges
when the performer evokes the absent author.

We may well ask, at this point, why the rhapsodes should claim
to be performing the work of someone else, even in cases where
ancient and modern readers actually suspected them of having com-
posed what they present as the work of Homer or Hesiod. Travelling
and professionalism provide an initial answer to this question.

% See, for example, Plato Gre. 48s5dsf.; Aristotle Rh. 1380b28; Teles p. 25 Hense; Poly-
bius. 12.21.3; Strabo 1.1.10.

"™ Hdt. 2.53, quoted above, p. 44.

191 See Foley (1999), chapter 2.
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Unlike Demodocus. the rhapsodes are not well-known members of
a particular community, but travelling professionals.'** It is there-
fore important that they rely on a well-known, Panhellenic name,
a name they all invoke in order to attract crowds to their perfor-
mances. [t has been argued that travelling doctors similarly use the
name of their ‘forefather’ Asclepius as a passport and guarantee for
their profession abroad.'®® The Panhellenic character of Homeric
poetry, the fact that it is not linked to a particular place, audience
or occasion but remains the same wherever it is performed should,
in other words, be linked to the rhapsodes’ claim to be performing
the work of Homer.

The emergence of the poietes Homer can also be connected to
the circulation of texts of the Homeric poems. As Barthes points out
in the passage with which I started, the written text necessarily sep-
arates author from work, and therefore potentially draws attention
to the absent author. Yet it must be said that archaic and classical
sources singularly fail to focus on written texts of the Homeric po-
ems. In fact, their lack of interest constitutes a severe, if sometimes
underestimated, limitation to any modern attempt at establishing
when. why and by whom the Homeric poems were written down;
let alone what effect that process may have had on the ‘invention of
Homer’.'% It is generally assumed, however, that the rhapsodes’
claim to be performing the very words of Homer should be linked
to the production and circulation of written texts."'

% There is one passage in the Odyvssey, 17.382-7. which mentions the possibility that
singers may travel. However, on the whole, the singers depicted in the Homeric poems
are much more stationary than later reciters of epic. See Dalby { 1g95) 270: "All that the
Odvssev allows (in a single passage of reported speech) is that, as compared to beggars,
singers were among people who could be confident of a welcome if they moved. The
thrust of this may be compared with that of a paralle! remark on crafismen in the Syriac
text of Ecclesiasticus, “Even when they live in a foreign place, they do not need to
starve.”’

93 See, for example. E. and L. Edelstein (1945) vol. 11, 53-64.

' Because of the silence of Greek sources, attempts at establishing when, how and by
whom the Homeric poems were written down must, [ believe, be based on comparative
evidence. Vanous different comparisons can be brought to bear on the problem: South
Slavic epic has been a favourite, but the Near Eastern matenal collected in West (1997)
ch. 12 would, I believe, also provide an interesting parallel. Because differerent com-
pansons can be suggested and very different models developed, it would be dangerous
to argue for a dogmatic view of how the poems must have been written down.

'™ This assumption is shared across a wide spectrum of scholarly approaches. Two exam-
ples: T. Allen (1924); and Burkert ( 1987).
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Conclusion

If we turn to the question with which we started, we may now be ina
better position to establish when and, within limits, why an interest
in the poet Homer began to develop. It stands to reason that, since
the rhapsodes insist that they are performing the poems composed
by Homer ‘the Maker’, audiences begin to be curious about this
Homer. It 1s noteworthy that the rhapsodes are typically said to
tell stories about his life and person. For example, the Homeridae,
who are presented in our sources as a guild of Homeric rhapsodes
based in Chios,'® tell stories about Homer's life (Plato, Republic
599¢e5t.: Isocrates Helen 10.65). In fact, as will become apparent
in the course of this book, a lot of the material in the Certamen
and 1n the Lives of Homer can be read as rhapsodic answers to the
questions of their public: where did Homer come from? when did
he live? why is he important? did Homer come to our city?

[on too claims to be able to say many beautiful things about
Homer. Yet he also reminds us that rhapsodes did not have a
monopoly on the life and poetry of Homer. As we shall see, other
groups and individuals defined their activity with respect to Homer
and thereby influenced our image of Homer and of the Homeric
poems. Stories about Homer naturally emerge from the separation
between author and performer, but they are not created only by the
rhapsodes.

Inconclusion, itis precisely when, according to Barthes, “a factis
narrated |[. .. ] intransitively’,'"’ that the figure of Homer acquires
significance and becomes an important element of the reception
of the Homeric poems. Depictions of Homer were dictated by the
particular circumstances in which a story concerning his life was
told, by the needs of a particular audience and of those who told
the story: it is for this reason that it constitutes important evidence
for the reception of the poems. Moreover, as will become clear in
the course of the next chapters, 1t 1s precisely this ability of the
legend of Homer to be constantly re-invented that makes it lasting
and influential.

‘> On the Homeridae, see pp. 208-17.
'"7 Barthes {19771 142.
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HOMER’S NAME AND HIS PLACE OF ORIGIN

and O was the conch-shell’s invocation, mer was
both mother and sea in our Antillean patois,
os, a grey bone, and the white surf as it crashes

and spreads its sibilant collar on a lace shore.

Omeros was the crunch of dry leaves, and the washes

that echoed from a cave-mouth when the tide has ebbed.
Derek Walcoltt, Omeros 1.2.3

As we have seen, the Homeric Question was originally formulated,
at least 1n part, as a reaction against the biographical traditions
about Homer. Wolf, who is traditionally presented as the founding
father of modern Homeric scholarship, declared his project to be
entirely different from that of Homer's biographers.’ His attempt
at emancipation was wittily undermined by Goethe, who answered

Wolf’s Prolegomena ad Homerum with his macabre couplet Der
Wolfische Homer:*

Sieben Stiidte zankten sich drum, thn geboren zu haben:
Nun da der Wolf ithn zem), nehme sich jede thr Stiick.

Seven cities squabbled over which one gave birth to him;
now that Wolf tore him apart, let each of them get a piece.

With elegant irreverence, Goethe puts his finger on several issues
at the heart of the present investigation. Leaving aside the pun on
Wolf’s name, we may also want to notice the equivocation on the
name ‘Homer’: while both Wolf and the ancient biographical tradi-
tion use it, the name clearly has different meanings. This fluctuation

" Wolf (1831) 145: ¢f. p. 13.

* Goethe (1953) 478, reacting 10 the Prolegomena ad Homerum, for which see Wolf
(1985} Other poems which ridiculed Wolf™s name and his Homernic studies were pub-
lished at the time: see Murkner and Velin (1999) 18.
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in the meaning of the word Homer, while creating opportunities for
humour, also generated, and continues to generate, genuine mis-
understandings, some of which I try to dispel in the course of this
book. At the same time, and perhaps more interestingly, Goethe
also suggests an uncanny parallel between the ancient biographical
tradition and the most up-to-date Homeric scholarship: there have
always been many different Homers. In my view, the continuity
between ancient and modern representations of Homer has been
systematically minimised in contemporary scholarship.

Modern approaches

Modern debates on the meaning of the name “Homer’ can be used
as a perfect illustration of this wilful neglect of ancient sources.
Generally speaking, explanations for the name Homer mirror with

exceptional precision current views about the nature and composi-
tion of the Homeric poems. We have seen that while some scholars

approach Homeric poetry as a poetic movement in which a vast
number of singers took part, and which gradually reached a stage
of fixation, others insist on the contribution of one (or two) excep-
tional bard(s) to the final composition of the /liad and the Odyssey.
The name ‘Homer™ has been viewed from both these angles. On
the one hand, there is an important tradition — beginning with
Welcker and extending to Durante and Nagy — which etymolo-
gises the name ‘Homer” so as to show that it does not refer to an
individual at all, but rather speaks of the composition of the po-
ems as a collective effort. Welcker derives ‘Homeros’ from opou
and apapiokw and translates it as ‘compiler’ (Zusammenfiiger);
Durante and Nagy likewise derive the name from the root *ap-: the
translation proposed by Nagy is ‘he who fits [the song] together’.’
On the other hand, there are scholars who insist that the name can-
not be easily etymologised and claim that it is the proper name of a

3 Welcker (1865-82) vol.1, 121; Durante (1957); and Nagy (1979) 297-300. West (1999)
also argues that Homer is a fictional name deriving from the root *ap-. Birt (1932) and
Derov (1072) connect the name to the verb ounpery, but reach similar conclusions.
See, for example, Deroy (1972) 436 who concludes Homer is not an author.
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HOMER'S NAME AND HIS PLACE OF ORIGIN

The name Homer

Homer’s name 1s famously absent from the /liad and the Odyssey.
Even more drastically, there is no anonymous reference, or
sphragis, to him in these two poems. The only passages in which
the poet’s voice emerges directly are the much-discussed cases of
apostrophe,’” where the poet addresses some gods (the Muses and
Apollo) and some characters (Patroclus, Menelaus, Melanippus.
Achilles and Eumaeus) in the second person; even so, these pas-
sages do not reveal the identity of the narrator, but rather establish a
privileged relationship between the poet and some gods tradition-
ally associated with poetry, as well as some characters on whom,
according to some ancient and modern readers, the poet bestows
particular sympathy.® Similarly, while the Odyssey certainly im-
plicates the poet’s voice in the narration.” it does not focus on the
identity and name of the poet in the same way as it focuses, say,
on those of Odysseus. While the narrator’s voice in the [liad and
Odyssey is a highly self-conscious one,'” it remains strictly anony-
mous. The name Homer is not only never mentioned but also never
hinted at in the Homeric poems.

Various explanations for this absence have been put forward.
Most recently, Stein has argued that the lack of references to the
poet in the Iliad and Odyssey speaks for the poems’ antiquity and
their origins in the oral tradition."" In an argument that follows

See Yamagata (1989), who quotes earlier discussions of the phenomenon. Curiously,

she excludes the Muses, but not Apollo, from her discussion of apostrophe.

See, for example, Schol. T ad 1. 4.127 and Schol. bT ad Il. 16.787: Eustathius vol. 1,

p. 716.1-8 and vol. 3, pp. 931.18-932.1 van der Valk. Some modemn critics propose

similar explanations: see A, Parry (1972) and Block (1982). | do not think that sympathy

can account for all instances of apostrophe to human characters. A comprehensive

explanation is vet to be found.

9 See. for example, Goldhill (1991) ch. 1, who quotes further bibliography at 57 n. g8.

' A vast number of works have focused on the self-awareness of the narrator in the Niad
and the Odyssey. | can only quote a limited sample of various different approaches:
Marg (1957). Detienne (1996), and Macleod (1983) on views about poetry expressed
in the poems; Hainsworth (1970), Jensen (1980), M. Edwards (1987), and Ford (1992)
on self-consciousness and oral technique; Pratt (1993), and E. Bowie (1993) on lies and
fiction; de Jong (1987). S. Richardson (1990), and de Jong (1997) for narratological
analyses,

' Stein (1990).
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closely an approach proposed by Snell,'* Stein claims that at the
time in which the Hiad and Odyssey were composed, the sub-
jectivity of the poet had not yet been ‘discovered’: its discovery,
she argues, dates to the literate age of Hesiod and the lyric poets.
There are several major flaws with this argument. In the hrst place,
Stein’s assumptions about ‘oral poetry’ are ill-founded: some oral
poets are very possessive of thetr songs and include their name in
their poems.'? But there are two more specific problems with her
view. In the first place, several scholars have persuasively argued
that many forms of lyric poetry are at least as old as hexameter
epic.'* The metre of Stesichorus’ Thebaid, for example, suggests
that hexameter poetry may have developed from lyric metres.'>
Secondly, it seems clear that different authorial stances are appro-
priate to different genres; for example, the poetic *I" 1s much more
prominent in lyric than in heroic epic.'® It thus seems that we can-
not construct a simple model in which the poetic ‘I" is discovered
at some point after the composition of the Homeric poems, say, by
Hesiod and the lyric poets; or even a model in which epic predates
lyric.

These objections are serious enough, but there is yet another
important detail which Stein does not take into account. As De
Martino points out, the view that Homer never refers to himself in
his poems only emerges in late antiquity, when his name becomes
exclusively associated with the Hliad and the Odyssey.'” As the
discussion later in this chapter shows, in the archaic and classical
period Homer 1s considered to be the author of texts where he
is thought to refer to himself, for example the Homeric Hymn 1o
Apollo and the Margites. For this reason, we need to ask ourselves
why it is that, although anonymity allegedly speaks of primitive

17 Snell {1053).

* Finnegan (1977) devotes 201-6 to the question: "Are oral poets anonymous?’, and
summarises her answer at 201: "no’.

" Dover (1964), West (1973); Nagy (1974); A. Bowie (1981). See also Fowler (1987),

'S See Haslam {1978).

'® There are distinctions also within epic or lynic. Archilochus, for example, adopts dif-
ferent personae in lambus and elegy: his adventures with Lycambes and his daughters,
for example, are not mentioned in his elegiac poems. Cf. West (1974) and E. Bowie
(1086),

T De Martino {1982).
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lack of awareness, Homer’s oeuvre is only gradually restricted to
anonymous works.

A promising starting point to tackle the problems outlined here
is suggested by Griffith in an article where, in the course of a
discussion of the autobiographical references in the Hesiodic po-
ems, he proposes an explanation for the absence of Homer from
the Hliad and the Odyssev.'® His main contention is that ‘where
there is an £y , we generally find a 0°."9 In other words, he sees
the introduction of the poetic ‘I” as strictly bound with the presence
of a ‘you’ addressed by the poet: autobiographical references thus
become a means of specifying the poet’s relationship to a parti-
cular audience or addressee.’” As far as the Iliad and the Odvssey
are concerned, his position is clear: ‘The reason Homer does not
mention his own name or introduce his personality into the nar-
rative 1s simply that his audience and the occasion for his song
are never specified. It is not that he lacks self-awareness. On the
contrary, he is a highly self-conscious artist.”*' Griffith does not
dwell on this point, but his careful readings of the Hesiodic po-
ems, the Homeric Hymn to Apollo and Theognis™ Sphragis sug-
gest that, at least in those poems, the poet’s persona is tailored
to the audience(s) to whom the poems are addressed. As far as
Homer is concerned, his suggestion needs to be pursued a little
further. While he is certainly right to point out that the audience of
the /liad and the Odyssey, and the occasion for their performance
are never specified, it remains to be seen whether this is likely to
be the reason why the poet’s name and biography are absent from
the poems.

If we look at the earliest sources in which the name Homer

does appear. we see that the poet is often described in relation
to lis audience. In fr. 42, Heraclitus argues that Homer should

be thrown out of the agones, thus clearly placing the poet in a
performative context.”” In [Hesiod], fr. 357, we see Homer together
with the poetic ‘I', identified as Hesiod's, singing hymns in Delos.?3

% Griffith (1983). "9 Griffith (1983) 42.
*' Durante (1957) 94 also explains the anonvmity of epic as a generic feature.
*t Gnffith (1983) a6, 2 Quoted at p. 20. 3 Quoted at p. 33.
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THE INVENTION OF HOMER

earliest extant sources in which the name Homer appears, also
use Homer in order to define their more exclusive and superior
position,

In the extant fragments of Xenophanes, Homer is never linked
to a specific audience or place, and this is what makes it pos-
sible for Xenophanes to present himself as shaking the beliefs
of all the Greeks. At the same time, this conception of Homer
may also protect Xenophanes from charges of impiety: he is not
attacking any gods of local cult, but Homer’s Panhellenic ones,
which belong at the same time to evervone and no one in par-
ticular. Xenophanes can thus present himself simultaneously as
pious 1n his ritual behaviour (see fr. 1 DK) and extremely critical
of Homer’s anthropomorphic and immoral gods.?* Xenophanes’
presentation of himself as the critic of the universal Homer, how-
ever, can all too easily be turned against him. Thus in Plutarch’s
Savings of Kings and Commanders 175¢, ‘Hiero’ presents Xeno-
phanes’ influence as extremely circumscribed in comparison to
Homer’s:

wpoc 08 Eevoghvnyvy tov Kokopowiov gimovia poMs oikétag Ovo
TpEQELY ‘AL’ “Ounpog’ elmey, ‘Ov ov OoUpels, TAEOVAS 1) nuploug
tpéger Tebnroe.’

But when Xenophanes of Colophon said he could hardly feed two slaves, he

[Hiero] said to him: *You hardly feed two house slaves, whereas Homer, whom
vou mock, nourishes thousands after his death.” (Xenophanes A 11 DK)

The wordplay seems to be on the meaning of ‘to nourish’
(tpeerv), which is used in a literal sense by Xenophanes, whereas
in the case of Homer it indicates nourishment of the spirit.

Heraclitus’ attitude to Homer is in many ways similar to that of
Xenophanes. He too depicts him as a universal authorty. In fr. 56
DK, he calls Homer the *wisest of the Greeks’ and proceeds to tell
the anecdote of the lice in order to show that even this most wise
poet could not solve the most obvious of riddles:

EEnmaTvraL, gnoiv, ol dvlpwwor TPOZ TV YVOOIV TOV  QUVEPHDYV

wapaminoiog Owipo, 6¢ éyévero ToOv ‘EAVOV 0OQMIEPOS TAVIWLYV.

3 Liz Irwin suggested to me the possibility that Xenophanes’ attitude towards the local
gods of cult may be very different from his treatment of Homenic religion.
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when we explore the connection between the name *Homer’ and
the texts attributed to him.

Homer’s name and his place of origin

While the lliad, the Odyssey, Xenophanes, Heraclitus, Simonides
and Pindar yield a consistent picture of Homer as a universal au-
thority equidistant from all possible audiences, another group of
texts attempts to establish particular connections between Homer
and certain places or groups of people. In many ways, these texts
are less straightforward than those considered so far. To begin with,
while they never mention Homer by name, they are not as silent
about the poet’s 1dentity as the /liad and the Odyssey are. They use
periphrases, hints and riddles which may or may not be read as
references to Homer. It is in fact impossible to be absolutely confi-
dent that one is correctly identifying all the texts that are alluding
to Homer in riddles and hints. What I propose to do here, there-
fore, 1s to look at three texts which seem to allude to Homer and
connect him with a particular place or audience. I begin with the
least controversial of these controversial texts, the Homeric Hymn
10 Apollo, and proceed to discuss the Margites, and the Home-
ric Hymn to Artemis 9. These texts often present rather intricate
problems: my own treatment is, accordingly, detailed: however, at
pp. 77-9 I offer some more general considerations.

The address by the speaking voice to the chorus of girls in the
Hymn to Apollo has been the object of much controversy both in
antiquity and in modern times. Throughout the centuries, many
have felt sure that the blind man described in the hymn 1s Homer,
but the text falls short of mentioning his name:

) ayed kol név "ATORLmvY TAPTEOL SV,
yuipere & VULl waoar £uElo OF kai petomobe
uvnoao)’, orwote kev g emyboviav avipowav
evlad' avelpntan Eelvog Tahamelptog EA0my

‘@ kovpat, TS & Dy avilp OW0ToS ooy
evBade woraital, Kal Ty TépTeole pdhota:’
vHES & el paha TaoaL vToKpivact’ evgipms
‘Tuhog avnp, oikel 08 Xim v TALTRAOECO]),
Tov waoa petomobev apuotetovory dodai.
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Now come, let Apollo together with Artemis be propitious; and may all you girls
fare well and remember me also in future; whenever one of the human beings who
live on earth comes here as a guest, after much suffering, and asks: “Maidens, of
those who come here, who, in your judgement, is the sweetest singer, which one
did you find most pleasing?", answer all together, well and propitiously: ‘A blind
man, he lives in rocky Chios, and all his poems will be the best forever.” (Homeric
Hyinn to Apollo, 165-73)"

The description of the best poet at lines 172f. tallies remarkably
well with traditional representations of Homer. Simonides, for ex-
ample. calls the author of Hiad 6.146 a ‘Chian man’ (X10¢ avnp) at
19.1 W; and Stesichorus, it seems, referred to Homer's blindness.**
Line 173 also suggests Homer: we are told that all the poems of
the singer in question will be the best forever. As Burkert rightly
points out, line 173 is ‘the clearest expression in epic diction of the
notion of a classic [...] This is meant to be Homer. 3?

That lines 172f. can be read as a reference to Homer 1s in fact
confirmed by various ancient sources.* The earliest and most im-
portant one is Thucydides. At 3.104, he uses the hymn as evidence
for an ancient Panionian festival, and tells us that the Athenians re-
vived this festival in 426 BC. He appropriately quotes lines 146—50
of the hymn, where we are told that the lonians, together with their
children and wives, went to the festival and that there was a boxing
competition, as well as dancing and song. These lines would be
enough to prove Thucydides’ point that there was such a festival:
but the historian does not stop here: he also wants to prove that 1t
was Homer who performed the hymn at the Panionian festival. The
Athenians, he claims. revived a festival at which Homer himself
had performed:

TOV Yap ANAUKOV Z0pOV TV YUVHIKOY UIVIIOAS ETEALUTH TOU ETUIVOD
£ TadE T £, £V 0I5 KAl EnvTov emepviobn. ..

Having celebrated the chorus of Delian women he concluded his praise with these
lines, in which he also mentioned himselt . . . (Thucydides 3.104.5)

* For a discussion of the text of line 171, see pp. 63.

4 See pp. 147-50. 31 Burkert (1987) 55,

M Scholia o the Homeric Hyvmn 1o Apoilo 172; Aelivs Anstides 14.35: Cert. 315-21.
Theocritus calls Homer a “Chian bard” at 7.47 and 22.218; ¢f. Schol. Theocr, ad
22.218. There seem to be interesting links between Simonides™ view of Homer as
the *Chian man’, fr. 19.1-2 W, and Thucvdides™ discussion of Homer at 31.104. se¢
pp- 222—4.
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name at the end of line 171: *If someone asks who the best singer is,
answer . .. “Ella Fitzgerald” ": however, a name is precisely what
we do not get. Wilamowitz’s expectation of a name was in fact so
strong that it inspired his explanation of the textual problem: orig-
inally, he argued, the end of line 171 contained a name ("Ounpoc,
we may add, fits the metre) but the name was then suppressed,
leading to different alternatives.®

To summarise: the Homeric Hymn to Apollo refers to the best
singer of all ime and links him to two particular places, Chios
and Delos, and to a group of privileged addressees, the chorus of
Delian girls. The poem, in other words, specifies its audience and
context of performance; and comes close to revealing the identity
of its first person, or someone closely associated with the first
person, in the form of the riddle. If we choose to solve the riddle
as Thucydides did, Homer is no longer the anonymous poet par
excellence, but boastfully refers to himself. Yet, this conclusion

was eventually rejected by others. As we have seen in chapter 1,
the scholia to Nemean 2.1 claim that a rhapsode called Cynaethus

actually composed the hymn and then tried to pass it off as the
work of Homer by inserting that ever controversial riddle of lines
172f. It seems that the harder a poem tries to be Homeric the less
likely it is to be universally accepted as such.

It 1s possible that the opening of the Margires. a comic poem
about the most foolish of men, works in a similar way to the
Homeric Hymn to Apollo 1721.: here too we have a poem that
was sometimes attributed to Homer, and a riddling reference to an
unnamed singer within it. Unfortunately, the state of our evidence
concerning this poem 1s far from satisfactory, but some general
points can, I think, be made. The poem opens with the description
of a divine poet:*3

e nig elg Kohogova yeépov kal Ogloz dodoz,
Movoawy Bepamov Kai eknporov "Awoiinvos,
pLhaic Exomv £V yepoty etgoyyov Avpny.

M Wilamowitz ( 1g916b) 368, 453.

%5 Fr. 1 W = Pap. Anon. in Fackelmann 6, discussed by Kramer {1979). and Atilius
Fortunatianus, Gramm. Lar. 6.286.2 = fr. Berol.. ib. 633.27. This fragment is gquoted
in order o show that Homer was the first iambic poet. Editors tend to mark Ir. 1 as the
beginning of the poem.
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