
CHAPTER I 

The sighted Muse 

How can H omer turn his lisreners inro spectarors? His cha racters and 
the evenrs he describes belong ro a remore past, and he emphasizes 
thar temporal disrance by insisring on the gulfberween his heroes and 
"men who are now. " 1 Our analysis ofHomeric batde seguences has irs 
basis in Homeric poetics, particularly those aspects thar involve vision 
and emphasize sighr as rhe ultimate source of rhe poet's knowledge 
of rhe distant evenrs on the plains of Troy. Bur since rhe work of 
Mi Iman Parry, rhe srudy of rhe Homeric poems has focused on verbal 
repetitions of formulaic expressions on rhe Ievel of rhe individual 
hexameter lines, on rype scenes in seguences of verses, and finally on 
rypical morifs and themes thar form rhe !arger building blocks of rhe 
narrative. 2 T hrough extensive rraining, the poet acguires a mastery 
of all rhese forms of repe tition from the micro Ievel of the formulaic 
phrase to the macro Ievel of thematic seguence that ultimately allows 
him ro combine and recombine these traditional componenrs to 
strucrure his narrative. 

Despite its insighrs, Pan-y's work and that ofhis followers neverrhe­
less did not Fundamenrally alter the coordinates of rhe Homeric Ques­
tion rhat had dominared discussion since rhe end of rhe eighreenrh 
cenrury. The focus remained on rhe composition and the mechanics 
of the producrion, whether oral or written, of rhe Homeric poems. 
A new inrerest in rhe performance and reception of archaic Greek 

' The cxprcssion oTo1 viiv ßpoToi eicr' occurs at 5.304; 12.383, 449; 20.287; cf. 1.272 and 
Od. 8.222. 

, Thcrc is no point in rchcarsing rhc immense bibliography. I mention o nly a fcw discussions 
for d1c readcr's oricntation: for formula, Russo (1976) 31-54; for rype-scenes, Arcnd (1933) 
and Edwards (1992) 248-330; for rhcmcs, sec Lord (1960) 68-98. Significandy, Joussc (1925) 
(Eng. rra ns. 1990), wh ich had a grcac inAucncc on both Parry and Lord, consisrently playcd 
down rhc visual compo ncnr in o rally transmirred rcxrs. 
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poerry has, however, sh ifted the cenrer of graviry in recenr considera­
tions of Homeric epic. Arrenrion has moved away from the creation 
and evolution of the poems ro guestions concerning their reception 
by an audience and the inreraction of the poet and his listeners. 
Regarding rhe Homeric poems as communicative evenrs invires us ro 
consider Homeric discourse as a special kind of discourse, bur one 
rhat neverrheless follows the general rules of linguistic communica­
tion. Linguistic pragmatics, speech-acr theory, and discourse analysis 
have conrributed to defining the character of rhis special speech, as 
Bakker has called ir. J Such studies have, for example, opened new 
approaches ro the Homeric Kunstsprache, seen not in its diachronic 
development as a patchwork of early and lare linguistic features, but 
as a special language whose disrance from everyday speech marks it 
as a gateway to a world distinct from our own, inhabited by gods 
and heroes, disrant but still comprehensible. For English speal<ers, 
the King James Bible might offer the closest analogy ro the special 
flavor of rhe epic Kunstsprache. Irs sonorities, archaisms, pararaxis, 
rhyrhmical prose - and even its obscurities - signal ro its audience 
that we are entering a different and sacred realm. As our guide, the 
epic poet mediates our access ro that world through an elaborate 
enunciarive inrerchange berween bimself and rhe Muses rhar links 
his audience ro the evenrs he narrates. The opening invocarion inau­
gurates that mediation as the poet asks the Muse to sing (&E!ÖE, Ifiad 
u) or pursue (EVVETIE, Odyssey I.I) the subjecr of his song and either 
insrructs her precisely where ro begin, as in the Iliad (E~ ov 8Tj Ta 
npwTa, "from rhe time when first . .. " 1.6) or leaves rhe choice of 
starring poinr ro the goddess (Od. 1.10: TWV Cx!J06Ev yE, "of those 
things, from some point, at least . . . ). Thereafter, the speech of the 
poet purports ro be melded inro the voice of rhe Muse who, through 
her narration, brings rhe pasr and rhe distanr of the epic story inro 
the presenr and the near, as if it were unfolding before our very 
eyes. The vehicle rhat makes possible rhis shift from our everyday 
presenr ro an imagined epic past is a particular faCLtlty of the Muses, 

l ßakker (2005) 47-55. This special spccch is the cquivalent of whar Nagy (1990a) JD-42 
calls SONG. See also Martin (1989) esp. 147-239, who relarcs rhc characrcrisrics of Ach illes' 
spccch ro rhc poct's own narrarive discoursc; cf. Folcy (1999) and thc concepr of rradirional 
rcfcrcntialiry. T hc norion of pocrry as a form of special spccch gocs back ar lcasr as far as 
Roman Jakobson; sec cspccially Jakobsan (1981), vol. 111. 
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rheir visio n, as rhe famous invocarion precedi ng rhe Caralogue of 
Ships - from which every discussion of H omeric poerics rakes ir 

starr- emphasizes (2.484-92): 

E<JTIETE vvv j.lOl , Mov<Jat '0/o.vj.lma OWj.laT' exov<Jat -
Vj.lEiS yap 6Eai E<JTE, mxpe<rTE TE, i<JTE TE TI<lVTa, 
i)!-lEiS OE KAEOS oTov CxKOVOj.lEV ovoe Tl iOIJEV -
o'i TlVES T)ye1-16vEs l:lavawv Kai Koipavot ~<rav· 
TIAT)6vv o' OVK äv eyw j.lV6Tj<Joj.lal ov5' OVOj.lTJVW, 

ov5' El j.lOl OEKa j.lEV yf..w<r<Jal, OEKa OE <JTOj.laT' ETEv, 
q>wvi] o' äppT)KTOS, xaf..KEov oe 1-101 fJTop evEiT), 
Ei 1-lTJ 'Of..wm6:oEs Mov<rm, f:ltos aiy toxo to 
evyaTEPES, j.lVT)<Jaia6' Ö<JOl VTio "lf.. tov ~f..eov. 

Now, Muses who have your homes on O lympus-
For you are goddesses, are present, and have seen all; 
ßm we hear only hearsay and know nothing -
Go after those who were the Ieaders and marshals of the Danaans; 
I could no t pronounce o r name the mulritude, 
Not if I had ten rongues and ten mouths, 
And an unbreakable voice and if my hean were ofbronze, 
Unless the Olympian Muses, daughters of aegis-bearing Zeus 
Would bring to mind how many came under Ilion. 

The Muses' knowledge depends on rheir omnipresence and rheir 
abiliry ro be present and eyewirnesses of all evenrs; for rhe Greeks, 
ro have seen is ro know.4 Such visual knowledge is far superior ro 
rhe imprecise hearsay rhar consrirures rhe normal human access ro 
evenrs disranr in borh time and space. T he rransmission of rhe Muses' 
vision ro rhe poer is expressed by rhe verb mimneskö, which we usually 
rranslare as "ro remind" or, in rhe middle, "ro remember." The "re-" 
prefix in English suggesrs rhe reperirion of a previous acrion thar 
one has performed or rhe rerrieval of informarion rhar was srored 
at some momenr in rhe pasr. Bur in our poer's invocarion he is not 
asking rhe Muses, daughrers of Mnemosyne, ro repeat somerhing 
he already knows, bur rarher ro provide him wirh a special kind 
of knowledge, visual in irs immediacy, not normally accessible ro 
him or ro orher human beings, bur of which the Muses are rhe 

·1 Sndl (1924) rcmains rhc dassie srudy of rhc visual characrcr of G rcck cpisrcmology. 
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reposirory.5 In possession of rhar vision, rhe poer seems ro convey 
his audience ro anorher place and anorher rime.6 Yer ir would not be 
quire accurare ro say rhar his aud ience is transporred. Rarher, rhrough 
rhe agency of rhe Muses and his performance, rhe poer brings rhe 
deeds of rhe heroes enacred in a disranr time and faraway places inro 
rhe immediate present and imagined proximiry of his audience: 

Telling the epic srory is for the poet very much a matter of seeing it, 
and of shari ng this realiry with the audience in the context of the perfor­
mance ... Remembering an event from the past is bringing it ro the mind's 
eye, seeing ir, and describing ir as if it were happening before one's eyes.? 

Enrry ro rhar world requ ires knowledge of a markedly visual characrer 
rhar rhe Muses imparr ro rheir disciples and, by implicarion, rhe 
visual narure of rheir "re-minding" of rhe poers. The aoidos, in turn , 
transmies and makes presenr ro his aud ience his vision of evenrs by 
various enunciarive srraregies.8 T he extraordinarily high percentage 
of direct speech in Homer - much higher rhan in orher rradirional 
epics- conrribures grearly ro rhis vividness, which rhe ancienrs called 
enargeia. For rhe direcr speeches of an Achilles or an Agamemnon 
shifr rhe deicric cenrer from rhe presenr momenr of rhe performance 
in which we are participari ng ro rhe here and now of rhe characrers: 
rhe G reek camp ar Troy in rhe renrh year of rhe War. 

s Cf. ßakkcr (2005) 141: " Memory in Homcr is nor a rcrricval of srored facrs bur a dynamic 
cognirivc opcrarion in rhe prcscnr, a marrcr of consciousncss or, morc precisely, of rhc 
ncrivntion of consciousness"; "Memory in Homcr, rhcn , is vcry much a marrcr of ehe presenr; 
ir cnacrs, makes prcsent in rhe mosr lireral sense" (143); sec now also ßakkcr (2008). Cf. Ford 
(1992) 53, who rcnders flll/e/1/0SJIIias "mindfulncss," i.c. having o ne's mind full of somcrhing. 
Sec also Simendon (1982); Vernanr (1965) So-89: and Dcricnnc (1967) 9-20. 

Therc scem, howevcr. ro bc degrces of making prcsent; rhe Muses, ro bc surc, posscss rhis 
power ro a supcrlarive dcgree, bu1 :11 Od. 4. 186- 202. Pcisisrrarus "rcmembcrs" (llvftcr<rro yc'xp 
KQTCx 6Uil0V) and wccps ror his brorher Anrilochus who had d icd ar Troy. ß ur Pcisisrrarus 
admirs rhar he ncver cncounrcrcd nor saw (ouöe iöov) him. bur his hosr Mcnclaus mus1 
have secn him (llEAAEIS Be cru iÖilEVOI); hencc in rhis casc Pcisisrrarus' " bringing ro mind" or 
his brorhcr dcpcnds on hcarsay (q>acri). W hcn, howcvcr, rhc Muses makc rhc Ieadcrs of rhc 
G rcck conringcnts present ro rhc pocr's mind , he acrually sccms ro sec rhem arrayed bcforc 
him. For rhc semantic relarion of rhc roor *wid in oidn, "ro havc sccn" and hcnce "ro know," 
and rhe roor 0 11/e/1 in mim11eskö "ro havc prcscnt in rhc mind," sec ßarrolorra (2002) who, 
howcver, docs not sufficicndy emphasizc rhe acrive characrcr of Homeric remcmbcring. 

6 Mackie (1997) 77- 95 argues rlm rhc dominant modcl of sroryrelling in rhc Odyssey diffcrs 
from rhar in rhc !lind insofar as irs subjccr is nor rhc disranr pasr and is in so me cascs 
aurobiographical. Such a modcl also prcsupposcs a di fTcrcnr pocrics and a different rebrion 
ro rhc Muses. 

7 ßakkcr (2005) 63. 146. x Many arc cxplorcd by ßakkcr (1993) and ßakker (2005). 
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If what is absent is made present, rhen whar happens ro rhe every­
day real iries of our Jives whi le we are under the Muses' spell? The 
pleasure produced by the aoidoi relieves us from our o rdinary con­
cerns, griefs, and worries. In early Creek, rhe negarion of mimneskö 
and mneme, the verb lanthanö or the noun Iethe, "to forget, " express 
such a disrraction or diversion rhar casts our mundane cares into 
the background.9 Such pleasurable diversion has somerhing magical 
about it, an enchanting spell, thelxis, which Homer compares to rhe 
powerful pleasure of sex or rhe mind-numbing effecrs of drugs. 10 

Leaving our everyday world behind, we enter one grander rhan ours 
through the Muse-implanted mneme of rhe poet. Apparendy, how­
ever, these rwo worlds are somehow mutually excl usive since, when 
the epic world rouches too closely upon personal experience, rhe 
resulr is not pleasure bur pain, as happens to Odysseus and Penelope 
in rhe Odyssey: the former, when he listens to Demodocus' songs of 
the Trojan War; rhe latter, when she hears Phemius recount the nostoi 
of rhe Creeks. Thus not only does rhe charm of epic distract us from 
our normal cares, but irs power to enchant requires us ro maintain a 
certain distance. The space constituted by epic is thus paradoxically 
borh near and far. 

A sign of the complexity of defining Homeric epic in spatial and 
temporal terms is rhe notorious absence of rhe "historical" or, more 
accurately, the "narrative present," as Fleischman calls it, which is 
characterisric of many epic tradirions and indeed of much of our 
informal storyrelling." (Readers will observe the frequent use of the 

9 The complemenrary character of mim11eskö and /ambn11Ö is made explicit in the formula that 
opcns scveral ofthe Homeric Hymns: IJVricro iJOI ou8e Aa8o1JOI (on which sec ßakker [2005] 
136-52 and Simondon [1982[ 55-59). See also thc passagc in the proem to H csiod's T'lJeogo11y, 
where M nemosyne gives birrh ro the Muses as a ATjOIJOOUVTjV KaKC:w, "a fo rgetfulncss of 
evils" (55); and thc dcscriptio n of thc man who listens to the songs of the noidoi: aT'+'' ö ye 
8vcr<t>pocrvvewv EmAr')8ETat ou8e Tl KTjliEWV I IJEIJVT)TOI, "stra ightway, hc forgcts bis worries 
nor does hc remember his carcs at all" (t02-tOJ). 

10 See Clay (1994b). 
11 Fleischman (1990) 285. Evcn afrer thc hisrorical prescnr had been "discovered," composers 

ofGreck cpic such as Apollo nius did not use it, presumably because ofits absence in H omer. 
Rossi (2004) 125-49 argues that the use of rhe "hisroric prescnt" in Ennius and Virgil derives 
from its use in the hisroriographical rradition; she rhen convincingly disringuishes Virgilian 
from Homeric epic in rhat rhe former uses ve rbal dcvices "to bridge the gap bctween the tale 
of long ago and rhc Ro man reader's collective experience and forge a conrinuum between 
rhe pasr rerold and the presenr perceivcd ... Thc effcct of 'actuali'"'tion' achieved rhrough 
enmgein aims ar furrher cl iding the disra nce between thesc 1:wo separate temporal systcms, 
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present tense in my descriptions of scenes of H omeric combat in rhe 
next section.) In classical Creek, past tenses such as rhe imperfect and 
rhe ao rist have whar is called an augment, an extra syllable prefixed 
to the verbal root, but in rhe earlier stage of C reek rhar we find in 
H omeric epic this augment may or may not be used. Ir has been 
argued that this verbal augment originally had a deictic function 
pointing to the action wirhin the hic et nunc of enunciarion, that 
is, the epic performance, which grants access to the heroic world.12 

This observarion serves to reinforce the ambiguous status of epic 
narrarion: if rhe secondary tenses (aorist, imperfect) indicate acrion 
in rhe pasr and therefore "not now," rhe deicrics- and rhe augmen t­
seem to point to what is present, which again emphasizes the refusal 
of Homeric epic to fit inro rhe usual categories of space and time. Ir 
borh mainrains irs remoteness and is broughr inro proximiry rhrough 
rhe magic of performance. 

A powerful and Starding effect is produced when, in rhe course of 
his imaginative re-enactment of rhe past, rhe poet addresses one of 
his characters wirhin rhe story.13 In the classical rhetorical tradition, 
apostrophe meanr a rurning away from the judge in a court case to 
address someone or something eise as if they were present. In the 
comext of epic performance, we might say rhat rhe poet's auditors 
constitute the judges. H omerists, from the scholia and Eustarhius to 

past and presenr ... for in that way, rhe pasr is played our - in thc trucst mcan ing of 
that cxprcssion - in the prcsenr" (148). Similarly, in rhe French cpic trad itions, Fleischman 
commenrs: "the dual position of rhe cpic singer - at once outside evenrs looking back on them 
and inside them recrca ting rhe dfects of being therc - thar produces ... the conspicuo us 
P[asti-PR[esenrJ alternation thar is likewisc characre ristic of naturally occurring narrarion" 
(265). 

12 See ßakker (2005) 114-35· Basset (1989) argues that the verbal augmcnt distinguishes recit 
or histoire from disc01m bur comes closc ro ßakker's inrerprctation when dcscribing thc 
augmcnted forms in the descript ion of the arming ofl'atroclus ( t6 .tJ0-40): " L' imprcssion cst 
qu' Homcre ne se conrenr pas dc raconrer Ia scenc, mais Ia t!ouuer lt voir" ("Thc impression 
is that Homcr is not conrcnr ro relate rhe sccnc, but 10 mnke ie visible," 15, emphasis 
in o riginal). in the light of rhcsc verbal distinctions, it is worrh rcrcad ing Fleischman's 
di scussion of Romance epic and its use of the Frcnch verbal sysrcm, which of course d iffcrs 
from rhe G reek . Her conclusion: "Thc cpic poer sings what he sccs, bringing the past ro li fe 
in dramat ic performancc, wherc it bccomes imbricated wirh rhe presenr. All orher points of 
view- rhose of rhe hisrorian (I' jasse] Sl implc]), thc memorialist (P[asse] Clompose]) , the 
pa inter (IMP[crfect]) - are backgrounded so rhat of rhe specraror/performer ... is playcd 
out predominanrly in the marked PR[esenr] tense" (273- 74). 

IJ in the !lind: l'atroclus, 16.20, 584, 693, 744, 754, 787, 812, 843; Mcnelaus, 4. 127, 146; 7 .104; 
tJ.60J; 17.679, 702; 2J.6oo; Melanippus, 15.582; and Apollo, 15.365; 20. 152. in the Odysse;• 
only Eumaeus is apost roph izcd. 
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the presenr, have, like the ancienr rhetoricians, emphasized rhe emo­
tional character of such direct addresses; in the Ifiad the poet mosr 
frequendy aposrrophizes symparheric characters. Bur o rher scholars 
have mainrained thar largely merrical considerations are involved. 14 

Here, however, I wanr to accenrua re the enunciative impacr of apos­
trophe, for, as C uller poinrs out, "apostrophe is different [from orher 
tropes] in that it makes its point not by troping on the meaning of a 
word but on the circuir or siruarion of communicarion itself"15 T he 
speaker mo menrarily turns his back on his audience, as ir were, and 
is absorbed in to rhe story world, direcdy addressing a Parroclus or 
a Menelaus as if tbey were standing here and now in the very space 
of performance. T he real world seems to recede as the pasr becomes 
almost paJpably presenr. 16 Bur in apostrophizing his characters, rhe 
poer uses the past tense, which in itself indicates rhe non-presence 
of the addressee. Unique among rhe poet's direct addresses is rhe 
question he poses to Patroclus shorrly before bis death (16.692-94): 

"Evea Tiva ~rpc";'nov, Tiva 8' vcnaTov E~Ev6:p 1 ~as 
Da TpOKAEIS, ÖTE 87'] O"E eeol 66:vaT6v8E KCcAEcrcrav; 
'A8pT)crTOV ~EV ~rpc";'na ... 

Then who was the first and who the last whom you slaughrered , 
Parrocl us, when rhe gods summoned yo u deathward? 
Adrasrus was rhe first ... 

The quesrion is addressed to Patroclus in the vocative, but Parroclus 
is precluded from answering, for bis death follows swifrly upon rhis 
last series of killings. T he heroic past cannot speak to us direcrly; ir 
requires rhe mediarion of rhe poer to be broughr to life. Moreover, 
wirb rhe help of the Muses, rhe bard is not only able to Iis t rhe names 
of Patroclus' vicrims; he also knows whar the hero can not know: his 
impending doom. This knowledge ofhis characters' desrinies, which 
Bakker has termed "srorytelling in rhe furure," 17 again draws us into 

'·I Yamagara (1989) rcviews rhc Ii rerarure and comcs down on rhe sidc of mcrrical ex igencics 
mrher rhan emotional involvcmenr. 

'
5 C ul ler (1981) 135. C uller"s essay is mainly concerned wirh Ro manric and Modern Lyric. 

'
6 

On aposrrophe, sce S. Richardson (1990) 170-74• who regards ir as a fo rm of mcra lepsis 
rhar creares a sense of inrimacy berwccn Homer and his characrcrs. O ne could say rhar ar 
rhe momcnr of aposrrophc, rhc speaker is imaginarivcly closer ro rhc acrors wirhin his swry 
rhan w h is audiro rs. 

'7 Bakkcr (2005) 92-1 13; on rh is passagc IOJ-104. 
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the presenr of performance even as rhe vocarive seemed to admit us 
into the past. T he poer's question to Patroclus, rhe latter's inability 
ro answer, which in turn is followed by the response provided by the 
Muse-inspired poet, can be seen as paradigmatic for Homeric poerics: 
rhe beroic world itself is mute; the M uses can see and hence know ir, 
but only the bard can translare rhar vision into speech for a human 
audience. 

In addition to making the past presenr, H omer also exploirs orher 
devices rhar have rhe opposite effecr, momentarily distancing the 
heroes and their struggles from temporal and sparial proximi ry and 
thrusting them back inro the myth ical past. In the opening ofBook 
12 the perspective suddenly shifrs, and the epic characters are viewed 
as a vanished race from another age, the hemitheön genos andrön 
(the race of demi-gods) . T he repeated phrase, "as men are now," 
likewise draws arrenrion to both the temporal and the qualitative 
distance between an "us," embracing both the poet and his audience, 
and the heroes; the magical nearness created by the Muses' narrative 
is momenrarily sharrered to remind us of our own condirion here 
and now. In addition, cerrain similes, especially those dealing wirb 
homely realiries- I think of the honest wool-worker weighing wool 
for her children (12-433-38), or the rwo men fighring over a boundary 
(12-421- 26) - have a similar effect by suggesting rhe gulf between 
rhe heroic narrative and rhe presenr of the audience's everyday non­
hewie experiences. Burall similes, insofar as rhey shifr from the srory 
world and offer an evaluarion or inrerpretation, usually visual, of 
the action , draw arrenrion to rhe poet as he pauses and becomes 
for a momenr an observer; audience and bard are briefly unired as 
spectators of rhe narrative. 18 We will see later how rhis characteristic 
of similes can be used to effect transitions. Similarly, after the firsr 
invocation of rhe Muse at the beginning of rhe poem rhar brings 

'8 Cf. S. Richardson (1990) 66: "W irh in rhe simile . . . not only is rhe narrator's pan in pre­
senring rh is versio n of rhe srory accenruated; his prcsence is more srrongly cvokcd by rhe 
reminder of rhc world in which rhe discourse rakes placc." C f. M inehin (2001b) 43: "When 
hc uses a s imile, Homcr is brcaking down rhe illusion rhar we arc dirccr obse rvers of rhc 
acrio n. Ar rh esc momenrs he calls his Iistencrs back from rhe sto ryworld ro rhc realm of 
pcrformance and , indirecrly, he reminds us of thc rolc he plays as med iarar and guide." Else­
whcrc (33), she speaks of similes involved in rhe "culrivarion of inrimacy" berwcen rhc poer 
and his audiencc. Also Minehin (2001a) 168: Homer's rc-invocarions "rccall his lisrcncrs, 
remporarily, from rhc srory world ro rhc realm o f performance." For similcs as rhe language 
of immediacy, sec Bakkcr (2005) 114-35. 
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us inro rhe heroic realm, subsequent invocarions such as rhe one 
before rhe Caralogue of Ships, by enunciating the narraror's need for 
divine assistance, disrupt rhe illusion and reinforce our distance from 
rhat heroic pasr. 19 A t the same time, rhe speaking voice, even while 
declaring irs human inadequacy, reminds us rhat it is rhe poet who 
grants us enrry ro rhis enchanting world and thar we are dependenr 
on him to be our guide.20 When he complains of the difficulry of 
his task (apyaAEOV OE ~E TOVTO 6EOV WS TTaVT' a yopEÜO"at, "H ard 
it is for me ro rell all rhese rhings as if I were a god," 12.176) , he 
paradoxically invires his audirors ro admire how weil in facr he has 
managed ro fulfill ir, how skillfully he has cold his srory, and how 
grear is his reposiro ry ofknowledge of rhose disranr events.21 Irs divine 
origin informs his rale and emerges mosr prominenrly in his accounrs 
of rhe gods; ir is, after all, rhe bard who rhrough his intimacy wirh 
the Muses alone has rhe power ro make rhe gods enarges. Indeed , 
rhe interventions and intimate involvemenr of rhe gods in rhe plor 
o f rhe epic are rhe hallmark of rhe difference berween "men such as 
are now" and rhe heroic world.22 Bur again ir is rhe poet who grants 
us access; wirhour him, we would be like the assembled Achaeans in 
Book 1, who observe Achilles d raw his sword , hesitate momentarily, 
and return it to its sheath. Athena's interventio n would be los t to us, 
and rhe poem immeasurably impoverished.23 

'9 Compare also the "faded" invoca tions, where thc M use is not namcd, b ut the poct asks fo r 
information , e.g. "who was the first ... " 

'
0 Oe Jong (1987) 46-53 righ tly insists on the sclf-consciousncss of the o pening invocation 

and thc o nc that precedes the Cataloguc ofShips. She characterizes the shorter invocations 
(2.761-62, 11.218-20, 14-508-lo, 16.112-13) as having an cffcct si mi lar to the lTpwTos/ov 
passages involving a zooming in or giving a close-up of thc parti cular action. Accordingly, 
wc could say that the Muse is asked to focus her vision in a particularly discern ing or detailed 
manncr. 

1 1 ßakkcr (2005) 97-113 also shows how thc narrator's usc of mellcin and his judgments of his 
charactcrs, for example nepios, whilc dista ncing thc audicncc fro m thc narrative likewise 
draw attention to his mastery of thc epic trad ition. Cf. Richardson (1990) 132-39 on thc 
narrator's forcknowledgc. 

"' For ennrgeirt, sec bclow, pp. 29-30; cf. C lay (1983) 13-25 whcrc I discuss thc bard 's superior 
knowledge of thc gods bothin relation to his characters and to his audi tors. 

'J T he view of the Homeric gods as psycho logical projections is predicatcd on the outmodcd 
notion of the primitive memality of "Homeric man"; sec, for instance, Snell (1953) 1-22; 
and Dodds (1951) 1-27. Dodds himsclf admi ts (14): "How much mo rc vivid than a mcre 
inward moni tion is the famous sccnc in !lind 1 where Athena plucks Achilles by the hair 
and warns him not to strike Agamem non!'" (italics minc). For thc perfo rmative character of 
Homcric psychology, sec Russe and Simon (1968). 
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Finally, some passages serve ro bridge the gap berween rhe realm of 
rhe srory and rhe world of perfo rmance. A powerful device rhat simul­
taneously accentuares borh rhe disrance and the proximiry berween 
rhe epic narrative and our own lives occurs when one of H omer's 
characrers describes rhe morivarion for and goal of his acrions "so 
rhat men of rhe furure will hear of rhem." Thus Helen explajns her 
own and orhers' sufferings (6.357-58): 

oTcrtv bri Zevs 6T)Ke Ka Kov J.lopov, ws Kai 6nicrcrw 
a v6pwTTOlcrl TTEAWJ.lE6 ' a olOlJ.lOl EO"O"OJ.lEVOlO"l. 

O n whom Zeus has laid an evi l fare so rhar even hereafrer 
We should be an objecr of sang for men of the furure. 

Here, in rhe insrance of performance, Helen or Hecror or Achilles 
seems to reach our from rhe disrant past ro rheir present audience, 
"men who are now"; and we, hearing rheir exploi ts, fulfill rheir hearr's 
desire ro be rescued from oblivion and remembered rhrough rhe kleos 
aphthiton, rhe imperishable glo ry rhat is rheir reward for rheir exploirs 
and suffering.24 

Another potent mechanism exploits rhe bard's power ro transform 
his audirors into specrarors and even parricipants in rhe srory he 
teils, by occasionally bringing on (in rhe potential optative eirher in 
rhe second or rhird person) a would-be eyewirness ro rhe acrion. 25 

The audience is invited into rhe narrative as a potential observer 
(5.85- 87): 

Tvoet811v 5' ouK O:v yvo!11s n oT€potcrt J.lETELTl, 
i]e J.lETa T pwecrmv OJ.lti\€ot il J.lET' Axmois. 
evve yap OJ.l TTEOLOV TTOTOJ.lc'i) ni\T,6oVTl EOIKWS ... 

'·I Cf. ll.J04-J05, whcrc Hcctor's dy ing wish is not to die without glory: a"A"Aa ~eya pe~as Tl 
Kai ecrcrOIJEVOJcn 1Tu6ecr601 ("'but to havc accomplishcd some great thing fo r cvcn thc mcn 
of the futurc to hear"). Cf. Lynn-Gcorgc (1988) 272: " in its tale of rhe past for thc futurc­
already bclated , after the evem , and always ahcad of itself, tclling what is still to comc- thc 
cpic compounds a sense of fi nitudc with a sense of thc indefini te. T hc work of irnmon al 
glory was alrcady accomplished and is nevcr yct fully completcd." 

lj Secend person: 4·223- 25, 429-31; 5.85-86; 15.697-98; 17.366- 67; third person: 4.421, 539-42; 
13.343-44; 16.638- 40. Cf. de Jong (1987) 53-60; and Richardson (1990) 174-78, who suggcsts 
that the narrator is putting his audience into his own shoes: '" If you could be the narrator 
and could sec what I arn seeing'" (176) . For the use of this device in L~ti n, sec Ki lrnartin 
(1975). For Virgil's solc usc of it in thc dcscription of Aeneas' shield (Aem·id 8.650, 676, 
cf. 691), sec Woodman (1989). 



The sighted Muse 

You would nor have been able to discern on which side rhe son ofTydeus 
belonged, 

Or wherher he kepr company wirh rhe Trojans or rhe Achaeans; 
For he rushed over rhe plain like a river in spare ... 

On occasion the hypothetical viewer evaluates or reacts to the action 
as if he were present, as in this passage praised by Pseudo-Longinus 
where the direct address "makes the hearer seem ro find himself in 
the middle of dangers" (ev iJEcrcrots Tals Ktv8Vv01s notoCicra Tov 
aKpoaTi]v OOKElV crTpEcpm6at [26.r]): 

q>atT]S K' CxK~iiTaS Kai CxTElpEaS CxAATJAOlO'lV 
ävTm8' l:v TTOAE~<j). ws l:crcrv~evws l:~axoVTo. 
You would say thar they were rireless and unwearied 
As rhey srood opposite each other in batrle, so eagerly did rhey light. 

(15.69?-98) 

Bur most often the specraror's powers of careful observation, espe­
cially vision, are emphasized (16.638-40):26 

ov5' äv ETl q>paö~wv mp avl)p L:apTTT]OOVa 5Tov 
eyvw, ETTEi j3EAEEO'O'l Kai at~aTl Kai KOVllJO'lV 
EK Keq>al\T)s e'iAvTo 5ta~mpes es TT65as äKpovs. 

Nor would even an observant man srill have recognized 
Shining Sarpedon, since wirh spears and blood and dusr 
He was shrouded from his head ro rhe rips of his roes. 

Finally, a remarkable passage at the end of Book 4 after battle has 
been engaged for rhe firsttime in rhe poem (539-44) : 

ev8a KEV OVKETl epyov c'xvl)p 6v6cratTO ~ETEA6wv, 
ös TlS ET' äj3AT]TOS Kai c'xvo(naTOS 6~Ei xal\Kc;'l 
5tvevot KaTa ~ecrcrov, äyot 5e 1: Tial\7\as A6iJv'Tl 
XElpos EAoücr', avTap j3EAEWV ampVKOl l:pwi]v· 
TTol\7\oi yap Tpwwv Kai Axmwv fj~aTt Keiv<j) 
TTPT]VEES l:v KOVllJO'l TTap' 6:7\l\i]l\otcrt TETavTo. 

'
6 Note, in addirion ro rhe yvoiTJS ar 5.85 ci red above, i801s (4.223) and iowv (15.343). 4.421 

and 4·429-JI, on tbc otber band, empbasizc audirory pcrccprion. 
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Then a man who came upon rhe barrle could no Ionger luve found faulr in 
ir, 

One who had nor yer been hir or wounded wirh rhe sharp bronze, 
Whirling in rhe midsr of ir, and Pallas Athena would Iead him, 
Taking him by rhe hand, bur keeping off rhe rush of rhe missiles; 
For many of rhe Trojans and Achaeans on that day 
Were srretched out headlong in the dust beside each other. 

I paraphrase: if our anonymaus observer were presenr and viewed 
rhe scene - and yet was not part of it, in fact, was able ro tra­
verse the battlefield unscathed- he would admire the vivid depiction 
of the inrense barrle foughr long ago ("rhar day").27 Ancienr opinion 
is divided as ro whether rhis 6wTr)S represenrs the narrator or his 
audience.28 Or, one could add, the Muses, for they roo are constant 
6wTai (n6:pecrTE). Other passages (13.126-28 and 17.398-99) depict 
rhe gods themselves who "would not make light of rhe battle" (using 
the same verb 6v6crano), which is not surprising, since the perspec­
tives of the gods and the poet have much in common; it is in fact this 
divine perspective that the bard rransmirs ro his audience (cf. also 
13.343f.). lndeed, like Athena here, the poet Ieads his hearers safely 
by the hand. Thus this passage reveals the inrimate link berween 
Muse, poet, and audience. In a discussion of enargeia in the Greek 
hisrorians, Dionysius of Halicarnassus offers a srriking parallel 
(Antiquitates Romm1ae II.J.3):29 

'7 Cf. Maronicis (2004) 22-23, who calls the passage an "epilogue" and spcaks of "a kind 
of narrative conspiracy berween rhe rhapsode and the lisrener, who bmb surreptiriously 
parricipate in rhe final rcvelarion of rhe batde." He also draws attemion ro lines 452-56, 
wbich immcdiarcly prccede tbe batde, in wbich rbe din of cornbat is likened to rbe sound of 
rivcrs in spare beard by a sbepbcrd from afar: "at first we, roo, bcar rbc barde from a distancc; 
at rbc end, bowcver, tbe distance is eliminared and rhc previous bcaring now becomes a 
viewing" (23). 

' 8 Sec dc Jong (1987) 59· wbo circs rhc bT Scbolia ar 4.541; and Eusrarbius 506.6-8, wbo argues 
for thc poet's audicnce: TOIOÜTOS 0 ÖV EiTJ 6EaTi)S 0 TOÜ TTOITJTOÜ CxKpoOTi)S, ÖS OU TWV 
TOÜ TTOAE~ov KOKWV ~ETEXEI, c'x;>..;>..c'x TOÜ TWV TTOAE~IKWV OITJyi)crewv KOTCx voüv c'xrro;l.auet 
KOAOÜ 6ec'x~aToS, c'xKivovvos Ti)v ~CxXTJV rrept'iwv ("Tbe man wbo lisrcns to rbc poct would 
bc rbc kind of spccmror who does not sbarc in d1c cvils of war but enjoys rbe fine spectacle 
of rbe war narrative in bis mind while raking part in rhe barrle wirha ut danger"). 

'9 Cired in Walker (1993) 364. Cf. Aclius Arisridcs, SmJ•mrmts politiws 17.8 (Bebr): rrep1-
TJYEicr6m Kaeampei Ti'\S xetp6s EXOVTO, ~c'xpTvpa TOV 6eaTi)V TWV Mywv TTOIOU~EVOV 
("[sbouldn't] one Iead the specraror around, as if holding bim by rbe band, and render him 
a wimess of one's words?"). Cf. Jordan (1905) 79: "Wir wissen schon, dass die Dichter [sie] 
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f\8ETat yap il 8u::Xvota lTOVTOS av6pwnov xetpaywyovj..lEVT) 8ta TWV 

Mywv ElTI TCx epya Kal llil IJOVOV CxKOVOVO"a TWV AEYOIJEVWV, at.Aa Kal 
Ta npan611eva 6pwcra. 

For ehe understanding of every human being takes pleasure in being led by 
the hand through words to deeds and not only hearing what is said, but 
also seeing what is done. 

In the Iliad it is rhe Homeric bard who takes us by the !und and 
through hisimaginative guidance conducts us safely through rhe fiery 
hearr of battle, allowing his listeners to share in the re-presentation 
of the heroic world rhe Muses have entrusted to him. 

To claim thar rhe Homeric poet makes the past present to his 
audience or that he transporrs them from rhe presenr inro rhe 
pasr - alrhough he manages to do both - does not quite do jus­
rice ro rhe kaleidoscopic and shifring characrer of rhe aoidos' relarion 
ro rhe heroic world of which he sings. I would prefer to describe thar 
relation less in rerms of pasr and presenr than in sparial rerms. The 
world of rhe heroes is not only past but elsewhere.3° The Muses can 
convey it to us not only because they were rhere when rhe Greek 
and Trojans fought but because rhey are presenr (TT6:pECYTE) on rhe 
bartlefield before Troy and are able ro transmir whar rhey witness inro 
our field of vision. 

The preceding discussion has placed special emphasis on rhe visual 
and spatial fearures of the interacrion that unites rhe Muse, the poet, 
and rhe recipients ofhis performance. Cognirive srudies have demon­
srrated rhe imporrance of visual imagery in remembering and, more 
particularly for what concerns us here, rhe role of visual memory 
in storyrelling in oral tradirions.31 Tradirional Storytellers frequenrly 
speak of seeing rhe srory unfold before rheir eyes "like a silenr movie, 
a ser of slides, or even a dramaric play .. . This kind of mental 'seeing' 

der I Iias es lieben, die Personen, mir denen sie ausziehen, an der Hand zu behalten, bis sie 
die, mir denen sie agieren sollen, treffen" ("We already know rhar rhe poers of rhe !/iru/ like 
ro keep in hand rhe characrers wirh whom rhey sally forrh unril rhey encounrer rhose wirh 
whom rhey are ro inreracr"). More on eumgeirt bclow. 

JO Vcrnanr (1965) 87 speaks of "rhe deciphermenr of rhe invisible" and "rhe geography of rhe 
supernarural": "The pasr appears as a dimension of rhe nu-delfl." 

l' Much of rhis paragraph is based on thc discussion of imagery in Rubin (1 995), which I 
havc summarizcd and simplified. Esrock (1 994) offers anorher uscful summary of rcscarch 
in visual imagcry. 
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was sometimes described to be so vivid as to approach eiderism."32 

An 86-year-old traditional Gaelic sroryteller, who claimed ro rell rhe 
old srories "jusr the way I heard it," described how he "saw" the story: 

[O)nce you gerstarred on it, and it's there in your mind, you can see the 
whole rhing before you there. All you have to do is follow it ... I don 't rhink, 
unless a person could visualize it in that way, that he could remember the 
whole of it so weil at ali.Jl 

In sofaras a story can be visualized as an itinerary, it can be mapped, 
and rhat carrographical represenration offers a spatial version of the 
verbal plot. The mapping of one such traditional rale produced a 
remarkable symmetrical loop.H Bur lest it be thought that such "plot­
ring" and visualizing is only a fearure of oral or illiterate societies, I 
refer the reader ro Nabokov's wonderful Lectures on Literature and his 
various maps and plans of Gregor Samsa's aparrment and Dr. Hyde's 
house, of rhe trajectories of Bloom and Daedalus in Ulysses as they 
wind their way through Dublin, or rhe choreography of an outing ro 
an English country estate in Mansjield Park: "We must see things and 
hear things, we must visualize the rooms, the clothes, the manners of 
an author's people. The color of Fanny Price's eyes in Mansjield Park 
and the furnishing of her cold litde room are imporranr."J5 

Research has shown rhat imagery, that is, a mental visual repre­
sentation ("seeing in the mind's eye") is a system analogous to per­
ception and "uses rhe same parrs of the brain as visual perception. "36 

In addition, there appears to be a neural disrinction berween object 
perception that describes and idenrifies objecrs and spatial perceprion 

Jl Labrie (1981) 91. Cf. Labrie (1983) 230, quaring anorher sroryrcller: "As you go along relling 
rhe srory, weil there is somcrhing like a road rhar opcns up before you, rhe samc road of rhc 
imaginarion rhar you rook rhc firsr rime." 

JJ Macdonald (1 978) prcsenrs a translarion ofrhc whole inrcrvicw, where rhc sroryrcl lcr, Donald 
Alasdair Johnson, also menrions rhe nced ro rcll rhe srory from rhc bcginning, as he visualizes 
ir, and rhe danger of disrracrions during perfonnancc. In anorher inrcrvicw, MacDonald 
(1981) elicirs similar formularions from anorher informanr: "if I couldn'r sec a picrure ... I 
couldn'r rcmember it"; bur whcn pcrforming a short pocm wirh which the srory cnds, he says 
"you don 't make a picrure ofthat at all" (121), which confirms the distinctness of verbal and 
visual memory (the ancienr memorin rerum as opposcd ro rhe memorin verborum). Alasdair 
Johnson also claimed ro sec a picture when listening ro a srory. Sec also Bruford and Todd 
(1996). 

H Labric (1983). Sec also my analysis of !lind 17 bclow. 
Jl Nabokov (1980); quotarion on p. 4· 
l6 Rubin (1995) 57· For a reccnt survcy of rhc ficld, sec Shah and Miyake (200 5). 
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rhar situates objects in space. This disrinction also finds a COunter­
part in object imagery and imagery involving spatial orienrarion.37 

While verbal recall and visual memory involve different systems and 
are centered in different parts of rhe brain, visual imagery, especially 
rhe sparial variery, can be a powerful aid to memory. Thus, if I am 
given rhe task of memorizing a lisr of rwenry hausehold irems, my 
performancewill be substantially berrer ifl imagine rhem in a specific 
location, say, in my apartment. I will return later ro rhose mnemonic 
rechniques, borh ancient and modern, rhar have exploired rhis 
correlarion. 

Unril recently, Homeric srudies have emphasized verbal reperi­
rions, and metrical shape as mnemonic devices. Bur a grear deal of 
rradirional sroryrelling is composed in prose: 

Alrhough rhe insighrs ofParry and Lord inro the use offormulae and rhemes 
have opened our eyes ro several aspecrs ofhow epic narratives are produced, 
rhey are of lirrle help in explaining rhe mnemonic processes which come inro 
play when rhe singer is singing his rale ... Moreover, if an oral narrative does 
not depend on the use of meter but is recounred in a free prose sryle, rhen 
rhe findings of rhe Parry-Lord school do not provide the scholar wirh rhe 
appropriare roo ls ... Bur how do rhe memories of sroryrellers who do nor 
have recou rse ro merer fu ncrion ?38 

No one can deny rhe crirical imporrance of Pan-y's discoveries for 
an undersranding ofHomeric composirion, bur rhese srudies of non­
merrical prose Storytellers have demonsrrared rhe crucial role of visual 
imagery and memory; as Rubin concludes, "oral rradirions appear ro 
be remarkably spariaJ. "39 We are beginning to see rhe applicarion 
of cognirive srudies to Homer and a growing recognirion of rhe 
importance of visual and sparial imagery in epic composirion.4° 
Rubin elaborares on irs funcrioning: 

l 7 Sec CourtnC)' er nl. (1996} 39-49. AsSmall (1997) 108 norcs: "Thc hisrory of an rcaches us, 
rhcn, rhar thc visual rcprcscnration of things develops scpararcly from rhc rcprcsenrarion of 
rhc locarion of rhcsc same rhings in spacc." Thc masrcry of vanishing-poinr pcrspecrive in 
arr is a Renaissance phenomcnon. 

JS Bruford and Todd (1996} 8. l9 Rubin (r995) 59· 
'10 While grearly advancing rhe application of cognirivc srudies ro rhc Homcric poems, 

Minchin's book rarher undcresrimares rhc imporrancc of visual, cspccially sparial imagcry, 
parricularly in rhc !lind. Shedwclls more on objccrs and similes involvingdcscriptive memory 
(Mi nchin (woraJ•oo-sS}, which, as we have sccn, operarcs diffcrcnrly from sparial visual­
i7A1tion, whose crirical rolc in rhc !litttl l will clcmonsrrarc. Shc docs, howcvcr, speak of sparial 
mcmory in rclarion ro rhc Odyssey (117-19) as weil as rhc Caraloguc of Ships (84-87}, on 
wh ich sec p. 117 bclow.lnrcrcsringly, R. Rabcl, in his rcvicw ofMinchin (BMCR (hrrp://ccar. 
sas.upcnn.cclu/bmcrhoOJhooJ-t2-09.hnniJ) bclicvcs rhar Minehin ovcrcsrimatcs rhc rolc 
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[I]magery has many srrengrhs as a way of increasing rhe memorabili ry of 
an oral tradition. Imagery is one of our most powerful mnemonic aids. Ir 
is especially useful where rhe rapid retrieval of information is important, as 
ir is in singing ro a fixed rhythm, and where spatial Iayout and inreracring 
components of a scene offer additional forms of organization. lmagery, by 
its very nature, also seems weil suited for rhe rapid rransformarions and 
acrions ... rhar mostoral rradirions require ... In an oral rradirion, imagery 
involves rhe rransformarion of a sequenrial verbal in pur into a sparial image 
and back ro a sequenrial verbal ourpur.4 ' 

In orher words, the poet who works in an oral tradition takes the 
verbal component ofhis story and acrually sees ir playing like a movie 
in his mind's eye and rhen is able ro rranslare rhis vision into words 
rhat allow his audience ro share in his vision. This phenomenon is 
encapsulared in rhe old rerm enargeia, rhar characrerisric vividness 
so much admired by the ancient critics of the Homeric epics, as rhe 
image seen by the poer and conveyed rhrough his words so as to 
make rhem visible and present to his lisreners so rhar his auditors are 
rransformed into specrarorsY 

The interchangeabiliry of rhe visual and rhe verbal consrirures an 
implicir cornerstone of Homeric poerics and rhe enargeia to which 
ir aspires. The equivalence of rhe "sisrer arrs" became rhe explicit 
foundarion of Renaissance aesrherics unril ir was challenged by Less­
ing, who ar rhe beginning of his Laokoon cires rhe Simonidean die­
rum, ut pictura poiesis, calling ir "rhe brillianr anrirhesis of rhe Greek 
Yolraire."43 Emphasizing rhe incomparibiliry of rhe visual arrs and 
poerry and drawing his examples primarily from rhe !Liad, Lessing 
argued rhar painring musr depicr things in sparial proximiry ro each 
orher (nebeneinander) whereas poerry, since ir belongs to rhe sphere of 

of visual imagery in Homcr. Since rhen, Minehin has in facr rurncd her arrenrion ro spatial 
memory in "Spatial Memory and rhe Composirion of rhc !lind" (woB). which pursues an 
argumcnr similar ro rhc onc cspoused herc. 

4' Rubin (r995) 62. 
42 On el/(trgein, sec Wcbb (r997); Manicri (1998}; Ford (r992) 49-56; Walker (1993}; Zanker 

(1981); Meijering (r987); Calame (199r), who rakes issue wirh Zanker's somcwhar sraric view: 
enmgein refers not so much ro descriprions of rhings (= ekphrmis}, bur ro rhc narrarion 
of cvcnrs. Dubel (1997), however, argues rhar ekp!mtsis as a ß.6yos 1TEp1T)YT)~OTIKOS "esr 
un discours gcographiquc ... Elle csr rccir de voyage, represenrarion d'un itinerairc ficrif 
du narrareur, eile eherehe a faire voir ce qu 'ellc dccrir" ("a geographic discourse ... Ir is a 
narration of a voyage, a reprcsenrarion of a ficrional irincrary of rhe narraror, ir arremprs 
ro makc visible whar ir dcscribes," 257). in Homcr, rhe adjccrive enmges is uscd ro describe 
gods who arc recognizably presenr ro rhc morral acrors (!/. w.rJr; Od. 3.420, 7.201, 16.16r}; 
in Od. 4-841 ir is uscd of Pcnclopc's drcam scnr by Arhcna. 

·IJ Lcssing, "Vorrede," Lnokoon (cd. Srcnzcl, 582). 
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actions in progress <fortschreitende Handlungen), is rhe art of tempo­
ral sequence (nacheinander).44 The Laokoon's coundess insights and 
brilliant inrerpretations of Homer do not, in my opinion, depend 
on Lessing's cenrral rhesis. His insisrence on rhe static character of 
rhe visual arts rhar cannot compete with poerry's movement and 

temporaliry could obviously not rake inro accounr rhe an we call 
rhe "movies" rhar embraces borh. To be sure, rhe Homeric poet also 
could not go to rhe movies, but his divine Muse can zoom out for a 
sweeping view of rwo armies charging, focus in on blood sparrered 
chariot wheels or rhe perfect breasts of Aphrodire, fade inro an infor­
mative Iinie Aashback, or fast forward ro anricipate a warrior's dearh, 
or cut berween rhe Trojan and Greek camps.45 

However rhar may be, Lessing has had a crucial ifindirect influence 
on Homeric srudies rhrough rhe work of the Polish scholar Thaddaeus 
Zielinsh46 On rhe basis ofLessing's aesrhetic, Zielinski claimed rhar 
you cannot visually focus simultaneously on rwo or more acrions. 
Moreover, not only is ir impossible ro visualize rwo concurrent events, 
bur you also cannot describe ehern simulraneously in wordsY I must 
leave rhe truth of rhe firsr proposirion, actually rhe only one Zielinski 
called a "law," ro cognirive psychologisrs. Commonsense would seem 

ro affirm the second: verbal communicarion, wherher oral or wrinen, 
is sequenrial. In fact, you cannot teil rwo srories at rhe exact same time, 

no matter what their temporal sequence. Bur various verbal cues are 
available, eieher on the part of the narrator or one ofhis characters, ro 

indicate wherher an evenr occurred prior ro or after anorher action. 
And as we have seen, in rhe context of epic performance, references 
to rhe furure in relarion ro rhe srory time may point ro rhe hic et nunc 
of performance. Thus Helen can refer to her furure incorporation 
inro the song we are hearing. The verbal medium treats simultaneous 
action similarly; it uses verbal markers (for example "meanwhile") ro 
indicate their simultaneiry. 

+I Lessing, eh. 16 (cd. Stenze! , 620-21). 
45 Sec de Jong and N ünlist (2004). 46 Zielinski (1899-1901) 
47 C f. Scholium T at 12.199 whcn wc leave Asios fo r Hcctor: a AÄ ä~a 1TOVTa "Aey e1v aövvaTov 

("Bur to teil everything at once is impossible"). As Seeck (1998) 132 nores: we have only one 
brain and o ne mouth. Secck 134 invenrs rhe nice concept of "philological t ime," which he 
defines as the atrempt by philologisrs to recken rhc lcngrh of rime of, say, Tclemachus' sray 
in Sparta. 
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Zielinski examined Homer's strategies for depicting concurrent 
acrions; he never, as a popular misconception has ir, claimed rhat 
Homer was incapable of depicting events that occur ar rhe same 
time; rather, he claimed that Homer never recounted one action and 
rhen went backward in time ro pick up the second narrative srrand48 

nor made use of his characters' speeches or his own voice to fill in his 

audience on evenrs taking place at the same time. While these claims 
are not, srricdy speaking, true and clearly admit of exceptions,49 
Zielinski went on to insist that Homer used only one technique 
that involved jumping from one field of acrion ro anorher and back 
again ro give rhe illusion of simulraneiry. The poet would choose 
the moment of transirion from one scene ro anorher when rhe firsr 
had come eieher to a moment of rest or to a point of conrinued 
but undifferenriared motion. When, however, an action involved 
just such continuous movement, for example rhe heralds' journey ro 
Troy and the Greek camp respectively before the duel of Paris and 
Menelaus in Iliad 3 (n6; cf. 3.245), Homer would fill rhar temporal 
inrerval wich an episode because of what Zielinski labeled an aesrhetic 
horror vacui. The resulr was an episodic srrucrure rypical ofHomeric 
epic such as, for instance, the inserrion of rhe Teichoskopia (the view 

from rhe Trojan wall) during rhe heralds' mission ro fetch Priam 
from Troy (3 .121-244). Many of us would be surprised ro consider 
the Teichoskopia a "filler" used ro occupy rhe time required by rhe 
heralds' displacement. That time, however, is not "required." Homer 
can exrend or compress a journey at will. lndeed, Priam's journey from 
Troy ro rhe sire of rhe proposed duel takes only seven lines (3.259-66) 
and his return only four (3-310-13). Bur Zielinski's inrerprerarion is 
inreresring because ir suggesrs rhar Homer acrually creared or soughr 
out opporruniries for rhe insertion of simulraneous acrion, rarher rhan 
considering it a problern ro be avoided. Zielinski here also slips in an 

48 For a refurarion, sec Nünlisr (1998). 
49 Rengakos (1995) ofTers rhe mosr dera iled account and refurarion ofZielinski's inrerprcrarions 

of specific Homeric passagcs. For d1c Odyssey, sec also O lson (1995) 9o--119, who rakes issue 
wirh me work of Delebcque (1958) and (1 970), whose rheories were inspircd by Ziel inski. lt 
is worrh noring thar Arisrode, Poetics 1459b24-27, disringuishes rragedy from epic precisely 
because the fo rm er is unable to ä~a 1TpaTT6~eva rroAAa ~EPfl ~~~eio6m ... ev öe Tij 
ETT01TOii<;:t Öta T6 öniy flolv elvm EOTI TTOAAa ~epfl ä~a rro1eiv mpmv6~eva (rragedy 
cannor " imirare many parts of acrions occurring simulraneously ... bur in epic because ir 
is narrated, ir is possible to describe many different parts simulraneously"). Depictio n of 
multiple simul taneaus acrions, rhcn, appears ro be a characrerisric fearure of epic. 
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evaluarion of whar consrirures rhe Haupthandlung ("main acrion") 
as opposed ro the Nebenhandlung ("secondary action"), which can 
on occasion be suppressed or simply assumed. 50 In the case of rhe 
Teichoskopia, Homer's framing of rhe preparations for the duel over 
Helen's fate and rhe subsequent duel irself has far less ro do with 
filling rhe required time. The inserred scene allows us to see both the 
cause of the battle and its prize: the enigmaric Helen herself 

In exceptional cases, according ro Zielinski, when the strategy 
of "jumping" from one scene ro another did not present itself, or 
both concurrent events had equal weight and hence needed ro be 
narrated in full , rhe poet would make it appear that rhey rook place 
one afrer another whereas in realiry they were simulraneous. In other 
words, here the illusion of simulraneiry is suppressed even though the 
acrions are indeed simulraneous. This rather odd and counterintuitive 
asserrion is predicared on the notion rhat Homer does not regress 
remporally, thar his acrion is always forward moving. 

I am not interesred in disproving this claim, as others have, by citing 
counter-examples from rhe Homeric poems.5' Nor am I interested in 
dealing wirh Fränkel's argumems thar build on rhose ofZielinski con­
cerning Homer's supposed Iack of a notion of time. 52 What concerns 
me here and is relevant to our overall discussion is tbat Zielinski bases 
his whole argument on the fact that Homer is a schauender Dichter. 
Throughout my own discussion, I roo have insisted on rhe visual 
character of the Iliad's narrative, and yer Zielinski's model strikes me 
as fundamentally flawed. He represents Homer as an eyewitness ro 
an acrion rhar always moves forward. In warehing an action unfold­
ing before us, we cannot, it is true, srop to turn the clock back and 
demand a replay- at least not before rhe days of relevised basketball 
replays; and even in the era of mulri-rasking we also cannot give 
our full attention to two actions occurring at once. So, in order to 
include borh Strands, we can eirher go back and forrh between rhem 
according to Zielinski's "analysirend-desultorische Methode," or first 

5o T his would be a version ofZielinski's " reproducirend combinamrische Methode." 

5' Aga in, sec Rengakos (1995) and NUnlist (1998) and now for a balanced presenta tion of the 
d ebate, Scodel (2oo8) 107-25, who rightly suggests that "the d ebates about Homeric time 

h ave emphasized mo much what " really" happens in the Story, and not enough how the 
hearcr actually cxperiences d1e Aow of thc narrative information" (p. 109). 

5' Cf. Fränkel (1968). 

The sighted Muse 33 

follow one story and then another. But in fact, a pure spectaror, 
recounring only whar he sees in front ofhim, cannot do rhis because 
he cannot go back in time. Zielinski then claims rhat H omer solved 
rhe problern by making it appear that the two Strands are sequen­
rial (scheinbare Handlung) whereas in realiry (wirkliche Handlung) 
they are concurrent. This could be a narrative device (although not 
one used by Homer, and more suired ro flipping pages in a book 
rather than listening ro a story), but in any case it is not a spectator's 
device.53 While an eyewirness is obliged to observe an acrion unfold­
ing sequentially, a narrator is under no such compulsion. Language 
allows him to situate himself in temporal proximity to the action he 
describes by using, for example, rhe presem rense. Bur as soon as he 
dissociates hirnself from rhe action by, for instance, employing a past 
rense, he declares rhat the action is not here and now bur elsewhere. 
As soon as an action is not rhe immediate account of what is going on 
before one's eyes, rhat is, Ilnow/here deixis, rhere is no compulsion 
ro reU a srory in the sequence in which a putative onlooker would 
have perceived it, rhat is, in strictly chronological order. As for rhe 
audience, its vision of rhe events recoumed by the poet is purely 
imaginary; however vivid these figmems of their imaginarion may 
be, they are bound neirher in space nor in time. 

I make all this fuss because the visual aspect of Homeric narrative 
rhar I have emphasized rhroughout rhis study, irs enargeia, is inde­
pendent of its sequential arrangemem . Enargeia resides in rhe man­
ner of recounting individual episodes rarher rhan narrating rhem in 
strict chronological sequence. An obvious example is rhe well-known 
scene involving Odysseus' scar (Od. 19.386-470) where rhe old nurse 
Eurycleia rouches rhe scar while washing rhe beggar's feet, and rec­
ognizes her masrer. Although one may dispure Auerbach's overall 
interprerarion of the passage rhar posits our forgetring of rhe frame­
werk of rhe digression as we learn rhe origins of the scar, one can 
neverrheless agree wirh his judgment of rhe vividness of rhe "digres­
sion" rhar fills rhe interval between Eurycleia's recognirion of rhe scar, 
and her surprised reaction.54 T he vividness of rhis digression does not 

53 For later epic, sec Mehmel (1940). There is, m be sure, a vast Iite ra ture on space and time in 
rhe modern novel rhat revisits thcse issues; sec, for instance, Sappok (1970) . 

54 Auerbach (1953). De Jong (1985) a rgues that the digression is focalized th rough Eurycle ia's 
eycs, w hich docs not invalidate my argumcnr. Sec a lso ßakkcr (2005) 56- 70. 
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arise from the unfolding of an action in its temporal sequence; on 
rhe contrary, rhe time frame shifrs backward from rhe present scene 
in rhe palace of Odysseus, and rhen ro the incidenr of rhe boar's hun t 
when the young Odysseus first acquired rhe scar, and back beyond 
rhat, to the birth and naming of rhe hero - and rhen back again 

ro the narrarive's present. Yet despite irs disruption of rhe temporal 
framework, each scene possesses the vividness or enargeia Auerbach 
so much admired. The retrospecrive sequence that opens the 1/iad, 
which reaches back from rhe quarre! of Achilles and Agamemnon 
(where rhe Muse has been instructed to begin) to Apollo 's wrath and 

Chryses' supplication rhen forward to rhe plague, loses none of irs 
vividness - neirher rhe callousness of Agamemnon's refusal nor rhe 
awe-inspiring descent of rhe plague god- because rhe temporal order 
is violated.55 To take another example, on rhe shield of Achilles each 
of the elaborate scenes possesses vividness and movement, but rheir 
erdering is not chronological. Alrhough there is an overall sequence in 
Hephaestus' making of each image, the individual scenes themselves 
do not presenr a temporal sequence. Rarher, rhe rela rion berween 
them is contrasrive, crearing a play of meaningful juxrapositions.56 

In an influenrial arricle Joseph Frank cires rhe famous scene 

in Madame Bovary rhar cinemarographically curs back and forrh 
berween rhe country fair, wirh irs bioviaring offleials and sundry barn­
yard noises emanaring from the various animals, and Emma Bovary's 
rryst wirh rhe sleazy Rodolphe as a model for sparial form in rhe mod­
ern novel. Temporal progression halrs , bur meaning inheres in rhe 
juxtaposirion and inrerplay of simultaneaus evenrs .57 Like so much 
eise rhat seems innovative, rhis conrrapunral rechnique is already ro 

H lro nically, these opening lines of rhe !lind offer Generre's ( [198oJ 36- 37) lirst and paradig­
matic example of narrative anachrony, rhat is, the violarion of strict temporal progrcs­
sion, whilc the incidcnt of O dysscus' scar scrves as Gencn e's model for exrernal analepsis 
(pp. 48-49). 

16 C f. Schadcwaldt (1965a) 329: "Polar sieht er [Homcr] die Welt, pola r führt er- im Kleinen wie 
G rossen - das G eschehen" ("Homer sees rhc world in rerms of polarities, and he srrucrures 
his narrative- borh in !arge and in small - through polariries"); and " Die ganze epische 
Handlung steht unter dem Gesetz der Polarität, die hier im Bereich d er künstlerischen 
Wirkung auftritt als Kontrast und Kontrapost" ("The entire epic action obeys rhe law 
of polari ry, which manifesrs irself hcre in rhe rcalm of aesrheric effect as cantrast and 
contraposition," p. 369). Sec also Schadewaldr (1966) 133- 34. 

17 Frank (1963) 14- 17 (fi rst published in 1945). As might be cxpccrcd , Frank begins his discussio n 
with Lcssing. 
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be found in Homer. His juxraposition of scenes is frequenrly fa r more 
important than their temporal progression. Two immediate examples: 
in rhe encounters of Hecror wirh Hecuba, Helen, and Andromache 
in Iliad 6, rhe temporal sequence is secondary to the "rising scale of 
affection," and to the juxtaposition of the dysfunctional relationship 
of Paris and Helen with the loving marriage of Hecror and Andro­

mache. Similarly, the quarre! on Olympus rhat easily dissolves inro 
waves of laughter at the end of Book r does not so much follow 
rhe baneful terrestrial srrife of Agamemnon and Achilles as stand in 
c011trast ro 1 t. 

Whether supporting or criticizing Zielinski's views, discussions of 
Homer's narrative temporalities tend to have a very narrow and tech­
nical focus.58 Caught up amid the rrees, they rarely glance up ar the 

grand forest ofHomer's temporal strategies. The sophistication of rhe 
Iliad's manipulation of time, its violation of temporal verisimilitude, 
emerges as it rerrogresses to the War's beginning and poinrs forward 
to irs ending so thar rhe whole Trojan War is encapsulated into a 
few days.59 To give only the most obvious examples: the replay of 
Paris ' seduction of Helen and the duel berween her rwo husbands in 
Book 3, not to speak of the notoriously misplaced Catalogue of Ships 

18 Iris perhaps worth pointing out rhar Z ielinski bimself suggcsted rhar bis srudy was largcly a 
means to a further end. At the end ofhis essay (449) he announces bis intenrio n to Iook at larer 
epic where "dieses Gesetz durchbrachen worden ist" ('\vhere this law is violated ") and "die 
Bedeutung unseres Gesetzes für die ho merische Frage zu erörtern " ("ro explain rhc mcaning 
of our law fo r thc Homcric Qucsrion"). C f. bis ca rl icr (419) enigmatic pronouncemenr: 
"Ausscrdem schwebten dem Verfasser noch andere Ziele vor, die besser erreicht werden , 
wenn man von ihnen nicht redet" ("Morcover, rhe author bad o ther aims in mind, which 
are better accomplished if onc docs not spcak of them"). O nc can gucss rhar Z iclinski 
inrended to use bis study to make an argumenr for the uni ry of H omer, or at least the 
!lind; but rhcre is no way of knowing wh)' hc gave up thc projccr. Much work on orhcr 
epic traditions has bccn inspired by Zielinski although bis arguments on the treatmenr of 
synchro naus evcnts havc bcen rejected ; of special inrcrcsr is Steinhoff (1964) 25-43, who 
anai)'Zes the tempo ral and spatial structurcs of thc claborate sccond battle in Wolfram's 
\Y/illebnlm, whcre Mnsseuschlncbr is fo llowcd by Ei uze/kämpft. 

19 Sec Sternberg (1978) on Homcric exposition and its relario n ro rhe doctrine of in medim 
res: 35-40 o n the !litU! and 56- 128 on the Od)'Ssey. Again , Srcrnbe1-g's focus is on the 
modern novel, bur, like Genette and orher theoreticians, he finds much in commo n wirb 
H omcr's narrative techniques. As Nünlist (1998) 2 poims o ut: "Die Forschungsergebnisse 
der letzten Jahre . . . lassen dagegen die Erkenntnis wachsen dass das H omerische Epos sich 
nicht kategoricH von anderer Er7A'ihllirerarur unterscheidet" ("Thc results of recenr research 
have incrcased the rccognirio n that Ho mcric epic does not d iffer categorically from othcr 
narrative litcrature"). This judgmenr, while basically corrcct, undervalucs the imporrance 
of oral performancc. 
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and the temporal absurdity of rhe Teichoskopia- all berray a sovereign 
mastery over rhe coordinares of time rarher d1an an enslavement to 
irs regularions. The meaning of these brilliant episodes rhar encom­
pass most ofBooks 2 to 7 has nothing to do wich rheir chronological 
sequence. 

I may have made heavy going of my critique of Zielinski, bur rhe 
underlying issue has been rhe importance of dissociaring enargeia 
from certain widely held views of the strucmre of Homer's narrative. 
Imaginative visualizarion and irs verbal representation in narrative 
do not require chronological sequence; as we will see, Homer can 
manipulare simulraneous or sequential acrion with equal vividness. 

Many scholars have called attention to rhe cinematic character 
of Homer's narrative. Most recendy, Martin Winkler has offered an 
illuminating discussion of rhe !Liad's cinematic devices including rhe 
filmic characrerisrics of Homeric similes and ehe scenes on Achilles' 
shield, both as they might be produced by a director and as rhey 
would be received by an audience.60 Van Wees, on rhe other hand, 
focuses on descriprions of combar: 

Homer construcrs his barde scenes much as a film director mighr do. He 
opens with a panoramic image of rhe forces drawing up and advanc­
ing, rhen zooms in on the action, and rhereafter curs back and forrh 
be!Ween close-ups of the heroes of rhe rale and wide-angle views of rhe 
armies at !arge. Ouring close-ups, rhe general acrion recedes into rhe back­
gmund or falls outside the frame ... The background, however, is never 
forgotten. 6' 

While highlighting the visual character ofHomeric combat narrative, 
rhis description emphasizes ehe narrator's perspective as he surveys 
rhe bardefield, focusing his attention now on one duel, now on 
another. Bur it neglects a second element, distinct, but coordinate 
wich ehe first. 62 Just as Homer may shift his gaze, his characters may 
likewise move from one sector of the batdefield to another, and their 
arrivals and departures have narrative consequences. To pursue the 

60 Winkler (2007) 46-63. 
6' Van Wees (1997) 673-74; Latacz (1977) 78 also uses the metaphor of the zoom Jens. Oe Jong 

~nd Nünlist (2004) 67, n. 6, poinr out rhat, stricdy speaking, one cannot speak of zooming 
Jn. 

61 The disrincrion here resembles narratologists' story and discourse or fobuln and sjuzelu, but 
my interes t is primarily on thcir visual and spatial dimensions. 
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cheatrical metaphor, rhe analysis that follows will largely ignore the 
speeches of ehe actors and insread focus on their entrances and exits 
and their movements wirhin the space of the battlefield - in other 
words, rhe explicit or implied stage directions. lt willlikewise bring to 
ehe fore the narrator's verbal indicarions of locations and rransi tions 
that permit us to follow his staging of the Trojan batdefield. 
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