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ABSTRACT
Lucian was not the first writer to address the Homeric poems in his works. Instead, he

was part of a proud tradition that dates back nearly as far as the epics themselves. However, the
role of Homer in Vera Historia is unique from these other works, including the rest of Lucianic
corpus, because it features not only quotes and allusions to the national epics but also Homer as a
character. Lucian employs this relationship with Homer in order to elevate his own status as an
author as well as to create a place for his novel in the literary world. Furthermore, the specific
manner in which the genre of Vera Historia relates to epic demonstrates this work’s particular
role in creating a new Greek cultural identity out of the “classical” past.
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CHAPTER 1
A BRIEF HISTORY OF HOMERIC RECEPTION

While the focus of this thesis is on Lucian’s use of the Homeric tradition in Vera
Historia, he was hardly the first writer to incorporate references to Homer into his works. In fact,
the practice of alluding to the //iad and Odyssey is almost as old as the poems themselves.
Although it is not within the scope of this chapter to address every surviving work that mentions
Homer or his poems, we can examine a selection of prominent works that do so. This chapter
will focus on the works of Stesichorus, Xenophanes of Colophon, Herodotus, Thucydides, Plato,
and, finally, Apollonius of Rhodes. While each of these authors approaches Homer in his own
unique way, there are also a number of commonalities that exist between them in how they all
relate to the father of Greek epic. Of particular importance to this thesis is that all of these works
address the truth and authority of Homer. In this chapter, I will demonstrate that over time the
type of truth writers expect from Homer and the kind of authority that they grant him evolves.
Understanding this evolution will be of the utmost importance when we turn our focus to Lucian
because it is through this understanding that Lucian’s special relationship with Homer becomes
evident.

One of the earliest surviving texts to address Homer’s epics directly comes to us from the
poet Stesichorus, who lived from the middle of the seventh century B.C. to the middle of the

sixth century B.C." Although his works survive only in fragments, we know that they must have

! Although the Suda claims that Stesichorus lived from 640 B.C. to 555 B.C. (Immanuel Bekker, ed.,
Suidae Lexicon (Berlin: Reimer, 1854), s.v. Xmoiyopog), these specific dates are not supported by ancient sources.
Cicero’s De Republica 2.20, for example, claims that the poet died during the 56™ Olympiad (556 B.C.-553 B.C.).



been well received because they earned him a favorable comparison to Homer from other poets,
such as Simonides: “obt® yap ‘Ounpog n6¢ Ltaciyopog deioe Aaoic” (Homer and Stesichorus
sing to the people in a similar manner).> Perhaps this comparison is not surprising when one
considers that Stesichorus composed at least three Trojan War poems: The Sack of Troy, Returns,
and Helen, a poem about Helen of Troy.’ It was this third work led to the composition of the
palinode, which is of central interest here because it sheds light on Stesichorus’ use of and
relationship to Homer:

oVk £6T° &TVpOG AOYOG OVTOC,

o0d” &Pag &v vuoiv eVGEANOLS,

ovd’ keo [Tépyapa Tpoiag:

This story is not true,

you did not go upon the well-oared ships,

nor did you come to the citadel of Troy.*
Although Stesichorus’ meaning is clear enough (he is apologizing for the malicious things that
he said about Helen in his poem) the remaining fragments of the Helen do not shed any light on
what was offensive about his poem in particular.’ Instead, the poet apologizes for aspects of the
Helen story, the betrayal of her husband and the ensuing war, that are common to most, if not all,

Helen of Troy narratives. I would argue, however, it is precisely because of this that the apology

reveals the type of truth that Stesichorus found lacking in the poetry of Homer.

Given this information, the dates provided in the Suda are possible but all that we can say with much certainty is that
the poet lived from the mid/late-seventh century to the mid-sixth century B.C.

2 Denys Page, ed. Poetae Melici Graeci (Oxford: Clarendon Press, 1962), 564. All of the translations in this
thesis are my own. In addition to Simonides, the Roman poet Horace (65 B.C.-8 B.C.) places Stesichorus near
Homer (Odes 4.9.8-11) and Dionysius of Halicarnassus (60 B.C.-7 B.C.) ranks Stesichorus just below Homer in
terms of skill at poetic composition (De Comp. Verb. 24).

? The remaining fragments of the Sack of Troy can be found in PMG 196-205 and Returns in PMG 208-
209. While these fragments do provide interesting clues about the plots of the two works they do not contain
anything of special interest here save perhaps for PMG 203 which identifies Stesichorus, along with Pindar, as an
imitator of Homer.

* Page, Poetae Melici Graeci, 192.

> Page, Poetae Melici Graeci, 187-188. PMG 187, which comes from Athenaeus’ Deipnosophists, relates a
scene in which Stesichorus describes a character placing apples, myrrh, and flowers at the foot of a king’s thrones.
PMG 188, on the other hand, merely mentions a lead water vessel. Neither of these fragments could be deemed as
slanderous to the character of Helen.



The parts of the Helen story that Stesichorus alludes to in the palinode are not exclusive
to his telling of that myth. In fact, they appear in many accounts of the Trojan War myth, most
prominently in Homer. By focusing on these aspects specifically, Stesichorus places not only
himself at fault for lying but also most other poets who recounted the story, Homer being the
most famous of these. It is at this point that we will benefit from considering the reason that
Stesichorus composed the palinode. The story goes that Stesichorus was struck blind for his
disrespectful depiction of Helen of Troy. In an effort to regain his sight, he added the palinode to
his Helen. The origin of this story probably lies in the idea of the poet coming out of a
metaphorical darkness in to the light of understanding.® In other words, the poet’s palinode
represents his acknowledgement of the past “blindness” that he and others had to the true story of
Helen of Troy and his hope people will now have a full awareness of the truth. The story of the
physical blindness serves the purpose of intensifying this idea. This interpretation is supported by
a fragment from the Oxyrhynchus Papyrus that claims that Stesichorus criticized Homer for his
version of the Trojan War myth.” We are able, by reading the blindness in this way, to
understand the type of truth that Stesichorus failed to find in Homer: he looked to the //iad and
Odyssey for an accurate account of the Trojan War.

Stesichorus’ view of Homer is further elucidated when we consider how ancient sources
read the palinode. In Plato’s Phaedrus the palinode plays an important role in the discussion
between Phaedrus and Socrates. Socrates introduces the verse of Stesichorus to Phaedrus by
characterizing it as a ritual: €otiv 6& 10ig auapTdvovot mepi poboroyiav Kabappog dpyoiog, OV

‘Ounpog pev ovk fjodeto, Zoiyopog d¢ (there is an ancient purification rite for those who are

% P.E. Easterling and B.M.W. Knox, ed., The Cambridge History of Classical Literature I: Greek Literature
(Cambridge: Cambridge University Press, 2008), 207.
7 Page, Poetae Melici Graeci 193.



mistaken about mythology, which is unknown to Homer but known to Stesichorus).® Although
the palinode is treated as a real cure within the context of the dialogue, Plato, in all likelihood,
neither believed the legend of Stesichorus’ blindness nor in the efficacy of the palinode. Instead,
the philosopher took advantage of the legend in order to connect Stesichorus to Homer, who was
also rumored to be blind.” This also allows Plato’s Socrates to recast the poetic device in a new,
elevated role: as a purification ritual. Thus, Plato elevates it and by extension Stesichorus
because he had knowledge of something that Homer was ignorant of.'’ Plato’s treatment of the
palinode, therefore, reinforces what we have already said about it. Stesichorus has used it to
demonstrate that Homer is treated as an authority on facts and, simultaneously, to suggest that he
should not be treated thusly. While Stesichorus may suggest that Homer is not a reliable source
of historical information, it is not until later that we find authors considering other types of truth
that may exist within the national epics.

Another one of Homer’s critics whose works survive only in fragmentary form is the
poet-philosopher Xenophanes (570 B.C.-470 B.C.)."" Although 45 fragments of his works
survive, for the purpose of this thesis we will concern ourselves with only two of them: ten and
eleven (four lines in total).'*> While four lines might not seem like a source of sufficient

information, together these fragments reveal a great deal about Xenophanes’ view of Homer and

¥ Plato, Phaedrus (Oxford: Oxford University Press, 1922), 243a.

? Plato, Phaedrus, C.J. Rowe, ed. (Oxford: Arts and Phillips Classical Texts, 1986), 196-197.

Plato, Phaedrus, Harvey Yunis, ed. (Cambridge: Cambridge University Press, 2011), 124.

"' We know that Xenophanes himself claimed, in fragment 8, to have lived for at least ninety years.
Additionally, Diogenes Laertius tells us that “fxpale xatd v éEnkootnv Olvumiada” ([Xenophanes] was at his
prime during the sixtieth Olympiad) (Diogenes Laertius Lives of Eminent Philosophers 9.18). We know that the
sixtieth Olympiad occurred in 540 B.C. Therefore, working backwards and forwards from this date with
Xenophanes’ own testimony, we come to an approximate lifespan of 570 B.C.-470 B.C.

"2 The fragment numbers in this chapter are those that are assigned in Hermann Diels’ Die Fragmente der
Vorsokratiker: Griechisch und Deutsch published by Weidmann in Berlin in 1964. Fragments 1-9 discuss elegiac
themes such as wealth, pleasure, and the symposium. In fragments 10-22, on the other hand, Xenophanes turns a
critical eye to the contemporary religious conventions and attempts to provide alternate explanations to natural
phenomena. Displaying further versatility, fragments such as 34-36 concern themselves with the concept of human
knowledge. Xenophanes uses these poems to question how much a single person can know and whether or not
society is correct in placing certain people on pedestals because of what they are perceived to know.



the types of truth the he expects from the epic poet. In the first of these fragments, Xenophanes
identifies Homer as a teacher: “€¢ dpyng kad' ‘Ounpov énei pepadnkact ndvreg” (Since from the
beginning all men have learned from Homer)."> At first glance it appears that Xenophanes is
fostering a positive relationship with Homer because he names Homer as the instructor of all
humanity, an authority figure and, presumably, a transmitter of all truths about the workings of
the Greek world. However, we must proceed with caution here because this interpretation relies
on one big assumption: that the things all men have learned from Homer are necessarily good.
While Lesher might be a proponent of this reading, Diels argues for the opposite interpretation:
that what Homer taught is that the gods are wicked.'* While we may never know for certain due
to the relatively small amount of surviving text, this uncertainty should encourage us to look
elsewhere in Xenophanes’ works for answers.

The second Xenophanes’ fragment that we will examine in this chapter supplies guidance
for understanding fragment ten. Furthermore, it provides evidence of the type of truth and
authority that Xenophanes expected from Homer. Xenophanes, in a fragment preserved by
Sextus Empiricus in his Against the Professors (second century A.D.), claimed:

ndvta Beoig avédnkav ‘Ounpdc 0' ‘Hoiododg te,

6oca map' avBpomoioty dveidea kol yoyog Eotiv,

KAETTEWY pOXEVEY TE KOl AAANAOVG ATATEVELY.

Homer and Hesiod have attributed all things to the gods,
Such things as are matters of rebuke and fault among men,
Stealing, adultery, and deceiving one another."

In this excerpt, Xenophanes blames Homer for attributing immoral behaviors to the gods. While

this may not prove that Xenophanes believed that Homer taught exclusively bad things, the focus

" Xenophanes, Fragments (Toronton, University of Toronto Press, 1992), Fragment 10.

' James H. Lesher, Xenophanes of Colophon: A Text and Translation with a Commentary (Toronto:
University of Toronto Press, 2001), 81.

' Xenophanes, Fragments, Fragment 11.



on solely the negative suggests that Xenophanes did not approve of Homer’s practice. This
disapproval stems, most likely, from the fact that men take their cues from the gods. Therefore, if
Homer, as the teacher of all men, claimed that the gods committed theft, adultery, and deception,
then he essentially gave humans permission to act in the same way. Although the overall
fragmentary nature of Xenophanes’ work means we must continue to tread carefully, this
interpretation lends credence to Diels’ reading of fragment ten.

By looking at these two excerpts in tandem we can understand that Xenophanes both
acknowledged the unquestioned authority of Homer and simultaneously objected to it. This is
due in part, perhaps, to Xenophanes’ role in the emergence of monotheism.'® As a poet,
Xenophanes is not able to disregard Homer’s prominence in the art form. However, as a
philosopher attempting to convince people of a monotheistic worldview, Xenophanes cannot
help but consider the worldview presented by Homer as an additional obstacle to convincing
people of his philosophical outlook. In other words, Xenophanes’ concern is not with the poetic
authority granted to Homer so much as it is with the information that Homer decides to pass off
as truth. Although in this case, truth is not tied to historical accuracy. Instead, the Homeric truth
that Xenophanes addresses is of a spiritual and moral nature. The poet-philosopher addresses the
validity of what Homer relates concerning matters such as codes of conduct and right versus
wrong. By acknowledging Homer’s authority and attacking his truth, Xenophanes absolves
Greece at large for being led astray and positions himself as a new teacher of Greece who will set
the record straight regarding the divine. Simultaneously, his stance shows a new expectation of
Homeric truth: Xenophanes’ concern is not with the misleading nature of Homer’s account of the

war but with the moral truths that the epic poet presents.

1 Lisa Atwood Wilkinson, Parmenides and To Eon: Reconsideing Muthos and Logos (New York:
Continuum International Publishing Group, 2009), 40.



Of course, it was not only the poets who addressed the Homeric epics in their works.
Prose writers did as well and, much like the two poets already discussed, they were also quite
concerned with the truth and authority of Homer. An early example of this is the historian
Herodotus (484 B.C.-424 B.C.)."” Although he is famous for composing a prose history, it was
said that “pévoc ‘Hpoddotoc Opnpicdrortog &yévero” (Herodotus alone was most like Homer).'®
In light of this comparison it is, perhaps, unsurprising to find deliberate nods to the epic poet in
the Histories. Fortunately, Herodotus’ Histories survives mainly intact, allowing us to construct
a much clearer view of the historian’s opinion of Homeric truth and authority.

Much like Homer begins his Iliad and Odyssey with a proem, Herodotus introduces the
Histories with a prologue. In it he mentions not only the story of Medea and the Argonauts but
also that of Helen of Troy, the subject of Homer’s epics, before concluding:

0ida aTog TpdTOV VIhpEavta adikav Epymv & Todg "EAAnvog, Todtov onufivog
npofnoouat £¢ 10 TPOS® ToD AdYoV, OHOIMG CUIKPA Kol peydia doten dvOpOTmV
gnelv

I shall identify the one who I myself know did the Greeks unjust deeds, and thus
proceed with my history, and speak of small and great cities of men alike."

In this excerpt Herodotus distinguishes his work from those about Helen, such as Homer’s. He
asserts that historical veracity of works such as Homer’s is questionable because they concern
themselves with an age so distant that nothing definite is known unlike the recent history that
Herodotus addresses. This is signified by his use of the pronoun “avt0g” which suggests not only

that he has first hand knowledge but also that previous documenters of wars had no such

"7 Aulus Gellius gives Herodotus’ date of birth indirectly as 484 B.C. with the claim that he was born 53
prior to the start of the Peloponnesian War (Attic Nights 15.23). Dionysius of Halicarnassus’ adds further credence
to this claim when he writes “0 &" AAwcapvaocedg Hpddotog, yevopevog oriy® mpdtepov t@v Iepowkdv” (Herodotus
of Halicarnassus was born a little before the Persian War) (On Thucydides 5). Herodotus’ date of death is slightly
more complex. We place his death at 424 B.C. because there is no evidence in his own work that he lived past the
age of sixty (Rawlinson 1947: p. 31).

' Longinus, On the Sublime (Cambridge: Harvard University Press, 1995), 13.3.

19 Herodotus, Histories (Oxford: Oxford University Press, 1927), 1.5.3.



knowledge and are, therefore, less accurate. This early allusion to Homer accomplishes two
things: it cues the reader to look for further references to the epics and, when coupled with the
intial stress on accuracy, suggests that Herodotus might be attempting to replace Homer as an
authority on historical truth.
While the prologue may only allude to Homer, Herodotus addresses the poet and the
value of his poems in the second book. Although Herodotus still asserts that his work holds more
value as a historical document, he also assures the reader that Homer remains an authority of
some sort. As part of the presentation of his Helen story, Herodotus explains why it differs from
the Homer’s story and, in doing so, the historian gives his reader a way to understand the value
that he places on the verses of the epic poet:
doxéet 6¢ pot kai ‘Ounpog tov Adyov todtov Tuhéchat: GAL’ oV Yap Opoing &g TV
EMOTOUNV EVTPETNG NV TO ETEPW TO TEP EYPNOATO, EKOV UETTKE AVTOV, ONADGOGC
¢ kol todTov Emiotatto TOV Adyov: dfjAov O Katd yoplénoinoe €v TAadt kai
ovdouf GAAYN dvenddice EOLTOV TAAVNV THV ALeEAVOPOL, (G amnvelyOn dywv
EAévny i) te 01 GAAN Thaldpevog Kol ag ¢ X1odva thg Potvikng dmiketo.
And, in my opinion, Homer knew this story, too; but seeing that it was not so well
suited to epic poetry as the tale of which he made use, he rejected it, showing that
he knew it. This is apparent from the passage in the Iliad (and nowhere else does
he return to the story) where he relates the wanderings of Alexander, and shows
how he and Helen were carried off course, and wandered to, among other places,
Sidon in Phoenicia.”

Unlike the excerpt from the prologue, this one claims that Homer intentionally misled his reader

about the events of the war in his epics. Despite this accusation, Herodotus does not mark the

poet as a malicious deceiver. Instead, he pardons the poet and asserts that Homer had a good

reason for omitting the truth. The historian argues that, although Homer chose to present a false

version of the story for the greater good of his poem, he did leave clues to the truth for an astute

2" Herodotus, Histories, 2.116.1-2.



reader to find.*' In this way, Herodotus preserves and promotes Homer’s poetic authority even as
he positions himself to be considered the authority on historical documentation. In order to
ascertain the precise value that Herodotus placed on Homer, despite his lack historical reliability,
one must read further into the Histories.**

Even though Herodotus does not consider Homer to be an authority of historical truth, he
does view the poet of a different type of truth and this is demonstrated by the historian’s own
words in the fourth book of the Histories. During an explanation of the natural phenomena that
occur in Scythia, Herodotus writes:

dokéet 0¢ pot kai TO yEvog TV fodV TO KOAOV d1d TADTO 0V PUEV KEPEN QVTOOL:
paptupéet 8¢ pot tij yvaun kai Opfpov &nog &v ‘Odvocein &xov Ode,
“xai APomy, 661 T Gpveg dpap kepaol teAéBovot”
o0pOdg eipnuévov, v 1oiot Beppoiot Toyd mapoayiveshar ta képea, £v O ToioL
ioyLPOict YOYXEGL T} OV PUEV KEPEN TA KTNVE APYTV 1] PVOVTA POEWV POYIC.
And it seems to me that the hornless breed of cows does not grow horns there for
this reason: A verse of Homer in the Odyssey supports my opinion thusly: “Libya,
the land where lambs are born with horns on their foreheads.” It correctly
observes that horns grow quickly in hot places but in severe colds animals
scarcely grow horns, if they do at all.*?
It is not merely the fact that Herodotus calls on the poet for support that makes this excerpt
significant. It is the specific type of support that Herodotus is asking for that is of particular
interest to us. He calls on the epic poet to support his “yvoun”, a word that can be understood to
mean opinion instead of fact.”* When we read this claim in the context of the previously cited

excerpt from book two, the type of truth that Herodotus finds in Homer becomes increasingly

evident. While the epic poet may not be reliable as a source for historical documentation, he still

*! Herodotus cites passages such as Iliad 6.289-292, Odyssey 4.227-230, and Odyssey 4.351-352 as
evidence that Homer knew the truth and wanted to demonstrate that fact to his readers.

*? Lawrence Kim, Homer Between History and Fiction in Imperial Greek Literature (Cambridge:
Cambridge Unviersity Press, 2010), pp. 29-44.

# Herodotus, Histories, 4.29.

* LSTs.v. yvéoun (I11).



maintains his authority as a natural philosopher, as evidenced by Herodotus relying on Homer to
explain animal evolution.

As we are about to see, it is essential that Herodotus maintain Homer’s status as a
purveyor of some sort of truth, even while suggesting that Herodotus is a more reliable source
for historical information. Throughout his text, Herodotus makes a number of allusions to the
epic poems and, while some them are fairly subtly, he could rely on his learned, fifth-century
reader being familiar enough with the poetry of Homer to recognize them.> In certain situations
the historian only needed two words to bring the epic poet to his reader’s mind: “odton 82 ai véeg
apym Kokdv €yévovto "EAAnct 1e kai BapPdpoiot” (These same ships were the beginning of

ceer

troubles for both the Greeks and barbarians).”® Not only does the phrase ““EAAnoi te kai
BapPBapoiot” recall Herodotus’ own prologue but also his description of the ships as “dpyn
kak®V” recalls lliad 5.62-63: “O¢ kol ALeEavopm textvato vijag Elcac/dpyexakovs” (he built
the ships for Alexander that were the beginning of evils). The evocation of Homer at this
moment adds an epic grandeur to the Herodotean narrative. At the same time, as Pelling points
out, Herodotus puts a unique twist on the Homeric verse. While Homer’s focus is on the
suffering of one side, Herodotus treats the wars as a source of suffering for both the Greeks and
the barbarians.”” Herodotus, in repurposing the Homeric verse for his own needs, demonstrates

how valuable the epics are. The historian is able to harness Homer’s poetic prowess in order to

heighten the effect of his own work.

** Emily Baragwanath, Motivation and Narrative in Herodotus (Oxford: Oxford University Press, 2008),
35.

26 Herodotus, Histories, 5.97.3.

*7 Christopher Pelling, “Homer and Herodotus,” in Epic Interactions: Perspectives on Homer, Virgil, and
the Epic Tradition Presented to Jasper Griffin by Former Pupils, ed. M.J. Clarke, B.G.F. Currie, and R.O.A.M.
Lyne (Oxford: Oxford University Press, 2006), 79.

10



Although these examples represent only a small portion of the many Homeric allusions
contained within the Histories, they do an excellent job of demonstrating one of the key ways
that Herodotus interacts with Homer. Through the combination of direct discussion of the poet
and references to his work, he helps maintain Homer’s authority as a poet and transmitter of the
workings of the world while at the same time highlighting the poems’ shortcomings as a record
of past events. While the poems continue to hold a position of great honor in Greek culture, as
we turn our attention to a second historian, the reason that they are afforded that position
continues to evolve.

Thucydides, our next writer, was a contemporary of Herodotus and is best known for his
History of the Peloponnesian War. Although it is not known precisely when he died, we can say
that his death occurred after 411 B.C. because it is at this point that his narrative breaks off.
Much like the poet is in Herodotus’ Histories, Homer is a central force in Thucydides’ work,
especially in book one. By means of explaining his purpose for writing, Thucydides states that
the Peloponnesian War is “d&ioAoy®mtatov TdV Tpoyeyevnuévoy. ..o0 peyaio vouilm yevéohal
oVTe Kot ToUG TOAEHOVG oVTE £ T AAA” (more worthy of mention than the ones that preceded
it...I believe there was nothing great neither in wars nor in other affairs [in the events of the
past]).?® Although he avoids naming a specific work, a Greek reader could hardly think of war
narratives and not recall the //iad. While an author praising the quality of his own work is
nothing unusual, it is a bit surprising that Thucydides begins his work by asserting that the
foundational Greek epic retells a relatively insignificant moment in Greek history. Thucydides,
by introducing his work thusly, encourages the reader to consider his Peloponnesian War
narrative in relation to Homer’s Trojan War narrative. Thus, Thucydides immediately positions

his work to compete with Homer’s epics.

28 Thucydides, Histories (Oxford: Oxford Classical Texts, 1942), 1.1.1-3.

11



Although Thucydides does not name Homer explicitly in this excerpt, it does not take the
historian long to address the epic poet directly. He does so in an attempt to elaborate on his point
that past events were not as worthy of recording:

PO Yap TdV Tpoik®v 0oLy @aivetarl mpdtepov Kowi Epyacapévn 1 EALGG:
Sokel 8¢ pot, 00dE Todvopo todTo EVUTOGE T ElxEV, GAAL TO pév Tpd "EAANVOC
100 AguKOM®OVOG KOl TAVY 0VOE €val 1] EXIKANGIS adTT). .. TeEKUNPLOT 08 PHOAoTA
‘Ounpog: moALD yap Dotepov €Tt Kol TV Tpwik@dv yevOIEVOS 0VOAUOD TOVG
Ebumavtog mvopaoey, o0d” dALoVg T Tovg pet” AytAdéwg €k thg PO TId0C, oimep
kai TpdTot "EAAnveg foav, Aavaodg 8¢ &v toig Emeot kol Apyeiong kai Ayatovg
GvoKaAel
For it seems that before the Trojan War Greece was not a united force: and it
seems to me that this name was not universal; in fact, before Hellen, Deucalion’s
son, there was no such name...Homer is the best evidence of this: having been
born long after the Trojan War, he does not call them by that name, nor any other
except for the Phthiotian followers of Achilles, who were the first Hellenes. In his
verses he identifies them as Danaans, Argives, and Achaeans.”
Thucydides’ argument is relatively simple: older wars, such as the Trojan War, were not as
worthy of remembrance because the cultural entity that was Thucydides’ Greece did not yet
exist.’® The validity of this claim aside, the manner in which he supports it reveals the historian’s
view of the epics. Thucydides cites the works of Homer as evidence and, in doing so,
demonstrates that there is truth and authority in the poems, even if it is an accurate record of
history. Furthermore, because Thucydides uses the verses of Homer to validate his work,
Thucydides has demonstrated that Homer still holds an almost unquestioned position of authority

in Greece.”' Although this excerpt sheds light on the type of authority expected from Homer, the

question still remains as to what type of truth Thucydides looked for in the //iad and Odyssey.

* Thucydides, Histories, 1.3.1-3.

%% Simon Hornblower, 4 Commentary on Thucydides: Volume I (Oxford: Clarendon Press, 1991), 15.

*! One finds a similar example of this in Thucydides 1.9.4. Discussing the reasons for Agamemnon’s
superior strength, Thucydides cites a verse from the second book of Homer’s Iliad. He prefaces this quotation
thusly: ““Ounpog todto dednrwkey, €l 1@ ikovog tekunpidoot” (Homer has made this known, if has proved it
sufficiently for you). Thucydides simultaneously presents Homer as an authoritative voice and calls that authority
into question. By the simple inclusion of the &i-clause, Thucydides allows the reader to call into question exactly
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In order to get a fuller sense of the usefulness that Thucydides found in Homer’s poems,
we must continue our examination of the Histories. In a discussion of the future glory of Athens
that takes place in the second book, Thucydides asserts:

petd peydAmv 6¢ onpeimv kol ov 01 Tot AUdPTLPGV YE THV OVVOULY TOPACYOUEVOL
101G T€ VOV Kol 101G Emetta Bovpactnoopeda, kail ovdev Tpocdedevot obte
‘Ounpov Eravétov obte 60TIg EMESt PEV TO aTiKA TEPYEL, TAOV & EPymV TNV
vrovolav 1) dAnBeta PAGyEL, AAAG Thoav pev Balaccav Kol yRv éofatov T
NUETEPQY TOAUN KOoTAVAYKACAVTEG YEVESOHOL, TavTaXOD 08 pvnueio Kak®dV Te
KAyaBdv didia EuykototkicovTes.
We will be honored by present and future generations having left our power with
great signs; and neither needing Homer to praise us nor another who might
instantly charm with verse, but truth harms the meaning of the deeds, having
forced the whole land and sea to be accessible to our daring and having
established eternal monuments of both good and evil everywhere.*?
Much like the other excerpt, this quote does acknowledge Homer as an authority figure. It does
so by naming him alone among the poets. However, Thucydides accomplishes much more than
this. By attributing Homer with the skill “&neot...avtika tépyet” (to momentarily delight with
verses), verses that “n dAn0eia PAayel” (are undone by the truth), the historian both
acknowledges the power of the poet’s words and challenges their veracity. In fact, Homer’s
verses are the exact opposite of what Thucydides claims to write: “ktfjnd te €g aiel pdAAoV 7y
ayoviopa ¢ to mapoyptine diodey Ebykertar” (not an achievement for a one time hearing but as
a possession for all time).”> Thucydides simultaneously values Homer as an authority figure and

advises his reader to treat his poetry carefully.’® In other words, Homer deserves the authority he

holds but that authority should not stem from his transmission of historical truth.

what kind of authority Homer is. In doing so, he makes room in the reader’s mind for a greater war story to supplant
the Trojan War epics.

32 Thucydides, Histories, 2.41.4.

 Thucydides, Histories, 1.22.4.

3* Richard B. Rutherford, “Structure and Meaning in Epic and Historiography,” in Thucydides and
Herodotus, ed. Edith Foster and Donald Lateiner. (Oxford: Oxford University Press, 2012), 14.
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It should come as no surprise that Thucydides, as a historian, is concerned with the
historical information that Homer presents. One of Homer’s most “fact” laden sections of poetry
would have to be the catalogue of ships in the l/iad (2.494-759). 1t is in this section that Homer
provides highly detailed information regarding the Greek ships that sailed to Troy. Assessing the
information provided, Thucydides writes:

nemoinke yap yAlov Kol dtokosimv vedv tag puev Bolwtdv glkoot kol ékatov
avopdV, TG 0& DIAOKTATOV TEVTKOVTA, ONADYV, OC 0L SOKET, TOG peYioTag Kol
ghaylotog. .. mepivems 68 0Ok €ikdg TOALOVG ELUTAETY EE® TV PactAémV kal TGV
pdAoto &v TéAEL
He has represented it as consisting of twelve hundred vessels; the Boeotian
complement of each ship being a hundred and twenty men, that of the ships of
Philoctetes fifty. By this, I conceive, he meant to convey the maximum and the
minimum complement...Now it is improbable that many supernumeraries sailed
if we except the kings and high officers.>
Thucydides accuses Homer of vastly misconstruing the correct number of ships and soldiers that
set sail at the onset of the war. More than that, he corrects the bard’s error in calculation. Thus,
Thucydides openly declares that his work more accurately recounts what actually happened.
However, it should be noted that even in this instance he gives Homer the benefit of the doubt
and admits that Homer did want to convey truth to his reader.’® These examples reveal the very
conflicted relationship that Thucydides has with Homer. While he cannot acknowledge Homer’s
authority as a historian, he cannot deny his authority as a pillar of Greek culture. Although we do
not see the same focus on demonstrating that Homer presents his reader with truths about the
workings of Greek society that we saw with other authors, we do find that the historian continues
in the tradition of at least acknowledging the bard as an authority within Greek culture.

Remaining with in the realm of prose, we will now turn our attention to a writer who had

an exceedingly complex relationship with Homer, and poetry in general. Plato, perhaps the most

** Thucydides, Histories, 1.10.3.
%% Kim, Homer: Between History and Fiction, 45.
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famous of the Greek philosophers, was born around 428 B.C. and died around 347 B.C."’
Although he composed 36 philosophical dialogues in total, we will concern ourselves only with
the Jon (395 B.C.) and the Republic (380 B.C.).”® We will examine Jon first because, as we will
see, it will inform our understanding what the Republic says about Homeric truth and authority.

On the surface, lon is a simple discussion about Homeric poetry and the role of the
rhapsode. However, despite this seeming simplicity, it is actually a complex work that exposes
what is sometimes interpreted as Plato’s hostility toward poetry.”” The two speakers of this
dialogue are Socrates and Ion the rhapsode. Because Socrates appears in almost all of the
dialogues and Ion is unique to this one we will begin by examining Plato’s characterization of
the rhapsode. After Ion boasts about his knowledge of the epic poet, Socrates inquires if lon has
equal knowledge of the other poets. The rhapsode’s response is quite revealing: “o00apu®dg, GALY
nepi Opfpov povov: ikavov yép pot dokel ivar” (No, no, only in Homer; for that seems to me
quite enough).*’ Ton’s reason for this quite succinct: “Buewvov pévror” ((Homer is] better
indeed).*' In responding this way, Ion defines himself, in part, by his unquestioning devotion to
the bard. Thus, Plato has set the stage for Socrates to debate not just a rhapsode but the opinion
of Homer that Ion represents.

If Ton represents an unquestioned devotion to Homer, it would make sense that Socrates

takes the opposing side in their debate: that one cannot rely merely on Homer. We find evidence

that this is indeed Socrates’ stance during an argument over who would be the better judge of

°" Diogenes Laertius, Lives of Eminent Philosophers, 3.1.2.

*¥ Gerard R. Ledger, Re-counting Plato: A Computer Analysis of Plato’s Style (Oxford: Oxford University
Press, 1990), 224. The dating of Plato’s dialogues is problematic, as Ledger himself admits. He arrives at the dates I
have used by means of a stylometric analysis of the works. Although the dates that Ledger arrives at are only
speculative, it at least seems certain that /on predates Republic.

%% Chris Emlyn-Jones, “Poets on Socrates’ Stage: Plato’s Reception of Dramatic Arts,” in 4 Companion to
Classical Receptions, ed. Lorna Hardwick and Christopher Stray (Oxford: Blackwell Publishing, Ltd., 2011), 42.

0 Plato, Jon, (Oxford: Oxford University Press, 1922), 531a.

*! Plato, Ion, 531d.
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whether or not the information that Homer relates is accurate. After Socrates cites a number of
Homeric excerpts that discuss specific skills (lon 538b-539c¢) he asks whether a rhapsode or a
specialist is better equipped to evaluate the depiction of the skills. Ion is forced to concede that
the specialist is better equipped than the rhapsode. When Ion fails to cite a single passage to
refute Socrates they have the following exchange:

ZOKPATNG: OVK &po TAVTO Y€ YVAOOCETAL 1] PAYMIIKT| KATO TOV GOV AOYOV 00OE O

payOSOC.

"Tov: Ty ve i6mg T0 To1DTe, O ZOKPOTES.

2OKPATNG: TO TOWDTO O€ AEYEIS TANV TA TOV BAL®V TEYVDV YOV T

Socrates: Then, according to your logic, neither the rhapsodic art nor the rhapsode

can know everything.

Ion: Perhaps except those examples, o Socrates.

Socrates: When you say except those example you imply nearly all the other
skills.*

Much to lon’s chagrin, he has been hoisted on his own petard. Socrates has used this exchange to
force Ion to acknowledge that the areas in which Homer is not the highest authority are many. In
doing so, Socrates has demonstrated the danger of relying solely on the national epics: it makes
one overly confident not only in how much knowledge they possess but also the value of that
knowledge.

Although Socrates certainly argues against the way people, or at least Ion, read Homeric
poetry, he is careful to avoid actually slandering the poet. Even in the passage we just examined,
Plato is careful to have Socrates only attack what the rhapsode knows and not what Homer
knows.* Plato further elaborates Socrates’ opinion during the explanation of how poetic
inspiration works. Comparing the muse’s interaction with a poet, whom he calls “iep6[c]” (filled

with divine power) in 534b, to a magnet, Socrates explains:

*2 Plato, Ion, 540a-b.
# Penelope Murray, Plato on Poetry: Ion; Republic 376e-398b9; Republic 595-608b10 (Cambridge:
Cambridge University Press, 1996), 21.
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Kai yop avtn 1) AlBog oV pévov anTodg Tovg dakTuAiovg Ayt TOLG G1OMPODS, GAANL
Kol dvvapy évtifnot toig daktvAiolg Got av duvacHat TadTdV TODTO TOLETV Omep
N AMBog, GAlovg Gy dakTuAiovg, MGoT €viote OprabOg LakpOg Tavy cldnpimv
Kol SakTVAM®V €€ AMA®V HpTnTaL: Aot 08 ToVTOolg €€ €ketvng T AiBov
duvapug avipntot. ovTe 68 kai 1 Modoa €évBéovg pev Tolel antn, dtd 68 TV
&vBémv TobTOV dALmV évBovcialoviov opprabog EEaptatat
For this stone not only attracts iron rings, but also imparts to them a power
whereby they in turn are able to do the very same thing as the stone, and attract
other rings; so that sometimes there is formed quite a long chain of bits of iron
and rings, suspended one from another; and they all depend for this power on that
one stone. In the same manner also the Muse inspires men herself, and then by
means of these inspired persons the inspiration spreads to others, and holds them
in a connected chain.**
Socrates, in this excerpt, marks poetry as a divine thing and Homer as a mere conduit of that
divinity. In this sense, Homer, like the iron ring that takes on the power of attraction, has no
claim over the knowledge that is transmitted through his poetry. Therefore, it is inherently
unwise to put too much trust in Homer because whatever wisdom that exists within his poetry is
not his own. Furthermore, the comparison to a magnet also allows Plato to comment on
rhapsodes such as Ion.*
Socrates’ reasons for arguing against lon becomes clear if we understand how a magnet
functions. It works by attracting an object to it and, in attracting this object, it imbues that object
with a similar but diminished power of attraction. Therefore, the attracted object is able to attract

another object but to a lesser extent. This transfer of power will continue on in an increasingly

diluted manner as each new object is attracted. Likewise, Homer has the power to inspire people

*“ Plato, lon, 533d-e.

* Plato expresses a similar sentiment in his Apology when he writes “Eyvav odv ab koi 7epi TdV TomT@Y
&v 0Ny t0070, §T1 OV GOQiQ TTOL0TEY G TO10TEY, GALY POGEL TVI Kol EvBovoialovieg domep ot Beopdvelg kol ol
PG UOSOL: Kol Yép 0DTO1 AEYoVst Pév TOAAY Koi Kakd, icacty 88 008Ev v Aéyovst. To100TOV Ti pot épdvnoay
ma0og kai ol tomtai tenovBotes”(and so I realized this same thing about poets in a little while because they do not
compose what they compose by wisdom but instead by some sort of nature and because they are inspired just as
prophets and oracles are; for these men say many beautiful things but they know nothing about what they say. The
poets seem to have suffered a similar experience) (22b-c). Although this excerpt does not contain the idea of
diminishing power, it remains that Plato argues that the muses are the ones responsible for the brilliant things that
poets say and that the poets themselves are not only not responsible for these verses but they do not know of which
they speak.
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with his poetry because he has been imbued with some of the powers of the Muses. In turn, the
people inspired by Homer have the ability to inspire others. But, like the power of the magnet,
the genius of the Muses becomes increasingly diminished as each new person is inspired and,
therefore, what each new person creates becomes an increasingly less perfect imitation of the
original inspiration. The implications of this metaphor on Ion are great. Because he is the most
recent in a long line of Homeric imitators his grasp on the original source is weakest. In fact, he
is not even inspired enough to create an original poem, he is merely a performer of Homer’s
original work. In this way, lon is nothing more than an “€ounvéwv éQounviic” (imitator of
imitators).* This sentiment suggests that the main grievance is not with Homer himself but with
how the public embraces his poetry unquestioningly. The magnet simile implies that Plato
believes that people place too high a premium on verses that, although perhaps originally
divinely inspired, comes to them in a heavily diluted state. For this reason, people should take
care not to accept every verse without question. As we move to the Republic it will prove most
beneficial to keep this in mind.

As the title of this dialogue suggests, the Republic is a discussion between Socrates and
various other characters about the nature of justice and what would make up a just city-state.*’ At
the time that Plato composed this dialogue the Homeric epics remained the “blueprint” for Greek

society, the poems were the foundation for Greek society.*® Therefore, it makes sense that the

4 Plato, lon, 535a.

7 Although true of all of the works discussed in this chapter, it should be noted at the outset that this
exploration of Plato’s most famous dialogue addresses only one aspect of an extremely complex work. It is not my
intention to suggest that this is the only point Plato wants to communicate with his reader. Similarly, I do not mean
to claim that this is the only way in which Plato interacts with the epic poet in this dialogue.

** Emlyn-Jones, “Poets on Socrates’ Stage,” 38.
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philosopher would view Homer as an educational rival in imagining his ideal society.* This
rivalry comes to light early on in the dialogue during the discussion of the just man:
KAEmTNG dpa T1g O dikatog, ag Eotkey, avamépavtal, kKol Kivovvedelg map” Ounpov
pepobnkévar avtod: Kol yop Ekeivog 1oV 100 ‘OdVecEMG TPOG UNTPOC TATTOV
AvTOIVKOV dyoand TE Kol MOV aDTOV TAVTOS “avOp®TOVS KEKAGHUL KAETTOGUVT
0° dpKw te.” E01KEV 0LV 1] dIKOOGLVN Kol KaTh o€ Kol ko’ ‘Ounpov kai katd
Z1UOVIONV KAETTIKN TIC €val, €T OEEAIY HEVTOL TOV OIA®V Kal €nl BAAPN TV
ExOpdV. ovy obtmg Eleyeg;
Then it seems that the just man has turned out to be a kind of thief and it is likely
that you acquired this idea from Homer. For he regards with complacency
Autolycus, the maternal uncle of Odysseus, and says “‘he was gifted beyond all
men in thievery and perjury.’” So justice, according to you and Homer and
Simonides, seems to be a kind of stealing, with the qualification that it is for the
benefit of friends and the harm of enemies. Isn't that what you meant?”>°
Plato argues that some people hold that a crime is morally permissible in the case that it benefits
an ally or harms a foe. Furthermore, his direct citation of the Odyssey identifies Homeric poetry
as the teacher of this sort of behavior. In doing so, Plato acknowledges the strong influence, for
better or worse, that Homer has on Greek society.”’ While Homer’s poetry receives blame in this
excerpt, Plato is careful to malign neither the poet nor his poetry. Instead, much like we found in
the Jon, Plato finds fault with the reader’s reception of the verses. Plato illustrates the danger of
granting too much authority to the Homeric epics: they can be misinterpreted to the detriment of
his contemporaries. This approach to Homer represents a shift from what we have seen with
earlier authors who seek to define the truth and authority of Homer. Plato acknowledges that

people look to Homer in order to understand how the world works and how they should behave

only to suggest that this approach to Homer is not appropriate.

49 Rachana Kamtekar “Plato on Education and Art,” in The Oxford Handbook of Plato, ed. Gail Fine,
(Oxford: Oxford University Press, 2008), 336

% plato, Republic (Oxford: Oxford University Press, 2003), 1.334a-b.

>! Eric Havelock, The Greek Concept of Justice: From its Shadow in Homer to its Substance in Plato
(Cambridge: Harvard University Press, 1978), 320.
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Plato continues to develop this concept during the discussion of the sorts of stories that
the guardians of the city will permit. Although we have already observed that Plato cites
Homer’s poetry as a potential source of bad habits, it is still hard to believe that he would
completely outlaw the I/iad and Odyssey from his republic. After all, these epics are so much a
part of Greece that even he relies on them to elaborate his points. Nevertheless, the philosopher
does precisely this:

“"Hpog ¢ deopovg vmo véog kail Heaiotov piyelg vmd matpds, pEAAOVTOG T untTpi
TURTOREVT GPLVETY, Kol Beopoyiog Ocag ‘Ounpog menoinkey ov ToPAdEKTEOV €iG
TV TOALY, 00T €v Vrovoiaig mtemompévag ovte dvev HoVoldV. O Yap VEOG ovY,
010G 1€ Kkpivet &tL T8 Dmdvora Kkod O i, AL’ & dv TnAcodtog Mv AAPn v Taig
d0ELG OLGEKVITTAL.
But Hera's fetterings by her son and the hurling out of heaven of Hephaestus by
his father when he was trying to save his mother from a beating, and the battles of
the gods in Homer's verse are things that we must not admit into our city either
wrought in allegory or without allegory. For the young cannot distinguish what is
allegory and what is not allegory and whatever is understood at that age is hard to
get rid of >’
Plato banishes Homeric poetry in order to make room for philosophy as the new basis of
education.”® However, the reasoning he provides is, perhaps, quite surprising. Plato does not
claim that all readers of Homer will necessarily misinterpret the poems. Instead, he alleges that
youths, for whom the epics were a foundation of education, are at risk of misunderstanding
Homer’s verses. Furthermore, by allowing for the possibility of an allegorical reading of Homer,

Plato actually grants Homer a reprieve because he suggests that Homer may have not intended

his verses to be taken at face value.> This decision to exclude Homer reveals another piece of

>? Plato, Republic, 2.378d.

> Murray, Plato on Poetry, 22. In addition to Murray’s Plato on Poetry, there is a vast bibliography on the
topic of the expulsion of poets from the ideal city. For further reading see Richard Hunter’s Plato and the
Tradition’s of Ancient Literature (2012), Ramona Naddaff’s Exiling the Poets: The Production of Censorship in
Plato’s Republic (2002), or Plato and the Poets edited by Pierre Destrée and Fritz-Gregor Herrmann (2011).

>* As early as the sixth century B.C., writers such as Theagenes of Rhegium, Anaxagoras, Metrodorus of
Lampascus, and Stesimbrotos of Thasos argued for an allegorical reading of the Homeric epics (James Adam, ed.,
The Republic of Plato (Cambridge: Cambridge University Press, 1902), 114). These allegorical readings often
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Plato’s relationship with the epic poet. The philosopher uses Homer’s status to his advantage. It
is exactly because it is unthinkable to imagine a Greece without Homer that Plato’s statement has
the desired effect: he emphasizes how radically different his republic would be from the existing
republic.” But even as he banishes the bard, the philosopher acknowledges his important role in
Greek history.
In the final book of the Republic Plato directly addresses the quality of Homer and his
poetry. This provides another key to understanding his complex interactions with the father of
Greek epic:
QUAETV pEV yp1 Kol doralesBar g dvtag Peitiotovg gig doov dhvavtat, Kol
oLYY®PETY ‘Ounpov TomTiKOTATOV EIVOL Kol TPATOV TAV TPAYOIOTOIRV, E10EVaL
0¢ 611 doov povov Vuvovg Beoig kai Eykmpa Tolg dyafoig Tocemg ToPAdEKTEOV
elg moAw: €l 0& v Ndvouévny Modoav mtapadéln &v pékeostv | Enectv, 1100V 6ot
Kol AO7T €v 11} TOAel PactdedoeTov AvTl VOLOV T€ Kol TOD KOwT del d0EavTog
etvau Bertiotov Adyov.
we must love and salute them as doing the best they can, and concede to them that
Homer is the most poetic of poets and the first of tragedians, but we must know
the truth, that we can admit no poetry into our city save only hymns to the gods
and the praises of good men. For if you grant admission to the honeyed muse in
lyric or epic, pleasure and pain will be lords of your city instead of law and that
which shall from time to time have approved itself to the general reason as the
best.”®

Despite forbidding certain types of poetry in the ideal city, Plato does acknowledge Homer’s

primacy as a poet. In doing so he both marks the poet as an authority and demonstrates that his

grievance is with how people interpret the poems and not the poems themselves. While Plato

respects Homer, he must diminish the authority people place in his verses, which he does by

pointing to the deleterious effects of the poems on the “modern” age, in order to make room for

involved understanding the gods as elements/qualities. Therefore, an event like the battle between the gods would
actually represent the conflict between elements (Murray, Plato on Poetry, 141).

>> It must be noted that censuring Homer is hardly a new idea. In fact, in this chapter we have already cited
an example of Xenophanes censuring the epic poet.

*% Plato, Republic, 10.607a.
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his philosophy to take root.”” It is, in part, this respect for Homer that makes his relationship with
the poet so complicated. The excerpts from Republic paint the philosopher as a man who is
conflicted. He understands that Homer played a key role in the development of Greek culture. At
the same time, however, Plato knows that Homer cannot exist in the ideal society because the
poet would interfere with the new society that philosopher hopes to create.

Although our exploration of these two dialogues only scratches the surface of Plato’s
relationship with Homer and poetry, it does provide us with some understanding of the truth and
authority the philosopher found in the poet. In Plato, we witness yet another evolution of the
treatment of Homer. Plato’s focus is on convincing people that he can provide a more satisfying
understanding of justice and righteousness than Homer. This is particularly striking because up
until this point Homer’s poetic truth, the truth about the gods and right and wrong, has been his
only remaining safe hold as he faces increasingly harsh critics. Moving on to our last author, we
will yet another evolution in the literary response to Homeric poetry.

While Plato’s dialogue may look towards a more ideal future for Greece, our last writer
casts his eye upon Greece’s mythical past. Apollonius of Rhodes was a 3™ century B.C. poet and
scholar.”® As such, his literary outlook was greatly inspired by the philosophy of Aristotle, who,
in his Poetics, asserted that the poet’s responsibility is not to tell what happened but instead to

N , . 59 . . . .
record “ta kaBOAov” (universal truths).”” By removing this concern over the historical accuracy

°7 Laurence Lampert, How Philosophy Became Socratic: A Study in Plato’s Protagoras, Charmides, and
Republic (Chicago: The University of Chicagoe Press, 2010), 375.

*¥ The Oxyrhyncus Papyri tell us that his tenure at the Library of Alexandria was in the mid-third century
(P.Oxy. 1241) so it is probably safe to say that he did not live into the 4t century but beyond that we cannot say
much more with certainty.

> Aristotle, Poetics (Cambridge: Harvard University Press, 1995), 1451b. As Hutchinson explains, while it
is uncertain whether or not Apollonius had access to the Poetics, he was, in all probability, familiar with the ideas in
the Poetics because of his familiarity with De Poetis and his involvement with the Library of Alexandria (Gregory
Hutchinson, “Hellenistic Epic and Homeric Form,” in Epic Interactions: Perspectives on Homer, Virgil, and the
Epic Tradition Presented to Jasper Griffin by Former Pupils, ed. M.J. Clarke, B.G.F. Currie, and R.0.A.M. Lyne
(New York: Oxford University Press, 2006), 106-107.
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of the Homeric poems, Aristotle allows Apollonius to interact with Homer on a whole new level
because he is free from the burden of evaluating the historical truth of Homer’s words.*® As we
focus on more specific aspects of the Argonautica, we will discover just what that means for
Apollonius’ expectations of Homeric poetry.®'

Although the Argonautica, like the Odyssey, contains numerous side plots, the central
focus is on the Argonauts’ journey to Colchis to retrieve the Golden Fleece, an event that
predated the Trojan War. Because Homer’s poems were a pillar upon which the intellectual
culture of the Hellenistic age was built and many well-educated men knew the poems by heart,
retelling the Trojan War myth would have proven particularly challenging for Apollonius.®®
Furthermore, Apollonius inserts himself ahead of Homer in Greek legend by narrating events
before the Trojan War. His poem stands as a prequel to Homer’s and to that end he writes: “cuv
Kai ol Topdrottic Enmiéviov popéovsa/IInAeidnv Ayiifia, eilm dewdicketo motpi” (and with him
his wife, who was holding Achilles the son of Peleus in her arms, showed the boy to his father).”’
Although Apollonius does not name either of Homer’s epics, he does name Achilles, Homer’s

Trojan War hero, and to him apply the epithet “TInAeidng,” the same epithet Homer uses over

% Hutchinson, “Hellenistic Epic and Homeric Form,” 128-129.

61Although Apollonius is the only is the only writer from the Hellenistic period that we will address in this
chapter, he did not exist in a cultural vacuum. What we find happens during the Hellenistic period is that the
intellectual center of the Greek world shifts from Athens to Alexandria where a museum has been established to
attract the greatest thinkers of the time. This museum was a place where these intellectuals could interact with one
another and produce their poetry. Unfortunately, a majority of what was written during this period has been lost. We
know that one of the earliest Hellenistic poets, Philetas, composed a poem about Odysseus’ visit to Aeolus and
Callimachus composed his Aetia is concerned with the origins of Greek culture. It appears that one characteristic
that is shared by most writings of this time is an internal dialogue about the changing idea of what it means to be
Greek. When it comes to Apollonius, his Argonautica is the only narrative epic to survive from the early Hellenistic
period and his epic was so unique that we cannot use it to characterize the entirety of Hellenistic epic (Easterlng, The
Cambridge History of Classical Literature, 541-621).

%2 J.B. Hainsworth The Idea of Epic (Berkeley: University of California Press, 1991), 47.

%3 Apollonius Argonautica (Oxford: Oxford University Press, 1986), 1.557-558.
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twenty times in the Iliad.** The plot of the Argonautica does not necessitate the inclusion of a
baby Achilles to make sense, but Apollonius includes him in order to reinforce the idea that his
poem is a prequel to the Homeric epics. In this way Apollonius claims a sort of manufactured
responsibility for Homer’s poems and, therefore, any authority and status granted to Homer
because of them. Of course, as our examination of the other works in this chapter should suggest,
Apollonius’ relationship to Homer is more complex than this.

Although Apollonius employs a complex system of allusions to Homer’s poetry within
the Argonautica, he is, as a scholar and poet in his own right, loath to duplicate Homeric verses
outright. Instead, he much prefers to make his borrowings obvious enough that the reader
recognizes them and, in recognizing them, is also aware of the changes that Apollonius
implements.®> We see this often in the way that Apollonius employs Homeric simile. One
comparison that Homer often makes is between his heroes and lions; such is the case with his
depiction of the Trojan reaction to Menelaus:

¢ 0 Ote Tic T8 AV 0peGiTPOPOg AAKL TEMO10MG

Bookopévng ayéing Podv apmdon 1§ Tig dpio:

TG 0~ €€ avyév’ €ate AaPav Kpatepoicty 000DG1

npdTOoV, Emerta 6€ 0 alpa Kol £yKoto Tévto AapyooeL

IMN@V: Auei 8¢ TOV Ye KOVEG T  BvOpES TE VO ES

TOAAGL LAA™ tlovoty dmdmpobey 00d™ £6EAovaty

avtiov éABEpevat: pdda yap yAopov 6€og aipet:

as when a mountain lion, believing in his strength, has snatched away from the
grazing herd the cow that is best: having first taken her neck in its strong teeth,
then, having killed the cow, he gulps down the blood and entrails; all around him
dogs and herds-men shout loudly from afar but do not wish to come against him

for pale fear holds them.®®

This excerpt makes it gruesomely clear that the effect of the lion simile is to cast Menelaus as a

% For Homer’s use of this epithet see lliad 1.223, 1.245, 1.306, 18.316, 20.164, 20.261, 20.290, 20.503,
21.173,21.251,21.272,21.595, 22.138, 23.17, 23.59, 23.231, 23.287, 23.651, 23.700, 23.740, 23.798, 23.826,
23.884, and 24.572.

% Hainsworth, The Idea of Epic, 68.

% Homer, Iliad, 17.61-67.
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character that inspires fear. In fact, he is so frightening that not even the brave warriors at Troy
dare approach him. If we look for a lion simile in Apollonius we will find something quite
similar:

7, Ko &voifac Etdpovg &mi porcpov doTet,

aOGTaAE0C KoViINol, AV &g, 8G pa T~ v’ VANV

ovvvopov v peBémmv mpoetat: ai 8¢ Papein

@BoyYR vmotpopéovaty av’ ovpea TNAOOL Priccat:

delpatt &” dypavioi te foeg péya meppikacy

Bovmeddtat e BodV: TOig 6”01 VU T YTjpLg ETHYON

pryedovn) £Tépotlo iAovg EmkeKAOUEVOLO.

And he leapt up and shouted out to his comrades squalid with dust, just like a lion

when he roars through the woods seeking his mate; and far off in the mountains

the glens shake at his deep voice; and the field-dwelling oxen and herdsmen

shudder greatly in fear; but to them his voice was not a thing of fear but that of a

comrade calling to his friends.®’
Here Apollonius replicates the Homeric simile up to a point. In this version, we find Jason,
having just received divine news regarding his return home, being compared to the lion.
However, unlike the Homeric simile that describes a lion on a hunt and, thus, likens the men to
frightened herdsmen and animals, in Apollonius the men are likened to the mate for whom the
lion is calling. Therefore Jason, the lion, is not an object of fear to his men but of comfort. They
are able to recognize their friend and ally. This borrowing demonstrates that Homer is still a
source of poetic inspiration but the differing reactions in the two poems suggest that, perhaps,
Apollonius’ poem reflects a new type of Greek society. Of course, this is just one example and in
order to gain a fuller view of Apollonius’ relationship to Homer we will have to read further.

I do not cite the above example in order to suggest that Apollonius’ goal is to be different

for the sake of being different. Instead, the changes that Apollonius makes to his Homeric

borrowings are part of a larger agenda to comment on the Homeric approach to epic. This agenda

becomes clearer if we look at a second example of Apollonius modifying a Homeric animal

57 Apollonius, Argonautica, 4.1337-1443.
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simile. Homer describes a clash between Patroclus and Hector thusly:
10 mepi KePprovao Aéovl™ dg dnpwvon Ty,
& 1" Opeog KopLPT oL TEPL KTOUEVNG EAGPOLO

dueo tewvaovte péyo epoveéovie pdyechov:

So the twain joined in strife for Cebriones like two lions, that on the peaks of a
mountain fight for a slain hind, both of them hungering, both high of heart.*®

Homer likens the warriors to two animals fighting over the meat from a fresh kill. Apollonius,
following the example set by Homer, uses an animal simile to depict the fight between
Polydeuces and Amycus but the effect of his is quite different: “dy 8 a1 GLVOPOVLGAV
gvavtiot, NOTE TaVP®/PopPadog apel Boog kekotdte dnprdacOov” (Then back they rushed
together again, as two bulls fight in furious rivalry for a grazing heifer).” A scene of two rutting
bulls has replaced the graphic image of two wild animals contending for a dead deer. As Effe
suggests, Apollonius, by sexualizing the Homeric simile, has, to a certain extant, painted the
mass slaughter depicted in epics such as Homer’s as unnecessary.’® That is to say, Apollonius by
making light of the overtly macho heroes in the Iliad suggests that they are antiquated and do not
fit in a contemporary age.

This implication that perhaps the national epics are out of place in a “modern” world is
further supported by the role of modern women in both poems. While both Helen and Medea are
spirited away from their homes for the purpose of marriage, each poet employs the foreign
woman to different means. Homer uses Helen as the catalyst for the Trojan War. Her voyage to
Troy with Paris is the cause not only for the events in the //iad but also, less directly, the Odyssey

because Odysseus never would have found himself in Troy needing to return home were it not

8 Homer, Iliad, 16.756-758.

% Apollonius, Argonautica, 2.88-89.

7 Bernd Effe, “The Similes of Apollonius Rhodius. Intertextuality and Epic Innovation,” in Brill’s
Companion to Apollonius Rhodius, ed. Theodore D. Papanghelis and Antonios Rengakos (Leiden: Brill, 2008),
212.
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for the war over Helen. In other words, Homer describes a world in which countless men lose
their lives all because of a single woman. This is not the role that Apollonius gives Medea.
Instead of being the cause of a war, Medea acts as an accomplice to Jason in completing his
quest and eventually returns with him almost as a victory prize. In this way, Apollonius takes a
central feature of epic and evolves it and, in doing so, marks his poem as new type of epic for a
contemporary age.”' Of course, by calling into question the appropriateness of Helen’s role,
Apollonius calls into question the value of Homer’s entire epics because, as already stated,
without her they would not exist.

As these examples have demonstrated Apollonius was not trying to hide the influence
Homer’s works had on his poetry. In fact, it was important to his poetic program that the reader
recognizes the many borrowings. Because his reader is so comfortable with the idea of Homer as
an authority figure, by his borrowings so similar to the poetry of the bard, Apollonius makes it
easier for his reader to accept his poetic agenda. At the same time, by changing the borrowings in
the ways that he does, He creates what is, in his mind at least, an epic filled with the new truths
of Hellenistic age that preserves spirit of the Homeric epic. In this way, Apollonius welcomes the
Homeric authority gained by echoing the national poems. Additionally, instead of accusing
Homer of lying or trying to lower him in another way, he subtly corrects what he views as the
mistakes so to imply that a new generation of readers have available to them a poem that is as
instructive as it is entertaining.

As this examination has demonstrated, there is a long-standing tradition of writers
interacting with Homer and his poems. A large part of this tradition is writers addressing the
truth of Homer’s poetry. While each author has his own approach, all struggle to identify what

kind of truth the poetry contains. Some writers seem to have been more concerned with what

" Hainsworth, The Idea of Epic, 73.
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historical truth, if any, was contained in the epics. Other writers, on the other hand, find in
Homer larger truths about how the world works and what defines right versus wrong. Still others
attempt to demonstrate that these larger truths are outdated and do not belong in modern Greek
society. Regardless of the individual author’s strategy, the fact that they all feel the need to
compete with Homer further attests his superiority and ongoing relevance in the Greek literary
and cultural landscape. In the next two chapters we will see whether Lucian follows this tradition

or carves his own path when it comes to reconciling his works with the works of Homer.
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CHAPTER 2

HOMER’S ROLE IN THE LUCIANIC CORPUS

Ancient sources tell us little to nothing about the life of Lucian and we are therefore
forced to piece together most of his biography from the internal evidence of his own works.
Lucian was born during the time the Roman Emperor Trajan (A.D. 98 — A.D. 117), probably
near the end of his reign.”* The author himself identifies his birthplace as the Syrian town of
Samosata, located on the bank of the Euphrates.” Alexander, perhaps his latest work, was
published soon after the death of Marcus Aurelius. After this work Lucian vanishes into
obscurity, causing scholars such as Robinson place his death around A.D. 180.”* Although a
Syrian by birth, Lucian was educated in Greek. As a non-native Greek speaker, mastering the
Attic dialect would mark Lucian as an intellectual elite.”” After completing his education, Lucian
travelled, spending time in Ionia, Italy, Gaul, Thrace, and Macedonia. In the 160s he settled in
Athens where he spent the most productive years of his literary career.”® Although Lucian was
thought originally to have composed over eighty titles, only 48-60 can be securely attributed to
him.”” These texts represent an assortment of literary styles that range from dialogues to prose

narratives but they all abound in parodies, direct quotations, and allusions to various ancient

72 Suidae Lexicon s.v. AOVK10VOC.

3 Lucian, Quomodo Historia Conscribenda Sit (New York: Oxford University Press, 1980), 24.

7 Christopher Robinson, Lucian and His Influence in Europe (Chapel Hill: The University of North
Carolina Press, 1979), 4.

7 Timothy Whitmarsh, The Second Sophistic (New York: Cambridge University Press, 2005), 43.

7% For Lucian in Italy and Gaul see Bis Accusatus 27, for Thrace see Fugitivi, and for Macedonia see
Scytha; Francis G. Allinson, Lucian: Satirist and Artist (London, England: George G. Harrap and Co. Ltd., 1927),
35.

" Allinson, Lucian Satirist and Artist, 37.
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authors. Foremost among the ancient authors that Lucian made use of was Homer, whose epics
pervade the entirety of the Lucianic corpus. Although Lucian employs the references to Homer
for a variety of reasons, chief among them, as this chapter will demonstrate, is as a source of
authority. The idea that the Homeric epics carry with them a substantial prestige will manifest
itself in a number of ways. Not only will Lucian use Homeric epics both to elevate the poet
himself and to demonstrate the power of his words but also Lucian will take advantage of the
power that he bestows upon Homer in order to bolster his own reputation.

The abundance of references to Homer, as well as other ancient authors, comes as no
surprise when one considers that Lucian was a product of the Second Sophistic.”® As such, it will
prove beneficial to examine briefly the defining characteristics of this movement. The Second
Sophistic, a period that lasted from roughly A.D. 60 to A.D. 230, takes its name from
Philostratus. Writing in the A.D. 230s, Philostratus claimed:

N 0¢ pet’ €ketvny, fjv odyl véav, dpyaio Yap, devtépav 6& HAALOV TPOGPNTEOV, TOVG

TEVNTOG VIETLIMGOTO KOl TOVG TAOVGIOVE Kol TOVG APLoTENG KOl TOVG TUPAVVOVS KOl TG

&g dvoua vmobécels, ¢ O¢ 1 iotopia dyst

And the [sophistic] after that one, which is not new, must be called the second sophistic

rather, for it is ancient, sketched out both the poor men and the rich, both the chiefs and

the tyrants, and the proposals in name, about which history guides.”
Philostratus’ statement that the intellectual movement of his time should be called "second"

instead of "new" is the writer’s way of connecting the sophists of his time with those of classical

Greece.* He is emphasizing the fact that this “modern” movement is not at all new to Greece but

® Emily James Putnam, “Lucian the Sophist,” Classical Philology 4, no. 2 (1909): 162.

7 Philostratus, Lives of the Sophists (Cambridge: Harvard University Press, 1968), 481.14-16. While the
Greek quoted here comes from the Loeb edition, the remainder of the Greek quoted throughout this chapter comes
from the various Oxford Classical Texts. All of the translations are my own.

8 L ucian is not included in the 34 sophists that Philostratus names in his work. This, however, should not
stop us from including Lucian among this second wave of sophists. Not only was Philostratus, in all likelihood,
aware of a larger number of sophists than he named but also we have other written works and archaeological
evidence, such as coins and inscriptions, that name an additional 150 sophists. Therefore, it is safe to say that
Philostratus does not intend his list to be exhaustive.
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instead has deep roots in the cultural history. Although sophists were mainly participating in an
intellectual movement, sophists also were heavily engaged in public life and politics.*’ Laura
Nasrallah describes the Second Sophistic as a period defined by exhibiting an “elite, antiquarian
Greek identity” that simultaneously was a way to resist the Roman Empire and a way by which
to establish “social capital.”®* This Greek identity was demonstrated by borrowing themes from
the history of Greece and, specifically, Athens.* In addition to employing the Attic dialect,
authors of the Second Sophistic emphasized the significance of writers such as Plato and Homer
and used genres that were closely associated with Classical Greece, such as dialogues. Writers
employed these aspects of “traditional” Greece in order to satirize and debate issues connected to
the contemporary system of education, the cult practices, and their very ethnic identity. The issue
of ethnic identity was a particularly complicated by the 2™ century A.D. because the Greek
empire had expanded so far beyond the boundaries of Greece and had then fallen under the
control of the Roman Empire.** In essence, the Greece that had spawned the national epics no
longer existed. It is within this framework that we will examine the ways in which Lucian
employs references to Homer and his poetry in his own writings.*

Lucian composed a number of dialogues grouped together by various unifying themes:
the Dialogues of the Dead, Dialogues of the Sea-Gods, Dialogues of the Gods, and Dialogues of

the Courtesans. In a number of these Lucian gives the central roles to characters from the

#! Kendra Eshleman, “Defining he Circle of Sophists: Philostratus and the Construction of the Second
Sophistic,” Classical Philology 103, no. 4 (2008): 404.

%2 Laura Nasrallah, “Mapping the World: Justin, Tatian, Lucian, and the Second Sophistic,” The Harvard
Theological Review 98, no. 3 (2005): 286-287.

% E.L. Bowie, “Greeks and Their Past in the Second Sophistic,” Past & Present 46 (1970): 7.

% Nasrallah, “Mapping the World,” 287.

% Tt will not be possible to address every one of Lucian’s texts that contain references to Homeric poetry in
this chapter. Instead, I will examine a representative sampling of his texts (for a comprehensive list of allusions to
Homer in the entirety of Lucian’s corpus refer to pages 389-411 in Les Lectures Homériques de Lucien by Odette
Bouquiaux-Simon [Palais des Académies, 1968]). It should be noted that it is impossible to date all of Lucian’s
works accurately. A handful of titles can be dated with reasonable confidence based on internal references to the
author’s age or to various historical events. However, the dates for the majority of the Lucianic corpus remain a
mystery. For this reason, the relative chronology of works will not play a role in this discussion.
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Homeric epics. Among the most prominent examples are Dialogues of the Dead 23: Ajax and
Agamemnon, Dialogues of the Dead 26: Achilles and Antilochus, and Dialogues of the Sea-Gods
2: Cyclops and Poseidon.*® In all three of these dialogues Lucian uses not only Homeric
characters but also the events of the Odyssey as backdrops against which the characters can
interact. Dialogues of the Dead 23 and 26 both take place during Odysseus’ time among the
souls of the dead, as detailed by Homer in Odyssey 11. In each of these dialogues, Lucian gives
Homer’s heroes an opportunity to express themselves that they were not afforded in the Homeric
epics and thus, when read alongside the epics, add more depth to Homer’s already intricate story.
Similarly, Dialogues of the Sea- Gods 2 also fills in part of a story not narrated by Homer. This
dialogue picks up the story of the Cyclops Polyphemus at the end of his prayer in Odyssey 9.528-
535. Lucian grants the reader insight into what transpired between Polyphemus and his father,
Poseidon. While Homer’ description of Odysseus’ many misfortunes is sufficient to make it clear
to the reader that Poseidon responds to his son’s invocation, Lucian actually gives these
characters a voice. By filling in the narrative gaps left by Homer Lucian has made his dialogues
part of the Homeric canon and has tied himself to the epic poet. Beyond demonstrating Lucian’s
mastery of Homer’s poetry, by composing dialogues that fit so neatly into the Odyssey Lucian
has made himself a coauthor of Homer’s poem. By forcing people to recognize him as a
contributor to this tradition, Lucian elevates his own status as a writer. In this way, Lucian’s
primary use of Homer begins to make itself evident. While this use will become more nuanced as
we examine other texts, these examples demonstrate how Lucian has used the poet to increase
the authority of his authorial voice. If we turn our attention away from works set in the world
described by Homer and to works set in a world aware of the Homeric poems then we will see

Lucian continuing to employ Homer as a source of authority in a variety of ways.

% The numbers used to identify these dialogues are those that appear in manuscript I'.
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Moving beyond texts that are set within Homer’s corpus does not mean settling into a
world of strict realism. Lucian continues to depict gods and goddesses in the dialogues that
follow. Jupiter Confutatus and Jupiter Tragoedus, two dialogues that are often read in tandem
due to thematic similarities, are prime examples of this type of dialogue. Lucian’s Jupiter
Confutatus depicts a conversation between Cyniscus the Cynic and Zeus in which Cyniscus
questions king of the gods about predestination and the role of the fates. Although this is a
philosophical dialogue that aims to belittle the idea of predestination professed by Stoics, Homer
and epic poetry are placed in the forefront of the reader’s mind almost immediately.®’ In phrasing
his first question to Zeus, Cyniscus asks:

5o tadta, @ Zed: dvéyvac yap dfilov &t kai 60 6 ‘Oufpov kai ‘Ho1d6do0v
TomupaTo: €€ ovV pot €1 AAn0T €otwv @ mepi thg Eipapuévng kol tédv Molpdv
EKEIVOL EpPayENKAGLY, BQUKTO VOl OTOGH GV oDTAL ETVAGHGLY YEIVOUEVE
EKAOTW;
See here, o Zeus: for because it is clear that you have read the poems of Homer
and Hesiod: so tell me, if there is truth in the things which those men have sung
about Destiny and the Fates, that whatever they should spin for each man when he
is born is inescapable?™®
Cyniscus’ question is a clear allusion to //iad 20.127-128 in which Hera proclaims that Achilles,
after one day of safety, will meet whatever fate is intended for him. The effect of this first
question is twofold. By anchoring this first question in the //iad, Lucian ensures that the reader
will connect entire conversation that follows back to Homeric poetry because he has established
this poetry as the foundation for whatever will follow. Furthermore, by placing Homer at the
front of this dialogue, Lucian gives the poet an implicit position of authority. This authority

stems from the fact that Homer is the first example that Lucian’s Cyniscus lights upon. Zeus

confirms this authority when he responds: “kai wévo ain61] tadta: 0vdEV Yép €oTv O TL pn ol

7 Tim Whitmarsh, Narrative and Identity in the Ancient Greek Novel: Returning Romance (New York:
Cambridge University Press, 2011), 197.
% Lucian, Jupiter Confutatus (Cambridge, MA: Harvard University Press, 1953), 1.11-14.
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Moipau datdrrovoty” (Indeed these things are quite true: for there is nothing at all which the
Fates do not ordain), confirming what Cyniscus learned from Homer.* Not only is Homer the
poet that Cyniscus chooses as a universal point of reference for his question but also Zeus
confirms what Homer says and thus establishes that Homer is not only an authority in earthly
matters but also in divine ones. While Hesiod is mentioned alongside Homer in this initial
question, he does not receive the same prestige. Not only is Homer named first, giving him literal
primacy, but also Hesiod is completely forgotten by Cyniscus by the time he poses his second
question.

Once Cyniscus has managed to get Zeus to acknowledge that nothing can happen without
the fates wishing it, he must now take up the task of demonstrating that this is not always
consistent with the other proclamations of the gods. In order to do this, Cyniscus poses another
question to Zeus, once again relying on Homer to make his point clear:

0VKODV OTOTaV O aVTOG ‘OUnpog €v £Tépm PEPEL THG TOMOEMS AEYT, U KOd VTEP
poipav d6pov "Aidog kai T oo T, ANpelv, ONAadT eroouey T0Te AVTOHV;

So whenever this same Homer in another section of his poem says: “lest you
enter into the house of Hades before the fated time” and those sorts of things, then
clearly we will perceive that he talks nonsense?”’

Although Zeus’ response to this question is of greater importance, it must be said that Lucian’s
second naming of Homer, combined with the fact that he directly quotes //iad 20.336 instead of
simply alluding to it, makes the poet’s presence in the dialogue felt even more strongly. Falling
into Cyniscus’ trap, Zeus responds:
nal pdho: 00dEV yap oltw yévort av EEm Tob vopou Tdv Molpdmv, ovde
VIEQ TO AMvov. oi momtal 8¢ 6mdoa Pev av éx TV Movodv rotexduevol

Gdwotv, AT TadTd oty OmOTAY ¢ APDoLy aTOVG ai Ogal nal xad’
QUTOVG TTOLDOL, TOTE O ®Ol OPAMAOVTOL ROl VITEVAVTIO TOLG TQOTEQOV

% Lucian, Jupiter Confutatus, 1.15-16.
% Lucian, Jupiter Confutatus, 2.1-4.
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oteElaot: xal ovyyvou, el dvBowimol dvieg dryvoovol Tahnoég, ameldovTog
gxelvou O T€mg ToQOV €QQAYPMIEL Ol AVTAV.

Yes certainly, for nothing would occur thusly outside of the ordinance of the
Fates, nor would anything occur in violation of their thread. And the poets, on the
one hand, whatever they might sing while they are held fast in the power of the
Muses are true things, but, on the other hand, whenever the goddesses should set
them free and they compose on their own, then they certainly make mistakes and
recount things that contradict what they sang previously. But, because they are
mortals, it is excusable if they do not recognize true things after that [inspiration],
which up until then was present and reciting poems through them, has departed.”’
This reply is striking because it appears to withdraw whatever authority Lucian had given to
Homer by means of Zeus’ answer to the first question. One might understand the fact that Lucian
draws a distinction between the poet as a mouthpiece for the Muses and the poet as a man as the
writer’s way of taking away any credit that might be given to the poet because it was the Muses
and not the poet who spoke the truth. Even if the reader accepts that it was the Muses speaking
through Homer and not Homer himself, Lucian still honors the epic poet by acknowledging that
the Muses specifically chose Homer as their instrument to compose the Greek national epic. In
recognizing this, Lucian further elevates the poet’s status among men and, specifically, in
relation to other poets.

Zeus’ response also validates the authority of Homer’s words in a second way. Because
Cyniscus must rely on the words of Homer instead of his own words in order to elicit this
response from Zeus, the reader can credit Homer and not Cyniscus as the one who is responsible
for beginning to unravel the god’s argument. In other words, Homer is the voice that allows
Cyniscus to trick Zeus into granting both himself and the Fates ultimate power, a situation is not
in accordance with other proclamations of Zeus. Therefore, even if Zeus claims that it is the

Muses composing through Homer, there is no denying that the epic poet is the one who reveals

implicitly this initial chink in the thunder god’s armor. Lucian, by bestowing upon Homer this

*! Lucian, Jupiter Confutatus, 2.5-11.
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role in the dialogue, demonstrates the ultimate persuasive power of the Homeric poems. If a
mortal can use these poems to manipulate a god then there is a true power in these words. Lucian
is particularly clever here because at the same time as he is revealing to his reader the nature of
Homeric poetry he is also taking advantage of the persuasiveness himself. As the dialogue
progresses and Cyniscus continues to win this verbal joust with Zeus, both with references to
Homer and to other authors, each victory can be traced back to this initial victory won by the
Homeric canon. While these questions do a fantastic job of demonstrating the authority that
Lucian finds in Homer, this is not the only way that Homer appears in this dialogue.

Lucian’s final explicit mention of Homer in this dialogue does not come in the form of a
question like the first two. This time Cyniscus mentions Homer by way of summarizing what he
has learned thus far from his conversation with Zeus. While Cyniscus may have only subtly
hinted at Zeus’ hypocrisy in his second question, with this utterance all subtlety is gone:

dvepviodny éketvov tdv Ounpov Endv, v oig memoincol avtd &v i EkkAncio
TV Bedv dnuUNyopdv, 0ndte NIEIAELS ADTOIG G ATd GEWPAS TIVOG XPLGTIG
avaptnoouevos T mhvta: Epnodo yap adTog HEV TV oelpdy Kabnoe €5
ovpavod, Tovg Beovg O¢ Apa Tavtag, €l PoOAOIVTO, EKKPEUAUEVOVS KOTACTAV
BracecHal oV PNV KaTaoTAGEWY Ve, oV O€, OndTav £0eAnong, padimg dravtag avTh
Kev yoin épooa avtii e Boddoon. Tote pudv ovv Bavpdctog £50kelc pot Ty Plav
Kol VTEPPITTOV HETAED AKOV®V TAV XAV VOV 0& aOTOV 6 710N 0pD HETA THS
o€1Ppac Kol TAV ATEDY Amd AeTTOD VIUATOG, OC PG, KPEUAUEVOV. SOKET YOOV HOt
dkandtepov Gv 1) KAwbd peyolovynoacdat, d¢ kai 6€ adtov AvacTasToV
aiwpodca €K ToD ATpAKTOL Kabdmep ol aAlElg £k ToD KaAdpov td ixfHo.

I have been reminded of those lines of Homer in which you were depicted making
a speech in the assembly of the gods, when you were threatening that you would
hang all of them together from some golden cord: For you yourself were saying
you would let the cord fall from heaven and the other gods along with it, if they,
while hanging from the cord, should want to try to pull you down but not actually
succeed, but you, whenever you might wish, could easily drag them all up “along
with both the earth and sea itself ” Then you, as far as your power was concerned,
would seem miraculous to me and I, as I listened to the lines, shuddered and now
I already see you with the rope and the threats hanging from the slender cord, as
you say. Nevertheless, it seems to me that Clotho should boast of being more
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deserving, since she hangs even you yourself drawn up from the spindle just as
the fishermen hang the little fish from the fishing-rod.”*

Lucian’s use of the phrase “avtfj kev yain €pvoat avtii 1¢ Bokdoon,” a direct quote of Iliad 8.24,
when referencing the image of Zeus dangling a golden cord from Olympus once again
demonstrates Lucian’s mastery of Homeric poetry. Furthermore, as previously discussed, the
prominence of Homeric poetry in the cunning words that Cyniscus uses to outwit the king of
Olympus, further emphasizes the power and authority of Homer because it is only through these
borrowings that Cyniscus is able to confound the god.

Although Homer is neither named nor directly alluded to in the remainder of the
dialogue, he still remains the most important of Cyniscus’ points of reference. While the cynic
continues his logical assault on the king of the gods by borrowing from other sources, such as the
tragedies of Euripides, none of this would be possible without Homer. This is true in two ways.
In a more general sense, the rest of Cyniscus’ argument would not be possible without the poetry
of Homer because these epics, as a central part of the educational system, were a major influence
on most Greek literature that followed it. More specific to this dialogue, because the poetry of
Homer is the weapon that Cyniscus initially employs to gain the advantage we can understand
that Cyniscus would not have been able to argue his other points without Homer. Lucian,
through this dialogue, makes it clear that references to Homer are good for more than mere
artistic flourishes. He uses Homer’s poetry as an effective rhetorical tool that reflects the power
and authority of the poet, a use that continues to develop in the next dialogue.

Not only is it fitting to examine Jupiter Tragoedus after Jupiter Confutatus because this
dialogue continues to debate what the precise role of the gods is when it comes to fate and

destiny but also because it shows Lucian using Homer in a similar manner. Jupiter Tragoedus is

%2 Lucian, Jupiter Confutatus, 4.4-16.
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constructed around the premise that Zeus has overheard a debate between Damis, an Epicurean,
and Timocles, a Stoic, over whether or not the gods exist. He calls a counsel of gods together in
order to convince them to aid Timocles, fearing that if Damis wins the debate then the authority
of the gods will become in doubt. As in Jupiter Confutatus, the epics of Homer enter the
dialogue almost immediately. This once again places poet in the forefront of the reader’s
consciousness. Lucian achieves prominence for Homer by borrowing phrases and whole lines
from the /liad to construct Athena’s address to Zeus:
vai mdtep Nuétepe, Kpovidn, dmote kpeldvtwv, youvodpol o€ Bed YAavk®dms,
Tprtoyévela, &anda, U kedbe vow, tva idopev fon, tic ufitig ddKvel og KAt
Ppéva kai kot Oupov, §| Tl Papd oteviyelc dypOg Té G EILE TOPEIG;
Yes our father, son of Cronus, most supreme of rulers, I beseech you at your
knees, o grey-eyed goddess, thrice-born, speak aloud, lest it remain concealed in
your mind, so that we may know it. What plan nags at you in your mind and in
your heart, indeed why do you groan heavily and why does a paleness take you in
respect to your cheeks?”?
Athena’s first line is a quotation of //iad 8.31 and her last line is a combination of //iad 1.363
(Tnv 8¢ Bapd oteviywv TPocéen TOdAG dKLG AyAlevs) and lliad 3.35 (dy &' dvexdpnoey,
QPGS Té v ile mopeldg). Although Lucian does not draw any direct attention to this literary
flourish, the careful reader would immediately recognize the appearance of lines of dactylic
hexameter in the midst of this prose work. The effect of borrowing the meter of epic, a genre that
the Greek world granted special authority to, in this setting is to also borrow that special
authority by elevating Athena’s speech above colloqual prose. Additionally, for those readers
who do recognize quotations, Lucian begins to demonstrate something that will become more

clearly in other works. By taking lines of Homer and physically altering them like a sort of poetic

Frankenstein’s monster, Lucian is exerting a kind of dominance over Homer. This display of

% Lucian, Jupiter Tragoedus (Cambridge, MA: Harvard University Press, 1968), 1.5-9.

38



control over a figure who was, for the Greeks, the supreme literary authority, is another way that
Lucian constructs his own preeminence out of Homer’s reputation.

After the words of Athena, it does not take long before Homer enters the dialogue
explicitly. However, before the poet is named, Lucian first depicts the gods in a more general
discussion about poetry. By delaying naming Homer until after his poetry is quoted, Lucian
maximizes the effect of the naming. Obeying the instructions of Zeus, Hermes calls the gods to
assembly with the following proclamation: “idov 61| €ic ékkAnciov cuvérBete ol Beol: un
néALeTe, cLVEADETE TAVTES, TiKETE, TEPT peydhmv ékkAnotdoopev” (Hark indeed gods, gather
together in the ecclesia: do not delay, everyone gather together, stand present, we are about to
hold a debate concerning great issues).”* Objectively, this is far from a stirring call to arms and
Zeus criticizes Hermes for just this reason, accusing his proclamation of being “yild...kai
amAoika kol tela” (without music...and plain and prosaic). Zeus then instructs Hermes to
“AmOCEUVVVE. .. TO KNPLYUA HLETPOLG TIoL Kol peyaropwvig momtikhy” (glorify...[his] proclamation
with some meters and poetic grandiloquence).”” Already, a distinction is drawn between the
relative persuasive powers of prose and poetry, with poetry being viewed as far more powerful.
Lucian employs this distinction to great effect when Homer is at last named. After Hermes
claims that he does not have the poetic ability to speak such stirring words, Zeus suggests that he
“16v Ounpov &ndv dykatopuiyvoe Té ToAld T® KnPOYHOTL, 01¢ 8Keivog Hudig cuveKdAer” (mix
together with your proclamations many of the verses of Homer, by which that man called us

together).”® Such a suggestion on Zeus’ part reveals, as Branham points out, that the god of

% Lucian, Jupiter Tragoedus, 6.3-4.
% Lucian, Jupiter Tragoedus, 6.8-9.
% Lucian, Jupiter Tragoedus, 6.16-17.
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thunder “is perfectly aware that the desired effect depends upon adopting a suitable style.” *”’

This observation can be taken a step further and we can argue that because Lucian specifically
mentions Homer, as opposed to a more general “epic poets,” he is proposing that one use of
Homeric poetry is to add a polish to otherwise plain speech. This polish makes the speech more
attractive and, therefore, increases the chances that the listener will receive it favorably.

The conversations that occur during the assembly of the gods, most notably through the
lines of Momus, further develop our understanding of the ability of Homeric allusions and
quotations to elevate both the tone and persuasiveness of speech. It is difficult to imagine such a
character having much of a voice among a gathering of divinities as distinguished as those whom
Hermes managed to assemble. It is even more difficult to imagine him being able to hold their
attention when he speaks so openly against the Olympian gods. Nevertheless, he is able to
accomplish both of these feats. He does so through the judicious use of Homer in his speeches.
He introduces himself to the assembled divinities by stating: “aAA" Oueig pev mavreg HOWP Kai
yoio yévoircOe: &ya 84, €1 v& pot petd moppnoiog Aéyety 500gin, oAl &v, @ Zed, Exoyu eimeiv”
(But on the one hand you all would become water and earth: I, on the other hand, if indeed it
would be granted to me to speak openly, would be able to say many things, o Zeus).” The first
words to leave Momus’ lips are taken directly from //iad 7.99, King Menelaus’ speech delivered
to the Greeks in order to rally them against the Trojans. Momus chooses these words to gain
favor with his audience and that Zeus responds favorably to them shows that Momus has
succeeded. As Hermes words have already suggested, Momus introduction demonstrates that the
inclusion of Homeric vocabulary and phrases has the ability to elevate one’s speech and grant it

authority that a prosaic utterance of the same sentiment might not have. Of course, this is done in

°TR. Bracht Branham, Unruly Eloquence: Lucian and the Comedy of Traditions (Cambridge: Harvard
University Press, 1989), 169.
% Lucian, Jupiter Tragoedus, 19.1-3.

40



a tongue-in-cheek manner. As a writer of prose himself, Lucian does not mean to say that readers
should view his works as inferior solely because of the language.” Instead, he uses Homer in this
dialogue to demonstrate to his reader that there is a tendency to grant more weight to utterances
on the sole basis that these utterances are Homeric in form and to suggest that his readers should,
at the very least, be aware of this tendency. In addition to further developing an understanding of
the way in which Lucian uses Homer to add authority to the spoken word, this dialogue also
helps the reader understand the other types of power that come from associating with the epic
poet.

In addition to employing Homeric poetry to glorify speech, this dialogue demonstrates
how one can use the poetry of Homer to exalt people, or at least try to do so. At Zeus’ command,
all of the assembled gods (who appear as cult statues) seat themselves according to the material
value of their statue, gold being of the highest. When Aphrodite tries to claim a seat among the
“golden” gods, she has the following exchange with Hermes:

Appodit: ovkodv, ® Epufi, kdus Aapav &v 1oig mpoédpoig mov kadile:

YPLOT Yap eijut.

‘Epufic: o0y 860 ye, & A@poditn, kdus Opdv, 6AL" €l un mévo Anud,

Ai0ov 10D Aevkod, ITevtéinOev, oipat, Abotoundeica, gita §6Eav obTm
[Tpa&itérel Appoditn yevopuévn Kvidiolg mapeddong.

A@podit: kai unv a&omiotév oot paptopa tov ‘Ounpov tapéEopot dvo

Kol KATO TOV Poyodidy ypuov pe v Appoditnv eivor Aéyovta.

Aphrodite: Accordingly, Hermes, take me and seat me among the first seats; for I
am golden.

Hermes: Indeed not so far as I can see, o Aphrodite, but if [ am not quite blind, I
think that you are Aphrodite made of white marble which has been quarried from

Pentelicus, and thus then you have been given over to the Cnidians according to
the plan of Praxiteles.

% It must also be noted that Momus, a figure who appears in Hesiod’s Theogony as a child of Night, is the
personification of reproach and is, therefore, closely associated with a genre of poetry more concerned with
lampooning. Lucian, by forcing Homer’s poetry into the mouth of Momus, undermines the authority and grandiosity
of the Homeric style.
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Aphrodite: And truly I will call before you Homer as a trustworthy witness
who says up and down his epic compositions that I am Golden Aphrodite...'"

When Aphrodite says that she will call Homer as witness she does not mean the poet himself but
instead his poetry. Homer uses the phrase “ypvoti Appoditn ” a number of times in both the lliad
and the Odyssey.'"" Although unsuccessful, this attempt still reveals that the words of Homer
were considered to have the ability to justify one’s claim to social standing. Although Aphrodite
does not succeed in convincing Hermes in this instance, the mere fact that the goddess, when
attempting to argue her point, relied on Homeric poetry proves that people believed the words to
have a special power. Lucian uses the goddess’ lack of success, more specifically Hermes’
response to her, as a moment to add further nuance to the idea of Homer as a source of authority.
Hermes does not simply refuse to accept Homer as proof or ignore Aphrodite’s words.
He grants that the poet did call Aphrodite “golden” but he points out that: “kai yap Tov ATOAL®
0 anToOg TOADYXpLGOV eivar Epn Kai TAoVGI0V: GAAYL VOV dyel kakeivov 8v Toig evyitaug mov
kaOnpevov” (For in fact the same man also said that Apollo was very golden and wealthy, but

192 The juxtaposition that

now you will see that even that god is sitting among the middle class).
Hermes creates between what Homer said in the past and Apollo’s situation in the present
suggests that Homer’s assessment of the gods was true in the past but times have since changed.
That this response makes a point of conceding that Homer was correct at one point may be

Lucian’s way of proposing the Homeric epics, like the statues of the gods themselves, are not

worthless in a “contemporary” world but that they are outdated.'® This is supported elsewhere in

1% Lucian, Jupiter Tragoedus, 10.1-7.

"% For examples see liad 3.64, 5.427, 9.389, 19.282, 22.470, 24.699 and Odyssey 4.14, 8.337, 8.342,
17.37,19.54.

192 Lucian, Jupiter Tragoedus, 10.8-10.

19 Branham, Unruly Eloquence, 171.
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the dialogue when Zeus asks Hermes if he should begin his speech with lines taken from Homer.
To which, Hermes responds:
draye, ikavds Kol TpOg NUAS TETAPMONTOL GOl TA TPMTA. TANV €1 SOKET, TO eV
QOPTIKOV TOV HETP®V QQES, O O& TMV ANHocBEvoug dnunyopidv TOV KT
dulinmov fvtiva Gv €0EANG cvvelpe, OATYa EvaALATT®OV: 0VT® YOOV 01 TOALOL VDV
pNnTopedovsLy.
Be gone, for it has been given over to us by you enough in the beginning. Except
if it seems fitting to you, on the one hand you desist from the tiresomeness of
verses, and on the other hand you take up one of the speeches of Demosthenes
against Philip, whichever one you should choose, Tut, tut! You gave us enough of
your parodies in the beginning. If you wish, however, you can stop your tiresome
versification and deliver one of Demosthenes’ speeches against Philip, any one
you choose, making few changes; indeed the masses not deliver speeches in this
way, 14
Hermes’ response reveals that the messenger god acknowledges the power inherent in Homeric
verse but at the same time recognizes it as something from a time far removed from this
“modern” age. Lucian’s suggestion, through the voice of Hermes, that Homer might be
antiquated does not mean that the authority granted to Homer is undeserved nor does it mean that
Homer no longer has any value to society. Instead, it merely proposes that room should be made
within the literary pantheon for more modern authors and, given the way Lucian took it upon
himself to fill in some narrative gaps of the epics with his Dialogues of the Dead and Dialogues
of the Sea-Gods, Lucian is positioning himself to take a place in this pantheon.

Thus far, Lucian has interacted with Homeric epic in two distinct ways: as a world in
which characters interact with one another and as poem familiar to characters that exist in the
“real” world. His dialogue Charon combines these, simultaneously taking place within the world
of the Odyssey and a world that is aware of Homer and his poetry. Charon’s premise is that the

ferryman of the dead has abandoned his post in order to visit Athens in the sixth century BC.

Upon ascending to the realm of mortals he encounters Hermes whom he asks to act as a guide.

1% Lucian, Jupiter Tragoedus, 14.24-27.
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Charon depends on Hermes to lay bare human existence and reveal the “vanity of human values

and innate corruption of man.”'®

Upon seeing Charon, Hermes asks: “ti yehqg, ® Xdapwv; 1 i 10
nopOuciov amoMmdv deDpo dveAnAvbag gig TV HUeTEPAV 0L TAVL elBmG Emtywpldley Toig dvm
npaypacty;”’(What are you laughing at, Charon? Indeed why have you abandoned your ferry and
come up into our realm even though you are not at all accustomed to visit among the living).'*®
Although this is not a direct quote from either the //iad or Odyssey nor is Homer mentioned
explicitly, these words still do evoke the epic poet and, therefore, prepare the reader for further
references to Homer throughout the dialogue. As Jacobson argues, these words mirror Calypso’s
question to Hermes when he arrives at Ogygia in Odyssey 5. She asks: “tinte pot, ‘Eppeia
YPLGOPPATL, EIANAO0VONC/01d0T0G TE PIAOG TE; TAPOS Y nev ob Tt Bapilers.” (Why, pray, o Hermes
with a golden wand, have you come but as a revered guest and a dear friend? Indeed where you

did not at all frequent beforehand).'”®

As in the previous dialogues, this early reference to the
Odyssey places the epic in a primary position and prepares the reader to be on the lookout for
further Homeric allusions.

Because Hermes’ question is not a direct quote, Lucian provides additional information
to help his reader make the connection to the Homeric text. In response to Charon’s initial
request for a guide, Hermes says: “Ov 6yoAn pot, @ mopOued- Amépyopot Yap Tt SaKoVIGOUEVOC
@ dvo Al tdv avBponikdv” (I do not have free time, ferryman. for I am going forth among

109

mortals to do some service for Zeus on high). ™ Lucian does not tell the reader what this

commission is but, as Jacobson argues, the combination of Hermes’ initial question and the other

195 Robinson, Lucian and His Influence, 39.

106 Lucian, Charon, 1.1-3.

7 Howard Jacobson, “Lucian’s Charon and the Odyssey.” Materiali e Discussioni per L’analisi dei Testi
Classici 43 (1999): 221.

% Homer, Odyssey (Oxford: Oxford University Press, 1922), 5.87-88.

% Lucian, Charon, 1.12-13.
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numerous echoes of Odyssey 5 suggests that it is the very trip of to Ogygia to which Hermes
refers.''” One thing that Lucian accomplishes by transferring the Homeric world into the sixth
century is that he demonstrates an ability to exert control over the epic and, therefore, Homer
himself. By transferring the Homeric world into the sixth century, Lucian exerts control over the
epic and, in doing so, over Homer himself. As we have seen before, by exerting control over the
epic poet, a widely accepted authority, Lucian increases his own authorial power. Additionally,
Lucian, by setting his dialogue in a time after Homer is believed to have composed his poems,
forces the Homeric world to coexist with a world that is aware of the poems and the poet, as will
become increasingly evident.

Lucian’s Charon, much like the other dialogues that we have examined, interacts with the
Homer and the epics in a variety of ways. We have already observed ways in which the
characters in the dialogues use, or at least try to use, the poetry of Homer as an authority for
settling issues of fact. Closely related to this type of use is Lucian’s portrayal of epic poetry as a
teaching tool. Homer is still depicted as an authority but not in an adversarial way as in the
previous dialogues. The reader first sees Lucian using Homer this way when Hermes and Charon
are looking for a vantage point to observe the goings-on of mortals. After casting his mind about
for a suitable mountaintop, Hermes recalls an episode from Homer:

‘Ounpog 6 Tomn S ENGL ToVG AAMEMG LIEAG, OVO Kol AVTOVG BvTaG, £TL noﬁ&ng
€0eAnoai mote v "Occav €k BaOpwv avacndcavtag Embeival Td ‘OAOUT, gita
10 [I\wov én’ aoti, iKowﬁ\i TNV KApako EEetv olopévoug Kol TpocPacty €mi
TOV 00POaVOV. EKEIVM LEV OVV TM HEIPOKI®, ATAcOIA® Yap Hlotny, dikag ETtedtnV
VO 0& — 0V Yap €l Kak® TV Bedv TadTo fovAcdopey — Ti 00Yl 01KOSOHODUEY
Kol 00TOl KOTd TO AOTA EMKVAVOODVTEG EMAAAN AL T PN, OC EYOLuey AP’
VYNAOTEPOL AKPIPESTEPAY TV CKOTV;

The poet Homer says that the sons of Aloeus, also being two themselves, once as

children wished to draw up Ossa from the base and to lay it atop Olympus, and
then [place] Pelion upon it, believing that this would be a suitable ladder and they

19 Jacobson, “Lucian’s Charon and the Odyssey,” 221.
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could climb up to heaven. So those two lads were reckless and they were
punished—for we are not planning these same things as an evil upon the gods—
Why should we also not build a structure ourselves rolling the mountains one
after another, in order that we might have a loftier view from a higher place.""!
In this excerpt Hermes references Odysseus’ journey to the world of the dead in Odyssey 11.305-
320 as a way to instruct Charon as to how they should proceed. The use of Homer as a tool for
instruction is certainly not revolutionary. By the Hellenistic period the poetry of Homer, along
with Hesiod, made up the principal stage of Greek education.''? By Lucian’s time, almost 200
years after the Hellenistic age came to a close, Homeric poetry still served as a foundation of
education.'® The primary educational use of Homer was as a way to teach young men about
rhetoric and Greek moral values. While the end of Hermes’ speech, particularly the use of the
word “dtdoBorog”, might appear to suggest that he too is using Homer to instruct Charon on
Greek moral values, his later speech, however, demonstrates that this is not quite the case.
Upon hearing Hermes’ words, Charon expresses doubt as to whether or not the two of
them alone will be able to complete the work described in Homer. After convincing Charon that
they are up to the task, he sets the ferryman to work, stating:
dAndéotarta, & Xapwv. fj tivog yap Eveka copoi dvdpeg &yevdovto &v; Hote
avapoyrevouev v ‘Occav TpdTov, Gomep MUV DENyeTToL TO Emog Kol O
apyrtéktov ‘Ounpog, avtap én’ "Ocon [IAlov eivocipuAilov
Most truthful, Charon, for indeed for the sake of what would wise men lie? So
that we may ply up with a lever Ossa first, just as the poem and Homer the
craftsman instructs us, but Pelion with quivering foliage upon Ossa.'*
Lucian’s use of the word dpyttéktwv is of critical importance to this excerpt. The words primary

9115

meaning is that of “master-builder.” "~ By using a word that is more closely tied with the

t Lucian, Charon, 3.16-24.

"2 Hugo H. Koning, Hesiod: The Other Poet (Boston: Brill, 2010), 50.

'3 Joy Connolly, “Problems of the Past in Imperial Greek Education,” in Education in Greek and Roman
Antiquity, ed. Yun Lee Too (Boston: Brill, 2001), 348.

14 Lucian, Charon, 4.17-21.
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physical construction rather than the act of composing Lucian is transforming the Odyssey into
more than just an epic poem. It now assumes the additional role of instruction manual. While it
is, of course, ridiculous to imagine using Homeric poetry for a building plan, the effect of
Hermes using it as such is not to denigrate or mock Homer. This is evident enough from the
words that Hermes speaks to Charon: “0 6¢& yevvdodag ‘Ounpog dmod dvoiv otiyov avtika Nuiv
apPotov Emoince 1OV 00pavov, ot Pading cuvleig Ta dpn” (noble Homer, however, has made
it so that heaven might be ascended by us right away with two verses, so easily does he place

mountains together).''°

By imagining Homer being used for technical instruction Lucian grants
the poet additional authority. Now, Homer is not only the source for information on ethics and
mythology but he is also a respected architectural consultant.

Although dpyrtéktwv is primarily used of physical construction, it does carry a secondary
meaning. Apyrtéktov also can be used to refer to an author or composer. This secondary
definition is equally important to our understanding of Homer in this dialogue. Not only does
Lucian insert Homeric references in order to comment on the instructional authority of the poet
but also in order to provide his thoughts on poetic composition. Charon, in agreeing to begin the
work of heaping up mountains with Hermes, says:

oUT® modpeY. Opa poévov un Aentdtepov EEepyacapeda TO Epyov dmounKOVavTEG
népa. ToD TOAVOD, EITO CLYKATOPPLPEVTES QDT TKPAS THG Ounpov oikodopiktig
nePafdUEV cLVTPPEVTEG TOV KpavIimV.

Let us do it thusly. Only see that we not make the structure too slender having
drawn it out beyond what is probable, then we should pay dearly for the bitter
attempt at Homeric architecture by cracking together our skulls.'"”

Charon’s concern over the structure being too slender evokes the Hellenistic poet Callimachus.

In his Aetia, Apollo warns the young Callimachus: “do1d¢, 10 p&v 60vog &ttt Tdyiotov/0péyt, v

115 3 .
LSJ s.v. dpyrtéktov.

"6 L ucian, Charon, 4.8-9.
"7 Lucian, Charon, 5.7-10.
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Movoav 0’ oyadé Aemtarénv” (poet, feed the sacrificial victim to be as fat as possible but, my

friend, keep the Muse slender).''®

With these words Callimachus rejects the idea that the length
of a poem is a valid way to judge its worth.'"” Lucian turns the Callimachaean warning on its
head by changing the concern from poetry being not slender enough to too slender. In making
this commentary on poetic composition, Lucian preserves Homer as preeminent among
composers by warning of the dangers of trying to match him and advises poets who might read
this work to think carefully before attempting works of Homeric grandeur. This dialogue, along
with demonstrating how Lucian uses the works of Homer to comment on poetic composition,
also uses Homer in a way that the previously discussed dialogues do not.
Although Homer does not have a speaking role in this dialogue, the poet does appear
while Charon is reminiscing about past passengers on his ship. While Lucian mentions him in a
number of dialogues, in Charon the reader is treated to Lucian’s imagined version of the poet in
the underworld. When Hermes inquires after how it is that Charon is so familiar with the poetry
of Homer, Charon responds:
EY® 0& OmOTE dEmMOPOUEVOV AVTOV AToBAVOVTA, TOAAN POYHOODVTOG AKOVGOG
éviov &t pépvnuot: Kaitot yelpmv NUag o pikpog tote kateAaupavey. Enel yop
fp&ato gdetv oV vy aiclov Tva ANV Toig TAéovoty, g 6 [Tocelddv cuvnyaye
TG VEPEAQG KOl £TAPaEE TOV TOVTOV DOTEP TOPLVNV TVA EUPAADY THV Tplotvay
Kol whoag T0¢ BuéAdhag dpoBuve kal GAAA TOALE, KUK®DY TV BdAatTtoy VIO TAV
EMMV, YEILDV AOVEO Kol YVOPOG EUTECAV OATYOV OETV TEPIETPEYEV MUV TNV VODV:
Ote meP Kol VOLTIAoOG EKETVOG AMNUESE TOV PAYOIDV TAG TOAAAG VT ZKVAAN
kol XoapOpoet kol Kokiwmt. 00 yaAemdv ovv 1y €K TOGOLTOV EUETOL OALyD YOOV
dtpurdtTely
But when I carried this man over after he had died, I heard him reciting many
things and I still recall some of them; and then a storm, not at all small, fell upon
us. Thus he began to sing a sort of song that was not very auspicious for the

passengers, as Poseidon gathered together the clouds and stirred up the seas
having thrown in the trident as if some sort of ladle and roused all hurricanes and

''¥ Callimachus, Aetia, 1.23-24.
19 Alexander Sens, “Hellenistic Poetry,” in The Oxford Handbook of Hellenistic Studies, ed. George Boys-
Stones, Barbara Graziosi, and Phiroze Vesunia (New York: Oxford University Press, 2009), 599.
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many other things, stirring the sea with verses, all of a sudden the storm and
darkness falling upon and almost overturned our ship; when that man having
become seasick vomited forth many of his verses, Scylla and Charybdis and the
Cyclops. So it was not difficult from so great a vomiting to remember a few
things at least.'*’
As Hall points out, while the image of a vomiting poet is crude in a manner characteristic of
Cynics, the vomiting metephor is quite common in second century rhetoric and therefore should
not be read as specifically related to cynic philosophy.'*! The reader should, however, recognize
the humor inherent in the great poet becoming violently seasick. Despite granting Homer the
power to put the winds in motion with his verse, Lucian depicts him as weak in a way that none
of Homer’s famous heroes could afford to be. Unlike Odysseus and his men who braved the
torrential sea on their way home, Homer, the man that put them there, is not able to endure. In
casting Homer in such a light, Lucian emphasizes the power of the poet’s words, this time at the
expense of the poet himself.

Lucian does not place Homer in this rather humorous situation in order to turn popular
opinion against the epic poet. In order to make sure that his readers realize this, he still allows
Homer to stand as a mark of excellence. Hermes, in reply to Charon’s comparison of men’s lives
to bubbles, responds: “O08&v ygipov od T0d ‘Opnfpov eikacag, @ Xapwv, g POALOIC TO YEVog
avtdv opotoi” (Charon, your simile is every bit as good as Homer’s, who compares the race of

122

man to leaves). “~ Clearly, Lucian still uses Homer as a standard against which to measure the

excellence of others. In the /liad Homer wrote: “oin mep gOAA®V yever toin € Kol dvopdV” (as

123

is the race of leaves indeed so is the race of men). = This simile, which writers such as

120 ucian, Charon, 7.15-26.

12! Jennifer Hall, Lucian’s Satire (New York: Arno Press, 1981), 82.
"> Lucian, Charon 19.13-14.

'3 Homer, lliad 6.146.
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Mimnermus in the 7" century BC also alluded to, was greatly admired even in antiquity.'** The
effect of calling this specific simile to his reader’s mind is to remind the reader of how masterful
Homer’s poetry. This makes Hermes compliment all the more meaningful.

As this chapter has demonstrated, Homer pervades the Lucianic corpus in a variety of
ways. Not only does Lucian borrow his characters and settings but he also takes words straight
from the poet’s mouth. One of the major effects of these borrowings is to grant additional power
to Lucian’s characters and demonstrate the ways in which Homeric verse is a continuing source
of authority in the second century A.D. At the same time, Lucian subtly suggests that Homer’s
poetry in some ways is outdated and that room should be made in the pantheon of writers for a
more contemporary author. Lucian then positions himself to take this spot by exerting his own
dominance over the dominant epic poet. The insight into Lucian’s use of Homer that this
examination has afforded us will prove invaluable as we turn our attention to Lucian’s most
famous work, Vera Historia. These observations will allow us to understand precisely how
Lucian’s novel not only continues the work of the rest of his corpus and how it redefines the way

Lucian interacts with Homer.

124 Barbara Graziosi and Johannes Haubold, ed., lliad: Book VI (New York, NY: Cambridge University
Press, 2010), 116.
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CHAPTER 3
HOMER IN VERA HISTORIA

While Vera Historia is not Lucian’s only work that contains allusions to the //iad and
Odyssey, this novel has a special relationship with Homeric poetry that distinguishes it from his
other works. This unique relationship stems primarily from two features: the genre of Vera
Historia and the fact that the epic poet’s active role in the narrative, something unseen in the
previously discussed dialogues. For the sake of simplicity we will call Vera Historia a novel but
what we mean to say is that it is novelistic. Our modern sense of the word refers to a post-17"
century realistic work of English prose and no ancient work can meet these criteria.'>> The
closest works we find in the ancient canon are the “five ideal novels.”'** Although not realistic or
in English, all of these are lengthy works of fictional prose.'*’ Additionally, they all feature an
individual (or individuals) wandering the world and overcoming as obstacles as the central

128 Although Vera Historia has these characteristics, Swain resists calling it a novel because

plot.
it lacks a central character developed throughout the narrative.'” Nevertheless, we call it
novelistic because it is a closely related genre.

Russian scholar Mikhail Bakhtin, who discusses the idea of the novel in his essay “Epic

and Novel: Towards a Methodology for the Study of the Novel”, provides some useful

125 Simon Swain, “A Century and More fo the Greek Novel” in Oxford Readings in the Greek Novel, ed.
Simon Swain (New York: Oxford University Press, 1999), 3.

12 The five ideal novels are Callirhoe by Chariton, Anthia and Habrocomes by Xenophon, Leucippe and
Clitophon by Achilles Tatius, Daphnis and Chloe by Longus, and Charicleia and Theagenes by Heliodorus.

127 Swain, “A Century and More of the Greek Novel,” 4.

128 Swain, “A Century and More of the Greek Novel,” 25.

129 Swain, “A Century and More of the Greek Novel,” 8.
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guidelines for understanding how Vera Historia interacts with the Homeric epics.'*’ Bakhtin
asserts that because the novel is constantly developing as a genre it is better equipped to
accurately reflect the author’s reality.'”' Additionally, it is the most dialogical of all literary
genres, a fact that makes it so well suited to reflecting contemporary realities.'>* The novel
dialogizes the authoritative word of epic and, therefore, changes the status of that word."*
Bakhtin explains that this ability stems from the distinction between epic and novel. The epic
distance that keeps it out of the reader’s reach identifies epic.134 The novel, on the other hand,

135 .
7222 The most obvious

places its material in the “zone of maximal contact with the present.
example of this from Lucian is Homer’s appearance in Vera Historia. Lucian brings the epic poet
out of the untouchable past and presents him to the reader. Homer, who has long been an
idealized figure in the Greek world, is suddenly available for the reader to consider and interact
with in a familiar realm. This makes both the poet and his poems open to individual points of
view. In this way, the novel “uncrowns” epic. It takes epic off its pedestal and allows the reader

1.°% In addition to Vera Historia’s genre, this work also features a

to consider it on his own leve
version of Homer for the characters to interact with. While characters in other works such as
Charon do claim to have encountered Homer, Vera Historia is unique in that the narrator is able

to hold a sustained conversation with the epic poet. These two attributes allow Lucian to add

further nuance to his already complex relationship with Homer and his poetry. An understanding

130 Mikhail Bakhtin, “Epic and Novel: Towards a Methodology for the Study of the Novel,” in The
Dialogic Imagination: Four Essays, translated by Caryl Emerson and Michael Holquist (Austin: University of Texas
Press, 2011), 3-40.

! Bakhtin, The Dialogic Imagination, 7.

32 Emerson, Caryl and Gary Saul Morrison, Mikhail Bakhtin: Creation of a Prosaics (Stanford: Stanford
University Press, 1990), 218. To call it dialogical is to say that the works in this genre are in continuous dialogue
with other works and authors. Dialogic works both inform previous works and at the same time are informed by
them so that the reader’s understanding of both works is altered.

133 Emerson and Morson, Creation of a Prosaics, 219.

13 Bakhtin, The Dialogic Imagination,15.

13 Bakhtin, The Dialogic Imagination,11.

1% Bakhtin, The Dialogic Imagination,23.
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of this relationship will allow us to come to terms not only with how Lucian views Homer and
Homeric criticism but also will provide a model for how the reader should think about the
reception of Lucian’s work.

Due to the numerous ways in which Lucian approaches Homer and his poetry in this
work it will not make sense to simply address them as they appear. Instead, we will begin by
looking at Lucian and his narrator’s relationship with Homer and Odysseus before examining the
ways in which Lucian uses Homer to affect not only the reputation of the poet but also his own
reputation. Next our attention will hone in how Lucian treats specific episodes from the Homeric
epics in order to gain an understanding of how the author uses these episodes to communicate to
his reader about his status as author and the status of his work. The final section of Vera Historia
to be treated in this chapter will be the actual conversation with Homer.

The unique relationship that Lucian has with Homer and his poetry is established at the
beginning of Vera Historia. Lucian employs a brief prologue to set forth his purpose for writing
this particular work. In doing so he draws attention to famous writers from Greek history whom
he accuses of trying to pass off fictions as truths. He identifies the historians Ctesias and
Iambulus as being particularly guilty of this practice before claiming:

apyMYOs 0¢ anToig Kol d10ackalog THe Totn g Poporoyiag 6 Tod ‘Ounpov
‘Odvooeic, Toic mepl TOV AAKivouy dinyodeVOg AVEL®Y TE doVAEiaV Kail
LOVOQPOAALOVG Kol MUOQAYOLS Kal Ayplovg Tvag avOp®Tous, Tt 8& TOAVKEPAAL
C@a kol TOG VIO PAPUAKOV TOV ETaipOV LETAPOAAS, 0lo TOALNL EKETVOG TPOG
iduntag avBpdmovg Tovg Painkag £TEpUTENCATO.

The originator and teacher of this sort of buffoonery for them was Homer’s
Odysseus, describing to the men around King Alcinous both the enslavement of
the winds and the Cyclopes and the flesh-eaters and some savage men, and even

the many-headed animals and the metamorphoses of his comrades by drugs, that
man told many such miraculous things to the simple Phaeacian men."*’

57 Lucian, Vera Historia (Oxford: Oxford University Press, 1972), 1.3.8-13.
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Lucian, by naming Homer’s Odysseus and not Homer alone, pointedly focuses his (and the
reader’s) attention not on the entirety of the //iad and Odyssey but instead on Odyssey books 9-
12, the books that make up Odysseus’ Phaeacian tales. Lucian’s apparent criticism of this sort of
narrative appears to suggest that his own novel will contain none of this fancy. However, the
author continues:
d10mep Kal 00TOG VO KeVOdOEing AMOMTELV TL 6TOVSACAG TOTG Med” NUag, tva p
u~év0g dpopog o TG &v T@ pvboroyelv Ehevbepiag, Emel unosv ainbeg iotopelv
€YoV — 0VJEV yap EmemovOely AEOAoYoV — £mi TO YeDd0g ETpamOUNV
And on this account because I was eager to leave behind something for our
descendants because of my vanity so that I would not be the only one without a
share of license in telling stories and since I had nothing true to tell—for I had
done nothing worthy of mention—I turned to lying."**
Lucian claims that his desire to hand something down to posterity is stronger than his
disapproval of misleading narratives. Therefore he decides throw his lot in with the great liars of
the literary world. By composing such a prologue, Lucian prepares his reader not only to expect
more allusions to Homer in the narrative that follows but also to expect a narrative as fantastical
as the one that Odysseus presents.

Lucian’s use of Homeric epic in his other works makes it not only unsurprising but also
expected that the epics are included in Vera Historia. Nevertheless, it is striking that Lucian
singles out Homer’s Odysseus as an inspiration and not the poet himself. By crediting Odysseus
and not Homer with the creation of the Phaeacian tales Lucian establishes Odysseus as an author
in his own right and is able to create a parallel between his narrator of the Vera Historia and

Odysseus."*” Thus, Lucian implicitly parallels himself with Homer, the poet who breathed life

into Odysseus. Although it will become more explicit as the novel progresses, already the reader

8 Lucian, Vera Historia, 1.4.5-8.

19 Aristoula Georgiadou and David H.J. Larmour, Lucian’s Science Fiction Novel: True Histories:
Interpretation and Commentary (Boston: Brill, 1998), 56.
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can see in this early mention of Homer that Lucian is using Homeric poetry to elevate himself.
More significant at this juncture, however, is what these parallels do to the reader’s
understanding of how Lucian relates to his narrator.

This early naming of Homer and Odysseus as models for Vera Historia allows Lucian to
manipulate the reader’s idea of the author-narrator relationship, a relationship that is usually
clearly defined. In the Phaeacian tales of the Odyssey the distinction between author and narrator
is clear. Odysseus is the narrator within the poem while Homer is the author of the work. While
Homer may have created the Odysseus character the two voices are separate and the reader has
little trouble distinguishing whose voice is whose. Such a distinction does not exist in Vera
Historia. In place of Homer as the author of the work and Odysseus as the narrator of a particular
episode within the work, we find Lucian the author and another Lucian as narrator. Additionally,
Lucian the author parallels his narrator and Odysseus. Both Lucian’s narrator and Odysseus are
tasked by their respective authors with entertaining the reader with a fantastical story involving
travel to mythical lands and encounters with magical creatures. Perhaps nowhere else in the
poem is this more explicit than during the feast on the Isle of the Blessed. In describing the
celebration, Lucian writes:

€mi 0€ 1@ deinve Lovoikt] Te Kol MOaig oyoldlovotv qdetal 6& avtoig T Ounpov
&mn pdAoTo: Koi o0TOg 08 TAPESTL Kol GLVEL®YETTAL 0V TOIG VITep TOV Odvocéa
KOTOKEIPEVOS. 01 LEV 0V Yopoi €K Taidwv eiciy kol mapBivav Eapyovot 68 kai
ouvadovaty Ebvopog te 6 Aokpog kol Apimv 0 Aéofrog kKol Avakpéwv Kol
Xmoiyopog

and at the feast they relax both with music and songs; and the epics of Homer are
sung most of all by them; And he himself is even present and he feasts with them
sitting above Odysseus. And there are choruses of young boys and maidens;

Eunomos the Locrian and Arion of Lesbos and Anacreon and Stesichorus lead the
dancing and the singing.'*’

"0 ucian, Vera Historia, 2.15.1-6.
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The focus on the musical entertainment recalls the feast described at the beginning of Odyssey 9.
Addressing King Alcinous, Odysseus says:
00 Yap &yd Y€ Ti e TELOG YapIECTEPOV Elval

1 6T évepocuvn pev &yn Kata Sfjpov dravra,
dotopdveg 6 dva ddpat akovalmvTot Gotdod

14

fuevot £€ging, mapd 0& TANnBwot Ttpdmelon
ciTov Kol KpEUDV

For I say that there is no more pleasing fulfillment than when joy takes hold over
all the people and while sitting in sequence they hear the bard through the home,
and beside them the tables are filled with meat and bread.'*!
The central role that music plays at both banquets ensures that a connection between the two is
made. This allows Lucian the author to further connect his narrator to Odysseus by placing them
in nearly identical social scenarios. This similarity, however, is not the only significant aspect of
Lucian’s Homeric banquet.

Lucian also makes a special point of establishing a hierarchy to the seating plan. The
combination of both Homer and Odysseus appearing at the same banquet which Lucian the
narrator describes in a way the mirrors the poetry of Homer adds further complexity to the
relationship between Lucian the author and Lucian the narrator. On the one hand Lucian the
narrator, who is parallel to Odysseus, describes the scene but, on the other hand, the scene that he
describes is inspired by the poetry of Homer. This inspiration means, therefore, that Lucian the
narrator is also parallel to Homer. At the same time, we have already seen that Lucian the author
parallels himself with Homer and Odysseus as well. In this way, it becomes increasingly more
challenging for the reader to establish where Lucian the author ends and Lucian the narrator
begins. By drawing the reader’s attention to the fact that Homer and Odysseus are two easily

distinguishable figures, the lack of distinction between the author and narrator of Vera Historia

is further emphasized. Lucian the author uses this lack of distinction to force his reader to

"' Homer, Odyssey, 9.5-9.
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understand both the novel’s allusions to the Homeric cannon and also the narrator’s interaction
with Homer and his characters as a reflection on the author.

The complexity of Lucian’s interactions with Homer and his epics varies greatly. Perhaps
the most basic way that Lucian engages with the Homeric epics, as we saw in the works
examined in the previous chapter, is the simple elevation of the poet. When the narrator arrives
on the Isle of the Blessed in book two of Vera Historia he finds it populated by many characters
from Homer’s Trojan War epics, such as Menalaus and Helen, as well as notable Greeks from
more recent history, such as Pythagoras and Socrates, interacting with one another. Lucian is
following the well-established tradition of intermingling mythological Trojan War heroes and

famous historical figures on the Isle.'*

Lucian’s description of the population of the Isle of the
Blessed includes more than just who inhabits this place but also provides the reader with an
insight into the social dynamic of the island: “obtol pév obv fioa o1 dElohoydmTaToL TMV
TAPOVIOV. TILDCL 08 poAoTa TOV AythAéa kai petd todtov Oncéa’ (So these were the most
noteworthy of those present. But they honored Achilles most of all and Theseus after him).'*?
That Lucian claims that the inhabitants of the island honored Achilles the most is of special
importance here. By claiming that even such notable real Greeks held Achilles in the highest
regard the narrator elevates the status of Thetis’ son. Any mention of Achilles must also bring
Homer to mind. Not only is the warrior a central character in the //iad but Homer also began that
same epic by writing: “pfjviv dede O [InAniddew Ayidijos” (Sing, goddess, of the rage of

Achilles son of Peleus).'** These two authorial choices have forever joined Achilles and Homer.

Thus, Achilles being considered the most worthy of honor is actually an expression of the honor

12 For other descriptions of the Isle of the Blessed see: Pindar’s Olympian Ode 2.68-80 and Hesiod’s

Works and Days 166-176.
3 Lucian, Vera Historia, 2.19.1-2.
144 Homer, lliad, 1.1.
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in which Homer himself is held. This is because he is responsible for the most famous depiction
of the warrior. In this way, the narrator adds praise to Homer through the elevation of one of his
characters. Homer’s status is raised even higher because Lucian credits historical figures with
Achilles’ high social standing. Of course, Lucian is not glorifying Homer purely for the sake of
honoring the poet. Lucian, because of the previously discussed parallels that exist between the
author and Homer, has tied his authorial status directly to Homer’s. In this way, Lucian is also
glorifying himself whenever he exalts the epic poet.

Although we will return to the narrator’s interactions with Homer on the Isle of the
Blessed in more depth later, it will be helpful to turn our attention to the narrator’s departure
from the Isle of the Blessed. This departure is perhaps the least subtle example of the author’s
use of Homer to elevate the author’s own status. Lucian the narrator, following a feast and
conversation with the epic poet, decides to set sail from the Isle of the Blessed. Before leaving,
he explains, he makes one final request of the epic poet:

1] ¢ émovon EABmV Tpog ‘Ounpov Tov otV £6endnv avtod motfjcal pot
dloTtyov Emiypappa: Koi Enedn €moinoev, otnAnv Pnpvilov AiBov dvactioag
gnéypoya TpOg T AéVL. TO 88 dntypappa NV To10veE: Aovkilavog Tade TévTa
Pilog pakdpeoct Oeoioty €168 Te kol méhy NABe @idny & motpida yoiov

On the following day I approached Homer the poet and asked him to compose a
two-verse epigram for me And when he wrote it, having set up a block of beryl-
stone, I inscribed it facing the harbor. And the epigram went like this: dear Lucian

saw all these things by the will of the blessed gods and left at once towards his
dear fatherland.'*”

146 Therefore, it is

This type of monument has particular associations death and grave markers.
only appropriate that Lucian the narrator requests this type of monument before departing from

the Isle of the Blessed, the home of the fortunate dead. Homer is no stranger to composing

epigrams. They appear in his epic poems, and so his doing so at this moment in the “novel” is in

S Lucian, Vera Historia, 2.28.8-13.
146 Georgiadou and Larmour, Lucian’s Science Fiction Novel, 212.
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character for the epic poet.'*’ Instead, this mention of Homer is significant because of what it
reveals about Lucian the author’s motivations for so frequently alluding to the poet. Although
Lucian the author has no intention of making his reader believe the narrator, Lucian the narrator
does attempt to convey that this journey actually took place. Therefore, as Zeitlin argues, the

148
In other words,

narrator uses Homer’s commemoration to attest to the reality of the trip.
Lucian the narrator uses the epigram of Homer to add authority to his report of the journey and
because of the previously discussed relationship between author and narrator, the authority
gained by the narrator is also gained by the author. Furthermore, Lucian the author, by
demonstrating to his reader that he has the ability to use Homer like a puppet, removes Homer
from his pedestal and places the epic poet in the submissive role of their power relationship.
This is yet another way that Lucian, through Homer, raises his own worth as a writer and the
value of his novel. It is interesting that in this case, unlike the situation with Achilles, this
elevation does not occur through the praise of Homer. Neither the mention of Achilles nor the
memorial epigram relies on a specific episode from the poems. However, as we shall soon see,
Lucian the author more frequently evokes specific sections of the poems when alluding to
Homer.

Although Lucian does not always explicitly call out Homer when referencing the epics,
he does just that in his earliest use of a Homeric story. Lucian the author uses this reference in

order to mark his narrator as a preeminent critic of Homeric epic.'*’ In describing the aftermath

of the war between the moon and the sun Lucian the narrator declares:

147
148

For examples of epigrams in the Homeric epics see {liad 6.460-461 and 7.89-90.
Froma L. Zeitlin, “Visions and Revisions of Homer,” in Being Greek Under Rome: Cultural Identity, the
Second Sophistic and Development of Empire, ed. Simon Goldhill (Cambridge: Cambridge University Press, 2001),
247.

149 Georgiadou and Larmour, Lucian’s Science Fiction Novel, 114.
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eaiveoBa, ota mop’ MUV dvopévov Tod MAiov aivetal, ToAL 6¢ Kol €ig TV YRV

katéotalev, dote pe ikdlety, P dpo T0100ToL TIVOS Kol TOAoL dve YEVOUEVOD
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And the blood flowed so much upon the clouds that they were dyed and appeared

red, just as it appeared to us when the sun sets, and it was dripping down on the

land quite a bit, so that I speculated, whether Homer supposed that Zeus was

causing rain of blood over the death of Sarpedon when such a thing happened.'*®
In this excerpt Lucian alludes to the moment in //iad 16 when Zeus realizes that he cannot save
his son:

O¢ &pat’, 000" amibnoe mTotnp AvopdV TE BEDV TE:

aipatoéscog 08 Yidoag Katéyevey Epale

noida eilov Tudv, Tov ol [ldtpoxiog Eueile

eBicew &v Tpoin EpPdraxt TNAOOL ThTPNG

thus she spoke and the father of men and gods did not fail to attend: he shed blood

red drops to the ground in order to honor his son, whom Patrocolus was about to

kill in very fertile Troy far from the fatherland.""
While Homer believes that it is the bloody tears of a god that fall from the sky, Lucian rejects
this idea and seeks to correct the epic poet who, in Lucian’s eyes, was merely struggling to
explain a mythological tradition that he did not understand. Lucian has replaced Homer’s
reasoning, reasoning that relies on a perhaps outdated understanding of the gods, with something
more suited for Lucian’s age. Of course, as Georgiado and Larmour point out, “Lucian’s own
explanation, while apt enough in the context of the narrative, is as far-fetched as Homer’s

original poetic conceit.”'>

By presenting an idea that would be equally ridiculous to the reader,
while in the context of the novel more realistic, Lucian is able to modernize the Homeric epic for

a new generation and thus set it apart from Homer’s poems. Additionally, by supplying his

reader with this correction to the epics, Lucian the narrator marks his work as more fitting for the

5L ucian, Vera Historia, 1.17.11-15.
! Homer, Iliad, 16.458-461.
152 Georgiadou and Larmour, Lucian’s Science Fiction Novel, 114.
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world in which he is living and thus continues to elevate his status as author through the use of
the national epics.

Homer’s “error” regarding rain of blood is not the only mistake that Lucian strives to
correct. He also contests Homer’s geographic representation of the various islands that Lucian
the narrator visits. Although the author has already criticized historians for their dishonest
accounts of the geography of the world beyond Greece in his prologue, Lucian does not tie this
criticism to Homer in any specific sense until the second book of Vera Historia. The narrator,
recalling his arrival at the Isle of Dreams following his departure from the Isle of the Blessed,
explains:

np®dToV 6¢ Povlopan mepi THe TOAE®G elmely, £mel uNdE dAL® Tvi yéypamton Tepl
avTig, 0¢ ¢ Kai povog Emepvnodn ‘Ounpog, ov vy AkpPdS GuVEYpaWEV

But first I want to speak about the city, since nothing has been written about it by
anyone else, and even Homer who alone made mention of it, described it not at all
accurately.'
Instead of commenting on the way that Homer describes a real world location, Lucian decides to
take issue with a destination that only exists in fantasy. The effect of this is twofold. Lucian
bestows praise upon Homer by acknowledging that he is the only writer who has had the
creativity to attempt to describe such a fantastical place. At the same time, by choosing this
fantasy location that Homer alone described previously, Lucian signals he alone is up to the
challenge of rivaling the Homeric epics.
As striking as the location that Lucian chooses to take issue with is the manner in which
he corrects it. From the prologue onward the author has certainly not shied away from accusing

people of being absolute liars or their works as being completely false. This is not the tack that

Lucian takes with Homer’s description of the Isle of Dreams:

153 Lucian, Vera Historia, 2.32.10-12.
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mOAoL pEVTOL EMEIGLY 0V V0, Kabdmep “Ounpog elpnkev, AAAE TécGpES, OVO HEV
np0og 10 Thic Blaxkeiog mediov dmoPAémovoart, 1 HEV o1ompd, 1| 6€ €k KepApLov
TEMOMUEVT, KaB™ GG EAEYOVTO AmodNUETV avTAV 01 T& PoPepoi kail povikol kol
ATNVETG, OVO O€ TPOG TOV Mpéva Kol TV Bdhattav, 1) HEV Kepativn, 1) 0 ko’ fjv
NUElG TapnABopev Erepavtivn.

Indeed the gates are not two, as Homer has said, but four, two look away from the
Plain of Laziness, one made of iron and the other made of clay, through which are
said to travel both the fearful and murderous and harsh, and two look away from
the harbor and sea, one made of horn and one, which we came through, made of
ivory.">*
Instead of casting Homer’s description as entirely misleading, Lucian addresses the untruths of
the Odyssey in a manner that is surprisingly gentle and forgiving. Lucian treats Homer as if he
simply made a mistake and did not intentionally mean to deceive his readers in regards to the Isle
of Dreams. This is quite different from the utter condemnation Lucian places upon the historians
who inhabit the Isle of the Wicked. In addition to the gentle tone that Lucian uses to point out
Homer’s errors he also softens his criticism by acknowledging a way in which Homer was

correct. Only a few sections after the last passage, Lucian writes:

gy 82 mpoeldmv OAiyov dmd Thc BuAdcomg VPOV TO GTNACLOV TOLODTOV 0l0V
‘Ounpog ginev, Koi a0tV ToA0GI0VpYodGaV.

And I, having proceeded a little way from the sea, discovered a cave such as the
one Homer described and she herself spinning wool.">

That Lucian describes Calypso spinning wools specifically connects this with the Homeric
description that states:

fev, depa pueya oméog iKeTo, T@ Evi vVOLEN

vaiev umAOKopoG: TNV & Evoobt tétuev €odoay.
Op Hev €T EoyapdPy péya Kaieto, TNAOGE & dOuN
K&€0poL T' €0KeATOL0 BHOL T  Ava VijooV OOMAEL
dotopévev: 11 8° Evoov o1d1dovs” Ol KoL

1oTOV Emotyopévn ypouoein Kepkid  Heavev.

154 Lucian, Vera Historia, 2.33.7-12.
155 Lucian, Vera Historia, 2.36.1-3.
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he went until he arrived at a great cave, in which a nymph with beautiful hair was
dwelling; he found her inside. A large fire was crackling upon the hearth, and
from afar the aroma of chopped cedar and juniper wafted across the island as they
burned; and she sang with a beautiful voice within as wove, plying the loom with
a golden shuttle."®
There is nothing about the narrative that necessitates this acknowledgement. Therefore, Lucian
must include it for a different reason. The combination of the overall gentle tone that Lucian
takes with Homer and Lucian’s need to throw Homer the proverbial crumb by granting that the
poet was correct on a minor point is an expression of the author’s condescension. In taking this
condescending tone Lucian creates a power relationship between himself and Homer and his epic
tradition. Lucian uses this relationship to help validate the authoritative approach he takes with
the Homeric epics and elevates his status as novelist.

Just as Helen’s relationship to various men is central to the plot and progress of the //iad,
so is Odysseus’ relationship to his wife Penelope. The fury that he unleashes upon his wife’s
suitors in Odyssey 22 is evidence of the fact that his desire to return to Penelope, and not just
Ithaca, is what gave him the strength to overcome his many obstacles. Although Lucian does not
represent Odysseus as hating Penelope, which would be the true inverse of the Homeric
depiction, he does shift the focus of Odysseus’ affections away from Penelope. As Lucian and
his crew prepare to leave the Isle of the Blessed, the king of Ithaca hands him a letter meant for
Calypso that concludes:

Kol VOV gl v T Makdpmv viiom mévy petavo®v ml T KATaMTEV TNV Topd 6ol
dtotav Kol TV VO 60D TpoTEWVOUEVTV Abavasiov. v oLV Kapod AdBopat,
amodpag dpiEopat Tpog of.

And now I am on the Isle of the Blessed feeling regret that [ abandoned your way

of life and the immortality that you offered me. So if I could get the opportunity, I
will come to you having escaped the Isle."”’

13 Homer, Odyssey, 5.57-62.
57 Lucian, Vera Historia, 2.35.13-16.
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Lucian the author does not force his Odysseus to malign Penelope but he does not need to. As
Zeitlin suggests, Lucian, even though he does not actually bring Odysseus and Calypso together,
is able to overturn the foundation of the epic by merely suggesting that Odysseus desires to be
reunited with the daughter of Atlas."”® Changing such a fundamental aspect of Odysseus’
characterization demonstrates Lucian’s power over the Homeric epics. The author, by exerting
this control, diminishes Homer’s relative authority and makes him more or less an equal. This
change in Odysseus’ character brings another issue to bear as well. Lucian, because he has
created parallels with Odysseus as well as Homer, is also able to change his status through his
treatment of the Ithacan king
A prime example of Lucian affecting his own status through Odysseus’ is his treatment of

the Polyphemus episode in Vera Historia. In Odyssey 9 Odysseus and his men wander into
Polyphemus’ cave and help themselves to his food and drink. The Cyclops returns and traps
them in his cave. Odysseus and his men, unable to remove the stone blocking the exit, are forced
to devise another means of escape. Lucian takes this idea of a giant monster trapping a group of
men and crafts his own episode out of it. Instead of Polyphemus, whose relationship to Poseidon
is that of son, Lucian uses a whale, which, as a creature of the sea, falls under the dominion of
Poseidon. After Lucian and his men sail into the mouth of the whale they become trapped inside.
Although they attempt to tunnel out of its belly, their mortal strength is not up to the task and
they are forced to find another way out. The second book of Vera Historia begins with the men
attempting to escape through the whale’s mouth:

NUETG € avelkOGOVTEG TO TAOTOV Kol 010 TAV APULOUATOV S1oyayOvVTES Kol €K TV

006vVTOV EEQyavTeg NPéna Kaonkapey £¢ v BdAattay Enavapdvteg ¢ émi o
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158 Zeitlin, “Visions and Revisions of Homer,” 246.
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And after we drew up the ship and lead it through the crevice and fastened it to

the teeth we lowered it gently into the sea and having climbed upon the back and

after erecting a monument to Poseidon there and camping for three days, for there

was a stillness in the air—we sailed away on the fourth."”
This passage reveals that Lucian, while he is channeling the Polyphemus episode for the men’s
imprisonment, allows himself to deviate from the source to suit his own needs. In Homer, as
Odysseus sails away, he cries out:

Kooy, of kév 1ig og katabvntdv avopormv

00BoApoD glpnTon dekeAnY dAowTHV,

eacOat Odvcectio troAmdpbiov EEaladaoat,

VIOV Aoéptem, T04xn Evi oiki’ Exova.

Cyclops, if anyone of the mortal men should ask you about the shameful blinding

of your eye, tell them that Odysseus, the sacker of cities and son of Laertes whose

home is in Ithaca, blinded you.'®
Odysseus makes a grave tactical error when he blinds Polyphemus is this way. As Poseidon’s
son, a slight against the Cyclops is a slight against the sea god himself. Offending the king of the
sea is perhaps the last thing he should have done in the midst of a difficult sea voyage. Odysseus
then compounds this mistake when he gives Polyphemus his name unnecessarily and thus grants
the Cyclops the ability to call on his father to avenge him. As the previously cited passage of
Vera Historia depicts, Lucian is able to avoid a similar mistake when escaping the whale. Instead
of giving the sea god a reason to hinder his journey, the narrator immediately honors Poseidon
for allowing him and his men to escape. This act distinguishes Lucian the narrator from
Odysseus. This distinction demonstrates to the reader a way in which Lucian the narrator is an
improvement on the Homeric model.

While Lucian’s episode does digress from its Homeric model, even in digressing it

demonstrates a strong Homeric influence. Because Lucian’s defeat of the whale is analogous to

%9 Lucian, Vera Historia, 2.2.1-6.

1 Homer, Odyssey, 9.502-505.
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Odysseus’ blinding of Polyphemus, Lucian’s narrator’s actions upon escaping the whale recall
the words of Tiresias. In Odyssey 11, Odysseus encounters the prophet Tiresias. The seer
explains to Odysseus that he and his men have experienced so many hardships because they have
offended Poseidon:

Kai tote oM yain mEag Evfpeg EpeTUdV,

pe&ag tepa kKahd [Tooeddmvt dvaktt,

apveldV Tadpdv 1€ LAV T  EMPNTOPa KATPOV

Well then plant a well-fitted oar in the earth, perform beautiful sacrifices to lord
Poseidon, a ram and a bull and a boar that mates with pigs.'®’

That Tiresias must instruct Odysseus on how to make amends for his previous insult to the god
reveals a further shortcoming of the hero. Although the Homeric epics contain numerous
descriptions of sacrifice, Lucian specifically alluded to this one. By doing so, he is able to
present his reader with a tangible example of how his narrator is superior to Odysseus. Unlike
the Homeric hero, Lucian the narrator knows how to perform the rite to Poseidon and he does not
need to be reminded to perform it. By instilling in his main character knowledge that Odysseus
did not posses, Lucian the author demonstrates that his narrator does not have the shortcomings
that his counterpart had. Furthermore, because the distinction between author and narrator is so
blurred, the elevation of Lucian the narrator also elevates the status of Lucian the author.

In addition to employing the //iad and Odyssey to elevate his status relative to that of the
epic poet, Lucian also calls upon Homeric episodes to set his work apart. One of the earliest
difficulties that the narrator and his crew encounter on their journey is a prime example. Lucian
and his men, in the early stages of the journey, come upon a race of women that are hybrids of
humans and grapevines. These women seduce and ensnare a number of Lucian’s comrades

before they can make an escape. Although there are a number of ancient examples of female

' Homer, Odyssey 11.129-131.

66



temptresses, the primacy given to Homer in the prologue suggests that the reader should look to
his epics for Lucian’s source material. Although Homer does not use vine-women, he does
describe the mythological Sirens, whom Georgiadiou and Larmour call the “archetype of the
dangerous lure,” tempting Odysseus and his men through song in place of wine (Odyssey 12.153-
200).'°? In addition to the fact that Homer is the earliest of our sources for magical temptresses,
there was a tradition of associating women and grape vines in the //iad by the time Lucian was
writing. Heraclitus, working in Lucian’s own time, wrote a work entitled Homeric Problems the
purpose of which was to clear Homer of the charge of misrepresenting the gods, a charge leveled
by Plato among other.'®® Discussing the Lycurgus episode of Iliad 6.132-137 Heraclitus
explains: “TiOMvog 6¢ vopiletv €l tag dumélovs” (it is necessary to understand the nurses as the
vines).'®* This interpretation was probably informed at least in part by Proteus’ transformation
into a tree in the Odyssey: “yiyveto & Vypdv Dowp kai 0éEvopeov vytéTnAov” (he became

flowing water and then a high and leafy tree).'®’

While Heraclitus’ explanation of Homer does
not give Lucian a human-plant hybrid it at least creates a connection between humans and plants.
Based on the reading he presents, we can see Lucian borrowing both the magical temptresses
from Homer and the idea of humanized plants. Understanding that Lucian takes inspiration from
Homer in this situation allows us to use the vine-women episode to gain further insight into
Lucian’s relationship with the epic poet.

Although these two episodes are thematically similar, the outcomes are different. While

Odysseus and his men in this instance are able to sail past temptation unscathed, Lucian’s crew is

not so lucky. They actually land on the island and come into physical contact with the

12 Georgiadou and Larmour, Lucian’s Science Fiction Novel, 76.

1 Heraclitus, 'Homeric Problems: On Homer’s Allegaries Relating to the Gods, ed. by Donald A. Russell
and David Konstan (Boston: Brill, 1995), 1-4.

164 Heraclitus, Homeric Problems, 35.4 .

' Homer, Odyssey, 4.458.
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temptresses resulting in the loss of some of his men. In this distinction we can see Lucian the
author bringing the Homeric into a more relevant present for his reader. The author has taken the
idealized aspects of the epic out of the untouchable past and places them in the imperfect present.
In the place of Homer’s heroes, who are able to resist the magical temptation of song, Lucian
presents the reader with less ideal men who are unable to resist temptation. This succeptability to
temptation is certainly a more accurate reflection the human condition. Furthermore, the reader
would be able to understand better an over-indulgence in wine as potentially dangerous rather
than an over-indulgence in song because any reader could understand a man falling victim to the
temptation of wine. Lucian, by altering the actual temptation, allows the reader to connect more
with the Homeric episode and thus establish it as something more appropriate for Lucian’s
modern world.

Lucian does not limit himself to altering the experiences of Odysseus and his men,
however. The author also manipulates the Homeric marriage dispute. The issue of marriage is
central to both the /liad and the Odyssey. The Trojan War, the subject of the first epic, began
because Paris absconded with Helen, thus violating her marriage to Menelaus. In the Odyssey the
threat that the suitors pose to Penelope results in a gruesome slaughter when Odysseus returns to
Ithaca. In Homer’s world the sanctity of marriage is not something to be trifled with and doing so
has serious repercussions. In Vera Historia it is not Paris but Theseus who attempts to abduct
Helen.'*® Although Helen’s abduction in Vera Historia does mirror Homer’s narrative, the

outcome is vastly different. Given that Lucian models his story on the //iad and Odyssey, the

"% The idea of Theseus abducting Helen is not original to Lucian. A number of ancient sources make use of

this story in a variety of ways. Pindar (522-443 B.C.), in fr. 258 SM, suggests that Theseus abducted Helen in order
to establish a connection between himself and the Dioskouroi. Isocrates (436-338 B.C.), in Helen 18-19, uses
Theseus’ theft of Helen to add further credibility to the claims of her beauty. Diodorus Siculus (80-20 B.C.), in
Library of History 4.63.1-3, narrates that Peirithoiis persuaded Theseus, whose wife Phaedra had recently passed
away, to snatch and rape Helen.
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reader might expect Theseus’ failed attempt at stealing Helen to ignite a war. Instead, the matter
is settled in a civil manner:

Sevtépa 8 fv kpioig EpmTikt], Oncéwng kai Meveddov mepi tiig EAévng

Sy OVILOUEVDV, TOTEPW XPT] AVTIV GLVOIKETY. Kail 0 Paddpaviug €dikace

Meveldo cuveival otV dte Kol T06aDTo TOVHICOVTL Kol KIVOUVEDCAVTL TOD

yapov &veka: kol yap av 1 Onoel kol dAlag ivat yovaikag, v te Apalovo Kol

10 T00 Mivowog Buyatépag.

And the second was an amatory case, with Theseus and Menelaus arguing over

Helen, with which of the two it was necessary for her to live. And Rhadamanthus

judged the she should live with Menelaus on the ground that he had undergone

such things and taken a risk for the sake of his wife; and furthermore that there

were other wives to Theseus, but the Amazon and the daughters of Minos.'®’
Lucian’s characters in Vera Historia rely on the judiciary system to solve the “Helen problem.”
This trial stands in stark contrast to Homer’s epics that solve marital disputes not in a courtroom
but on the field of battle. That Lucian’s characters do not need to resort to bloodshed in this
instance demonstrates that they are not cast from the same heroic mold as Homer’s characters.
Lucian does not suggest that the judicial approach that his characters employ is superior; it is
merely more appropriate to the time period in which Lucian was living. Just as such a dispute
would not be settled with war in second century A.D. Athens, so Lucian’s characters do not use
war either. By making this choice the novelist removes the epic distance of Homeric poetry and
places his story in a more accessible zone for the reader. It is because his work occupies this
zone that makes it a more appropriate choice for the modern audience.

Up until this point we have been mainly focusing on ways in which Lucian alters the

epics in relatively minor ways. However, there are points in Vera Historia in which Lucian
throws the Homeric model completely out the window and moves in the opposite direction.

Perhaps the clearest example of this occurs while the narrator is making observations about the

society on the moon. Speaking of the physical appearance of the men, he claims: “korog 6¢

7 Lucian, Vera Historia, 2.8.1-6.
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vopiletar mop” adToig {v o TIc parakpdg Kol dKopog f, TodG 8¢ kopntag kol pvsdrrovron” (It
is considered beautiful among them if someone is bald and hairless, and they are disgusted by the

long-haired men).'®®

This observation is odd in itself but it does not necessarily immediately
strike the reader as a nod to Homer on its own. However, given the numerous signposts that
Lucian has left, the reader is inclined to make a connection between what the narrator notes and
the societies in the /liad and Odyssey. Here the reader’s knowledge of Homeric epithets will
provide the most help. Throughout both poems most of the characters are identified by one or
more epithets that capture an identifying characteristic. One physical trait that Homer commonly
uses to identify his characters is their hair. Unlike Lucian, Homer treats having hair as a positive
characteristic. Menelaus, for example, is often described with the epithet “£avB0¢” meaning fair-
haired.'®® Similarly, one of Homer’s favorite epithets for the Achaeans is “képn kopd@VTES”
meaning long-haired.””” Even outside the poems of Homer, a high premium was placed on men
having hair. Plutarch, describing Spartan culture, wrote:
OO0 KOp@MVTES €VOVS €K TG TOV NPV NAKiag, LdAIoTO TEPT TOVS KIVOVVOLG
€0epamevov TV KOUNV Mmapdyv 1€ eoivestot Kol StoKeKpévny,
ATOUVNLOVEDOVTEC TIVa Kol AVKOVPYOL Adyov Ttepl TH KOUNG, OTL TOLG Hev
KOAOVG EDTPENESTEPOVS TTOLET, TOVG O€ alioyPOLS POPEPMTEPOLS
Wherefore they let their hair grow out straight away from the time of adulthood,
especially during dangerous times they made certain that their hair appeared shiny
and parted, recalling a certain expression of Lycurgus about hair, that it makes the
beautiful more comely and the ugly more frightful.'”’

That boys only cultivated long hair once they reached adulthood and that Spartan adults took

special care that their hair be especially beautiful in times of war suggest that hair was a symbol

'8 Lucian, Vera Historia, 1.23.12-13.

19 For Homer’s use of this word to describe Menelaus see Iliad 3.284, 3.434,4.183,4.210, 10.240, 11.125,
17.6,17.18,17.113, 17.124, 17.578, 17.673, 17.684 and Odyssey 1.285, 3.168, 3.326, 4.30, 4.59, 4.76, 4.147, 4.168,
4.203, 4.257,4.265,4.332, 15.110, 15.133, 15.147, 22.293, 22.401, 22.438.

170 Eor Homer’s use of this epithet in reference to the Achaeans see lliad 2.320, 2.470, 3.40, 3.75, 4.260,
7.85,7.325, 7.440, 7.445, 7.455, 7.470, 7.475, 8.50, 8.510, 9.45, 18.5, 18.355.

" Plutarch, Lycurgus, 22.1.
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of and connected to masculinity. Given Lucian’s obvious mastery of the epics, the author would
know that he was presenting an image of beauty contrary to the one that Homer gives. Going one
step further, Lucian’s description of beauty is actually strikingly similar to the Homeric
description of ugliness. Describing Thersites, the epic poet writes:

aioyiotog 8¢ dvip V1o “TAtov RAOE:

...o0Tap Vrepbe
@oEOG ENV KEQOANV, WedvN O™ Emevivobe Adyvn.

the most wretched man to come to [lium:

... and from above

he had a sharp-pointed head, and sparse hair grew thereon.'’?
Homer leaves no room for ambiguity. In his world baldness is hideous and associated with the
worst kind of man. Lucian, by inverting this societal standard, further emphasizes his own
authorial voice and signals that, while his work might be following in the footsteps of the poet, it
is an entity all to itself. At this point we have discussed many of the major allusions to Homer
and his poetry in Vera Historia. However, we have thus far been ignoring what is easily the most
obvious use of Homer in this story, the poet’s appearance on the Isle of the Blessed.

Before ever requesting the previously discussed epigram, Lucian the narrator has a
lengthy conversation with the poet. This discussion, arguably the centerpiece of Vera Historia,
grants the reader insight into the way that Lucian has used Homer throughout this work.
Although the Isle of the Blessed is populated with a plethora of famous figures, both literary and
historical, the narrator reports only one extended conversation and that is the one held with
Homer. In a tone that is surprisingly casual given the prestige of the poet, the narrator reports:
“oUmm 0¢ 6V0 1| Tpeig NuéEpar dteAnAvbecav, Kai TpoceAbmv £yd Opp® 1@ moNTH, GYOATC

ovong apeoiv”’ (And not yet had two or three days passed and I, having approached Homer the

2 Homer, lliad, 2.216-219.
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poet when we both had free time).'”

That Lucian describes the narrator’s discussion beginning
in such an casual way establishes the two figures as equals at least on some levels. Because
Lucian has already done a good deal of work blurring the line between himself and his narrator
we can read this as his way of suggesting that he is also an equal to the real Homer. Of course,
the conversation that this sets up is not so much a conversation as an interrogation and the
location of this interrogation is just as important as the questions asked. Lucian chooses the Isle
of the Blessed, a utopia, because a utopia, as Gabba argues, is a place that is able to reflect the
specific concerns of the period.'’* This is because it exists outside the constrains of the real
world and can be molded to the author’s specific purpose. For this reason, we should understand
the questions that the narrator will ask of Homer as a window into what Lucian thinks of the poet
and his relationship to the poet.

The reader might expect that Lucian, as a writer himself, would first question Homer
about composition. These are certainly the types of questions you would expect of somebody so
conscious of his literary predecessors. However, the first things that the narrator concerns
himself with are the issues of Homer’s origin and name:

16 1€ GAA0 ETuVOavOUNY Kal 60gv €in.TodTO Yap pHaloTa Top’ MUV €lGETL VOV
{ntelobat. 0 6& 0VO™ AVTOG HEV Ayvoelv Epackev O¢ o1 pev Xiov, ol 6& Xpvpvaiov,
moloi 8& Kohopdviov adtdv vopilovotv: eivar péviot ye Eleyev Bapvlmdvioc, koi
napd Ye 1016 ToAitaig ovy ‘Ounpog, aAra Trypdvng kaAeicOat: Dotepov o
ounpevoag mapd toig "EAAnow dAAdEot Tv Tpooryopiov

And I asked him other things but especially where he was from, for this issue is
still now particularly debated among us. And he claimed not to know that some
think him Chian and others Smyrnian and many call him a Colophonian; Indeed

he said that he was Babylonian and among those citizens he was not called Homer

but Tigranes; but later after he was taken hostage by the Greeks they changed his

name.”s

173 Lucian, Vera Historia, 2.20.1-2.

'7* Emilio Gabba, “True History and False History in Classical Antiquity,” The Journal of Roman Studies
71 (1981): 58.

' Lucian, Vera Historia, 2.20.2-8.
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The issue of Homer’s birthplace was a hotly contested issue in antiquity because being the place
where Homer was born would have been a badge of honor for cities. Ephorus of Cyme (400-330

176

B.C.) claims that the poet was born in Cyme. " Pindar, on the other hand, names the birthplace

as either Chios or Smyrna.'”” Nicander of Colophon (2™ century B.C.) presents a third

178

possibility. He places Homer’s birth in Colophon. ™ Therefore, as Jones suggests, Lucian’s

choice to have Homer identify his birthplace not as a Greek city at all but as Babylon is a way for

7 While this is certainly true, Lucian

the novelist to deflate the social status of these cities.
accomplishes much more by making Homer a non-Greek. Lucian, of course, is not a native of
Greece who spent most of his writing career in a Greece under the control of Rome. By making
his Homer a non-native of Greece and a prisoner of the Greeks Lucian aligns himself quite
closely with the epic poet. In the world that Lucian has created both he and Homer are unwilling
prisoners of a foreign land. Homer is a captive in Greece and Lucian is a Syrian living in a
Greece that has suffered a military takeover by the Romans. In this way Lucian continues to
create a Homer in his own image, a move that places the epic poet on Lucian’s own level.
Additionally, because Homer’s birthplace was such a contested issue in the ancient world, the
fact that Lucian is able to get the answer from the poet himself highlights the novelist’s special
relationship to Homer that grants him privileged information. While centuries of scholars have
struggled to find answers to these questions, Lucian is able to find them with relative ease in a
casual conversation with the epic poet. Of course, we must remember that this is not Homer but

Lucian’s version of Homer. Therefore, Lucian is not revealing Homer but instead what he wants

his reader to see of Homer.

176 Felix Jacoby, ed., Die Fragmente der Grieschischen Historiker (Leiden: Brill, 1923), 70 F1

"7 Alexander Turyn, ed., Pindari Carmina cum Fragmentis (Oxford: Blackwell, 1952), Fragment 220.
'8 Jacoby, FGrH, 271/2 F36.

79 C.P. Jones, Culture and Society in Lucian (Cambridge: Harvard University Press, 1986), 55.
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After clearing up the biographical debate for his reader, the narrator turns the line of
questioning towards issues that have specifically plagued literary critics for centuries. In having
his narrator ask these specific questions, the narrator establishes himself as more than just a
passing fan of Homer’s poetry. The narrator, in order to make certain that he is perceived as a
serious scholar of Homer, next asks what is perhaps his most scholarly question of the entire
conversation:

&1 0¢ kol mepl TV dBeToLUEVEOV cmxoav ENNPAOTOV, €L VT EKEVOV elev

yeypoppévor. kol 8g Epacke TavTag odTod VOl KATEYIVOGKOV OVV TV GUel TOV

Znv6d0Tov Kol ApioTopyov YPOUUOTIKGY TOAATV THV Wuyporloyiov

And further I asked about the spurious lines, whether they were written by him.

And he claimed that they were all his. So I condemned the great nonsense of the

grammarians both Zenodotus and Aristarchus.'*
Homer’s clear answer to this question, much like his answer to the narrator’s first question,
demonstrates that the narrator, and therefore the author, has a privileged relationship with the
poet. This is emphasized by the mention of specific scholars of the past who have failed to find
answers to the question of the spurious lines. Additionally, by specifically pointing to past
scholars who have failed to find the answers that he has found so easily Lucian establishes his
work as explicitly better than those that have come before. As Lucian continues to ask questions,
his opinion of past criticism becomes clearer.

The narrator’s next questions certainly continue to draw attention to the answers that
previous critics of Homer failed to find. They do more than that though. The narrator follows up
his inquiry about the authenticity of specific lines with two questions that are on one level

perhaps as basic as one can get and on the other hand wholly central to the way many have tried

to understand the /l/iad and Odyssey:

180 Lucian, Vera Historia, 2.20.8-12.
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€mel 08 TadTa IKavADG ATEKEKPLTO, TAALY ADTOV NPOTOV T1 01 TOTE ATO THG UNVIS0G

TNV APV €nomoato: kol 0¢ inev oUTMg EMEABETV TG PNdEV EmTndevLSAVTL. Kol

unv kaxeivo EneBipovy gidévat, €l mpotépav Eypayev v Odvooelay thg TAddoc,

¢ ol ToAAol pactv O 0& NpVeTO

And since he answered theses things sufficiently, again I asked why he had made

the beginning from rage; and he said that it simply came to him while he was

doing nothing. Another thing I wanted to know was whether he had composed the

Odyssey before the Iliad, as generally believed. He said this was not so.'"'
The interest in Homer’s choice of the word pijvig stems from the implications of this word. More
than simple anger, pfvig suggests a divine wrath but a simple definition is hard to find. The
difficulty translating this word did not begin with modern Classical studies. Instead, it was an
issue already under discussion by the Hellenistic period. One Hellenistic scholar of the Homeric
epics defined it as “kdtog moAvypdviog” (long lasting rancor).'®” Even if we accept this
definition, it still does not explain why Homer used pfjvig instead of a word like k6tog. As in the
previous questions, the ease with which the narrator is able to get answers to these questions
elevates him above other critics. Furthermore, Lucian trivializes the concerns of past scholars
through Homer’s claim that the word pfjvig just came to him and that there is no special meaning
behind it because it means that they have been searching for an answer to a question that does
not really exist.'™ The answer that Lucian puts in Homer’s mouth also trivializes the national
epics to some extent, and in doing so erases the centuries of glorification by earlier Greeks. Thus,
Lucian’s Homer makes room for a new work to receive the praise of a Greek audience and, given
the way in the narrator relates to the poet, it seems only fitting that his story take the place of the
epics.

As this examination has shown, while many of Lucian’s works allude to Homer in one

way or another, the novel’s special relationship with epic allows Vera Historia to engage in a

181 Lucian, Vera Historia, 2.20.12-16.
182 Apollonius Sophistes, Homeric Dictionary s.v. piijvig.
183 Georgiadou and Larmour, Lucian’s Science Fiction Novel, 202.
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dialogue with the national epics in a unique way. By not only referencing Homeric poetry
throughout his novel but also dragging Homer and his epics into a zone of contact with the
reader Lucian is able to use these poems as more than a source of poetic authority. Lucian also
employs the Homeric references as well as his version of Homer to elevate his own status as
author. He accomplishes this both by making himself the dominant one in a power relationship
with the epic poet and by demonstrating a complete mastery of the poet’s work at every turn. By
doing this, Lucian establishes his novel as an appropriate successor to the epics, a successor that
exhibits many of the same characteristics but that has also been updated to reflect the culture and

values of Lucian’s own time.
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