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Over a half century ago Gilbert Murray made the observation 
that "we have only recently specialized the handbook... and 
exiled it from the Muses. The real Muses did not recognize 
any generic difference between a handbook and an epic poem. 
Think of the Catalogues in Hesiod." 1 Though startling on its 
face, this statement is founded on an important perception: the 
Muses, and with them the earliest Greek poetry, are somehow to 
be associated with information. The association is reflected with 
remarkable persistence in the traditional formulae of invocation 
used by both Homer and Hesiod and is clearly very old in the 
oral poetry of Greece. 

In a former article I attempted to show that invocations in 
Homer had all become associated with a narrative pattern of 
crisis, struggle, and defeat.2 This is a secondary development. 
The actual form of these invocations, retained no doubt from the 

usage of an earlier time, gives no hint of it. Formally the Homeric 
invocations show precisely the same characteristics as those of 
Hesiod, characteristics which suggest very strongly that the 
invocation was in origin an appeal for information. In both the 
invocation is framed as a question in which the poet asks for 
the material of his poem, often in quantitative terms (who? 
what? how many?), and what follows has the form of an answer, 
characteristically supplying the information in the form of a 

catalogue or ordered enumeration. 
The question-answer relationship is generally clear in both 

poets. The more significant association with catalogue material 

1 The Rise of the Greek Epic (Oxford 1907) 98. This statement does not appear in 
later editions, but the concept is integral to Murray's whole thesis, and there is no 
reason to suppose that he abandoned it. 

2 "Homer's Invocations of the Muses: Traditional Patterns," TAPA 91 (1960) 
292-309, referred to hereafter simply as TAPA 91. For the importance of studying 
invocations as relatively fixed formulaic elements in the context of a long oral tradition 
see the introductory remarks there. 
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is quite real in Hesiod; in Homer with the important exception 
of the Catalogue of Ships in Iliad 2 it is generally little more than 
vestigial. The natural inference is that a common poetic tradition 
with a considerable if not dominant catalogue or informational 
element stood behind both. It is now known that most early 
oral poetry, associated with the activities of the "poet-seer," 
has in fact a wide-ranging informational character, and intima- 
tions that such singers once existed in Greece have been seen in 
both Hesiod and Homer.3 If such a parent tradition prevailed 
in Greece before the migrations eastward, it is not difficult to see 
how the subsequent evolution of extended epic narrative in 
Ionia would tend to obscure the informational element and its 
assocation with invocations, and so open the way for the new 
invocational alignment that arose there. Mainland song, on 
the other hand, remaining closer to the old roots, might well 
continue to preserve more nearly the character of the earlier 
tradition.4 Such a picture makes Murray's intuitive perception 
(based largely on the prominence of the Muses in Hesiod and in 
the invocation to the Homeric Catalogue of Ships) somewhat 
more plausible, not perhaps as a present reality for Homer, but 
as an intimation of that earlier tradition, still reflected to a 
considerable extent in Hesiod, in which the line between infor- 
mational or catalogue material and narrative was not always 
clearly marked.5 In this context the Muses emerge as something 

3 See in general H. M. and N. K. Chadwick, The Growth of Literature, 3 vols. 
(Cambridge 1932-1940); the synthesis in N. K. Chadwick, Poetry and Prophecy (Cam- 
bridge 1942) is convenient and particularly relevant. For the prior existence of the 
poet-seer in Greece see the valuable assessment of the Muses by E. R. Dodds, The 
Greeks and the Irrational (Berkeley and Los Angeles 1951) 80-82 and notes ad loc.; 
cf. Chadwick, Poetry and Prophecy 1-3. 

4 Cf. TAPA 91.292, note 2. The position that Hesiodic mainland and Homeric 
Ionian poetry represent two branches of a common tradition is also assumed and 
developed by T. B. L. Webster, From Mycenae to Homer (London 1958): see 178 and 
Chap. 6 generally. Though working along different lines, he too concludes (184-86) 
that enumerative or catalogue poetry was one of the dominant elements of that 
tradition (the other being an increase in narrative skill; but the major advance in this 
must belong to the later Ionian branch). Webster's restriction of the parent tradition 
to the period roughly 1100 to 900 B.C. (at Athens) seems a bit tight in its upper limit, 
but is at any rate suggestive. 

5 See Murray (above, note 1, 3rd ed. [Oxford 1924]) 96-97. The partial charac- 
ter of Murray's Homeric evidence for the association of Muses and catalogue was 
sharply criticized by G. M. Calhoun in "The Poet and the Muses in Homer," CP 33 
(1938) 157-66, with important results but with no appreciation of the value of vestigial 
evidence (see TAPA 91.293, note 3; 294, note 5). Recognition of the importance of 
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very like the embodiment of the traditional knowledge (and 
wisdom) of the past in all its factual precision and circumstantial 
detail, transmitted through generations of singers: the early Greek 
tradition (Hes. Theog. 53 if., 915-17; Horn. Hymn. Merc. 429-30) 
that makes them the daughters of "Memory" is not, as Murray 
saw, an idle one. 

Hesiod is then the conservative, Homer or his tradition the 
innovator. Other details of invocational form and usage point 
in the same direction. Most important, the Hesiodic invocations 
all have the form of proems. Now the proem, or "proem- 
invocation," as it will be convenient to term it, has a remarkably 
fixed formal pattern, apparently of some antiquity; it is ultimately 
related to the hymn, and in Hesiod the association is still quite 
strong. The fact that Hesiod uses this essentially introductory 
invocation not only at the beginning but internally further sug- 
gests a kind of traditionalism not found in Homer, and raises 

questions of structure (in the Theogony) of some importance for 
this inquiry. Homer on the other hand uses the proem-invoca- 
tion only at the beginning, elsewhere a shorter form apparently 
developed for use in continuous narrative. This is still through 
the force of tradition phrased in quantitative terms, but its pur- 
pose and orientation are primarily dramatic; in a final bold but 

logical step even this form is dropped and a new kind of invocation 
created that is more directly appropriate to narrative. 

In the examination of individual invocations the focus will 

necessarily be on evidence of association with poetry of a catalogue 
nature. The question-answer relationship will be important 
chiefly as it illuminates this. It is usually quite obvious and will 
need little special comment later. A few illustrations at this 

point will suffice to indicate its significance and general character. 
The most important point to notice is that the poet does not ask 
for help or guidance in "how" he shall tell his story; there is no 

suggestion of a plea for "inspiration," only for information.6 
the catalogue element (plethos of material) with invocations is at least as old as Eusta- 
thius (q.v. on II. 2.484). During the nineteenth century the association of invocation 
and catalogue tended to be taken as a mark of Hesiodic poetry: the most obvious 

examples in Homer, the Catalogue of Ships and the briefer list at the end of I. 14 

(508-22), were branded as interpolations, while invocations which could be explained 
by the megethos or special importance of the context (see TAPA 91.293 and note 4) 
were left to Homer. Cf. G. B. Mocker, De Musis a poetis Graecorum in componendis 
carminibus invocatis (Leipzig 1893), e.g. 26-28, 45-46. 

6 Awareness of the "question-answer" phenomenon as a distinct characteristic 
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Formally the question may be a direct one, but is more com- 

monly indirect. The answer is sometimes a simple phrase. 
I1. 11.218-21: 

Quest. "Ea7rete vviv [LO, MoVaat, 'OAV'Jtlra OSCaiar' EXOvraL, 
O'S TLS 8r 7rPojroS 'AyajLe'JLVOvos aovrov rAXev . . . 

Ans. 'It&acjcs' 'AvrTvop[`rs . . . 

More often the answer is expanded into a sentence that merely 
echoes the wording of the question or responds so closely that its 
character as an answer is unmistakable. Especially notable is 
the frequent appearance of protos in both question and answer, 
further suggestive of the ordered enumeration that is anticipated. 
Occasionally, as in the first and last examples below, the character 
of the answer qua answer is further pointed up by the use of intro- 
ductory particles. Theog. 114-16: 

Q. ravr'a LtOt ECT'7ET-E Morat . . . 
E aPXrS,, Kct eL7TaO, 0 Tt TrrpCro yeveT avTcov. 

A. 'H rot piEv LrpoVTTpw ra Xcos ye' . . . 

II. 2.761-63 and 768: 

Q. -i' T' ap T6V ov O apa-ros t v,v (LoV O EVYVE?TE, MoYOra, 
Ctv7-rv 7S' 7T7OV . . . 

A. "I7rrrrot jEv 1,ey' Uptarcat E'.av (A pr7pTtc6ao 

ov8popv a ttE1y aptaros 'v TEAafttC vtoL AL't . . . 

II. 14.508-11: 

Q. "Er7TEre Vv,v tLot, MoV . . . 

o's Tt-S 7Tp rpcUTOS, flpOToEvTr V8SpaypLt 'AXaLCtv 
paT . . . 

A. Aacs pa 7arpT70s TeAOIUcovtos 'Yprtov ovra . . . 

seems to be fairly recent: see 0. Falter, Der Dichter und sein Gott bei den Griechen und 
Romern (Wiirzburg 1934), 4-5 and 55-56 for Homer; 12 for Hesiod. Falter's inter- 
pretation of its significance and probable origin is suggestive (55-56): "Freilich bringt 
der Sanger selbst die Antwort, aber es klingt wie ein Echo der Musenworte selbst, 
vielleicht nimmt der Vortrag des Sangers bei diesen Antworten auch einen anderen 
Ton an. Sicher hat sich diese Form aus der einmal wirklich vorhandenen Anschau- 
ung entwickelt, dass die Muse in der Tat antworte auf die Fragen und Bitten des 
Sangers um Auskunft." Cf. further W. F. Otto, Die Musen2 (Dusseldorf-K6ln 1956) 
33-34 and Part 3 passim (especially 71, 85), and W. Marg, Homer iiber die Dichlung 
(Miinster 1957) 8. 
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The quotations from the Iliad illustrate the shorter Homeric 
invocation. That from the Theogony is the final element of a 

proem-invocation. The proem-invocation always concludes with 
such a question, which thus becomes the key element in its 
relation to what follows. The basic pattern of this longer form, 
most familiar from the proems of the Iliad and Odyssey, is quite 
simple: (1) a general adjuration to the Muse or Muses, in the 

imperative, to sing or tell or celebrate the subject of the song 
to come (e.g. MAenin aeide, Andra moi ennepe), followed by (2) a 
relative clause (he myri' Achaiois. . ., hos mala polla . ..) that leads 
into a more circumstantial but still general outline of the subject, 
after which (3) the poet returns to the Muses with a specific 
question designed to lead into the immediate point at which the 

poem begins. 
Though Hesiod uses this form exclusively, its initial appearance 

in the Theogony is postponed for a lengthy celebration of the power 
of the Muses and their gift of song.7 The great hymn to the 
Muses-some hundred odd lines (1-115)-that introduces the 
vast catalogue-narrative of the Theogony is the best testimony we 
could have of their vital association with such material. It is 
not an invocation in any precise sense, though it culminates in 

one, and as a hymn its affiliation with invocational form was 

probably intended to be felt. But it is an invocation in spirit, 
and its alliance with enumerative song is clear not only from the 

poem it prefaces, but from the descriptions of the Muses' song 
it contains. Their gift to Hesiod is one of knowledge, the power 
to celebrate in song ta t'essomenapro t'eonta (32), and they themselves 
a few lines later (38) sing ta t'eonta ta t'essomena pro t'eonta, phrases 
which clearly suggest the wide-ranging informational poetry 
spoken of earlier.8 There is a similar suggestion in their singing 
(66-67) panto6 te nomous kai ethea kedna / athanaton, "the ways of 
all men and the noble nature of the immortals." More specifi- 
cally enumerative is the "catalogue-hymn" (11-21) they sing 
as they rise above Helicon at night clothed in mist. But most 

telling is the account of their great song before Zeus, the divine 

7 The Hesiodic invocations are: Theog. 105-15, 965-68, 1021-22 with continuation 
in POxy. 23.2354, Op. 1-10. 

8 N. K. Chadwick, Poetry and Prophecy (above, note 3) 3, quotes in this connection 
the boast of a Tatar shaman or poet-seer that he "knows the future, the past, and 

everything which is taking place in the present, both above and below the earth." 
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counterpart and preview (except for its final topic) of Hesiod's 
own Theogony: in this (43-52) they sing, proton, the origin of the 
gods; deuteron, the glory of Zeus; autis, the race of men and Giants. 

At its close the long introductory hymn modulates into the 
invocation proper (105-15).9 This has the strict form of a 

proem-invocation (indicated by underlining). Theogony 105-15 / 
116-17 (answer): 

KAELtETE O ahXTavrwv Lepov yevoS aLEv EOVTWV, 

oL F1 rjS 7' EEEVOV7O KCXI OVpavoV aarEppOEvro'T 

(Expansion: lines 106-13) 
114 WravOcr (LOt E"rTTrcr Movacra, 'OAvj'tLma LtarC' 

' 
ovcraC, 

X~S', ,S0T E, a V ., ,,,, 
;e cpX)lS, Ka E" c' , o rt 7rpW7ov yEVETr aV7CV. 

OH -rot Etv 7rpL)-tTa Xdos yEVET', aVt7rp ETEtTa 

PaL' EjP;~7EP VOp... cct evpvaTepvos . . . 

The imperative to the Muses at the beginning cannot be taken 
as a separate invocation; it never appears apart from this form 
and is always caught up and modified at the end into an invoca- 
tional question. 

The request for an ordered enumeration, which of course does 
follow, is as obvious here as the element of question and answer. 
The material outlined in the expansion is little more than a list 
and fairly represents the substance of the poem, the origins of 
the gods (and the cosmos) culminating in the supremacy of Zeus. 
It is only this material that the poet asks for (tauta, 14) in a sum- 
marizing, transitional request that leads into the specific con- 
cluding question. 

The other two invocations in the Theogony (965-68 and 1021-22) 
fall in an area of the poem that has suffered in transmission, may 
not be a part of the original Theogony, or even-some would say- 
by Hesiod at all. The division of prerogatives among the gods 
after the overthrow of the Titans (885) is the last event specifically 
mentioned in the invocation (112-13; cf. 71-75). The account 
of the divine marriages of Zeus that follows, 886-929, may still 
be part of the original poem, but the existence of an alternate 
version of a portion of it in antiquity (quoted by Chrysippus, in 
Galen) suggests an early confusion. The hodgepodge of divine 

9 Line 104, usually printed as the opening of this invocation, is really part of the 
formal hymn closing. See below, note 19 and text ad loc. 
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and divine-human unions in the next section, 930-62, may 
reflect further uncertainties in transmission. With the invocation 
of 965-68 (preceded by a two-line "farewell" to the gods) we 
have what appears to be a distinct poem dealing with the unions 
of goddesses and mortals, and the fragmentary invocation of 1021- 
22 again indicates a new poem on a complementary topic, the 
unions of gods with mortal women. The abrupt termination of 
our text of the Theogony at this point suggests a final uncertainty. 
The last two lines appear in the original of only one manuscript 
and were added by a second hand in another.10 The reason for 
their addition is obvious: without them the poem would end 

(1019-20) with an awkward and inconclusive men-clause. The 
reason no more was added now seems clear from the publication 
of a papyrus fragment (POxy. 23.2354) that begins with and 
continues these two lines: it reveals an invocation of extra- 

ordinary length (at least fifteen lines), clearly the beginning of a 

poem of some magnitude, probably the Catalogues of Women.ll 
These two invocations have illuminating similarities in form, 

both introduce catalogue material, and both are linked through 
transitional lines to the preceding material in our text of the 

Theogony. Before they are dismissed as non-Hesiodic additions 
it will be profitable to consider them together in the context of 
the whole work. 

The first invocation lacks the full form of a proem-invocation, 
although it begins and ends like one. Theogony 965-68 / 969: 

vVv S OEcdWov qOAov CEadorx-, ($VE7TEtatL 

Mov^at 'OA/rna'oc&S, KOVpat AiLOs atcytlXOo, 

oacra(a 87j v7T]roiC 7r(ap dvSpd(av EVV7tOeLcaCa 

aOdavaTaL yEtvavT Oels e7TLetKeCa TEKVa. 

Arq!77jTrp Jdy 17HovTv E'yELvaro, 83a Odcov . . . 

The Muses are asked to "sing the tribe of goddesses ... howsoever 

many..." We should normally expect a relative clause and 

expansion to follow theaon phylon, with some further verb like 

espete to introduce the hossai clause and give it the more overt 
character of an indirect question. That this is indeed the under- 

lying pattern is suggested by the second invocation, which begins 
10 See F. Jacoby, Hesiodi Theogonia (Berlin 1930) on 1021-22. 
11 See The Oxyrhynchus Papyri, Part 23, ed. E. Lobel (London 1956). 
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almost identically and ends with a similar clause, introduced by 
hossais. Theogony 1021-22 plus POxy. 23.2354.1-15: 

1 (= Theog. 1021) Nvv 8e yVVaCtK,v fcOAov (aEIorcre, 78 vE'CELaL 

2( = Theog. 1022) Movaat 'OAv,uLn7Toc8, KOVpaL ALto& alytoXoto 
at 70To apTOact Ecrav[ 

ILTpas r axAAv'avoro . [ 
HtLayodt./vaL 0E . . [ 

(Expansion: lines 3-13) 
14 T'ocv E'7Trere, M[oviaat, 'OAv'LrLa o larc' E'Xouat, 

oacraaLs 87TrapeA[ecar' (?Zeus... Poseidon... 

Ares).12 
"And now sing, O Muses..., the tribe of women who were in 
those days the noblest... and loosed their zones... mingling 
with the gods.... Of these women tell, O Muses...with 
howsoever many [Zeus] lay... (and Poseidon... and Ares)." 
The appearance of a relative in the first new line (3) of the papyrus 
leading into an expansion, and of a summarizing, more specific 
question-invocation at the end identify this as a true proem- 
invocation. The invocation of Theog. 965-68 will then be a 
condensed version of this form, better fitted to the relatively brief 
catalogue poem it introduces. 

In both invocations the poet's overt recognition of the quanti- 
tative character of this material (hossai, hossais) is particularly 
notable. The enumeration in the first poem (Theog. 969-1018) 
follows a generally chronological order, beginning with the 
senior goddess Demeter and ending with Calypso. If the papyrus 
invocation does indeed introduce the Catalogues, we again have 
a poem of ordered enumeration, the order this time being a 
genealogical one, apparently tracing the descent of each branch 
of the Greek race from a common ancestor. As it is, however, 
the only hint of order that appears in the invocation itself is the 
list of gods, ?Zeus, Poseidon, Ares, whose unions are to be related. 
It is at least possible that the opening account followed this order 
of divine seniority; the same order is in fact used earlier in the 
divine unions of the Theogony: Zeus, 886-929; Poseidon, 930-33; 
Ares, 933-37. 

12 For line 15 I print the editor's conjectural restoration; the papyrus reads 
simply oaa[. .]aav rrapEA[. The subject, probably Zeus, has dropped out: the 
names of Poseidon and Ares appear in succeeding lines, apparently still part of the 
invocational question. 

7* 
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These poems are, I would suggest, semi-independent pieces 
intended from the first to follow the Theogony proper. The 
transitional lines joining the invocations of each to what precedes 
are consonant with this, though hardly conclusive in themselves. 
The form of invocation is somewhat more important. The use 
of the true proem-invocation, found only in Homer and Hesiod, 
betrays an early poet; even the neatly abbreviated form of it in 
Theog. 965-68 is more easily understood as the work of a poet 
thoroughly at home in the form than as the scissors-and-paste 
curtailment of a later hand, and it is simplest to suppose this poet 
was Hesiod himself. Furthermore, the closely related papyrus 
invocation contains a feature that links it directly with the 
invocation of the Theogony proper (105-15): the closing invoca- 
tional question in both is introduced in almost identical fashion 
(papyrus, line 14: taon espete, Mousai...; Theog. 114: tauta moi 
espete Mousai ...). This must, I believe, be regarded as the 
distinctive Hesiodic formula for this element. 

Such a series of interrelated poems would be bound to attract 
uncertainties, particularly if the first were especially popular. 
The problem would be where to cut it off. It was finally cut off, 
somewhat awkwardly, just at the point where the gods ceased to 
be of first importance and the history of the human race began. 
The whole would form a comprehensive history of gods and men, 
beginning with the Theogony proper, that is, the extant poem at 
least through its account of the divine unions of Zeus (929), 
perhaps including also some of the divine and divine-human 
unions that follow (through 962).13 The brief poem, 965-1018, 
retailing the unions of goddesses and mortal men, would then be a 

bridge to an account of the far more common phenomenon of 
unions of gods with mortal women, from which in the Catalogues 
of Women the origins and descent of the Greek race are traced. 
Such a comprehensive subject is in fact, as we have seen, outlined 

by Hesiod (Theog. 43-52) as the full range of the Muses' song 
13 It is becoming increasingly clear that the Theogony proper must have included 

the "marriages" of Zeus as a natural culmination of the whole. See F. Solmsen, 
Hesiod and Aeschylus (Ithaca 1949) 55 and note 181. The analogy of eastern creation 
myth, in which the "divine marriage" of the victorious god occupies a similar position, 
cannot be disregarded; for a good brief account of the relation of this eastern material 
to Hesiod see G. R. Levy, The Sword from the Rock (London 1953) 100-10. Jacoby 
(above, note 10) preface, 27 ff., who places the end of the poem at this point, discusses 
the problem of these final portions at some length and cites other views on the subject. 
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before Zeus, and may well represent a traditional range of song 
as Hesiod knew it. Its first two parts, the origin of the gods and 
the glory of Zeus, coincide precisely with the Theogony itself; 
the third part (50), "the race of men and mighty Giants," would 
(allowing for the "Giants" who are in any case mysterious) be 
sufficiently represented in the Catalogues. If Hesiod wrote both 
Theogoty and Catalogues, he could hardly help conceive them as 
closely related parts of a traditional whole; and this is, I believe, 
precisely what the extant text of the Theogony tells us he did. 

The last Hesiodic invocation, the proem to the Works and Days, 
presents some illuminating divergences from the proem-invocation 
form. It appears to be more of a hymn than an invocation, and 
lacks the usual invocational question at the close. Works and 
Days 1-10/ 11-12: 

Movatr HIEplr7Oev aoOL8rL9CV KAEtovaCat 
8EvTE , At l' EVVETEtE, (E'TEPOV 7O7TEp' VL VEIoVOTWC 

OV TE 83t pporot acVSpes O(dLcs aOCaTroL Tr ()aTCr TE 

(Expansion, lines 3-8: celebration of Zeus's 
power as dispenser of divine justice to "humble 
the proud and raise the lowly.") 

pE&c cE r7' 106LEt (JKOAtoV KCal ay77VOpa Kap(?EL 

Zev vs fpEtxET7Sr], oS v7repTraa WaTLTar valet. 

KAV06 t(Lv CL)V ET, tKc 8' } LVVE 04uLI7ora 

TVVT' Ey) SOE KE, HEpr)7, ET?7TVXLa lVJ?7UOaIprV. 

OVK dpa tOVVvov Er1v 'EpltScv yEVos, aAA' &76( yalav 
elnt vw) . . . 

The opening in spite of its unusual "summoning" of the Muses 
and uniqueness of expression (there are no formulaic parallels) 
does conform to the standard proem-invocation opening. The 
relative in line 3 leads into an expansion celebrating the justice 
of Zeus, which is in fact the essential subject of the poem. The 
last two lines are of special interest: in 9, in place of a closing 
appeal to the Muses, there is a prayer to Zeus to "give straight 
judgements," with some reference, we must presume, to the 
impending lawsuit, or perhaps more likely, to the out-of-court 
settlement (by the itheie(i)si dike(i)s of Zeus) Hesiod proposes to 
Perses in 35-36; this is followed in 10 by a direct declaration to 
Perses, for whom the wisdom of the poem is intended and whose 
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attention is thus invited, that the poet himself "would tell true 
things." The account of these "true things," the poem proper, 
then begins in 11 with the discussion of the two Strifes, for which 
as we shall see later the term etetyma is specially fitting. 

These final lines, it will be noted, fulfill precisely the same 
function as the usual closing question: they provide a transition 
from the body of the proem to the specific point at which the poem 
begins. But they have their immediate model in the formal 
hymn closing. In its full form this is composed of three elements: 
(1) farewell and (2) prayer to the god hymned, (3) the poet's 
personal declaration of transition to another song. All do not 
always appear and there are variations in order, but the pattern 
is clear enough. Here Hesiod uses the last two, which appear in 
just this sequence in five hymns (2, 6, 10, 30, 31); it is possible 
also that the preceding line (8) carries an echo of the "farewell," 
one feature of which is a second address to the god by his charac- 
teristic epithets. The Homeric Hymn To Earth the Mother of All (30) 
provides a good illustration: 

XaipE OE)V /x-r7p, hAoX' Ovpavov aarTEpOEVros, 

7TpOcpwv 8 avTw w8rjs fl oWov OvL)^ 0o7TaE 

avlrap Ey/O Kal cELo KCat aAA,97s /vr4jo-p' 0actoL0S-.4 

An alternate to the very common final line of declaration used 
here, which is found in about one-third of the Hymns, is the even 
more clearly transitional seu d'ego arxamenos metabesomai allon es 

hymnon (Hymns 5, 9, 18). And in Hymns 31 and 32 the declaration 

actually specifies the kind of poem to follow, namely epic, just 
as Hesiod specifies etetyma as his subject. 

Hesiod's final lines are then an adaptation, though a free and 
individual one, of such hymn closings. Indeed if we look at the 

proem as a hymn rather than an invocation, its form presents little 

difficulty. The standard hymn opening contains (1) the name of 
the god, and (2) a relative clause leading from that into the body 
of the hymn; the latter is essentially a celebration of the god's 
attributes and power. When an invocation of the Muses is 
combined with this (Hymns 4, 5, 9, 14, 17, 19, 20, 31-33) the 

14 The last two lines also appear at the close of Horn. Hymn. Cer. (2); it is instructive 
to note that while the formal "farewell" is omitted there, as it is in the proem to the 

W/orks and Days, the lines are still preceded by a final address to Demeter and Perse- 
phone chiefly by their epithets and places of worship. 
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result is very close to what we find here. The Hymn to Aphrodite 
(5), for example, begins: 

Movrad c Lot EVVrrTE 'pya TroAv)Xprov 'Aqbpo8Trr!S 

Kv7rrptos', j 7E EOoLtLV Ef7T yXVKVV t`LEpOV wpCTE. 

At this point proem-invocation and hymn are distinguishable 
only by specific mention of the god's name. Hesiod by repre- 
senting the subject of his poem, divine Justice, in the person of 
Zeus has effected a unique and interesting fusion of the two forms. 
One should perhaps rather speak of it as a "re-identification," 
for a common background, whatever its precise nature, there 
must be: hymn openings like that just quoted suggest it, and it is 
the obvious inference from the proemic function of at least the 
shorter hymns, two of which as we have seen are expressly designed 
as preludes to epic song.15 In embarking on this poem of deep 
personal and religious conviction Hesiod has simply leaned more 
heavily on the hymnic affinities of the form and adapted the 
concluding transitional elements of the proem-hymn in his own 
individual way to express this more fittingly. 

The closing question of the true proem-invocation has then 
been displaced, but it is possible that something of its impress 
still remained. If what follows is not an "answer" in context, 
it is at least a reply to a question that had arisen in Hesiod's mind: 
there are two kinds of Strife, one good and one bad, not a bad 
Strife only, as he had declared in the Theogony (225). And it is 
at the same time a kind of explanation of his boast to tell etetyma 
in the last line of the proem. We might interpret line 11 thus: 
"There was not, then [ara: I say this to justify my statement and 
to rectify my earlier view], one kind of Strife only, but..." 16 

The Works and Days is in one sense a new thing, a discovery of 
personal identity. The bald enumerative manner of the Theogony 
would have little place here. In the proem only the plural 
etetyma gives any hint of a quantitative concept of the material 
and that can hardly be pressed. But just as the force of tradition 
makes itself felt in the apparently bold innovation of the proem, 

15 On the latter point see further Allen-Halliday-Sikes, The Homeric Hymns2 
(Oxford 1936) xciii-xcv. 

16 For this interpretation of the two Strifes see Wilamowitz, Hesiodos Erga (Berlin 
1928) on Op. 12, and for its direct relation to the etetyma of the proem, K. Latte, 
"Hesiods Dichterweihe," Antike und Abendland 2 (1946) 160-62. 
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so it does also in the poem that follows. It soon becomes apparent 
that despite their aura of "personal wisdom" the "true things" 
of which Hesiod tells are actually very old things: they form a 
substructure of enumerative material on which the poem is built. 
This is indeed more obvious in the latter part, the "Works" and 
the "Days" proper, with their hoary precepts and lists of age-old 
taboos. But it can be seen even under the moral teaching of the 

early section, in the account of the Five Ages, and more generally 
in the language and style itself which is built largely out of 
distinct proverbial apophthegms welded together in varying 
degrees of cohesiveness. 

However far then Hesiod has advanced on the road to indivi- 
dual expression, whatever new poetic power he felt from his 

meeting with the Muses and their special gift of song (Theog. 
22-35), the character and form of his poetry gives considerable 
evidence of an ingrained conservatism.17 It appears in the 
exclusive use of the formal proem-invocation, in the deep-seated 
association of this with catalogue material, and in the implication 
from its "internal" use for introducing distinct though related 

poems that Hesiod knew how to compose in only relatively brief 

units, even though he might have an over-all concept appropriate 
to a large-scale poem of Homeric proportions.18 

Above all it appears in the hymnic associations of this invoca- 
tional form. Even more illuminating than the invocation to 
the Works and Days is the long prelude to the Theogony. Excep- 
tional though it is, postponing the formal invocation for some 
hundred lines, its construction as a proem-hymn gives it, as we 

17 For the general acceptance of Hesiod's meeting with the Muses as a very real 

psychic experience of some sort see Falter (above, note 6) 13-16 and Latte (above, 
note 16) 152-63; cf: also B. Snell, The Discovery of the AMind, tr. T. G. Rosenmeyer 
(Cambridge [Mass.] 1953) 138 and note 10. Latte's interpretation of this (see 
especially 156-58) as a variety of the not uncommon supernatural encounter with 

nymphs (cf. nympholeptos), here those of Hesiod's "god-filled" Helicon whom the poet 
then identified with the Muses of his poetic tradition, is ingenious and attractive. I 
doubt that it is the whole story. Hesiod's Muses are far too vitally connected with 
the surely very old catalogue poetry, of the antiquity of which in Boeotia there is still 
further evidence (see below, note 30 and text ad loc.). I would rather suppose that 
their reality for Hesiod largely reflects the persistence of the reality of that tradition 
in mainland poetry. 

18 The length of the Homeric poems is exceptional in oral composition: see A. B. 

Lord, The Singer of Tales (Cambridge [Mass.] 1960) 153. Most oral song is, like 

Hesiod's, brief, a few hundred or a few thousand lines only: see Lord's "Homer, 
Parry, and Huso," AJA 52 (1948) 41-42, and C. M. Bowra, "The Comparative 
Study of Homer," AJA 54 (1950) 189-90. 

200 [1962 



Invocation and Catalogue 

are now prepared to see, a legitimate claim to stand at the 
beginning. It functions in part as substitute for, in part as 
introduction to a proper invocation. The first lines (Mousaon 
Heliconiad6n arch6meth' aeidein, / haith'. . .) have not only the 
formal, even formulaic elements of a hymn opening (cf. Horn. 
Hymn. 11, 22), but are paralleled in the opening invocation of the 
Epigoni (Fr. 1: Nun auth' hopoteron andron archometha Mousai). 
Its body contains both the essential characteristics of a hymn 
(delineation of the character and powers of the goddesses) and 
some preview of the coming poem (43-49 [52]; cf. 71-75). Its 
conclusion leads directly and skillfully into the invocation proper, 
with a typical "farewell" and closing prayer to the deity (104: 
Chairete, tekna Dios, dote d'himeroessan aoiden; parallels in Hom. 
Hymn. [e.g.] 6, 10). The final element of a hymn close, statement 
of transition to "another song," must then be represented by the 
proem-invocation itself. Such an integrated manipulation of 
forms could be managed only by a poet for whom the relation- 
ship of hymn and invocation was a deep and meaningful one.19 

In Homer the picture is a very different one. Of hymnic 
affinities there is hardly a trace. Narrative has largely displaced 
the enumerative style and developed into an instrument for 
longer compositions. The Muses continue to be invoked but, 
except for the proems, in a new and briefer form. The employ- 
ment of invocations seldom has any meaningful association with 
enumerative material-perhaps only in that preceding the Cata- 
logue of Ships in Iliad 2. The new alignment with narrative 
episodes of crisis, struggle and defeat has almost obliterated this; 
almost, but not completely, for vestigial traces of the old associa- 
tion still remain.20 Even so these vestiges are often hardly 

19 For a discussion of this prelude as a hymn see especially P. Friedlander, 
"Das Pro6mium der Theogonie," Hermes 49 (1914) 1-16. For the analysis presented 
above, comparison with Hom. Hymn. 25 (To the Muses and Apollo) will be particularly 
instructive. This hymn is probably a cento from the prelude to the Theogony (cf. 
Allen-Halliday-Sikes [above, note 15] 420) and is sufficient evidence that its character 
as a proem-hymn was recognized in ancient times. 

20 The radically different nature of the new alignment is at first sight puzzling; 
however, if its origin be sought, as I have suggested (TAPA 91.308-9) in funeral klea, 
recounting in precise detail the glory, struggles, and death of a hero, the ultimate link 
with enumerative poetry will be clear. The substantial period of development this 
presupposes can easily be seen in the century or two before Homer when Ionian song 
was finding its own way after separation from the mainland tradition, a period 
(9th-8th centuries), significantly, that saw the rise of the hero-cult in the Greek world: 
see e.g. Webster (above, note 4) 137-38, cf. 267-68. 
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noticeable, so well have they been integrated into the immediate 
narrative. In the end Homer discarded the enumerative form 
of invocation altogether for one more suited to his material, and 
the new form was to have, as we shall see, a significant later 
history. 

In the proems the traditional form is now almost fully adapted 
to narrative. Question and answer remain, but in keeping with 
their narrative context are treated less formally. Of an associa- 
tion with enumerative material a certain concern for order is 
perhaps the only trace; but this must in any case have been a 
matter of direct interest to the narrative poet no less than to the 
composer of catalogues. Iliad 1.1-8/9 (answer): 

Mrvv aetSe, 0ed, IA-rfitCSeco 'AXLtAros 

oAolv'7 v, f n 
Ivp[' 'AXaLo( a^AyE' EO7KE/l oVXo/I1EVr7v, r1 upvptiX 

^ 
IalS dXye ^0r)K? 

(Expansion: lines 2-5, with modulation 
to the specific subject of the quarrel in 
6-7 and a question in 8) 

6 oE oV s 1 T pOJTra laT7PT7x ta v EptoaTVTE 

'ATrpEtBrs TE ava: dvSpUAv KClt Sios 'AXLtAevS. 
rCS 7' Ccp acrwE UEV EpLoL etVVE'17KE p'XlEcT0aL; 

Ar-roVs KCtL Atio' vto's 

Odyssey 1.1-10/11-12: 

"AvSpoa LOL EvverTE, Mov^acc, 7roAv'Tporov, os IAoha rToAAd 

7TAcahyX, E7reiTpotirs lEpOV TrrTOiEOpoV E7epare 

(Expansion: lines 1-9) 

10 7TrV Clod0Ev yE, Oed, OV'yarep A lO, elT7r Ka(l l'jV. 

"EvO' AAoL ILv TcrdvrES, ('aoT q0vyov altrvv 6AEOpov, 
O'KO Eav . . . 

The concluding question in the proem to the Iliad is so loosely 
attached that it has come to be regarded and printed as the 
beginning of a separate section, apparently as a distinct, "rhetori- 
cal" question. Formally and contextually it belongs with the 

proem: from line 6 it is clear that the account is to begin from the 

point when Achilles and Agamemnon ta pr6ta diasteten erisante, 
that is, from the beginning; to inquire then "what god" set the 
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quarrel in motion is a logical sequel to this. This is not, I think, 
an inquiry for ultimate cause like Vergil's first invocation (Aen. 
1.8 ff.), which owes something to it, but simply reflects the poet's 
conformity with traditional usage that would prescribe a "who ... 
(first) ?" question at this point; the concern is with proper, 
straightforward narrative order. The simple "name" answer 
that follows is formally parallel to the first name in a catalogue.21 

In the proem to the Odyssey the final question is suppressed. 
But "Tell us of these things" is really not very different from 
"Tell us what happened," and what follows is fairly clear as an 
"answer": the Muse has been asked to tell the tale "from some 
point or other" (hamothen); her "answer" starts with "At that 
point" (Enth': as it were, "when I choose to begin"). Here any 
tradition of straightforward narration is pointedly cast aside. 
This proem like its fellow of the Iliad forecasts the chronologically 
earlier portion of the tale, the wanderings of Odysseus, with which 
the hearer would normally expect the poet to begin. He chooses 
instead to pick up the story toward the end of the wanderings and 
return to these later in flashback.22 In the final line of the invoca- 
tion the poet indicates his awareness that this is an unusual 
procedure: "Tell us of these matters, from some point or other at any 
rate (hamothen ge) "-i.e., if not from the beginning as is usual.23 

The internal invocations in the Iliad (there are none in the 
Odyssey) present a common front. Four of the five have an 
identical formulaic base (2.484-93, 11.218-20, 14.508-10, 
16.112-13): Espete nyn moi, Mousai Olympia d6mat' echousai, / hos 

21 So also in II. 11.221: see below. It is suggestive to note that when Odysseus 
in beginning his long narrative asks (Od. 9.14) with similar awareness of the importance 
of order what he shall relate first, his immediate answer is his own name. That epic 
narrative by tradition and practice was expected to follow a straightforward chrono- 
logical order is further suggested by the Cyclic poems: in addition to the fragments 
and Aristotle's criticisms (Poet. 1459A-B) see Webster (above, note 4) 273-74, 
summarizing the conclusions ofJ. T. Kakrides, Homeric Researches (Lund 1949) 91 f. 

22 For the traditional character of these openings in relation to the normal or 
expected order of the poem that follows see TAPA 91.306-8. 

23 The emphatically placed quantitative adjectives in the early lines of both proems 
may not be significant for any association with enumerative material: the prominence 
here of the "many wanderings," "many men," and "many sufferings" to be met by 
the "much-traveled" Odysseus, and the "countless sufferings" and destruction of 
"many stout souls of heroes" to be caused by the wrath of Achilles can be reasonably 
explained as a means of pointing up the magnitude and importance of the subject. 
Even if it reflects, as it may, an awareness of the quantitative aspects of the poem, of 
the sheer mass of detail ahead, this is perhaps coincidental, not vestigial. Still the 
almost excessive emphasis is striking and should be noted. 
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tis...(hoi tines, 2.487; hoppos, 16.113). Though it may be 

expanded, this is essentially a two-line unit, in form an invocational 

question. The most reasonable inference is that it arose from an 

independent use of the final and most important element of the 

proem-invocation; its brevity makes it more suitable for continuous 
narrative where the longer, purely introductory form would be 

wholly inappropriate and possibly misleading. 
In the ten-line invocation built on this pattern that introduces 

the Catalogue of Ships in Iliad 2, however, considerations of 

brevity certainly played no part. This is the only example in 
Homer where there is a direct and meaningful relationship 
between invocation and catalogue at all comparable to that found 
in Hesiod. Homer's tradition had not wholly forgotten the 

original function of the invocation. It could revert to it if 
occasion demanded, and this occasion, with the very special 
difficulties attendant on the catalogue, was enough to move the 

poet to an apparently genuine and lengthy appeal. It is signifi- 
cant, however, that the length does not derive from any adherence 
to proem-invocation form. This is a purely internal invocation 
of the Homeric type, elaborated from the two-line formula quoted 
above. The use is traditional, but the form is Homer's own, 
and the length comes from contemplation of the unique and 
formidable task ahead. Iliad 2.484-493/494: 

"Ecr7TEr v^v totL, MOV(Coa 'OAv'/LJTTLa 6SaoLx' 'Exova(a-- 
485 V/Eits yap OEat ETrre, 7TrpE(oTE TE, iTTre TE 7TrdXVa, 

7/ME S fE KAEOS otov 
COKOVOolEV 

OVOS Tl La /ev- 

Ol TLVES -17YElOvES Aavcov KCL KolpavoLt 'jaav 

RrAnOvv 'SOVK cV E'y7 IVLVvO LaoL oVS' dVOL7jvw, 

o EVO' EI /L OL SEKC [tL?V yAcoaCUTL, SEKa Of (Gro6JaCT ElEV, 

490 wovr) ' ( PppnKT7OS, XaAKEOV sE OLt 71j7op eVVEIt, 

El /l7) 'OAvfXrU7LdSe MoVuao, ZltS calydtXOLO 

OvyarTe`pes, IlvracOctltO' 7crot V7' O "IAtoov ov- 

apxovs aS vrcTv Epeco vrajs Te TrpoTrCraS'. 

Botcwrvv I- lv I7TTYVEAE Kal Alros jpXov . . . 

The underlined verses, 484 and 487, separated only by an 
obvious parenthesis, are the formal core; all the rest is elaboration. 
From a formal point of view the poet's problem was to preserve 
the character of a question imposed by this form to the end of the 

invocation, and then make the proper transition to the catalogue. 
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He does this partly by echoing the original question in 491-92: 
" [I would not be able to tell all the Greek leaders] unless the Muses 
recalled for me how many came to Troy." This is then picked up 
by archous in the final line, which also recalls more specifically the 
hegemones and koiranoi of the initial question. As a result the first 
line of the catalogue, with its echoing erchon, can be felt in some 
measure as a response to what precedes. 

The invocation is then in form a skillful elaboration of the 
distinctively Homeric internal invocation. But its substance 
appears to be most un-Homeric: the Muses here have a reality 
that can be paralleled only in Hesiod; the poet's appeal to them 
is obviously genuine and most unlike the bare formality of his 
other invocations; and, finally, by frequent use of the first person 
the poet brings himself into the poem in a way that conflicts with 
our ideas of "epic anonymity." All this is true, but the explana- 
tion lies, I believe, precisely in the unique character of the 
Catalogue and not in any supposed "later addition" or inter- 
polation.24 

The Catalogue itself is now known to be perhaps the oldest 
piece of traditional poetic lore in the Iliad, the nearest thing to a 
set piece in the poem, and there is no reason to doubt that its 
inclusion is due to the poet who composed the whole.25 If the 
Catalogue is Homer's, the invocation must be too: any poet who 

24 For the nineteenth century charge of interpolation-of both invocation and 
Catalogue-by a poet of the Hesiodic school see above, note 5, and the work of 
Mocker cited there (26), a charge no longer defensible as then conceived. For the 
charge of "late addition" see below, note 25. 

25 The basic studies establishing the antiquity of the Catalogue are T. W. Allen, 
The Homeric Catalogue of Ships (Oxford 1921) and V. Burr, Neon Katalogos, Klio, Beiheft 
49 (Leipzig 1944); excellent summary and further elaboration in D. Page, History 
and the Homeric Iliad (Berkeley and Los Angeles 1959), Chap. 4. However, in theform 
in which we have it, this Catalogue must belong to the eighth century (G. M. A. Hanf- 
mann, "Archaeology in Homeric Asia Minor," AJA 52 [1948] 146 ff.), a date fully 
in accord with that now generally accepted for the composition of the poem as a 
whole; the Catalogue has, moreover, an important place in the so-called "geometric 
pattern" that has been discerned in the poem (see C. H. Whitman, Homer and the 
Heroic Tradition [Cambridge (Mass.) 1958] 262-64), a pattern which, whatever its 
proper interpretation, is integral and cannot be wished away. There are, however, 
those who, still reluctant to give Homer the credit for including in his poem the 
greatest single piece de resistance his tradition offered him, insist on considering it a 
later addition, notably Page (op. cit. above) 133-34 with 166-68, notes 44-48: it was 
"rather carelessly inserted" by a late poet, as the preceding passage (lines 459-93) 
shows by its late geography (late, but quite consonant with Hanfmann's date), 
its repetition of the marshaling sequence of 444-58 (in the magnificent series of similes 
quite properly intended to heighten the effect of that action), and finally by the 
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retained the dimmest sense of traditional association between 
invocation and catalogue must see that here if anywhere an 
invocation was requisite, and the other internal invocations 
demonstrate that Homer was well aware of that association; 
its form, moveover, as we have seen, bears the clear marks of 
Homeric practice. The principal objection seems to be that 
Homer here suddenly becomes sincere and self-revelatory. The 
answer is that he had sufficient reason. 

For the Catalogue, originating in late Mycenaean times and 
reflecting in considerable detail the geographical and political 
knowledge of that earlier period, seems to have been transmitted 
orally with little essential change through the intervening ages. 
It was inevitably altered somewhat in the course of transmission 
and recomposition and there are numerous evidences of its use 
in Ionian song.26 But it retained over perhaps four hundred 
years the detailed information about the Mycenaean world that 
betrays its origin. Together with the related Trojan Catalogue 
it is unique in Homer, in extent, detail, and above all in the 
innumerable fixed and traditional place names with their dis- 
tinctive epithets that occur only here, but must be traditional.27 
No matter how often it was sung it was something essentially 
foreign in Ionian heroic song and must have made considerable 
special demands on memory, often of necessity a rote memory, 
quite different from that required for free composition by formulae. 
Added to this, the strain on the voice under such conditions (cf. 
lines 489-90) must have made the task seem truly formidable. 
Hence the poet's deeply felt and genuine appeal: "for you 
(Muses) are goddesses and are present and have full knowledge 
(iste... panta) while we (mortals) hear only rumor and know 
nothing (oude ti idmen) ... I could nowise [not even if I had 

superhuman courage and power of voice] tell the vast number 

(plethyn) of the Greek leaders if the Muses did not recall for me 
how many (hosoi) came to Troy." The knowledge he asks for 
is enumerative knowledge of the sort still current and familiar 
in the tradition of the mainland poets, but almost lost to the 

"highly abnormal intrusion of the poet's personality" in the invocation itself. Only 
the final objection has any real cogency and this, I believe, is more apparent than 
real. 

26 See Page (above, note 25) 153-54; cf. Whitman (above, note 25) 42. 
27 Page (above, note 25) 123-24, with 159-60, notes 22-24. 
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Ionian bard.28 The "intrusion of the poet's personality" in 
this impassioned appeal is perhaps "highly abnormal," but so 
are the circumstances.29 

The Catalogue itself, from its antiquity and Mycenaean origin, 
adds further confirmation to the concept of an earlier parent 
tradition in which catalogue poetry (and with it the Muses) played 
a dominant role. The probability, furthermore, that it was 
actually composed in Boeotia, perhaps some sixty years after the 
Trojan War as a list of the forces gathered at Aulis, makes it even 
more interesting; this, indeed, together with the evidence of the 
Hesiodic catalogues and "the remnant of a Boeotian catalogue in 
the Eleventh Book of the Odyssey" (the catalogue of Heroines), 
has led to the independent suggestion that "Boeotia was the 
native home of poetry of this type throughout the Dark Ages." 30 

It will be convenient at this point, before passing to the other 
overt internal invocations, to note briefly four quasi-invocational 
questions (5.703-4, 8.273, 11.299-300, 16.692-93) that regularly 
introduce short catalogues. The Muses are not addressed by 
name but the form is otherwise similar. Here the catalogues, 
simple lists of names clearly intended as answers, are regularly 
three lines long, though their effect may be extended by further 

28 Something of the mnemonic difficulty of the Catalogue can be appreciated 
from Lord's observation in The Singer of Tales (above, note 18) 86 that the Yugoslav 
guslar habitually uses the same "catalogue" of names from song to song whenever an 
assembly theme demands such a listing and regardless of the occasion of the assembly, 
whether " to gather an army or wedding guests ": it" relieves his mind of much remembering" 
(italics mine). For a similar tendency in Homer elsewhere cf. II. 7.161-69 and 
8.253-67. 

29 Even the abnormality is less than it seems. The first person normally has 
a certain prominence in invocational questions and the length of this one could hardly 
help make it more prominent. Furthermore some of the occurrences Page lists (above, 
note 25) 167, note 45, are purely formulaic: moi in 484 is simply part of the two-line 
basic formula; line 488 (eg6) is a formulaic line used three times in tales in the Odyssey 
(by Helen and Odysseus: 4.240, 11.328 and 517) and is apparently a storyteller's 
commonplace (cf. the similar sentiment in a strong "personal" statement by the poet 
later in the Iliad [12.176], which is in fact a one-line version of the whole idea in 488- 
90). Only the final line, with ereo', is conspicuously exceptional. Is it going too far 
to suppose that like the concluding line of the Works and Days proem this too has its 
model in the transitional declaration of a hymn closing? 

30 Page (above, note 25) 152; see further, on the character of the Catalogue as an 
"Order of Battle," 134 ff. The Boeotian origin seems clear from the special prom- 
inence of Boeotia in the Catalogue, which is in fact centered around it. The Cata- 
logue indeed is an excellent example of the characteristic of order in enumerative 
poetry, in this case a geographical order which, starting from Boeotia, follows natural 
boundaries (coastlines, island chains, rivers) in a sweep around Greece, to Crete and 
the islands, and then to Thessaly, keeping Boeotia always in the center. 
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material.3' Such brief and uniform enumerations can hardly 
be regarded as anything but highly formalized vestiges of earlier 

usage; unlike the vestigial material after other invocations, 
however, they have not been absorbed in or adapted to the 

surrounding narrative. The introductory questions are as formal 
as the blocks of answers; all but one (8.273, a one-line variant) 
begin with the same tightly phrased formulaic line. A single 
example will suffice. Iliad 11.299-300/301-303: 

"EvOa -rCva 7TrpcTOV, TrVa 
' 

Vrr UTTOv EeEVadptEV 

"EK-rcT IpptclSr7s, rTE ot ZE?'S Kv38oS 'COKEV; 

'Aoracov tVLV 7rpO3ra KaCL Avrdvoov Kal 'On rClv, 
Kal AdoAora KAvriSrv KUa 'OeATnov No' 'AyE,Xaov, 
A t'a(Vdvov T' .Qpov TE KaU 'I7TrrO'OOV LEVEXCdptqV. 

The formal rigidity and clarity of both question and answer 
are striking. The element of order is exceptionally explicit, with 
both proton and hystaton in the question and a corresponding prota 
(with one exception) followed by still further indications of order 
in the catalogue-answer.32 

The high degree to which these units display the formal charac- 
teristics of invocational usage makes it difficult not to regard the 

question as, in origin, a true invocation of the Muses; like all 
other Homeric invocations, furthermore, these too introduce 
narrative episodes of crisis, struggle and defeat.33 But unlike 
the other Homeric invocations they have become static, largely 
no doubt because of the necessary limitation of subject imposed 
by their formula, and the restrictive formality of its phrasing. 
Slaying in battle is common enough in epic, and there would be 

ample occasion for the use of such a question; but it practically 
demands a catalogue and in the rapidity of narrative this would 
tend to become limited and fixed. Their anonymity, too, may 

31 After 5.703-7 by an additional three lines and after 11.299-303 by six more; 
the multiples of three accent the highly formal character of the unit. The regular 
three-line catalogues following the other two questions are rounded off by a single 
summarizing line. 

32 After 5.703-4 an epi de prefaced to the second name occurs instead of the usual 

prota. The list following 8.273 is capped by the statement that Teucer killed all these 
men epassyterous (277). In the accounts following 11.299-300 and 16.692-93 an 

injected autar epeit(a) toward the end of each (11.304, 16.696) picks up and reinforces 
the sense of an ordered listing. 

33 See TAPA. 91.304-5; cf. 307, note 23. For a parallel to the "anonymous" 
character of the invocation cf. II. 1.8. 
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have tended to promote this, as it seems to have obscured their 
origin for the poet. Certainly, though they preserve all the 
essential characteristics of invocations, Homer does not associate 
them with the Muses: one is even addressed to Patroclus.34 

After the four remaining invocations the formal catalogue has 
practically disappeared. But whether obvious or vestigial it is 
always integrated with the immediate narrative and made to 
serve a narrative purpose. The first three of these have been 
quoted earlier in illustration of the question-answer phenomenon 
and need not be repeated. 

In the invocation of 2.761-62 at the end of the Catalogue of 
Ships the Muse is asked to "tell who was far the best of them, the 
men themselves and the horses, who followed along with the sons 
of Atreus." The poet then proceeds to answer in good traditional 
form, duly listing the best horses and the best man (Ajax) in the 
field at the time. But his real purpose is a dramatic one, to 
provide a bridge from the Catalogue to a telling and contrasting 
vignette of the man who is actually "the best" (769), Achilles, 
quietly encamped with his Myrmidons as the army moves into 
battle. 35 

In the last three formulaically-similar invocations, the enumera- 
tive protos has a fixed place, as it did in the group of quasi- 
invocations. When at the crisis of Agamemnon's aristeia in Book 
11 the poet calls on the Muses (218-20) to tell "hos tis de protos of 
the Trojans or their allies came against" the Greek leader, the 
protos rather leads us to anticipate a throng of attackers; but only 
two are listed, the brothers Iphidamas and Coon. It is a mark of 
Homer's narrative skill that the ensuing duels with these two do 
not seem anticlimatic after such an introduction. The protos 
here is made to serve a narrative purpose. That the impression 
of a multitude of antagonists somehow persists is due, I believe, 
in no small measure to the fact that Agamemnon's specific 
encounters in the earlier portion of the aristeia are also with pairs 
of men, Bienor and his companion Oileus (91-100), the brothers 
Isus and Antiphus (101-21), and the brothers Pisander and 
Hippolochus (122-47). The poet throughout the aristeia is using 

34 II. 16.692-93. The address to Patroclus is no evidence against the invocational 
origin of the question: the poet addresses the hero directly throughout the Patrocleia 
at any opportunity and this is a particularly inviting one. 

35 Cf. further TAPA 91.302. 
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this motif of pairs, usually brothers, as an economical way of 
suggesting a multitude. The only distinct vestige of catalogue 
form after the invocation is the simple name Iphidamas Antenorides 
in answer to the "who?" of the question, a kind of answer amply 
paralleled in the catalogues after the quasi-invocations. 

The fact that after the next invocation (14.508-10) a true 
catalogue does follow is no indication of a reversion to the old 
form for its own sake any more than it is a mark of interpolation.36 
When at this one major success of the Greeks in the central battle 
the poet asks "Who of the Achaeans first won bloody spoils 
[from the Trojans] ? ", we fully expect some picture of the ignomin- 
ious retreat of the opposing forces. The twelve-line catalogue 
(six lines of "close" catalogue and six lines of elaboration) that 
follows to the end of the book, listing the Greek pursuers and 
their Trojan victims, gives precisely this effect of pell-mell pursuit 
and flight back across the Greek wall and ditch. At the opening 
of Book 15 immediately after, the Trojans are already emerging 
from the ditch; even the recrossing of the wall is left to the imagi- 
nation. Homer has replaced exposition with demonstration. 

These invocations make it clear that the enumerative form had 
become of little importance in itself. Narrative considerations 
are uppermost. In the final and most important invocation in 
the Iliad, that heralding the coming of fire to the ships which leads 
to Patroclus' entry into the battle, the poet abandons the old form 
and phrases his question in a way more directly pertinent to the 
narrative. Instead of asking "who?" he asks "how?" The 
formula of the preceding invocations is still kept, but the substi- 
tution of this single word alters its entire character. We no 

longer have any expectations of an enumeration, but look simply 
for an account of what happened. Iliad 16.112-113/114-115: 

"EarrTEr vvv U0ot, Movcrat 'OAflnmca 6CaT[Lx' eovcrca, 

7Trr7CS Os Tp&Trov TrOp EJL7EcTTE VrqVULV 'AXCaLV. 

'EKrtop Atavro9S 86pv tLEtAtvov 'y/Xt 7apocTaoS' 

7TAr,' aopt pEyaCAo .. . 

It is notable that in spite of the alteration some of the enumera- 
tive elements associated with the old form still persist. The 

proton is kept-but in its new context it takes on a quite different, 

36 See above, note 5, and TAPA 91.298, note 10. 
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dramatic force, something perhaps like "tell of the first coming of 
fire to the ships." Even more interesting is the fact that though 
the character of the question has been completely altered, the 
answer begins just as if a hos tis question had preceded, with a 
name. It might even be the beginning of a catalogue. Indeed 
its order of attacker, attacked, verb of attack is precisely the same as 
that in the first line of the catalogue after the preceding invocation: 
Aias rha protos Telamonios Hyrtion outa (14.511). 

Homer never quite escaped the impress of the long invoca- 
tional tradition that stood behind him, but in this last invocation 
the crucial development of his narrative moved him to create a 
new kind of invocation that was to have considerable importance 
in later times. For the invocation with hop(p)6s or pos eventually 
became the most characteristic representative of the so-called 
"prophetic" invocation that predominated in literary epic.37 
It first clearly appears in ?Choerilus of Samos (Fr. la Kinkel): 
Hegeo moi logon allon, hopos... Apollonius uses it for two of 
his three invocations, Argon. 3.1-5 (Ei d'age... Erato... moi 
enispe, / enthen hopos...) and 4.552-56 (Alla, theai, pos. . ;), and 
the third (4.1-2) is in the same spirit and might well have been 
so phrased. So prevalent does it seem to have become that it 
was used apparently as a matter of course in one of the late 
alternate openings supplied for the Iliad:38 

"EaFT73re vvv utot, Movaai 'OAv'/mrr,a utLaT' E'XOvuca, 
O7rrT7TS ) pjvlls TE Xo'Aoo O' AE rhAEtva . . . 

These invocations have nothing to do with appeals to memory; 
they lay the whole burden of the story on the Muse and, though 
the examples here are already conventional, they suggest the 
blanket appeal for "inspiration" that we are all too prone to 
associate with invocations generally. No such concept was 

37 For fuller discussion of the great significance of the Homeric invocation in the 
Iliad, a significance that might well lead to its imitation, see TAPA 91.299-301. 
For the "prophetic" invocation see G. E. Duckworth, Foreshadowing and Suspense in 
the Epics of Homer, Apollonius, and Vergil (Princeton 1933) 7 and notes 17 and 18, where 
the present invocation is singled out as the only one in the Iliad aside from the proem 
to which this term might be applied. The only possible early parallel to the hoppos 
here is the repeated (eipate) hos in the proem to the Theogony (108, 112-13), but this 
occurs within the body of the proem-invocation and is merely part of the "forecast" 
of the subject proper to that form. The concluding invocational question, like the 
brief Homeric invocation that derives from it, is never so phrased. 

38 Cited by Aristoxenus; see A. Nauck, Lexicon Vindobonense (St. Petersburg 1867) 
273, 
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known to the early poets of oral tradition (even Hesiod's Muses 

"taught" him: Theog. 22, Op. 662). But by the time of Plato 
the notion of poetic enthousiasmos or "possession" of the poet by 
the Muses was a familiar one.39 The first reference to it appears 
in Democritus (Frs. B 17, 18, 21 Diels-Kranz), and its inception 
has been sought, with some reason, in influences from the Diony- 
siac movement of the seventh-sixth centuries.40 I would suggest 
that Homer's coinage in his memorable final invocation was 

increasingly adopted and perpetuated as the vogue of this new 
idea spread.41 From a slight but essential alteration of the old 
enumerative invocation when it had ceased to serve its purpose 
came the formal seed of a new and very different view of poetic 
creativity. 

39 Plato's treatment of it in the Ion and the Phaedrus (see especially 245A) is well 
known; see also Ap. 22c, Leg. 719c. 

40 By E. R. Dodds (above, note 3) 82, who has much of value to say about the 
distinction between this concept and that which appears in Homer and Hesiod. 

41 The first actual occurrence of hopos in an invocation after Homer is in the parody 
of Hipponax, Fr. 77.1-4, where in spite of the collocation Mousa moi ... ennep', hopos, 
the word is used to introduce a purpose clause. Parody implies familiarity. Can it be 
that the incongruous hopos is a travesty of the excessive use of this word in the early 
period: "Tell me, 0 Muse, of..., how that he may perish [i.e. through my efforts] " ? 
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