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The earliest phases in the reception of the Homeric
Hymns
Gregory Nagy

unabridged electronic version, published 2013, of printed version published 2011 in The
Homeric Hymns: Interpretative Essays (edited by Andrew Faulkner) 280-333. Oxford
University Press. The page-numbers of the printed version are embedded within double
square brackets in this electronic version: for example, [[280|281]] marks where p. 280
stops and p. 281 begins.

Introduction

It has been argued that Hesiodic poetry, like Homeric poetry, contains
references to four aspects of oral poetry: composition, performance, reception, and
transmission." In the present project, I argue that the poetry of the Homeric Hymns, as
oral poetry, similarly contains references to all four of these aspects. In making this
argument, I will concentrate on the reception of the Hymns, analyzing the internal
evidence of references to the Hymns within the Hymns themselves along with the
external evidence of early references we find elsewhere, especially in the comments of
Thucydides on the Homeric Hymn to Apollo. In the course of making my argument, I will
refer to interconnecting arguments I have published elsewhere in the pursuit of related
projects.’? [[280281]]

I use the term reception here not in the narrow sense that applies in studies of
literature, where this term conventionally refers to whatever happens after a given
piece of literature is composed for transmission to the public. A broader sense of the
term is needed if we are dealing with oral traditions.’

The phenomenon of reception in oral traditions is connected with the
transmission of any composition by way of performance. In any oral tradition, the
process of composition is linked to the process of performance, and any given

' The argument is made in Nagy, “Hesiod and the Ancient Biographical Traditions”
(2009), hereafter abbreviated as HB, with reference to Most (2006a) xix-xx, who
mentions all four aspects. The argumentation of Most differs, however, from my own
(see especially HB 273).

? These projects are represented especially by twin books that I abbreviate as follows:
HC = Homer the Classic (2008/2009) and HPC = Homer the Preclassic (2009/2010). I refer also
to these related books: BA = Best of the Achaeans (1979; 2nd ed. 1999), PH = Pindar’s Homer
(1990a), GM = Greek Mythology and Poetics (1990b), PP = Poetry as Performance (1996a), HQ =
Homeric Questions (1996b), PR = Plato’s Rhapsody and Homer’s Music (2002), HR = Homeric
Responses (2003), HTL = Homer’s Text and Language (2004c).

> The next three paragraphs derive from what I said in HB 282-283.



composition can be recomposed each time it is performed. The performer who
recomposes the composition in performance may be the same performer who
composed it earlier, or it may be a new performer, even a succession of new
performers. The point is, such recomposition-in-performance is the essence of
transmission in oral traditions. And this kind of transmission is the key to a broader
understanding of reception.*

Unlike what happens in literature, where reception by the public happens only
after a piece of literature is transmitted, reception in oral traditions happens during as
well as after transmission. That is because the process of composition in oral traditions

allows for recomposition on each new occasion of performance for a public that sees
and hears the performer. In oral traditions, there is an organic link between reception
and performance, since no performance can succeed without a successful reception by
the public that sees and hears the performer or performers.

The link between reception and performance affects the actual content of the
composition performed before a given public. That is because the performance of a
given composition can speak about itself. For example, the performance can say things
about the context of performance or even about the performer or performers. What is
said, however, will be subject to change from performance to performance, and such
change can actually affect the content of the composition by way of recomposition-in-
performance.’ [[281282]]

Contexts of reception: the case of the Homeric Hymn (3) to
Apollo

On the basis of external evidence about one of the Homeric Hymns, combined
with the internal evidence of that Hymn and of other Hymns, we can say in general that
the Homeric Hymns were performed at festivals. The primary external evidence comes
from Thucydides (3.104.2-6), who quotes two passages from a composition that we
know as the Homeric Hymn (3) to Apollo.

In what follows, I give the text of those two parts in its entirety, together with
the framing text of Thucydides. I will add after the text of each part of the Hymn as
quoted by Thucydides the corresponding text of the medieval transmission, noting in
my footnotes some of the most salient textual differences between the Thucydidean
quotation and the medieval transmission of the Hymn. As I argue in the book Homer the

“ For an example of concrete applications of theories about transmission, I cite my work
on the oral poetics of the ancient Greek symposium (Nagy 2004b).
° PP 207-225



Preclassic, most if not all of these textual differences are a matter of authentic formulaic
variations.’

Here, then, are the two parts of the Homeric Hymn to Apollo as quoted by
Thucydides (3.104.2-6):

{3.104.2} dméyer 8¢ 1 Prverx tfi¢ AAov oltwg OAilyov ote TToAvkpdng 6 Tapiwv
TOPAVVOC 10X 000G TIVA XpOVOV VAUTIKG Kal TV te AAAwV vijowv Gp&ag katl trv
‘PAvelav EA®V GvEONKe @ ATOAAWVL T® AnAiw aAloet dfoag Ttpdg TV AfjAov. Kal
v nevtetnpida téte TpOTOV PETH TNV KABapoty émoinoav ol 'ABnvaiot ta AfALa.
{3.104.3} Av 8¢ mote kai T0 MdAar peydAn EGvodoc &¢ TV AfjAov TGV TwWvwV Te Kol
TEPIKTIOVWY VNolwT®V- EVV Te yap yovaill kai matoiv €0epovv, homep VOV £¢ T
"E@éoia "TwVEG, Kal AywV €MOLETTO abTOOL Kol YUUVIKOG Kol LOVGIKAG, XOpoUG TE
&vijyov ai méAe1q. {3.104.4} Snhoi 8¢ udAiota “Ounpog 8Tt toradta v év Toic éneot
10100¢, & 0TIV €K pootpiov AndAAwvoC:
AN Gte ANAw, ®@oife, udAiotd ye Ouuov Etépeong,
€vOa to1 EAkeyitwve Taoveg yepébovral
oLV ooioty Tekéeool yuvail Te otV €¢ Ayvidv-
€vOa oe Tuypayin te kai dpxnotul kai doidi
150  UVNoAUEVOL TEPTOVGLY, OTaV KaBEowatv aydva.
[Beginning of a point of insertion: The preceding verses, as quoted by Thucydides,
correspond to the following verses as transmitted by the medieval manuscript
traditions of the Homeric Hymn (3) to Apollo, 146-150.]

AN ob AfAw, ®oife, udAiot’ émitépreat fTop,
€vOa to1 EAkeyitwve Taoveg nyepébovral
a0ToiG oLV naideoot kal aidoing dAdyotorv.

ol 8¢ oe muypaxin te kai opxnOU@ kai Goidi
UVNOAUEVOL TEPTOVGLY, OTAV GTNOWVTAL AyDVA.

[End of point of insertion. Now, to resume what Thucydides is saying ... ]

{3.104.5} 611 8¢ Kal YOVLGIKAG AWV AV KAl GywVIOUUEVOL EQOITWYV €V TOTGdE oD
dnAoi, & £otiv €k T0D aLTOD TPOOIUioV: TOV Yap ANALXKOV XOpOV TOV YUVAIKGOV
vuvnoag £telelta o0 Enaivou £¢ TAde T €mn, €V 0i¢ Kai £xvtod Eneuviodn
{165} GAN &yeb’, iAot pev AmdAAwv Aptéuidi Ev,
xaipete & OUeic n&oat. £ueio d¢ ki puetdmiode

Uvnoacl’, onmdte kév Tig EmtyOoviwv avOpimwy

® HPC 1826 (in the footnotes).



€vOad aveipntar tadamneipiog dANog EneAODV:
W kodpat, Tig & Juuy dvnp fdiotog dorddv
€v0ade wAsital, Kal Téw tépnecde udAiota;
Oueic 8 €0 udAa oot OokpivacOat deAuwc’
TUPAOG AVhp, OIKeT 8¢ Xiw &vi tatmalooon.
[Beginning of another point of insertion: the preceding verses, as quoted by

Thucydides, correspond to the following verses as transmitted by the medieval
manuscript traditions of the Homeric Hymn (3) to Apollo, 165-172.]

165 &AM dyeb’, IAMkot pev ATOAAwv Aptéuidt EVv,
xaipete & Oeic ndoar éueio O¢ kal YeTodmIode
Uvnoacb’, ommdte kév Tig EmtyOoviwv avOpimwy
€vOad’ aveipnrar Egivog tahameiptog EAODV-

W kodpat, Tig & Guuy dvnp fdiotog dorddv

170 €vOade mwAeital, kai Téw tépmecde udAiota;
Oueic 8 €0 udAa oot OokpivacOat &’ Huéwv?
TUPAOG AVNp, OIKeT 8¢ Xiw évi tatnalooon.

[End of point of insertion. Now, to resume what Thucydides is saying ... ]

{3.104.6} Tocadta uév “Ounpog étekunpiwoev 8Tt Av kai T TdAat ueydAn Ebvodoc
Kal €0ptr| €V Tf] AjAw Uotepov 8¢ ToUC pev Xopovg ol vnot®dtatl Kai ol ‘Abnvaiot ued’
lep®OV Emepmov, T& 8¢ mepl ToUG Ay@vac Kai t& TAgiota KateAvOn Lo EVUPOPHOV, WC
€1kd¢, piv dn o1 'ABnvaior Tote TOV dy@va £moinoav kal innodpouiag, O tpdtepov
olK V.

{3.104.2} [The island of] Rheneia is so close to Delos that Polycrates, tyrant of the
people of [the island-state of] Samos, who had supreme naval power for a period of
time and who had imperial rule [= arkhein] over the islands, including Rheneia,
dedicated Rheneia, having captured it, to the Delian Apollo by binding it to Delos
with a chain. After the purification [katharsis], the Athenians at that point made for
the first time the quadrennial festival [pentetéris] known as the Delia. {3.104.3} And,
even in the remote past, there had been at Delos a great coming together of Ionians
and neighboring islanders [nésiotai], and they were celebrating [= making thedria]

’ This variant reading d@nuwg, as preserved here in the quotation by Thucydides, is to
be contrasted with the variant reading &¢’ fjuéwv found in the medieval manuscript
tradition of the Homeric Hymn (3) to Apollo. See the next note.

® This variant reading ¢’ nuéwv in the medieval manuscript tradition of the Homeric
Hymn to Apollo is to be contrasted with the variant reading d¢nuwg in the quotation by
Thucydides. See the previous note.



along with their wives and children, just as the Ionians in our own times come
together [= at Ephesus] for [the festival of] the Ephesia; and a competition [agon]
was held there [= in Delos], both athletic [gumnikos] and musical [mousikos], and the
cities brought [anagein] song-and-dance groups [khoroi]. {3.104.4} Homer makes it
most clear that such was the case in the following verses [epos plural], which come
from a prooemium [prooimion] having to do with Apollo:

But when in Delos, Phoebus, more than anywhere else, you delight [terpesthai] in
your heart [thumos],

there the Ionians, with khitons trailing, gather

with their children and their wives, along the causeway [aguia],’

and there with boxing and dancing and song

they have you in mind and delight [terpein] you, whenever they set up a

competition [agon)].

[[282]283]]
[Beginning of a point of insertion: The preceding verses, as quoted by Thucydides,
correspond to the following verses as transmitted by the medieval manuscript
traditions of the Homeric Hymn (3) to Apollo, 146-150.]

But you in Delos, Phoebus, more than anywhere else delight [terpesthai] in your
heart [etor],

where the Ionians, with khitons trailing, gather

with their children and their circumspect wives.

And they with boxing and dancing and song

have you in mind and delight [terpein] you, whenever they set up a competition
[agon].

[End of point of insertion. Now, to resume what Thucydides is saying ... ]

{3.104.5} That there was also a competition [agon] in the craft of music [mousike
(tekhné)], in which the Ionians went to engage in competition [agonizesthai], again is
made clear by him [= Homer] in the following verses, taken from the same
prooemium [prooimion]. After making the subject of his humnos the Delian song-and-
dance group [khoros] of women, he was drawing toward the completion [telos] of his
words of praise [epainos], drawing toward the following verses [epos plural], in
which he also makes mention [epi-mneésthénai] of himself -

165  But come now, may Apollo be gracious, along with Artemis;

and you all also, hail [khairete] and take pleasure, all of you [Maidens of Delos].
Keep me, even in the future,

? On this aguia as the via sacra of Delos, see Aloni (1989) 117-118.



in your mind, whenever someone, out of the whole mass of earthbound
humanity,

while here [in Delos], after arduous wandering, someone else, asks this question:
“0 Maidens, who is for you the most pleasurable of singers
170 that wanders here? In whom do you take the most delight [terpesthai]?”

Then you, all of you [Maidens of Delos], must very properly respond
[hupokrinasthai], without naming names:'°

“It is a blind man, and he dwells in Chios, a rugged land.”
[Beginning of another point of insertion: the preceding verses, as quoted by

Thucydides, correspond to the following verses as transmitted by the medieval
manuscript traditions of the Homeric Hymn (3) to Apollo, 165-172.]

165  But come now, may Apollo be gracious, along with Artemis;

and you all also, hail [khairete] and take pleasure, all of you [Maidens of Delos].
Keep me, even in the future,

in your mind, whenever someone, out of the whole mass of earthbound
humanity,

comes here [to Delos], after arduous wandering, as a guest entitled to the rules
of hosting, and asks this question:

“O Maidens, who is for you the most pleasurable of singers
170 that wanders here? In whom do you take the most delight [terpesthai]?”

Then you, all of you [Maidens of Delos], must very properly respond
[hupokrinasthai] about me:"

“It is a blind man, and he dwells in Chios, a rugged land.”

[End of point of insertion. Now, to resume what Thucydides is saying ... ]

{3.104.6} So much for the evidence given by Homer concerning the fact that there
was even in the remote past a great coming together and festival [heorte] at Delos;
later on, the islanders [neésitai] and the Athenians continued to send song-and-

' See the note above on the variant deruwg, as attested in this quotation by
Thucydides (3.104.5). In HC 2§27n25, I make an argument for interpreting d@ruwg to
mean ‘without naming names’. The adjective dpnuog was understood to be a synonym
of amevOrig (as we see in the scholia to Aratus 1.270.2). This word anev0r is used in the
sense of ‘without information’, as in Odyssey iii 88 and 184. When the Delian Maidens
are asked to respond to the question ‘who is the singer?’, they respond without naming
names, that is, without giving information about the singer’s name.

" As we have seen, the variant d¢’ nuéwv ‘about me’ is attested in the medieval
manuscript tradition, while the variant drjuwg, which I interpret to mean ‘without
naming names’, is attested in the quotation by Thucydides. I think that both a¢’ nuéwv
and d@nuwg can be explained as authentic formulaic variants.



dance groups [khoroi], along with sacrificial offerings [hiera], but various
misfortunes evidently caused the discontinuation of the things concerning the
competitions [agones] and most other things - that is, up to the time in question [=
the time of the purification] when the Athenians set up the competition [agon],
including chariot races [hippodromiai], which had not taken place before then.

Thucydides 3.104.2-6

[[283|284]]

As we can see from this account by Thucydides, the setting for the Homeric Hymn
to Apollo was the festival of the Delia on the island of Delos (3.104.2). This festival is
viewed here in the historical context of a major reorganization of the Delia, undertaken
by the city-state of Athens (3.104.6). At the time of that reorganization, which can be
dated to the winter of 426 BCE, this festival of the Delia was the central event that gave
meaning to the Delian League, a political and cultural confederation of Ionian city-
states that eventually came under the control of what we now know as the Athenian
maritime empire."

In the passage I just quoted, Thucydides explicitly compares the Delia, as a
seasonally recurring pan-lonian festival celebrated at Delos, with the Ephesia, a
seasonally recurring pan-Ionian festival celebrated on the mainland of Asia Minor, in
Ephesus (3.104.3). The Ephesia, as a festival, had been a rival of the Panionia, which had
once been the premier pan-lonian festival in Asia Minor."” Clearly, the festival of the
Delia rivaled those other two festivals as an expression of Ionian identity, and this
identity was ultimately re-defined by the city-state of Athens in its claimed role as the
metropolis or ‘mother city’ of all Ionian city-states. Such a role was foundational for the
genesis of the Athenian maritime empire.*

In the context of referring to the pan-lonian festival of the Delia as celebrated
on the island of Delos, Thucydides links this festival to the politics of empire. In this
context, he is taking for granted the immediate political reality, which was the
Athenian maritime empire, and he is highlighting an earlier reality, which was an
earlier maritime empire that took shape in the sixth century BCE under the rule of
Polycrates of Samos: as we have seen in the passage I quoted, Thucydides describes
Polycrates as ‘tyrant of the people of [the island-state of] Samos, who had supreme
naval power for a period of time and who had imperial rule [= arkhein] over the islands’
(3.104.2 TToAvkpdTng 6 Tauiwv TOPAVVOS 16X00AC TIVX XPOVOV VAUTIK® KAl TOV TE

> Hornblower (1991) 527 and Rhodes (1994) 258-259.

Y HPC 11§§237-238, 246-261. On the festival of the Panionia, I cite the foundational work
of Frame (2009), especially ch. 11.

" HPC 18815-23, 11§§19-23.



&M wv viiowv dp€ag). For Thucydides, the maritime empire of Polycrates in an earlier
time was a predecessor of the Athenian maritime empire in the historian’s own time."

[[284|285]]

The wealth, power, and prestige of the Athenian empire are reflected in the
magnificent spectacle of the Delian festival as celebrated in the era described by
Thucydides, after the reorganization of 426 BCE. Such magnificence, as we can infer
even from the historian’s understated description, is given a full-blown treatment in
the reportage of Plutarch in his Life of Nikias (3.5-7). At a later point, we will consider
the perspective of Plutarch’s reportage. For now, however, I concentrate on the
perspective of Thucydides as he proceeds to reconstruct earlier phases of the festival of
the Delia on the basis of the two passages he quotes from the Homeric Hymn to Apollo.

In the Hymn as quoted by Thucydides, Delos is described as a festive center
where representatives of all Ionian cities converge in a grand assembly to validate their
common origin by celebrating a pan-Ionian festival (verses 146-150). The historian is
saying that this description of the festival indicates a prototype of the Delia, to be
contrasted with the re-organized version of the festival, which as we have seen can be
dated to 426 BCE. After that date, the festival of the Delia was celebrated on a
quadrennial basis: as Thucydides says (3.104.2), ‘after the purification [katharsis], the
Athenians at that point made for the first time the quadrennial festival known as the
Delia’ (kai trjv mevtetnpida téte MPOTOV PETK TNV KGOapatv énoinoav ol AOnvaiot Ta
AfAa). The wording praton ‘for the first time’ here refers to the first time that this
festival was celebrated as a pentetéris or ‘five-year festival’ (by way of inclusive
counting), that is, on a quadrennial basis (to restate by way of non-inclusive counting).
Clearly, the wording does not refer to the first time that this festival was ever
celebrated.

Thucydides says that there had been also an earlier Athenian katharsis of Delos,
and that it took place at the initiative of the Peisistratos of Athens (3.104.1). This earlier
katharsis signals an earlier Athenian inauguration of the same festival of the Delia at
Delos. Besides Thucydides, Herodotus too (1.64.2) refers to this earlier katharsis
‘purification’, and he specifies that it was initiated by Peisistratos."

This earlier moment in the history of the Delia goes back to some point within a
period of time that lasted from 546 to 510 BCE, when Peisistratos and his sons were
‘tyrants’ of Athens. Thucydides views this earlier moment as a precedent for the later
moment, in 426 BCE, when this festival was reorganized by Athens in the era of the

Y HPC 118§239-244, 252, 254.
' Hornblower (1991) 527.



Athenian democracy. In terms of what Thucydides is saying, there was already a
prototype of the Athenian maritime empire in the era of the Peisistratidai in the sixth
century BCE, and there was already a [[285]286]] version of the festival of the Delia that
reflected the realities of that earlier empire.”

In the era of the Peisistratidai, we find a major complication in the history of
Delos and the Delia. As we can see from the account that I have quoted from
Thucydides, control of Delos and the Delia by the Peisistratidai of Athens must have
shifted to Polycrates of Samos for a brief period in the late 520s BCE, though it must
have shifted back to the Peisistratidai after the death of Polycrates in 522, which had
led to the collapse of his pan-lonian empire.*

This complication has left its mark in the Homeric Hymn to Apollo as we know it.
As we can see from the mention of Polycrates in the account I have quoted from
Thucydides, this Hymn was once performed in the period when control of Delos and the
Delia shifted temporarily from the Peisistratidai to Polycrates.” Thucydides signals the
occasion of such a performance when he tells about the chaining of the island of
Rheneia to the island of Delos by Polycrates. On this occasion, according to later
sources, Polycrates organized an event that resembled a combination of two festivals,
the Delia and the Pythia, for an ad hoc celebration on the island of Delos.” The Homeric
Hymn to Apollo, which offers praise for both the Delian and the Pythian aspects of the
god Apollo, fits the occasion. And this occasion has been dated to 522 BCE.* Soon
thereafter, in the same year 522, Polycrates was overthrown and killed by the Persians.
Peisistratos had died earlier, in 528/7.

An ancient Athenocentric view of Homer

The indications about a performance of the Homeric Hymn to Apollo at the festival
of the Delia on the island of Delos in 522 BCE need to be [[286]|287]] correlated with the
idea of a prototypical performance of the Hymn by Homer himself. In order to
understand this idea, we must first consider how Homer was viewed in Athens at that
time.

7 Hornblower (1991) 520.

' For a sketch of the relative chronology, involving Naxos as well as Samos and Athens,
see Aloni (1989) 46-47, 54-55, 62-63, 122-123.

" HPC 1§33.

0 Zenobius of Athos 1.62; Suda s.v. tauta kai Puthia kai Délia; for a fuller collection of
sources, see Aloni (1989) 35n2, 83n1l.

2! Burkert (1979) 59-60 and Janko (1982) 112-113; West (1999) 369-370n17 argues for 523,
but his dating criteria depend on whether or not we posit a perfect match between the
datable events narrated by Herodotus and Thucydides.



I view that time in the historical context of the period when Athens was ruled
by the Peisistratidai, 546 to 510 BCE. Within that period these rulers appropriated not
only Delos and the pan-Ionian festival of the Delia. They appropriated Homer as well.
And they did so by making the Homeric Iliad and Odyssey the primary repertoire for
performance at the most important festival in that city, the Panathenaia.”

This appropriation did not happen all at once. Still, there was a most decisive
moment that led to it, and we can see that moment in the following description of an
initiative taken by one of the sons of Peisistratos, Hipparkhos, when he ‘brought over’
(komizein) the Homeric Iliad and Odyssey to Athens for performance there at the
seasonally recurring festival of the Panathenaia:

TRdpXW, ... 0¢ GAAA Te TOAAX Kol KaA& €pya cogiag dnedé€ato, kal Ta ‘Ourjpov €nn
TPAOTOG EKOULOEV E1¢ TRV YV TAOTNV, K&l NvayKaoe Toug papwdols Mavabnvaiong €€
oA Pew( €@e€iic avtd duévat, Gomep vOv €Tt 01de motovoLv.

Hipparkhos, ... who publicly enacted many and beautiful things to manifest his
expertise [sophia], especially by being the first to bring over [komizein] to this land [=
Athens] the verses [epos plural] of Homer, and he required the rhapsodes
[rhapsaidoi] at the Panathenaia to go through [diienai] these verses in sequence
[ephexes], by relay [ex hupolépseds], just as they [= the rhapsodes] do even nowadays.

“Plato” Hipparkhos 228b-c

Partly on the basis of this passage, Martin West has argued that Hipparkhos arranged
for the first complete performance of the Homeric Iliad and Odyssey by rhapséidoi
‘rhapsodes’ competing at the festival of the Panathenaia that was celebrated in 522 BCE
(starting on 19 August).” In the book Homer the Preclassic, I in turn have argued that
these epics had been ‘brought over’ (komizein) to Athens from the island state of Chios,
along with Homer’s notional descendants, called the Homeridai, who were the official
performers of these epics in Chios.” [[287288]]

I find it relevant to highlight here a passing reference in Plato to a garland of
gold that the rhapsode Ion of Ephesus expects to win in competition for first prize in
rhapsodic performance of Homer at the feast of the Panathenaia: Ion is quoted as

* HPC 1825.

2 West (1999) 382.

** HPC 18853-54, 141-156. The use of the word komizein in this passage (“Plato” Hipparkhos
228b), in expressing the idea that Hipparkhos ‘brought over’ to Athens the epé (= epos
plural) ‘verses’ of Homer, is parallel to the use of the same word komizein in expressing
the idea that Hipparkhos also ‘brought over’ to Athens the poet Anacreon - on a state
ship, from the island of Samos (228¢). These two initiatives are relevant to my overall
argumentation about the shaping of the Panathenaia by the Peisistratidai (HQ 81n50).
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saying that this garland will be awarded to him by the Homéridai (Ion 530d). As I argue in
the book Homer the Classic, this reference to the Homeridai shows that the Athenians in
the late fifth century (which is the dramatic time of the Ion) recognized the Homeridai of
Chios as the official regulators of rhapsodic competitions in performing the Homeric
Iliad and Odyssey at the Panathenaia in Athens.”

From what we saw earlier in the narrative about Hipparkhos, son of Peisistratos,
it was this historical figure who ‘brought over’ (komizein) these ‘sons of Homer’, the
Homeéridai, from Chios to Athens.

In this light, we can see more clearly the significance of the fact that the speaker
in the Homeric Hymn to Apollo says explicitly that his home is the island of Chios (171-
173). Such a Chiote signature on the part of the speaker was for Athenians a sign of
their claim to the ownership of Homer. When Thucydides recognizes the speaker of the
Hymn to Apollo as Homer (3.104.4, 5, 6), he is expressing an Athenocentric point of view
by equating Homer, poet of the Iliad and Odyssey as performed at the Panathenaia in
Athens, with Homer of Chios, the notional ancestor of the Homeridai, who is envisioned
as performing the Homeric Hymn to Apollo at the Delia in Delos.”

From an Athenocentric point of view, then, the Homeric Hymn to Apollo and the
Homeric Iliad and Odyssey are all composed by Homer, ancestor of the Homéridai. And all
this poetry is composed in a meter known as the dactylic hexameter, which as we will
see is the primary medium of performance for rhapsodes in general and for the
Homeridai in particular.

An ancient post-Athenocentric view of Homer

From a post-Athenocentric point of view, by contrast, the man from Chios who
speaks in the Hymn to Apollo is not Homer but a rhapsode by the name of Kynaithos,
who may or may not be one of the Homéridai. This Kynaithos may be speaking in
Homeric hexameters as if he were Homer, but he is not Homer. A passage that
represents this alternative point of view comes from the scholia for Pindar’s Nemean 2:

‘Ounpidag EAeyov o0 pev dpyxaiov tovg &nod tol ‘Ourjpouv yévoug, ol Kal Thv moinotv
a0tob ék Sradoyfic Rdov- uetd 8¢ tadta kai of paPpwdoi ovKkéTt TO yévog gic “Ounpov
avayovteg. Emeaveig 8¢ éyévovto ol mept Kovaibov, 0U¢ @aot ToAAG TGOV NV
notjoavtac éuPaleiv i¢ Tv ‘Ourpov moinotv. Av 8 6 Kivabog to yévog Xiog, d¢
KAl TOV EMYPAPOUEVWY ‘OU POV TOINUATWY TOV €1¢ ATOAA WV YEYpapwS UUvov

» HC 3836.
?¢ HPC 1§§138-140.
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dvatéBerkev adT®. obToc 00V 6 KOvatdog mp&tog v Tupakoivoal épadnoe Td
‘Ourpov €nn katda thv €0’ OAvumidda, w¢ TnndoTpatds notv.

Homeridai was the name given in ancient times to those who were descended from
the lineage of Homer and who also sang his poetry [poiésis] in succession [ek
diadokhés]. In later times, (it was the name [[288|289]] given also to) rhapsodes
[rhapsoidoi] who could no longer trace their lineage back to Homer. Of these,
Kynaithos and his association became very prominent. It is said that they are the
ones who made many of the verses [epos plural] of Homer and inserted [en-ballein]
them into his [= Homer’s] poetry [poiésis]. Kynaithos was a Chiote by lineage, and, of
the poetic creations [poiémata] of Homer that are ascribed to him [epigraphein] as his
[= Homer’s], it was he [= Kynaithos] who wrote [graphein] the humnos to Apollo and
attributed it to him [= Homer].” And this Kynaithos was the first to perform
rhapsodically [rhapsoidein] in Syracuse the verses [epos plural] of Homer, in the 69th
Olympiad [= 504-501 BCE], as Hippostratus says [FGH 568 F 5].

Scholia for Pindar Nemean 2.1c lines 1-10

It can be argued that the ultimate source for this compressed and elliptic account
transmitted in the scholia for Pindar is Aristarchus of Samothrace, head of the Library
of Alexandria in the second century BCE.” As for the dating of Kynaithos by
Hippostratus, the time-frame of 504-501 BCE for his rhapsodic performance in Syracuse
is comparable with the date proposed for the performance of the Homeric Hymn to Apollo
on the occasion arranged by Polycrates of Samos: as we have seen, that date could be
522 BCE.” So the performer for that occasion could have been Kynaithos himself.

The scholia for Pindar have more to say about this Kynaithos:
P1AGY0po¢ d¢ &md Tob cuvTiBéval Kal pAntely TV OV 0UTw @noiv avtolg
npookekAfobat. dnAoi 8¢ 0 ‘Holodog Aéywv:

&v AAw téte TpOTOV €Y Kol “Ounpog doidol
UEATOUEVY, €V VEAPOTC DUvVOLg pdpavTeg Gotdrv,

®oifov AndAAwva xpuodopov, OV Téke ANTW.

# Martin (2000b) 419n58 suggests that the phrasing here could mean instead: ‘and
dedicated it to him [= Apollo]’. See also Collins (2004) 184.

?® See HTL 28-29n14, where I argue that Aristarchus is the basic source for the statement
up to the portion mentioning the testimony of Hippostratus concerning the date of a
rhapsodic performance by Kynaithos in Syracuse.

* Again I refer to Burkert (1979) 59-60, Janko (1982) 112-113, and West (1999) 369-
370n17 (who argues for the date 523 instead of 522).

12



papwdioat 8¢ enot tp&Tov OV ‘Holodov NikokAfG. Mévaiyuog 8¢ ioTopel Tovg
paPwdovg oTixwdoUg kaAeiobat i TO Tovg oTixoug paPdovg AéyesBat Ud TIvwv.
IAAWG. ‘Ounpidat mpdtepov pev ol ‘Ourjpov aidec, Uotepov Ot ol mepi Kovaibov
paBdwdoi: obrot yap TV ‘Ourjpov moinotv okedacdeicav éuvnudvevov kai
dmriyyeAov: édvurvavto 8¢ aUTh mdvu. aiel 0OV TV dpxNV 0¢ éml TO TAgicTOV €K
M0g €notobvto mpootutalduevot, Eviote 8¢ kal Movo®v.

Philochorus [FGH 328 F 212] says that they [= rhapsoidoi] were called that [=
rhapsaidoi] on the basis of the idea of composing, that is, stitching together, the
song. Proof for this comes from Hesiod, who says [= Hesiod F 357]:

In Delos, back then at the very beginning, I and Homer, singers [aoidoi],
sang-and-danced [melpein],”’ stitching together [rhaptein] a song in new humnoi,

making Phoebus Apollo the subject of our song, the one with the golden
weapon, the one born of Leto. [[289|290]]

Nicocles [FGH 376 F 8] says that Hesiod was the first to perform rhapsodically
[rhapsaidein]. The investigations of Menaechmus indicate that rhapsodes [rhapsoidoi]
were called verse singers [stikhoidoi] because verses [stikhoi] were called staffs
[rhabdoi] by some people. Here is another version: the Homeridai were in former
times the descendants of Homer, but then, in later times, they were a group
comprised of Kynaithos and his associates, who were called rhabdaidoi [staff-
singers]. For these [= Kynaithos and his associates] are the ones who used to bring
back to memory and to perform the poetry [poiésis] of Homer, which had been
scattered. But they mistreated [lumainesthai] it [= the poetry]. And they [= the
Homeridai] always started with a prooemium [prooimion], making mostly Zeus their
point of departure and occasionally the Muses.

Scholia for Pindar Nemean 2.1d lines 14-29

In the first part of the relevant Pindar scholia, as quoted earlier, it was claimed

that Kynaithos and his associates ‘interpolated’ (en-ballein) additional hexameter verses
and ascribed to Homer various other compositions. Supposedly, rhapsodes like
Kynaithos illegitimately interpolated additional verses to augment the original verses
of Homer.”

In the second part of these same scholia, as quoted just now, it is claimed that

Kynaithos and his group ‘mistreated’ the body of Homeric poetry. As we can see from

** The verb melpein / melpesthai and the noun molpé convey the combination of singing
and dancing: PH 12§29n62 (= p. 350) and né4 (= p. 351).
' HPC 18160.

13



the claims in the first part, this alleged mistreatment involved the adding of hexameter
verses that were not originally Homeric.

To test the supposition that Kynaithos added verses to Homer’s own verses, let
us consider the structure of the Homeric Hymn (3) to Apollo as we have it. This hymn
appears, at least on the surface, to be a combination of two originally separate hymns,
and so it seems reasonable to understand the Pindaric scholia to mean that Kynaithos
did add verses to an earlier hymn composed by Homer. In terms of such an
understanding, the verses supposedly added by Kynaithos could be described as
Hesiodic rather than Homeric. Here is why. These verses constitute the part of the
Homeric Hymn to Apollo that celebrates the god Apollo as he was worshipped at Delphi. In
other words, the referent of these verses was the Pythian [[290[291]] Apollo, not the
Delian Apollo who was worshipped at Delos. And, as Richard Martin has shown, the
verses of the Homeric Hymn to Apollo celebrating the Pythian Apollo are distinctly
Hesiodic in style, whereas the verses celebrating the Delian Apollo are distinctly
Homeric.” By the term “Hesiodic” he means the style that is characteristic of the
Theogony and Works and Days; by “Homeric” he means the style that is characteristic of
the Iliad and Odyssey.”

If Kynaithos himself really performed the Homeric Hymn to Apollo at the festival
of the Delia at Delos in 522 BCE, it follows that this would-be descendant of Homer
could have conflated a Homeric Hymn to Apollo with a rival Hesiodic Hymn, treating the
Hesiodic version as an aspect of an overall Homeric tradition.*

In terms of such an ancient post-Athenocentric point of view, then, the real
Homer would have performed a Hymn to Apollo that was more simple than the
augmented Hymn as performed by Kynaithos of Chios, and the supposedly original
Homeric Hymn would have celebrated only the Delian Apollo at Delos, not the Pythian
Apollo at Delphi.

Other ancient views of Homer

Such an ancient view of Homer must have been based on the evidence of an
ancient text of the Homeric Hymn to Apollo that featured both the Delian and the Pythian
portions as they have survived to this day. To be contrasted are other ancient views
that must have been based simply on the hearing of a performance, not on the reading
of a text.

* Martin (2000b).

3 HPC 1§174. See also Petrovi¢ (2012 and 2013).

** HPC 1§175. As for why the Hymn to Apollo survives as a Homeric and not as a Hesiodic
Hymn, I offer an explanation in HB 302.
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For audiences who heard a rhapsode perform the Hymn on a given occasion at
the festival of the Delia, what would matter is not the identity of the rhapsode but the
identity of the poet who was being re-enacted by the rhapsode. Similarly, for audiences
who heard rhapsodes perform the Homeric Iliad or Odyssey on a given occasion at
[[291]292]] the festival of the Panathenaia, what would matter is the simple fact that the
rhapsodes re-enact Homer.

Here and hereafter, I equate the concept of ‘re-enactment’ with the concept
conveyed by the Greek word mimésis, which I hereafter write simply as mimesis. As I
argue in the book Poetry as Performance, when the Homeric rhapsode performs the
words that say ‘tell me, Muses!’ (Iliad 11 484) or ‘tell me, Muse!” (Odyssey i 1), this ‘T’ is not
just a representation of Homer: it is Homer.” In other words, the rhapsode is re-
enacting Homer by performing Homer, and he is Homer so long as the mimesis stays in
effect, so long as the performance lasts. From the standpoint of the mimesis, the
rhapsode is a recomposed performer: he becomes recomposed into Homer every time
he performs Homer.*

From this point of view, the rhapsode who adds verses in the act of performance
does not necessarily disqualify himself as a re-enactor of Homer. The adding of verses is
an act of interpolation only in terms of a text, not in terms of a performance.

Evidence from Life of Homer narratives

What I just said about the adding of verses is a theme that is actually attested in
a text that belongs to a set of texts known as the Life of Homer narratives.” Before I show
the attestation, however, I offer a general formulation about the significance of such
narratives:*®

The Life of Homer traditions represent the reception of Homeric poetry by narrating
a series of events featuring purportedly “live” performances by Homer himself. In
the narratives of the Lives, Homeric composition is consistently being situated in
contexts of Homeric performance. In effect, the Lives explore the shaping power of
positive and even negative responses by the audiences of Homeric poetry in ad hoc
situations of performance. To put it another way, the narrative strategy of the Lives
is a staging of Homer’s reception.

My describing the Life of Homer traditions as a staging converges with my aim to
show that the narratives of these Lives are myths, not [[292|293]] historical facts,

PP 61.

* Again, PP 61. See also Papadopoulou (2004) and Petrovi¢ (2012).

*" For background on these narratives, see HPC 1§§55-136 (also Nagy 2004a).
*® HPC 18857-58.
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about Homer. To say that we are dealing with myths, however, is not at all to say
that there is no history to be learned from the Lives. Even though the various
Homers of the various Lives are evidently mythical constructs, the actual
constructing of myths about Homer can be seen as historical fact.

And the point I have just made about Life of Homer narratives applies also to Life of Hesiod
narratives.”

That said, I am ready to show the attestation I have found in the Life of Homer
narratives where even the figure of Homer himself is viewed in the act of adding verses
to his own compositions. It happens in the Herodotean Life of Homer, which is composed
in the Ionic dialect and which reflects a political and cultural perspective that is
favorable to the island state of Chios.” In this narrative, we catch the figure of Homer
himself in the act of ‘interpolating’ (en-poiein) by adding verses glorifying Athens while
composing the Iliad and Odyssey in Chios (Herodotean Life 379-399)." Homer eventually
leaves Chios and sails off for Athens, expecting to perform there his augmented version
of the Iliad and Odyssey after a stopover in Samos (Herodotean Life 483-484); when he sets
sail from Samos, however, Homer makes the mistake of making another stopover, on
the island of Ios, and he dies there before he can reach his final destination, which
would have been Athens (Herodotean Life 484-516).*

As we see from this example taken from the Life of Homer traditions, Homer can
be viewed as a prototypical performer whose compositions come to life in his
performances.

Unlike the Herodotean Life of Homer, where Homer composes for performance in
Athens though he never reaches Athens, another Life of Homer narrative shows another
outcome. This narrative, known as the Contest of Homer and Hesiod, is derived from the
work of Alcidamas, an Athenian intellectual who flourished in the fourth century BCE.”
According to the narrative of the Contest, [[293|294]] the figure of Homer does in fact get
to perform in Athens (276-285), and then he goes on to perform in other major cities of

** HB 278-280.

“ In citing from the Herodotean Life of Homer, 1 follow here the page- and line-numbering
of the edition by Allen (1912).

‘' HPC 18§94-98. At 18153, I offer an explanation for a complication that we see here in
the Herodotean Life of Homer: while this narrative accepts the idea that the Iliad and
Odysey as composed in Chios by Homer were later performed at the Panathenaia in
Athens, it differs from other such narratives by undermining the genealogy of the
Homeridai of Chios.

“ Commentary in HPC 1§§91-99, 141, 144, 154,

® In citing from the Contest of Homer and Hesiod, 1 follow again the page- and line-
numbering of the edition by Allen (1912).
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the Helladic mainland, especially Corinth (286-287) and Argos (288-314). Homer’s long-
awaited songmaking tour of the Helladic mainland, which failed to take place in the
Herodotean Life of Homer, is realized in the Contest of Homer and Hesiod.*

Homer as performer of the Hymn to Apollo in a Life of
Homer narrative

Just as Thucydides attributes the Homeric Hymn to Apollo directly to Homer, so
too does the Athenocentric narrative of the Contest of Homer and Hesiod:

gvdratpipag 8¢ tf) méAet xpdvov Tiva diémAevoey €ig AfjAov €i¢ TV Taviyvpiv. Kai
otafeig éml TOV KepdTivov Pwpdv Aéyet Guvov eic AtdAAwva ov 1] dpxn

pvricouat o0dE AdBwuat AndAAwvog kdtoto.

pnBévtog 8¢ tod Guvou ol uev "Twveg TOALTNV aTOV Kovov énotfjoavto, AfjAtot d¢
ypapavteg T €nn £i¢ AsVkwua dveéONKav &v T@ TG ApTEULdOC 1ep®. TAG O¢
Tavnyvpews Avbeiong 0 montng eig "lov €mAevoe mpog KpepuAov

After he [= Homer] stayed a while in the city [of Argos], he sailed over to Delos to
the festival [panéguris] there. And, standing on the Altar of Horn he speaks the
humnos to Apollo, the beginning of which is

I will keep in mind and not leave out of mind Apollo, who makes things work
from afar.

Then, after the humnos was spoken, the Ionians made him [= Homer] their common
citizen [koinos polites]. And the people of Delos, writing down his verses [epos plural]
on a white tablet [leukoma], dedicated them in the sacred space of Artemis. Then,
after the festival [panéguris] was declared to be finished, the Poet [poiétés] sailed to
los to meet Kreophylos.

Contest of Homer and Hesiod 315-322

As 1 argue in Homer the Preclassic, the myth about Homer in this narrative
amounts to an aetiology of the festival of the Delia.” (By aetiology, I mean a myth that
motivates an institutional reality, especially a ritual.*®) Also, this myth about Homer in
Delos motivates the institutional reality of Homeric reception, just as surely as it
motivates the institutional reality of the festival that defines Homer as the model

“ Commentary in HPC E§53
“ HPC 188124-136.
““BA 1682n2 (= p. 279).
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performer at that festival. And this reception depends on the basic idea that Homer
comes to life in performance.” [[294]295]]

Homer and Hesiod as performers of the Hymn to Apollo in
another Life of Homer narrative

In the myth we have just seen about the performance of Homer at the festival of
the Delia, there is no mention of anyone else performing at that festival. So we do not
expect to see anyone other than Homer performing at the Delia. But there exists an
alternative myth that shows another performer performing along with Homer at that
same festival, and that other performer turns out to be Hesiod. This alternative myth is
embedded in the verses of the Hesiodic fragment that I quoted earlier:

€v AAw téte TpOTOV €Y Kol “Ounpog doidol

UEATOUEVY, €V VEQPOTC DUvVOLG pdpavTeg Gotdrv,

®oifov AndAAwva xpuodopov, OV Téke ANTW.

In Delos, back then at the very beginning, I and Homer, singers [aoidoi],
sang-and-danced [melpein], stitching together [rhaptein] a song in new humnoi,

making Phoebus Apollo the subject of our song, the one with the golden
weapon, the one born of Leto.

Hesiod F 357

In terms of the myth embedded in these verses, Homer and Hesiod collaborated with
each other by producing two Hymns, that is, two humnoi - one performed by Homer and
the other performed by Hesiod.

Myths about contests of Homer and Hesiod

For the moment, I will concentrate on the idea of these two performances, not
on the actual mode of performing. In the myth that we have just observed, the
reference to performances by both Homer and Hesiod at Delos can be viewed as part of
a vast complex of variant myths centering on the myth of a competition between the
figures of Homer and Hesiod in a contest that will determine which of the two is the
better poet. In the example we have just seen, the idea of an actual competition is only
implicit, since the myth confines itself to showing the two poets in the act of producing
two Hymns together. As we are about to see, however, the idea of competition is explicit
in other examples.

I begin with two references to such a competition in the overall narrative of the
Contest of Homer and Hesiod. In the first of these two references, there is a passing

¥ HPC 18130.
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mention of a contest of Homer and Hesiod at Aulis in Boeotia (54-55). In the second
reference, we find the [[295|296]] beginning of an extended narrative about another
contest between these two figures, which takes place at Chalkis in Euboea (68) on the
occasion of funeral games commemorating the death of a king named Amphidamas (63-
64). In the course of this extended narrative, which takes up a huge portion of the
overall narrative of the Contest of Homer and Hesiod, Homer is ultimately defeated by
Hesiod in the poetic competition held at Chalkis, though the narrative attributes the
victory of Hesiod to the favoritism of a contemporary king who declares Hesiod as the
winner and who thus overrules the favorable reception that Homer is accorded by the
populace attending the contest (62-214).

It has been argued that the myth of the Contest of Homer and Hesiod as mediated
by Alcidamas was his own invention, based on a passing reference in Hesiodic poetry to
a poetic contest that Hesiod had won in Chalkis (Works and Days 650-659).” But the
argument that this myth was invented by Alcidamas in the fourth century BCE is
untenable. Even in terms of this argument, it has to be admitted that the verses quoted
in the text of the Contest as the verses of Homer and Hesiod themselves “were already
current in the fifth century.”” And there is ample evidence to show that the myths
embedded in the text of the Contest must be far earlier than even the fifth century
BCE.”

As I will now argue, one version of the myth of the contest is embedded even in
the Hesiodic Works and Days. And, as I will argue thereafter, another version is
embedded in the Homeric Hymn (3) to Apollo.

An embedded myth about the Contest of Homer and
Hesiod in the Hesiodic Works and Days

In the Hesiodic Works and Days, we see such a trace in a variant verse reported by
the Hesiodic scholia. In this variant verse, Hesiod is declaring that his adversary in the
poetic contest that he won in Chalkis was Homer himself: [[296]|297]]

Uuve viknoavt €v XaAkid Osiov “Ounpov
defeating god-like Homer with (my) humnos, at Chalkis
Hesiod Works and Days scholia for verse 657a ed. Pertusi

instead of

VUV VIKNoaVTa QEPELY TPImod” wTWeVTa

*® West (2003) 299.
¥ West (2003) 299.
> HB 300.
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winning with (my) humnos, (I say that I) carried away (as a prize) a tripod with
handles on it.

Hesiod Works and Days verse 657

The variant verse mentioning Homer is also attested in the Contest of Homer and Hesiod
(213-214), where it is part of an epigram ascribed to Hesiod, who reputedly composed it
in celebration of his victory over Homer.

All this is not to question whether the variant verse as attested in the medieval
manuscript tradition of the Works and Days (657) is genuine to the Hesiodic tradition.
This verse mentioning the tripod itself may be just as genuine as the verse mentioning
Homer. And each one of these two alternative verses is composed in an epigrammatic
style that characterizes the verses that follow (658-659) as also the verse that precedes
(656). Though both of these two variant verses may be genuine, the one that directly
mentions Homer must have been phased out in the course of the poem’s crystallization
into a fixed text.”!

An embedded myth about the Contest of Homer and
Hesiod in the Homeric Hymn (3) to Apollo

In the Homeric Hymn (3) to Apollo, there is no explicit reference to the names of
either Homer or Hesiod, and there is no explicit reference to a competition between the
two. But there is an implicit competition in the form of a competing set of two parts of
one Hymn. One of these two parts of the Hymn, as we have seen, is addressed to Apollo
as worshipped at the festival of the Delia at Delos and the other is addressed to Apollo
as worshipped at the festival of the Pythia at Delphi. The competition between these
two parts of one Hymn, as we have also seen, is all-pervasive, if Martin is right that the
Delian part is composed in a Homeric style while the Pythian part is composed in a
Hesiodic style.” [[297|298]]

And the winner of this implicit competition between Homer and Hesiod must be
in this case Homer, not Hesiod, since the Delian part of the Homeric Hymn to Apollo
predicts the superiority of Homer to all other poets every time he returns to the Delia.
In response to the question addressed to the Maidens of Delos, ‘Who is the most
pleasurable of singers that wanders here, in whom do you (Maidens) take the most
delight [terpesthai]?’ (verses 169-170), the Delian Maidens must declare that the greatest
singer of them all is the blind man who dwells in Chios (verse 172). This blind man,
ancestor of the Homéridai of Chios, must be Homer himself, who keeps eternally

°! HB 304, with reference to further argumentation in GM 78.
°2 Martin (2000b). See also Petrovi¢ (2012).

20



returning to the seasonally recurring festival of the Delia to ask the same eternal
question that calls for the same eternal response.”

The ‘someone’ who asks the Delian Maidens the question that leads to their
response is described as a wanderer who comes to the Delia and will be hosted there
(verses 167-168). In the version as transmitted in the medieval manuscript tradition,
the use of the wording tis ‘someone’ (verse 167) leaves open the option of imagining the
same singer returning again and again, in an eternal loop, with each seasonal
recurrence of the festival of the Delia. As for the version as transmitted in the quotation
made by Thucydides from the Hymn, the variant wording tis ... allos ‘someone else’
(verses 167-168) leaves open the same option.*

It remains to be seen how the identity of Homer depends on his interaction here
with the Delian Maidens in the Homeric Hymn to Apollo. But first, we must consider
further the theme of Homer’s eternal return at the festival of the Delia.

Homer and Hesiod as rhapsodes

When the Homeric Hymn to Apollo says that Homer the wanderer returns
eternally to the Delia, what is really being said is that Homer gets to be re-enacted year
after year by wandering rhapsodes who compete at each new seasonally recurring
occasion of the festival. The idea is that Homer gets to be re-enacted eternally by
rhapsodes. As we have already seen, the ‘T’ or ‘me’ in rhapsodic performances of
Homeric poetry is notionally Homer himself, not the rhapsode. And I must now add
that the same principle applies to Homer’s eternal competitor, Hesiod. [[298|299]]

Not only are Homer and Hesiod re-enacted by rhapsodes. They are imagined as
performing like rhapsodes in their own right. The variant myths about a primal contest
of Homer and Hesiod stem from the idea that these two poets performed like
rhapsodes, and this idea in turn stems from variant rhapsodic traditions in the
transmission of Homeric and Hesiodic poetry. The existence of such rhapsodic
traditions is acknowledged by Plato, as when Socrates imagines Homer and Hesiod
themselves in the act of ‘performing in the manner of rhapsodes’ (rhapsdidein) as they
‘go wandering around’ (perierkhesthai) from city to city (Plato Republic 10.600d-e
paP WiV ... mepudvrac).

> HC 28838-39.

** At verse 168 of the Homeric Hymn to Apollo, according to the version quoted by
Thucydides 3.104.5, the wanderer who arrives at Delos is described as allos - seemingly
some person ‘other’ than the speaker. Even in terms of this variant, my formulation
holds: this seemingly ‘other” person becomes the same person as the speaker - once the
response of the Delian Maidens to that ‘other’ person is actually quoted by the speaker.
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The wording we find here is strikingly similar to the wording we find in the
Contest of Homer and Hesiod, where Homer is explicitly pictured as a rhapsode who
wanders from city to city: motjoavta yap tov Mapyitnv “Ounpov nepiépxecdot kata
oA papwdodvta ‘having made [poiein] the [comic poem] Margites [in the city of
Colophon in Asia Minor], Homer went wandering around [perierkhesthai] from city to
city, performing in the manner of rhapsodes [rhapsdidein]’ (55-56).” After his poetic
competition with Hesiod at Chalkis (72-211), Homer is said to continue his life as a
wandering rhapsode, and the wording echoes the earlier wording we saw just a
moment ago: mepiepXOuevog EAeye ta mouata ‘as he went wandering around
[perierkhesthai], he was telling his poetic creations [poiemata]’ (255).

Rhapsodic competition and collaboration

I focus on the symmetrical image, as verbalized by Plato’s Socrates, of Homer
and Hesiod as itinerant professional rhapsoidoi ‘rhapsodes’ who perform at urban
festivals (Plato Republic 10.600d-€). A prime example of such performances is the
tradition of rhapsodic competitions in performing Homeric and other epic poetry at
the festival of the Panathenaia in the city of Athens. And, as we can see most clearly
from the surviving evidence about that tradition, rhapsodic performances at such a
festival were not only competitive: they were also collaborative. [[299]300]]

At the festival of the Panathenaia, already in the era of the Peisistratidai,
competing rhapsodes were required to take turns in performing by relay the Homeric
Iliad and Odyssey, as we saw in the passage I quoted earlier from the Platonic Hipparkhos
(228b-c):

TRdpXW, ... 0¢ GAAA Te TOAAX Kol KaAX €pya cogiag dnedé€ato, kal Ta ‘Ourjpov €nn
TPAOTOG EKOULOEV E1¢ TRV YV TAOTNV, K&l NVayKaoe Toug papwdols Mavabnvaiorg €€
oA Pew( EQe€iic avtd duévat, Gomep vOv €Tt 010 motovoLv.

Hipparkhos, ... who publicly enacted many and beautiful things to manifest his
expertise [sophia], especially by being the first to bring over [komizein] to this land [=
Athens] the verses [epos plural] of Homer, and he required the rhapsodes
[rhapsaidoi] at the Panathenaia to go through [diienai] these verses in sequence
[ephexes], by relay [ex hupolépseds], just as they [= the rhapsodes] do even nowadays.

“Plato” Hipparkhos 228b-c

In such rhapsodic performance by relay, collaboration was fused with competition,
since the rhapsodes competing at the Panathenaia would be expected to collaborate

*>Iback up this interpretation of the text in HPC 1§§103-107.
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with each other in the process of performing, by relay, successive parts of integral
compositions like the Homeric Iliad and Odyssey.*®

The regulating of rhapsodes in their relay performances, as we see it at work in
the description we read in the Platonic Hipparkhos, did not originate at the festival of
the Panathenaia at Athens, even if Hipparkhos can be credited with the initiative of
bringing over to Athens, for the Panathenaia of August 522 BCE, the Homeridai of Chios
for the purpose of regulating the rhapsodic performances of the Homeric Iliad and
Odyssey at that Athenian festival. As the work of Douglas Frame has shown, such
regulation of rhapsodic performance by relay, as represented by the Homéridai, was
already operational in the late eighth and early seventh centuries at the festival of the
Panionia held at the Panionion of the Ionian Dodecapolis in Asia Minor.”’ Still, since the
practice of regulating the relay performances of rhapsodes can be seen most clearly in
the case of the Panathenaia in Athens, I will refer to this practice as the Panathenaic

Regulation.”

The model I have developed so far, where rhapsodes collaborate as well as
compete in the process of performing, by relay, successive parts of integral
compositions like the Homeric Iliad and Odyssey, can be used to explain the unity of
these epics as they evolved over time.” And now it can also be used to explain the unity
of the Homeric Hymn to Apollo as a fully integrated composite of two Hymns. The
[[300|301]] prototypical event of performing such a composite of a Delian Hymn
composed by Homer and of a Pythian Hymn composed by Hesiod is dramatized in the
Hesiodic fragment that I already quoted earlier:

&v AAw téte TpOTOV €Y Kol ‘Ounpog doidol

UEATOUEVY, €V VEAPOTC DUvVOLg pdpavTeg Gotdrv,

®oifov AndAAwva xpvodopov, OV Téke ANTW.

In Delos, back then at the very beginning, I and Homer, singers [aoidoi],

sang-and-danced [melpein], stitching together [rhaptein] a song in new humnoi,

*° PR 36-69. For a comparative perspective on the concept of competition-in-
collaboration, see PP 18.

*” Frame (2009) ch. 11. Also, I agree with Frame’s argument (pp. 583-584) that the
Homeric Iliad and Odyssey, as epic traditions, “reached Athens almost immediately after
they took root on Chios, and that even earlier they may have begun to be known in
Athens directly from the Panionia.” In terms of this argument, Hipparkhos can be
credited only with the actual authorization of the Homéridai as regulators of epic
performances by rhapsodes at the Panathenaia in Athens.

*® More on the Panathenaic Regulation in HC 28297 and HPC 1§8§37-43, 47, 54, 144, 166-
168, 229-231; 1188109-110; E§69.

** PR 42-47.
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making Phoebus Apollo the subject of our song, the one with the golden
weapon, the one born of Leto.

Hesiod F 357

The word rhaptein ‘stitch together” as used in these verses is a reference to the
performances of rhapsodes, since the word rhapsdidos means, etymologically, ‘he who
stitches together [rhaptein] songs [aoidai]’.*° As for the word melpein ‘sing-and-dance’ as
also used here, I need to postpone my analysis until we reach a later point in the
argumentation.

As we can see from these verses, a rhapsodic performance of a Hymn to Apollo at
the Delia in Delos was not necessarily envisioned as one performance by one rhapsode.
There could be successive rhapsodic performance by successive rhapsodes, even by
successive Homéridai, who could be re-enacting Homer and Hesiod in succession. And
such succession would require collaboration as well as competition.

In making this point, I draw on the relevant wording in the scholia for Pindar’s
Nemean 2 (1c), focusing on the expression ek diadokhés with reference to the relay
singing of the Homeéridai of Chios: oi kal thv moinotv adtod £k Sadoxfig 1dov ‘and they
[= the Homeéridai] also sang his [= Homer’s] poetry [poiésis] by taking turns [ek diadokhés]’.

This expression ek diadokhes is conventionally translated as ‘in succession’.* But
such a translation leaves it open whether the ‘succession’ is from ancestor to
descendant or from one participant to another while taking turns. In Homer the
Preclassic, 1 analyze examples of this expression where we see both senses, succession
by heritage and succession by relay.® [[301|302]] We find an example of the first sense
in the scholia for Pindar’s Olympian 6 (158a), where Hieron is said to have inherited a
priesthood ek diadokhés ‘in succession’ from one of his ancestors. We find an example of
the second sense in the scholia for Pindar’s Pythian 12 (25 ed. Semitelos), where the
three Graiai are said to share one eye and one tooth, using them ek diadokhés ‘in relay’,
that is, by taking turns. There is another example in Aristotle’s Physics (5.227a28-29):
kal ooV 1] Aaumdg <f)> ¢k S1adox g opd éxouévn, cuvexng & ol ‘and just as the torch
race by relay [ek diadokhés] is locomotion that is consecutive but not continuous ...".
Moreover, the expression ek diadokhés can mean ‘taking turns’ in contexts where it is
used together with allélois ‘with each other’. A case in point is a passage from Aristotle
(F 347.15 ed. Rose via Aelian Varia Historia 1.15) where he describes how a mother bird
and a father bird warm the eggs in their nest by taking turns (ek diadokhes) with each
other (allelois). In Homer the Preclassic, I produce further examples of such a sense of

% PP 61-69.
1 So West (1999) 368.
52 HPC 18§163-164.
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relay, but here I confine myself to just one more: in the scholia D for Iliad 1 (604), ek
diadokhés refers to the relay singing of the Muses: kai abtar AnéAAwvog k1Bapilovrog
éx Sradox g mapd uépog ndov ‘and they, while Apollo was playing the kithara, were
singing in relay [para meros], by taking turns [ek diadokhés]’. I will return to this last
example at a later point in my argumentation.

On the basis of the examples we have just seen, besides other examples, I have
put together this formulation about rhapsodic traditions of relay performance,
applying the terms synchronic and diachronic as pioneered by Saussure:*

The synchronic succession of relay singing may be a ritualized way of representing
the diachronic succession of singing Homer’s songs from one generation to the
next. In order to represent this diachronic succession of generations, there has to
be a synchronic grouping of these generations as a corporation of practitioners.
That corporation is named as the Homeéridai, the ‘descendants of Homer’. In the act
of performance, the descendants are all synchronized as one corporation who
incorporate the ancestor by taking turns in re-enacting him. The same can be said
about, say, the mother bird and the father bird that feed their young in relay: that
principle of relay is the model for the idea that each new generation has to follow
the practice of the previous generation in feeding the young. Or again, the principle
of the relay in the Athenian torch race is a ritualized way of expressing the
continuity of the tradition of torch racing in and of itself. We may compare the idea
of the Asklepiadai, notional descendants of the prototypical physician Asklépios, who
are figured as a corporation of physicians who practice medicine by continuing the
practice of their ancestor. So also the Homeridai, notional descendants of Homeros,
are figured as a corporation of singers who continue the practice of singing Homer.
For them to sing in relay is a synchronic ritualization of the diachronic continuity.

In the scholia for Pindar’s Nemean 2 (1c), the idea that members of this corporation
of the Homeéridai sing the poetry of Homer in relay, taking turns, is then followed up
by the idea of generational succession. But the legitimacy of this succession is
questioned. From an Aristarchean perspective, the successors of Homer are not
genuinely doing what their predecessor had done, and so they are not genuine. So
they are illegitimate. This supposedly illegitimate corporation described as ot mept
KovaiBov ‘Kynaithos and his association’ engage in various poetic activities like
‘interpolating’ (en-ballein) additional verses to augment the supposedly genuine
verses of Homer or ‘ascribing’ (epi-graphein) to Homer a humnos that they composed
on their own. Even though the statement as recorded in the scholia for Pindar

* Again, HPC 1§§163-164. For my use of the words synchronic and diachronic, see HR 1,
with reference to Saussure 1916:117.
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rejects the poetic activities of ‘Kynaithos and his associates’ as illegitimate, typical
of those who are more recent than the genuine Homer, it nevertheless sets up a
parallel between them and the Homeridai - as associations of performers. By
implication, just as the Homeridai sing Homer as a group, taking turns, so too
‘Kynaithos and his associates’ sing Homer as a group, taking [[302|303]] turns.
Whatever it is that ‘Kynaithos and his associates’ may do, the statement is explicit
about what is done by the Homeéridai: they sing the poetry of Homer ‘by taking turns’
(ek diadokhes).

This formulation applies primarily to the model of the Homeric Iliad and Odyssey as
relay poetry performed by the Homéridai, but it can apply secondarily to the Homeric
Hymn to Apollo, in the sense that Homer and Hesiod can be imagined as performing by
relay. And, in this kind of relay performance, Homer and Hesiod would have to be
collaborating with each other while they are competing with each other.

There are traces of this theme of rhapsodic relay even in the narrative of the
Contest of Homer and Hesiod, the setting of which is Chalkis. In this case, however, the
balance between competition and collaboration is markedly uneven, and the narrative
makes it evident that the unevenness stems in part from the faulty and even unfair
regulation of this contest at Chalkis by the king who presides. In the course of the
unfairly regulated competition between Homer and Hesiod in this narrative, Hesiod has
the advantage of testing Homer unilaterally by challenging his rival to perform a
variety of feats in poetic improvisation (72-204). Still, even though the terms of this
particular [[303|304]] competition are shown to be unfair, the formal characteristics of
Hesiod’s quoted poetic challenges and of Homer’s quoted poetic responses are in fact
typical of what we find in ancient reportage concerning rhapsodic competitions that
actually took place in the historical period extending from the sixth into the fourth
century BCE.**

At one point in the narrative of the Contest, after Homer has already countered
successfully the initial poetic challenges thrown at him by Hesiod, he is challenged with
what is meant to be an impossible poetic task:

0 6¢ ‘Holodog axBeabeic £mi tf] ‘Ourpov eOnuepla £l TV TOV AdpwV OPUNCEV
EMEPWTNOLV Kl PNot TOVEJE TOVG OTIXOUC!

Mo0U0o’ &ye pot td T €6vta td T €600ueva Tpd T €0VTa

TOV pev undev &eide, ov & &AANG uvijoat Goidig.

0 8¢ “Ounpog PovAduevog dkoAovOwe to dropov Aboat @noiv:

% Collins (2004) 177-178, 185.
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00d¢ ot Aupi ALd¢ TOUPW Kavaxrmodeg Trmot

dpuata cuvtpipovoty €pilovTeg TEPT VIKNG.

Hesiod, irritated with Homer’s success, resorted to the posing of unsolvable riddles
[apora], (and he started by) saying the following verses:

Come, Muse, sing for me things that are and that will be and that have been
once upon a time,

yes, sing them, and, of all these things, sing nothing, but you must have in mind
the rest of the song.*

Then Homer, wishing to find a consequential way of solving an unsolvable riddle
[aporon], said:

Never around a tomb of Zeus will horses with clattering hooves

smash up the chariots they draw as they compete for victory.

Contest of Homer and Hesiod 94-101

Another version of this competitive exchange is provided by Plutarch (Banquet
of the Seven Sages 10 pp. 153f-154a), who says that it was another poet, Lesches of Lesbos,
who challenged Hesiod by way of quoting his own verses about saying nothing about
everything (Lesches Little Iliad F 23 ed. Allen), to which Hesiod responded by way of
quoting verses of his own about the impossible event of a funeral for Zeus (p. 56.2-3 ed.
Wilamowitz). In the version of the myth as we have just seen it in the Contest of Homer
and Hesiod, by contrast, the verses that match closely the verses quoted by Lesches are
attributed to Hesiod (97-98), whereas the verses that match closely the verses quoted
by Hesiod are attributed to Homer (100-101).*

®Tinterpret the expression 8AANG ... 0187 in this passage to mean ‘the rest of the
song’, not ‘another song’. At a later point, I will examine further contexts of this and
other related expressions, showing that these expression refer to the poetics of
rhapsodic relay, where one rhapsode takes over from the previous rhapsode in
performing what becomes one song by way of the relay. In the present context, the
challenge in the riddle is this: how can you sing ‘the rest of the song’ in competitive
relay with the previous singer if you cannot sing anything about the past, present, and
future? Homer rises to the challenge by singing, in competitive relay, about an event
that is surely exempt from the past, present, and future because it can never happen,
and that event is the death of Zeus, to be commemorated by funeral games held in the
god’s honor. If we chose the alternative interpretation, ‘another song’, then the point of
Hesiod’s challenge would be blunted, because there would be no difficulty in
responding to the challenge of simply performing ‘another song’, which would not
need to be a distinctly different song and could even be any other song at all.

° HB 303; further analogies are discussed there.
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The parallelism of Homer and Hesiod as symmetrically matched poetic
opponents is formalized only at the very end of the Contest of Homer and Hesiod, when
the storytelling reaches the final phase of the contest (176-210): “It is only when each
poet is asked to recite the finest piece of his poetry that their abilities can be weighed
against one another.”

This last part of the Contest of Homer and Hesiod is what comes closest to what we
see in the Homeric Hymn to Apollo, which combines the best of Homer as a master of this
form of poetry with the best of Hesiod as a rival master.*® But Hesiod, unlike Homer, is a
recessive figure in this Hymn, which after all represents the legacy of the Homeridai. In
the end, the Hymn to Apollo survives as a Homeric Hymn, not as a Hesiodic one. The
figure of Hesiod could perhaps have defeated Homer at the festival of the Pythia in
Delphi, just as he defeats him at Chalkis, but Hesiod cannot defeat Homer at the festival
of the Delia in Delos, where Homer as the ancestor of the Homeéridai must have his own
victory.*” [[304]305]]

A distinction between rhapsodic and choral performance

The theme of a victory by Homer over Hesiod at the Delia in Delos is linked with
the theme of Homer’s interaction with the Delian Maidens in the Hymn. This
interaction, as the text of the Hymn makes clear, leads to Homer’s status as a pan-
Hellenic celebrity: once Homer leaves Delos behind after his performance there, he will
wander from city to city throughout the Hellenic world (174-176), spreading the poetic
kleos ‘fame’ of the Delian Maidens (174), and this fame will be a reciprocation of the
fame of his own poetry, which is thus universalized (173). So this fame, stemming from
Homer’s interaction with the Delian Maidens at the Delia, is essential for his victory at
that festival. But there is a distinction to be noted here: although Homer wins by way of
performing as a rhapsode, the Delian Maidens with whom he interacts are performing
in a mode that is not rhapsodic but choral. This distinction between rhapsodic and
choral performance turns out to be vital for an understanding of the Homeric Hymn to
Apollo and of all the Homeric Hymns.

Before we proceed, I must note that I use the words choral and chorus in the

ancient sense of the Greek word khoros, which means ‘song-and-dance group’ or ‘choral

*” West (2003) 200.

% Such a combination of hymns, I should note, could have been performed solo as well
as by relay. Even a solo performance, however, would have accommodated a re-
enactment of a relay from Homer to Hesiod, so long as the principle of performing by
relay was in any case embedded in the conflated composition.

® On a potential competition between Homer and Hesiod at Delphi, see HB 300-303. A
related topic, as I show there, is the appropriation of Hesiodic poetry by the
Peisistratidai of Athens.
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group of singers-dancers’, to be contrasted with the everyday meaning of the modern
English word ‘chorus’, which fails to convey the aspect of dancing that complemented
the aspect of singing in the ancient Greek word khoros.”

That said, I begin by elaborating on the point I just made, that the performance
of the Delian Maidens in the Homeric Hymn to Apollo is pictured as choral. Wording that
indicates such performance is evident from the references in the Hymn to their singing
(verse 161 Guvov aetdovotv, verse 164 Goi1dn) and to their dancing to the rhythm of
percussive instruments (verse 162 kpeufaAixotov).”

In this context of choral performance, I highlight the fact that the Delian
Maidens in the Homeric Hymn to Apollo are described as masters of mimesis or ‘re-
enactment’ (verb mimeisthai at verse 163).”” This reference is saying something that is
fundamentally [[305|306]] true about choral performance in general, which as we know
from the surviving textual evidence is highly mimetic. A most striking example in
general is the extant body of choral lyric poetry composed by such masters as
Simonides and Pindar.”

What I just said about choral performance applies to rhapsodic performance as
well: this medium too is highly mimetic. A most striking example is the interaction of
Homer with the Delian Maidens in the Homeric Hymn to Apollo. As we have seen, Homer
re-enacts the Maidens by quoting what they say, which is said not in their own choral
medium but in the rhapsodic medium of the Hymn.” So the medium of rhapsodic
performance shows that it can make a mimesis of the medium of choral performance as
exemplified by the Delian Maidens, who are the absolute masters of choral mimesis.
This way, Homer demonstrates that he is the absolute master of rhapsodic mimesis.

"° PH 188 (= p. 20).

"' Peponi (2009). She notes the iconographical evidence showing Muses in the act of
dancing to the rhythm of these instruments. The parallelism of the Muses and the
Delian Maidens in this regard is relevant to what I have to say later about other such
parallelisms.

" Commentary in HC 2§27n22.

”In the case of Pindar’s victory odes, for example, the speaking ‘I’ can make a mimesis
of everyone and anyone who may be relevant to the act of praising the victor: the
laudator, the laudandus, the komos, an optional khoros embedded within the komos, the
ancestor, the athlete, the hero, and so on. Pindar’s odes also make mimesis of a wide
variety of poetic functions, including what Bundy (1972) describes as a “hymnal”
function (pp. 55-57). As Bundy shows, Pindar’s odes can even make mimesis of “the
actual process of thought in arriving at its goal” (p. 59n59; see also pp. 61-62).

" HC 2840.
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As absolute masters of choral mimesis, the Delian Maidens in the Homeric Hymn
to Apollo are parallel to the Muses in the Hesiodic Theogony, who are pictured as an
idealized chorus (7 xopoUcg, 63 xopoi) as they sing (10/44/65/67 8ocav icioat, 68 Ot
kaAfj) and dance (3-4 téoc” dnadoiowv | dpxedvtal, 8 Eneppwoavto 8¢ Toooiv, 70 £patodg
d¢ Tod@V Umo doimog Opwpet). And, further, the figure of Homer as an absolute master
of rhapsodic mimesis is parallel to the figure of Hesiod in the Theogony, who re-enacts
the Muses by quoting what they say but who says it not in the choral medium of the
Muses but in the rhapsodic medium of the Theogony (99-101 adtdp G0180¢ | ... kA&l
npotépwv &vBpdnwv | buvioet).” [[306]307]]

On the basis of these and other parallels between the Delian Maidens of the
Homeric Hymn to Apollo and the Muses of the Hesiodic Theogony, I have argued that the
Maidens of the Hymn are in fact local Muses of Delos:”

In the Homeric Hymn to Apollo, the Delian Maidens are described as the therapnai
‘attendants’ of the god Apollo (157), and they are addressed by the poet of the Hymn
with the hymnic salutation khairete ‘hail and take pleasure’ (166), in conjunction
with the god Apollo (165). With his salutation of khairete (166), the poet is asking the
Delian Maidens to accept the kharis ‘favor’ of his song and to give him their ‘favor’,
their kharis, in return. The hymnic salutation khaire / khairete is used in the Homeric
Hymns to address the given god / gods presiding over the performance of each
given Hymn.” Similarly in the Hesiodic Theogony, the figure of Hesiod addresses the
Muses with the hymnic salutation khairete (104) in the context of naming them, in
conjunction with Apollo, as the divine sources of poetic power (94-95).

There is a symmetry here between the poet of the Homeric Hymn to Apollo and Hesiod
as the poet of the Theogony. I focus on the fact that the Delian Maidens are
addressed with the hymnic salutation khairete in the Homeric Hymn to Apollo (166)
just as the Olympian Muses are addressed with the hymnic salutation khairete in the
Theogony (104). This symmetry indicates that the poet of the Homeric Hymn is in
effect addressing the local Muses of Delos, who are divine in their own right.”

T use the term rhapsodic here in a sense that resembles the usage of Meyer 1933,
though I distance myself from the idea that rhapsodic is not cultic. This idea leads to
the further idea of a dichotomy between “rhapsodic” hymns and “cult” hymns. Both
these ideas shape the thinking of Bundy (1972) 73; also Bundy (1962[1986]) 46; more in
Miller (1986) 1-6. 1 find it important that Miller p. 4 entertains the view that “the
rhapsodic and the ‘cult’ hymn share a common origin.”

7 HB 284.

"7 GM 58.

’® On the transformation of the Hesiodic Muses in the Theogony from local Heliconian
goddesses to Panhellenic Olympian goddesses, see HB 285.
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That said, I come back to my argument that the Delian Maidens in the Homeric
Hymn to Apollo make mimesis by way of choral performance, while Homer makes
mimesis by way of rhapsodic performance. On the basis of the parallelisms we have just
seen between the Homeric Hymn to Apollo and the Hesiodic Theogony, I argue that the
Delian Maidens, as Homer’s local Muses in the Hymn, are a divine model for the
performance of humnoi by Homer just as the Muses in the Theogony are a divine model
for the performance of humnoi by Hesiod.”

Thucydides on choral performance by the Delian Maidens
at the Delia

As we saw in the passage I quoted from Thucydides (3.104.5), the historian refers
to the Delian Maidens as gunaikes ‘women’ [[307|308]] who perform in a ‘song-and-
dance group’, that is, in a khoros (tdv ... AnAiakov xopov t@v yuvaik®v). I will start with
this reference to choral performance at the Delia as I examine further the testimony of
Thucydides on the relationship of the Delian Maidens and Homer.

When Thucydides refers to this group as a khoros of local ‘women’, not Muses, he
is simply following his usual practice of downplaying details of myth and ritual. But I
argue that the Delian Maidens who perform at the festival of the Delia in Delos are
simultaneously Muses as well as real-life performers participating in a chorus of local
girls or women, since the role of divinity can be appropriated by participants in a
chorus during choral performance.” That is to say, the Delian Maidens as a local female
chorus can re-enact the Delian Maidens as local Muses.™

What is essential for now is that even Thucydides accepts the idea that the
chorus of Delian Maidens with whom Homer himself interacted in the Homeric Hymn to
Apollo is somehow a prototype for the choruses that perform at the Delia in historical
times. Relevant is the wording of Thucydides where he makes these further remarks
about the performances of choruses at the Delia (3.104.6): ‘So much for the evidence
given by Homer concerning the fact that there was even in the remote past a great
coming together and festival [heorte] at Delos; later on, the islanders [nésitai] and the
Athenians continued to send [anagein] song-and-dance groups [khoroi], along with
sacrificial offerings [hiera]’ (tocatta pév “Ounpog étekunpiwoev 11 v kai t6 TdAat
uey&An E0vodog kai £opth €v Tfi ARAW: Votepov 8€ TOLG UEV XOpoUE o1 Vo1dTaL Kal ol
ABnvaiot ued’ iep@dv Emeumnov).

7 HC 2§40.
% HB 284-285 (also Nagy [2006] 317, 319-320).
81 See also Calame (2001) 30, 104, 110
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For city-states to anagein ‘send’ their local choruses to perform at festivals like
the Delia was considered to be part of a ‘sacrifice’, as conveyed by the word hiera
‘sacrificial offerings’ in the description I just quoted from Thucydides.” In fact, as I
show in a study of epigraphical and literary sources dating especially from the fourth
century BCE, a traditional word for ‘festival’ was thusia, which literally means
‘sacrifice’.”

There is a most relevant attestation of both these words, hiera ‘sacrificial
offerings’ and thusia ‘sacrifice, festival’ in an account [[308]309]] concerning the
celebration of the Delia at Delos in the glory days of the Athenian empire. This account,
which gives a full-blown description of the magnificent spectacle of choral
performances at the Delia, comes from Plutarch’s Life of Nikias (3.5-7):

pvruovevetal & adtod Kal Ta mept AfAOV w¢ Aaumpd Kai Osompeni] @rAoTiuRuata.
TOV Yap X0p®V, 0UG al TOAELG EMEUTOV AGOUEVOUG TG OE®, TPOSTIAEOVTWV UEV WG
€Tuxev, €0BVG &’ BxAov TIpOG TNV VADV GTAVTOVTOG AdELV KEAELOUEVWYV KAT 0DdEVA
KOOUOV, GAN” OO 0ToLdT¢ AOLVTAKTWE ATOPAVOVTWY EUX KAl OTEQAVOUUEVWY Kal
UETAUPLEVVUUEVWY, keTvog 8Te TV Bewpiav Ryev, adTdg uev gic Privelav dméfn,
TOV XopOV EXWV Kal Td 1epeia Kal TV GAANV tapaockevnv, (eDyua 0¢ emotnuévov
ABRVNOL TTPOG TA UETPA KAl KEKOOUNUEVOV EKTIPETRG XPLOWOEDL Kol Paaic kal
oTePavolg Kol avAaiaic koui{wv, d1d VUKTOC £ye@Opwoe TOV uetald Prveiag kal
AfAov épov, o0k Evta uéyav- €10’ du’ Auépa TV Te Tounnv T¢ B kai TOV XopdV
dywv kKekoounuévov ToALTEAQDC kai ddovta did tig yepopag anefifale. yeta d¢ thv
Buolav kal TOV Ay@VA Kol TAG £0TIACELS TOV TE QYOIVIKX TOV XaAKODV €0TNoeV
Avadnua T® O ...

Nikias is remembered for his ambitious accomplishments with regard to Delos -
accomplishments most spectacular in all their splendor and most worthy of the
gods in all their magnificence. Here is an example. The choral groups [khoroi] that
cities used to send (to Delos) for the performances of songs sacred to the god
(Apollo) used to sail in (to the harbor of Delos) in a haphazard fashion, and the
crowds that would gather to greet the ship used to start right away to call on the
performers to start singing their song. There was no coordination, since the
performers were still in the process of disembarking in a rushed and disorganized
way, and they were still putting on their garlands and changing into their costumes.
But when he [= Nikias] was in charge of the sacred voyage [thedria] (to Delos), he
first took a side trip to the island of Rheneia, bringing with him the choral group
[khoros] and the sacrificial offerings [hiereia] and all the rest of the equipment. And

* Relevant also is the word anagein ‘bring’ here, since this verb, with khoroi as its direct
object, “seems to describe a typically religious ‘contribution’.” So Kowalzig (2007) 71.
* PR 40-41, 48-49, 52-53, 83.
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he brought with him a bridge that had been made in advance, back in Athens, to fit
the present occasion, and this bridge was most splendidly adorned with golden
fixtures, with dyed colors, with garlands, with tapestries. Overnight, he took this
bridge and spanned with it the strait between Rheneia and Delos - not a very great
distance.* Then, come daylight, he led the procession in honor of the god and
brought across the bridge to their destination the performers of the choral group
[khoros], who were outfitted most magnificently and were all along performing their
song. Then, after the sacrifice [thusia] and after the competition [agon] and after the
feasting, he set up as a dedication to the god the (famous) bronze palm tree ...

Plutarch Life of Nikias 3.5-7

This description by Plutarch, composed half a millennium after the events described,
still features the essential ritual concepts of hier(ei)a ‘sacrificial offerings’ and thusia
‘sacrifice, festival’.

And we know that the practice of sending choral groups to perform at Delos, as
attested in this narrative about events taking place in the second half of the fifth
century, was in full bloom already in the first half of the fifth century BCE, when
choruses sang and danced choral songs composed by such master poets as Simonides
and Pindar. The primary evidence comes from surviving fragments of their choral
songs.” [[309]310]]

In one of these choral songs, composed by Simonides to be performed at the
Delia in Delos, the Delian Maidens themselves are actually called upon to shout a choral
cry (F 55a3): [0AoA0]€ate Aahiwv O0yatpec ‘shout the cry of olologé, daughters of the
Delians’.*

The majority of these choral songs performed in honor of Apollo can be
identified as paianes ‘paeans’.”’” And there is an explicit reference to such a paean as
chorally performed by the Delian Maidens themselves at Delos:

TV uev AnAiddeg
<va@v> VUV AUl TOAAG
OV Aatoi¢ e0maida yovov,

glAiooovoat kaAAixopor

* This spanning of the strait between the islands of Rheneia and Delos must have been
interpreted as the ritual equivalent of the earlier chaining together of the two islands
by Polycrates, as narrated by Thucydides 3.104.2.

% This evidence has been surveyed and analyzed by Kowalzig (2007) ch. 2.

% Kowalzig (2007) 64-66

¥ Kowalzig (2007) 57,
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nadvag 8’ €mi ooig pueAddpoig

KUKVOG WG YEPWV Go1d0G

TOALAV €K YEVOWYV

keAadriow: TO yap €0

T01g UUvololy LTapXEL.

A paean do the Delian Maidens

sing as a humnos around the temple gates,
singing (Apollo) the true child of Leto

as they swirl, and they have such a beautiful khoros.
[ too, singing paeans at your palace,

aged singer that I am, like a swan,

from my graybearded throat,

will send forth a cry. For whatever is real

has a place to stay in my humnoi.

Euripides Herakles 687-695

As we can see from this reference in a choral song composed by Euripides, the
Delian Maidens are described as performing the kind of choral song that is known as
the paian ‘paean’, which is equated here with the performing of a humnos.*

The equation is made clear in the syntax of the wording, which can be analyzed
in two steps. First, the verb humnein ‘sing a humnos’ takes as its inner object the song
that is sung as a humnos, and this song is in fact a paian ‘paean’. Second, the same verb
humnein takes as its outer object the name of the god Apollo, who is both the object of
praise and the subject of the song that is the humnos. When I use the expression subject
of the song here, I mean the subject matter, not the grammatical subject. In the
grammar of a humnos as a song, the divinity that figures as the subject of the song is in
fact the grammatical object of the verb of singing the song. [[310[311]]

The ritual context of such choral performance is made evident in a paean (Paean
12) composed by Pindar to be performed at Delos by a chorus sent there from the island
state of Naxos (line 2, [Na]€60¢ev), and the context of the actual performance of the
paean is highlighted as a thusia ‘sacrifice’ (also line 2, Ovci[g]).” In this same paean by
Pindar (Paean 12), performers belonging to a local female chorus, who are described as
enkhériai ‘the local ones’, are said to be shouting a ritual cry (line 19, [..Jep6éyEavto &
gyxwpian). It has been argued, plausibly, that this local female chorus can be identified

% See Kowalzig (2007) 66 and, in general, Henrichs (1996).
% Kowalzig (2007) 60.
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with the Delian Maidens.” And I note with great interest that this local female chorus is
evidently interacting with the visiting male chorus sent from the island state of Naxos.
The precise nature of such choral interaction is most likely to be mimetic: for example,
the visiting male chorus may be re-enacting the performance of the local Delian
Maidens,” much as the visiting rhapsode Homer is re-enacting the performance of the
Maidens in the Homeric Hymn to Apollo.”

Thucydides on rhapsodic performance by Homer at the
Delia

From the evidence, then, of choral songs actually performed at the festival of
the Delia in Delos, it is clear that the Delian Maidens are envisaged as performers of
choral songs such as paeans.” And it is also clear that the verb humnein, which I have
been translating as ‘sing a humnos’, expresses in those songs the ideal of choral
[[311|312]] performances by the Delian Maidens. From the wording of Thucydides,
however, it is just as clear that the historian understands this same verb humnein as a
word that applies to the performing of a humnos by Homer himself. And the problem is,
the Homeric form of performance is not choral but rhapsodic.

We can see the problem more clearly when we consider again the wording used
by Thucydides in referring to the Delian Maidens (3.104.5), TV ... ANAaKOV X0pOV TGV
yuvaik@v ouvioag, which I have been translating this way: ‘after making the subject of
his humnos the Delian song-and-dance group [khoros] of women ...". Thucydides may
well have imagined the Delian Maidens as simply a chorus of local women whom
Homer is praising, but the historian’s use of the verb humnein says something different,
showing that the Delian Maidens are not only the object of Homer’s praise but also the
subject of a humnos addressed to divinities and telling all about these divinities.

* Kowalzig (2007) 66-67.

’! Kowalzig (2007) 71 argues that “the Naxians performing Paean 12 ... themselves
become, as it were, the Deliades.” I disagree, however, with her idea (p. 67) that these
Delian Maidens are “local women in myth” as well as “local women in ritual.”

*? On the re-enacting of mythical performances of female khoroi by way of the ritual
performances of male khoroi, see Power 2000 on Bacchylides Ode 13; also Nagy (2011
forthcoming).

* In this context, I return to a point I made earlier, when I noted the parallelism
between the Panionian festival of the Delia at Delos and the Panionian festival of the
Ephesia at Ephesus. I think that this parallelism is relevant to another parallelism -
between the choral performances of the Delian Maidens at Delos and the choral
performances of the so-called Lydian Maidens at Ephesus. For ancient references to the
Lydian Maidens, and for a brief analysis of these references, I cite PH 10§31 (= pp. 298-
299).
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The use of the verb humnein here by Thucydides is in fact an accurate
syntactical replica for what is actually being said to divinities and about divinities in
the Homeric Hymns in general, not only in the Homeric Hymn to Apollo in particular. For
example, in the Homeric Hymn (4) to Hermes (verse 1), the object of humnein and the main
subject to be praised is the god Hermes. We see comparable uses of humnein at the
beginnings of Homeric Hymns 9 (Artemis), 14 (Mother of the gods), 31 (Helios): Guvet
Modoa at verses 1, 1, 2 of Hymns 4, 9, 14 and vuvelv ... dpyeo Moboo at verse 1 of Hymn
31. So also in the Homeric Hymn (3) to Apollo, as we see at verses 177-178, the object of
humnein ‘singing the humnos” and the main subject to be praised is the god Apollo:
avTap éyawv ob AMEw xknPérov AndA wva | buvéwv dpyvpdtolov dv flikouog téke
Antw ‘as for me, I will not stop making Apollo the subject of my humnos, the one who
shoots from afar, the one with the silver bow, the one who was born of Leto with the
beautiful hair’. In this last example, the performer who sings the praises of Apollo is
figured as Homer himself.

In the Delian part of the Homeric Hymn (3) to Apollo, the figure of Homer is
singing the praises of the god Apollo and, secondarily, of the Delian Maidens as the
local Muses of the god. As we have already seen, these Maidens are described as the
therapnai ‘attendants’ of the god Apollo [[312(313]] (157), and the figure of Homer
addresses them with the hymnic salutation khairete ‘hail and take pleasure’ (166), in
conjunction with the god Apollo (165).

Here I repeat a relevant fact, that the hymnic salutation khaire / khairete is used
in the Homeric Hymns to address the given divinity or divinities presiding over the
performance of each given Hymn. Similarly in the Hesiodic Theogony, the figure of
Hesiod addresses the Muses with the hymnic salutation khairete (104) in the context of
naming them, in conjunction with Apollo, as the divine sources of poetic power (94-95).
So the Delian Maidens, just like the Muses, receive the same form of hymnic salutation
that all the divinities of the Homeric Hymns are eligible to receive.

At the very moment when Thucydides is getting ready to quote the verses in
which the figure of Homer gives the Delian Maidens his hymnic salutation, the
historian describes as an act of epainos ‘praise’ what Homer is about to do (3.104.5): tov
Yap ANALakOV XopoV TOV YUVAIKOV DUVHoag éteAebta To0 Enalvou £¢ Tade ta énr ‘after
making the subject of his humnos the Delian song-and-dance group [khoros] of women,
he was drawing toward the completion [telos] of his words of praise [epainos], drawing
toward the following verses [epos plural]’. From this wording of Thucydides, we see that
the verses in which Homer addresses the Delian Maidens are morphologically parallel
to verses that address divinities like the Muses or even Apollo himself in the Homeric
Hymns.
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The performing of humnoi by the Delian Maidens and by
the Muses

We have already seen that the figure of Homer ‘sings a humnos’, as expressed by
the verb humnein, in the Homeric Hymn (3) to Apollo, at verses 177-178, where the object
of humnein and the main subject to be praised is the god Apollo himself (abtap éyawv o0
MEw ExknPorov AnéA wva | buvéwv dpyvpdtoov Ov fikouog Téke ANtd). But now we
will see that the Delian Maidens themselves can be shown in the act of ‘singing a
humnos’, as expressed by the same verb humnein: it [[313|314]] happens earlier on in the
same Hymn, at verses 158-159, and once again the object of humnein and the main
subject to be praised is the god Apollo himself, though he is accompanied this time by
his divine mother and sister, Leto and Artemis (af T énel &p npGOTOV UEV ATOAN WY’
Ouvricworv, | adtic § ad ANt Te kai "Apteprv ioxéatpav).

The fact that the Delian Maidens are shown here in the act of ‘singing the
humnos’, as expressed by humnein, shows that they are acting as Muses: we have already
seen the same verb humnein in contexts where the Muses themselves are called on to
sing the praises of a given divinity who presides over a given humnos, as at the
beginnings of Homeric Hymns 4 (Hermes), 9 (Artemis), 14 (Mother of the gods), 31
(Helios): Guver MoUoa (at verses 1, 1, 2 of Hymns 4, 9, 14) and vuvely ... dpyeo Modoa (at
verse 1 of Hymn 31).

Here I need to review what I said before about the context of humnein in the
Herakles of Euripides (687-689), where the agents of praise for Apollo are envisaged once
again as the Delian Maidens: in this context, the verb humnein means not just ‘sing a
humnos’ but also, more specifically, ‘sing a humnos to and about a divinity’, taking as its
inner object the song that is sung as a humnos and as its outer object the name of the
divinity who is the subject of the song. I repeat my formula: in the grammar of a humnos
as a song, the divinity who figures as the subject of the song is in fact the grammatical
object of the verb of singing the song.

All this is not to say that the Delian Maidens, or the Muses, for that matter, sing
only the praises of gods. To make this point, I start by noting that the Delian Maidens
also sing about ‘men and women of ancient times’, as we see in the full version of the
description that tells about the performance of the Maidens in the Hymn to Apollo
(verses 158-161):

ol T €mel ap TpQOTOV UeV ATOAA WV’ DUVHoWALY,
avTIg &’ ab ANTW Te Kal "ApTepty loxéatpayv,
pvnodueval avép®dv te TaAai®v NdE yuvaik@v

Uuvov deldovorv, BéAyovot 8¢ @UN’ dvOpwnwv.
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And after they [= the Delian Maidens] make Apollo, first and foremost, the
subject of their humnos [humnein],

and, right after him, Leto and Artemis, the one who delights in her arrows,
then they [= the Delian Maidens] take note of men and women of the past
as they [= the Delian Maidens] sing their humnos, enchanting all the tribes of

humans.

Homeric Hymn (3) to Apollo 158-161

[[314/315]] The noun humnos here at verse 161 of the Homeric Hymn to Apollo applies
evidently to subjects other than the subject of gods as we see them being praised in the
Homeric Hymns.

Similarly, the Muses in the Homeric Hymn to Apollo include subjects that are other
than their main subject, Apollo, in their own singing of the humnos, as we can see in this
description of the Muses as they ascend to the heights of Olympus:*

Movoat pév 0" Gua n&oat duelPéuevat ot KaAf

vuvedotv pa Bedv dwp’ duPpota nd’ avOpwnwv

TAnUooUVag, 60° €xovteg U abavdtoiot Beoiot

(wovd’ appadésg kal aunyavot, ovde duvavrat

gupEpeval BavaTtold T dkog Kal ynpaog dAkap:

In the meantime (as the Muses are ascending to Olympus), they are taking turns,
all of them, as they sing with their beautiful voice,

making as the subject of their humnos [humnein] the immortalizing gifts of the
gods (yes, I can see it all”®) and, when it comes to humans,

(they make as the subject of their humnos) the things that humans have to
endure - all the things they have to deal with, since humans are under
the power of the immortal gods,

and they live out their lives without the right thoughts and without the right
solutions. They are unable

to discover the remedy for death and the prevention of old age.

Homeric Hymn (3) to Apollo 189-193

As we can see in this passage, a humnos that begins with a divinity or divinities as its
opening subject can then move on to stories of the human condition as its next subject.

** On the “politics of Olympus,” see GM 48-49 and Clay 1989 9-10; also HB 295n64.

” The particle &pa / pa / &p ‘so, then’ has an “evidentiary” force, indicating that the
speaker notionally sees what is simultaneously being spoken. See Bakker 2005:12n, 80,
84,97-100, 104, 146, 172n33.
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In Homer the Classic, 1 analyze at length and in detail the surviving evidence about such
stories, which take the form of poetry composed in hexameters and transmitted in
rhapsodic performances.”

And what kinds of stories could be told in such rhapsodic performances? Closest
to home, such stories could be about humans in the era of heroes, as we find them in
some of the larger Homeric Hymns (as in the case of Anchises in the Homeric Hymn to
Aphrodite). Or they could be about heroes as we find them in epic poetry like the
Homeric Iliad and Odyssey. Such a subject is announced in the Homeric Hymn (32)
[[315|316]] to Selene (17-20).” Or again, they could be about heroes in genealogical
poetry. Such a subject is announced in the Homeric Hymn (31) to Helios (17-19).” Such a
subject is also announced in the part of the Hesiodic Theogony that tells of mortals
begotten or conceived by immortals (starting at verse 965). In the case of the Theogony,
the part of the narrative that tells about the genesis of heroes comes after the initial
part of the composition, where the figure of Hesiod performs a humnos (33 Ouveiv) that
praises the Muses (34), who are themselves the models for the performing of a humnos
(11/37/51 buvedoat, 70 buvevoaig).”

A parting of ways between choral and rhapsodic
performances of the humnos

In what we have seen so far, the performing of the humnos in the Homeric Hymns
is visualized mostly as a choral activity. And the choral aspects of performing the
humnos are shown most clearly in descriptions of the Muses, who are the idealized
performers of the Hymns and who are represented as singing and dancing in an ideal
form of choral performance. But the fact remains that the real form of performing
humnoi, when these humnoi are Homeric Hymns, must be rhapsodic, not choral, since
these Hymns are composed in hexameter, which is a decidedly rhapsodic form of
performance. So we see here a parting of ways between rhapsodic and choral
performances of the humnos.

The rhapsodic form of performing the Homeric Hymns affects even the idealized
descriptions of the Muses in these Hymns, since these Muses reveal some traits of
rhapsodic as well as choral performers. In the last quotation I showed from the Homeric
Hymn (3) to Apollo, for example, we can see an allusion to the poetics of rhapsodic relay
in the description of the Muses in the act of performance: these goddess are said to be
‘taking turns, all of them, as they sing with their beautiful voice’ (verse 189, MoGoat uév

** HC 288110-117.
7 HC 28110.

*® Again, HC 2§110.
* HC 288112-114.
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0’ qua mdoat auelopevar omi kaAf). Relevant is what we have already read in the
scholia D for Iliad I (604), where the phrase ek diadokheés refers to relay singing by the
Muses: kai a0tat AtéAAwvog k1bapilovtog éx Siadox i mapd uépog ndov ‘and they [=
the Muses], while Apollo was playing the kithara, were singing in relay [para meros], by
taking turns [ek diadokhes]’. [[316|317]]

Aside from such sporadic examples, however, the majority of references to the
performing Muses in the Homeric Hymns show them in a purely choral setting. By
contrast, the references to the performing Homer in the Homeric Hymn (3) to Apollo show
him in the act of rhapsodic performance.

It can happen, however, that the idealized choral form of performing the
Homeric Hymns affects even the otherwise realistic descriptions of rhapsodic
performance. A case in point is the Hesiodic fragment in which we have found an
embedded version of the myth about a contest between Homer and Hesiod:

€v AAw téte TpOTOV €Y Kol “Ounpog doidol

UEATOUEVY, €V VEQPOTC DUvVOLg pdpavTeg Gotdrv,

®oifov AndAAwva xpuodopov, OV Téke ANTW.

In Delos, back then at the very beginning, I and Homer, singers [aoidoi],

sang-and-danced [melpein], stitching together [rhaptein] a song in new humnoi,

making Phoebus Apollo the subject of our song, the one with the golden
weapon, the one born of Leto.

Hesiod F 357

Here the verb melpein ‘sing-and-dance’ explicitly conveys a combination of singing and
dancing.'” So this example illustrates once again the point I made earlier, that
rhapsodic as well as choral performances are highly mimetic.

still, the fact remains that there is a parting of ways between rhapsodic and
choral performances of the humnos that is this Hymn. And, as we will now see,
Thucydides is aware of the gap produced by such a parting of ways.

Thucydides on the gap between choral and rhapsodic
performances of the Homeric Hymn to Apollo

As we saw earlier, Thucydides says at one point that the Homeric Hymn to Apollo
actually refers to the practice of sending choral performers to the Delia (3.104.3-4). At a
later point he adds that, while this practice was continued up to the time when the
Athenians reorganized the festival in 426 BCE, other related practices had already been

' PH 12829062 (= p. 350) and n64 (= p. 351).
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discontinued (3.104.6): ‘but various misfortunes evidently caused the discontinuation of
the things concerning the competitions [agones] and most other things - that is, up to
the time in question [= the time of the purification] when the Athenians made the
competition [agon], including chariot races [hippodromiai], [317|318]] which had not
taken place before then’ (t& 8¢ mepi ToUg dy@vac kai t& mAgiota kateAvOn LIO
Euueop@Vv, WG €1kd¢, Tpiv dn ol ABnvaiot téte TOV dy@dva énoinoav kal itnodpouiag, 6
npdtepov oVk Mv). As I will now argue, one of the aspects of the festival of the Delia that
had been ‘discontinued’, in terms of the reconstruction offered by Thucydides, was the
practice of performing rhapsodically the Homeric Hymn to Apollo, to be contrasted with
the continuing practice of sending choral performers to that festival.

As the wording of Thucydides indicates here, what had been discontinued at the
Delian festival were agones ‘competitions’ other than the competitions in choral
performance. Earlier in the passage I have quoted, Thucydides describes such non-
choral competitions in terms of two categories (3.104.3): ‘and a competition [agon] was
held there [= in Delos], both athletic [gumnikos] and musical [mousikos]’ (kai &ywv
¢noteTto avTéO1 Kal yuuvikoG Kol povoikdg). The first kind of agon ‘competition’
mentioned here by Thucydides is self-evident: it is gumnikos or ‘athletic’, as exemplified
by the contests of boxing mentioned in the Homeric Hymn to Apollo (verse 149). As for
the second kind of agon ‘competition’ mentioned here, however, it can easily be
misunderstood: it is an agon that is mousikos. So far, I have translated this word mousikos
as ‘musical’, but I must now point out that a mousikos agon is a competition that involves
more than what we mean when we say ‘musical’. More generally, a mousikos agon is a
competition in recitative as well as sung forms of performance. Such recitative forms of
performance, as we are about to see, are basically rhapsodic, as exemplified by the
Homeric Hymns.

In the same extended passage I quoted at the beginning from Thucydides, he
refers to this same kind of competition also as agon mousikés, which I have translated so
far as ‘competition in the craft of music’. Here again is his wording (3.104.5): ‘that there
was also a competition [agon] in the craft of music [mousiké (tekhné)], in which the
Ionians went to engage in competition [agonizesthai], again is made clear by him [=
Homer] in the following verses, taken from the same prooemium [prooimion]’ (8t 8¢ kai
UOVGIKAG dywv v kai dywviovuevor é@oitwv év toicde ad dnhoi, & éotiv €k ToD abTob
npootuiov). Here again, though I have so far translated agon mousikes as ‘competition in
the craft of music’, I must now point out that the adjective mousike, which describes the
understood noun tekhne, refers to a craft that is more than simply ‘musical’. More
[[318|319]] generally, as we are about to see, the tekhne or ‘craft’ of mousiké refers to
forms of rhapsodic as well as sung performance.
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Decisive comparative evidence comes from the terminology concerning the
competitions at the festival of the Panathenaia in Athens. In the Aristotelian
Constitution of the Athenians (60.1), there is an explicit reference to the ‘competition
[agon] in mousiké” (tov dy@va tig povoikiic) at the Panathenaia. The author goes on to
say that ten magistrates called athlothetai ‘arrangers of the contests [athloi]’ were
selected by lot every four years to organize the festival of the Panathenaia, and one of
their primary tasks was the management of this ‘competition [agon] in mousiké’.
According to Plutarch’s Pericles (13.9-11), the Athenian statesman Pericles reformed this
competition in mousike when he was elected as one of the athlothetai."

In such contexts, the word mousiké is a shorthand way of saying mousike tekhne,
meaning ‘craft of the Muses’, that is, ‘musical craft’. As I am now arguing, however, it is
misleading to think of ancient Greek mousiké simply in the modern sense of music, since
the categories of ‘musical’ performers at the Panathenaia included not only kithardidoi
‘kithara-singers’ and kitharistai ‘kithara-players’ and auloidoi ‘aulos-singers’ and aulétai
‘aulos-players’ but also rhapsoidoi ‘rhapsodes’.'” And the medium of rhapsodes
performing at the Panathenaia was recitative and thus not ‘musical’ in the modern
sense of the word. By recitative I mean (1) performed without singing and (2)
performed without the instrumental accompaniment of the kithara or the aulos.'”

In the historical period, as we see especially in the evidence from the fourth
century BCE, the competitive performances by rhapsodes at the Panathenaia were
limited to the Homeric Iliad and Odyssey. These performances, as I have argued in Homer
the Classic, were ‘musical’ only in an etymological sense, and the medium of the
rhapsode was actually closer to what we call ‘poetry’ and farther from what we call
‘music’ in the modern sense of the word. Still, the fact remains that the performances of
rhapsodes belonged to what is called the ‘competition [agon] in mousike’ (tov [[319]320]]
ay@va tiig povoikiic), just like the performances of citharodes, citharists, aulodes,
auletes, and so on.'™

We find in Plato’s Ion an explicit reference to the recitation of Homeric poetry
by rhapsodes competing in the ‘competition [agon] in mousiké’ at the Panathenaia (Ion
530a).'” And there is another such explicit reference in Speech 5 of Isocrates, the
Panegyricus (159), where the speaker describes as an ancestral Athenian institution the

' Rhodes (1981) 670-671.

1 PR 38, surveying the evidence from inscriptions (especially IG II* 2311) and from
literary sources (especially Plato’s Ion and Laws).

'% PR 36, 41-42.

1% HC 3§829.

% I have analyzed this passage in PR 22, 37-38, 99.
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performing of Homeric poetry in competitions at the Panathenaia, referring to these
competitions as athloi ‘contests’ in mousike (¥v te T0i¢ Tfi¢ HovoikiiG ABAOIC).

As I have already argued, the Homeric Hymn to Apollo, which is composed in
hexameter, just like the Homeric Iliad and Odyssey, was a rhapsodic medium. And so,
just like the Homeric Iliad and Odyssey, this Homeric Hymn would have been performed
in the context of an agon ‘competition’ in the craft of mousike. This is understood by
Thucydides when he says (3.104.3) ‘and a competition [agon] was held there [= in Delos],
both athletic [gumnikos] and musical [mousikos], and the cities brought song-and-dance
groups [khoroi]’ (kal &yav énoteito a0TéO1 Kol YOUVIKOG Kl HovG1KAG, XopoUg Te Gvijyov
al téAe1g) and when he says later (3.104.5) ‘that there was also a competition [agon] in
the craft of music [mousiké (tekhne)], in which the Ionians went to engage in
competition [agonizesthai], again is made clear by him [= Homer] in the following verses,
taken from the same prooemium [prooimion]’ (811 82 xai povoikfg dycwv Av kai
dywviobuevot époitwv év Toiode ad dnoi, & éottv £k Tod adTod Tpootuiov).

In the wording of Thucydides here (3.104.5), I highlight the ‘also’ (xat) in the
expression ‘that there was also a competition [agon] in the craft of music (611 8¢ kai
povatkfic &ywv 1v). Since Thucydides is referring to what Homer is about to say about
his own performance in the verses about to be quoted, it is clear that mousike must be
understood here as including not only the performances of choral groups but also the
performance of the Homeric Hymn, which is a rhapsodic medium composed in
hexameter.

So the agon ‘competition’ in mousiké at the Delia in Delos, according to the
understanding of Thucydides, had once included the performance of the Homeric Hymn
to Apollo. And of course it also included the performances of khoroi ‘choruses’ as part of
an overall [[320]321]] mousikos agon.'*® And the mousikos agon matched an overall
gumnikos agon or athletic competition. In the verses that Thucydides quotes as
supporting evidence from the Homeric Hymn to Apollo, there is reference made to
boxing, dancing, and song, as we have already seen (verse 149).

But then, sometime after the Homeric Hymn to Apollo was first performed,
according to the understanding of Thucydides, most aspects of both the mousikos agon
and the gumnikos agon were ‘discontinued’ until the Athenians re-established them in
the year 426 BCE. I repeat the relevant wording of the historian (3.104.6): ‘later on, the
islanders [nésiotai] and the Athenians continued to send song-and-dance groups

' I analyze in HC 3§§77-94 the meaning of mousiké in Plato’s Laws. In that analysis, I
should have mentioned also Strabo 10.3.9-10 C467-468. See Petrovié (2013). I note with
special interest what Strabo says about Plato and the Pythagoreans at the beginning of
10.3.10 C468.
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[khoroi], along with sacrificial offerings [hiera], but various misfortunes evidently
caused the discontinuation of the things concerning the competitions [agones] and most
other things - that is, up to the time in question [= the time of the purification] when
the Athenians set up the competition [agon], including chariot races [hippodromiai],
which had not taken place before then’ (Gotepov 8¢ Tov¢ uév xopovg ol vioidtat Kai ol
ABnvaiol ued’ iep@dv Emepnov, Ta O¢ Tepl TOUS AydVa¢ Kal Td TAeloTa KateAvON o
Euueop@v, WG €1kd¢, Tpiv dn ol ABnvaior téte TOV dy@dva énoinoav kal itnodpouiag, 6
npdTEPOV OVK 1V).

This statement about the continuity of the practice of sending khoroi ‘choruses’
to perform competitively at the Delia in Delos matches the evidence we have already
considered about the performances of choral songs like paeans at the Delia in the era of
Simonides and Pindar. And the corresponding statement about discontinuities matches
our lack of evidence for any other continuity. Evidently, among the practices that had
lapsed before 426 BCE was the seasonally recurring performance of the Homeric Hymn to
Apollo, despite the prediction we hear within the Hymn about the eternal continuity of
this practice. And it is not at all clear whether the Athenians restored this practice in
426 BCE. What they did restore, however, is a set of practices that match the practices
then current at their own great festival, the quadrennial Panathenaia, as we see from
the reference made by Thucydides to a new quadrennial format and the inclusion of
such new events as chariot racing.'” [[321]322]]

The word hiera ‘sacrificial offerings’, applied by Thucydides in the context of the
Delia (3.104.6), is surely applicable in the context of the Panathenaia as well. The same
can be said about the word thusia in the sense of ‘festival’, as we have seen it used by
Plutarch along with the word hier(ei)a in referring to the Delia (Life of Nikias 3.5-7). A
prime example of such an overall sacrificial context is the great Athenian festival of the
Panathenaia, to which Plato’s Socrates refers as a thusia (Timaeus 26e).'®®

The Athenocentrism inherent in the reorganization of the festival of the Delia
at Delos is made explicit in the myth that connects Theseus, as culture hero of Athens,
with the Delia: he is described as the founder of an agon ‘competition’ there (Plutarch
Theseus 21.3)."” Though the Athenocentrism is left implicit in the account of
Thucydides, the underlying idea is unmistakable: “Thucydides claims, as Athenian
propaganda must have done at the time, that the Athenians were not creating
something new but reviving an ancient Ionian festival.”**’

1 See Rhodes (1994) 260.

1% PR 53.

1% Hornblower (1991) 523; Rhodes (1994) 258.
"Rhodes (1994) 259.
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The setting of the festival of the Delia as reorganized in 426 BCE is parallel to the
setting of the Homeric Hymn to Apollo itself. In terms of the Hymn, as quoted and
interpreted by Thucydides, the speaker in this setting is the speaker of the Hymn. And
Thucydides recognizes the speaker of the Hymn as Homer (3.104.4, 5, 6). The ancient
historian thinks he is quoting the words of Homer himself as he quotes from the Hymn
the verses we recognize from the medieval manuscript transmission of Homer
(Thucydides 3.104.4 / 5: Hymn to Apollo 146-150 / 165-172). This thinking of Thucydides
is a most valuable piece of evidence about ancient ideas of Homer. It goes to the root of
the conventional Athenian idea of Homer.'"

An occasion for performing a Homeric Hymn

We may conclude from the testimony of Thucydides that the festival of the Delia
had undergone many changes over the years leading up [[322]323]] to 426 BCE. But one
thing clearly remained a constant, and it is captured by the word agon, which means
literally ‘competition’. When Thucydides refers to the festival of the Delia in the
passages I quoted above, he uses this noun not once but several times (once at 3.104.3,
once at 3.104.5 [along with the verb derived from the noun], twice at 3.104.6). In the
text of the Homeric Hymn itself, the same noun agon is used in referring to the festival, at
verse 150. And what kind of ‘competition’ takes places at this festival? In the words of
the Hymn as quoted by Thucydides, there is ‘singing and dancing’ as well as ‘boxing’:
‘and there with boxing and dancing and song | they have you in mind and delight
[terpein] you, whenever they set up a competition [agon]’ (verses 149-150 &vBa oe
Tuypaxin te kai dpxnotul kai do1df | uvnoduevor tépmovaty, Stav kabéowolv dydva).
So, evidently, the contests were ‘musical’ as well as ‘athletic’. In using these words
‘musical’ and ‘athletic’, I am following directly the wording used by Thucydides in
considering the evidence of the verses he quotes from the Hymn (in this case, verses
149-150). Here again is his wording (3.104.3-4): ‘a competition [agon] was held there [=
in Delos], both athletic [gumnikos] and musical [mousikos], and the cities brought song-
and-dance groups [khoroi]. Homer makes it most clear that such was the case in the
following verses [epos plural], which come from a prooemium [prooimion] having to do
with Apollo’ (kai dyav €noteito avTdO1 Kol YUUVIKOG Kol HOLGIKOG, XOpOUG Te Gvijyov ol
néAeic. Snhoi 8¢ udAiota “Ounpog 8tt Towadta v év Toig #eot toiode, & £oTiv ék
npootuiov AnSAAWVOC).

In another one of the Homeric Hymns we see an explicit reference to such a
festival that served as a setting for the competitive performance of a Hymn. It happens
in Homeric Hymn (6) to Aphrodite 19-20, which refers explicitly to the occasion of the
festival where the performance of this Hymn is taking place: 80¢ &’ év dy@vt | viknv

! See also Graziosi (2002) 222-226, who adduces Choricius Laudatio Marciani 2.3.
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T8¢ pépecba, Eunv &’ Evtuvov Godny ‘I pray to you [= Aphrodite] to grant that in the
competition [agon] that is at hand I may win victory. Arrange my song’.

It seems to me unjustifiable to assume that a performer could win such a victory
by performing a Homeric Hymn in competition with other performers performing other
such Hymns. The competition, I will now argue, is not between Hymns. Each Hymn has
something [[323|324]] additional that is part of the same Hymn. And the competition
includes not only each Hymn but also that additional something that is part of each
Hymn. In making this argument, [ introduce a word that Thucydides uses twice in
referring to the Homeric Hymn to Apollo: that word is prooimion, which I have until now
translated simply by way of a Latin term borrowed from the Greek, ‘prooemium’. As far
as Thucydides is concerned, the Homeric Hymn to Apollo is ‘the prooimion of Apollo’, and it
is from this prooimion that he quotes the words of Homer (3.104.4/5, £k tpooiuiov
ATtéAAwvoC / €k ToD abtod Ttpootuiov).

The essential characteristic of a prooimion is that it starts a performance. To back
up this formulation, I return to an ancient paraphrase that I have already quoted in a
larger context but have not yet highlighted. This paraphrase concerns the Homeridai,
and we find it in the scholia for Pindar’s Nemean 2.1 (d): aiel 00v thv dpxfv wg émi 1o
TA€ToTOV €K A10G €0100VTO Tpootptalduevot, éviote d¢ kal Movo®v ‘and they [= the
Homeridai] always started with a prooimion, making mostly Zeus their point of departure
and occasionally the Muses.” This wording paraphrases the genuine wording of Pindar,
which is a mimetic rewording of a genuine ‘prooimion of Zeus’ as performed by the
Homeridai (Pindar Nemean 2.1-3):

“00sv mep Kal ‘Ounpidat | pamt®v énéwv td TOAN doidoti | Epxovtat, Alog ék
mpootuiov.

(Starting) from the point where [hothen] the Homéridai, singers, most of the time
begin [arkhesthai] their stitched-together words, from the prooimion of Zeus ...

Besides Pindar’s imitation, there is an actual attestation of a Homeric Hymn to
Zeus. It is highly compressed, consisting of only four verses:

Zfiva Be®v TOV dpiotov Geloouat N péyiotov

€0PLOTIX KPELOVTA TEAEGPOPOV, OG TE OEULOTL

€YkA80OV £Copévn TUKIVOUG 0dpoug Oapilet.

“IAn®’ ebpvona Kpovidn kvdiote yéyiote.

[ will sing Zeus as my subject, best of the gods, and most great,

whose sound reaches far and wide, the ruler, the one who brings things to their
outcome [telos], the one who has Themis
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attentively seated at his side, and he keeps her company with regular frequency.
[[324[325]]

Be propitious, you whose sound reaches far and wide, son of Kronos, you who
are most resplendent and most great.

Homeric Hymn (23) to Zeus

As I argue at length in Homer the Preclassic, Zeus is figured as a transcendent
hymnic subject: he can preside over a humnos even if that humnos is being performed at
a festival sacred to another god. This way, Zeus gets to preside over a humnos that leads
to a transcendent form of epic, which is a hymnic consequent of the ‘prooimion of Zeus’.
And that epic form is the poetic legacy inherited by the ‘descendants of Homer’, the

Homeridai.,'*?

Transition

Here I will shift gears in order to give a working definition of the technical
terms (1) hymnic subject and (2) hymnic consequent. And, in the process of defining
these two terms, I will address the basic meanings of the Greek words humnos and
prooimion.

The hymnic subject

By hymnic subject, I mean the divinity who is invoked in a humnos or ‘hymn’, as
in a Homeric Hymn.

Up to now, I have avoided using the word hymn with a lower-case h as a
translation of humnos. Only with reference to the Homeric Hymns, which do qualify as
humnoi in the Greek language, have 1 equated humnos with hymn. From here on,
however, I will use the English word hymn as the equivalent of Greek humnos in
general, since we are about to see convergences between the ordinary uses of English
hymn and the programmatic uses of Greek humnos in choral as well as rhapsodic forms
of performance. What I say here about the [[325]326]] noun hymn applies also to the
adjective hymnic. That said, I am ready to explain further what I mean by the term

hymnic subject.

In a hymn, the invoked divinity who presides over a given festival is the subject
of the hymn. In the grammar of the Homeric Hymns, for example, the divinity who
figures as the subject of any hymn is normally the grammatical object of the verb of
singing the hymn (as at the beginnings of Homeric Hymns 2, 4, 6, 9, 10, 11, 12, 13, 14, 15,
16,17, 18, 20, 21, 23. 26, 27, 28, 30, 31, 32). In the logic of the Homeric Hymns, the divinity

12 HpC 188242-259.
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that presides over the occasion of performance becomes continuous with the occasion
and thus becomes the occasion.'”

And this occasion of the humnos is notionally perfect because the god who is the
occasion is perfect. Such perfection is expressed by way of the word eu-humnos
(eBuuvog) ‘good for hymning’, as in the sublime aporetic question that is asked twice in
the Homeric Hymn (3) to Apollo (verses 19 and 207):""*

TQOC yap'® 0" DUVAoW TaVTWS ebVUVOV £dvTa
For how shall I hymn you, you who are so absolutely [pantds] good for hymning
[eu-humnos]?

The theology, as it were, of this aporetic question can be formulated this way:"*

Faced with the absoluteness of the god, the performer experiences a rhetorical
hesitation: how can I make the subject of my humnos something that is perfect,
absolute? The absoluteness of this hymnic subject is signaled by the programmatic
adverb pantds ‘absolutely’, which modifies not only the adjective eu-humnos ‘good
for hymning’ but also the entire phrasing about the absoluteness of the subject.'’
The absoluteness of the god Apollo is continuous with the absoluteness of the
humnos that makes Apollo its subject. This Homeric Hymn is saying about itself that it
is the perfect and absolute humnos. As such, it is not only the beginning of a
composition but also the totality of the composition, authorizing everything that
follows it, because it was begun so [[326]327]] perfectly. And the source of the
perfection is the god as the subject of the humnos.

The naming of the divinity as the subject of the humnos, together with the initial
describing of the divinity, is the notionally perfect beginning of the humnos, and this
beginning is the prooimion. Whereas the word prooimion refers only to the start of the
continuum, the word humnos refers to both the start of the continuum and the
continuum itself. The Homeric Hymn to Apollo is a perfect example: it refers to itself in

"2 HC 2883.

" On the term aporetic question, see Bundy (1972) 47. On “apologetic” and “aporetic”
rhetorical strategies, see Bundy p. 59n59; also pp. 60-61 and 65.

" At verse 19 of the Homeric Hymn to Apollo, the manuscript reading is ydp, while at 207,
it is Tdp.

H°HC 2824.

"7 0n the syntax of pantds ‘absolutely’ as an overall modifier of absolute phraseology,
see for example Solon F 4.16 ed. West and the commentary in Nagy (1985) 59-60, PH
987n38 (= p. 256).
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terms of a humnos (verses 158, 161, 178), while Thucydides refers to it explicitly as a
prooimion (3.104.4, 5)."

The etymology of the compound noun prooimion ‘prooemium’ indicates that the
word is a metaphor referring to the world of pattern weaving: the word means literally

the ‘initial threading’ of a song, parallel to the etymology of Latin exordium, which
likewise means ‘prooemium’ in poetic and rhetorical contexts and which can likewise
be traced back to the basic idea of an ‘initial threading’ or, to say it more technically in
terms of fabric work, exastis or ‘selvedge’.'”

As for the etymology of the simplex noun humnos, it has in common with the
compound noun prooimion a metaphorical reference to fabric work, but in this case the
fabric work is not specified as pattern weaving. If I am right in explaining the
etymology of humnos in terms of the root huph- as in huphainein ‘weave’, the basic idea

conveyed by this noun is weaving in general, not pattern weaving in particular.'”

The hymnic consequent

By hymnic consequent, I mean a performance, epic or otherwise, that follows
the performance of a humnos. In Homer the Classic, I explore at length the formal
relationship between the concept of humnos and the concept of epic as a hymnic
consequent.'” Here I review only one aspect of that relationship, which is the device of
metabasis.

Here are three most telling examples from the Homeric Hymns: [[327]328]]

xaipe O Kompoto ébktipévng pedéovon:
0e &’ €yw dp&duevoc petaPricopat GAAov £¢ Buvov.
Hail and take pleasure [khaire], goddess, queen of well-founded Cyprus.
But, having started off from you, I will move ahead and shift forward
[metabainein] to the rest of the humnos.
Homeric Hymn (5) to Aphrodite 292-293

Kal o0 pev oUtw xaipe Osal 0 Gua ndoot &oidij:
a0Tap EYW o€ TPQOTA Kal €k 0€0ev Gpxoy’ deidetv,

0ed &’ €yw dp&duevoc petaPricopat GAAov £¢ buvov.

8 HC 2889. See also Petrovié (2013).

" HC 2892. See also PP 63n20 and PR 72, 81,with reference to Latin ex-ordium as a
semantic equivalent of Greek pro-oimion.

2" HC 2891, with bibliography on alternative etymological solutions.

"1 HC 28§97, 109, 113-114, 116.
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So, with all this said, I say to you [= Artemis] now: hail and take pleasure [khaire],
and along with you may all the other goddesses [take pleasure] from my
song.

As for me, I sing you first of all and from you do I start off [arkhesthai] to sing.

And, having started off from you, I will move ahead and shift forward
[metabainein] to the rest of the humnos.'*

Homeric Hymn (9) to Artemis 7-9

Kal o0 pev oUtw xaipe Atd¢ kai Matddog vié:

0e &’ €yw dp&duevoc petaPricopat GAAov £¢ Buvov.

Xaip’ Epuf] xapddta didktope, dQTOP EdwV.

So, with all this said, I say to you [= Hermes] now: hail and take pleasure, son of
Zeus and Maia.

And, having started off from you, I will move ahead and shift forward
[metabainein] to the rest of the humnos.

Hail and take pleasure [khaire], Hermes, giver of pleasurable beauty [kharis], you
who are conductor [of psukhai] and giver of good things.

Homeric Hymn (18) to Hermes 10-12

The transition in each of these passages, as marked by metabainein ‘move ahead
and shift forward’, is predicated on the idea of a perfect beginning. The idea is, ‘I begin,
starting from the god’. The process of transition or metabasis, signaled by the verb
metabainein, is activated by the hymnic salutation khaire / khairete, which I interpret as
‘hail and take pleasure’. Implicit in these imperative forms of the verb khairein is the
meaning of the related noun kharis, which conveys the idea of a ‘favor’ achieved by
reciprocating the pleasure of beauty.Making this idea explicit, I have formulated this
paraphrase of khaire / khairete in the context of all its occurrences in the Homeric Hymns:

Now, at this precise moment, with all this said, I greet you, god (or gods) presiding
over the festive occasion, calling on you to show favor [kharis] in return for the
beauty and the pleasure of this, my performance.'”’

What drives the performative gesture of khaire / khairete is the fundamental idea that

the reciprocal favor of kharis is the same beautiful thing as the pleasure that it gives. To

give such pleasure, I argue, is the key to success in reception.'**

' Note the wording in the beginning of this hymn, in verse 1: "Aptepiv buver Moboa
‘make Artemis, O Muse, the subject of my humnos’.

' HC 2899. See also Bundy (1972) 44, 49. For more on the rhetoric of seeking the
pleasure of the gods, see his p. 62n65.

R0



After the signal khaire / khairete in the Homeric Hymns, the actual process of
metabasis can be activated. This process is made explicit in the expression we have just
seen in the three passages that I quoted, petapricopar GANov &g uvov ‘T will move
ahead and shift forward [metabainein] to the rest of the humnos’ (Homeric Hymns 5.292-
293, 9.7-9, 18.10-12). The word humnos in the wording &AAov ¢ Ouvov in the Homeric
Hymns marks the whole performance, so that GAAov g Duvov means not ‘extending
into another performance’ but ‘extending into the rest of the performance’.'” So also
the expression &AANG ... &o1d7|¢ in other Homeric Hymns means not ‘another song’ but
‘the rest of the song’, as in the following example: [[328]329]]

npd@poveg avt’ ®Ofi¢ Plotov Buurpe’ dmdlerv.

a0Tap €y Kal o€10 Kai GAANG uvrcoy’ Gotdag.

You [= Demeter and Persephone] be favorably disposed, granting me a
livelihood that fits my heart’s desire, in return for my song.

As for me, I will keep you in mind along with the rest of the song.

Homeric Hymn (2) to Demeter 494-495

Other examples of this type include Homeric Hymn (3) to Apollo 545-546, Homeric Hymn (4)
to Hermes 579-580, Homeric Hymn (6) to Aphrodite 19-21, Homeric Hymn (10) to Aphrodite 4-
6, Homeric Hymn (19) to Pan 48-49, Homeric Hymn (25) to the Muses and Apollo 6-7, Homeric
Hymn (27) to Artemis 21-22, Homeric Hymn (28) to Athena 17-18, Homeric Hymn (29) to Hestia
13-14, Homeric Hymn (30) to Gaia 17-19, Homeric Hymn (33) 18-19 to the Dioskouroi."*

Here is the way I summarize my findings about these transitions, which I describe in
terms of metabasis:'*’

Metabasis is a device that signals a shift from the subject of the god with whom the
song started - what [ have been calling the hymnic subject - and then proceeds to a
different subject - in what must remain notionally the same song. Ideally, the shift
from subject to different subject will be smooth. Ideally, the different subject will be

' With reference to the use of kharis in the Homeric Hymn (24) to Hestia (5), Bundy (1972)
83 speaks of a “concern for the pleasure of a critical audience as well as for that of the
god.”

' PH 12833 (= pp. 353-354), following Koller (1956) 174-182; see also Bakker (2005) 144,
disagreeing with Clay (1997) 493. Further discussion in Petrovi¢ (2012).

"% These and other such examples of the expression GAANG ... &o1dfic have been
described in terms of a “break-off formula” by Bundy (1972) 52-53, even though he
recognizes the “transitional” function of this formula (pp. 52 ). 1 find the term “break-
off” misleading because it blunts the idea of “transitional” (for more on Bundy’s use of
the term “transitional,” see his p. 87).

" HC 28109.
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consequential, so that the consequent of what was started in the humnos may
remain part of the humnos. This way, the transition will lead seamlessly to what is
being called ‘the rest of the song’. In other words, the concept of humnos is the
concept of maintaining the song as the notionally same song by way of successfully
executing a metabasis from the initial subject to the next subject. The initial subject
of the god and the next subject are linked as one song by the humnos in general and
by the device of hymnic metabasis in particular. What comes before the metabasis
is the prooimion, the beginning of the humnos. What comes after the metabasis is no
longer the prooimion - but it can still be considered the humnos.

[ bring this section to a close by quoting the relevant words of Elroy Bundy:

“Beginnings, middles, and ends: the meaning of literature resides in its transitions.”***

The staging of a humnos in the Homeric Odyssey

My formulation of the meaning of humnos, as I develop it in Homer the Classic, is
relevant to an ongoing performance by the singer Demodokos as represented in
Rhapsody [[329]330]] viii of the Odyssey. The ongoing performance, as I argue in Homer
the Preclassic, is signaled by the word humnos at verse 429 of Rhapsody viii. And the
occasion for this ongoing humnos is an ongoing festival, as signaled by the word dais
‘feast’ at the same verse 429."” As I argue further, this ongoing performance of
Demodokos in Rhapsody viii is envisaged as an alternative to and rival of the epic about
to be performed by Odysseus in Rhapsodies ix through xii of the Odyssey. And what
makes the performance of Demodokos so different from the later performance of
Odysseus? As I argue still further in Homer the Preclassic, Demodokos is represented as
performing forms of song that resemble (1) the epic form of the epic Cycle, in the case
of his first and third songs, which are about the Trojan War, and (2) the hymnic form of
the Homeric Hymns, in the case of his second song, which is about the love affair of Ares
and Aphrodite."”® By contrast, Odysseus is represented as performing a form of song
that resembles the epic form of the Homeric Odyssey itself.

There is no time and no space for me here to elaborate fully on my relevant
arguments as I develop them in Homer the Preclassic, since they extend over twenty-five
paragraphs of sustained argumentation. Instead, I have to content myself here with an
outline divided into ten points. What now follows is that outline:

' Bundy (1972) 59n58.
' HPC 1§223.
O HPC 1§8188-223.
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(1) Each of the three songs of Demodokos in Rhapsody viii of the Odyssey starts with
a new hymnic prooimion, and each one of these three new prooimia is followed by a
new hymnic consequent.™

(2) In the case of the first and the third songs, the hymnic consequent is epic poetry
about the Trojan War. In the case of the second song, the hymnic consequent is a
choral song and dance that makes a mimesis of the love affair of Ares and Aphrodite
(370-380; supplemented by 262-265); in the overall narration, the performance of
choral song and dance is preceded by an embedded narration of this love affair,
performed by Demodokos and quoted by the rhapsodic medium of the Homeric
Odyssey (266-366). In effect, the rhapsodic medium is making a mimesis of the
mimesis made by the choral medium."’

(3) Just as the Homeric Hymns have hymnic prooimia and allow for metabasis to
follow, so also the third song of Demodokos has a hymnic prooimion followed by a
metabasis, which is performed by Demodokos after the disguised Odysseus
challenges him to metabainein ‘move ahead and shift forward’ to the story of the
[[330|331]] Wooden Horse in the epic narration of the Trojan War (492 petdfnou).”’
This poetic act of moving ahead makes it possible to shift the narrative forward
from what had been narrated in the first song of Demodokos, which had started his
ongoing epic narration of the Trojan War, and thus the third song can jump over
what had been narrated in the second song. Such a shifting form of epic narration,
as embedded in Rhapsody viii of the Odyssey, is analogous to the forms of epic that
could have been introduced by the Homeric Hymns. And such a form of epic is typical
of the epic Cycle."”

(4) Although the metabasis as successfully executed in the third song of Demodokos
may be typical of the general epic form of the Cycle, it is antithetical to the specific
epic form of the Homeric Iliad and Odyssey, which was shaped by what I have
already described as the Panathenaic Regulation of rhapsodic relay.” This
regulation, as we have seen, requires each successive performer of Homeric poetry
to continue the epic performance at exactly the point where the anterior
performance left off. And so, unlike the Homeric Hymns and unlike the third song of
Demodokos, the Homeric Iliad and Odyssey allow for no metabasis - except for the
metabasis performed by Demodokos himself as a rival of Odysseus."

(5) Just as the Homeric Iliad and Odyssey allow for no metabasis, these two epics
allow for no hymnic prooimia either. Such a prooimion is missing at the start of both

B1HPC 18§242.

2 HPC 1§§207-208.
33 HPC 18§225-226.
B4 HC 28307.

B HC 288297, 304.
3¢ HPC 1§8240.
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the Iliad and the Odyssey.”” And it is also missing at the start of Rhapsody ix of the
Odyssey, which is the start of an embedded rhapsodic performance by Odysseus
himself. To be contrasted with this regulated rhapsodic performance of Odysseus,
starting with Rhapsody ix and extending all the way to the end of Rhapsody xii, are
the three unregulated performances of Demodokos in Rhapsody viii, each of which
is preceded by a distinctly hymnic prooimion."®

(6) The god invoked in each one of the three hymnic prooimia performed by
Demodokos in Rhapsody viii turns out to be one and the same god, but the identity
of this god is revealed only in Rhapsody xiii, after both Demodokos and Odysseus
have finished their rival performances. Retrospectively, we can see that both these
rival [[331|332]] performances took place in the context of an ongoing festival,
which is stylized as a dais ‘feast’ in Rhapsody viii (429; also at 61)."”

(7) The word agon ‘competition’ in Rhapsody viii (259, 260, 380) points to the
festivities that have been ongoing at this festival ever since it started with an
animal sacrifice (59-61), which inaugurates the dais ‘feast’ (61). Here I recall the
Homeric Hymn (3) to Apollo, where we have seen this same word agon ‘competition’
used with reference to the recurrent festival of Apollo on the island of Delos (150).
In the Odyssey, the feasting and the competition that start in Rhapsody viii continue
all the way through the narrative performed by Odysseus in Rhapsodies ix through
xii, lasting all night. Then, when dawn finally arrives in Rhapsody xiii (23), there is
another animal sacrifice (24), and this time the divine recipient of the sacrifice is
mentioned by name: he is Zeus himself (25). This god, as I argue, is the transcendent
hymnic subject of the Homeéridai.'*

(8) In the course of time, the prooimion of the Homeéridai gets detached from its epic
consequent, which can be either the Homeric Iliad or the Homeric Odyssey, and
these two epics can then develop their own abbreviated prooimia, which are non-
hymnic - that is, without the naming of a hymnic subject.'*!

(9) In the case of the Homeric Iliad and Odyssey, the ancient reception of these epics
featuring prooimia that are non-hymnic goes back to the age of Callimachus. In that
age, the old poetic form of the prooimion as represented by the Homeric Hymns was
rethought as a new genre, separable from the old poetic form of the epic
consequent.'*

(10) The Hymns of Callimachus, which preclude an epic consequent, are the clearest
examples of this new genre, which is still known to this day as a hymn.'*

" There survives, however, a variant Iliadic prooimion, addressed to the Muses and
Apollo: see Vitae Homeri et Hesiodi ed. Wilamowitz 1929:32.16-20; I analyze this variant in
HPC 1§260.

138 Again, HPC 1§240.

3% HPC 1§298.

' Again, HPC 1§298.

1 HPC 1§8284-289.

"2 HC 288118-122.

3 HPC 1§287. See also Petrovi¢ (2012).
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Was the hymn a genre in its earliest attested phases?

I argue that the answer to this question is no. As we have seen in the earliest
textual evidence, the humnos in the sense of ‘hymn’ can take [[332]333]] on a variety of
different forms and functions, both choral and rhapsodic.'* So the hymn transcends
the concept of genre - at least, until the era of Callimachus. At best we can apply to the
hymn the larger concept of a supergenre, just as Richard Martin applies this larger
concept to epic.'”

Bibliography
Allen, T. W. 1912. ed. Homeri Opera V (Hymns, Cycle, fragments). Oxford.

Aloni, A. 1989. L’aedo e i tiranni: Ricerche sull'Inno omerico ad Apollo. Rome.
BA. See Nagy 1979.

Bakker, E. J. 2005. Pointing at the Past: From Formula to Performance in Homeric Poetics.
Washington DC.

Bundy, E. L. 1972. “The ‘Quarrel between Kallimachos and Apollonios’ Part I: The

Epilogue of Kallimachos’s ‘Hymn to Apollo’.” California Studies in Classical
Antiquity 5:39-94.

Bundy, E. L. 1986 [1962]. Studia Pindarica. Berkeley and Los Angeles CA.

Burkert, W. 1979. “Kynaithos, Polycrates, and the Homeric Hymn to Apollo.” Arktouros:
Hellenic Studies Presented to B. M. W. Knox (ed. G. W. Bowersock, W. Burkert, and M.
C.]J. Putnam) 53-62. Berlin.

Calame, C. 2001. Choruses of Young Women in Ancient Greece: Their Morphology, Religious
Role, and Social Function (tr. D. Collins and J. Orion). ed. 2. Lanham MD.

Chantraine, P. 2009. Dictionnaire étymologique de la langue grecque: histoire des mots (ed. J.
Taillardat, 0. Masson, and J.-L. Perpillou), with a supplement Chroniques
d’étymologie grecque 1-10 (ed. A. Blanc, Ch. de Lamberterie, and Jean-Louis
Perpillou). Paris. Abbreviated DELG.

Clay, D. 2004. Archilochos Heros: The Cult of Poets in the Greek Polis. Washington DC and
Cambridge MA.

I note with interest that the stylized hymn to Apollo as described in Iliad I 472-474
figures itself as a paean (473 taifjova); see Bundy (1972) 74.
> Martin (2005) 17. Also Martin (1997).

RR



Clay, J. S. 1989. The Politics of Olympus: Form and Meaning in the Major Homeric Hymns.
Princeton.

Clay, J. S. 1997. “The Homeric Hymns.” A New Companion to Homer (ed. I. Morris and B.
Powell) 489-507. Leiden.

Colbeaux, M.-A. 2005. Raconter la vie d’Homére dans I'antiquité. Edition commentée du
traité anonyme, “Au sujet d’'Homere et d’Hésiode, de leurs origines et de leur
joute,” e de la “Vie d’'Homere” attribué a Hérodote. Dissertation, Université
Charles de Gaulle - Lille III.

Collins, D. 2004. Master of the Game: Competition and Performance in Greek Poetry.
Washington DC and Cambridge MA.

De Martino, F. 1982. Omero agonista in Delo. Brescia.

Frame, D. 2009. Hippota Nestor. Washington DC.

GM. See Nagy 1990b.

Graziosi, B. 2002. Inventing Homer: The Early Reception of Epic. Cambridge.
HB. See Nagy 2009.

HC. See Nagy 2008/2009.

Henrichs, A. 1996. “Dancing in Athens, Dancing in Delos: Some Patterns of Choral
Projection in Euripides.” Philologus 140:48-62.

Hornblower, S. 1991. A Commentary on Thucydides. 1 (Books I-I1I). Oxford.
HPC. See Nagy 2009/2010.

HQ. See Nagy 1996b.

HR. See Nagy 2003.

HTL. See Nagy 2004c.

Janko, R. 1982. Homer, Hesiod, and the Hymns: Diachronic Development of Epic Diction.
Cambridge.

Koller, H. 1956. “Das kitharodische Prooimion: Eine formgeschichtliche Untersuchung.”
Philologus 100:159-206.

Kowalzig, B. 2007. Singing for the gods: Performances of myth and ritual in archaic and

RA



classical Greece. Oxford.

Larson, S. 2000. “Boiotia, Athens, the Peisistratids, and the <<Odyssey>>'s Catalogue of
Heroines.” Greek Roman and Byzantine Studies 41:193-222.

Lord, A. B. 1960. (ed. 2; 2000. eds / intro. S. Mitchell and G. Nagy [vii-xxix]). The Singer of
Tales. Harvard Studies in Comparative Literature 24. Cambridge MA.

Martin, R. P. 1997. “Similes and Performance.” Written Voices, Spoken Signs (ed. E. Bakker
and A. Kahane) 138-166. Cambridge MA.

Martin, R. P. 2000a. “Wrapping Homer Up: Cohesion, Discourse, and Deviation in the
Iliad.” Intratextuality: Greek and Roman Textual Relations (ed. A. Sharrock and H.
Morales) 43-65. Oxford.

Martin, R. P. 2000b. “Synchronic Aspects of Homeric Performance: The Evidence of the
Hymn to Apollo.” In Una nueva visién de la cultura griega antigua hacia el fin del
milenio (ed. A. M. Gonzélez de Tobia) 403-432. La Plata.

Martin, R. P. 2005. “Epic as Genre.” A Companion to Ancient Epic (ed.J. M. Foley) 9-19.
Oxford / Malden MA.

Most, G. W. 2006a/b. ed. and transl. Hesiod: Theogony, Works and Days, Testimonia / The
Shield, Catalogue of Women, Other Fragments. Cambridge MA.

Meyer, H. 1933. Hymnische Stilelemente in der frithgriechischen Dichtung. Dissertation Koln.

Miller, A. M. 1986. From Delos to Delphi: A Literary Study of the Homeric Hymn to Apollo.
Leiden.

Muellner, L. 1996. The Anger of Achilles: Ménis in Greek Epic. Ithaca NY.

Nagy, G. 1979. The Best of the Achaeans: Concepts of the Hero in Archaic Greek Poetry. 2nd ed.,
with new Introduction, 1999. Baltimore.

Nagy, G. 1982. “Hesiod.” Ancient Writers (ed. T. J. Luce) 43-73. New York.

Nagy, G. 1985. “Theognis and Megara: A Poet’s Vision of His City.” Theognis of Megara:
Poetry and the Polis (ed. T. J. Figueira and G. Nagy) 22-81. Baltimore MD.

Nagy, G. 1990a. Pindar’s Homer: The Lyric Possession of an Epic Past. Baltimore.
<<http://www.press.jhu.edu/books/nagy/PHTL/toc.html>> (1997).

Nagy, G. 1990b. Greek Mythology and Poetics. Ithaca NY.

R7



Nagy, G. 1996a. Poetry as Performance: Homer and Beyond. Cambridge.
Nagy, G. 1996b. Homeric Questions. Austin TX.

Nagy, G. 2002. Plato’s Rhapsody and Homer’s Music: The Poetics of the Panathenaic Festival in
Classical Athens. Cambridge MA / Athens.

Nagy, G. 2003. Homeric Responses. Austin TX.

Nagy, G. 2004a. “L’aéde épique en auteur: la tradition des Vies d’Homeére.” Identités
d’auteur dans I’Antiquité et la tradition européenne (ed. C. Calame, and R. Chartier)
41-67. Grenoble.

Nagy, G. 2004b. “Transmission of Archaic Greek Sympotic Songs: From Lesbos to
Alexandria.” Critical Inquiry 31:26-48.

Nagy, G. 2004c. Homer’s Text and Language. Urbana / Chicago IL.

Nagy, G. 2006. “Homer’s Name Revisited.” La langue poétique indo-européenne (ed. G.-J.
Pinault and D. Petit; Actes du Colloque de travail de la Société des Etudes Indo-
Européennes [Indogermanische Gesellschaft / Society for Indo-European
Studies], Paris, 22-24 octobre 2003; Collection linguistique de la Société de
Linguistique de Paris, t. 91) 317-330. Leuven and Paris.

Nagy, G. 2008/2009. Homer the Classic. Cambridge MA and Washington DC. The 2008
online version is available at chs.harvard.edu. The 2009 printed version is
distributed by Harvard University Press.

Nagy, G. 2009/2010. Homer the Preclassic. Berkeley / Los Angeles CA. The 2009 online
version is available at chs.harvard.edu. The 2010 printed version is published by
the University of California Press.

Nagy, G. 2009. “Hesiod and the Ancient Biographical Traditions.” Brill Companion to
Hesiod (ed. F. Montanari, A. Rengakos, and Ch. Tsagalis) 271-311. Leiden.

Nagy, G. 2010. “Asopos and his multiple daughters: Traces of preclassical epic in the
Aeginetan Odes of Pindar.” In Fearn 2010.

Nagy, G. 2011. “A second look at the poetics of re-enactment in Ode 13 of Bacchylides.”
Forthcoming.

Papadopoulou, I. 2004. “Poétes et (Philo)sophoi: Pour une archéologie de la mimesis.”
Revue de Philosophie ancienne 24:3-16.

RR



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

Peponi, A. E. 2009. “Choreia and Aesthetics in the Homeric Hymn to Apollo: The
Performance of the Delian Maidens (lines 156-64).” Classical Antiquity 28:39-70.

Pertusi, A. 1955. ed. Scholia vetera in Hesiodi Opera et Dies. Milano.

Petrovié, 1. 2012. “Rhapsodic hymns and epyllia.” Brill’s Companion to Greek and Latin
Epyllion and Its Reception (ed. M. Baumbach and Silvio Bir) 149-176. Leiden.

Petrovié, 1. 2013. “The Never-Ending Stories: A perspective on Greek Hymns.” The Door
Ajar: False Closure in Greek and Roman Literature and Art (ed. F. Grewing, B. Acosta-
Hughes, and A. Kirichenko) 203-227 Heidelberg.

PH. See Nagy 1990a.

Power, T. 2000. “The Parthenoi of Bacchylides 13.” Harvard Studies in Classical Philology
100:67-81.

PP. See Nagy 1996a.

PR. See Nagy 2002.

Rhodes, P.]. 1981. A Commentary on the Aristotelian Athenaion Politeia. Oxford.
Rhodes, P. J., ed. 1994. Thucydides History I1l. Warminster.

Rutherford, I. C. 2001. Pindar’s Paeans: A Reading of the Fragments with a Survey of the Genre.
Oxford.

Saussure, F. de. 1916. Cours de linguistique générale. Critical ed. 1972 by T. de Mauro. Paris.
West, M. L. 1985. The Hesiodic Catalogue of Women. Oxford.

West, M. L. 1999. “The Invention of Homer.” Classical Quarterly 49:364-382.

West, M. L. 2003. ed. and transl. Homeric Hymns, Apocrypha, Lives. Cambridge MA.

Wilamowitz-Moellendorff, U. von, ed. 1916. Reprinted 1929. Vitae Homeri et Hesiodi.
Berlin.

RQ



