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Preface

People who are not in Classics, or who are just entering Classics, often
ask, “What do we really know about Homer?” This book is for them. I
don’t assume that the reader knows Greek, but sometimes I will discuss
Greek words and concepts because, of course, Homer’s thought is
encoded in his words. I do assume that the reader has read the I/ind
and the Odyssey in translation, so that my small book will serve as a first
reader’s introduction and commentary to the texts of Homer.

All things pertaining to Homer can be argued or are argued by some-
one somewhere. A recent study proposes that the ruins of Troy lie in the
British Isles! In this book I will leave aside the “but so-and-so thinks”
because you can find someone who thinks almost anything about Homer.
Even many professional classicists do not understand the basis to as-
sumptions often repeated about Homer, the most important author in
the classical Greek canon by far, so this book will be for them too.
Enormous progress has been made in Homeric studies in the last several
generations, and I will attempt to explain just where this progress has
brought us. I will focus on superior thinkers about Homer, whom even
in the cacophony of views most Homerists take to be reasonable. I will
not hesitate to present conclusions that I have myself reached after
decades of reflection.

The translations of the I/zad and the Odyssey used in this book are
modernized and modified from the Loeb translations of A. T. Murray.

My thanks to Jim McKeown, who read the manuscript with attention;
and to Tom Kostopoulos, who did the same. Silvia Montiglio helped me
too. All errors of interpretation or fact are, of course, my own.
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What good is it to me? The gods honor the aoidos.

Who would hear any other? Homer is enough for everyone.
He is the greatest of aoidoi, who will get nothing from me.
Theocritus XVI, 19-21
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Chronological Chart

Sumerian cuneiform writing is developed, ca. 3400
Egyptian hieroglyphic writing and Pharaonic civiliza-
tion emerge, ca. 3100

Early Bronze Age

Sumerian cities flourish in Mesopotamia, ca. 2800—
2340

Minoan civilization flourishes in Crete, ca. 2500-1450

Akkadian empire in Mesopotamia, ca. 2334-2220

Middle Bronze Age begins with arrival of Indo-
European Greeks in Balkan Peninsula, ca. 2000-
1600

Late Bronze Age (or Mycenaean Age) begins, ca. 1600
Hittite empire rules in Anatolia, ca. 1600-1200

West Semitic syllabic writing invented, ca. 1500 (?)

Trojan War occurs, ca. 1250 (?)

Destruction of Ugarit, ca. 1200

Dark Age (or Iron Age) begins with destruction of
Mycenaean cities in Greece, ca. 1200-1100

Greek colonies are settled in Asia Minor, ca. 1000

Neo-Hittite cities flourish in northern Syria, ca. 900-

700

Greek colonies in southern Italy and Sicily, ca. 800-
600

Avrchaic Period begins with invention of Greek alphabet,
ca. 800

The Iliad and the Odyssey, attributed to Homer, are
written down, ca. 800-750
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Olympic games begin, 776
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Callinus, ca. 650

Cyclic poets, ca. 650-500
Age of Tyrants, ca. 650-500
Pisistratus, 605:-527

Creation of Hebrew Pentateuch during Babylonian
captivity of the Hebrews, 586-538

Cyrus the Great of Persia, ca. 600-529

Xenophanes, ca. 570-460

Pindar, 518-438

Alleged date of the expulsion of the Etruscan dynasty at
Rome and the foundation of the “Roman Repub-
lic,” 510

Persians invade Greece; battle of Marathon, 490

Persians invade Greece again; destruction of Athens;
Greek victories at Salamis and Plataca, 480-479

Classical Period begins with end of Persian Wars, 480

Aeschylus, 525-456

Sophocles, 496-406

Herodotus, ca. 484-420

Euripides, 480-406

Socrates, 469-399

Peloponnesian War, 431-404

Thucydides, ca. 470-400

Plato, 427-348

Aristotle, 384-322

Philip II of Macedon, Alexander’s father, conquers
Greece, putting an end to local rule, 338-337

Alexander the Great, 336-323, conquers the Persian
empire, founds Alexandria

Hellenistic Period begins with death of Alexander in
323

Mouseion founded by Ptolemy II, 285-246
Apollonius of Rhodes, third century

Livius Andronicus, third century

Zenodotus of Ephesus, third century
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Year O
100 AD
200-300 AD

925 AD

CHRONOLOGICAL CHART

Aristophanes of Byzantium, ca. 257-180

Aristarchus of Samothrace, ca. 217-145

Roman Period begins when Greece becomes Roman
province, 146

Didymus, first century

Roman civil wars, 88-31

Cicero, 106—43

Vergil, 70-19

Augustus defeats Antony and Cleopatra at battle of
Actium and annexes Egypt, 30

Augustus Caesar reigns, 27 BC-14 AD
Josephus, 37-100

Transfer of Homeric texts from papyrus rolls to the
codex

Oldest surviving complete manuscript of Homer’s 1lind
(Venetus A)
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Introduction

By “Homer” and “Homer’s poems” I mean in this book the I/iad and
the Odyssey, attributed to Homer from the earliest times. Was this poet
really named Homer? Poems certainly not by the composer of the I/iad
and the Odyssey were attributed to “Homer,” but they were later; such
false attributions testify to the classic status of the I/ind and the Odyssey.
The name “Homer” must have come from somewhere, most likely
because that was the name of a famous poet. The striking systematic
silence in the Odyssey about events told in the Ilzad, and such clear
efforts in the Odyssey to round out the story of the Trojan War as the
Odyssey’s song about the Trojan Horse (Od. 8.499-520), make clear
that the singer of the Odyssey knew our Iliad intimately — in my view
because he was the same man.

Not only are the Iliad and the Odyssey the oldest surviving works of
literature in the Western Greek alphabetic tradition, but along with
Hesiod’s poems they are also the oldest substantial pieces of writing of
any kind. Almost nothing survives between these poems — which appear
at the dawn of Greek alphabetic literacy — and the rich literary produc-
tion of fifth-century Athens. Everything else is lost (except for frag-
ments). Why did the I/zad and the Odyssey not only survive, but also
remain the fundamental classics of Western civilization? How and why
did they become classics?

We must stand back a moment and ask, what are the I/iad and the
Odyssey? Before anything, they are texts, physical objects capable of cor-
ruption, decay, and willful alteration with a history in the material world.
They are things, which we forget when thinking about their qualities as
literature. We want to know how these texts came into being — where,
why, and when. This is the philologist’s Homer, who wants to know
what that first text looked like, how it read. Philologists are studying a



XVvi INTRODUCTION

physical Homer where marks on paper have certain shapes that can be
explained in various ways.

Homer is also our richest source of information about early Greece,
and because Homer was always a classic, about Greece itself and all that
Western culture owes to Greece. There is no such thing as “the Greeks”
without the Homeric poems. What does Homer have to say about what
happened in the past, about travel, marriage, trade, war, architecture,
and religion? Here is the historian’s Homer, our second Homer, written
documents that tell us about the past.

But for most, who are neither philologist nor historian, Homer means
the stories that everyone loves and loves to talk about, swept along in
the trance of song. It is the stories that make Homer a classic. The
reader’s Homer, our third Homer, is the most important, because he
makes worthwhile the labors of philologists and historians.

In part one of this brief book I will examine these three Homers.
Working from these perspectives, in part two I will lead the reader
through the poems in a kind of gallop, while pointing out on the way
the philological, historical, and literary issues that have attracted atten-
tion for almost 3,000 years. The further reading section reviews some
important secondary literature on Homer.
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The Philologist’s Homer

Philologists are “lovers of language” and everything about language
interests them, but not language as a universally human faculty — lin-
guists do that. Classical philologists are interested specifically in the
Greek and Latin languages, or what we can infer about them from the
vast number of written pages that survive. The philologist easily forgets
that we know nothing directly about the “Greek” or “Latin” languages,
however, but are always working with a representation in writing based
on them. Writing is a system of conventional symbolic reference, and
not a scientific means of representing speech. The distance between
writing and speech is therefore very great, as anyone knows who studies
French, then travels to Paris.

Greek and Latin speech do not survive, then, but zexts survive, a Latin
word that means “something woven.” Many misunderstand Homer in
failing to remember that Homer is a text and that texts are in code;
speech, by contrast, is not in code (although it may &e code). Texts are
potentially eternal; speech is ephemeral. Texts are material and liable to
corruption, distortion, and error; speech is immaterial and disappears
immediately. Homer died long ago, but his texts will live forever.

Where did Homer’s texts come from? More than anything the phi-
lologist would like to answer this question.

What is a Homeric Text?

Texts of the Homeric poems are easy to find, in print constantly since
the first printed edition in Florence in 1488. Because it is a material
thing, a text has a certain appearance; not only the texture and color of
the paper or leather, but also the conventions by which the signs are
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formed. Early printed editions were set in typefaces made to imitate
handwriting in Byzantine manuscripts, an orthographic system (= “way
of writing”) much changed since ancient times, with many abbreviations
and ligatures in which more than one letter is combined into a single
sign. Certainly Plato could not have read the first printed text of Homer,
nor can a modern scholar without special training, even a professor who
has spent an entire lifetime teaching Greek.

In the nineteenth century modern typefaces and orthographic con-
ventions replaced typographic conventions based on manuscripts hand-
written in Byzantium before the invention of printing, but in no sense
did such modern conventions attempt to recreate the actual appearance,
or material nature, of an ancient text of Homer. For example, the forms
of the Greek characters in T. W. Allen’s standard Oxford Classical Text,
first published in 1902, imitate the admirable but entirely modern Greek
handwriting of Richard Porson (1759-1808), a Cambridge don impor-
tant in early modern textual criticism. Complete with lower- and upper-
case characters, accents, breathing marks, dieresis, punctuation, word
division, and paragraph division, such Greek seems normal to anyone
who studies Greek, let us say, at Oxford or the University of Wisconsin
today. Here is what the text of the I/ind 1.1-7 from the Loeb Classical
Library looks like:

wivw dede Bea IImAniadew Axidijos

> 7/ o 7y ), ~ 3 BN/
ovlouévyy, 19 uvpl’ Ayaols dAye’ e,
modas 8 lpbiuovs Yuyas "Aide mpolaher
Npdwy, adTovs O Edpia TeDye KUVETOW
olwvoial Te miol, Awos 8’ érelelero BovAr,
> T \ \ ~ / > 7/
é¢ od O Ta mpdTa SwacThTNY éploavTe

Arpetdns Te dvaé avdpdv kal 8ios Axidevs.

If you study Greek today, and take a course in Homer, you will expect
to translate such a version. You are reading “the poems of Homer,” you
think, but in fact the orthography is a hodgepodge that never existed
before the nineteenth century. A full accentual system, only sometimes
semantic, does not appear until around ADp 1000 in Greek writing and is
never used consistently. The distinction between upper case and lower
case is medieval. Porson’s internal sigma is drawn o, but in the Classical
Period the sigma was a vertical zigzag X (hence our “S”) and after the
Alexandrian Period always a half-moon shape C (the “lunate sigma”);
the shape o appears to be Porson’s invention. The dieresis, or two
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FNAY NS A Gos XN NYE

Figure 1 Reconstruction of the first five lines of the lliad in archaic script, written
right to left, left to right (after Powell 1991: fig. 7)

horizontal dots to indicate that vowels are pronounced separately (e.g.,
mpoiaev), is a convention of recent printing. Periods and commas are
modern, as is word division, unknown in classical Greek.

The Oxford Classical Text would have mystified Thucydides or Plato
just as much as the first printed text. The much earlier (we might say,
original) text of Homer would have puzzled them just as much, which
seems to have looked something like figure 1. The direction of reading
switches back and forth from right to left, then left to right (called
boustrophédon writing, “as the ox turns”). In this earliest form of Greek
writing, as we reconstruct it from meager inscriptions, there is no dis-
tinction between omicron = short 6 and omega = long 0 or between
epsilon = short € and éta = long €, and doubled consonants are written as
single consonants. There are no word divisions, or upper- and lower-
case letters, or diacritical marks like accents, or capitals of any kind.

In reading such a text the exchange of meaning from the material
object to the human mind takes place in a different way from when we
read Homer in Porsonian Greek orthography, or in English translation.
The philologist is keenly interested in how this might have worked.
Apparently the Greek reader of the eighth century BC was decoding his
writing by the ear. For this reason the ancient Greek felt no need for
word divisions, line divisions, diacritical marks, paragraph markers, or
quotation marks because to him (and very occasionally her) the signs
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represented a continuous stream of sounds. A thousand years after Homer
the Greeks still did not divide their words. (In Latin, words were divided
from the earliest times, but by no means always.)

When we read Greek (or English), by contrast, we decode the text by
the eye. We are deeply concerned where one word begins and another
ends and whether it is epsilon or éta. The appearance of our texts is
semantic, carries meaning, as when a capital letter says “A sentence
begins here” or a period says “A sentence ends here” or a space says
“The word ends here.” Philologists write articles for or against éta =
long € instead of epsilon = short € as the correct reading, but for 300
years after the alphabet’s invention no consistent distinction was made
between the representation of long and short e. Our text of Homer is
directly descended from an ancient Greek text, yes, but the text works
for us in a different way.

When modern philologists attempt to recover as closely as possible
an original text of Homer, as editors claim, they never mean that they
are going to reconstruct an original text, one that Homer might have
recognized. Rather, they present an interpretation of how an original
text might be construed according to modern rules by which ancient
texts are explained. What appears to be orthography in a modern text
of Homer, “the way something is written,” is really editorial comment
on meaning and syntax. If editors gave us Homer as Homer really was,
no one could read it.

The Homeric Question

Still, the philologist’s Homer is always the text of Homer, however he
might inscribe it. Investigation into the origin of this hypothetical phys-
ical object, this text, is the famous “Homeric Question” (from Latin
quaestio, “investigation”), a central topic in the humanities for over 200
years. When did this text come into being? Where and why? How and
by whom? What did it look like? If we only knew where the Homeric
poems came from, we would know where we come from, or big parts of
us. We are Homer’s cultural children.

One way to find the source of something, its origin, is to follow
backward, as if going upstream until you find where the water first
flows. In physics this source would be the beginning of the universe, but
in Homeric studies that spring would be the very first text of Homer.
Sometimes people think there must have been “many” first texts, but
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the variations in surviving versions of our Homer are so tiny that there
can never have been more than one first text, the one we are looking for.
Let us see what happens when we travel upstream, from now until then.

Our surviving texts are, of course, not very old. The oldest surviving
complete text of the I/iad is from about AD 925, a beautiful Byzantine
manuscript inscribed on vellum. Kept in Venice, it is called the Venetus
A. Vellum, also called parchment (from the city of Pergamum in Asia
Minor where it may have been invented), is a beautiful and sturdy but
very expensive basis for a written document. The Venetus A was an
object of very high material value when it was made.'

Like a modern book, the Venetus is made of sewn-bound pages, a
torm of manuscript we call a codex. Modern books are codices, though
the paper has been folded many times into “signatures” before being
sewn, then cut at the edges. The codex was invented in the second or
third century AD. Earlier texts, including texts of Homer, were not
codices, but rolls made of papyrus, in Latin called volumina, our “vol-
ume.” In Greek the word for papyrus is &yblos, the name of a Near
Eastern port from where or from near where came the papyrus that
made Homer’s poems possible. The 24 “books” of the I/iad and the
Odyssey are really papyrus rolls, the amount that fit conveniently onto
a roll. The Homeric poems are texts and their original basis was the
papyrus roll.

Side by side with papyrus, the Greeks and Romans wrote notes and
composed long works on tablets, usually of wood, hinged at the back
with a low depression filled with wax into which the writer would
impress the characters. The single mention in all of Homer to writing
refers to just such a tablet (1. 6.168, about which more later). Probably
most written composition, as we think of it, was done on such ephem-
eral tablets, although the immensely long Homeric texts must have
begun their life directly on papyrus. Most Greek literature survives be-
cause at some point what was written on a tablet was transferred to
papyrus, an astonishingly durable and transportable substance.

The codex enabled the reader to look things up by paging through
the text, as we do today, whereas it was difficult to look something up in
a roll. The format of the codex was a kind of barrier between ancient
and modern literatures. Unless a work was transferred from papyrus roll
to codex in the early Christian centuries, and so leaped the barrier of a
changed format, it was lost, as for example was the entire corpus of the
obscure Greek lyric poets, little read in the early Christian centuries,
including Sappho and Alcacus (mostly only fragments survive on actual
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papyrus found in Egypt). Perhaps today we experience a similar disjunc-
tion between the preservation of information on hard copy and in elec-
tronic files, when much is being transferred but much is not. By the
time Homer was transferred from roll to codex in the second or third
century AD a standard text had been established that we call the “vulgate”
or “common” text. Deviations between different manuscripts are small,
and there is a fixed number of lines, as far as we can tell. The vulgate of
the first few centuries AD is virtually our modern text, if you allow for
modern developments in orthography.

Vellum’s greater strength (along with its inordinate cost) allowed for
a larger page than was possible for a papyrus roll, and the generous
margins of the extraordinary Vemetus A are covered with commentary
written in a medieval script called minuscule, the ancestor of our “small
letters,” as opposed to the “capital letters” in which all Greek manu-
scripts, including Homer, were until then written. The small medieval
script and the large margins allowed scribes to record in the Venetus A
excerpts taken from scholars who worked in the library of Alexandria
in Egypt, founded by the energetic Ptolemy II (285-246 BC), son of
Alexander’s general, as part of his “temple to the muses,” the Mouseion.
Called scholin, these notes offer views on every conceivable topic per-
taining to the Homeric poems. Study of the scholia is our only means
for reconstructing what Alexandrian scholars of the second and third
centuries BC thought about Homeric problems.

Somehow Alexandrian scholars stabilized and regularized the text of
Homer, in fact created the vulgate later transferred from papyrus to
codex. The original works of Alexandrian scholars are lost, but we may
infer their views from the scholia, although the layers of recomposition
in the scholia make it impossible to be certain which scholar thought
what. Of course, the Alexandrians lived hundreds of years after Homer
and had no direct knowledge about him or the origins of his text. The
earliest commentator was Zenodotus of Ephesus (third century BC),
followed by Aristophanes of Byzantium (ca. 257-180 Bc) and his student
Aristarchus of Samothrace (ca. 217-145 BC), and in the first century BC
the formidable “bronze-gutted” Didymus, said to have written 3,500
books. Philologists would like to work their way back all the way to the
text that Homer himself in some way created, but we must admit that
we have almost no evidence whatever for the condition of the text
earlier than the Alexandrian editors.

Our best evidence for the problems the Alexandrians faced comes
from the many fragments of Homer’s poems that survive on papyrus
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found in Egypt (mostly on mummy wrappings for sacred crocodiles),
more fragments than from any other author, and two or three times as
many fragments from the Iliad as from the Odyssey. In these fragments
there sometimes appear “wild lines” not found in the vulgate that almost
always repeat a line or lines found elsewhere or are slight variations of
lines found elsewhere. The wild lines seem to have been scribal errors
rather than attempts to flesh out, add to, or change the meaning of the
text. The wild lines do not represent multiple original versions, then,
but are textual corruptions that depend on scribal behavior. Mainly the
Alexandrians seem to have removed the wild lines. Wishing to “purify”
the text from “false” accretions, they invented several signs still used
today, including the obelus, a sort of cross in the margin (1) to designate
a line suspicious for some reason. There are therefore no collateral lines
of descent for the text of Homer, as there are, for example, of the
medieval Chanson de Roland (“Song of Roland”), which existed in more
than one original version. By the first century AD the wild lines have
disappeared from the papyrus fragments, as if the authority of an edition
produced by the Mouseion had replaced earlier haphazard versions.
Perhaps the book trade depended on royal labor or favor; the Mouseion
produced the official version and its authority quickly prevailed. Most
scholars think that the Alexandrians created the division of the poems
into 24 rolls each, although occasional arguments are made for an earlier
division.

We have abundant papyrus fragments from Egypt, the earliest being
of the third century BC, but before this time there is little direct evid-
ence about what the text might have been like. Quotations by such
writers as Plato often differ from the vulgate, but Plato is quoting from
memory in a roughshod manner. What is the earliest evidence that the
texts of Homer even existed? Herodotus first mentions “rhapsodes” in
connection with Sicyon of about 570 BC. Homer must be earlier than
that, because rhapsodic performance was not composition but based on
memorization of a written, fixed text. The iconoclastic, monotheistic
Xenophanes (ca. 560-478 BcC) of Colophon, a Greek colony on the
coast of Asia Minor, deplores Homer’s immoral polytheism: “Homer
and Hesiod have ascribed to the gods all that is reproach and blame
in the world of men, stealing, and adultery, and deception” (frag. 10
Diels-Kranz), proving Homer’s prominence in Greek education as early
as the sixth century BC as an influence to be resisted. The Homeric
Hymn to Apollo, probably in its present form from a performance on
Chios in 522 Bc under the sponsorship of Polycrates of Samos, claims to
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be by “the blind man of Chios,” taken to refer to Homer (the myth of
Homer’s blindness comes from the blind poet Demodocus in the Odyssey).
The Hymn is not by Homer, but its boastful claim proves again Homer’s
classic status in the sixth century BC. Certainly full texts of the I/iad and
the Odyssey existed then, according to reports that Hipparchus, the son
of Pisistratus (6052527 BC), tyrant of Athens, instituted a definite order
in the presentation of the episodes in the poems at the reformed Athen-
ian patriotic festival of the Panathenaea (more on this topic later). The
archaic poet Callinus from Asia Minor seems to be our earliest certain
outside reference to Homer, in the first half of the seventh century BcC.
Callinus refers to the Thebais, about the war against Thebes, as a poem
by Homer (the poem, of uncertain authorship, is lost). By now we are
only 150 years from the date of the invention of the Greek alphabet,
which made Homer possible, around 800 BC.

Bellerophon’s Tablet: The Arguments of F. A. Wolf

Because the philologist’s Homer is the text of Homer, and because the
text consists of symbolic markings on a material substance, the Homeric
Question is tied to the history of writing. Already in the first century AD
Joseph ben Matthias, or Josephus, Jewish general and author of History
of the Jewish War (AD 75-9), noticed the relevance of writing to the
Homeric Question. In an essay Against Apion he attacked a Greek
named Apion who had challenged the antiquity of the Jews. But the
Greeks themselves, complains Josephus, are only a recent people, who
had not even learned writing until very late:

They say that even Homer did not leave behind his poems in writing, but
that they were transmitted by memorization and put together out of the
songs, and that therefore they contain many inconsistencies. (Josephus,
Against Apion, 1.2.12)

Because the Greeks were late-comers to writing, Josephus goes on,
Homer’s very long songs could not have come into existence as we have
them. They must be made up of shorter, memorized poems, later writ-
ten down, and then assembled into the I/iad and the Odyssey.

Josephus gave no evidence for his views and had none. Only modern
scholarship has made possible an accurate dating of the invention of the
Greek alphabet and thus an accurate “time after which” (terminus post
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quem) the texts of the Homeric poems could have come into being.
European scholars of the eighteenth century had no good evidence to
date the origin of the Greek alphabet, but a German scholar (writing in
Latin) named Friedrich A. Wolf (1759-1824) argued the same position
as Josephus with a vigor and brilliance that has influenced all subsequent
Homeric scholarship. Basing his model of analysis on contemporary
theories about the origin of the Hebrew Bible through editorial redaction
of preexisting manuscripts, Wolf published in 1795 a complex theory
about the origin of the Homeric poems in a book called Prolegomena ad
Homerum I. The Prolegomena was intended to precede a critical edition
of the text of Homer, but the edition never appeared. Wolf addressed
his explanation to the conundrum that whereas Homer exists in writing,
descriptions of writing do not seem to appear in his poems:

The word book is nowhere, writing is nowhere, reading is nowhere, letters
are nowhere; nothing in so many thousands of verses is arranged for
reading, everything for hearing; there are no pacts or treaties except face
to face; there is no source of report for old times except memory and
rumor and monuments without writing; from that comes the diligent
and, in the Ifad, strenuously repeated invocations of the Muses, the
goddesses of memory; there is no inscription on the pillars and tombs that
are sometimes mentioned; there is no other inscription of any kind; there
is no coin or fabricated money; there is no use of writing in domestic
matters or trade; there are no maps; finally there are no letter carriers and
no letters.?

We can discount the single apparent exception in Book 6 of the I/iad,
Wolf argued, where King Proetus of Corinth sends his guest Bellerophon,
falsely accused by the queen, to the king’s uncle across the sea in Lycia.
He gives Bellerophon a folded tablet with “baneful signs” (sémata lugra)
(1. 6.178) — presumably the message “Kill the bearer!” As the story
continues, King Proetus’ uncle could not himself kill his guest—friend
Bellerophon because that would be a terrible crime against xenia, the
customs regulating host and guest. Instead, he sends him to fight the
dread Chimera.

“Bellerophon’s tablet” carries weight in every discussion of the prob-
lem of Homer and writing up to this day. Wolf denies that Homer
referred to writing in this passage, because in ordinary usage sémata
(“signs”), the word that Homer uses for the marks on the folded tablet,
in later Greek never designates characters in writing, which are called
grammata (“scratchings”). Furthermore, Wolf insisted, in good Greek
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one never “shows” (deixai) writing to someone, as Homer reports.
Homer’s sémata were therefore symbols not attached to human speech.
They are like the sémata in another Homeric passage, where the Achaean
heroes make sémata on lots and shake them in a helmet to decide who
will fight Hector (1. 7.175ft.). When a lot flies out, the herald does
not know what the séma means but must walk down the line until
its maker recognizes the séma. Unspoken is Wolf’s assumption that
“writing” requires a direct relation between graphic symbols and human
speech.

We now think of “writing” as being a broader category, being of two
kinds, one referring to elements of human speech, or lexigraphy, and
one communicating in other ways, or semasiography. The writing in this
book is mostly lexigraphy. The signs I, 2, 3 are semasiography because
they have meaning but do not designate necessary elements in human
speech; they are pronounced differently in every language. The Greek
alphabet is lexigraphy and icons on a computer screen are semasiography.
Homer’s sémata Iugra in this important passage are undoubtedly
semasiographic signs, then, because they bear meaning, but they are not
lexigraphic, hence not evidence for the technology that made Homer’s
poems possible. Wolf did not in any event need to make an exception
for the sémata lugra, because his argument depended not on a single
ambiguous example, but on the remarkable consistency of Homer’s
ignorance of writing. Of those who rejected his explanation of sémata
lugra, Wolf noted that the phrase “was made more problematic by
those who used not to learn Homeric customs from Homer but to
import them into him, and to twist doubtful words to fit the customs of
their own time.”?

In the story of Bellerophon’s tablet Homer has evidently received
from an Eastern source, along with an Eastern story, the folktale motif
of the “fatal letter.” The motit turns up in the biblical story of David
and Uriah the Hittite, whom David sends to the front line with a letter
instructing that he be exposed to mortal danger (David wanted to marry
Uriah’s wife Bathsheba: see 2 Samuel 11.15). Bellerophon’s name
appears to be formed from that of the Near Eastern storm god Baal.
The Lycian king sends Bellerophon against the Chimera, a variation of a
dragon-killer myth found already on clay tablets ca. 1400 BC from the
international emporium of Ugarit on the Syrian coast near Cyprus: Lycia
lies on the coasting route west from Ugarit. So the motif came with the
story. Homer knew nothing about “writing”: quod evat demonstrandum.
In Homer’s day lexigraphic writing is over 2,000 years old in the Near
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East, and we wonder how Homer has remained so ignorant of it that he
refers to it a single time in 28,000 lines and then in a garbled fashion.
The absence of writing in Homer’s world is clear testimony to Hellenic
provincialism after the collapse of the Mycenaean world ca. 1150 BC and
proof of Hellenic remoteness from the centers of ancient civilization.

The modern shape of the Homeric Question begins with F. A. Wolf
because he saw the problem clearly: it Homer knows nothing about
writing, how have his poems been preserved in writing? Assuming,
as did many (with little reason), that Homer lived around 950 BcC,
when there was no writing in Greece (another guess), Wolf argued that
Homer’s poems must have been preserved as songs short enough to be
memorized without the aid of writing. In this “oral form,” Wolf thought,
they were passed down until, when writing appeared later, they were
written down. In the sixth century BC in the time of the Athenian tyrant
Disistratus, skillful editors put together the shorter written texts and
fashioned our own elegant (but obviously imperfect) I/zad and Odyssey,
Wolf thought.

Wolt’s model was parallel to, and inspired by, the discovery in the late
eighteenth century that the biblical Pentateuch (= “five-rolls”), the first
five books of the Bible, was composed of three or four textual strands
skillfully but not seamlessly melded at the hands of editors, no doubt
during the captivity of the Jewish elders in Babylon (586-538 BC).
Although attributed to Moses, the Pentateuch is much too late to be
attributed to him meaningfully. Sometime in the sixth century BC Jew-
ish scholars sat at a table with different scrolls before them. Taking now
this, now that, these editors combined preexisting inconsistent texts to
create the version we have today. Some called God Yahweh (a volcano
spirit), others called him Elohim (Semitic for “gods”). That is why he
has both names in Genesis, a thesis about the origins of the Pentateuch
on which all modern scholars agree.

Wolf’s evidence for his theory was complex. Certain superficial dialec-
tal features appear to reflect an Athenian handling or dusting-up of the
text. According to Cicero, who lived in the first century BC about 100
years before Josephus, Pisistratus (6052—527 BC) “first put together the
books of Homer in the order in which we have them, which before were
mixed up” (de Oratore 3.137). Cicero seems to mean that the “books,”
that is the rolls of papyrus, had earlier circulated independently and so
could be recited in differing orders, until the time of Pisistratus. Cicero
lived 500 years after Pisistratus, but depended on a Hellenistic commen-
tator, who may have known something.
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Cicero’s remarks seem to accord with the claim from the fourth cen-
tury BC in the Platonic dialogue Hipparchus (probably not by Plato),
to which we referred above. There Socrates refers to Pisistratus’ son
Hipparchus as “the eldest and wisest of Pisistratus’ sons who, among the
many excellent proofs of wisdom that he showed, first brought the
poems of Homer into this country of ours and compelled men called
rhapsodes at the Panathenaea [the principal Athenian festival] to recite
them in relay, one man following on another as they still do now”
(pseudo-Plato, Hipparchus 228 B). If there was need for a rule to
govern how the poems should be read, there must have been times
when they were read otherwise, that is, not in order. To Wolf that fact
meant that the poems did not up to this time have a unity at all, but
existed first in the short pieces suitable for memorization that Homer’s
life in an illiterate age required.

Whereas most of the poems that went to make up the fresh compila-
tion of the sixth century BC, now called the “Pisistratean recension,”
were composed by Homer, Wolf thought, some were composed by the
Homeridae, “descendants of Homer,” said in various sources to have
lived on the island of Chios. Pindar of the early fifth century BC men-
tions them. Nothing real is known of the Homeridae, however, except
that they recited the poems of Homer and told stories about his life.
Their presence on Chios is likely to be the origin of the story that
Homer himself, about whom nothing whatever is known, came from
Chios. Perhaps Pisistratus got the short poems from the Homeridae that
were assembled into our poems, Wolf theorized.

In sum: you cannot have such long poems as the I/iad and the Odyssey
without writing, in spite of exaggerated claims about the mnemonic
skills of ancient peoples. Because Homer’s world is a world without
writing, the poems, which exist in writing, cannot come directly from
this world. They must in some way be the product of evolution. They
no more owe their present form and meaning to someone named Homer
than Moses wrote the early books of the Bible (which describe the death
and burial of Moses). The false attributions are parallel. Scholars may
disagree about where Homer stands on the evolutionary arc that begins
in an illiterate world and ends with the poems we possess, but for Wolf
Homer stood at the beginning of the arc as the creator of the short
poems from which Athenian editors made the Pisistratean recension in
the sixth century BC, the basis for the text that became the modern vulgate.

No important scholar disagreed with Wolf’s model and for over 100
years, throughout the nineteenth century and into the twentieth century,
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intelligent and devoted men dissected the Homeric poems from every
angle to identify the separate songs, or accretions, of which Wolf had
proved it to be composed. Even today there are scholars who closely
follow Wolf’s argument. For example, an editor of the recent three-
volume Oxford commentary on the Odyssey writes the following about
Book 21:

Schadewaldt is inclined to accept a broad unity of authorship in [Book]
xxi, attributing the whole book to A [one hypothetical author] with the
exception of eight lines: namely, Telemachus’ boast in 372-5 (already
rejected by Bérard), whose removal requires the further deletion of the
suitor’s simile in 376-7 and the first foot and a half of 378 (which will
therefore have to be rewritten); and Zeus’s thunderbolt in 412-15. The
latter is a melodramatic interpolation, as von der Miihll observed.*

Wolf’s explanation, just like these remarks, is learned, logical, and
clever, but, just like these remarks, it is completely wrong. He had put
his finger on the essential problem — a written poem from an illiterate
age — but few today believe that the Homeric poems came into being as
editorial redactions of preexisting texts, as certainly did the biblical Pen-
tateuch. The followers of Wolf; called Analysts because they attempted
to break up Homer’s texts into their constituent parts, produced inter-
esting theories and complex proofs, but because their premises were
wrong their work to a large degree was a waste of time. In a way, the
Homeric texts are made up of shorter songs, but they are not redacted
texts. They are the creation, from traditional material, of a single human
intelligence, Homer’s, as the Californian Milman Parry proved in the
carly twentieth century.

The Oral-Formulaic Theory: The Arguments of Milman Parry

Milman Parry (1902-35) lived a romantic life and died prematurely at
age 34 (perhaps a suicide). Parry showed through stylistic studies of the
Homeric texts that Homer’s literary style was unique and unknown in
such poets as the third-century BC Alexandrian Greek Apollonius of
Rhodes, author of the Argonautica, the first-century BC Roman Vergil,
author of the Aeneid, or the English John Milton of the seventeenth-
century AD. Parry proved that, from a stylistic point of view, Homer
composed by means of units larger than the “word,” contrary to what
we might expect, and that in our terms these units include phrases,
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whole lines, and groups of lines. Parry thrust a sword between the old
view that great poetry is made with slow beautiful words aptly chosen to
fit the moment and a modern view that great poetry can be made in
other ways. His theories have been more influential than those of any
other literary critic of the twentieth century, not just on how we under-
stand Homer, but also how we understand literature itself, its origins
and nature.

Parry began with the ancient mystery of the fixed epithet in Homer,
so striking and so odd — those unvarying phrases tacked on to certain
names that every reader notices immediately. Why is Achilles “swift-
footed” even when he is seated, Hector “shining-helmed,” Hera “cow-
eyed,” and the sea “as dark as wine” (unless the Greek epithet oinopa
means “wine-faced,” as some believe)? Many had looked, but Parry was
first to notice that such fixed epithets changed not according to narra-
tive context, but according to the place of the name within the rhythm
of the line. In other words, the epithet satisfied the needs of the meter,
not the needs of the narrative.

By modern analysis, the complicated meter (dactylic hexameter) con-
sists of lines made up of six units (feet), each of which can be a long and
two shorts (— uu = dactyl) or two longs (— — = spondee), except for
the sixth and last foot, which only has two beats. The last syllable can be
long or short, but was probably felt as a long because of the line ending;
that is, the hexameter always ends with a spondee (— —). Homer
would have known nothing about any of this, but had a feeling for a
unit made up of six principal beats, each followed by two shorter beats
or one longer beat, but the sixth principal beat always followed by a
single beat. The concept “line” depends on alphabetic writing, which
this rhythmical system precedes, yet the rule about the spondee in the
sixth foot means there must have been a pause there, or could be a
pause there. Homer’s audience, too, would have a feeling for this meter
and would expect it and enjoy it.

The system of epithets helps make up the metrical line by providing
precast units larger than the name or word. The system within the
metrical line is elaborate but thrifty: elaborate because of the different
epithets assigned to different places in the line, and thrifty because
ordinarily only a single epithet exists for any given place in the line. Such
rules could have evolved only within an oral environment, where the
poet is singing and the audience is listening.

For example, when the poet wishes to fill the last two feet of the line
with the name of Odysseus, the hero is called “noble Odysseus” (dios
Odussens = — vu / — —). When he wishes to fill the last two and one
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half feet of the line, his name is “wily Odysseus” (polumétis Odussens =
uu / — uu / — —, commonly with the verb “said” — prosephé — more
than 70 times). But if in the same position the preceding word ends
with a short vowel that needs to be lengthened, then he becomes “city-
sacking Odysseus” because “city-sacking” begins with two consonants
in Greek and two consonants lengthen the preceding short vowel
( proliporthos Odusseus = vu / — vu / — —). Furthermore, in over 90
percent of Homeric verses a curious word break that scholars call a
caesura (“cutting”) occurs in the third foot; that is, the word does not
end before or after the foot, but in the middle of it. In fact the third-
foot caesura marks a point where set phrases (formulas) tend to meet,
one phrase occupying the line before the caesura, and a second phrase
occupying the line after the caesura. In order to fill the line after this
caesura with the name of Odysseus (a recurring need) the poet uses
the set phrase “much-enduring noble Odysseus” ( polutins dios Odusseus
—U/—— ) — w0 ) ——).

Because epithets shift not according to narrative context, but accord-
ing to metrical demands, we must adjust our sense of the semantic value
of the epithet, what it “means.” The varying repeated epithets of Odysseus
may tell us something about his essential character and tie him to a
larger body of tales about clever deeds and city-sacking, but they do not
drive the narrative forward. As far as the action of the narrative is con-
cerned, they all just mean “Odysseus.” Hence Parry’s proof had direct
bearing on our understanding of what is “poetic” in Homer’s poetry.
We must also accept that the complex system of formulaic expressions
represented in noun—epithet combinations cannot be the work of a
single poet, but must have come into being over time through evolu-
tion. Homer’s poetic language must be “traditional,” a word of central
importance in this discussion.

By contrast, the poctic language of, say, William Butler Yeats is not
“traditional” because Yeats uses words to express his intention, not to
fill out the line. Of course, one might say that all language is traditional,
otherwise it would be gibberish, but the Homeric language is a special
kind of traditional language because it exists within the expectation of
six principal longs followed by two shorts or one long and the sixth
principal beat always followed by a single beat. There can be no doubt
that Homer and Yeats approached the use of adjectives in a different
way. Yeats was a “literate” poet and Homer was an “oral” poet. For
Yeats, epithets are nontraditional, but for Homer they are part of the
machinery by which he generates his narrative. They enable the poet to
finish his line in oral delivery and get on with his story, and they are not
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a necessary part of the story itself. The “theory of oral composition” or
the “oral-formulaic theory” is based on evidence from Parry’s study of
the fixed epithet, but the systematic application of his method to the
Homeric text led to enormous perplexities and logical conundrums that
still frustrate Homeric studies.

Parry described the noun-plus-epithet combination as a formula, a
fixed expression with a certain meaning and metrical value and a certain
place in the line. Unconscious that he was adopting a convention of
alphabetic literacy in his description, which according to Parry’s own
theory was not the means by which Homer had composed, Parry saw
the formula as a fixed “phrase” made up of more than one “word” that
worked in the rhetoric of poetry as the “word” does in the rhetoric of
prose. In prose a word is a unit of meaning, whereas in Homer’s oral
poetry a formula is a unit of meaning. We must remember that the
theory that speech consists of “words” is a convention of alphabetic
literacy, the result of analysis and the making of lexicons.

The proof of Homer’s “orality” is the existence of the formula, a
device of no value to the literate poet. We can identity formulas beyond
noun—epithet combinations, for example such expressions as “then
he answered him” attached indifferently to “much-enduring goodly
Odysseus,” to “Agamemnon king of men,” or to “swift-footed divine
Achilles” to fill out a line. Many whole lines are formulaic, too, for
example “When early rosy-fingered dawn appeared...” One in eight
lines in the Homeric corpus is repeated somewhere else. All of Homer is
formulaic in this way, Parry thought, made up of preset expressions and
fixed phrases, although we do not always have enough of the tradition
to see the formulas clearly. Only a very long tradition could explain the
formulaic basis of Homeric style. Parry was certain that Homer had
composed without the aid of writing by means of such a traditional
formulaic rhythmical speech. On this point Wolf and Parry agreed: each
thought that Homer had composed without the aid of writing.

Eager to go beyond stylistic analysis and find in the contemporary
world a model for what Homer may have been like in the ancient world,
Parry traveled with his assistant Albert B. Lord to the southern Balkans
between 1929-33, storied journeys in the history of literary criticism.
There Parry and Lord amassed an enormous collection of recordings
of songs by guslari, illiterate peasants who sang long songs, including
songs about heroic battle and the abduction of women. One type of
song told of a man who returned home after many years just as his wife
was about to marry another man.
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Parry’s best guslar, Avdo Mejedovich, at Parry’s encouragement, sang
for recording by dictation a song as long as the Odyssey (called The
Wedding of Smailagich Meho), although he could neither read nor write.
Parry’s South Slavic field collection, on aluminum discs and aluminum
wire, only partly published and today stored in the Widener Library at
Harvard, remains the largest field collection ever made of what we now
call “oral song.” When analyzed, the written versions of the South Slavic
songs prove to fall mostly into a ten-beat line, although the South Slavic
line does not approach the Greek line for complexity, and there is little
evidence for the elaboration and thrift in the use of epithets that Parry
found in Homer. Parry’s studies, published as short papers in profes-
sional journals, made almost no impression until the 1960s, when Albert
B. Lord published The Singer of Tales, a synthesis of Parry’s theories and
penetrating work of his own. Long after Parry’s death, Lord returned to
the southern Balkans in the 1950s to make fresh recordings and some-
times took down the same song from the same singers as he and Parry
had recorded 30 years before.

Lord took a keen interest in the lives and social environment of the
yuslari, inseparable from the tradition in which the singing took place.
When a boy wished to become a singer, he would apprentice himself to
a master singer. Listening to him and practicing alone, the student
gradually learned, by unconscious means, the special metrical language
of the gusiar. If he was persistent and had talent, he could himself
become a gusinr, maybe even a great one.

A guslar would know several or many songs, but in the gus/ar’s mind
the song did not consist of a fixed sequence of words, about which he
could know nothing. The “word” is a convention of literacy (just as
much as the “line”), an abstraction that linguists cannot define beyond
“things listed in dictionaries.” (Is it “some times” or “sometimes”?)
Master guslari claimed to be able to repeat a song exactly, which they
heard a single time, “word for word.” When challenged, such singers
would never sing the same song verbatim, but would keep close to the
same sequence of themes. First this happened, then that happened, then
that happened, although even so they would embellish and add new
material. The sequence of themes was the song, “word for word.” Nor
does the gusinr have a concept of the line as a discrete unit with ten
beats, although we can analyze written versions in this way.

There is no such thing as verbatim repetition because there is no fixed
text, as Lord put it, meaning really that there is no text at all. A text is
a physical thing with symbolic markings on it liable to distortion and
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corruption and unfaithful copying, what the philologist studies, and
texts have not yet come into being. The guslar remade his song each
time he sang, using the resources of his technique of rhythmical singing.
By analogy, Homer must have done something similar, Parry thought.
Homer was an oral poet, a gusiar.

By drawing an analogy between modern South Slavic gusiari and
ancient aoidoi, “singers,” (singular = aoidos) as Homer calls them, Parry
and Lord confounded Wolf’s conviction that without writing you can-
not generate very long poems, while agreeing with Wolf that Homer
had not used writing in the creation of his poems. In any event, Wolf’s
attention was not so much on the impossibility of creating long poems
in an illiterate environment as on the impossibility of transmitting them.
The famous instances of “Homer nodding,” inconsistencies that had
formed the basis for theories by the Analysts who followed Wolf (because
they sought to reduce the poems to their constituent parts), appear in
Parry’s theory as a common feature of “oral style.” Neither the guslar/
aoidos nor his audience is annoyed when someone makes a mistake
because they are swept along in the thrill of divine song and have no
means of checking it anyway, in an oral environment, or any interest in
doing so. No wonder Homer’s style is unique. He was an oral singer
and the Iliad and the Odyssey are oral song, Parry argued.

Parry’s stylistic studies were impeccable and the Parry/Lord analogy
between oral composition in the modern Balkans and in the ancient
world has been a compelling anthropology. Wolf’s premises were proven
wrong and his followers therefore misguided. The Homeric poems were
dictated oral texts and they were not redacted from preexisting shorter
texts of various authorship. But if all Homer is formulaic, the proof of
Homer’s “orality,” where is the brilliance and poetic genius of the
divine Homer? The followers of Wolf had removed Homer from the
equation: no more did Homer “write” the I/iad than Moses “wrote”
Genesis. Parry restored Homer and disproved the redacted text, but in
so doing seemed just as much to take away Homer’s opportunity for
creativity and greatness. If all his language is traditional, consisting of
formulas and formulaic expressions, then was not Homer more spokes-
man for a tradition than a creator in his own right?

Because the proof that Homer was an oral poet was based on the
existence of the formula, scholars expended great labor to define a
formula, only to discover that “fixed phrases” open into looser phrases,
now called “formulaic phrases,” and that formulaic phrases can drift into
almost anything. One scholar showed how one formula, pioni démdi,
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“[hidden] in rich fat,” can in other contexts (with different accentua-
tion) mean “amid the flourishing populace.” Transformed by a series of
rational steps, the same phrase even appears to shift from “in rich fat”
(pioni démdi) by means of intermediate expressions into “he came to the
land of strangers” (allon eksiketo démon). Formulas and formulaic ex-
pressions, Parry’s proof that Homer was an oral poet similar to Balkan
guslari, cannot themselves be defined! Furthermore, ordinary speech,
although hardly metrical, is to a remarkable degree made up of set
phrases hard to distinguish from Homer’s formulas.

Work to define the formula proved to be a dead-end. Evidently the
realities of the printed page, on which the philologist labors, are not the
same as those of human speech. The elusive formula, which at first looks
clear-cut then drifts away, is only behaving in the same way that “words”
do in ordinary speech, whose exact definition eludes us but which we
use with perfect ease. No one knows, or has good theories about, how
speech works. It is an innate human faculty. Whatever the details, we
cannot doubt that Homer was speaking a special language with its own
vocabulary, rhythm, and units of semantic meaning, analogous to but
different from ordinary speech. Somehow Homer generated his poetry
within the rules, limitations, and opportunities of this special language.
According to Parry’s analogy, the speech of “Homeric Greek,” with its
many odd forms and mixture of dialects, must have been learned by
absorption like an ordinary language by a young person from an older.
Homeric speech had an inherent beat, a rhythm that the singer felt but
did not understand in a conscious way. When the singer sings, he speaks
this special language whose units are not “words” but “formulas,” at
least much of the time.

To say that the formulaic style limits a poet’s expressiveness is there-
fore like saying that words limit what we can say. The rhythm drives the
narrative, and words and word groups have settled down in certain
places in the rhythm, which tends to break at certain places, especially in
the third foot. Word groups, or formulas, fit in nicely before and after
this break so that many lines, as it were, build themselves, once you have
absorbed the system of word groups. Then you can talk in this language.
Other Greeks can understand you, although they cannot themselves
speak the language. Modern English-speakers, if they have studied Shake-
speare, can follow most of it on stage, but not all, and they do not speak
such English. Shakespeare is not an oral poet, but the relation between
the performer’s speech and that of his modern audience is similar to that
between Homer and his audience.
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Wolf showed how Homer could not have created the I/ind and the
Odyssey because he lived in a world without writing and only writing
made the poems possible. Parry showed how Homer could well have
created his poems without the aid of writing, just as did the guslari. His
formulaic style proved that Homer was an oral poet, heir to a long
tradition of oral verse-making. Parry and Lord insisted on the origin of
the Homeric poems through dictation, but how was this possible, if
there was no writing in Homer’s world?

Homer in Context: Technological and Historical Background
to the Making of the First Texts

Neither Wolf nor Parry investigated the history of the technology that
made Homer’s texts possible — the Greek alphabet — but in recent years
we have learned a good deal about its origins, the sine gua non of
Homeric texts. In spite of their length and ambition, the I/zad and
Odyssey seem to have been the first texts written in the Greek alphabet,
as far as we can tell, but such extraordinary texts did not appear from
nowhere or without clear historical antecedents. Although most direct
information about these antecedents has been lost, we can infer a good
deal from comparative study and from sparse testimonies.

No doubt the earliest texts of the I/ind and the Odyssey were encoded
on papyrus, according to the predominant practice in the eastern Medi-
terranean on which the Greek model is based (hardly or not often on
very expensive leather). Papyrus was an Egyptian invention from around
3200 BC, made from strips of a marsh plant pounded together at right
angles, then cut into squares and pasted end to end. In the Ptolemaic
period (323-30 BC) papyrus production was a royal monopoly and
perhaps always had been. The word papyrus seems to mean “the thing
of the [king’s] house.”

When we think about ancient writing, there were two spheres: the
papyrus-using Egyptians and their cultural admirers on the eastern shore
of the Mediterranean, and the clay-using Mesopotamians, who had the
older and truly international culture. The textual (but not intellectual)
tradition of the Homeric poems comes from the Egyptian sphere. Papy-
rus is flexible, easily stored, durable, transportable, abundant, and to
some extent reusable. Clay, by contrast, was in the Bronze Age the usual
medium for writing outside the papyrus-using Egypt/Levantine axis.’
The literatures of the Sumerians and the Semitic Assyrians and Babylonians
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of Mesopotamia and the Indo-European Hittites of Anatolia, which go
back into the third millennium BcC, were all inscribed on clay tablets.
The Bronze Age Cretans, too, used clay. Clay was versatile, available
anywhere, cost nothing, and if you fired it would last forever, but clay is
unsuitable for recording very long poems. Gilgamesh, by far the longest
literary work to survive from 3,000 years of literate Mesopotamian culture,
and of great importance to understanding the origin of the Homeric
poems, is the length of about two books of the I/iad.

Egyptian magical texts were inscribed in narrow vertical columns, but
ordinary Egyptian texts were written in lines that read from right to left
arranged in broad columns, the ancestor of the modern printed page.
The heirs of this writing tradition, including the Semitic Hebrews, also
wrote right to left in broad columns. You held the papyrus in your left
hand and unrolled it with your right, the pages also being arranged from
right to left. The Egyptian sat on the ground, stretched his linen kilt
taut between spread thighs, ankles crossed, and used the surface of the
kilt to support the papyrus while he wrote or read. In Greece the literati
did not wear kilts, but sat in chairs where they nonetheless stretched the
papyrus across their knees. There were no writing desks in the ancient
world.

Outside of Egypt, only the Western Semites used papyrus, those amor-
phous peoples who spoke a Semitic language and lived along the eastern
shore of the Mediterranean and in the inland valleys (the Eastern Semites
are the clay-users living in Mesopotamia). Outside Egypt where papyrus
grew, papyrus was always an imported commodity, yet most documents
in the eastern Mediterranean used it principally or exclusively from the
earliest times.

Homer calls these seafaring papyrus-using Western Semites Phoinikes,
“redmen,” apparently because their hands were often stained from pro-
ducing purple dye from shell fish, a Phoenician specialty, or Sidonians,
“men of Sidon,” a port near Byblos. The Phoenicians were never a
united people, and in their disunity and relative poverty resembled the
Greeks. “Phoenician” is a convenient term to distinguish the northern,
coastal-dwelling Western Semites from the southern inland-dwelling
Western Semites that included the Hebrews and the Canaanites, after
the biblical name Canaan tor this area, or Palestinians, after the Philistines
(Indo-European Mycenaean refugees from Crete living in five towns in
the Gaza strip). Geography determined the division into the coastal
north and the inland south: there are several good ports in the north
Levant, none in the south.



24 PART | BACKGROUND

Only two good passes lead inland from the Phoenician ports in the
north through the Lebanon ranges that run right along the coast. The
great Bronze Age port and emporium of Ugarit lay south of one pass,
ideally located to transship goods coming from inland Syria and Meso-
potamia onto ships sailing to Mediterranean destinations. We will later
return to the remarkable clay tablets with epic poems on them found at
Ugarit, destroyed ca. 1200 BcC in the general collapse of Bronze Age
civilization.

The Cypriots, just 75 miles off the coast from Ugarit, were natural
partners in trade and culture with Phoenicia. Cyprus was a place of
transshipment for goods heading to Cilicia on the southern coast of
Anatolia and to Rhodes, Euboea, and the far west. Egypt in the south
was easily reached by sea. The Phoenician city of Byblos in modern
Lebanon was nearly an Egyptian colony from the third millennium BC
onwards and provided timber products for Egypt throughout its history,
the biblical “cedars of Lebanon.” Phoenician arts borrowed heavily from
the Egyptians, as did the arts of Canaan, including the Hebrews.

Like the Indo-European Greeks, the Semitic Phoenicians were superb
seafarers. In the Late Iron Age, under military pressure from Assyrian
imperial power in northern Mesopotamia, they colonized North Africa,
Spain, Sicily, and various islands in the western Mediterranean, includ-
ing Sardinia, about the same time that the Greeks settled southern Italy
and eastern Sicily. These Phoinikes turn up repeatedly in Homer’s Odys-
sey, where they are greedy, knavish slavers plying their wares on the high
seas. From an early time the Phoenicians shared with their Canaanite
cousins a remarkable system of writing of around 22 signs. Commonly
called an “alphabet,” it was really an odd syllabary in which each sign
stands for what we call a consonant plus an unspecified vowel. More
precisely, each sign referred to a speech sound defined as an obstruction
or modification of the passage of air from the mouth (the consonant),
without comment on the quality of the vibration of the vocal chords
(the vowel): you, the native speaker, have to fill in that sound according
to context and your knowledge as a speaker of the language. In practical
terms, you cannot pronounce something written in the “Phoenician
alphabet” unless you are a Phoenician. Furthermore, the extreme paucity
of signs, 22 or 25, enormously enhanced ambiguity; early West Semitic
inscriptions, although complete and legible, are often not understood.

The “Phoenician alphabet” belonged to a family of scripts called West
Semitic, which had various external forms called by scholars Ugaritic,
Aramaic, Hebrew, Moabite, or Canaanite, but it was a single system of
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writing with local variations. The oldest example in linear form is from
a sarcophagus of about 1000 BC from a King Ahiram of Byblos, but
unreadable possible antecedents to West Semitic writing are found from
1800 Bc, carved on rocks in remote valleys in Egypt.

Although West Semitic writing seems to be dependent in some way
on Egyptian hieroglyphic writing, which also gave no information about
how the vocal chords vibrated (hence is unpronounceable), its structure
is unlike Egyptian writing because a// signs in West Semitic are pho-
netic, whereas in Egyptian only some are phonetic. The origins of the
West Semitic family may somehow be tied to Cretan Aegean writing,
where another mostly phonetic system called Linear B, which recorded
Greek, appeared at about the same time as the West Semitic writing.
The Philistines in Gaza appear to be Mycenaeans from Crete, although
no examples of Aegean writing have been found in Palestine.

The Western Semites so preferred Egyptian papyrus as a basis for
writing that their entire literature has been lost except for the Hebrew
Bible, which survived because the Jews identified their survival as a
people with faithful transmission of the text. Only about 90 West
Semitic inscriptions survive on hard substances from ca. 1000-300 BC in
the Levant (considerably more turn up in Punic North Africa). By con-
trast, tens of thousands of Greek alphabetic inscriptions survive on stone
and other substances. The Greeks are approaching writing in a different
way.

The common but inaccurate use of the word “alphabet” to describe
both the Greek alphabet and the West Semitic writing on which the
Greek alphabet was based, as in “Hebrew alphabet” or “Arabic alphabet,”
obscures the enormous and cataclysmic historical change that took place
when writing passed from the Western Semites to the Greeks. We date
this moment of transference and modification of technologies by look-
ing for the earliest Greek alphabetic inscriptions, which come from around
775 BC, then, just guessing, go back about a generation. Because after
775 BC we get a trickle, then a stream, then a river, then an ocean of
inscriptions, it doesn’t seem likely that the alphabet was in Greece long
before our first evidence for it. The method places the invention of the
Grecek alphabet around 800 Bc, one of the few secure dates we have in
our investigation of the date of Homer. Homer must come after 800 BC
because Homer is a text and texts are material things with markings on
them.

The Greek alphabet and the “Phoenician” syllabary are historically
related, yes, but fundamentally different in structure. The difference is
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best seen in the fact that you can pronounce Greek alphabetic texts
without knowing the language. West Semitic writing had one kind of
sign, each giving hints about the obstruction of the breath. The Greek
alphabet had two separate kinds of phonetic signs. The Greek vowel
signs are pronounceable by themselves, whereas the Greek consonantal
signs are not pronounceable by themselves. Thus A = the sound [a], but
P cannot itself be pronounced (even if we might say [puh] if someone
asked us). In West Semitic, by contrast, P would = [pa], [pu], [po] or
some other combination and a native speaker would know which. The
invention of the Greek alphabet on the basis of the Phoenician syllabary
depended, first, on the division of the signs into two different kinds and,
second, on the spelling rule that one of the five vocalic signs must
always notate every consonantal sign. BCKUP, the spelling preferred by
Microsoft Word, is therefore a mixture of West Semitic and Greek prac-
tice, but such common usages as CMDR (= commander), painted on
US war planes, are a return to ancient West Semitic practice. If you
speak English, you guess it’s “commander” but otherwise you’re out of
luck. Such license is never allowed in ancient Greek orthography, where
the spelling rule that you must have both kinds of signs is inviolable.

Four hundred years earlier than the sarcophagus of Ahiram come our
very earliest certain examples of West Semitic writing, but written in a
nonlinear script, ca. 1400, on clay tablets from Ugarit, the Bronze Age
emporium destroyed ca. 1200 Bc. The signs are made up of wedges
pushed into clay in the way that wedges make up the otherwise un-
related “cuneiform” writing of Mesopotamia. This “Ugaritic alphabet”
was apparently a free invention by someone used to writing with wedges
on clay and survives only in Ugarit and its near environs. Because these
odd Ugaritic texts were impressed in clay in imitation of Mesopotamian
practice instead of on the usual papyrus, they survived the sack of the
city and we can read them today.

Fifteen tablets preserve the story about the triumph of the storm god
Baal (“lord”) over his enemies Yamm (“sea”) and Mot (“death”), the
son of El (“god”). We learn of Baal’s imprisonment in the underworld,
whence his sister/wife Anat freed him, and about Baal’s victorious king-
ship over gods and men. Other tablets record legends close to the sort
of histories we find in the Bible, based on similar semi-legendary accounts
of historical figures.

A unique statement appended to the end of the Baal tablets reports
that they were taken down by one Ilimilku from Shubani as dictated by
the chief priest Atanu-Purliani. For their efforts, both were supported
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by Nigmadu II, king of Ugarit, who reigned from 1375-1345 Bc. The
colophon draws a clear distinction between the composer of the mythi-
cal text, Atanu-Purliani, and its recorder, Ilimilku, a procedure for which
there is no clear example in any earlier tradition of writing. The earliest
attested use of West Semitic writing, the “cunciform alphabet,” the
direct ancestor of the Greek alphabet, is therefore seemingly to take
down a literary text by dictation.

Even so, Jeremiah dictated to his scribe Baruch (Jeremiah 36.18), and
perhaps all the early texts of what became the Old Testament are the
result of dictation. The odd focus on purely phonetic but unpronounce-
able elements in West Semitic writing, which made it unlearnable except
by someone who spoke the language, may well reflect this writing’s
origin in the practice of dictation as a means of composition. The com-
poser speaks, and the scribe represents the sounds as best he can. In this
way you can write anything you can say, so long as there is enough
context for a literate speaker to reconstruct the message. If you applied
the West Semitic system to write down in this way the first line of the
Ilind, and separated the words by dots as the Phoenicians did, it might
look something like

MNN¢<DeT+PLD*KLS
for the Greek alphabetic

MENIN AEIDE THEA PELEIADEO AKHILEOS.

Whereas the West Semitic system of writing worked after a fashion
for West Semitic languages, whose words are built around an unvarying
consonantal skeleton, it did not work for Greek verse, filled with con-
tiguous vowel sounds that establish the verse’s rhythm. To judge from
very early inscriptional finds in hexametric verse, the Greek alphabet was
from the beginning used for just this purpose. Perhaps a bilingual Semite,
heir to an ancient tradition of taking down poetry by dictation, tried his
hand at taking down Greek song. Making technical alterations to the
West Semitic Writing to accommodate the very different phonology of
Greek speech, he established two kinds of signs and the inviolable spell-
ing rule that made Homer’s text possible. He invented the first true
alphabet, the first writing that can be pronounced by someone who is
not a speaker of that language, a system now used over virtually the
entire planet.
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Parry was interested in oral poetry as a living, breathing tradition, but
Homer’s poems are not oral poems; they are texts, the philologist’s
Homer. An oral poem is a public event, a performance before an audi-
ence, usually small, where there is music, facial expression, gesture, em-
phasis, and spontaneous adaptation to the mood of the audience. Homer
himself gives us a vivid picture of the oral poet, the aoidos, and his oral
song in the Odyssey, where a singer named Phemius (= “famous one”)
entertains the suitors in the house of Odysseus, and another singer
Demodocus (= “pleasing to the people”) holds in rapt attention the
Phaeacian court, where Odysseus tells of his strange journey. The aoidos
is a commanding presence in the court and provides life with a special
richness and meaning:

For myself I declare that there is no greater fulfillment of delight than
when joy possesses a whole people, and banqueters in the halls listen to an
aoidos as they sit all in order, and beside them tables are laden with bread
and meat, and the cup-bearer draws wine from the bowl and carries it
around and pours it in the cups. This seems to my mind the fairest thing

there is. (Od. 9.5-11)

Such men held a special place in Greek society, analogous to religious
leaders in other ancient societies, whom according to an extraordinary
development in Greece the aoido: replaced. The aoidoi, not the priests,
defined moral values in Greek society.

A text, by contrast to oral song, is a physical object with marks on it
capable of interpretation, if you are clever. A text allows the reconstruc-
tion of a phonetic version of the signs intelligible to someone who
speaks Greek, but not similar even theoretically to any song that any
poet ever sang. Specialists called 7hapsodes memorized these texts and
while holding a staff delivered them in a histrionic fashion at public
gatherings, especially at the Athenian festival of the Panathenaea re-
formed by Pisistratus in the sixth century BC. Rhapsode probably means
“staff-singer,” but the Greeks falsely etymologized it to mean “stitcher
of song.” Rhapsodes are not descended from the aoidoi who generated
their song afresh with each performance, but from the inventor of the
Greek alphabet, whose spelling rule allowed an approximate notation of
the actual sounds of Greek verse. Rbapsodes, unlike aoidoi, could read
and write and like proto-professors prided themselves on their ability to



THE PHILOLOGIST’S HOMER 29

explicate a text, above all Homer’s text. Plato snidely mocks such pre-
tensions in his dialogue Ion from the fourth century BC. Plato does not
trust men like Ion, who take pride in scholastic mastery of a text and
think that truth resides therein:

Socrates: 1 often envy the profession of a rhapsode, Ion, for you always
wear fine clothes. Looking as beautiful as possible is part of
your art. Furthermore you are obligated to be constantly in the
company of many good poets, especially Homer, best and most
divine of poets. To understand him and not merely learn his
words by rote memorization is a thing greatly to be envied.
And no man can be a rhapsode who does not understand the
poet’s meaning, for the rhapsode should interpret the mind of
the poet to his listeners. But how can he interpret him well
unless he knows what the poet means? All this is greatly to be
envied.

Ton: Very true, Socrates. Interpretation has surely been the most
laborious part of my art, and I believe myself able to speak
about Homer better than any man. Neither Metrodorus of
Lampsacus nor Stesimbrotus of Thasos nor Glaucon nor any
one else who ever lived had as good ideas about Homer as I
have, or as many. (Plato, Ion, 530b-d)

Unlike the oral poet, who is an entertainer, the rbhapsode is also a proto-
scholar. He not only recites, but he explicates, using the text as a basis
tor teaching (teaching what? Plato goes on to wonder).

It is important not to confuse “oral poem,” what an aoidos sings, with
Homer’s text, which an aoidos dictated and a rhapsode memorizes and
recites. Getting these two mixed up has led to much confusion in mod-
ern Homeric studies, so that some think that Homer sang something
similar to our texts of the I/ind and Odyssey throughout his career, or
that the “same poems” were sung by other poets during their own
careers. It would then be possible for different people in different places
at different times to have written down the I/zad or the Odyssey, as we
know that the medieval French Chanson de Roland was taken down in
different versions from different singers. According to the Parry/Lord
model, however, our Ilind and Odyssey are unique versions that came
into being at a single time when, under unusual circumstances, a poet
dictated his song to an amanuensis.

We can only speculate about earlier or later forms of these songs, but
can be sure that they bore scant resemblance to our Iliad and Odyssey.
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Because of their enormous length (about 16,000 lines for the I/iad and
12,000 lines for the Odyssey) these poems remain a transcendent mystery
in the history of literature. The average length of an oral song, accord-
ing to Parry’s studies and modern field studies, runs to about 800 lines,
roughly the length of a single book of the Iliad. As we will see in part
two of this book, the poems are made up of just such shorter elements
that may in some form have stood alone. The oral singer is limited by
the attention-span of his audience and by his own powers of voice and
bearing. What can such long poems have been for? Not for readers who
read for edification or pleasure, because there can have been none when
Homer lived. There is no writing in Homer’s world and there are no
poets who pore over papyri. Yet the poems seem to have existed in writing
from the very dawn of alphabetic literacy in the eighth century BC.

No doubt as a professional aoidos the historical Homer sang the anger
of Achilles and the homecoming of Odysseus many times, but our tex-
tual versions are determined by the conditions under which the stories
were transferred from the invisible and ephemeral realm of oral song
into the visible and material realm of a written text. Their extraordinary
length and manifest desire, annoying to a modern reader, constantly to
prolong the narrative divorces them as works of entertainment from real
songs sung in real time to real audiences. The form and length of the
poems depend on the unique circumstances of the creation of the texts.
In the experience of Parry and Lord, the very process of dictation en-
couraged a longer and more elaborate poem. Freed from the challenge
and restraints of live performance, the guslar could spin out the tale as
he chose. As we have seen, Parry prodded one singer, his favorite, into
dictating a song as long as the Odyssey. There is no writing in Homer,
yet he was written down, as Wolf complained 200 years ago.

The Date of Homer’s Texts

Although most handbooks call Homer an Ionian poet, who lived and
worked in Asia Minor, he may have worked on the long island of
Euboea that hugs the east coast of mainland Greece. Certain technical
features of his dialect may mark it as West Ionian, as opposed to the
East Ionian of the Asia Minor coast. According to recent archeological
finds on Euboea at Letkandi, a modern name for an ancient settlement
at the edge of the much-contested Lelantine Plain that separates the
rival Euboean towns of Chalcis and Eretria, Euboecans were the most
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advanced and wealthiest of all Greek communities during the Greek
Dark Ages ca. 1100-800 Bc. Objects of Egyptian and Near Eastern
origin in graves from this period prove that the Euboeans alone of
mainland Greeks maintained contact, directly or through middlemen,
with Cyprus and the Levantine coast and even Egypt. Within an enor-
mous, long, narrow structure with an apse at one end, built around
1000 BC, unparalleled anywhere in Greece, was an extraordinary warrior’s
cremation burial, along with sacrificed horses and gold ornaments in the
accompanying inhumation burial of a woman. In just such an environ-
ment we imagine the aoidoi to have plied their trade.

The Euboeans were the earliest and most aggressive of Greek colonizers,
and the Odyssey is a poem tailor-made to fit their historical experience in
the western Mediterranean in the “Wild West” days of the late ninth
and early eighth centuries BC. By the second quarter of the eighth
century BC they had permanent posts in southern Italy, including one at
Cumae on the Bay of Naples, so important to Vergil’s story of migration
to Italy. At the same time Euboeans maintained permanent posts in
northern Syria near the Orontes estuary, not far from the Bronze Age
emporium of Ugarit, home to West Semitic traditions of culture and
writing. The oldest example of Greek alphabetic writing appears to be
part of a name, EULIN, recently discovered on a clay pot found, to
everyone’s astonishment, in Latium in Italy, dated by stratigraphy to ca.
775 BC. Latium is near Euboean Cumae on the Bay of Naples and the
Euboean settlement on Ischia in the bay, where other very early pieces
of writing are found. Sherds with pieces of names are found from about
the same early date of 775-750 BC on Euboea itself.

As we have seen, the Greek alphabet’s obsession with phonetic repre-
sentation (so unlike earlier systems of writing) is internal evidence that it
was invented to notate hexametric verse, perhaps even the I/iad and the
Odyssey. Certainly its Phoenician model was incapable of notating such
Homeric words as aaatos, “decisive,” which in Phoenician script would
be written zs! Although vowel clusters are common in Greek, such
extravagant examples are found only in verse, where the sequence of
vocalic sounds assists the formation of the complex rhythm. In any event
you do not need phonetic verisimilitude to make a written record of just
any Greek, as proven by the Linear B script, which provides only a
rough approximation of the sound of any spoken word.

Our earliest inscriptions support the theory that the desire to record
hexametric verse inspired the invention of the Greek alphabet. Still prob-
ably the oldest “long inscription” of more than a few letters was found
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Figure 2 The Dipylon Vase inscription (from Powell 1991: fig. 58) 23

in 1871 in Athens, called the Dipylon Vase inscription (see figure 2).
The inscription has been scratched with a sharp object ripping through
the glaze of a pot made in a shop just outside the Dipylon Gate in
Athens ca. 740 BC. Reading from right to left, it preserves a perfect
dactylic hexameter followed by some signs of unclear meaning, perhaps
partly a garbled portion of an abecedary (the signs of the alphabet in a
row).

HOXNUNORXEZTONITANTONATAAOTATAMNAIZEITOTOAEK{M}
M{N:|N

Whoever of all the dancers now dances most gracefully . . .

Another “long inscription” was found on Euboean Ischia in the Bay of
Naples on a Rhodian drinking cup, made ca. 740 BC, about the same
time as the Dipylon Vase inscription. Called the Cup of Nestor inscrip-
tion, the first line seems to be prose, but the second and third are again
dactylic hexameters. In translation:

I am the cup of Nestor, a joy to drink from.
Whoever drinks from this cup, straightway that man
The desire of beautiful-crowned Aphrodite will seize.

The find excited wide attention because the cup appears to refer to the
cup of Nestor described in Book 11 of the Ilzad (632-5), when Patroclus
comes to Nestor’s tent to ask about a wounded companion:

The maid first drew before the two a fine table with feet of well-polished
lapis and set on it a bronze basket and with it an onion, a relish for their
drink, and pale honey and ground meal of sacred barley and beside them
a beautiful cup that the old man brought from home, studded with bosses
of gold; there were four handles on it and about each two doves were
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feeding, while below were two supports. Another man could scarce have
lifted that cup from the table when full, but old Nestor raised it easily.
(1. 11.628-37)

In one of the shaft graves at Mycenae Heinrich Schliemann found a cup
that resembles Homer’s description, suggesting that the cup, like the
boar’s tusk helmet, may be a Mycenaean heirloom. If the “cup of Nestor”
of the inscription is the same as that in I/iad 11, the I/ind must have
existed before the inscription was made around 740 BC. The inscription
would then be a “time before which” (terminus ante quem) for the
composition of the Izad. Some think, however, that the cup of Nestor
was a traditional motif on the lips of many poets, although the only cup
of Nestor we know anything about is the one described by Homer.

The Greek alphabet was therefore used from the earliest times to
notate epic verse. Because Homer’s texts cannot predate the Greek
alphabet, and because no object described in the Homeric poems post-
dates 700 BC, and because the Cup of Nestor inscription may refer to
the Ilzad, and because of the social and historical conditions reflected in
the poems (see chapter 2), the first texts of Homer must belong to the
eighth century BC. When in the eighth century? Many scholars place
him in the second half, to give the alphabet a chance to “ripen” and
become sophisticated enough to fashion our texts. But the alphabet did
not begin as a primitive device that became more sophisticated in time.
The Greek alphabet appeared within a tradition of taking down texts by
dictation perhaps 1,000 years old in the days of Homer. Placing Homer
in the second half of the eighth century does not adequately take
account of Homer’s ignorance of the tradition of writing that made his
texts possible, which will place him close to its invention around 800
BC. Greek legend said that a man named Palamedes invented the Greek
alphabet, and maybe he did. In myth, Palamedes was a Euboean who
lived in Nauplius, “ship-town” (not the Nauplion in the Peloponnesus).
Because legends preserve real names, Palamedes may be the name of
Homer’s amanuensis, although we cannot prove it.

Someone of great wealth and power stood behind the creation of
these texts. The cost of the papyrus alone was great, and the whole
project was an insane ambition, as sometimes happens at the beginning
of a new technology. For example, the most ambitious stone temple
complex in Egypt, surrounding the step-pyramid of King Djoser ca.
2600 BC, is also the earliest. The dictating of the poems was laborious
and expensive, but the Euboeans had the means and through their
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Eastern contacts now the technology of writing. It is likely that the I/zad
and the Odyssey, as well as the poems of Hesiod from nearby Boeotia,
were written down on the island of Euboea and were first in the posses-
sion of Euboeans.

What can have been our Palamedes’ motives for fashioning texts of
unprecedented length and complexity? What did our scribe, who had
the backing of wealth and an unknown purpose, do with the texts once
he had them? If he was also the inventor of the alphabet, he was the
only man in the world able to read the first texts, until others learned
the secrets of his method. We know that Homer’s texts were the basis of
Greek education by the sixth century BC; plausibly they were the basis
for Greek education from the moment of the alphabet’s invention.



2

The Historian’s Homer

The philologist wants to know the origin of the first text of the Iliad
and the Odyssey (but by no means the beginning of the tradition embod-
ied in those texts, which must be very old). The historian shares the
philologist’s keen interest in the date when the epics came into being,
but wishes then to extract from Homer’s texts as much information as
possible about how people lived then and what they thought. Homer
sang the I/ind and Odyssey and someone created a text from his song.
But how much of this long-ago world depends on poetic fancy and how
much reflects a real world in which a real poet once lived? Here is the
historian’s challenge.

Homer and the Bronze Age

Homer’s relationship to the Bronze Age remains a persistent problem.
Archeological research has revealed the rich and powerful world of the
Mycenaean Greeks that flourished ca. 1600-1150 BC and collapsed in a
general conflagration in the Balkans, the Aegean Sea, and Anatolia (but
not in the Near East). The Trojan War, if there was a Trojan War, must
have taken place in the Bronze Age. Heinrich Schliemann (1822-90),
who discovered the Greek Bronze Age when he excavated Troy in Asia
Minor and Mycenae on the Greek mainland in the late nineteenth cen-
tury, appeared to prove that Homer’s stories must somehow be based in
fact, in history. After all, Mycenae and Troy were real places that really
were burned down. Homer was describing the Bronze Age, Schliemann
thought, and until recently many have agreed. The powerful, even
astonishing, walls of what Homer aptly calls “well-girt Troy” and the
overtly military style of the Mycenaean citadels and the exquisite armor
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found in Mycenaean graves, including a gold death-mask that Schliemann
thought belonged to Agamemnon, king of Mycenae, rich in gold, agreed
with Homer’s general descriptions of wealthy Greeks with a taste for
aggression and wealthy Trojans in a position to resist it. The citadel at
Mycenae well accorded with the power of Agamemnon as described by
Homer; in the Classical Period, by contrast, Mycenae was a miserable
village. The later work of Parry/Lord appeared to validate the equation
Homer’s world = Mycenaean Greece because it explained how through
oral tradition Homer could inherit good knowledge of what happened
400 years carlier.

The more we learned about the Greek Bronze Age, however, the
greater appeared the discrepancy between it and Homer’s world. Homer
knows nothing about the enormous Mycenaean “bechive” or tholos tombs,
a sort of underground conical vault sometimes of huge dimensions,
visited today by millions of tourists every year outside the walls of
Mycenae. In Homer’s poems, bodies are always cremated, whereas in the
Bronze Age they were interred. Homer knows nothing of the palace
bureaucracies supported by the syllabic writing we call Linear B, engraved
by professional scribes on clay tablets. Homer’s picture of independent
warrior chieftains who live, like Odysseus, in rectangular pitched-roof
halls with no decoration and packed earth floors poorly agrees with the
regulated monarchies of Bronze Age Mycenae, Cnossus, Pylos, and
Thebes, where kings lived in square flat-roofed halls with stone floors
and elaborate fresco decorations on the walls, whence they presided over
an elaborate and hierarchical economic machine.

A once long list of Bronze Age elements claimed for the I[/iad and
the Odyssey has shrunk to a few items. There is the Trojan War itself —
assuming that some historical incident must have inspired stories about
it. Weapons are always made of bronze, although Homer describes
everyday tools as made of iron. There is the helmet made of boars’ tusks
sewn to a felt cap mentioned in Book 10 of the Iliad, the “Song of
Dolon” (10. 260-71). Illustrations of just such odd helmets appear on
frescoes at Pylos ca. 1200 Bc in the southwest Peloponnesus and, aston-
ishingly, on papyri from the capital of the Egyptian heretic pharaoh
Akhenaten (ca. 1367-1350 BC). Parts of such helmets are found in
Mycenaean graves from the sixteenth to eleventh centuries BC, but they
are never illustrated after around 1200 BC, when they seem to have
gone out of style. In fact Homer calls the helmet an heirloom, some-
thing from an earlier age, and even gives its pedigree; even in Homer it
is an antique.
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Most shields in Homer are round, but several times Homer describes
a shield “like a wall,” which Ajax carries (e.g., I/. 7.219). Hector’s shield
is usually round, but once it is so large that it “bangs against his ankles
and neck” (Il 6.117-18), as if it too were “like a wall.” Homer seems
to confuse two kinds of shield, the round shield common already toward
the end of the Late Bronze Age, and another earlier one similar to the
high, broad shields pictured on daggers from the shaft graves at Mycenae,
ca. 1600 Bc. The Cretans from an early time had used tall body-shields
in the shape of a figure of eight made of oxhide stretched over a wooden
frame. The Mycenaean Greeks copied this style of shield from them, and
Homer seems to know something about it.

A similar confusion between old and new appears in Homer’s descrip-
tions of fighting with spears. According to artistic representations, fighters
in the Bronze Age used a single, thrusting spear, sometimes very long.
All figural illustrations disappear from Greek art around 1150 Bc, but
when warriors again appear in Geometric art of the eighth century BC
they now carry two spears, shorter and lighter. These must be the
javelins that Homeric warriors throw at one another. Achilles, by con-
trast, greatest warrior of all, still fights with a single huge spear, yet this
he throws, as if it were a javelin (I/. 22.273)!

There are evidently strata in such descriptions, as if a few things from
carlier times, from the Bronze Age itself, have got frozen in the highly
stylized oral-formulaic language of the aoidoi. Several metrical irregular-
ities in the vulgate text are explicable on a reconstruction of forms that
may have been current in the Bronze Age. The song tradition must
therefore go back to the Late Bronze Age, and maybe earlier. Homer
has no sense of history. Oral song speaks to the concerns and assump-
tions of contemporaries, who have no sense of history either. If you are
an aoidos, it is important to be up with the times, to know the latest
song. Telemachus, Odysseus’ son, snaps to his mother Penelope, who
complains about Phemius’ song about the Trojan War:

My mother, why do you oppose letting the good minstrel give pleasure
any way he chooses? It is not aoidoi that are to blame, but Zeus I think
is to blame, who gives to men that live by labor to each as he wishes.
No one can be angry if he sings of the evil doom of the Danaans, for men
praise that song the most which comes newest to their ears. (Od. 1.346—

52)
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Homer’s World and the Classical Polis

Most scholars now agree that Homer’s world, while embodying artifacts
from earlier times, from the Bronze Age and the Iron Age, is mostly the
world of his own day, the eighth century BC, a period now called the
Greek Renaissance. Truly in the eighth century BC a new world was
being born in Hellas from the detritus of the Mycenaean civilization
that had collapsed 300 years before. If we can trust Homer’s testimony,
the polis, usually translated “city-state,” the characteristic manner of
political organization in the Classical Period, was even then beginning
to come into being.

The classical polis was a development of the oikos or “household” as
an economic unit with a structure of authority. Homer well describes
the ozkos of Odysseus on Ithaca, where the master of the house has
absolute authority even to kill members of his household or those who
threaten it. He owns surrounding lands and orchards and herds by
which he supports his family and slaves. Telemachus, seeking support
outside the ozkos tor violations within it, calls an assembly of neighboring
otkoi, the first in 20 years (Od. 2.26-7), to complain about the suitors,
but the assembly lacks the power to act. From such assemblies will later
grow the full-blown legislative bodies of the classical polis.

The classical polis grew through consolidation, by whatever means,
of many oskoi into a single unit. A polis included the free people living
within a certain geographical area, both those within a city with its walls,
buildings, and places of meeting, and those who lived in the outlying
countryside, with its farms, slaves, and livestock. The polis is a kind of
miniature state that unifies its diverse members through common goals
and myths and a place of assembly (agora) for all adult males to meet
and make decisions affecting the group, not just the elite such as Odysseus,
Achilles, and Agamemnon.

A polisis focused on a god or gods who embody its strength and spirit
and sponsor its success. The gods are ritually flattered in having their
own precincts or temples. There are already such freestanding temples in
the Iliad, where Homer describes the Trojan queen at the head of a
procession to place a robe on the knees of Athena (IL 6.297). The
image is within a temple served by a priestess with a key, the only clear
reference in the poems to a cult practice common in the classical polis.
The centerpiece of the Panathenaic Festival in Athens was the giving of
a new robe to Athena’s statue in the Parthenon. In no sense is Troy,
ruled by a hereditary king, a Greek polss, and the giving of the robe may
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depend on an Eastern literary exemplar. For 2,000 years before Homer,
Mesopotamians and Egyptians had paid daily attention to, and regularly
changed the clothes of] statues in shrines. Still, the detail nicely accords
with the earliest temples to appear in Greece, in the early eighth century
BC (from Perachora near Corinth and on the island of Samos).

There are other hints in Homer that the polis is coming into being.
When Hector declares that “he has no dishonor who dies fighting for
his country, for then his wife shall be saved, and his children, and his
houses and buildings shall not be damaged” (I/. 15.496-8), he de-
clares loyalty to a public sphere as well as a private one. In the Odyssey,
Alcinous, king of the Phaeacians, rules over a walled city built on a
peninsula, where there are no temples, but special places set aside for
the gods.

The sure sign of the evolved polis was the hoplite line, or phalanx,
when the citizens stood side by side in a rigorous formation of rows
many ranks deep. Shield in left hand, the warrior protected his neighbor’s
right flank while presenting his single thrusting spear to the enemy, who
stood in a similar formation. Several times Homer refers to a phalanx of
fighters (e.g., Il. 6.6, 11.90), the same word used for the formation of
hoplite fighters in the classical polis, but he cannot mean the same thing.
In the classical phalanx the hoplite warrior does not fight for himself,
but for the protection of the man beside him and the glory of the polis
that the formation of the phalanx represents. The whole spirit of the
polis was embodied in the classical phalanx. In Homeric fighting, by
contrast, the individual hero stands before the crowd, eager to win
acclamation and personal glory, although sometimes the assembled
fighters fall into dense formations.

The shift between the glory-hungry heroes of Homer’s Trojan War
and the glory-hungry polis of the Classical Period is radical, and the
hoplite phalanx is the sign that we have crossed the divide. We can
probably date this shift to the early seventh century BC, to judge from
shields dedicated at the shrine of Zeus at Olympia, a nice accord with
other evidence that Homer belongs in the eighth century BC. Earlier
shields, like those in Homer, were carried by a strap across the shoulder,
a telamon, but the hoplite fighter carried his small round shield by
means of a loop affixed in the center of the shield through which he
passed his arm to grip a fixture at the edge of the shield. Thus the
hoplite fighter could use his shield as a weapon in close encounter.
We cannot trace the evolution of the hoplite line as such and it may
have been an invention that appeared suddenly at one time.® Against
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Homeric-style fighters, an organized line would be devastating, and
once someone tried it, other communities would follow or perish.

Homer and the Age of Colonial Expansion

The Iliad is a traditional tale about heroic behavior, hence more stylized
than the Odyssey and less interested in Homer’s contemporary world.
The Odyssey, by contrast, with its theme of travel to distant lands, gives
a vivid picture of an exciting and dangerous world inspired by contem-
porary Euboean adventure in the far west in the eighth century BC. In
this dangerous world men sail for long distances on open boats, encoun-
ter storms and other more fantastic dangers, and sometimes return home
laden with booty. In the following passage, in a “lying tale” that Odysseus
tells to the swineherd Eumacus when he returns to Ithaca, he describes
the restless, aggressive spirit that was changing the political and econo-
mic structure of peoples living around the Mediterranean Sea during the
Greek Renaissance of the eighth century BC:

Ares and Athena gave me courage, and strength that breaks the ranks of
men; and whenever I picked the best warriors for an ambush, sowing the
seeds of evil for the enemy, never did my proud spirit fear death, but
always I was first to leap forth and kill with my spear whoever of the
foe gave way in flight before me. Such a man I was in war, but labor in
the field was not to my liking, nor the care of a household, which rears
fine children. Oared ships were ever dear to me and wars and polished
spears and arrows — grievous things, at which others shudder. (Od. 14.216—
26)

A sailor of wide experience, he goes on to explain how he attacked even
Egypt, was captured, then turned over to Phoenicians who planned to
enslave him. The Phoenicians sailed from somewhere in the Levant and
drove before the wind toward Libya, but are storm-wrecked on south-
ern Crete. Odysseus improbably lands in Thesprotia, a territory far to
the north of Crete on the mainland opposite Ithaca.

At the end of the Iron Age in the late ninth and early eighth centuries
BC the Phoenicians were in fact ethnic and cultural antagonists to the
Greeks, or lived with them cheek by jowl as both groups exploited the
mineral and other wealth of Africa, Sicily, Sardinia, Italy, Spain, and
France. Phoenicians built the city of Kition in southern Cyprus some
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time in the ninth century BC in close proximity to the Greek city of
Salamis that lay to the northeast. Phoenicians were living at Kommos on
the south coast of Crete from the mid-ninth century BC too — perhaps
on the same route that Odysseus describes in his false tale. In the eighth
century BC they built a tripartite stone temple at Kommos in the Semitic
Levantine style. Very early Phoenician inscriptions, perhaps from the late
ninth century BC, are found on Sardinia. Phoenician jewelers were living
near Cnossus around 900 BC, to judge from finds. From the archeolo-
gical evidence, the Phoenician expansion began in the early ninth cen-
tury BC, no doubt in response to pressure by the powerful Assyrians
under Ashurnasirpal II (ruled 883-859 BC), who at this time defeated
the Aramaeans of north Syria (Aram = Damascus), then marched via
Carchemish on the Euphrates to the Mediterranean and occupied the
Levantine ports.

Homer’s descriptions of Phoenician/Greek rivalry and hostility, yet
occasional intimacy (Eumaeus’ nurse was a Phoenician woman), accords
closely with the archeological evidence that Phoenicians and Greeks
lived together on the island of Ischia in the Bay of Naples in the eighth
century BC. Of course, the Greeks are adapting their writing from that
of the Phoenicians. Whereas we cannot follow Odysseus’ famous and
fantastic wanderings on a map, already in Hesiod’s Theggony Circe’s
residence is placed on an island off the Italian coast (Theggony 1015-16)
and the dangerous Straits of Messina between Sicily and Italy seem to
stand behind the mythical Scylla and Charybdis, according to Thucydides
(4.24). Thucydides (1.25) also identifies Phaeacia with Corcyra, and
Ithaca is the jumping off place for travel from East to West.

Odysseus has the sure evaluating eye of the experienced colonist at a
time when the earliest Greek colonies are about to spring up in southern
Italy and Sicily. The earliest colony was on Ischia ca. 775 BC, and most
other western colonies followed in the last third of the eighth century
BC. The bestial Cyclopes are like the foreign peoples who lack Greek
crafts, skills, and imagination, monstrous in their way of life as they are
monstrous in appearance. Of the island that lies across from the Cyclops’
cave, Homer says:

Now there is a level island that stretches at an angle outside the harbor,
neither close to the shore of the land of the Cyclopes, nor yet far off, a
wooded isle. There live wild goats beyond counting, for the tread of men
does not scare them away, nor do hunters come there, who endure labors
in the woodland as they course over mountain peaks. Neither do flocks
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dwell there, nor is the land ploughed, but unsown and untilled all the
days it knows nothing of men, but feeds the bleating goats. For the
Cyclopes have at hand no ships with vermilion cheeks, nor are there ship
builders in their land who might build them well-benched ships that
would perform all their needs in passing to the cities of other people as
men often cross the sea in ships to visit one another — craftsmen who
would have made of this isle also a fair settlement. For the island is in no
way poor, but would bear all things in season. In it are meadows by the
shores of the gray sea, well-watered meadows and soft, where vines would
never fail, and in it level plow land whence they might reap from season
to season deep harvests, so rich is the soil beneath, and in it, too, is a
harbor giving safe anchorage, where there is no need of moorings, cither to
throw out anchor-stones or to make fast stern-cables, but one may beach
one’s ship and wait until the sailors’ minds bid them put out, and the
breezes blow fair. (Od. 9.116-39)

Odysseus may here have the eye of a man of colonial enterprise, but
Odysseus’ fictional character in the story he tells to Eumaeus is a man
of violence, who rejects home and family. He is a pirate, a killer, and a
thiet, who becomes wealthy through depredation, hence respected in his
Cretan home where no moral opprobrium attaches to his behavior. Not
only in the general climate of the Odyssey do we seem to perceive the
realia of Greek life in the eighth century BC, but also in the cut-throat
behavior of its relentless, brave-hearted men.

Homer and Art

Homer’s fascination with objects of art that are vivid and lifelike pro-
vides a good example of the problems we face in trying to establish a
relationship between a real historical world and the story Homer tells.
He must be inspired by objects he has seen, but through poetic inven-
tion has transformed them into something new. In Book 18 of the I/zad
Homer describes Hephaestus crafting a shield for Achilles (see cover
photo). It is a beautiful, extraordinary object, a living thing. The narra-
tive on the shield is not, however, set in the heroic age where Homer’s
own story plays out, where gods converse with men, but in an everyday
world that must be Homer’s own.

On the shield are two cities, one at peace and one at war. In the city
at peace is a wedding and the public resolution of a homicide, a pre-polis
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post-Bronze Age world in which kings do not adjudicate, as elsewhere
in Homer, nor courts, as in the classical polis, but “judges,” men acclaimed
for wisdom and fairness:

But the people were gathered in the place of assembly, for a conflict had
arisen, and two men were in strife about the blood-price of a man who
was killed. The one declared that he had paid all, proclaiming his cause to
the people, but the other refused to accept it, and each hoped to win the
dispute on the word of a referee. The people were cheering both sides,
showing favor to this side and that. Heralds held back the people, and the
elders sat on polished stones in the sacred circle, holding in their hands
the staffs of the loud-voiced heralds. With these they would spring up
and give judgment, each in turn. In the midst lay two talents of gold
to be given to him who among them should utter the most righteous
judgment. (I/. 18.497-508)

In the city at war, an army prepares a siege from one side while from
the other an ambush from the city leads to an all-out battle. There is
Strife and Tumult and Fate, but no Apollo or Ares or Hera. There are
also scenes of plowing, harvesting, feasting, the tending of grapes, herds
and lions that attack them, and a dancing floor.

Judging from the tools Hephaestus uses, the designs in Achilles’ shield
were worked in repoussé, a technique of hammering and pressing designs
in relief, not the Mycenaean metalwork of exquisite inlay. A half-dozen
surviving Phoenician metal bowls and dedicatory shields from the eighth
and seventh centuries BC are similarly worked in repoussé. They show
elaborate scenes in an Egyptianizing style of dance and feasting and
kings sitting on thrones. There are also cities under siege and hunts.
Homer and his audience must have seen objects like these, found in
Nimrud in Assyria, on Crete, on Cyprus, and in Italy.

Homer never describes mythical events on objects of art, but by the
end of the first quarter of the seventh century, around 675 BC, Greek
artists begin to make pictures of Greek myths. Almost simultaneously on
the Aegean islands of Samos and Mykonos and from Etruscan Caere
in Italy are found pictures of a team of men blinding a one-eyed giant,
one of the oldest certain artistic representations of a Greek myth. The
representation of myth in art is a radical shift in the history of art.
Narrative art in pictures is familiar to us because of the Greek tradition,
but without good analogues in earlier Near Eastern and Egyptian art,
which was almost entirely political, commemorative, decorative, or
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magical. Although Mesopotamians made pictures of monsters, mostly
on tiny seals, to which Greek art owes a good deal, we are never sure of
the names of these monsters or their deeds. By contrast, all agree that
several men blinding a huge man with a stake represents the story of
Odpysseus blinding Polyphemus.

Had the Polyphemus artists of ca. 675 BC in some way been exposed
to the text of Homer’s Odyssey, presumably through rhapsodic presenta-
tion? It is hard to explain otherwise why no one ever made a picture of
a team of men blinding a one-eyed giant until then, when artists from
one end of the Mediterranean to the other suddenly did so, unless they
were all subject to the same stimulus. As in the case of the Cup of
Nestor, to which the Ischia inscription refers, the only evidence we have
for the existence in ancient Greece of the Polyphemus story is Homer’s
poem, and it is plausible that copies of Odyssey Book 9, excerpted from
the Odyssey, did in fact circulate independently in the early seventh
century among Greek travelers. The poem has inspired the pictures.

After 675 BC and the Polyphemus pictures, “mythic” representations
begin to flood through Greek art. Most myths illustrated in Greek art in
the seventh and sixth centuries BC are not, however, taken from the
1lind and the Odyssey, but from epic poems now lost. These poems are
called the Cyclic Poems because they appeared to be composed “in a
circle” around the Iliad and the Odyssey, filling out what came before
and after the Trojan War. Texts of the Cyclic Poems were no doubt
better known than the I/zad and the Odyssey because they were far
shorter, thus more portable, easier to store, less expensive to reproduce,
and easier to recite. Texts, reproducible and memorizable, of once oral
poems were spreading the knowledge of Greek epic into every corner of
Greek society. The spread of such texts must stand behind the revolu-
tionary change of subject matter in Greek art in the seventh century BC.
The province of the aoidos, with his storehouse of myth, was the hall of
the numerically few rich and powerful; 7bapsodes declaimed before the
people whenever they got the chance.

Homer and the Near East

Homer’s poems are regarded as the beginning of classical Greek civiliza-
tion, the fons et origo of Western culture. As the first texts in the Greek
alphabet, which became the basis for Greek and Roman education, they
are just that. On the other hand, as the Greek alphabet was based on a
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preexisting all-phonetic writing 1,000 years old in the days of Homer,
so were Homer’s stories, and much of his imaginative world, taken from
carlier Eastern and especially Semitic peoples. Many are surprised that
the basic stories of the I/zad and the Odyssey are not Greek in origin. In
recent decades we have learned how Homer is part of a cultural con-
tinuum traceable to the fourth millennium BC in the ancient Near East.
We must understand Homer in the context of the greater and earlier
world beyond.

Our best source of information about pre-Greek legend is in the
Akkadian epic Gilgamesh, which survives in its most complete version on
12 tablets found at the Assyrian capital of Nineveh destroyed in 612 BC
by a coalition of Babylonians and Persians. But the poem is much older;
pieces of it have been found as early as the third millennium written in
the Sumerian language in cuneiform script. Other portions turned up in
the Indo-European Hittite capital of Hattusas, destroyed ca. 1200 BC,
and in other scattered settlements around the Near East. Such texts are
never dictated transcriptions of oral songs, however, but scribal compo-
sitions created in the scribal workshops to impress, amuse, and instruct
other scribes.

The story of Gilgamesh, whose close friend Enkidu dies through
Gilgamesh’s arrogant behavior, parallels the story of Achilles, whose friend
Patroclus dies because Achilles will not live by the rules. The theme of the
long journey and return home, which governs the structure of the Odyssey,
also informs the second half of Gilgamesh, when after Enkidu’s death
Gilgamesh journeys to the end of the world to solve the mystery of death.

Not only does Homer borrow such general themes from earlier Meso-
potamian tradition, but also specific details are traceable to the East.
Odysseus is a naked unkempt man when Nausicaa discovers him emerging
from the bushes beside the sea on the island of Phacacia and, in a scene
of sexual tension, leads him into town; in Gilgamesh a harlot seduces
and tames the naked wild man Enkidu whom she meets by a waterhole,
then takes him to town. The never-never land of Homer’s Phaeacians
has much in common with the magical land of the wise Utnapishtim in
Gilgamesh who, like Noah, survived the Flood and now lives beyond the
waters at the edge of the earth. Odysseus also crosses the waters that
surround the earth to consult with the wise Teiresias. His savage appear-
ance before Nausicaa echoes Gilgamesh’s wildness when he comes on
Siduri, the ale-maid at the edge of the waters. Returning from Aeolus’
island, Odysseus falls asleep and loses Ithaca, just as Gilgamesh falls asleep
outside the house of Utnapishtim. The Odyssean Nekuin, “descent to



46 PART | BACKGROUND

the land of the dead,” has much in common with a separate poem about
Gilgamesh called “Gilgamesh, Enkidu, and the Underworld,” which
includes the detail of'a man who died by falling off a roof. As Odysseus’
men perish when they kill the cattle of the sun, so does Enkidu die after
he and Gilgamesh kill the Bull of Heaven. In both cases a god threatens
to invert the upper and lower worlds unless the gods’ will prevails.

A wide range of small details in the I/iad and Odyssey are also paral-
leled in Eastern sources; for example, Menelaus’ fathering of a child on
a concubine; the splendor of Alcinous’ palace; Menelaus’ transportation
to a paradise at the ends of the earth; Penelope’s refusal to eat; the four
streams of water on Calypso’s island; Calypso’s special food of ambrosia
and nectar; the simile of the wind and the chaft; Nausicaa compared to
a date palm; the metal dogs in front of the palace of Alcinous; the
disappearance of the island of the Phaeacians; the sacrifice spurned by
the gods; the use of protective plants (moly in the Odyssey); Odysseus’
necromancy on the shores of Ocean; the name of the Sirens; the suitors’
reluctance to kill one of royal stock; Penelope’s bed covered with tears;
the punishment by amputation of ears and nose; the radiance surround-
ing a divinity; birth “from oak or stone”; the bow that only the hero can
draw; the archery contest; the contemptuous hurling of a leg of beef (at
Odysseus); Laertes’ fainting at his reunion with Odysseus — to name but
a few.

A remarkable example of narrative dependence on Eastern models is
found in Iliad 5 (330ff.), where Diomedes has wounded Aphrodite in
battle. She then flees to her family in heaven for comfort. Weeping, she
falls into the lap of her mother Dioné (= “Mrs. Zeus”). Dioné comforts
her with mythical examples, while Hera and Athena make sarcastic re-
marks. Zeus calls his daughter over to him and gently advises her to stay
out of battle. She should worry, rather, about love and marriage. In
Gilgamesh, after Gilgamesh has killed Humbaba, he washes his hair and
polishes his weapons and is so handsome that Ishtar, seeing him, asks
that “you grant me your fruit as a gift.” Gilgamesh rudely spurns the
sex-goddess and recites a long list of lovers whom she has destroyed.
“When Ishtar heard this, she went in a rage to her father Anu, to her
mother Antu. Her tears were flowing. ‘My father, Gilgamesh has insulted
me, he has numbered my insults, my insults and curses!” Anu opened his
mouth, and he spoke to great Ishtar, ‘You did incite the king of Uruk,
therefore Gilgamesh numbered your insults, your insults and curses’”
(Tablet VI). In each scene an offended daughter complains before a
consoling mother and a somewhat distant and bemused father. The
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characters are the same: the goddess of love Aphrodite = Ishtar; the god
of the sky Anu = Zeus; and his wife Antu = Dioné. Here, and only here,
in all of Greek literature is Dioné Zeus’ consort. Dioné is a feminine
form of Zeus, just as Antu is a feminine form of Anu.

Twice as many Eastern poetic motifs are found in the I/iad as in the
Odyssey. There can be no doubt that Homer inherited a tradition of
storytelling that crossed linguistic and cultural lines, but just how such
Eastern stories passed from East to West remains unclear. There must
have been not only bilingual speakers, but also bilingual singers. In
the mixed population of Euboeans and Phoenicians, or coastal Syrians,
archeologically attested in Italy, Crete, and Euboea, such bilingual
singers must have appeared. A scribe (not a poet) literate in West
Semitic writing, familiar with the ancient West Semitic tradition of
creating poetic texts through dictation, tried his hand at recording
Greek epic. In making suitable changes to the West Semitic writing, he
invented the technological basis for the texts of the Homeric poems and
for Western civilization.

Religion in Homer

The Homeric gods are a gang of ill-tempered, often ridiculous beings
whose petty jealousies are unconstrained by the seriousness of human
lite. They are athanatoi, the “deathless ones,” whose members have
staked out spheres of interest. Yet their immortality cheats them of the
seriousness that attends human decisions and human behavior. Our acts
count because we are going to die, but the gods are free to be petty
forever.

The anthropomorphic and human-all-too-human behavior of the
Homeric gods was already the object of Xenophanes’ criticism in the
sixth century BC, as we have seen (p. 9). Nor do the Homeric gods fit
modern notions of what a god should be. They squabble, scheme,
seduce, deceive, betray, and exercise violence against one another. In
the Iliad they take sides in the war as much as the human combatants
(although Homer is vague on why they divide as they do). They
have favorites and enter into battle themselves, but without serious
consequences.

But the principal setting for the gods’ behavior is the banquet hall, a
projection into poetry of the houses of Greek aristocrats of the Iron
Age. In such banquet halls — the best evidence for which is Homer’s
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own descriptions — there was plenty of food when food was scarce and
valuable, plenty of wine and the tipsiness it brings, and the enchanting
song of the aoidos. As the aoidos Demodocus in the Odyssey sings for the
royal court of the Phaeacians, so does Apollo sing for the gods, and
Homer for a society for which little material evidence remains. The
banquet was the good life in heaven as on earth, but on earth it was
clouded by the certainty of death. A central theme of the Odyssey is the
perverted banquet, when the good life becomes a pretext for rapine and
a setting for mass murder. Forever like brattish children, the gods dine
idly on Mount Olympus, a sometimes dysfunctional extended family in
a happy-go-lucky never-never land mountain-top of unending sensual
pleasure:

Olympus is the abode of the gods that stands fast forever, neither shaken
by winds or wet with rain nor does snow fall upon it, but the air is spread
out clear and cloudless, and over it hovers a radiant whiteness. Here the
blessed gods are happy all their days. (Od. 6.42-6)

Every modern reader of Homer wonders, “Did the Greeks really
believe in such inconsequential gods?” Let us first ask how the Homeric
heroes themselves approached the gods in their own religion. Several
examples show how Homeric religion did not so much depend on
mutual relationships with the gods as it depended on the proper per-
formance of traditional ritual. For example, when Odysseus comes in
disguise to the hut of his faithful swineherd Eumaeus, Eumacus kills a
pig in sacrifice (Od. 14.420-53). “And he did not forget the immortal
gods, because he was of a good mind.” First he cuts hair from the piglet
and throws it into the fire, “for all the gods.” After butchering the
animal, he cuts out thick fat pieces from all its limbs and as an offering
puts them on the fire and barley on top of them. When the meat is
divided, he sets aside a portion “for the nymphs and for Hermes.”
Finally, before eating, he burns “first offerings for the immortal gods.”
Homer never tells us which gods exactly are intended for most of the
offerings, or why only a single portion is reserved for Hermes and the
nymphs, or why these gods are appropriate on this occasion, or how
exactly they are to receive the portion set aside for them.

Similarly, in the opening scene of the I/iad, to appease Apollo’s anger
and stop the plague, the Greeks give up Apollo’s priest’s daughter Chryseis
to her father Chryses, then sacrifice and purify the army at Troy (/7
1.313-17); and again they sacrifice and dance and sing the paian (a
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hymn to Apollo) at Chrysé (1. 1.430-87). “And the god heard them
and rejoiced,” and he sent a fair wind, although we learn from Thetis
that at this very time Zeus and all the other gods are dining among the
blessed Ethiopians (I/. 1.423—-4). The smoke of sacrifice is wafted “to
heaven,” as if it were inconsequential where Apollo really was. Religion
is action and sacrifice is the form of action that religion takes among the
Greek heroes, while the precise relationship of gods to the ritual remains
vague or contradictory. Again, when Agamemnon returns Achilles’ con-
cubine Briseis, he swears that he has not touched her and to prove his
oath sacrifices a pig (19.250-6). We are not told to which god he
sacrifices; it’s the act that counts.

On the one hand, then, is the religious behavior of the heroes, and no
doubt Homer’s contemporaries, which consists in the killing of animals
to establish good relationships with the invisible powers that surround
us, whoever they might be. Specific forms of sacrifice are local, but
sacrifice to assuage the spirits may be universal in early human religions
(the appeasing power of sacrifice remains a central dogma of Christianity).

On the other hand, Homer offers us an entirely literary vision of the
tamily of gods who live on a mountain and conduct themselves as
aristocratic humans, except they cannot die. This literary vision of the
divine world is Eastern in origin. In Mesopotamia the storm god Enlil
rules (like Zeus) over a family and court in which the clever water god
Enki (like Poseidon and Hermes) sometimes subverts his pleasure, as
the goddess of sex and war Inanna/Ishtar (like Aphrodite and Athena)
exercises her wiles and power, and in one story challenges the power of
her sister Ereshkigal, goddess of death (like Persephone). The Greek
gods enter into battle with humans, and in the West Semitic Ugaritic
Baal Epic, the goddess Anat (= Innana/Ishtar/Astarte)

begins to smite her adversaries in the valley,

to attack them between the two cities.

She smites the peoples dwelling on the seashore,
wreaks destruction on the humans dwelling to the east.
Under her are heads like balls,

above her are hands like locusts,

heaps of fighters’ hands are like heaps of grasshoppers.
She attaches heads around her neck,

ties hands at her waist.

Up to her knees she wades in the blood of soldiers,
to her neck in the gore of fighters.”
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In describing the gods, Homer is therefore using traditional strategies
for storytelling inherited from an older non-Greek civilization. The gods’
childlike behavior, and the general lack of seriousness in Homer’s stories
about them, reflect their foreign origin as something separate and un-
related to real religious practice. This is not to underestimate Homer’s
original reshaping of such traditional narrative material to create, in the
1lind, the curious tension between the gods’ carefree world and the
heroes’ world of violence and pain. With skill he introduces scenes from
Olympus to comment on the mortal dilemma and, in the admixture of
the two worlds, impart totality to the Homeric world.

Summary: Homer’s World

The historian is trying to find a real world behind Homer’s descriptions,
but Homer’s poems are literary creations, made up of diverse elements
from different times and from different literary traditions. In the I/zad
Homer intends to create “epic distance,” a feeling in the audience that
all this happened long ago in a world more noble than our own. To
create epic distance, the poet consciously archaizes. All weapons are
bronze (though everyday implements in the similes are iron). In this
world the gods appear as men as a matter of course, and conflicts on
earth are paralleled by conflicts in heaven. Men were stronger then: even
two today could not lift a stone that one threw easily then. There never
was a Dorian invasion, nor even Dorians (except for a couple of slips).
The Iliad is saga, where men are grander, gods are involved, and every-
thing a little old-fashioned, a stylized world that never existed in just
this form.

The Odyssey for its part is folktale, with its literary conventions of
fulfilled prophecy, the struggle with death, the conflict of the sexes, dis-
guise, trickery, temporary defeat, recognition, and revenge. The I/ind
has a taste for the surreal (for example, when the river spirit rises up and
attacks Achilles), but there are no monsters or dreamlike symbols of
resurrected life, which densely populate the Odyssey. In its representation
of “reality” the Odyssey moves across a scale with the fairy land of the
Cyclops at one end, the half-magical Phaeacians in the middle, and the
dung-heaped palace of Ithaca at the other end. We can never get real
“history” out of the Homeric poems, but we can learn what Greeks in
the eighth century BC thought about the world and about themselves. It
turns out they were a lot like us.
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The Reader’s Homer

The philologist wants to know where the texts of Homer’s poems come
from, and what they might have looked like in their original form. The
historian wants to know what in Homer might “really have happened”
and what is poetic fantasy. The reader’s pleasure makes such topics
important because the texts of Homer have been read and studied from
the moment they came into existence in the eighth century BC, and never
more so than today. Superb translations in modern European languages
are easy to find and widely read in secondary and university education.

The ordinary reader has no direct consciousness of the problem of
text because the reader responds directly to symbolic markings on the
page according to patterns of behavior learned at an early age. The text
is part of “reading” and not something you think about. Nor does the
reader’s pleasure derive from understanding historical elements as such,
but from the swift concatenation of events, the moral depth of the tale,
the beauty of expression, and the logic of the plot. In this chapter let us
consider how Homer manages such elements.

Ancient and Modern Readers

A modern reader’s experience of the I/zad, in any language, is different
fundamentally from what an ancient Greek might have known. We are
able to read through the whole text in a few days and to see clearly its
structure and the story that Homer is telling. This can never have been
true in the ancient world. The first texts of Homer were not designed
for a reader’s pleasure, but to aid those initiated into the mysteries of
writing to recreate and memorize an aural version of the poet’s actual
words. Perhaps in the eighth and seventh centuries texts of the I/iad and
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Odyssey were monstrous curiosities, of inordinate expense to reproduce
and clumsy to store, rare and hard to find. That’s why the later much
shorter poems of the “epic cycle” were far better known in the Archaic
Period than the I/iad and the Odyssey, to judge from artistic representa-
tions. It is unthinkable that in the eighth, seventh, and sixth centuries
BC anyone ever sat down and “read” the I/iad and the Odyssey as we
read them today.

The first time the I/zad and the Odyssey were publicly performed in
the ancient world, as far as we know, was at the Panathenaea in the sixth
century BC, when according to pseudo-Plato (see above, p. 14) a suc-
cession of rhapsodes performed portions, “one man following on another
as they still do now” (they are too long to have been performed
entirely). Our only evidence for earlier forms of presentation of the
poems is the spate of representations of Polyphemus in the early seventh
century BC, suggesting that an excerpt from the Odyssey was circulating
widely. Ordinarily a Greek might be exposed to a small part of both
poems in his education, the basis of Xenophanes’ complaint in the sixth
century BC, but complete copies of the poems must have been exceed-
ingly rare.

Today, by contrast, we may read the poems silently in Greek or in
English. If in Greek, the reader, no matter how experienced, will puzzle
constantly over strange forms and unknown vocabulary, difficulties for
which elaborate commentaries for the dutiful reader exist. Homer him-
self seems not always to have understood the meaning of his words and
of some grammatical constructions, but passes on something that has
come to him with the oral-formulaic style. Reading Homer in Greek,
even for the experienced, is slow and silent.

When we read in English, our eye speeds in silence over the page,
taking advantage of the line breaks and the capitalizations and the word
breaks and the periods and commas to take in a poetic impression whose
rules have been created for the printed page. Such an experience can be
thrilling, but it bears little relationship to the experience of a member of
Homer’s audience, where there were intimate relations, or a »hapsode’s
audience, where the actor’s art is paramount.

Homer’s Style

Everyone is struck by Homer’s odd style (although translators often
obscure it). It is highly repetitive: one out of every eight lines is repeated
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at least once. Exact repetition of messages and other instructions are
a related feature and are thought to reflect the poems’ origins as oral
dictated text. A conspicuous example is when in I/iad 2 Zeus prepares a
false dream to send to Agamemnon, and then the dream repeats to
Agamemnon Zeus’ exact instructions. Then Agamemnon tells the other
kings (Il 2.11-15 = 2.28-32 = 2.65-9). Similar repetitions appear in
Mesopotamian literature, although they are not oral dictated texts.

Above all there are the recurrent repeating epithets that so puzzled
Milman Parry:

Then with a mighty burst of anger spoke to him swift-footed Achilles:
“You have fooled me, you god that works from afar, most cruel of all
gods . ..” (Il. 22.14-15)

We now explain such usages, and similar formulaic expressions and
passages, as part of the special language of the aoidos, assisting the singer
to compose extemporaneously as he works with semantic units larger
than the modern “word.” The practical advantage of the repetitive,
formulaic style is that it allows the poet to compose in a steady stream,
while slowing the pace of the narrative by increasing the ratio between
the number of “words” spoken and the unit of semantic communica-
tion. “Swift-footed Achilles” takes longer to say but just means “Achilles”
(yes, he is a great athlete, but being reminded of it does not tell me
anything I didn’t already know or that is specifically relevant in this
context).

Slowing the narrative in this way does not prevent the pace of the
story from being swift as lightning, as it is in the opening of the Iliad,
but Homer never feels under pressure to leave anything out. He drags
his story out, as if he had all the time in the world. This predilection was
grist to the mill of the old Analysts, who saw deviations from a clean
uncluttered ideal narrative as the result of accretion, interpolations, or
later revisions. Modern readers, schooled on TV, are impatient with
such narrative devices and find the battle books in the I/iad tedious and
impossibly long. Only through sheer love of narrative in any form does
the reader enjoy the series of false tales that Odysseus tells in the second
half of the Odyssey. Whoever wrote down these poems was not putting
pressure on the poet to compress his narrative!

The exaggerated leisure by which the poet can tell his story is com-
bined with distaste for suspense, a favorite device of modern storytellers.
For example, when Penelope sets out the contest of the bow, Antinous
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declares that no man present is the equal of Odysseus, but hoping
secretly that he himself can string the bow. We do not need to wonder
whether he will succeed, or what will become of the arrogant Antinous,
because Homer tells us what will happen:

So he spoke, but the heart in his breast hoped that he would string the
bow and shoot an arrow through the iron. Yet truly he would be the first
to taste an arrow from the hands of noble Odysseus, whom he was dis-
honoring as he sat in the halls urging on his comrades. (Od. 21.96-100)

Similarly, in a famous scene the old nurse Eurycleia discovers the telltale
scar on Odysseus’ thigh that reveals his identity. Homer attaches to this
scene of recognition a long explanation of how he got the scar in a boar
hunt, and even how his maternal grandfather gave him his name. While
Eurycleia holds his leg, and Homer explains the origin of the scar, we
do not wonder if she will recognize the beggar as her master, because
the first thing Homer tells us is that she does:

So she drew near and began to wash her lord. At once she recognized the
scar of the wound which long ago a boar had dealt him with his white
tusk . .. (Od. 19.392-3)

It is not the question “What happens next?” that holds the attention of
the audience, but the patient reenactment of a whole world: the people
who live there, what they think and say, the choices they make, their
pain and joy, and the events that befall them.

Not surprisingly, so leisured a style is friendly to minute descriptions
of objects and events. For example, when in I[/iad 24 Priam prepares to
visit the Greek camp, servants prepare his wagon:

Down from its peg they took the mule-yoke, a boxwood yoke with a
knob on it, well-fitted with guide rings, and they brought out the yoke-
band nine cubits long and the yoke too. The yoke they set with care on
the polished pole at the upturned end and they cast the ring upon the
thole pin and bound it fast to the knob with three turns to left and right,
and after that made it fast to the post and bent the hook under. (I/.
24.268-74)

In the battle books of the I/ind appear many detailed descriptions of
gory death:
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For the son of Telamon, darting upon him through the throng, hit him
from close at hand through the helmet with cheek-pieces of bronze and
the helmet with horse-hair crest split under the spear-point, struck by the
great spear and the strong hand, and the brain spurted out of the wound
along the socket of the spear all mixed up with blood. (1. 17.293-8)

Homer’s audience has a taste for gore that a precise description satisfies,
but a distaste for reference to bodily functions or explicit descriptions of
sexual behavior, unfitting to the heroic world and its admiration for
manly quality.

Taken to extremes, Homer’s desire to say everything encourages the
list, of which there are many in both poems. A common form of list is
the genealogy, where a hero lists his ancestors to prove his own worthi-
ness. In battle scenes a list of victims can intensify and magnity the
action, as in I/iad 11 when a cornered Odysseus feels his mettle:

But first he hit peerless Deiopites from above in the shoulder, leaping
upon him with his sharp spear, and then he killed Thoon and Eunomus,
and then Chersidamas as he leaped down from his car he stabbed with
his spear in the navel beneath his bossed shield. He fell in the dust and
clutched the ground with his palm. These he left alone and struck Charops
son of Hippasus with a thrust of his spear, brother of wealthy Socus. (I/.
11.420-7)

Where are these names coming from? Homer appears to take them from
a general storehouse of names (we never hear of any of these people
before or after), part of the aoidos’ repertoire. In the greatest list in the
two poems, the celebrated Catalogue of Ships in Iliad 2, Homer organ-
izes real geographical information according to a complex pattern. The
list has important Near Eastern parallels. For example, in the Meso-
potamian creation epic Enuma elish, nearly one quarter of the poem
that tells of the triumph of the world-builder Marduk over the forces
of chaos is given to a list of Marduk’s names. No doubt in oral society
the list was a way of organizing information, taken over by literate Near
Eastern scribes in the same way they took over other stylistic features of
oral song.

Similes

A striking feature of Homer’s leisured style deserving special attention is
the simile. Far more common in the I/zad than in the Odyssey, the simile
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is a way of stopping the action, of withdrawing from it and commenting
on it, enriching it, and sometimes judging it. As in Homer’s description
of the shield of Achilles, itself a kind of extended simile, Homer shows
us an everyday world inhabited by common people in common enter-
prise: shepherds who protect flocks, milk cows, and harvest wheat, or
humble women who weave:

Then speedily the son of Oileus [= lesser Ajax] forged to the front, and
close after him ran good Odysseus. As close as is the shuttle to the breast
of a fair-girdled woman, when she deftly draws it in her hands, pulling the
spool past the warp, and she holds the rod near her breast, even so close
behind ran Odysseus. (1. 23.758-63)

Ordinarily, the simile makes contact at only a single point with the
situation it describes. In this case, in a foot race Odysseus’ closeness to
Ajax = the shuttle’s closeness to a woman’s chest. Otherwise the scenes
are deliberately utterly dissimilar. On the one hand, heroic behavior on
the windy plain; on the other, the protected calm and peaceful realm of
creative female activity.

Many similes appeal to the natural world and especially to the predations
of great cats, which in their dangerous aggression are easy to compare
with warriors. Still, the point of contact will be simple. Achilles attacks
Aeneas like a ravening lion:

And on the other side the son of Peleus rushed against him like a lion,
a ravening lion that men are eager to kill, a whole people gathered to-
gether, and at first the lion ignores them and goes his way, but when one
of the youths swift in battle hits him with a spear, then he gathers himself
with open mouth and foam swirls around his teeth, and in his heart his
courageous spirit groans and with his tail he lashes his ribs and his flanks
on this side and on that and rouses himself to fight and with glaring eyes
rushes straight on in his fury, either to kill some man or himself be killed
in the foremost throng. Even so was Achilles driven by his fury and his
spirit to go up against great-hearted Aeneas. (1. 20.164-75)

A driving “fury” brings together Achilles’ situation and that of the lion:
Achilles has not been wounded (the lion has) 