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ABSTRACT OF THE THESIS
Inventing Meta-Epic: Self-Consciousnessidyssey 8-12
By
Darby Cameron Vickers
Master of Arts in Classics
University of California, Irvine, 2015

Professor Zina Giannopoulou, Chair

Self-consciousness in the Homeric poems has beahjact of much scholarly attention
over the past three decades. Much of this schoparsts focused on scenes of storytelling that
take place within thdiad and theOdyssey. Much of that work analyzes tl@dyssey as a literary
text. Since th®dyssey is the extant textual byproduct of an oral traditil use Jan Vansina’s
model of speech types in oral societies to analyealifferent types of oral traditions that appear
within the text. | focus o®@dyssey 8-12, which take place during a day of athletiotests and
feasting on the island of Skheria. Storytellinghie central to these books. Qulyssey 8,
Demodokos, a blind bard, sings three songs. Bodk® &e Odysseus’s first person recitation of
his own adventures. Interspersed with bardic samgspersonal narrative, there are also
moments where characters give anecdotes abouatitegtype of speech | term historical
gossip. Each of these types of speech has twaclistudiences, an internal audience and an
external audience. In conjunction with the analgdiaudiences and Vansina’s model of speech
types, | utilize Jonas Grethlein’s model of tempadigisions that appear in representations of the
past in the speech of Homeric characters. Emplayirsgcombined methodology, | argue that
there is sufficient evidence Ddyssey 8-12 to show that the oral society that produtedhs

conscious of the process though which these aditions were created.
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Introduction

Odyssey8-12 recounts a day of feasting on the islandkbiea and Odysseus’s
recitation of his post-Troy exploits; this sectiointhe Odysseyncorporates various types of
speech, including bardic song.@uysse\8, Demodokos, a blind bard, sings three songsiguri
a day of athletic contests and feasting on SkHeFiso of Demodokos’s songs—the first and the
last—recount stories from the Trojan Wddpon hearing these Trojan tales, Odysseus weeps.
This tearful reaction prompts Alkinoos, king of tRkaiakians who inhabit Skheria, to request
that Odysseus introduce himself. In response, @dgsdiscloses his name and embarks on an
extended personal narrative detailing his adveathetween his departure from Troy and his
arrival on Skherid.Odysseus’s speech constitutes almost the entfédygyssey-127 Thus,
the narrative 0Odysse\B-12 juxtaposes Demodokos’s songs with Odyssewssunt of his

adventures.

! The first song tells the story of the quarrel bsw Odysseus and Akhilleus, which the oracle apiiel
prophesized to Agamemnon would mark a turning jpojnthe Trojan War@d. 8.73-82). The second song recounts
the affair of Ares and Aphrodite. After Helios seMephaistos, Aphrodite’s husband, of the adultelaison, and
Hephaistos sets a trap for them. When they arehtanighe golden net, Hephaistos threatens to #gdodite
back to her father, Zeus, but Poseidon arguesitest should pay a penalty and offers to stand as’Aisurety@d.
8.266-366). The final song narrates the eventshthppen at the very end of the end of the Trojan, When the
Trojans bring the Trojan Horse inside their citylwand the Greek soldiers pour out of it to sdukdity Od.
8.499-520).

2] exclude the second song, the affair of Ares Apdrodite, from my analysis because it accompaaigance.
Oswyn Murray concurs, arguing that it representseséorm of choral poetry, rather than epic: “théyather
occasion of performance mentioned in the Odysstheisay of Ares and Aphrodite, sung in public bgrBodocus,
together with a dance by a chorus of young merb@8-366). It is not clear whether these are two Is¢pa
entertainments, followed by a third ball danceasingle ‘narrative dance’; if the latter, this idsurely suggest
that Demodocus’ song was (like that of the Musedsb@iliad) in some sense choral rather than in epic metre”
(Murray 166). While the choral nature of the daisceot apparent in the text—certainly Demodokasriging in
contrast to the boys who are dancing—but, nonegkeleis clear that this is not an epic song wéetr not it can
strictly be considered choral.

% Odysseus'’s story iBdyssey-12 is in chronological order of the events asthappened, but he does leave off
the final portion of the story (travelling from Kalso's island), because he has already recound¢gént of the
voyage Qd. 7.240-297).

* This section is also known as the Apologoi.



Despite the close proximity between Demodokos’'gs@nd Odysseus’s story within the
overall narrative, these two performances constitute two differepesyof speech concerning
the past: Demodokos sings epic songs accompaniadyog, while Odysseus gives an
impromptu prose account of his personal experiémth of these performances engage two
distinct types of audiences—internal and exterfiaé internal audience is
“audience...consisting of characters in the poenifitdaoherty, “Internal” 161). Thus, the
audience for Demodokos’ songs is Odysseus andhaialans, while the audience for
Odysseus’s stories is the Phaiakians and their, Berchodokos. The external audience for both
performers is the audience of lBeysseywhether ancient or modern.

The distinction between the internal and the exdeandience aids in differentiating the
varieties of verbal communication that appeaddyssey8-12. To the external audience, both
Demodokos’s songs and Odysseus’s speech are modi@pic discourse marked linguistically
by Homeric diction and dactylic metéHowever, to the internal audience, there is agshar
distinction between the two performers. In pariscuDemodokos’s songs are inspired by the
Muse, a convention commonly taken to stand in emi$teeally for the source of oral tradition.

Conversely, Odysseus tells his stories based oommispersonal experience.

®i.e. both stories are told on a single day of esistand feasting and Demodokos’s stories promps<@dis to
share his own tales.

® Odysseus’s account, however, is particularly pelis Alkinoos compares Odysseus’s speech to adsodig
(see, e.gOd. 11.366-369).

" This distinction has been applied to thdysseyand toOdysseB in particular, cp. Doherty 1992, Doherty 1995,
and Louden 1999.

8 While Demodokos’s songs are summaries they reprssags that would, presumably, have been in Hamer
dialect and meter as well because it is epic.

° See Ford 1992: 58-59; Nagy 1999: 15-16; Scodeb280.
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Alongside personal narrative another type of paasmunt of the past appears in these
two books: historical gossiid.Historical gossip is the recitation of storiestthee not inspired by
the Muse (i.e. are not or not yet part of the ataxbpral corpus of the society), but are at least
second-hand stories about the past. Alkinoos and$2ais relate historical gossip at various
points throughout the day of athletic contestsfaadting when they refer to the words and
deeds of previous generatiors.

In this paper, | argue that the interaction betwlegric song, historical gossip, and
personal narrative i@dyssey8-12 demonstrates the poet’s self-consciousnessaoing the
manner in which historical events are incorporatéal oral tradition. My use of the term poet
here is purely heuristic and does not refer tospecific poet. By referring to “the poet” instead
of Homer or some other moniker that would implypadfic individual, | am attempting to focus
on the oral tradition that generated the extartseand avoid wading into the murky and
contentious waters of when and how @&ysseyossilized into the work which we have today.
However, whether some creative genius, on the lofsidong oral tradition composed the
Odysseyr whether the current text simply “results...frame iengthy evolution of myriad
previous compositions...into a final composition” @yaBest41), there is some kind of
narrative consciousness born out of this unity whmesence can be felt. This consciousness is
what | refer to as “the poet.” | employ the femimipronoun to refer to “the poet” as a means of
being deliberately provocative—alongside attemptondo my part in balancing the near-
ubiquity of male inflections on gender neutral laage—since most, if not all, bards and

rhapsodes in the ancient world were male. The femipronoun serves to remind the reader that

19| take this term from Jan Vansina’s bodkal Tradition as Historywhich continues to be hailed as one of the
primary works for understanding the process by Whistorical events become incorporated into hisébr
narrative, see especially Vansina 1985: 17-18phas upon the way that | employ Vansina’s work faelo

10d. 8.219-225, 555-571



“the poet” does not refer to an individual but araive consciousness in the text and that the
text itself is a product of a set of oral narrasiwer a long span of time.

This consciousness behind the text, which | refexst “the poet,” differs from the
Homeric narratot? Scott Richardson defines the narrator as “a dfigt&nal projection whose
relationship to the other creations in the epiagsoisone between equals but one resembling that
between ‘an omnipotent god’ and the mortals sultgebim...he is nonetheless a fictional
character of sorts, a metacharacter, who playsolesnot on the level of the story, but on the
level of discourse, the telling of the story” (8)Generally, | agree with Richardson’s definition
of the Homeric narrator, and | think this statematurately characterizes the narrator of the
lliad. However, the position of the narrator in tBdysseys more complicated, since, for the
majority of Odyssey-12, Odysseus himself supplants the narraton iexéremely long section
of direct discourse. Yet, when Odysseus becomesahator, his first-person account takes on
the same tone and characterization as the thigbpararrator in the rest of tkyssey
although the “metacharacter” narrator fades ineoltackground. There is, in Richardson’s
terminology, a consciousness that acts upon thg atdhe level of discourse as an omnipotent
god among mortals, but it is no longer the nartatiar is this omnipotent god Odysseus-as-
narrator, since Odysseus still functions as a dtaravithinOdyssey-12 and the narrator
interrupts Odysseus’s discourse at points to dsectbe internal audience’s reaction. It is this

consciousness, which | term “the poet,” who direstd manipulates both the Homeric narrator

12 Scott Richardson provides a fascinating treatroéttie Homeric narrator.

13 Note Richardson uses the masculine pronoun to tetée narrator. While there is no need partidylo assign
the narrator of th@©dysseyhis gender, it helps to distinguish the poet (@bich | use the female pronoun) and the
narrator to adhere to Richardson’s convention.



and Odysseus-as-narrator but ensures that audaelhcestinguish the metacharacter (the
Homeric narrator) from character (Odysséeis).

Other scholars, too, have commented on this pefe@sinsciousness in tigdyssey
Douglas Stewart notes that “tReElysseyseems to know itself as a structure, a creatidining
presenting itself as evidence that human craft@eedit, taking glory in showing the seams and
joints where the toolmarks still show” (151). | ieeke that the consciousness is a relic of the oral
tradition which generated tii@dysseyBefore a set text of tHedysseyappeared, this
consciousness would have been the individual biaging the stories of Odyssetrsin oral
societies, even though the stories may share thet eame plot, each bard lends them a different
tone and character, just as a different directarateange the feeling of a play, even using an
identical script:® Thus the poet is the directing consciousness whgchmeates the extant
Odysseywhether it is the product of the voice of a sinlgistorical bard or an amalgamation of

many.

14 Richardson does not make this argument in so mangs, but he does say, when referrin@tb 23.310-341,
that “this indirect summary appears out of placelamer’s narrative. We are unprepared for a reakgiion by
Odysseus that is not in Odysseus’s words...Wheheae the tale for the first time, Odysseus takes the role of
the bard from Homer and, in a sense, merges witiméirator no less than Demodokos does shortlydetve
words summarized in this passage belong to Odysgeusarrator and are therefore fair game for the eiduigetic
narrator to quote indirectly as he does with thegsmfOdyssey8” (88). Thus, Richardson shows that the narrigtor
allowed to indirectly quote Odysseus at length beeaDdysseus plays the double role of being a cteardistinct
from the narrator but taking on a quasibardic role.

15 Murray points out that in scenes in which a batfgrms, there are three levels of performancaértéxt: the
internal bard, the narrator, and the external lizaitisings th€®dyssey166).

18 The scholarship on this topic is extensive but f@eexample, Lord 2000 and Scodel 2005.
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Chapter 1: Theory and Method

1.1: Defining Self-Consciousness

In Odysse\B-12, the epic becomes what Linda Hutcheon refees “diegetically self-
conscious...[i.e.] the text presents itself as naa(7).” What Hutcheon terms diegetic self-
consciousness, scholars generally refer to agefddixivity; a self-reflexive text is one that
“openly reflect[s] upon its own process of artfohaposition” (Baldick, “self-reflexive”).
Hutcheon creates this definition for the sake o&indhe refers to as the emergence of
“narcissistic narrative” in post-modern novels. Her, as Karl Kao points out, this type of
self-reflexivity appears much earlier in the Westeanon than in the post-modern tradition (59).
Kao citesDon Quixote Tristram ShandyandJacques le fatalistdout he also argues that
“examples of such meta-fictional auto-referenced/estern literature, in fact, have been traced
even further back to the Greek tradition, to warkenock-epics and the parodic writings such as
that of Hegemon of Thason mentioned in Aristogh@stics (59). However, Hutcheon
reference®©dyssey-12 when she gives examples of auto-referentjaiguing that Odysseus
tells is narration of the Apologoi reflects upome thork’s fictionality and art form (40).

Andrew Ford, inPoetry of the Pasuses the word self-conscious more narrowly th& i
used by either Hutcheon or Kao. Ford never defineserm self-consciousness explicitly; his
examples of self-consciousness employ the termd®there self-reflexivity or self-

referentiality in the style of Hutcheon and Kao-@9, but also beyond this where the work

" Hutcheon specifically refers only @dyssey-12 (40), but one can easily extend her definitmOdysse\8 as
well because Demodokos’s performance is also sédfential by her definition (although she doesspcifically
include it).



reflects upon its functionality and on the stattithe Odysseyas song specifically, and as song
as opposed to text (Ford 127-129, 161-164, 170-Ftk} utilizes evidence in the Homeric
corpus to establish that the reflections of the pgean artist or on the transmission of tradition
are not absent but rather hidden in Greek epic3{B6L28). He argues that commentary on poetic
artistry is not part of epic as a genre (Ford @/Hjle “historical, diachronic process of
transmission, with all its hazards and lossegpsasented by the synchronic conflicts of poetic
competition, and both are denied or disguised byptiets” (128). This transmission is hidden
through invocation to the Muse (39, 129). Ford askedges that th©dysseysees a longer
history of singing behind it and portrays itselhsoiously as the last in a long line of song...It's
own characters, both the living and the recentbddare already enshrined in Trojan songs
whose fame has reached heaven” (128). Yet, sinaklases his assertions of self-
consciousness purely on an analysis of the textslaas not reference whether the oral culture
is capable of such consciousness, he hedges amaigsis of the more radical moments of self-
consciousness within the text (163, 170-171).

Hutcheon, Kao, and Ford do not differentiate exibetween self-reflexivity and self-
consciousness. Despite the fact that both HutchedrKao employ the word “consciousness”
somewhere within their phrasing or definitions ytlage both ultimately discussing self-
reflexivity rather than self-consciousness. Fordresoslightly beyond the definition of self-
reflexivity by detailing the references in tB@elysseyo song and text. Self-consciousness implies
not only that the work references its own statua eeative piece, but also that there is some
consciousness within the text that is aware afita existence as a product of a specific géfre.

Richardson defines self consciousness in termisi®fhirrator: “self-conscious narration is the

18 |ouden implicitly defines self-consciousness thms way (Louden 50).
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furthest extreme of narrator-prominence. Not ordggithe narrator come out into the open, but
he also exposes something of the creative prooésg)ich we normally see only in the final
product without reflecting on its genesis” (Richeod 169-170). Furthermore, the narrator does
not speak “innocently from within the story; hen®w directing our attention to his autocratic
control over the fabrication of the narration” ()J68his involves the narrator as a metacharacter
having not only a kind of self-awareness but als@aaareness of his own power within the
narrative. Richardson argues that this is espgaéliking because the Homeric narrator has

However, there are two distinct narrators witBidyssey8-12, the Homeric narrator and
Odysseus, and so Richardson’s definition does rtigee the necessary framework for
analyzing self-consciousness in thdysseyas a whole, and in these five books in particular.
Richardson admits as much; he is concerned witheberodiegetic narrator in the Homeric
poems—the one who stands outside the narrativereetand not the homodiegetic narrator,
Odysseus, who is a character within the narratdv®, (168-169). To examine of self-
consciousness throughout Bedysseyand in particular i©dyssey8-12, which contains both
the heterodiegetic narrator, on whom Richardsondes, and the homodiegetic narrator, whom
Richardson barely discusses, Richardson’s narsgtecific definition of self-consciousness is
insufficient.

The uniting consciousness@dysse\8-12 is the poet rather than the narrator. Based o
Richardson’s definition of narrator self-conscioess, | define the poet’s self-consciousness as a
combination of self-reflexivity—the poet drawingetlexternal audience’s attention to the nature
of the epic as both a story and an oral performarare an awareness of her own position and
the overall work’s position as part of a traditiom-this case the oral tradition—of which the

extant Homeric texts are a part. Thus, | agreb Rithardson that self-consciousness must



“undercut the fabric of the fiction” (169) and ttiae self-conscious voice must direct the
attention of the external audience to her ultintatetrol over the creation of the narrative (169),
but I locate the autocratic director in the post@ad of in the heterodiegetic narrator. Since the
Odysseyvas not written by an individual but is instead groduct of an oral tradition, the poet
exposes not the creative process of an individuatdiher the process though which stories
transform into epics in oral societyPart of this process involves bards singing versiof the
Odysseyo freely compose within the restrictions of therkeric dialect and storylines (187-
188), and the depiction of a bard within thdysseyserves to remind the external audience of
this proces$’ This exposure of the process inherently sugghet®dyssels relationship “to the
greater context and continuum of poetry” (Loudeh 50

Odyssey8-12 fulfills both parts of this definition of $atonsciousness. First, the poet
focuses the external audience’s attention on tira & the epic; this exhibits self-reflexivity
which is the first part of the definition. In tiidysseywhich is an epic detailing Odysseus’s
return home from Troy, the poet presents the bah@lokos singing an epic about Troy. This
appearance of a bardic epic within a bardic emdeats the external audience’s focus from the
narrative itself to the nature of the poetry they laearing or reading. When Demodokos and

Phemios perform within the narrative, they reminel nodern external audience, even one

9 This definition of self-consciousness might seerrraw or perhaps to only apply to tBelysseyHowever, the
idea of defining self-consciousness by the poeefhr that is in the form of a narrator or somespttoetic
consciousness) is not unique. Jonathan MayheRoatics of Self-Consciousness: Twentieth CentuaniSph
Poetry, employs a similar definition of self-conscioussidde sates that “the chief focus of tim/isimosself-
consciousness is the literary tradition itself. iflobaracteristic form of self-consciousness idtloalism’ the
obsessive citation of literary and artistic intgttdhat has dominated Spanish poetry for the l@shty years” (17).
For Mayhew, their self-consciousness stems frorn tumacern with “their own relation to the artispast” (17). |
attempt to bring this idea of self-consciousnesa adation to the past to bear in my definitiamthis case, instead
of it being a relation to the artistic past, whelf-€onsciousness involves is a relation to theys@ast (i.e. how the
story came to be epic).

20 Although Richardson is referring to the actualdssinging the Homeric poems, he oddly attributéstinthe
Homeric narrator instead of the bard.



which might be reading a translated copy of th¢, t#vat “the original narrating of the poem was
done by a flesh-and-blood singer before a live enck” (Richardson 82). These appearances of
the bards, as Richardson puts it, undercuts thecfabthe fiction by reminding the external
audience of the form which the epic poetry takes.

A similar self-reflexivity occurs when OdysseusnasesOdyssey-12 with limited
interruptions and replaces telyssels third-person narrator. This extended change in
perspective from the third person narration td faierson narration invites the external audience
to compare the perspective and styles of the twattas. In the Apologoi, the poet, “by
allowing the hero to take over, in effect, the atian of the poem and by then dramatizing an
audience reaction to this narration, the epic tarisets up an implied double comparison: on
the one hand, a comparison between himself and€@dgsan the narrator’s role; on the other
hand, a complementary comparison between the Phasaxs internal audience of the epic as a
whole” (Doherty,Siren89). Yet, as Richardson notes, the narrator ileathimself with
Odysseus by paraphrasing the Apologoi in indirestalirse, as he did with Demodokos’s songs
(Richardson 86, 88). This identification betweargsrs, storytellers, and the narrator is a mark
of the self-reflexivity ofOdysseyd-12.

The second part of the definition of self-conscimss requires that the poet’s awareness
of her own and the work’s position as part of aa culture;Odyssey8-12 underscores the place
of bardic song within the framework of oral traditi The poet specifically highlights that in oral
cultures, over time stories move from one oral gearanother, even though a narrative may
remain substantially unchanged. Each of the themees of speech—personal narrative,
historical gossip, and bardic song—"are differeminifestations of the same process in different

stages” (Vansindlistory 23). Stories begin as a first-person account pgréicipant or an eye-
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witness of an event, and then they are transmityduearers as gossip. Gossip about interesting
events lasts long enough to become historical go$siese more interesting stories eventually
become part of a bard’s repertoitélhe poet emphasizes this by inserting Demodokasiss

of bardic songs that reference Troy directly befodysseus launches into his own personal
narratives about the events that have taken place the Trojan War.

Not only do all three of these components of aadition concerning the past appear in
dialogue with one another during this single dajeakting and contests, but the poet also
exploits the differences between the representatidhese genres of speech to the internal and
external audiences. For the internal audiencedifference between epic and personal narrative
is significant; these two types of performancedifierentiated by the fact that the bard sings
meter, plays on a lyre, and performs from a limiteglertoire of culturally acknowledged stories,
while a personal narrative is expounded in prosaccompanied, and unrestricted by a
culturally determined cannon of plots and characterlowever, for the external audience these
two modes of performance are the same. Duringfanmeance of th&©dysseyor Odysse\8-

12), both of the stories were sung in dactylic Imester, were presented with musical
accompaniment, and were part of a cultural corfiremic literaturé? Odysseus’s tale is thus
simultaneously a personal narrative and a bardig;sbis a personal narrative for the internal
audience who hear it as a first person account &grarticipant and it is bardic song for the

external audience who hear it (or read it) as 2|R&3 of epic poetry.

21| explain this trajectory in detail in the follomg pages.

2 Historical gossip falls somewhere between the twe:stories are generally limited to memorablenes/er
people of past generation but within living memdryt they are told in prose and are not necesgaaitlyof a
culturally relevant corpus of stories (Vansihistory 17-18).

% Mutatis mutandigor a modern reader or an audience of anoth@nezaother format.

11



The poet places the stories of Odysseus’s advenintethe mouth of Odysseus himself
instead of as a version retold by the Homeric narsavoice. This lends an extra vividness to
Odysseus’s adventures; the stories, told in dspeech of the first pers@me Odysseus’s
personal narrative, but, at the same time, theyoddeat least third or fourth hand in dactylic
hexameter by a bard, and so they are bardic sdngs, Rlthough in oral societies, stories
develop from personal narratives into bardic sovey time, the poet artistically manipulates
Odysseus’s stories so they exist in two parts @fitocess at once. In contrast, the poet merely
renders Demodokos’s bardic songs as summariegydlte Homeric narrator, reducing their
vividness and denying Demodokos a voice of his olnus, the poet juxtaposes Odysseus’s
personal narratives with both historical gossip badlic song. Odysseus’s first person narration
of his adventures is situated within @@dysseywhich is, in turn, a larger third person narratio
of a more complete version of Odysseus’s wanderihgsimplies that the poet is conscious of
and self-consciously directing the external audéénattention to an oral trajectory that begins
with Odysseus’s own account of his wanderings arethteially becomes the bardic song to
which the external audience listens. The juxtapwsiind interaction of each of these types of
speech in such close proximity within t@elysseysignifies the poet’s awareness of the process
of creation of oral tradition.

Since | discuss the self-consciousness of orditioa within theOdysseyit is important
to establish that it is at least possible for pierdte societies to create self-conscious poetry.
Most Homeric and literary scholars implicitly assithat oral societies cannot produce self-
conscious verbal art. Some of this assumptiongui@rstems from the fact that some
anthropologists, who study modern oral societiafjeranalyzing oral tradition from the

perspective of an outside observer that they igtit@esociety’s viewpoint on its own oral
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tradition®* For example, Albert Lord’s work never mentiond-eeinsciousness, and it appears
that Lord and Milman Perry did not ask the Yugoglawards how they classified their own
speech type®. Similarly, Jan Vansina, who, over the last 50 gehas been one of the primary
proponents of taking oral tradition seriously aarce of history, completely ignores oral
societies’ perspectives on their own speech tygekke many previous anthropologists and
scholars, he does not view oral societies as pviendr simplistic; he instead considers oral
tradition to be a different way of preserving higtthan written records. However, Vansina’'s
methodological framework, as presente®nal Tradition as Historydoes not at any point
involve asking members of a given oral society llogy evaluate their own traditions; he
assumes that all assessments of how far back aea@red records go, how traditions are formed
and transmitted, and all other similar questiorsgauged by the anthropologist and the
historian alone rather than subjected to scrutingnembers of the oral culture. Although he
never dismisses oral self-consciousness explitidyfails to enumerate this as an avenue for
evidence-gathering for those historians and antilogjsts who wish to utilize the methodology
laid out in his work.

Some of these views that oral societies cannotym®delf-conscious artistry have
influenced scholars who believe that the Homeritstevere originally oral. Instead, they argue
that the self-conscious features that appear itetkteare products of later additions to the

Homeric corpus. Keith Stanley carefully demonssabat the Homeric epics are not bound by

% This is particularly true of anthropologists wargiin the first three quarters of the twentiethtaey) including
those | mention by name. However, there are céytaimhropologists who cultivate a more internawiof oral
cultures, such as Ruth Finnegan (see below).

% They did, however, ask the bards whether theyccmepeat the songs of another bard word-for-wor an
discovered that the bards had neither the sameeptinn of verbal exactitude that appears in motitarate
societies (Lord 26-29) nor the conception of thijueness of a song based on its wording ratherdhats plot
(99-102).
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Walter Ong’s “distinctive features of oral thougimd expression” (Stanley 268). He even cites
self-conscious moments from thad (Stanley 273-274). However, Stanley does not aitaty
conclude that Ong’s parameters are too narrowfioaléhe possibilities for oral expression, but
rather argues that “this recreative, inventive, madic use of traditional language supports the
impression created by adjustments we observeceibdbk-divisions of our text, in expression
and form, is to be located at some remove fromoités in oral tradition” (Stanley 278). As such,
Stanley views these moments of self-consciousreadater, literate addition to the Homeric
corpus and concludes that Homer can only be coede¥as partially oral.

However, | do not believe that it is necessaryuegtion the orality of the Homeric epics
merely because some scholars assert that thegasephisticated to be oral poetry. | contend
that there is enough evidence, at least, to atfeegossibility that the poet ddyssey8-12 is
self-conscious. Ruth Finnegan notes that many achare drawn to an “external” approach, so
they categorize speech types in oral cultures witheference to the way that members of the
societies view their own practices (235-236). Hogreghe argues that local views on oral poetry
are important for understanding oral poetry, esggcbecause every oral society has a way of
characterizing their own speech types, althougtpérgcular perspective on oral tradition differs
radically from culture to culture (Finnegan 236joffa the differences in an oral culture’s
response to its own oral traditions, she asseats‘tion-literate people can reflect self-
consciously on the nature and purpose of poetr$8)? Finnegan’s assertion, from field
experience, that self-conscious reflection on wealition is possible, leaves space for this sbrt o

reflection even though she does not explicitlyuadd it. Most importantly, she repudiates the

% Unfortunately, none of Finnegan's examples deét wie process of oral tradition; most of the exEmpeal
with cultures that connect the genesis of a soniy i& social function. Nor do any of the exampigsite to the
methods by which songs evolve or are preserved.gdery she never rules out that cultures might clanghese
processes or methods.
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claims of scholars, like Walter Ong, that self-coaasness and critical self-reflection in art are
born with literacy?’

My attempt is to argue for the same type of setfsaious moments within th@dyssey
as Ford and Stanley, without having to resort tibgheg the assertions for the sake of plausibility
like Ford or attributing them to post-oral adamiatilike Stanley. Finnegan’s analysis of
cultures’ understanding of their own tradition @ets a strong case that the Greeks reflected
critically upon their oral tradition. Ford’s inci@ reading of Homer provides a plausible model
for both how rhapsodes thought about their cradtlaow they represented it to their audiences
through the medium of epic. | blend the anthropiaigperspective with the Homerist
perspective by demonstrating that a close readif@dygsse8-12 reveals the presence and
interaction of the various types of speech whidepading to Vansina, make up the parts of the

process by which an event becomes integrated natdradition.

1.2: Oral Culture as Reflected in t@elyssey

Differentiating the various types of speech abbatgast that regularly appear in the
Homeric epics provides greater insight into the wWeat external audiences contemporary with
the creation of these poems may have viewed remigms of oral tradition. Ancient external
audiences would have been sharply attuned to cuatesiues about what genre of speech or
poetry appeared in th@dysseypecause they would have experienced these oraariiet hand

in their daily lives. However, because modern exikaudiences can no longer use their

%" For Finnegan'’s critique, see Finnegan 1992: 288.des not explicitly mention Ong, but Ong (1721 an
example of the phenomenon which she critiques. &sg provides the attitude and framework which Bta(268-
279) critiques.
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contemporary experience of genre to inform theadneg of the Homeric poems, some of these
generic markers tend to intermingle in modern Heengeholarship. As Ruth Scodel states,
“much recent Homeric scholarship...minimizes theat#hces between bardic and other
narratives treating Odysseus as an epic poet antb@akos...as [a] narrator like Odysseus”
(Scodel, “Bardic” 171). While the similarities beten Demodokos’s bardic songs and
Odysseus’s speech are both notable and usefuafoatonlogical analysis, focusing on these
similarities obfuscates striking differences betwé®e two types of speech (171-172ysse\8

in particular depicts a complex web of differerpeyg of speech and song.

Since | argue that the poet self-consciously degietsonal narrative, historical gossip,
and bardic song, it is vital to demonstrate noydhat these types of speech were marked within
the epic, but also that the poet draws attentidhdee distinctions and thereby exposes the
narrative as a narrative (so as to meet the mi§treflexive component of self-consciousness).
The most obvious self-conscious feature that dttestion to the nature of the narrative is the
depiction of bardic song. Demodokos’s scene istibst extendedhise en abymeself-
reflexive embedding of epic performance within epin extant archaic poetriise en abyme
appears once in thkad and several times throughout BdysseyAlthough no bards appear in
thelliad, while waiting by his ship with Patrokles, Akhilie acts as a surrogate bard singing
“kAéa avopdv” (the kleosof men:ll. 9.185) and accompanying himself with a phormihx (
9.186, 195f° The Odysseydepicts three performing bartfsPhemios, Demodokos, and the
unnamed bard at Menelaos’s palace. Only threeeo$dimgs sung truly serve as instancesisé

en abymdPhemios’ songDd. 1.325-327) and Demodokos’s fir€d. 8.72-82) and thirddd.

% Nagy 2013: 94. However, Martin argues convincirthlst this is not an instance of bardic song (Ma2605:
11). All translations are my own.

% There are four bards in total. The one that de¢perform is the bard that Nestor says that Agantenieft a
bard in charge of Klytaimestra while Agamemnoneshéway to Troy@d. 3.265-272)
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8.499-520) songs, while the rest accompany darcdsey are not epic but rather some other
genre®

| consider the instances wiise en abymfor the information that they provide about the
representations of oral genres in @a@ysseyand not as a historical or anthropological degicti
of bardic song. It is essentially impossible toorestruct the historical world surrounding Greek
oral tradition even from its depictions in survigiapic (Martin 1989: 9-10). There is no way to
tell whether the depictions accurately represeptpamticular time and format in which Homeric
epics may have been performed. However, the HoraeddHesiodic corpora—and specifically
the Demodokos scene—still provide information omlature of oral epic in Greece and
specifically how these oral corpampresented oral performance within th&rvlost of the
scholarly work that, while avoiding the pitfalls @asuming historical accuracy, attempts to
reconstruct aspects of bardic performances frondthesseyrelies upon generic cues from the
text3? For example, Scodel and Ford both consider thé&enswof bardic authority within the
text in order to sharpen understanding of theimriahip between a Greek bard and his
audiencé”® The juxtaposition of bardic song with personaratve provides a window onto the
way that each type of discourse functions withm@uysseyScodel, “Bardic” 172). The self-
reflexive character of theise en abymalso illustrates that the poet’s self-consciousploys
certain generic markers to differentiate Demodakesngs from Odysseus’s speech for the

external audience.

%0 Dances appear sung by the unnamed sir@er4.17-19), Demodokos (the affair of Ares and Aplitex Od.
8.266-366), and Phemio®d. 23.133-136).

31 Cp. Ford 1992, Scodel 2005.

32 Murray’s argument is an interesting twist on ewdilig these generic cues from the text. He archatshere are
cues within thédysseyhat it was not supposed to be sung as epicdbuer broken up into 200-400 line chunks
and performed at meals. He argues that this expthimobsessions with singing and feasting thataoler the
OdysseyThe text, he argues, self-reflexively refereniteswn performance setting, cp. Murray 2008.

33 Cp. Ford 1992; Scodel 1998.
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In order to understand the oral culture that peeditheOdysseyand is reflected in it, it
is necessary to provide a framework for examinirad cultures. Only on this basis will | be able
to demonstrate the poet’s awareness of the interact different speech types. Many different
scholars discuss the products of oral culturegicogerly the epics and other types of
performances that result from oral traditfrin Homeric studies, the most famous of these
studies, Lord’sThe Singer of Talegompares the Homeric poems with the songs ofstfanth
the former Yugoslavia. Unlike Lord’s work, my focigson the process of oral creation rather
than on its end product; | argue that the poebiscious of the process by which oral poetry
comes into existence.

Ideally, there would be enough information to restauct a picture of the culture that
produced these epics and employ that picture abksh how events eventually became
incorporated into epit, However, since oral poetry leaves almost no disbér trace in the
archaeological record, evidence for oral traditiamst stem from either literary or comparative
sources®® Unfortunately, the evidence for oral culture inrer and Hesiod is scarce. As
Richard Martin argues, scholars can discern liHeut the nature of oral performance and
creation of the epics fromise en abym@Martin, Language9-10). More recently, scholars have
reconstructed different aspects of the oral cululmech produced the Homeric epics. Ford

considers the ways in which genre manifests irHbmeric epics to draw conclusions about the

34 By “result from epic performance,” | mean thasths how stories are performed after they are direa
incorporated into oral tradition.

% Ross tries to use Vansina’s model do precisely/(@1-57). His portrayal is compelling, but hisaetis primarily
methodological, boasting a single case study. M@edhe claims he makes require much guessworkaend
ultimately unverifiable.

% There are some art historical traces on geomeses of the oral poetry because there are demiatibbards
with lyres or other instruments, but little elsengéns. Orality does leave some trace in the ords: non-literate
and pre-literate societies passed on the techniggess for building or manufacturing objects oralhd some of
those remain in the archaeological record. Howedbherpral methods used for passing along thesaitpobs leave
no material trace.
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oral culture that produced the Homeric poéfriScodel embraces a different approach and
employs a combination of literary analysis and &elé anthropological analogues to determine
what listening to the Homeric poems might have Hienand what the composition of the

external audience might have looked Re.

1.3: Methodology for Understanding Oral TraditiorntheOdyssey

When analyzing the genres of speech, it is necgssa@ombine the literary sources with
modern analogues from anthropology in order toatistiow oral culture may have functioned.
This combined approach is somewhat similar to Stodse of both literary and comparative
evidence to establish how Homeric oral traditionclioned and how its audiences might have
reacted to if° Vansina’s work is particularly appealing becausaaina does not describe
orality in a single culture but instead brings tibge fieldwork from a variety of cultures to
explain the creation of oral traditio®ral Tradition as Historywritten in 1985, remains the
standard text for anthropologists and historiantherprocess by which events become
incorporated into oral tradition. In this work, \&na provides both an ontology of the types of
speech that oral cultures utilize and a tempoeahéwork for the process by which an event
becomes a part of the oral corpus. Although scea@Homer and other types of literature have
often cited Vansina to build models in an atteropccount for traces of orality on extant
literature, Vansina’'s speech typology has not hégzed to account for the manner in which

different types of speech interact within a texangina’s speech types provide the best method

37 Cp. Ford 1992.
3 See Scodel 2005.
39 Cp. Scodel 2005.
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for someone outside of the oral culture and unebbpiestion members of the oral culture first
hand to analyze how that oral culture functions.

Vansina’s categorization of the various speechdymrerges from his attempt to provide
a rigorous methodology for understanding the way tinal societies represent historical events.
In Oral Tradition as Historyhe describes the process by which an event ttat® transfers
through the spreading of tales of this event (histb gossip), eventually to the event's
representation in some sort of a formalized orgbgs. In the case of Greek culture of the
Bronze Agé° through the early Archaic Period, this formaliratippears in the form of bardic
song™ As such, | will refer to this final stage interctigably as bardic song or part of the oral
corpus.

Vansina bases his work on studying oral cultypesticularly in Africa. The original
premise for this work came from his dissertationohltreated a theoretical model for oral
tradition as history? After many years of field research, he developedHginal theories and
the product wa®ral Tradition as HistoryVansinaHistory xii-xiii). Although it was originally
published in 1985, this work remains the seminl ite the study of oral history in non-literate

societies utilized both by anthropologists and isydnians. Since the publication Ofal

“0\Whether or not Homeric tradition originates in B®nze Age or reflects some aspects of the Bréwgeis a
hotly debated topic. Some works that discuss teiste include Finkelberg 2009 and Grethlein (15-16)

“1 vansina refers to this point in the process agraup account” (Vansina 1985: 19-21), which caretakariety of
different forms. For the sake of ease, | will refeit as bardic song or epic, because that isyibe of group
account extant from early Greece. It may have Ipeasible for historical events to be enshrinedtienforms of
poetry such as choral dances or praise poetry. Merwvao record of this happening appears withirQdgssey
itself or within epic contemporary to it. Instedlde only performance of other poetry where we ladaut the
content of the song is Demodokos’s second songtdbewaffair of Ares and Aphrodite. This, obvioysipes not
represent some historical event as it is a stoth®fods. It could of course be part of the ooapas from the times
of gods and founders (which | will get to whenlktabout temporality). However, the typical marksed to mark
it's inclusion in the oral corpus, which is typigamarked by the invocation of the Muse or a refeeeto the Muse
at the beginning of the piece (Ford 58-59; Nd@gst15-16; 182).

“2 Originally published in 1959 and published in Esiglin 1965 a®©ral Tradition: A Study in Historical
Methodology
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Tradition as History several scholars writing on Homer have refererigavork®® Although

few, if any, of these scholars have taken full axi&ge of Vansina's model, Vansina also
provides a lens to view ancient texts which arosmforal tradition, such as the Homeric epics
because he provides a general set of rules foyzingloral tradition that applies to any oral
culture (VansinaHistory xiii). While most of his examples are contemporafgnsina himself
cites the work of Lord and Parry, who were attengpto demonstrate that the Homeric epics
were the products of an oral tradition. Vansina aises Homer independently (Vansina 1985:
89) in order to talk about Homeric formulae gengridrmulaic phrases in oral culture and
specifically to kennings in Beowulf (Vansirtdistory 89). Vansina thus provides a useful model
for the Homeric epics as well as for modern oradlitions.

Vansina presents the following chronology of thecess through which the oral corpus
incorporates historical events. First an event bapm@t{ Shortly after +—there are no precise
time parameters— the participants in the eventWoresses to it) spread stories about the event.
| term these stories personal narratiteBhe point at which someone recounts the event as a
personal narrative is.t At t; as individuals tell their personal narratives eofitransmit these
stories second and third hand as gossipt;;Tand § occur within a single generation. If the story
is exciting or impactful,it t,, and § might be chronologically close together; as Vaasiotes,

“the more sensational it is, the more likely itMaé repeated” (4). If the events were, for

example, only experienced and witnessed by a spajieon, £, t,, and § might be much farther

3 Some of the scholars include Grethlein (15n6),sR@6-33), etc. Scodel argues that Vansina carmapplied to
Homer (Scodel 6).

4 vansina sometimes uses the term personal accfrigt¥ansinaHistory 23), but also refers to this as
subcategories under news (e.g. Vandifigtory 4-10). Vansina appears to mean the same thinig(@ift from what
he terms personal tradition: Vansikistory 18), but he refers to personal accounts as beirtgopthe trajectory
toward oral tradition. As Vansina sometimes blussrheaning by changing terms, | will use persomatatives to
encompass both the personal stories that are fodu ¢rajectory into oral tradition (personal agots) as well as
those which disappear quickly.
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apart. By 1, up to a generation later, the stories have beduosterical gossip, meaning that they
appear as a stabilized version the original secondird hand gossip that appeared;41.7-
18)* Pieces of historical gossip, however, are not giitte song culture of the oral society, but
simply stories about the past which are passed fnoenperson to another within an oral culture.
At ts, usually one generation or so aftgrthe stories become part of an oral corpus (19-
21). The events may continue to appear as hist@ossip atg; e.g. old people might tell stories
they heard in their youth even when those storge® lalready become songs, or children or
grandchildren of participants or withesses migmhstimes give accounts passed on by their
progenitors'® By ts, however, the narratives have changed in both farchcontent frompt In
form, the stories generally take on the typicahg#lling methods for that society, in the case of
Homeric Greece, this is bardic soHglhe content changes as well over time. Differamsions
of the story remain, but they become interdepen(nt159). Stories also accumulate cultural

clichés (21)2

5 This is a slight simplification of Vansina’s framerk. Historical gossip is one of the different égpof
remembered tradition that can be passed down (Wari€i85: 17-21). However, Vansina blurs the linetsvben
these different types, e.g. Vansina 1985: 18, 23ekhtially, | use the term “historical gossip” &ndte those stories
about the past which were remembered and repegtectimbers of the oral culture, but were not yeobee part of
epic.

“® For an example of personal narrative prolongetbby life, Nestor has lived with three generatiohfieroes and
can tell personal narratives from all of those 8irla rare cases, historical gossip can last moredr as well: see
Vansina 1985: 18.

" vansina actually deals with epic, very brieflypagately from other types of oral tradition, siregec remains
more stable than other oral poetry and oral trawti(25). However, the Homeric poems use bardig ssrthe
primary method by which oral memories were pressrge it must stand in for, at least, the depictibthe oral
corpus in Homeric poetry, even if this is takingneartistic license concerning the various wayshich the oral
society that produced the Homeric poems might lpaeserved their memories.

“8 Beyond ¢ is a period that Vansina terms the “floating gég8). This is a period of time past the generatitias a
society remembers as history, but before the tifregzigins and founders. The floating gap generafipears as a
blank space in the cultural memory. After the flogtgap, there are to traditions of origin and gén€21-24).
These are stories that remained in memory aftepdhied in which they were part of the oral histdsyt have lost
their temporal reference frame and have becomeimatitounts of the distant past. These are naitandt type of
speech; however, they are instead a part of tHeorpus that represents a much more distant fifhes, | discuss
these in the following section on temporal distimes within the Homeric epics.
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Vansina’s categorization of speech types providesnodel to distinguish types of
speech within th©dysseyIn order to determine how the audience wouldtreathe various
types of speech within Homer, it is important tentfy the various types of speech that appear
within Odyssey8-12. Vansina’'s categorization of the differemiday of speech within oral
cultures provides a perfectly adapted groundworkHis. Although Vansina only references
Homer in passing (89), the extant of his compaeatvork across different oral cultures provides
the best possible evidence for what the oral celtaHomeric Greece might have been fi%e.
These categories of speech type allow a modermrettaudience to view the speech types in the
text the way the ancient external audience woule véewed the speech types. Only once we
can comprehend the speech types an ancient audiende have seen can we understand the
way in which the poet chooses to highlight and palaite those different speech types within
Odyssey8-12.

One limitation on the usefulness of Vansina’'s wigrthat it engages with oral culture
entirely from an external perspective. Since héesrwith the goal of discerning accurate
historical material within oral cultures, he does need to consider whether the members of the
oral culture themselves agree with the same cat=yof speech that he imposes upon them. His
concern is to create a usable framework for thaie@pologists and historians who study
cultures from the outside. However, since | am w®rg1g how a figure internal to this culture,
the poet, represents these types of speech,eciessary to distinguish how the types of speech

might manifest themselves within the narrativehef®@dyssey

9] term “Homeric Greece” the Greece of the Iron Algat produced Homer, rather than the Greece d=pint
Homer.
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Another complication with employing Vansina’s modetms from applying his speech
categories to the textual representation of a dingeg oral tradition. Scodel illustrates this
difficulty; she argues that Greek tradition doesamthere to Vansina’s model (Scodagtening
6). | believe Scodel’s skepticism about utilizingnsina’s work as an accurate model for time
and generation for Homeric poems derives from fcdity in aligning the speech types with the
past as Homeric epics represent it. Scodel dissiigaasina’s model as being representative of
Greek tradition because she considers the outcrattee( than the process) of oral tradition; thus
she summarizes Vansina’'s model, as “three genas#iocurately remembered, a telescoped
extended past, and a mythic time of ancestors”d&8cbistening6). She asserts that “Greek
saga, with its roughly three generations of hepdased between the recent past and its
beginning, does not fit this pattern” (6). Yet, \éama does not stipulate that three is necessarily a
standard for accurate history but states thatcualires remember as few as one or as many as
four generations worth of deeds with a good grdgpeir chronology (Vansindiistory).

Moreover, it is not that the deeds of the genenatibemselves continue to be told accurately
even throughout this early period; the storieses@ into a single body that can only be verified
by an external source and add clichés or exclutiglsleluring this period (21). The “telescoped
extended past,” as Scodel puts it, is simply thnetduring which chronological ordering is lost
and the stories begin to blend, but more impornyafdk Vansina, it appears almost as a gap in

oral memory: the stories that survive move quidkty the mythical realm (24f. The Homeric

0 Ross as a different way of connecting Vansina Witmer. He argues that all events within Home e of
Vansina’s time of origins and founders (Ross 2@19: What Ross means is that the stories in thedfliarepics
are part of Vansina’s time of origins and foundershe external audience. However, within the specmemory is
preserved of an oral society that has a group fdse as well as several generations in histoneahory before the
floating gap and then traditions of origin. For exae, Kirke tells Odysseus about Hera helping Jasaigate the
clashing rocks@d. 12.65-72), which is an event from the previousegation and still part of historical memory.
Nestor demonstrates that there are at least twergtons of the historical past, both of which emembers
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corpus essentially follows Vansina’s model: chagecvividly report stories about their fathers
and grandfathers, but rarely tell stories beyordehgenerations.

In order to more accurately align Vansina’'s spegpblogy with the way that the
Odysseyepresents the Homeric past, | employ Jonas @iathistudy of the way that past time
is represented in speech in thad (Grethlein 14-36). | believe Grethlein’s modeltioé way
that speeches represent the past applies ©Odiisseyas well. Grethlein’s work deals with the
way in which these types of speech from Vansinatian within the Homeric narrative.
Grethlein develops his account using Homer, budragrs theoretically from examinations of
historiography as well as information from Vansaieut how oral cultures represented the past.
Grethlein considers Homer to contain some amouhtstbrical information, but the
methodology he creates to analyze this providearadwork for analyzing the artistic elements
of OdysseB-12.! His framework is significant because it distindngis the way in which
temporal markers within the Homeric narrative slghat the Greeks recognized their own
speech types. Grethlein never references self-cmrstess in his work, but implies that the
Greeks recognized the analogy between the extautiénce and the characters of epic reflected
in the relationship between the internal audiemzkthe characters in speeches or songs about
the past that are represented in epic and hist@issip>?

Grethlein employed Vansina’s schema to explicagzsp about the past in thiad.

Then, Grethlein demonstrates that various speenfteglliad conform to Vansina’s model:

personally, when he tells the story of the fightweeen the Lapiths and the Cenatadird (262-268). Poseidon talks
about a time in the mythic past where he builtwiadls of Troy, and in thdiad he complains that this story might
be forgotten because the Akhaioi are building eelugwark around their own camip. (7.452-453, 21.441-457).
Interfacing Vansina’'s model with Grethleins’s hefmdve this problem (see below).

*1 More traditionally the literary elements, but ugthe term literary implies some sort of literatghoose

“artistic” because | am speaking about an oral phgmnon.

2 A similar idea of the parallelism between interaatlience and external audience appears in Lodén (
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speeches which depict events of the past genenaibjve the past few generations and then a
gulf to a mythic past (Grethlein 15). Grethlein agks that Homer’'s scheme corresponds well to
Vansina’'s scheme and he appropriates terminolamy fristoriography to clarify the layers of
time in Homeric epic to clarify the correlation tween Homer and Vansirfd.Combining
Vansina’s typology with Grethlein’s temporal modghich is taken from the perspective of the
way the texts are structured for an audience intsideral culture, provides a simultaneous
external and internal viewpoint. This perspectivewsates the type of critical reflection that
Finnegan argues appear in oral societies aboutdhei tradition.

Grethlein’s model uses three divisions of time oéNvhich appear in thiéiad. Since
Grethlein is interested primarily in discourse abuistory, he leaves aside speeches that deal
with mythical times which are far beyond the reathccurate history. Since this type of speech
appears iDdyssey8-12, | add a fourth category to Grethlein’s schewhich is implied by
Grethlein but not specifically stated (I5). base this fourth category on Vansina’s model for
understanding of time in oral history, where heuaggthat any memorable event prior to about
four generations becomes incorporated into a mgthime of gods and foundetsThese four
levels are important for understanding the tempaiaktionship and temporal referents of

various utterances i@dysseys-12.

3 Or in the case dDdysse8, not time per se, but rather spacio-temporahdise from the events that happened.
%4 gpecifically in Demodokos’s second song.

% Grethlein specifically bases his work on VansiGaethlein 15n6), so | feel adding this is not dougence to
his scheme. The temporal barrier that Vansina desscrcan appear after as few as one generationronay as four
generations. This is dependent upon the individeall culture. It is difficult to determine wherdgtbarrier might
be in Homer, because there is a moment where Ashi#llls a story from six generations back in amify (Il .
20.213-41, Grethlein 15), but it is probably aftaree to four generations (Grethlein 14-20). Vaagi22-24) deals
specifically with the gap between stories in basting and mythic time. In reference to my precedixganation
of Vansina's speech types in relationship to timesnts move into mythic time af tvhich occurs 3-4 generations
after t,. Very few stories make it to mythic time—most fadehe cultural memory. However, epic as a fornowf
tradition can preserve stories much longer thaerdfpes of group accounts.
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I will distinguish the levels and temporal termiogy as follows: (1) Grethlein’s present
refers to the present time of the reader or hedrddre Homeric epic. The absolute time of the
present makes no difference—a modern schoolchalding Homer in translation or a fifth-
century Athenian audience listening to lon perfétomer at the Panathanaia are equally able to
inhabit Grethlein’s present—what matters is thatre¢ time; the events of the epic must predate
the present by a considerable temporal distah(®. The epic past, according to Grethlein’s
terminology, is the present of the primary narmativithin theOdysseyIn the case of Book 8,
the epic past is the day of feasting and athletropetition during which Odysseus and the
Phaiakians sit and listen to Demodokos’s songhiotigh Demodokos telling the stories is part
of the epic past, theontentof the stories is drawn from times before the ¢paist.

(3) Grethlein’s epic plupast is past time from guent of view of the characters in the
main timeframe of the epic. Thus, the epic plupgasitains those stories which took place in the
three generations before the events of the epic pasexample, in th®dysseyOdysseus and
his voyages home are stories from the epic paste Wwason and the voyages of the Argonauts
are stories from the epic plupast. The storiesainad in the epic plupast are made distant both
by time and by what Grethlein calls quantity—medgrtimngs are bigger and more heroic—from
the characters in the epic past. The quantity magpears in clichés such as men of the epic
plupast were always stronger and more massiverttemof the epic past. For example,
Odysseus refers to Herakles and his companiomsasmountably better bowmen than

Odysseus and Philoktete3d, 8.219-229).

%% | borrow the terminology of “absolute” time fromchaeology. Absolute time, then, is a precise cdedate.
Relational time, by extension, is a time not basea particular date but on its relation to sonfeppoint in time.
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And finally, | introduce (4) the mythic past, areatporal era of gods and founders

contained within a collective corpus of oral tréaatit>’

These stories took place beyond the
boundaries of the temporal memory of the society.dxample, the story of the affair of Ares
and Aphrodite would be part of the mythic past lseait involves only the gods and takes place
at an unspecified moment in the time.

Grethlein’s model provides an understanding ofwg in which time functions within
the Homeric epics. This is particularly important ©dyssey8-12, because it contains a vast
amount of discourse about past events. Moreovale @rethlein does not invoke a distinction
between internal and external audiences, | empkynldel and terminology precisely because
they aid in clarifying this distinction. The presénthe world of the external audience reading or
listening to Homer. The epic past represents tternal audience to any stories told within the
epic itself while the epic plupast constitutes ¢batent of a story told to the internal audience of
the epic past i.e. events in a story being toldrtanternal audience, for whom that story relates
the past. Mythic time contains the stories thatatirs in the epic relate about gods or other
types of founder traditions.

Interfacing Grethlein’s model of time in epic wiktansina’s speech types and Doherty’s
classification of internal and external audiefiggovides an extremely complex system for
analyzing representation of time@uysse8-12 for which none of these systems on their own
can adequately or exclusively account. For exaniptehe internal audience, stories about the

epic past correspond with both Vansina’s eventsag well as the personal narratives about

those events which appear atRor the internal audience who inhabit the ep&t,pavents from

" Note that this body of mythic stories also exfststhe imagined Greek audience of the classicarohaic era
listening to Homer. These people shared with tleraitters of epic the same gods and founder myths.
%8 See pages 1-2 of this thesis..
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the epic plupast correspond either witloit t.. Under the rare circumstance that someone lives a
very long time they may recount as personal nagatevents which occur in the epic plupast
and which others tell as historical gossip or lasting, for example Nestor in thad who is
two generations older than the other Greeks armi e perspective of the external audience
who inhabit the present, however, both the epit @ag the epic plupast represeniftthe epic
was being told to an audience three generatiofessremoved from the historical events on
which the epic was based) or, more likegyit the time of gods and founders), because the
epics continued to be told long after the eventa/bith they were based had passed the floating
gap. Since the poet subverts some of these comdspoes at moments with@ddysseys-12, it
is vital to create such a chart so it is clear whadre deviates from the typical places where
Doherty, Grethlein, and Vansina should correspond.

Scodel’s critique of Vansina, in fact, demonstrdles it is necessary to combine
Doherty, Grethlein, and Vansina in order to underdithe nuances of time in Homer. Scodel’s
analysis blends the external and internal audieneeghe hypothesized Dark Age or Archaic
era audience of Greeks, with the internal audievioen she explains the generations. In Scodel’s
scheme, the audience of Homer believed the threergeons which preceded them (i.e.
preceded the external audience) were the genesatfdmeroes, and then there was a mythic past
beyond that. This is not the case. As Grethleirosleh shows, the external audience conceives of
the present generation of heroes in the epic @h@dysseus and Achilles) to be members of an
epic past indeterminately distant from the exteenalience. This present generation of heroes
believes the three generations preceding them tbebgenerations of heroes and considers these
three generations to be part of the epic plupdst. gresent generations of heroes—heroes of the

epic past—serve as internal audiences for stobeatahe previous generations of heroes (from
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the epic plupast) such as stories about Heraklegoisl these generations looms a mythic past
of gods and founders. Thus, by the time that theéta poems were in the forms to which they
come down to us, presumably, the epic past corresgabto 4, which constituted about three
generations of heroes (and a gap before a mytisiy foa the Dark Age or Archaic period Greek
audience.

The chart on the following page demonstrates ttexfacing of these three systems. The
complexity of the interaction between differentsgetypes in th©dysseys clearer in a visual
format. The examples from ti@dysseyandlliad from this paper appear on the chart. The chart
is divided into external audience and internal ande and subdivided by Grethlein’s four realms
of time. Each example is given a particular coldre example is then split into the various parts
of the process of incorporation into the oral capig. the event when Hera guided Jason
through the clashing rocks is in the epic plupidske tells Odysseus the story of that event, in
the form of historical gossip, in the mythic pastd the Odysseus tells the Phaiakians that Kirke
gave him this advice as part of his personal nagatbout his adventures. The event and the two
versions of this story appear in dark blue to digthiat they are all part of the same trajectory.
Thus, the chart demonstrates how Vansina’'s spegels interface with Grethlein’s temporal

divisions and Doherty’s internal and external andess.
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Figure 1.

Chart of the intersection of Vansina and Grethlein's terminology

External o th . .
Audience Present: e.g. 5 century BCE audience
Internal 4
Audience
Epic Past
Odysseus tells the Phaiakians the he landed on the island of Kalypso (personal narrative, Od.
12.447-450)
Odysseus tells the Phaiakians about Kirke’s advice about the clashing rocks (personal narrative,
0d. 12.65-72)
Demodokos sings the story of the Trojan Horse (bardic song, Od. 8.499-520)
Demodokos sings the story of Ares and Aphrodite (bardic song, 8.264-64)
Demodokos sings the quarrel of Odysseus and Akhilleus (bardic song, Od. 8.73-82)
Menelaus tells Telemachos that Odysseus is trapped on the island of Kalypso (personal
narrative & gossip, Od. 4.349-560)
Nestor tells Telemachos how Nestor returned from Troy (personal narrative, Od. 4.130-183)
Phemios sings the return of the Akhaioi (bardic song, Od. 1.325-327)
Menelaus hears from the Old man of the Sea that Odysseus is trapped with Kalypso (gossip)
Odysseus lands on the island of Kalypso (event)
Kirke warns Odysseus with the story of Jason and the clashing rocks (historical gossip)
The Ithakans hear stories from the Trojan War and the return from Troy (gossip)
The Phaiakians hear stories from the Trojan War and the return from Troy (gossip)
Nestor and the rest of the Akhaioi set out to return from Troy (event)
o Odysseus and the Akhaioi come out of the Trojan Horse and destroy Troy (event)
L The Trojans bring the horse into Troy (event)
% Odysseus designs the Trojan Horse (event)
> Odysseus and Akhilleus quarrel (event)
= Poseidon reminds Apollo that they were betrayed when they built the walls at Troy (personal
o narrative, Il. 21.441-457)
[=F] Poseidon complains to Zeus that people will forget the wall he built at Troy (personal narrative,
= Ii. 7.452-453)
F Nestor talks about fighting the centaurs with the Lapiths (personal narrative, I/. 1.262-268)

Nausithoos tells Alkinoos that Poseidon will punish the Phaiakians (personal
narrative/gossip/historical gossip?)*

Epic Plupast

Previous Generation
Nausithoos learns that
Poseidon will punish the
Phaiakians (event)

Hera guides Jason and the Argonauts
safely through the clashing rocks (event)

Generation before the Previous Generation

Nestor fights with the Lapiths to defeat the centaurs (event)

Mythic Past

Poseidon helps to build
the walls of Troy (event)

Affair of Ares and
Aphrodite (event)

* Since the source of Nausithoos’s knowledge about Poseidon’s threat is unclear, his speech could
fall into any of these three categories.
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Chapter 2: Self-Consciousnesddysse\8-12

The poet demonstrates her self-consciousneSslyssey8-12 by creating a complex
interaction inOdyssey8-12 between the various speech types that Vaesinaerates: bardic
song, historical gossip, and personal narrativés ifeans that the poet both draws the
audience'’s attention to the nature of the epic &ty and oral performance, but also
demonstrates an awareness of her own positionraefghat tradition, specifically, as part of
the final stage of bardic song. In 2.1, | show thatpoet marks each of the speech types she
depicts as distinct from one another through cotwes of presentation and context.
Simultaneously, however, the poet flouts the cotigas that she establishes for depicting the
speech types. In 2.2, | analyze Odysseus’s degxript his adventures as an example of this
violation of speech types; Odysseus’s story isqueaknarrative, but it takes on many of the
characteristics of bardic song. MoreoverQdysse8, the poet breaks down parts of the
temporal framework that Vansina and Grethlein lay i 2.3, | demonstrate that some of the
examples of speech types@uayssey8-12 fail to follow the relative chronology witkgpect to
the events they represent and the poet beginetoars/entions from the epic plupast in the epic
past. The poet draws the external audience’s a@itetd each time she breaks the generic and
temporal conventions, demonstrating an awarenetfegirocess by which personal narratives

become bardic songs and the time frame over whishricorporation should take place.
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2.1: Types of Speech Ddyssey8-12

In order to demonstrate that the types of speettuinerate in the first section, based on
Vansina’s model, are not purely an external clasgibn system imposed on tRelysseyl
show that the three types of speech are markedmwilibk text. There are several generic markers
that the poet deploys to differentiate Demodokasisgs from Odysseus’s personal narrative and
both of these from historical gossip. The genrespefech cannot be differentiated by formal
features such as meter or dialect because theyaapgdin Odyssewhich maintains a dactylic
hexameter and Homeric dialect throughout. Howethere are consistent features of context and
character that mark the three types of speechffasatit from one another.

Among personal narrative, historical gossip, andlisesong, the most clearly marked
speech type is bardic song. There are certain stemsifeatures within sections in which bards
sing that mark out such song. In determining tlieatures, it is necessary to consider the setting
and ethos of the scenes in which bardic performappears to distinguish the ways the poet
marks different speech types. Ford argues (Ford 17)

Evidently, to recover the ideas of what singing \wad was not we must turn to

the texts with a cold eye toward too-familiar lggr categories. In defining epic,

it is necessary to avoid reductions of formalisrd &g appealingly ‘objective’

way of defining genres in terms of meter, dictibgures of speech, and so on.

There is little warrant in Homer for making fornwansiderations so significant in

defining kinds of poetry. It is more fruitful to latentive, as the first Greek

critics were, to the ‘ethos,’ or persona, preseitgthe poet as a way of

announcing and constituting his genre...it was a doation of certain subject

matter, the past, presented with a certain ethos.

Although the traditional literary theoretical appobes to epic have no bearing on the way that

epic might be presented or marked within the wtitgre are still certain ways to determine the

way that the original audience of the Homeric poemght have viewed epic as differentiated
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from other genres. Martin argues that “any conoéienre that underwrites the specific
classification of “epic” should stress, above, &0 communicative functions” (Martin, “Epic”
10). First, “a shared genre acts as an agreemanéenang the horizon of expectation” (10)
between performer and audience. Thus, a genrd mmply an artificial set of formal structures
stipulated by some outside group (such as litecatigs) but instead is a set of more general
guidelines that the audience expects the perfotonfeilow; the performer may adhere,
manipulate, or violate these assumptions the aadibas about the rules that will govern his/her
performance. Second, “genre forms an essentialralippiece of information” (10). To

determine the genre of a work, one must interpnstthin its native system and “its network of
associations” (10). This has two implications:ttegt a cross-cultural set of formal aspects of
genre can never adequately provide an understaodlitng way in which the audience views the
work and (b) that the genre system of the work rbesefined by the work itself (and other
works within the cultural system). As such, altloé markings of bardic song should emanate
from theOdysseytself; it is not possible to assume that the Bldisi and Homeric corpora were
exactly contemporary and no later standards witcimaxactly those which the ancient
audiences would holf.However, since the texts are roughly contempoaa/demonstrate at
least some of the same generic constraints, onasmthese texts to help confirm those
standards which exist in tl@@dysseytself, just not to impose standards from the ioetshat do

not appear in th&dyssey

%9 For example, Murray argues that, althoughlliaé and theDdysseyseem very similar, thiéiad was composed to
be sung in long sections at festivals, while @rdysseywas intended to be recited in 200-400 line segmanhteasts,
see Murray 2008. Although | am not convinced, Idad Murray presents a strong enough case thaititdbe
unwise to simply argue that the generic constraintepic that appear in thiéad can be directly applied to the
Odyssey
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Since it would be circular to define the thingattmark out bardic song as a type of
speech as those things which characterize it is¢kae on Skheria, | gather these markings
from elsewhere in the epic. In the scene of epitopmance in the audience, namely the scene
with Phemios in Book 1, a series of guidelines #pgiear confirmed by other archaic epics
(namely thdliad and the works of Hesiod). The conventions thadatibe are illustrative of
epic. Since they are purely descriptive based eretfidence at hand and do not proscribe what
epic should be, they cannot be an exhaustiveflisli generic indicators of epic. All of these
conventions have been cited by other scholarsndm that | know of have compiled all of them
in a single list. The conventions for heroic efiattare set out in tH@dysseyappear to be as
follows: (1) epic is inspired by the Muse3d,. 1.1, 10§% (2) it is sung by a bard recognized in
the community ©d. 1.325-326, 337-338, 346; 3.265-272; 17.383-3858) its content—which
is at least second hand—is also recognized indgheranity and often repeate@d. 1.337-
344)%2 (4) it tells of important or great actions of batfortals and gods, most often serious in

nature Od. 1.1-10, 326-327, 337-339, 351-3%3)5) it accompanies or follows a meal or

0 Cp.Il. 1.1, 2.484-493; HeTheog 1-52,0p. 1-9. Also, Phemios is referred totaov (“divine”; Od. 1.336) and
his song i9éomg (“befitting of a god”;0d. 1.328). According to Egbert Bakker, “The poet batf, on the other
hand, is in his remembering presented as drawirgily on the divingiévog of the muses as they themselves
remember the epic past...indeed, the Muses’ very maarks them as agentsgfvoc: the wordModoo probably
contains an o-grade pEvoc, so that it could be an erstwhile agent noun. Miase can set a singer in motion,
breathinguévog into him...The Muse can also allow the singer tahe@r divine energy himself, as in the opening
of the Apollo Hymn, which we can now read as ‘Let mow drawuévog from Apollo™ (Bakker 75-76). Ford
argues that one of the things which defines a siag@pposed to others who sing is the singer&iogiship with
the Muses: “In addition, a singer was set apattdoing his own patron deities, the Muses” (Ford HJrden and
Kelly argue that the invocation of the Muse is stanal convention of Greek epic poetry (Harden &IK&-16).

®1 Telemakhos also argues to spare the sif@érZ2.356), Phemios, and Phemios argues for hisliéevhased on
his profession@d. 22.345-6). Cf. HesTheog 81-104. Martin argues that “the performer is af@ssional” (Martin,
“Epic” 11). Ford also articulates the professiomalure tied up in the teraioidosand argues that even when
others, like Akhilleus in Book 9 of thHéad sing (. 9.189), they do not get the tit#odos

62 Andrew Ford argues that “epic is poetry of gastin the obvious but significant sense that it desiitself by its
heroic subject matter” (Ford 6). Italics in origina

83 Cp.Il. 1.1-7. Ford explains that “invocations tell usiolis things about epic tales—that they are |atty, they
are about sorrowful deeds of heroes, that the gaeds’s work thought them” (Ford 40).
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drinking (Od. 1.340; 17.356-360% and (6) despite its often serious topics, it ishemting and
entertaining (1.337-339, 353; 17.385, 518-521).

The two Trojan tales, which Demodokos sings fitheaicthe conventions that the poet
lays out for epic: (1) they are inspired by a dévfigure®® (2) performed a bard, who is an
authoritative figure in the communify;(3) they tell of events that the bard knows frarteast
second hand information; both stories are notdseasy famou$? (4) the stories tell of the
greatest war in living memofy;(5) the stories are sung during periods of fegstimthe day of
games that Phaiakians hold for Odyss@us) and the stories entertain the Phaiakianspath
they speak of the arguments of commanders andritnengture of battlé* The external
audience would be attuned to each of these anddiibtisguish Demodokos’s tales from other
types of speech. Scholars have long categorizes thteries as recitations of epic, although
usually without citing these specific indicatorowkver, it is important to note how striking
these features might be.

Perhaps the best demonstration that these madensfy a specific type of oral genre is
to contrast the representation of epic with anogieerre of song that appearsQdysse\8: the

choral or lyric story of Ares and Aphrodite. Simnita the Trojan Tales, the second song is sung

% The suitors 8i 8¢ clonf] flat’ dxovovtes” (listening to him sat in silenc@d. 1.3325-326 cf. 1.336-341). As
opposed to say, accompanying a dance (&dg4.17-19). Cp. Scodel, “Bardic” 172.

® Cp. HesTheog.53-55, 97-103; Ford 52-54; Scodel, “Bardic” 172.

 Mowo’ (Od.8.73) inspires the first Trojan tale afbd (Od. 8.499) inspires the story of the Trojan horse.
Noticeably, the story of the affair between Ared &phrodite is not inspired by a divine figure afyekind.

®70d. 8.62-70, 470-499; 13.26-27.

%8 The first story is 8ipung i 10T Gpa kKhEog odpavdy evpdy ikave” (@ song whoséleoswent up to wide heaven;
Od. 8.74). Odysseus asks for the second Trojarbtalfame and Demodokos knows it without needingto a
further questions and then complies demonstratiagit is a story which he has told repeatedly.

% This is not said explicitly, but the narrator mefieces it because both the actions and the meived/are
extremely famous@d. 8.73-74, 502).

° The song about Ares and Aphrodite notably accotiesahe dance performance that Alkinoos ordersnoash
over the incident with Odysseus and the dis@u 8.235ff). The other two instances of song bottuoafter meals
(Od. 8.71-73, 484-500).

1 Arguments of commander@d. 8.75-78; Grim nature of battl&d. 8.519-520. The Phaiakian’s are entertained:
Od. 8.90-91, 538.

36



by Demodokos, and is certainly not from some kiffirst-hand experienc& In contrast to the
Trojan tales that precede and succeed it, the sfahe affair of Ares and Aphrodite this song is
noticeably not inspired by a Muse or godd&dsord argues that the Muses stand in for a bardic
tradition from which the bard singing a tale leattés craft (Ford 58-59Y, thus the invocation
marks them as part of a collective oral corpusthgyabsence of divine inspiration, the poet
signifies that this song does not belong to the &pidition. Notably, although bards may be
referred to with adjectives such as divine or ddyrinspired, none of the dances which appear
in theOdysseyhave direct inspiration from the Muse. Moreovkhe song accompanies a display
of dancing ordered by Alkinoos to smooth over thargel between Odysseus and Eurya(od (
8.235ff.). Demodokos sings the story of Ares andhrdgite while Guei 8¢ xodpot /mpwoiPot
ioTavto, danpoveg opynOuoio, / Téndnyov 8¢ xopov Ogiov Tooiv” (young men, in the prime of

their youth, experienced in dancing, were standirogind, and beat the divine earth with their
feet:Od. 8.262-264). The internal audiences sit and lisggptly to the Trojan tales of
Demodokos and the tale of Phemios; the listenersotldance. Dactylic hexameter is not a
meter of dance, although it is the meter of epgsAch, since the songs accompanied a dance,

they must have been in some form of lyric méter.

"2 Thus it fulfills the second and third conventi@ipic.

3 Moo’ (Od. 8.73) inspires the first Trojan tale atbd (Od. 8.499) inspires the story of the Trojan horse.

" cp. NagyBest15-16.

> Murray (qv. 1n2) argues that it is not clear wieetthe song and the dance are separate entertasrmakhough
he admits that if the song accompanied the dahemuld have to be some form of choral meter (Myft&6).
However, the language is less ambiguous than Mw@uggests. The lines in question are as followg§pig &'
£yy00ev e pépmv poputyya Alysioy / Anpodoke- 6 &' Emeita ki’ & uécov- Apgi 8& kodpot

npdiifat iotavto, danpoveg dpynduoio, / TEmknyov 8¢ xopov Belov mociv. adtap Odvocedg

poppapvyas Ongito noddv, Bavpale 8¢ Buud. / adtip O poppilmv avefdiieto kakov deidew / due’ Apgog

@OTNTOG £D0TEPGVOL T A@poditng, / i ta TpdT Eniynoav &v Heaiotolo dopoiot / AaBpn- “And the herald came
from nearby carrying the resonant phorminx for Ddoi@s; and then he went to the middle; and young im¢éhe
prime of youth were standing around skilled at dtagpcand they struck the ground with their divieetft And
Odysseus watched at their sparkling feet, and weszad in his heart. And he struck the phorminxrg svell
about the love of Ares and well-crowned Aphroditeyw they first mingled secretly in the house of Kaigtos:Od.
8.261-269). Théz in line 261 shows a change of subject atids singular, so it must be Demodokos who moves to
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One other thing that distinguishes Odysseus’s baadic narrative from actual bardic
song is that it has a purpose. While bardic songreins its audience, personal narrative
answers a request for information or seeks to nudatip the audience (Scodel, “Bardic” 172).
Odysseus’s narrative does both: he answers Alkis@pgstion about who Odysseus is and he
establishes himself as a hero. The internal audieereps praise upon Odysseus for his amazing
exploits and storytelling prowess. Odysseus’s statyonly, then, manipulates the internal
audience, but also manipulates the external audiglust as the internal audience sees
Odysseus’s heroism in his tale, so too does thexmaitaudience. In combination with
Demodokos’s tales which present Odysseus’s mosetderoments in the Trojan War,
Odysseus’s adventures remind the external audiwhgeOdysseus is a Greek Hero par
excellence.

The poet also signifies the difference betweerleTrojan Tales and the Affair of
Ares and Aphrodite by their representation to tkiemmal audience. While the Trojan tales were
probably told at great length to the internal andé® they comprise merely 31 lines in total for
the external audience. Yet, the length of the gogtimmary of the second song is radically
different from the other two songs; at 100 linéss more than three times the length of the other
two stories combined. This may have been pure gahde in a seductive tale or a moment for
the poet to return the story to a more lightheatte@ between the much more serious Trojan

Tales. The length further serves to distinguish thiddle tale as unlike the Trojan Tales that

the center of the floor. Since the boys stand atdum as they begin to dance, one can infer thaideempanies
them. Furthermore, the line where Demodokos come®ehis song, line 266, begins withrap. While avtap can
be adversative, it makes little sense in this cdrteread it that way. Insteaaytap is more likely purely
progressive. This reading is especially fittingcsithe previous line also begins witbrap, suggesting that these
particles are denoting successive stages in ativar(®enniston 55).

® There are several references to the length afetigations, e.gOd. 8.83-92.
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precede and succeed it and perhaps underscoresneverstrongly to the external audience that
this story is a different genre of speech fromdtiesr two.

Just as generic markers distinguish epic from lgrichoral song, the poet uses similar
techniques to distinguish these genres from histbgossip. Although both epic and historical
gossip concern the past—and often the distant pésé-form of historical gossip is radically
different from that of epic. Historical gossip istriied to a particular profession, unlike epic
which is traditionally sung by a bard. Instead, ammber of a community may recite historical
gossip. Traditionally, however, authority figuregite historical gossip in the Homeric epics.
The two pieces of historical gossip that appe&dilyssey8-12 also carry their own set generic
markers. Like Odysseus’s personal narrative, theyat inspired by a Muse or goddess.
Anyone can relate historical gossip, but becausepieaker makes a pronouncement about the
past, authority figures often deliver historicakgip in the Homeric poems. Historical gossip
means that the speaker has acquired the storgsitdecond or third hand. These anecdotes are
generally well known by the society at large beeahgy have been circulating enough that they
are told second or third hand. Generally the histbgossip in th®©dysseyappears as references
to the previous generation, as it does in bothscas@dyssey8. Historical gossip can appear at
any time, but generally some event brings it todnin the case dDdysse8, these two
anecdotes are extremely short. However, histogeasip from théliad can constitute extended
speeches, e.g. Phoinix’s recitation of the storylefeagros.’

Characters in the Homeric poems recount histogoasip for a purpose. In both cases in
Odysse\8 the historical gossip serves to provide therimakaudience with information about the

identity of the speaker. In the first instance, €sBus uses historical gossip to characterize his

" The story of Meleagrogt. 9.529-599.
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own skills. When Euryalos challenges Odysseus,rergethat Odysseus does not resemble an
athlete Od. 8.164), Odysseus responds by using the skikgladrs as a rubric to gauge his own

athleticism for the crowd of Phaiakiar®d, 8.214-228):

TavTa yop o Kakog gipt, HeT avopaoty docot dedrot-
v pev 16Eov 01da EBEoov Apeopaacor:

TpOTOHS K Avdpa Pdrou dlotedong v OIAD
avop®dV SvouevEéwv, &l Kal pdo ToALol ETaipot

ayyt mopactoiev Koi 1o&aloiato OTdV.

olog &1 pe DokThATNG dmekoivoto TOED

Muw évt Tpowv, 6te to&aloiped’ Ayoroi-

TV 8’ GAA®V Epé PNUL TOAD TPOPEPEGTEPOV EIVOL,
66601 vV Bpotoi eicty €t xBovi citov £dovTeG.
avopact 8¢ Tpotépoloty EpLiéuev ovK £0EANo,

o0’ ‘HpakAiji ovt’ Evpute Oiyaii,

oi pa kai dBavdaroiowy €pileckov mepl TOEWV.

6 pakod aly’ EQavev péyog Evputog o0d’ &mi yijpag
ket €vi peydpoiot- YoAwohpevog yop ATOAA®Y
gktavev, obvekd pv mpokaAileto to&alecOat.

dovpi &’ dxovtilm doov ovK AALOG TIC OTGTE.

For | am not at all bad in the contests there arersg men. | know well how to
handle a well-polished bow. And I, shooting arrowsuld be the first to strike a man
among the host of hostile men, even though manypanions stood very close
around me and would shoot men with their bows.dRletes alone surpassed me
with a bow in the country of the Trojans, whenether Akhaians shot their bows.
And | say that | stood out from the others by fenjch sort are mortals and eat grain
upon the earth. But | will not contend againstien who came before, neither
Herakles nor Oikhalian Eurytos, who indeed contendih a bow against the
immortals. And because of which Eurytos died sutderot reaching great age in his
house; for Apollo, being angry with him, killed hifmecause he (Eurytos) challenged
him (Apollo) to shoot a bow.

In his boast, Odysseus uses both recent gossipaetiievements of Philoktetes—and historical
gossip—the feats of Heracles and Eurytos—to medssrewn athletic prowess. The modern

gossip demonstrates that he is an archery chanapidma great warrior, because he pits himself
against the famous Philoktetes. He employs theitist gossip for a twofold purpose. Since he

mentions the great champions of the previous génarde reminds his internal audience how
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high he might aspire with regard to his skill. Heee he also states that he could not measure
up to these great men who challenged even the dedsmnstrating that he is not boasting
excessively; he knows that he cannot measure tiese fantastic athletes. His character is
revealed,; this recitation of historical gossip conmicates to the internal audience that he is
gifted but not hubristic or vaiff.

Alkinoos’s historical gossip also serves to essbidentity; specifically, he illustrates
that the Phaiakians are good hosts who convey goests homeward. Alkinoos describes the
supernatural powers of the Phaiakian shipd. 8.555-563). He then explains that they were so
well known for ferrying anyone to a chosen destorathat they would someday excite the
wrath of Poseidon himsel©d. 8.564-570):

GALA TOO DG TOTE TATPOG EYDV EIMOVTOG dKovoa
NoavcBoov, 6¢ Epacke ITocewddwv’ dydocacon
MUV, OVVEKO TOUTOL AN UOVEG ELPEV ATAVTOV-
o1} Tote Pamkwv AvopdV TEPIKAAAEN VijoL
€K TOUTT G AvioDoaV €V NEPOELDET TOVTQ
potcépeval, péyo 8 fu dpog TOLEL AuPUKOAdYELY.
¢ dydpev’ 0 Yépwv-
But once | heard my father, Nausithoos, saying thesused to said that Poseidon
would be angry with us, because we are safe edooreseryone; he (Nausithoos)
said that at some point the well-made ships oPthaiakian men, returning from a
voyage on the misty sea, will be shipwrecked ab@yanountain would be raised
around our city. Thus the old man used to say.
Alkinoos cites this anecdote that he heard fronfdtiser as a method of demonstrating the
kindness of the Phaiakians to their guests. They §tom his father lends authority to his claim

because he provides a witness to the characteed?haiakians other than himself, and a witness

who, no less, was able to provide information allbetmind of a god on the subject. Alkinoos,

8 The Apologoi may, however, challenge the view tdysseus is not hubristic or vain.
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thus, attempts to employ this historical gossigefmitive proof that the Phaiakians will return
Odysseus safely to his homeland on the following da

Personal narrative within tl@dysseyalso has its own set of markers. Characters speak
of their own adventures in the first person, wheelsily distinguishes the stories from both epic
and historical gossip. Typically, these narratigks® answer to a particular question posed to the
speaker. Menalaos and Nestor both expound at lefigthTelemachos asks them for
information about Odyssed$Eumaos recites the tale of his abduction and sefeiwhen
Odysseus asks him how he came to be a servare otise of Laertéd.Similarly, Odysseus
relates his adventures to the Phaiakians afterdbkyor his name, homeland, parentage, and
connection to the Trojan War. Alkinoos asks thiegjion in an extended form at the end of
Odysse8 (Od. 8.572-585). Odysseus replies with an equally dotpus answer, where he
provides all three pieces of information (Od. 938):

Vv o' dvopo TpdTov pubncopat, depa kol VUELG
€ldet’, dyo &' dv Emerto puyav Do vnedg quop
VUiV Eglvog €o kai andnpobd ddpato vaimy.

el Odvoedg AoepTiadng, 0g Tact SOAOIGY
avOpmToIotl HEA®, Kol Pev KAEOS 00pavoV TKel.
vouetdm & T0axmv evdeierov- év &’ dpog avti,
Nnprrov €ivocipuAAlov, APITpemés: el 6& vijoot
TOALOL VOLETAOVGL LAAL GYEOOV AAANANOL,
AovAiyov te Xaun te kol VAnecoa Zaxvvoog.
a0 6¢ xOapain Tavumeptdn €iv O KeTTon
p0Og LOPOV, ai 0 T Gvevbe mpoc NG T' NEMOV Tg,
TPNXET, AAA" dyadrn KovpoTpOPOG: 01 TL EYD YE
TG yoing ddvopar yhukepdtepov dAro id4c0au.

M pév 1 avtod’ Epuke Kaloym, dio Osdov,

[8v oméeot yhapupoict, MAotopévn ooty eivar: ]
®¢ &' avtmg Kipkn katepntvey €v peydpoioty
Aiain SoAdeoca, Mhatopévn TG elvat:

" Telemakhos ask©(. 3.79-101) and Nestor respon@@d( 3.102-192). Telemakhos ask3d 4.315-331) and
Menelaos respond©f. 4.332-586).

8 Odysseus asks Eumaid®d, 15.380-388) and Eumaios respon@s..(15.389-484). Louden discusses this scene
with Eumaios at length and compares it with theilainscene with Alkinoos (Louden 50-68).
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AL €uov o mote Bupov €vi onbeosoty Eneibeyv.
®OC 00OV YAVKIOV TG TTPId0g 0VSE TOKAMV
yivetar, &1 mep koi Tig dndmpodt Tova olkov
yoin év dAlodamni vaiel ardvevbe TokNV.

€1 0" dye To1 KOl VOGTOV €OV TOAVKNOE' EvioTm,
OV pot Zevg €pénkev anod Tpoinbev iovrL.

And now first | will tell you my name, so that yooay know me, and then I, escaping
the ruthless day, may your guest-friend althoudtvéll in a far away home. | am
Odysseus son of Laertes, who is known to all meadse of my cunning and my
kleosreaches the skies. And | inhabit sunny Ithaka. And is a mountain stately,
shaking-leaved Neritos. And all the islands lieusua it very close to one another,
Doulikhion and Same and wooded Zakunthos. And Hhakwv-lying, furthest out at
sea, faces the darkness, while the others far &eayg the dawn and the sun, rocky,
but a good nourisher of men. Indeed, | cannot tbirdnything sweeter than one’s
own land. Kalypso, shinning among goddesses, toéegep me there in her hollow
cave desiring me for her husband. And in the samg aunning Aiaian Kirke
restrained me in her hall, but not at any timedgtid persuade my heart in my chest.
So nothing is sweeter than one’s fatherland and ¢im@’s own parents, even if
someone lives in a fertile place in another landchf@ay from one’s parents. But if
you wish, come and let me tell my sorrowful journefich Zeus sent for me coming
from Troy.

Immediately after Odysseus provides his name atrdmpanic, he emphasizes where he is from.
This certainly partially in response to the questiout he particularly describes Ithaka is by its
geography@d. 9.21-27). Thus, the purpose of the story is mby tb answer the question, but
also to ensure his passage home. Moreover, Odyseatisues by comparing Ithaka favorably
to the house of Kirke, a goddess, hinting his is¢etiesire to return to his homelat(9.29-

36).

2.2: Violation of Conventions for Speech Types

Although Odysseus does extensively respond tonAlds’s questions and provides the

long narrative of his adventures to explain hovahesed on Phaiakia, he does not commence
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his personal narrative with these answers. Insteadpens with a long commentary on the
context in which he finds himself answering Alkirt®questions. Odysseus specifically
references the day’s entertainmetl(9.2-13):

Alkivoe kpeilov, Thvtov apdsikete Aadv,

7 To1 P&V 168e KoAOV dkovépev 6TV o150
101008’, olog 88’ &oti, 0£0ic’ EvaAiykiog addNV.
0V YO €YD Yé TL PN UL TELOG YOPIECTEPOV ElvaL

7 6T €bepochvn pev Exn Kata dfjpov dravta,
doTVPOVEG & Ava ddpaT dkovdlmvTol AoldoD
fuevol £€ging, mapa 6& TANnbmaot tpamelon

oltov Kol Kpeidv, pébv &' €k KpNTipog APVGGMV
0ivox60g popénact kal £yyein dendeoot:

10076 Ti pot KGAMGTOV Vi Ppesitv eidetar givar.
ool &' ua kndea OLUOG EMETPATETO GTOVOEVTQ
elpect’, 6¢p’ &t paAAOV 0dLPOLEVOS GTEVOYILW.

Lord Alkinoos, renowned among all people, trulisit fine thing to listen to a bard

such as this, a voice resembling the gods. Fony tleat there is any more pleasant

fulfillment than when joy takes hold of all the pé® and guests sitting throughout

the house in rows listen to the bard, and besiemtthe tables are filled with food

and meat, and a cup bearer drawing off wine froemtixing-bowl carries it and

pours it into the drinking cups. It seems to menywmind that this is the best thing.

But your heart was inclined to ask about my griestsaubles.
Here, Odysseus reminds the external audience ihabhg is not only in response to a question,
but takes the place of bardic entertainment. Algiohis song is a personal narrative, it is also
guasibardic in form since the internal audiendérstmains seated and feasting as they listen to
him 3! Odysseus alone imitates bardic storytelling withgersonal narrative.

Since Odysseus’s personal narrative is quasibatdalows some of these guidelines

for epic set out in th®dysseywhile violating others. He tells his adventureidiving a meaf?

81 Nestor and Menelaos both recite personal narsivéimes connected with eating and drinking,rtaubardic
allusions are ever made about their stories.

82 Odysseus's tales follow directly after those ofiidelokos, who sings directly after a me@bl( 8.482-484). This
fulfills condition 5 for epic.
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his performance is both enchanting and entertajmiagpite its serious topicand his internal
audience listens in silené&However, Odysseus violates each of the other sacgindicators
for epic. His stories are not inspired by a Musa goddess. Odysseus’s performs his personal
narrative himself, unlike bards who perform at tehsd-hand accounts of the events they
describe. Odysseus performs the stories of hisradkes in order to establish his identity and
authority among the Phaiakians, rather than peifggrithem because he is a valued member of
the community. In fact, Alkinoos reminds the int@raudience that a man in Odysseus’s
position is often a liar@d. 11.363-366):

® '0Odvoed, 10 pdv ob 1i 6’ dlokopey eicopdwvieg

Amepomid T Euev Ko &mikAomov, 01d & TOAAODG

Bookel yoio péAava ToAVGTEPLNG AVOPOTOLG

yedded T aptovovtag, 60ev k€ T1g 0vdE 1dotto.

O Odysseus, looking at you, not at all do we suepbis, that you are a deceiver and

a thievish man, many of which sort the black epektures, widespread men,

preparing lies from which no one could know anyghin
In contrast to the men whom Alkinoos mentionss iDidysseus’s prowess a storyteller which
makes him sound like an expert bard and gives herair of truthfulness. Alkinoos compliments
Odysseus@d. 11.367-369):

ool &’ &m pev popon Enémv, Evi 08 ppéveg £cOhal,

uobov &’ g 61’ Go100¢ EMOTAUEVOG KATEAEENC,

navtov Apyeiov 6éo T avTod KNdea Avypd.

And upon you there is such grace of words, andur ynind, having recounted the
story expertly as a bard would do, the painful @as of all the Argives and yourself.

The entire interruption of Odysseus’s recitatiorisf adventures more generalyd; 11.333-

385), and the above passage in particular, seoviests the external audience on speech types.

8 0d. 11.364-369, 375-376, 380-384. This fulfills cdiat six for epic.
8 0d.11.333-334.
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This passage reminds the external audience that<@ds is not in fact a bard—this is a personal
narrative—but some of the features are similarailic song. Alkinoos also highlights the
privileged position of bardic performers; this osakiety considers the singer’s words to be true,
so a person who sounds like a singer speaks ttieasuwell.

Odysseus’s eloquence must vouch for the truthettbries also because, unlike bardic
songs, the stories are not famous. In fact, Odgssmounts them i@dyssey-12 from his own
personal experience, presumably, for the firstearly the first time. The poet uses this interlude
in Odysseyl1 to emphasize the newness of Odysseus’s taldaoAs, when he urges Odysseus
to continue, reminds the external audience thdidsenever heard Odysseus’s story before by
asking about the other people that Odysseus nieeinonderworld@d. 11.370-372):

AL’ dye pot 10de eine Kol dTpekémg KatdAe&ov,

el Tivag avtifémv £tdpav 10eg, of Tot G’ avTd

"TMov gig ' €movto Kol adTod TOTUOV EMECTOV.

But come now, tell me this and recite truly, if yeaw anyone of your godlike

comrades, who went along with you yourself to lleoxd succumbed to their fate

there.
This question stimulates anticipation in the exaéaudience as well; even though the journeys
of Odysseus would have become famous by the tiateatbard or rhapsode sang them,
Alkinoos’s excitement reminds the external audiethes the poet is quoting Odysseus directly
and thus creating the illusion that the storiesbaiag told again for the first time.

The markers of epic which appear on Odysseus’opalfarrative and the markers
which contrast Odysseus’s stories with epic hidttlifpr the external audience, that the entire
Odysseyor whatever portion of it they are listening toreading, was once a set of personal

narratives (Louden 50). Over time, the tales tramséd from personal narratives into gossip,

then historical gossip, and finally became the épét exists today. Thus the poet self-
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consciously crafts Odysseus’s adventures as bpénsmnal narrative for the internal audience
and an epic tale for the external audience with emdsof slippage between the two genres
reminding the external audience of the processfésaioned th©dyssey

It is also particularly important that Demodokass &n the audience for Odysseus’s tales.
Odysseus and Demodokos have a reciprocal relatpfisbuden 50) since they listen to each
other’s stories. Moreover, Odysseus reciting higatlures to a singer implies that Demodokos
will tell these tales in the future, but in therfoof bardic song. Louden argues: “Odysseus’
narration of his exploits to an audience whichudels a gifted singer thus depicts the tradition in
action. That is, this is th@dysselg only portrayal of a singer being informed in brsft,
hearing new instances of the subject matter of pp&try” (Louden 61).This is not the only time
in oral literature that has become text that tHges of a story looks at the singer that will
eventually repeat his tales; it also appears iniBdfo(Creed 44-52; Louden 61). This reminds
the external audience of the way in which storiesome bardic songs. The poet marks
Odysseus'’s recitation to Demodokos and the Phaialaa particularly special. Although
Odysseus tells the same stories to PenelopeZ3.310-341), this is the last narrative that the
Phaiakians will hear from the outside world. Lou@aiplains that “they will never again enjoy
such narrative interaction, since Poseidon prevamysurther access to Skheria (13.125-65)”

(Louden 61), by turning the ship into rock andirmismountains around the sea poirt.

8 There is some scholarly controversy over whethemwo Poseidon does actually create the mounthirshe
discusses his plans to do so with ZeDd.(13.147-158).
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2.3: Violations of the Temporal Conventions for &gle Types

The poet not only plays with the conventions thatkrspeech types, but she also distorts
the temporal framework in which these speech tgpgear. Generally, stories begin as personal
narratives and are spread through gossip. Witlgareeration, the gossip that people continue to
spread becomes historical gossip. If that histbgoasip is sufficiently engaging, it makes its
way into the corpus of epic song. Usually, stodeshot become epic songs for at least a
generation. Thus, the content of epic stories astical gossip should generally be from the
epic plupast. The pieces of historical gossip @dysseus and Alkinoos relate conform to this
model; Alkinoos references his father, Nausith@og] Odysseus mentions Herakles and
Eurytos, all of whom were among characters fronpiteeeding generation and were thus part of
the epic plupast. Traditionally, stories move tlylo@ period of historical gossip before they
become bardic songs, thus bardic songs usuallksgeaoments farther in the past than
historical gossip. However, Demodokos’s songsstelties from the epic past.

The unusually early incorporation of the Trojalesanto bardic song is somewhat
plausible for an oral culture. Since stories thiatexciting tend to spread extremely quickly and
are constantly retold, it makes sense that theigessuld coalesce into a standardized form
more quickly. The vast scale of the deeds perforchethg the Trojan War would have
accounted for the almost immediate reverence witithvit is treated. Much as the
Marathonomachoi became legends in their own tintevany quickly earned the status of

characters from the mythic past in artistic repnéstgons, the poet represents those who fought
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in the Trojan War as almost instantaneous hefoeke Phaiakians were not involved in the
Trojan War themselves, so the brave deeds of thaidkmight seem even more extraordinary
since no Phaiakian brought back first person adcdtrom there the stories would quickly
become fodder for industrious bards looking to péetheir audiences. Since the Phaiakian ships
travel supernaturally fast, they could have hehedfdmous stories from the Trojan War almost
immediately, and ten years might be sufficient tiorethe tales to become part of the oral
corpus and bardic repertoffe.

Although the temporal oddity of the bardic sorgplausible, the poet heightens the
oddity of this swift incorporation of stories inépic by placing Odysseus in the internal
audience for these performances. Odysseus is timeamaracter within the songs he hears and
his reactions to the songs showcase the unusuattaspf bardic songs which describe recent
events. Odysseus praises Demodokos on the acairagyretelling, telling Demodokos that his
account wasdg 1€ mov | avtog mapemv §| GAAov dkovoas” (as if somehow either you yourself
were present or you heard from another [who w@s):8.489-490). Even the way that Odysseus
phrases his compliment signifies the unusual sgnaBards learned their stories from a
culturally determined tradition—as Nagy points dd#modokos’s hame means “received by the
demos (Nagy 1999: 17), which further underscores Denkads position as a as a
representative of the Phaiakian oral traditionhéitgh oral tradition is the method that non-
literate cultures use to preserve historical sgon&ansina argues that over time, stories

inevitably acquire cultural clichés. By the timatlistories have become part of historical gossip,

8 The Marathonomachoi appeared on the Stoa of Raikitl on the South Frieze of the Temple of Atheike N
(Hurwit 228).

87 Phemios’s song of the return of the Akhaian contieamis less plausible. Ithakan ships are not saperally
fast and the returns of the great men are morerateries than those of the Trojan War. Howe\rez,foet
acknowledges this by having Telemakhos say thaten@y whatever song is hewestdgtan: Od. 1.352),
suggesting that this song might be a recent additicghe bardic repertoire.
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they have formed into a standardized version asigas. At this point, the oral culture can no
longer provide a verification of the veracity oéthtories and they can only be confirmed by an
external source (VansinBjstory 159). Thus, Odysseus serves as an outsider wstrhéand
knowledge of the events and is able to complimeaticcuracy of the telling.

Odysseus'’s tearful reaction to the Trojan Taleghé&r highlights the unusual temporal
situation of Demodokos’s songs. The Phaiakiansotighly enjoy both of the Demodokos’s
songs® Conversely, Odysseus weeps, covering his h®@ddg3-93)%° Odysseus’s reaction to
the second song is so strong that the poet desdtibagth a simile Qd. 8.521-531):

avtap Odvooeng
TNKETO, OAKPL &' E0gVEV VIO PAEQAPOLCL TAPELAGC.
¢ 0 yovi) Khainot eilov mOc Aueecodoa,
O¢ te £NG Tpdcbev TOMOG AadV TE TEST|OLY,
doTel Kol TekEEGTY AUbHVmY VNAEES TOp-
1 p&v 1ov Bvnokovta kol domaipovio idodoa
ape’ avtd yopévn My Kokver: oi 6¢ T dmobe
KOTTOVTEG S0VPEGTL UETAPPEVOV NOE KOl DUOVG
glpepov gloavayovat, Tovov T ExEpev kol 0oV
g 0’ €legvotdt® Ayel eBrvubovot mapelad-
i Odvoedg Elesvov VT dPpOGL Shkpvov eipev.

But Odysseus melted, and tears from under hisasydlienched his cheeks. As a
woman weeps, falling to embrace her dear husbamdf@hon behalf of her city
and people, warding off the pitiless day from tieedity and children; she seeing
him dying and gasping, wrapping herself around i@ cries out loudly; but the
men behind her poking her back and shoulders Wélr spears lead her into
slavery, to engage in labor and misery. His chee&savaged by pitiful sorrow.
Such were the pitiful tears Odysseus let fall framder his brows.

Odysseus’s devastation is palpable. Upon hearnetediing of the story of the Trojan Horse,

arguably Odysseus’s crowning moment in the Trojaar #WOdysseus moves from the position

8 After the first one, the narrator says thatgbvelay deidev / Parjkaov oi dpiotor, &nel téprovt’ Enéeoow,” (the
best of the Phaiakains roused him to sing, sineg delighted in his word©d. 8.90-91).

8 penelope has a comparable reaction to Phemiasgs40d. 1.336-344).

% Menelaos relates a different section of the stdjre Trojan Horse at lengt(. 4.265-289), which emphasizes
the importance of this for the portrayal of Odyssas a hero.
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of conqueror to that of the vanquished. Moreovethe simile, Odysseus is not a defeated
soldier, but instead a woman dragged away intteafipainful and miserable slavery,
completely unable to defend herself from her feltile the external audience might be moved
by a bard or a rhapsode’s performance of a sackest®mdeep emotion Odysseus exhibits
implies a personal connection to the stnlkinoos, noticing Odysseus’s lamentations, asks
Odysseus whom Odysseus knows that died at Tooy&.581-586). Odysseus’s tearful reaction
stands in marked contrast to the Phaiakians, whplaased by Demodokos’s soi@p( 8.538),
and so absorbed that they fail to notice Odyssemaibng (Od. 8.532). Odysseus’s extreme
reaction thus reminds the external audience hogktuthe stories of the Trojan War have
become bardic song.

Many scholars have discussed the contrast betwdgss@us’s and the Phaiakian’s
reactions to Demodokos’s songs. Hilary Mackie asghat grief upon hearing sufferings retold
in epic is unique to th&dysseyMackie argues that emotional response is condesgiecifically
to the songs being part of a living memory for intd audience—namely, in these cases,
Odysseus and Penelope—and instances of persooatément (Mackie 82 Nagy argues
that “personal involvement or non-involvement detiees whether or not the situation calls for
penthosor kleos (Nagy, Best98). But the problem with Nagy’s model is that #iiation calls

for bothpenthosandkleos it calls forpenthos§rom Odysseus who suffered through the war

L In Plato’slon, lon tells Socrates that his success is contingpan the emotional response of his audienkei “
uédo KaAGe oida- kabopd Yép ExGoTote adTovg dvmbey dmd Tod Prpatog kKAGovTag Te Kol Sevov éupiénoviog kol
cuvOappodvog Toig Aeyopévols. el yop pe Kol o@odp’ anToig TOV VoV TpocEyev: G €0V PEV KAGOVTOG 0DTOVG
kabiow, aTog yehdoopal apyvplov Aappavev, £av 8¢ yeldvtoag, adtog kKAavcopat apydptov dmordvg” (I know it
very well. For when | look down from the speakepigitform on those ones crying and looking terrifeedl being
astounded keeping up with the stories. For it ieesary that | pay very close attention to thentaBse if | set
them crying, | will laugh taking their silver, bifitl set them laughing, | will cry loosing money ssjf: Pl.lon.
535e). | thank Mike Tueller, who mentioned refershthis passage to me when he read a nascenbfitais paper
and Ruth Scodel who mentioned this passage instigned she asked at tleality and Literacy in the Ancient
World XlIconference.

92 Mackie here is citing Nagyest98.
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himself andkleosfrom the Phaiakians who consider Odysseus as faie dieroes of the Trojan
War. Instead, | would argue that Odysseus’s ematiggaction to Demodokos’ songs is a
symptom of a hyper-compressed amount of time betweesvent and its incorporation into
epic. Moreover, the poet describes Odysseus’siogawith such a beautiful simile as though to
direct the external audience’s attention to Odyssquersonal connection to Demodokos’s
songs.

The recent subjects of bardic song are not the tenhporal incongruity it©dysses.
The most obvious place where the poet toys withehgoral distinctions comes in the discus
scene. After Laodamos invites Odysseus to parteipethe contest€)d. 8.143-151) and
Euryalos taunts Odysseu3d, 8.158-164), Odysseus becomes angry and decidksrtonstrate

his strength to the Phaiakiar@d; 8.186-198):

7 po, ki avTd eapet dvaitac AdBe dickov
peifova kol mayetov, oTPapmdTEPOV OVK OALYOV TTEP
1 olw Dainkeg €diokeov AAAAOLOL.

10V pa epLoTpéyac ke otiPapiic 4md yeipdg:
Boupnoev 6¢ Aiboc: katd &' Emnéav moti yain
Dainkeg SOAYMPETHOL, VOVGIKALTOL BVOPEC,

A00G VIO Putiic: 0 &' VIEPMTATO CNUOTA TAVTI®V,
plpea BEwv amo xepdc: E0nike o6& Téppat’ AdNvn
avopi dépag gikvia, &nog v Epat’ &k T dvopale-
“xoi K’ dAadg tot, Eelve, drakpivele O ofjua
ApEAPO®V, TEl OV TL HEHYUEVOV EGTIV OUIA®,
GALO TOAD TPDTOV. GV O Bdpoel TOVOE ' Gebhov-
o 11 Pamkwv tov ¥ Eeton ovd’ vepnoet.”

And springing up, still in his cloak, he took adlis, larger and thicker, more than a
little bigger than the Phaiakians threw among tredwes. Whirling it around, he
threw from his strong hand, and the stone hummed.tAe long-oared Phaiakians,
famed for ships, crouched down on the ground, eowatt of the force of the stone.
And, from his hand, it flew quickly over the margeaf all the others. And Athene,
resembling a man in build, marked the endpoint,spuke a word and called out by
name: “Indeed, stranger, a blind man, putting hisds around it, could discern your
maker, since it is not mixed among the crowd, butihrfurther forward. Take heart
about this contest. No one of the Phaiakians vitleg reach it or surpass it.”
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Although Odysseus has been travelling or trappéld Kalypso for the last seven years, and
spent the previous ten years encamped in hostiieoty, he still manages to surpass the young
and athletic Phaiakians during a competition. Bvene surprising, the narrator does not
mention Athene aiding his throw; in fact, Athengengcedes a moment later to vaunt his
superiority ©d.8.193-198), which emphasizes her absence in t@ldwrling of the discus.

His athletic prowess is such that Athena remarés‘db tic Pamkov tov v’ i€etor ovd’

vmepnoel” (N0 one among the Phaiakians will reach it opass it:Od. 8.198). This is a
demonstration of Odysseus’s personal strength.

It is possible that Odysseus is simply bigger stndnger than the Phaiakians who are
lithe and patrticularly skilled in sailing, runningind dancing@d. 8.246-249). Yet, it is clear that
the Phaiakians who are patrticipating in the costast athletic and much younger than the aging
Odysseus. Without the gods’ help, his magnificectiovy seems a little unusual. However,
Odysseus’s strength in comparison to the Phaiakaray stem not from bodily strength per se
but from a physical manifestation of a cliché ior&s about the past. The text marks this
difference in the dividing line for generationstire epic plupast through quantitative difference:
i.e. those heroic things from bygone ages are bigge more intense than things of the current
age (Grethlein 17). Odysseus’s historical gossguablerakles and Eurytos demonstrates this
point effectively: Odysseus will match himself wahy member of his own generation, but he
could not imagine vying with members of the pregi@eneration who were strong enough to
test their strength against the go@sl(8.223-228). For the Phaiakians, Odysseus haadire
become a hero of the status of Herakles and osinece he is remembered in their favorite

bardic songs. Thus, the Phaiakians competing ag@uhgsseus is equivalent to Odysseus
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competing against Herakles: mortals of the curgenteration cannot compete against the heroes
of the previous generation. It is as though thehdiof quantitative difference leaks from oral
tradition into reality. As a comparandum, Nestarthelliad represents a similar anomaly.
Nestor is old and too fragile to be in the forefrofthe battle in thdliad, yet, he is the only one
with the strength to hold his cup when it is fullliquid (II. 11.632-637). The strength that his
ability to lift the cup demonstrates is not theuattstrength that Nestor has as an old man, but
instead is the strength with which the stories abéiyouth might endow hirt?. Similarly,
Odysseus, as a living person who also exists istitrges, takes on some of the cultural clichés
that would have adorned his narrative represemstigthin Demodokos’s story. Like his
representation in epic, Odysseus is stronger thawcurrent generation even though they are
younger than he.

Odysseus’s boast directly following his feat witle discus, draws the connection
himself between heroes of the past representebiiy and the cliché of things being bigger in
the heroes of story by comparing his feat to heodelse past: this is where he relates the
anecdote about Herakles and Euryf0sd.(8.223-228). Thus the poet points to the leakdge o

guantitative difference from stories about the gpigast into the reality of the epic past.

Conclusion

The representation of the various parts of the &tion of oral tradition ir0Ddysse\8-12

demonstrates a self-conscious reflection on a ceatpt and sophisticated interplay of speech

types. It is clear that the poet of tBdyssewas aware that the tradition came from

% Nestor says that he grew up with the strongeatl @fenerations of men and fought with thdhnl(260-272).
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somewhere—some kind of stories that were brougtk fram actual events and then
transformed over the course of a generation oritdempart of oral tradition. Moreover, these
speech types are marked so that the external aagdieay understand the type of speech even in
the absence of linguistic and metrical differemiat The poet, likewise, seems to know that the
traditional length of time for stories to becometd an oral tradition either for prose retelling

or epic performance is about one generation; tieem@ppast is always one generation or more
removed from those telling the stories in both@dysseyand thdliad. However, the poet also
self-consciously breaks this temporal pattern withstories that are performed by Demodokos
and Phemios in th@dysseyand by manifesting quantitative difference in épéc past. This

provides greater insight onto how the ancients gektheir own traditions.
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