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1 Comment Edit This
This inquiry centers on the surviving texts of ‘Life of Homer’ narrative traditions, to which I refer simply as
Lives of Homer. These Lives, I argue, can be read as sources of historical information about the reception of
Homeric poetry. The information is varied and layered, requiring diachronic as well as synchronic analysis.

The Lives portray the reception of Homeric poetry by narrating a series of events featuring ‘live’ performances
by Homer himself. In the narratives of the Lives, Homeric composition is consistently being situated in
contexts of oral 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 oral performance.

Gregory Nagy | The Lives of Homer as Aetiologies for Homeric Poetry

The Lives of Homer as Aetiologies for Homeric Poetry

81. This inquiry centers on the surviving texts of ‘Life of Homer’ narrative traditions, to which I refer simply
as Lives of Homer.[1] These Lives, I argue, can be read as sources of historical information about the
reception of Homeric poetry. The information is varied and layered, requiring diachronic as well as
synchronic analysis.[2]

§2. The Lives portray the reception of Homeric poetry by narrating a series of events featuring ‘live’
performances by Homer himself. In the narratives of the Lives, Homeric composition is consistently being
situated in contexts of oral 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 oral performance.

§3. The narrative strategy of each of the Lives can be described as a staging of Homer’s reception. This
staging takes the form of narrating a wide variety of occasions for Homeric performance. A premier
occasion, as we shall see, is what can best be described as a pan-Hellenic festival.

84. The Lives of Homer, especially as represented by the Herodotean Vita (= ‘V1’) and by

the Certamen (‘The Contest of Homer and Hesiod’ = ‘V2’), highlight the performances of Homer at pan-
Hellenic festivals. The background for such highlighting is the overall pan-Hellenic significance of performing
Homeric poetry. To appreciate more fully this significance, I will concentrate on the testimony of the Lives
concerning the reception of Homer in two areas: (1) the Aeolic and Ionic cities of Asia Minor and outlying
islands, and (2) the island of Delos, retrospectively figured as the notional center of the future Athenian
Empire.
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§5. My use of the word ‘aetiology’ in the title pertains directly to the point I have just made about pan-
Hellenic festivals as the premier occasion of Homeric performance. By ‘aetiology’ I mean a myth that
directly motivates a ritual.[3] Two relevant and most prominent examples of ritual are sacrifice and festival,
both of which I view here strictly within the context of ancient Greek history. Both

concepts, sacrifice and festival, are conveyed by the word thusia, which means not only ‘sacrifice’ but also,
metonymically, ‘festival’. The second meaning is clearly attested in Plato Timaeus 26e,

where thusia actually refers to a pan-Hellenic festival: in this case, the referent is none other than the
premier festival of Athens, the Panathenaia.[4] In the days of Plato, it was on this occasion, the Feast of
the Panathenaia, that the Homeric Iliad and Odyssey were formally performed in Athens.[5] I signal from
the start the relevance of the Panathenaia and, more generally, of the word thusia, to my overall argument.

§6. My describing the Lives of Homer as aetiologies converges with the general direction of my
argumentation, which is, to show that the narratives of these Lives are myths, not historical facts, 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.[6] The claims
made about Homer in the Lives can be analyzed as evidence for the various different ways in which
Homeric poetry was appropriated by various different cultural and political centers throughout the ancient
Greek-speaking world.

§7. Here I need to highlight again my main point about the Lives: all the claims about Homer, in all their
varieties, specifically picture Homeric poetry as a medium of oral performance, featuring Homer himself as
the master performer.

§8. For analyzing diachronically as well as synchronically the reception of Homer as reflected in the Lives, I
propose to build a model for the periodization of this reception. Such a model needs to account for the
accretive layering of narrative traditions contained within the final textual versions of these Lives. I posit
three periods of ongoing reception: pre-Panathenaic, Panathenaic, and post-Panathenaic. By ‘post-
Panathenaic’, I mean a period of Homeric reception marked by the usage of graphein ‘write’ in referring to
Homer as an author. This usage needs to be distinguished from the usage of the Panathenaic and pre-
Panathenaic periods, when Homer is said to poiein ‘make’ whatever he composes, not to graphein ‘write’ it.

§9. The post-Panathenaic period is exemplified by sources like Plutarch and Pausanias, in whose writings
Homer is already seen as an author who ‘writes’, graphei, whatever he composes.[7] The Panathenaic
period, by contrast, is exemplified by Plato and Aristotle, in whose writings we still see Homer as an artisan
who ‘makes’, poiei, and who is never pictured as one who ‘writes’, graphei.[8]

§10. I translate poiein as ‘make’ in order to underline the fact that the direct object of this verb is not
restricted to any particular product to be made by the subject—if the subject of the verb refers to an
artisan. In other words, poiein can convey the producing of any artifact as the product of any artisan. It is
not restricted to the concept of the song / poem as artifact or of the songmaker / poet as artisan. To cite an
early example: in Iliad VII 222, the artisan Tukhios epoiésen ‘made’ the shield of Ajax. By contrast with the
verb poiein, the derivative nouns poiétés and poiésis are restricted, already in the earliest attestations, to
the production of songs / poems. I stress the exclusion of artifacts other than songs / poems or of artisans
other than songmakers / poets. The noun poi€éma has likewise been restricted, though not completely; in
the usage of Herodotus, for example, poiéma still designates artifacts other than song / poetry (1.25.1,
2.135.3, 4.5.3, 7.85.1). As for the compound noun formant -poios, it is not at all restricted to song or to
poetry.[9]

§11. In what follows, I will track usages of poiein ‘make’ and graphein ‘write’ with reference to Homer in
the Lives of Homer.[10] In what I reconstruct as the pre-Panathenaic and the Panathenaic periods of
Homeric reception as narrated in the Lives, we shall see Homer pictured not as an ‘author’ in the sense of a
‘writer’ but simply as an artisan who makes songs / poems that become activated in performance. To the
extent that these songs / poems are attributed to him, Homer is an ‘author’, but the authorization of this
*author’, as we shall see, depends on the performance, not on the written text, of his songs / poems.

[11] Moreover, as we shall also see, the performer must be Homer himself.

§12. In making this point, I disagree with the theory of Barbara Graziosi concerning Homer as an ‘absent
author’ in the Lives.[12] According to her interpretation of the Lives, the stories of Homer in contexts of
written composition are to be viewed as evidence for such an ‘absent author’: just as an artisan

who epoiése ‘made’ a vase (as signaled by countless vase inscriptions reading ‘epoiése plus name of maker’
on the vase) potentially becomes the ‘absent author’ of the vase, so also Homer becomes the ‘absent
author’ of the songs / poems that he ‘made’.[13] This interpretation does not square with portrayals of
Homer in contexts of performance. In such contexts, as portrayed in the Lives, the performance of the
composition requires the real or notional presence of Homer for the purpose of making the performance
authoritative. In the narrative logic of the Lives, Homer simply cannot be an ‘absent author’. As we shall
see, Homer is an ‘author’ only to the extent that his real or notional presence authorizes the occasion of
oral performance. In the narrative logic of the Lives, Homer embodies the ongoing fusion of the composer
with the performer.

§13. In the case of other ‘lives of poets’ traditions, we see analogous patterns of narration. For example, in
Herodotus 1.23, Arion ‘makes’ (poiein) dithyrambs, which are actualized when he ‘teaches’ (didaskein)
them in Corinth; similarly in Herodotus 6.21.2, Phrynichus ‘makes’ (poiein) the drama called ‘The Capture
of Miletus’, which is actualized when he ‘teaches’ it in Athens.[14]
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§14. I need to add that oral composition can indeed be metaphorized as written composition in the post- Archivesm
Panathenaic period, and to that extent we may think of Homer as a ‘writer’. Nevertheless, as we are about
to observe, the Lives simply do not metaphorize oral performance as a performance of written texts. USGI‘S

§15. My point remains that the Lives require the real or notional presence of Homer for authorizing the

performance of Homer. This narrative requirement holds up even in relatively late contexts—in what I

reconstruct as the post-Panathenaic period of Homeric reception as narrated in the Lives. Even in such late

contexts, where the poems attributed to Homer are described as his writings, the narrative still requires the Log out
notional performance of these poems, and the model performer must still be Homer himself. As we shall

see, even in post-Panathenaic contexts where the poems of Homer are pictured as texts written by Homer

the writer, they must still be authorized by Homer the performer. Accordingly, although I concentrate on

the reception of Homeric poetry as actual performance in the pre-Panathenaic and Panathenaic periods, the

reception of Homeric poetry as notional performance in the post-Panathenaic period is also relevant.

§16. What follows is an inventory of twenty-five examples in the Lives of Homer where the
words poiein ‘make’ or graphein ‘write’ refer to the making of Homeric song / poetry. In numbering the 25
examples, I place the sign “#"” in front of each numbered example.

#1.V1.69-72

Kkdi Bnou €kAaToTe AQiKoITo NAVTa T £NIXGPIa SIEwPAETO, KAl LoTOpEWV ENUVBAVETO. €lkdg B& pIv AV Kdl
pvnuoéouva navtwv ypapeobai

And wherever he [= Homer][15] went in his travels, he would see thoroughly, one by one, all the local
things. He would make inquiries and thus find out. It is likely that he was having memorable
parts written down [graphein] concerning all these things.

§17. In all of V1, this passage is the only case where graphein refers—however indirectly—to the making of
Homeric poetry. The exceptional nature of this case—and the indirectness of the wording—may be due to
the fact that the reference here involves not some event that is actually being narrated but merely an
inference made by the narrator about events still to be narrated. In terms of the inference, Homer must
have written down—or, to be more accurate, Homer must have had someone else write down (note the
middle voice)—all the things he saw that were memorable to him.

§18. At this phase of the narrative, Homer is not yet blind—and he is not yet a songmaker. Born in Smyrna
and raised by his unwed mother (V1.17-31), Homer has been adopted by a man called Phemios, a
professional teacher of grammata ‘letters’ and of ‘other kinds of mousiké’ (V1.36-38: naldag ypappara Kai
TAV AAANV pouaiknyv diIddokwy ndoav).[16] After Phemios dies, Homer inherits the teaching legacy of his
adoptive father (V1.50-52). By implication, then, Homer himself becomes a teacher of grammata ‘letters’.
Then, he joins a man called Mentes in embarking on a sea journey and gets to see the places that
Odysseus had seen once upon a time, in the final phases of that hero’s homecoming in Ithaca (V1.61-90).
As Homer's sightseeing comes to a close, he proceeds to travel back to Smyrna, but, before arriving, he
stops over at the city of Colophon, where he falls ill and becomes blind (V1.90-92); the narrative accepts
this version of Homer’s blinding, as opposed to a version claimed by the people of Ithaca, who say that
Homer was blinded on their island (V1.84-87). Only after Homer comes back to Smyrna, already blind after
his illness in Colophon, does he formally embark on a career of songmaking, poiésis (V92-94: ék d& TAG
KoAop@dvog TUPAOG €V AnikvEeTal gig THV ZpUpvav kal olTwg £nexeipel T noinoel ‘leaving Colophon, he
arrives in Smyrna, now blind, and that is the way things are as he now tries his hand at the making_of
poetry [poiésis]’.

§19. By implication, the narrative of V1 views Homer’s mnemonic sequencing of memorabilia during his
journey in the realms of Ithaca and beyond as a process distinct from the process of actually composing a
narrative based on these memorabilia. The narrator’s inference is implying a distinction between the
process of composing and a previous process of remembering things to be put into a composition that has
yet to happen. In effect, the narrative here is postponing the actual process of Homeric composition for
later occasions, for later moments in the life of Homer. In terms of the narrator’s inference, the occasion of
writing is not being linked directly with the occasions of Homeric composition, which are still just waiting to
be narrated in V1. Throughout the narrative of V1, in fact, the act of composing is nowhere linked directly
with the act of writing.

§20. By contrast, as we are about to see in all the other relevant passages taken from V1, the act of
composition is everywhere linked with the act of performance. Nowhere in V1 do we ever see Homer in the
act of writing down what he is actually composing.

#2.V1.113-114

. . Toug Upvoug Toug &G BeoUg NeENOINPEVOUG auT® . . .

. . . the hymns to the gods that had been made [poiein] by him [= Homer] ...’

This reference concerns Homer’s ‘making’ (poiein) of humnoi ‘hymns’ in an Aeolic city by the name of Neon
Teikhos.

#3. VI.119-122

deikvuov Bt ol NeoTeIxelg HEXPIG én’ &0l TOV X@pov &v @ kaTi{wv TAv énéwv TRV nideiElv énoiéeTo,
kdl kapTa £0£BovTo TOV TOMOV.
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Even as recently as my own time, the people of Neon Teikhos used to show off the place where he [=
Homer] used to sit and make [poiein] performance [epideixis] of his verses. They venerated greatly
this site.[17]

§21. At Neon Teikhos, Homer formally performs his compositions by ‘making’ (poiein) what is called

his epideixis ‘performance’. Here we see that performance itself, even as a process, is something that can
be ‘made’. It is not just the composition that is being ‘made’. In the narrative logic of V1, the ‘making’ of
Homeric verse is a combination of two processes, composition and performance.

#4.V1.133-134

He [= Homer] made [poiein] also this epigram, which even to this day is found inscribed on the stele
of the memorial of the man from Gordion [= King Midas].

Homer here ‘makes’ (poiein) an epigram, to be inscribed on the tomb of King Midas of Phrygia.

§22. In the narrative of V2 as well (V2.261-264), we shall see another reference to Homer’s ‘making’
(poiein) the poem that becomes the Midas epigram.[18] In both references, the inscribing of the epigram is
not being connected directly with the actual composition of the epigram. The physical process of inscribing
the epigram is viewed as independent from the mental process of Homer’s ‘making’ (poiein) the poem.

[19] Elsewhere in the Lives, we find two passages where it is said explicitly that Homer also composed an
epigram for his own tomb on the island of Ios, which was inscribed on that tomb only after he died (V2.333
and V5.48-49).[20]

#5.V1.141-146

kaTifwv d& év Talg Afoxaig TV yepovTwy €v Tf Kupn 6 Mehnaoiyévng Ta énea

Ta nenoinpéva aut® nedeikvuTo, kdi év Tolg AdyoIG ETepne ToUG AkolovTag: Kdi

alTod Bwuypaotdl kaBeioTrikeoav. yvoug d& 6T dnodékovral alrod TRV noingaiv ot Kupator kdi
elg guvnBeiav EAkwv Toug dkouovTag, . . .

‘Melesigenes [= Homer] used to sit in the leskhai of old men in Cyme and perform [epideiknunai] the
verses [epos plural] made [poiein] by him. With his words he gave pleasure to his audiences
[akouontes]. And they became his admirers [thaumastai]. But he, knowing that the people of

Cyme accepted [apodekhesthai] his songmaking [poiésis] and that he was attracting [helkein] his
audiences into a state of familiarization [sun-&theia] . . .’

§23. In Cyme, Homer ‘performed’ (= epideiknnai = ‘made an epideixis of’) the verses or epos (plural) that
he had ‘made’ (poiein). His audiences (akouontes), hearing him perform, ‘accepted’ (apodekhesthai) his
songmaking (poiésis). The reception by the audience is correlated with their familiarization (sunétheia) to
the songmaking; this familiarization is in turn correlated with Homer’s ‘drawing power’ or ‘attraction’.

[21] The reception of Homer is conveyed by saying that his audiences in Cyme became

overall thaumastai ‘admirers’ of Homer. We shall encounter this usage again.

#6. V1.198-200

... G ve nenoinpéva €in alT® Tdv €nféwv avaypdyacBai kdi GAAa NOIAV NPOG EWUTOV AVAPEPEIV
atei . ..

... and that he [= Thestorides] should write down the verses [epos plural] of his [= Homer’s] that he
[= Homer] had made [poiein] and other verses that he [= Homer] was about to make [poiein] and
attribute them to him [= Thestorides] always . . .

§24. In Phocaea, Homer's rival Thestorides, whose profession is described as the teaching

of grammata ‘letters’ to youths (195), makes Homer an offer: Thestorides will provide Homer with housing
and general sustenance if Homer agrees to the writing down of the verses or epos (plural) that Homer had
‘made’ (poiein) and is ‘making’ (poiein)—and if Homer agrees to ‘attribute’ (anapherein) these verses to
Thestorides. In the logic of the narrative, Homer’s own composing—past, present, and future—does not
depend on the writing down of his compositions.

#7.V1.202-210
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Spending his time in the house of Thestorides, he [= Homer] made [poiein] the Little Iliad [literally,
the ‘Smaller Iliad'], which begins this way: “I sing Troy and the land of the Dardanoi, famed for
horses. / Many things for the sake of this land did the Danaoi suffer, those therapontes of Ares.” He [=
Homer] also made the so-called Phokais, which the people of Phocaea say Homer had made [poiein] in
their city. And when Thestorides had the Phokais and all his [= Homer’s] other things written

down from Homer, he [= Thestorides] planned to depart from Phocaea, wishing to appropriate

the songmaking [= poiésis] of Homer’.



§25. In Phocaea, while being provided with housing and general sustenance by Thestorides, Homer ‘makes’
the Little Iliad and the Phokais; afterwards, Thestorides has it all written down. The narrative treats the act
of Homer’s ‘making’ (poiein) and Thestorides’ writing down (graphesthai) as separate events. Afterwards,
Thestorides sails away from Phocaea, intending thereby to appropriate the poetry of Homer somewhere
else, in the absence of Homer. But Homer refuses to let himself become an absent author, as we are about
to see.

§26. In the narrative that ensues (V1.210ff), Thestorides sails to Chios, where he goes about performing
(epideiknunai V1.215 and 222) the verses or epos (plural) of Homer in Chios as if they were his own.
Meanwhile, back in Phocaea, Homer finds out about this misappropriation and angrily resolves to make
every effort to travel to Chios in order to set things straight (V1.224-225). After experiencing many
adventures while trying to make his way to Chios (V1.225-275) and even after arriving on the island
(V1.276-232), Homer finally starts ‘making’ (poiein) new poems there (V1.335). Thestorides hears about
the presence of the composer and, to avoid being exposed as a pseudo-Homer, that is, as an unauthorized
performer who claims the compositions of Homer, he abruptly leaves Chios (V1.336-338). Throughout this
narrative, the ‘scripted’ performances of Thestorides are being contrasted with the ‘unscripted’
compositions of Homer. Also, Thestorides is described as a teacher of grammata ‘letters’ (V1.185, 223),
whereas Homer becomes, once he is finally established in the city of Chios, a teacher of epos (plural)
‘verses’ (V1.341).[22] It is important to note that the scripted performances of Thestorides are
unauthorized, and only the unscripted performances of the genuine composer are authorized.[23]

#8.V1.332-335

Kal Toug Képkwnag kdi Batpaxopuopaxiav kdl Wapopaxinv kal ‘EntanakTikfv kdi EnikixAidag kdi TGAAa
navra 6oa naiyvid éoTiv ‘Oprfipou €vradba gnoinoe napd TG Xiw év BoAiood

And he [= Homer] made [poiein] there, in the house of the man from Chios, at Bolissos [on the island
of Chios], the following: Kerkopes, the Battle of Frogs and Mice, the Psaromakhia, Heptapaktikg,
the Epikikhlides, and all the other playful verses of Homer.

§27. Homer is now on the island Chios (feminine) in the house of a man called Chios (masculine), and he is
making (poiein) these playful poems before he moves to the city of Chios (feminine). These are the poems
that first establish Homer’s reputation on the island, and it is the news of these poems that force
Thestorides to leave Chios.

§28. Once Homer moves to the city of Chios and becomes established there, his reception is conveyed by
the idea that his audiences throughout Chios become overall thaumastai ‘admirers’ of his (V1.342). We
have seen this expression earlier, in a similar context of referring to Homeric reception.

#9. V1.350-352

. . . noinaag '03ucoia &g &G Tpoinv EnAee MévTop! éniTpéwal TOV olkov &G £6vTI I8aknaiwv dpioTw Kdl
JIKkaIoTATY . . .

... [Homer,] having made [poiein] it happen that Odysseus, at the time when he was sailing off to
Troy, placed Mentor in charge of his household, since he [= Mentor] was the best and most righteous
man among the people of Ithaca . . .

§29. Homer is now in the city of Chios, having established himself there and having many ‘admirers’
(thaumastai). Homer is being described as composing the Odyssey in Chios (V1.347), ‘making’ (poiein)
special things take place inside the plot of the Odyssey. For example, Homer *fits’ (en-harmozein) into his
songmaking (= poiésis V1.349) the name of his own friend Mentor, and thus he ‘makes’ (poiein) it happen
that Odysseus places Mentor in charge of the hero’s household.[24]

#10. V1.379-384

£unolel &g TV noinatv, €g pév INiada Ty peyaAny ‘EpexBéa peyahlvwv €v vedv kataldyy Ta Enea Tade
“8Auov EpexBARog peyaARTopog, Ov not’ ABAvn / Bpswe AIdG BuyaTnp, TEke OE Leidwpog dpoupa,” Kdl
TOV OTPATNYOV alTdv MeveoBéa aiveaag

‘He [= Homer] made (poiein) things take place inside (en- of em-poiein) his songmaking [= poiésis].
Inside the big Iliad, glorifying Erekhtheus in the Catalogue of Ships, he made these verses

[lliad 2.547-548]: * . . . the district [démos] of Erekhtheus, the one with the great heart; him did
Athena once upon a time / nurture, she who is the daughter of Zeus, but the life-giving earth gave
birth to him.” He [= Homer] also praised their [= the Athenians’] general, Menestheus.

§30. Still in the city of Chios, Homer is described as composing the ‘big’ Iliad, ‘making’ special things take
place inside the plot of the Iliad. Specifically, Homer ‘makes’ the verses or epos (plural) about Erekhtheus
and Athens take place inside the Iliad; also he makes verses about the leader of the Athenians,
Menestheus, thereby glorifying or ‘praising’ him as well.[25]

#11.V1.372-6.
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From this songmaking [poiésis] Homer achieved genuine fame, and the word of attribution was
already spreading around Ionia and throughout all Hellas.[26] While he kept on maintaining his home



in Chios and having genuine fame for his songmaking [poiésis], many people came to visit
[aphikneisthai] him.[27] Upon encountering him, people kept on advising him to visit Hellas.

§31. As a consequence of Homer’s poiésis ‘songmaking’— and here poiésis refers cumulatively to all the
instances of Homer’s ‘making’ (poiein) of verses just narrated—Homer’s fame in Ionia and throughout
Hellas in general has already become widespread. At this point in the narrative, Homer is still in Chios. Only
now does the narrative finally introduce the theme of Homer’s traveling to the rest of Hellas. And yet,
though Homer is described as by now eager to make a tour of all Hellas (V1.376-377), he implicitly stays in
Chios for a longer period as he continues to make verses that center on the glorification of Athens (V1.378-
399).

#12.V1.394

. &G Ot TRV 'Oduoosinv Tade €noingey . . .

. inside the Odyssey he made [poiein] these verses . . .

#13.V1.399
. ¢unoinoac && &g TAvV noinoiv TadTta . . .

‘... having made (poiein) these verses take place inside (en- of em-poiein)
his songmaking [= poiésis] ...’

§32. With the telling of these two further contexts, Homer has at long last finished his glorification of
Athens by way of ‘making’ (poiein) verses. He can now finally leave Chios and set sail to tour the rest of
Hellas (V1.400), and he arrives at Samos as his first port of call (V1.401).

§33. Here the narrative of V1 maintains the status of Chios as a definitive setting for Homer’s glorification
of Athens.

#14.V1.517-522

“Omi 5& Av AloAglc "Opnpog kdi olTe "lwv olite Awpielig, Tol Te eipnuévoic dednAwTai poi Kdi 3 Kdl
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That Homer was an Aeolian and not an Ionian nor a Dorian is demonstrated by what has been said so
far, and it can be proved even more decisively by way of the following: it is likely that

a songmaker [poiétés] who is of such ancient pedigree, and who draws upon ancestral customs
prevalent among humans, would be making [poiein] things take place in his songmaking [poiésis] that
were either the most beautiful things he could ever make [poiein] with his poetic invention or else his
very own things as he inherited them from his ancestors.

§34. So far in V1, we have seen various aspects of Homeric composition being aetiologized by way of
narrating Homer's life and times. In this last example taken from V1, the narrative aetiologizes Homer’s
inherited traditions as well, specifying that they are Aeolic rather than Ionic in origin. The significance of
this specification in V1 can be explained in terms of a pre-Panathenaic outlook.[28]

§35. Having now finished with V1 (= the Herodotean Vita), we turn to V2 (= the Certamen).

#15a. V2.15-17

kal noifjgal np®Tov TOV Mapyitnv..

The people of Colophon point to a place where they say that he [= Homer], while he
was teaching letters [grammata], began his songmaking [poiésis] and made [poiein], first of all,
the Margites.[29]

§36. Here too in V2, as in V1, the word poiein ‘make’ is still being used instead of graphein ‘write’ in
referring to the process of Homeric composition. Nevertheless, the Colophonian version of the Life of
Homer, as reflected here in this set of passages taken from V2, stems from what I describe as the post-
Panathenaic period of Homeric reception. Although the reference here to the actual composition is still
being made by way of the word poiein ‘make’, Homer is pictured in V2 as a teacher of grammata ‘letters'—
not epos (plural) ‘verses’. By contrast, as we saw earlier, V1 pictures Homer as a teacher of epos (plural)
‘verses’.

#15b. V2.55-56

moinoavra yap tov Mapyitnv “Opunpov nepiépxecbai kata noAiv paywdoldvra

Having_made [poiein] the Margites, Homer went wandering_around [perierkhesthai] from city to
city, performing_in the manner of rhapsodes.[30]

837. The narrative here picks up where V2.15-17 (= #15a) left off. After ‘making’ the Margites in
Colophon, Homer goes to other cities, performing his poetry (it is not specified what he performs in
what city). The process of poiein ‘making’ Homeric poetry is correlated with the multiple events of
‘performing’ it at multiple occasions of performance. The performance is designated



by rhapsoidein ‘perform in the manner of rhapsodes’ (for the same verb, see also V2.286, where
Homer is shown performing his poi€émata in Corinth).[31]

#16. V2.105-106
gvioTe 8E kdl 81d dU0 OTiXWV TAV ENEPWTNOIV Noloupévou Tol ‘Holddou

From time to time Hesiod would make [poiein] his question by way of two verses.

§38. On the occasion of the actual ‘Contest’ of Homer and Hesiod, Hesiod is pictured at one point as
‘making’ (poiein) a ‘question’ in the process of performing two of his verses. Again, the process of
composition is being correlated with the event of performance.

#17a. V2.261-264

T00 natpdg altdv, £p’ ol Av napBevog Xahkh TOV Midou BavaTov olkTifopévn. Kai nolel olTwg . . .

The sons of King Midas, Xanthos and Gorgos, invited him [= Homer] to make [poiein] an epigram on
the tomb of their father, on top of which was a bronze maiden lamenting the death of Midas. And he
[= Homer] made [poiein] (the epigram) thus . . .

§39. Here again in V2, as also in V1, the process of Homer’s composing the epigram of Midas is expressed
by way of the word poiein ‘make’—not graphein ‘write’. Nevertheless, as we are about to see in the next
example, the framing narrative reveals traces of a mentality dating to what I describe as the post-
Panathenaic period.

#17b. V2.271-274
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Receiving from them [= the sons of Midas] a silver phialé he [= Homer] dedicated it in Delphi to
Apollo, writing_an epigram [epigraphein] on it “Lord Phoebus! I, Homer, have given you a beautiful
gift, / with the help of your impulses of wisdom [epiphrosunai].[32] And may you grant [opazein]
[33] me fame [kleos] forever.”

840. In this particular context, the process of Homer’s composing an epigram is no longer separated from
the process of inscribing an epigram, in that Homer himself is said to ‘inscribe’ a poetic inscription. To be
contrasted are other contexts where the two processes are still being separated.[34]

#18.V2.275

peTa 8¢ TaldTa nolet TAv ‘Oducoeiav €nn W,B’, nenoinkwg A3N TNV 'IAIaGda éndv p,ep’.

After this he [= Homer] made [poiein] the Odyssey, 12,000 verses, having already made [poiein]
the Iliad, consisting of 15,500 verses.

841. The place where Homer is composing the Iliad and Odyssey is not made explicit here by the narrative.
It is implied, however, that this place is actually Delphi. I find it pertinent here to highlight a revealing
detail: Homer had personally dedicated his epigram to Apollo at Delphi, and then he is said to go ‘from
there’ to Athens (V2.276-277: napaysvopevov & £kelBev €ig ABRvag).

§42. Taking this detail as a point of reference, I reconstruct the overall narrative sequence of V2 as follows:

A) Homer starts his career of poetry in Colophon (2.15), having ‘made’ (poiein)
the Margites (2.17).

B) Having ‘made’ (poiein) the Margites in Colophon, he now goes wandering around other cities,
performing poetry wherever he goes (2.55-56).

C1) He goes to Aulis, in Boeotia (2.54-55). At Aulis he competes with Hesiod (2.54-55).

C2) Alternatively, he goes to Chalkis, in Euboea (2.68), where he competes with Hesiod and is
defeated by him (2.68-211).

D) He now goes wandering around other cities, performing poetry wherever he goes (2.255).

E) He performs the epic called the Thebaid (2.255-257) and the epic called the Epigonoi (2.258-
260). The venue seems to be Thebes.

F) He ‘makes’ (poiein) the Midas Epigram (2.260-270). The venue seems to be Phrygia, though
the narrative does not specify that Homer actually went there.

G) He goes to Delphi, taking with him the phialé he had received as compensation for ‘making’
the Midas Epigram, and he dedicates it, having composed his Delphi Epigram to be inscribed on it
(2.270-274).

H) He ‘makes’ (poiein) the Odyssey, having already ‘made’ (poiein) the Iliad (2.275-276).

I) He goes from Delphi (‘from there’ ) to Athens, where he performs a riddle as he enters the
building of the city council or bouleutérion (2.276-285).[35]



§43.

§44.

J) He goes to Corinth, where he ‘performs in the mode of a rhapsode’ (rhapsoidein) his ‘poetic
creations’ (poiémata) (2.286-287: £kelbev d& napayevopevog elg KopivBov éppaymdel Ta
noinuara).

K) He goes to Argos (2.287-315), where he ‘speaks’ (legein)[36] verses that are taken from
the Iliad (2.288: kdi Aéyel €k TAG IA1adog Ta €nn TAdE).

L) After staying a while in Argos, he sails over to Delos (2.315-322), where he ‘speaks’ (legein)
[37] the Homeric Hymn to Apollo (2.317 Agyel Upvov gig AndAAwva).

M) After being celebrated in Delos with special honors that compensate him for his songmaking,
Homer goes to the island of los, where he fails to understand a riddle and dies in a fit of
depression (2.322-338)—but not before he ‘makes’ (poiein) an epigram for his own tomb. In the
passage that tells about Homer’s composition of this epigram, we see the last attestation

of poiein *‘make’ with reference to the life of Homer as narrated in V2:

#19.V2.333

... he [= Homer] made [poiein] his own tomb’s epigram . . .
Having now finished with V2 (= the Certamen), we turn to the remaining Lives, starting with V3:
#20. V3a.75-83

€lol pévTol ol kdi Koho@aviov alTov anodeikvuval Neip@vTal, HEYIOT®W TEKUNPI® XPOPEVOI NMPOG

TOV 'I\lakOV Aapdavid@dv NOAEHoV.

But there are those who attempt to demonstrate that he [= Homer] was a Colophonian, using as their
greatest evidence for demonstration the elegy inscribed [epigraphein] as an epigram on the base of
his statue. It goes like this: “Son of Meles, Homer, you have made glory for all Hellas / and for
Colophon your fatherland—glory that will last for all time. // And you have begotten with your godlike
spirit these daughters, / having written [graphein] two columns of writings about heroes. // One of
them has as its hymnic theme the return of Odysseus, with all its many detours. / The other is about
the war of Troy, fought by the sons of Dardanos.”

In this case, we see an explicit equation of Homer’s composing with Homer’s writing. As I have been

arguing, this mentality is typical of the post-Panathenaic period. I note with interest that this example
comes from traditions attributed to the Colophonians. Earlier on, we saw another explicit equation of
Homer’s composing with Homer’s writing, again in a Colophonian context (#15).

§45.

The following final five examples exemplify the latest period of Homeric reception and will be

discussed only briefly. From here on, we see Homer in the act of ‘writing” (graphein), and I therefore now
translate poiéma and poiésis simply as ‘poem’ and ‘poetry’.

#21.V3a.98
Eypawe 8t noiuara duo, 'INiada kal ‘'0duoosiav

He [= Homer] wrote two poems [poiémata], the Iliad and the Odyssey.

#22.V5.19-34

oUd&v &’ alTol BeTéov EEw TAG 'IANIGd0G kdi TAG |20 'Oducaoeiag, AAAG kdl Toug Upvoug kdi Ta Aoinda TV &l
alTOV AVaPEPOPEVOV NoINKATWV AyNTEOV AANOTPIA KAl TAG PUOEWG KAl TAG SUVANEWG EVEKA. TIVEG &’
auTol gactv eival kdi Td GepdPeva dUo ypauuara, TV Te Batpayopuopayiav kdi Tov Mapyitnv. Ta
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XPUGEOG AV NOAIATNG / €lnep ABnvatol SpUpvav £nwkioapev.

Nothing of his [= Homer's] is to be accepted as canonical except for the Iliad and the Odyssey. Even
the Hymns and the rest of the poems [poiémata] attributed to him are to be deemed as belonging to
other authors—to judge on the basis of the inherent nature and power [of the poetry]. But some say
that two of the other attested writings [grammata] do belong to him [= Homer]: the Battle of Frogs
and Mice and the Margites. In any case, the poems [poiémata] of his [= Homer’'s] that are genuine
used to be sung on many different scattered occasions [=sporadén], but then Peisistratos of

Athens put them together and organized them. And a proof of this is the epigram in Athens that

is inscribed on the statue of Peisistratos himself’ [what follows in Vita 5.29-34 is also found in Vita
4.11-16 and in Greek Anthology 11.442]: // Three times was I tyrant [of Athens], and three times
was I expelled / by the people of Erekhtheus [= the Athenians]. Three times did they bring me in [as
tyrant], // me, Peisistratos, great in counsel. I was the one who took Homer / and put him all
together. Before that, he used to be sung in a scattered state [sporadén]. // You see, he was our
golden citizen [polités], / if it is true that we the Athenians colonized [= made an apoikia of] Smyrna.




#23. V10.38-48 (Suda)

noifuara &’ autod dvapilekTa INIag kdi '0duooeia. Eypawe d& TV IAiada ol Gpa, oUdE katd 1O
OUVEXEG (onep aUyKeITal, QAN alTdg v |40 ékaoTny pawwdiav ypdwag kdi EmdeIEANEVOG TG
nepIvooTelv TAG NOAEIG TPOPAG Evekev dnéAinev. UoTepov BE CUVETEDN Kdl GUVETAXON UNO NOAAQV KAl
paAioTa Uno MeioloTpaTou Tod TAV ABnvaiwv Tupavvou. dvagepeTal &’ glg alTov kal AAAa

Tiva nopara- Apalovia, IAidg pikpd, Noorol, EnikixAideg, 'HBiénakTog Aol “lapBor, MuoBatpayopayia,
Apaxvopaxia, Fepavopayia, Kepapig, Apgiapaou €E€Aaaig, naiyvia, ZikeAiag AAwoig, 'Embaiapia,
KUKAOG, Upvol,

Kunpia.

The lliad and the Odyssey are poems [poi€émata] that are undisputably his [= Homer’s]. But

he wrote [graphein] the Iliad not on any single occasion, nor according to the sequence in which it is
composed. Rather, he himself would write down [graphein] each rhapsoidia,_performing it in the
course of his touring the various cities in order to sustain his livelihood, and then leave it behind.
[38] Later on, it was put together and organized by many, especially by Peisistratos, tyrant of the
Athenians. Other poems [poiémata] attributed to him are: the Amazonia, the Little Iliad, the Nostoi,
the Epikikhlides, the Ethiepaktos or Iamboi, the Battle of Mice and Frogs, the Battle of the Spiders,
the Battle of the Cranes, the Ceramis, the Exile of Amphiaraos, some playful verses, the Capture of
Sicily, the Epithalamia, the Cycle, the Hymns, the Cypria.

#24.V12.100.12 (Proclus)
ypdwavTta 3¢ Otxahiag dAwaolv TouTw XapicacOal

‘Writing_down [graphein] the Capture of Oikhalia he gave it as a token of gratitude [kharis] to him [=
Kreophylos]'.[39]

#25.V12.102.3-5 (Proclus)

Yeypape d& moingeig duo, IAiada kdi ‘0dUcacelav, v Zévwv kdi EAAavikog dpaipolvTal alrod. ol pévTol
Ye dpxatol kdi TOV KUKAOV Avapépouaiv elg alTov.

He [= Homer] wrote two pieces of poetry [poiésis], the Iliad and the Odyssey—which Xenon and
Hellanicus want to take away from him. But the ancients attribute [not only the Iliad and Odyssey but]
even the Cycle to him.

§46. Here I have reached the end of my survey of poiein *‘make’ and graphein ‘write’ in the twenty-five
examples I have taken fromm the Lives of Homer. Seeing that the Lives vary significantly in their
orientation, I now proceed to offer a summary.

847. V1 is pre-Panathenaic in outlook (though not in date of composition), with major accretions deriving
from the Panathenaic period. By contrast, V2 is Panathenaic, with major residues deriving from the pre-
Panathenaic period—and with minor accretions from the post-Panathenaic period.[40] As for the rest of the
Lives, V3-12, they are post-Panathenaic in outlook, with major residues deriving from the earlier periods,
mostly from the pre-Panathenaic.

§48. The narrative of V1, reflecting the pre-Panathenaic period of Homeric reception, concentrates on the
shaping of Homer’s songmaking career in Aeolic and Ionic cities of Asia Minor and outlying islands. The
narratological sequencing of the cities is significant. First in the narrative is Cyme, explicitly described as an
Aeolic city (V1.3), mentioned in first place because it is recognized as the city of origin for Homer’s
genealogy—and the city where he is actually conceived (V1.3-17).[41] Second is Smyrna, an Aeolic
daughter city of Cyme (V1.18-19). Smyrna is recognized as the city where Homer is born (V1.17-31).[42]

§49. As we have already seen (#14 above), the narrative of V1 goes out of its way to stress that the
origins of Homer are Aeolic, not Ionic (V1.517-522). This way, V1 avoids the idea that Athens initiated a
mythical ‘big bang’ event known as the Ionian apoikia ‘migration’, launched by Athens as the metropolis of
the Ionian cities. The classic formulation of this Athenian idea—or ideology—is given by Herodotus
(1.147.2): €ld1 8& navreg "lwveg, dool An’ ABnvEwv yeyovaol kal AnatoUpia dyouai opTry ‘lonians are all
those populations who originate from Athens and who celebrate the festival [heorté] of the Apatouria’. Such
an ideology is indicative of a Panathenaic outlook. By contrast, the outlook of V1 is distinctly pre-
Panathenaic.

§50. Despite its persistently pre-Panathenaic outlook, V1 contains an accretive element that seems at first
sight to be Panathenaic in its motivation. The accretion involves the sequencing of the last two major Ionic
cities mentioned in the narrative of V1, the island-states of Chios and Samos. As we have already seen, V1
pictures Homer as ‘making’ the Iliad and the Odyssey in the city of Chios (V1.346-398). Also, Homer plans
to launch his songmaking tour of all Hellas from Chios (V1.374-377). Moreover, Samos becomes a
transitional stop before Homer’s intended arrival in Hellas, and, in this context, his starting point in Hellas is
specified as Athens (V1.483-484). Thus the theme of Homer’s presence in Samos prefigures the
Panathenaic theme of Homer’s presence in Athens. In the end, however, a pre-Panathenaic outlook
reasserts itself: after Homer’s extended tour of composing and performing in Samos (V1.399-484), he
leaves the island and arrives at another transitional stop, the island of Ios (V1.484-485), which turns out to
be his terminal stop, since this is the place where he dies, ambushed by a riddle (V1.485-516). So,
according to V1, Homer’s personal appearance in Athens never happens. What had started off as a
Panhellenic accretion now ends up as a pre-Panhellenic or even anti-Panhellenic correction.



§51. From the standpoint of V1, any performance of Homeric poetry in Athens can only take place after
Homer’s death. How, then, are we to imagine such a performance? I propose that the answer involves (1)
Athens, (2) Chios, and (3) transmitters of Homeric poetry known as the Homeridai, whose very name
indicates that they are descendants of Homer.[43] Here I return to the fact that the narrative of V1
maintains the status of Chios as a definitive setting for Homer’s glorification of Athens. This association of
Chios and Athens fits the world view of the Panathenaic period. We have already seen in V1 that the
original songmaking for the Panathenaia, the premier festival of Athens, is pictured as taking place not in
Athens but in Chios, where Homer makes the Iliad and the Odyssey. Here is where the Homeridai, linked
with Athens as well as Chios, are relevant. As we learn from incidental references in Plato (Ion 530d7

and Republic I 599¢) and Isocrates (Helen 10.65), Athenians considered the Homeridai of Chios to be the
normative authorities on Homeric poetry. By implication, the city of Athens had appropriated for the festival
of the Panathenaia a version of Homer that depends on the Homeridai of Chios.[44]

§52. Despite these strong links between the Homeridai and the Panathenaic version of Homeric poetry,
Homer has no sons according to the narrative of V1: he fathers only two daughters in Chios (V1.343-345),
one of whom dies unmarried, while the other is married off by her father to a man called Chios (on whom
see #8). Again I see here a pre-Panhellenic or even anti-Panhellenic correction, consistent with the overall
outlook of V1.

§53. This pre-Panathenaic outlook of V1 is in sharp contrast with the Panathenaic outlook of V2.[45] In that
narrative, we find an explicit reference to the Homeridai as the surviving descendants of Homer: X1oi 8&
naAlv Tekunpia eEpouaiv idiov elvar noAiTny AéyovTeg Kal nepioleadai Tivag ék Tol yévoug auTol nap’
auTolg ‘Ounpeidag kaloupévoug ‘the people of Chios, on the other hand [= in rivalry with other claims by
other cities], adduce proof for their claim that Homer is their very own citizen [polités], saying that there
exist surviving members of a lineage who originate from him [= Homer], called the Homeridai’ (V2.13-15).
[46] This reference makes it explicit that the tracing of the Homeridai back to Homer is a Chiote tradition—
and that this tradition aetiologizes the Chiotes’ claim to the poet Homer by way of the Homeridai. There is
also another such reference in Strabo (14.1.35 C645). Moreover, as we learn from Harpocration

(s.v. Homéridai), Hellanicus of Lesbos (FGH 4 F 20) and Acusilaus of Argos (FGH 2 F 2) both say that the
Homeridai were a genos ‘lineage’ in Chios that was named after Homer himself (‘Ounpidai- yévog év Xiw,
6nep 'Akoucilaog £v y’, ‘EANAvVIKoG £v T ATAavTiadl anod 1ol nointol ¢naoiv wvouacdar).[47]

§54. The Homeridai exemplify a transition from the pre-Panathenaic to the Panathenaic era of Homeric
reception in Athens. Their repertoire corresponds to the two epics of the Panathenaia, that is, the Iliad and
the Odyssey alone, to the exclusion of other epics. In other words, their repertoire corresponds to what
Homer is said to be composing in the city of Chios according to the narrative of V1—and it does not
correspond to what he is said to have composed elsewhere—such as the Little Iliad that Homer had ‘made’
in the city of Phocaea (V1.203). Narratives reflecting the Panathenaic period of Homeric reception attribute
only the Iliad and the Odyssey to Homer, assigning other epics to other authors.[48] For example, from a
Panathenaic standpoint, the author of the Little Iliad was not Homer but another poet, left unnamed by
Aristotle (Poetics 1459a). This ‘other poet’ is identified by most sources as Lesches, from the city of Pyrrha
in Lesbos (see for example Pausanias 10.25.5).[49] According to another version, the author of the Little
Iliad is actually the pseudo-Homer whom we already encountered in V1, Thestorides of Phocaea (scholia to
Euripides Troades 822).[50]

§55. By contrast with V1, V2 shows Homer performing in Athens (V2.276-285) and in other major cities of
Hellas proper, especially Corinth (V2.286-287) and Argos (V2.288-314). Homer’s long-awaited songmaking
tour of Hellas, which failed to take place in V1, is now fully realized in V2. On the other hand, V2 omits the
adventures of Homer in Aeolic and Ionic cities of Asia Minor and outlying islands, especially Chios and
Samos. In Athens (V2.281-285), V2 shows Homer performing what seems to be the ‘same’ riddle that V1
had shown Homer performing in Samos (V1.425-429).[51] The interchangeability of Samos and Athens in
framing the contexts of this riddle reinforces a point I made earlier, that the theme of Homer in Samos
prefigures the Panathenaic theme of Homer in Athens.[52]

§56. In V1, the fatal visit of Homer to Ios had taken place just before his intended tour of Hellas (V1.484-
485). In V2, by contrast, Homer’s visit to Ios happens after he actually completes his successful tour of
Hellas, where he visits Delphi (V2.2.271-276), Athens (V2.277-285), Corinth (V2.286-287), and Argos
(287-314).[53] Before Homer reaches Ios, however (V2.322), he stops over at the island of Delos
(V2.315-322), where he performs the Homeric Hymn to Apollo (V2.316-319). Here once again the
authorization of and by Homer is made explicit in his performance. Specifically, Homer ‘speaks’ (legein)
the humnos to Apollo (V2.316-317: kal oTaB&Ig €Ml TOV KEPATIVOV BwHov Afyel Udvov gl AnoAAwva); then,
once Homer ‘speaks’ (legein) the humnos (V2.319: pnBévtog 8 To0 Upvou), all the Ionians who are
gathered at Delos and celebrating a pan-Hellenic festival (panéguris, V2.316, 321) respond by making
Homer their ‘common citizen’, their koinos polités (V2.319-320: ol p&v

"lwveg noAiTny alTov Kovov €noifoavTo,).[54]

§57. We see here at Delos the crowning glory of Homeric reception, from the standpoint of the Athenian
Empire: each and every polis of ‘Ionia’ claims Homer as an authorized member of their own community,
while the polis of Athens claims to be the metropolis or mother city of all Ionian cities. Elsewhere, I argue
at length that the word koinos ‘common, standard’, as applied to Homer and Homeric poetry, reflects the
Athenian Empire’s appropriation of Homer as a spokesman for the Athenian Empire, explicitly at the pan-
Hellenic festival of the Delia in Delos and implicitly at the pan-Hellenic festival of the Panathenaia in Athens.
[55] If my argument holds, then the status of Homer in Delos as the koinos polités ‘common citizen’ of all
Ionian cities exemplifies most perfectly the Panathenaic period of Homeric reception.



§58. In the Panathenaic period, the various appropriations of Homer by various Aeolic and Ionic cities of
Asia Minor and outlying islands become merged and unified into a singular appropriation of Homer by
Athens as the metropolis of ‘Ionia’. In the Panathenaic period, Homer must be coeval with the

Ionian apoikia ‘migration’, when the cities of ‘Ionia’ were notionally being founded by Athens as their
metropolis. This dating of Homer, implicit in the Panathenaic version of V2, contradicts the earlier dating of
Homer as claimed in the pre-Panathenaic version of V1.

§59. According to V2, Homer is claimed by many cities, and it lists them in this order: Smyrna (V2.9-12),

Chios (V2.13-15),[56] and Colophon (V2.15-17).[57] This triad of cities represents the basic Panathenaic

pattern.[58] Retrospectively, all three cities are Ionic, since there is ample historical evidence to show that
Smyrna switched its identity from an Aeolic to an Ionic city.[59]

§60. From the standpoint of a Panathenaic outlook, as represented by V2, the recessive pre-Panathenaic
traditions of Homer the Aeolian had to be covered over by the dominant Panathenaic traditions of Homer
the Ionian. The Aeolic cities that had claimed contact with Homer had to be shaded over in order to a
achieve the proper highlighting for the rival Ionic cities. Only Smyrna, which had been transformed from an
Aeolic into an Ionic city, could retain its pre-Panathenaic prestige as a Homeric city.[60] Other Aeolic cities,
like Cyme, receded in importance.[61] From a Panathenaic point of view, the birth of Homer could be
imagined as happening in Smyrna (V3a.25-38), even if Homer was conceived on the island of Ios.[62] This
Panathenaic version may be contrasted with the pre-Panathenaic version of V1, where Homer is born in
Aeolic Smyrna (V1.17-31) and conceived in Cyme (V1.3-17).

§61. In the post-Panathenaic period, by contrast, the prestige of Athens as the metropolis of ‘Ionia” became
devalued while the older prestige of the various Aeolic and Ionic cities of Asia Minor and outlying islands
could be revalidated. The rival versions of the various cities tend to be hierarchically arranged in the
individual narratives of the post-Panathenaic Lives, though different Lives may privilege different versions
at different points in their narratives. The post-Panathenaic Lives can bypass the Panathenaic period and
revert to the pre-Panathenaic period, recapitulating many of the rival versions stemming from the Aeolic
and Ionic cities. The dominant phase, in all the attested Lives except V1 and V2, is the post-Panathenaic.
Even in the post-Panathenaic Lives, however, as also in the Panathenaic Life of V2, we find that the three
Ionic cities of Smyrna, Chios, and Colophon—in that order—take pride of place in their claims on Homer.

§62. I conclude by signaling one last time the relevance of the word thusia to my argument. In referring to
a premier occasion of Homeric performances, the festival of the Panathenaia (Plato Timaeus 26e), the ritual
dimension of this word brings to life the ritual dimension of these performances. If I have succeeded in
arguing that the Lives of Homer once served as myths that motivated or aetiologized the performances of
Homer, it would follow that the Lives themselves, as myths, likewise bring to life the ritual dimension of
these performances. In earlier work, I had argued that words of myth as told by Homer cannot be
separated from the ritual implicit in performing the words of Homer: ‘myth implies ritual in the performance
of myth’.[63] Now I am saying that the same dictum applies to the myths being told about Homer, not only
to the myths told by Homer.
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Notes

These video recordings were originally shown at an international conference held at Baku, 27-28 November
2015. The title of the conference was Miqayisali adabiyyat ve madaniyyst: 9dabiyyatin va madaniyyastin
baslangic meyarlari, Comparative Literature and Culture: Starting points of national literature and

culture. Special thanks go to Rahilya Geybullayeva and Sevinj Bakhyshova for making it possible for
Gregory Nagy and Olga Davidson to post the video recordings in Classical Inquiries.

Thanks go also to Claudia Filos for her expert videography.

[1] I offer the following system for referring to these Lives, as printed by Allen 1912:

V1 = Vita Herodotea, pp. 192-218

V2 = Certamen, pp. 225-238

V3a = Plutarchean Vita, pp. 238-244

V3b = Plutarchean Vita, pp. 244-245

V4 = Vita quarta, pp. 245-246

V5 = Vita quinta, pp. 247-250

V6 = Vita sexta (the ‘Roman Life"), pp. 250-253
V7 = Vita septima, by way of Eustathius, pp. 253-254
V8 = Vita by way of Tzetzes, pp. 254-255

V9 = Vita by way of Eustathius (Iliad IV17), p. 255
V10 = Vita by way of the Suda, pp. 256-268

Vi1 = Vita by way of Proclus, pp. 99-102

Also relevant is a detail in Michigan Papyrus 2754, originally published in Winter 1925, which supplements
what we read in the Certamen about a universalized reception for Homer. There is now also another system
for numbering the Lives, introduced by West 2003. There is a new edition of Vita 1 and Vita 2 by Colbeaux
2005.

[2] For my use of the words synchronic and diachronic, see Nagy 2002:3-4, with reference to Saussure
1916:117.


http://nrs.harvard.edu/urn-3:hul.ebook:CHS_Nagy.Homeric_Questions.1996
http://nrs.harvard.edu/urn-3:hul.ebook:CHS_Nagy.Platos_Rhapsody_and_Homers_Music.2002

[3] Nagy 1999:279.
[4] Nagy 2002:83.
[5] Nagy 2002:9-22.

[6] I make this point about ‘lives of poets’ traditions in general: see Nagy 1999:ix paragraph 7 (note) for
further bibliography.

[7] See for example Plutarch De amore prolis 496d, Quaestiones convivales 668d; Pausanias 3.24.11,
8.29.2.

[8] For examples of expressions involving ‘Homer’ as the subject and poiein as the verb of that subject, see
Aristotle De anima 404a, Nicomachean Ethics 3.1116a and 7.1145a, De generatione

animalium 785a, Poetics 1448a, Politics 3.1278a and 8.1338a, Rhetoric 1.1370b. Note especially the
wording in Aristotle Historia animalium 513b kdi “Opnpog év Tolg éneaiv €lpnke noinoag and 575b 810 Kdi
“Ounpov @aai nenoinkévail TIVEG 6pBAG noifoavTa. See also Plato Phaedo 94d, Hippias

Minor 371a, Republic 2.378d. Note especially the wording in Plato Ion 531c-d: ... kdi nepi T®v olpaviwv
nadnuAaTwv kdi Nep TOV £v "ALSou, Kdl YeVECEIG Kdl BE®V Kdi APGWV; ol TalTd 0TI Nepl Gv “Opnpog TV
noinoiv nenoinkev; (I note with special interest the usage, here and elsewhere, of poiésis as the inner
object of poiein). Of related interest are collocations of poiein with generic ho poiétés as subject, referring
by default to Homer: the many examples include Plato Republic 3.392e (6 nointig @noi) and Aristotle De
mundo 400a (®donep £€pn kdi 6 noiNTAG). Note also such periphrastic expressions as we find in Plato Hippias
Minor 364e: 6Tl nenoinkwg €in 6 noiNTAG. For an early example of poiein with Homer as subject, see
Herodotus 2.53.2: ouTol 8¢ €loi ol noioavTeg Beoyovinv “EAANGI kdi Tolol Bgolol TAC énwvupiag SOVTEG Kdl
TIMAG TE KAl TEXVAG SIEAOVTEG Kdl €1dga alT®v onurvavteg. (Homer shares the role of subject here with
Hesiod).

[9] For an overall survey of such usages, see Ford 2002:132-139.

[10] I will also keep in mind the connected usages of the following nouns derived
from poiein: poiétés, poiésis, poiéma.

[11] On Homer as ‘author’, see Nagy 1990:22, 372-377, 1996a:62-63, 70-74, 80-81, 86, 150, 220.

[12] Graziosi 2002. In view of my discussions of Homeric authorship, as cited immediately above, I resist
her taking me to task (p. 16) for ‘ignoring the author Homer".

[13] Graziosi 2002:42.

[14] For more on the hermeneutics of ‘teaching’ (didaskein) as the authorization of a composition in
performance, see Nagy 1990:371. A related example is Herodotus 4.35.3, where Olen ‘makes’ (poiein)

a humnos that is ‘learned’ (manthanein) by ‘islanders and Ionians’; Olen also *‘made’ other humnoi that are
‘sung’ (didein) at Delos (the narrative implies that Olen came to Delos for the performance).

[15] In my summaries of the Lives, I refer throughout to Homer as Homer, not as Melesigenes. I explain in
Nagy 2009|2010. Suffice it for now to say that the name Melesigenes is connected with the river Meles in
the environs of Smyrna: see especially Strabo 12.3.27 C554. According to V1, it is only after Homer leaves
the Aeolic city of Smyrna and is relocated to the Aeolic city of Cyme (V1.123-189) that he finally changes
names from Melesigenes to Homer (V1.162-166).

[16] With this wording, grammata ‘letters’ are explicitly being equated with the performing arts.
On mousiké as a Panathanaic mode of referring to the performing arts of rhapsodes, citharodes, and other
performers, see Nagy 2002:36-69.

[17] The theme of venerating a place that had made direct contact with Homer himself is characteristic of
hero cult, on which I have more to say in Nagy 2009|2010.

[18] The epigram of Homer for the tomb of Midas, as given at V1.135-140 and V2.265-270, is also
attested in Greek Anthology 7.153 and in other sources as listed by Allen 1912,198. The attribution to
Homer is merely a variant. As the title of the epigram in Greek Anthology 7.153 makes clear, the
composition is attributed to either Homer or Kleoboulos of Lindos. Sources that claim Kleoboulos as the
author of the epigram include Plato Phaedrus 264c and Diogenes Laertius 1.6. The reassigning of the
epigram from Homer to Kleoboulos reflects an outlook that restricts Homer to the authorship of

the Iliad and Odyssey. As we shall see, a pattern of restriction is characteristic of a Panathenaic outlook.

[19] On the conceptual separation of mentally composing an epigram and physically inscribing it, see Nagy
1996b:14, 35-36.

[20] The epigram of Homer for his own tomb, as given at V1.515-516 (also V2.337-338, V3a.73-74,
V4.24-25, V5.51-52, V6.63-64, V10.54-55 and 220-221), is also attested in Greek Anthology 7.3.

[21] On the implications of reception inherent in the word apodekhomai, see Nagy 1990:217, 221. In a
future project, I will examine the usage of sunéthia in the sense of ‘habituation to anomalies’. On the
comparable rhetoric of ‘habituation to anomalies’ in the Life of Ferdowsi traditions, see Davidson, in this
volume.

[22] This distinction between teacher of epos (plural) and teacher of grammata ‘letters’ seems to elevate
Homer from his former status as teacher of grammata in Smyrna—a status he inherits from Phemios in



V1.50-52, as we saw above. This is not to say, however, that the word grammata implies, in and of itself, a
distinction between ‘written’ and ‘oral’. As we also saw above, at V1.37-38, even the undifferentiated usage
of grammata includes the performing arts, mousiké. In V2.16 as well, Homer himself is again described as
a teacher of grammata.

[23] More below on Thestorides as ‘author’ of the Little Iliad.

[24] This kind of usage, where Homer ‘makes’ (poiein) it happen that characters should do or be what he
wants them to do or be in the plot of the narrative, is evident also in Plato, especially in the Hippias
Minor (for example, 364c).

[25] On ainein / epainein ‘praise’ as a rhapsodic equivalent of ‘perform’, see Nagy 2002:27-28; also pp.
11, 33, 44. The actual ‘praise’ of Homer is both subjective (Homer as laudator) and objective (Homer

as laudandus). On the objective praise of Homer, see especially V2.205-206, where all the Hellenes ‘praise’
(epainein) Homer for his performance.

[26] I note with special interest here the privileging of ‘Ionia’ in the forefront of ‘all Hellas’.

[27] Here and elsewhere, the idea of ‘come to visit’ (aphikneisthai) implies the idea of ‘come as an
audience’. See also V1.55-57.

[28] I develop this point in Nagy 2004.

[29] On Homer as the author of the mock epic Margites, the prime testimony is that of
Aristotle Poetics 1448b30.

[30] Compare the wording of V4.8-10: nepliwv 8& TAG NOAEIG ﬁés T4 nompara. UoTepov && MNeioioTpaTog auta
ouvnyayev ‘[Homer], going around the cities, was singing his poiémata; later, Peisistratos collected them’.
On the ‘Peisistratean Recension’ as a charter myth that aetiologizes the unity of Homeric poetry, see Nagy
1996b:93-105: in terms of the myth, Peisistratos unified Homeric composition by putting together and
organizing what had been scattered in a multiplicity of performances.

[31] On Homer and Hesiod as ‘performing in the manner of rhapsodes’ (rhapsdidein), see also
Plato Republic 10.600d-e.

[32] In Odyssey 5.437 there is a comparable context of epiphrosuné in the sense of an ‘impulse of wisdom’
that is given to a mortal by a helping divinity.

[33] The usage here of opazein ‘grant’ is comparable to what we see in the coda of a hymnic prooimion, as
in Homeric Hymn (31) to Helios 17.

[34] Cases in point are V2.333 and V5.48-49.

[35] I note that Homer’s songmaking here is described as ‘improvisation’ (oxedidoal Vita 2.279). We may
compare the setting of Homer’s performing his riddle in Athens, the bouleutérion, with the setting of
Homer’s performing his corresponding riddle in Samos, the phrétré (Vita 1.421). As we will see later, the
phrétré is the place where the phrétores of Samos hold their meetings.

[36] I note the use of legein here in the sense ‘perform poetry’.
[37] Again I note the use of legein here in the sense ‘perform poetry’.

[38] On rhapsdidia as a unit of Homeric performance corresponding to one of the twenty-four ‘books’ of
the Iliad and Odyssey, see Nagy 1996a: 68, 79, 181-183.

[39] Commentary by Nagy 1990:74.The sources about the Capture of Oikhalia are gathered in Allen
1912:144-147.

[40] A case in point is the mention of Hadrian’s consultation of the Pythia at Delphi in V2.33-43.

[41] When Herodotus (1.149.1) lists the twelve cities of the Aeolic dodecapolis, the first to be mentioned is
Cyme.

[42] Strabo 14.1.37 C646 emphasizes the special claim of Smyrna on Homer; he notes that the
Smyrnaeans in his time have a bibliothéké and a quadrangular stoa called the Homéreion, containing
a neds ‘shrine’ of Homer and a xoanon ‘wooden statue’ of him.

[43] On the Homeridai as transmitters of Homeric poetry, see Nagy 1996a:62-63, 188n4. West 1999
argues that the name of Homer, Homéros, is merely a back-formation derived from Homéridai, and that
Homer is a ‘fictitious person’ (p. 372). West (p. 374n31) cites four of my books in order to make the point
that I too regard Homéros as a fiction—or, rather, as ‘a mythical, prototypical author'—and then he adds:
‘It is not clear to me whether he [Nagy] regards the Homeridai as prior’. Here is my clarification: in matters
of symbuolic filiation, it is not a question of chronological priority. Rather, it is a question of logical priority—
in the logic, that is, of the myth. For example, the Asklepiadai of Cos trace themselves back to Asklepios,
counting nineteen generations from Asklepios to Hippocrates (Soranus Vita Hippocratis 1). The ancestor is a
matter of myth, but the filiation is a matter of history. For the name ‘Asklepiadai’ to be functional in its
historical context, the myth of ‘Asklepios’ as the prototypical healer must be a foregone conclusion. West
(p. 374) actually discusses this example of Asklepios and the Asklepiadai, apparently without realizing that
it can be used as a counterargument to his argument about Homer and the Homeridai. For the name
‘Homeridai’ to be functional in the historical context of the Panathenaia, the myth of ‘Homer’ as a proto-



author must be a logical prerequisite. In terms of Homeric reception, Homer is no *fiction’, even if he is
indeed a myth. In different historical contexts, on the other hand, the name ‘Homeridai’ could have been
aetiologized by way of different myths.

[44] This is not to say that Homer was ‘invented’ in Athens, as West 1999 argues; I agree with the counter-
argument of Graziosi 2002:76.

[45] The Panathenaic outlook of V2 needs to be correlated with the problem of determining the possible
role of Alcidamas in shaping an intermediate phase of the text that has come down to us as the Certamen.
For background on this vast problem, see O’Sullivan 1992.

[46] In arguing that the Homeridai of Chios had no ancestor called Homeros, West 1999:372 mentions only
the testimony about the daughters of Homer in the Herodotean Life of Homer (= V1), without mentioning
the testimony about the ‘sons of Homer’ in the Certamen (= V2), as quoted here.

[47] On the other hand, there may well have been different aetiologies involving the name ‘Homeridai’ at
different times even in Chios: see for example the version reported by Seleucus, again by way of
Harpocration (s.v. Homéridai). This antiquarian version may be pre-Panathenaic in derivation but post-
Panathenaic and even anti-Panathenaic in its application.

[48] For a brief analysis, see Nagy 1996b:38; there is a more extensive analysis in Nagy 1990a:19 (n10),
78-79; see now also West 1999:372, who does not mention my analysis in his discussion.

[49] See also Allen 1912:127 (citing the Tabula Iliaca) and 129 (with a survey of various attributions,
including all the references by Pausanias to Lesches).

[50] Allen 1912:126.

[51] The differences between the wording of V2.281-285 and V1.425-429 reflect, I propose, oral poetic
variations in formula. The two different contexts that frame the two different versions reflect, in turn, oral
poetic variants in theme.

[52] As for venues in Hellas other than Athens, the Homeridai are not the only mediators of Homeric
performances . Besides the Homeridai of Chios, there are the Kreophyleioi of Samos. See Nagy 1996a:179,
226-227 (see now also West 1999:381-382). The fact that Samos is an intermediate point in the narrative
of V1—intermediate, that is, between Chios and the eventuality of pan-Hellenic reception—is relevant, I
propose, to the role of the Kreophyleioi of Samos as alternative mediators of Homer. It is also relevant to
the fact that the maritime empire of Athens was preceded by the maritime empire of the tyrant of Samos,
Polycrates (for a survey of various theories about the role of Polycrates in the making of the Homeric Hymn
to Apollo, see again West pp. 381-382; also pp. 369 and 372).

[53] In V3a.61, Homer goes from Delphi to Thebes, where he attends the festival of the Kronia, described
as an agdn mousikos (V3a.62).

[54] Compare V2.13, where the people of Chios claim that Homer is their own polités. I agree with
O’Sullivan 1992:102n234 that polités means not ‘native son’ but merely ‘citizen’ in such contexts.

[55] Nagy 2009|2010:51-52.

[56] To repeat, the Homeridai are mentioned in this context (V2.14-15) as surviving descendants of Homer
in Chios.

[57] The main claim of Colophon for possession of Homer is the Margites, which is supposedly Homer’s first
composition (V2.17).

[58] This pattern is reflected in the poetry of Pindar (F 264 /189a SM), who reportedly refers to Homer as
both Chiote and Smyrnaean (V3b.7-8); in the words of Simonides F 19 W (via Stobaeus 4.34.28), Homer is
a Smyrnaean (see also V3b.8).

[59] Smyrna was Ionian by the time of the twenty-third Olympiad (Pausanias 5.8.7), that is, by the end of
the eighth century. Cf. How and Wells 1928 I 124, who add: “[Smyrna], lying more than ten miles south of
the Hermus, and having Phocaea on the coast between it and Cyme, belonged naturally to the Ionian
sphere.” The ‘Ionization’ of Smyrna is evident in Homeric Hymn 9 to Artemis, where Ionian site Klaros is
ostentatiously linked with Smyrna and the river Meles (connected with Homer’s *first’ name, Melesigenes) in
describing the territorial domain of the goddess (verses 3-6). On 600 BCE (the date of the destruction of
Smyrna by the Lydians) as a terminus ante quem for Homeric Hymn 9, see Graziosi 2002:75. For more on
the capture of ‘Aeolic’ Smyrna by Colophon, see the quotation of Mimnermus F 9 W by Strabo (14.1.4
C633). On all matters related to the ‘Ionization’ of Smyrna, I am indebted to the advice of Douglas Frame.
For an essential discussion of the Ionian Dodecapolis and its role in the making of Homeric poetry, see
Frame 2009.

[60] The persona of Peisistratos, in an epigram attributed to him (V4.11-16 = V5.29-34 = Greek
Anthology 11.442), claims that the Athenians even founded Smyrna: €inep ABnvator ZuUpvav énwkicapev
(V4.16 = V5.34). I propose that there are two chronological layers involved in the Panathenaic
appropriation of Homer: an earlier layer, where Smyrna is the focus of Athenian claims, and a later layer,
where Chios, as the home of the Homeridai, becomes the centerpiece of Homeric poetry.

[61] On this point: Nagy 2009]|2010:140.



[62] The story of Homer’s conception in Ios was accepted by Aristotle (F 76 Rose, via V3a.25-26, V3b.10,
and V6.13-14). The same island of Ios, as we have also seen, is commonly figured as the place of Homer's

death.

[63] Nagy 1989:xi.
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