
HOMERIC PATHOS AND OBJECTIVITY* 

'There is no subjectivity in Homer' - Coleridge.' 
'A more general characteristic of the Homeric style, the restrained objectivity and 

aristocratic withdrawnness' - H. Frankel.2 

'[There is in Homer] never a gap, never a glimpse of unplumbed depths. And this 
procession of phenomena takes place in the foreground - that is, in a local and temporal 
present which is absolute' - E. Auerbach.3 

One of the most striking differences between ancient and modern writings on 
Homer is the prominence in the former, and the rarity in the latter, of discussions 
of pathos. The word barely appears in the most characteristic books of our time 
on the subject. Thus the inquirer will find in Wace and Stubbings's Companion 
to Homer (1962) an index hospitable enough to include 'Babylonian cuneiform', 
and 'Kum-Tepe, neolithic.site at', and 'Pig-keeping, in Homer'; but for 'pathos' 
he will look in vain. The Songs of Homer (1962) by G.S. Kirk, intended to 
interest 'amateurs of literature and oral poetry who may know no Greek' (p. 
xiii), has forty-nine references under 'Yugoslavia, oral epic of', and under 
'Dialect' no less than sixty, concluding 'and passim'; but again 'pathos' does 
not appear. The Bibliography of Homeric Scholarship, 1930-1970, produced 
by D.W. Packard and T. Meyers (Malibu, 1974), has accumulated seventeen 
items to list under the rubric 'Poetics: Comic', but has no comparable entry 
for the pathetic mode. And yet - is comedy really so much more important in 
Homer than tragedy? Is the dialect of the poems really so many times more 

interesting than their pathos? In what follows, an attempt will be made to dis- 

tinguish and discuss some particular forms of pathos, particularly in the 
Iliad; this will be combined with a discussion of the 'objectivity' of the 
Homeric style, sometimes perhaps rather too rashly thought to be universal. 
Ancient scholarship will be called in to redress the balance of the new; 
Wilamowitz remarked of it, 'Ancient literary theory, as always showing 
infinitely more comprehension for its own literature than does that of the 
moderns.'4 

For the ancient commentators, eXeoC, OKTroC, and 7rd0o are among the 
commonest of terms. An idea of their frequency can be got from the work of 
J. Baar,5 under the entries: eXeetw6, Cxeoc, OKro, OiKoT6O, 7preptra0?C, 
rreptra6Oc&, avpulra07?c, auvpraOc3c, avrirdaXco. These entries, like others in 
the book, are not exhaustive,6 and some lemmata have been omitted which 
should have been included (e.g. 7oepOc, xix. 282: OiK7toopat i. 505, xv. 56, 
xvii. 300, xxiv. 500): but there are certainly well over 100 passages where 

*I am indebted for help and encou- p.7. 
ragement to Professor Hugh Lloyd-Jones. 4 Homerische Untersuchungen (1884), 1 Table Talk for 12 May 1830. p.123: 'Die antike Asthetik, wie immer 

2 
Dicbtung und Philosophie2 (1962), fur die eigene Litteratur unendlich ver- 

p. 41: 'Einem weiteren Kennzeichen des standiger als die neuere. . .' 
homerischen Stils, der verhaltenen S Index zu den Ilias-Scholien (1962). 
Sachlichkeit und vornehmen Distanz.' 6 See the review by W. Buhler in 

3 Mimesis (Eng. trans. by W. Trask), Byz. Zeitschrift 55 (1962), 79. 



surviving ancient scholarship found pathos a feature calling for comment. This 
will sometimes be useful as a confirmation of the validity of our remarks on 
this slippery subject. For it is of course a risk, in handling it, that we may slip 
into a maudlin or baseless subjectivity of judgement. I hope to avoid it by 
taking a set of passages which can be extracted and arranged with some clarity. 
There are a number of Homeric devices which one might choose. One is 

apostrophe, of which the late Adam Parry7 made some use, in discussing Homer's 
treatment of Menelaus and Patroclus. More references on it, and on its recogni- 
tion by the ancient commentators as a vehicle of pathos, can be found in the 
dissertation of M.-L. von Franz.8 Another is the type of passage, often a pre- 
diction of the future, which the ancients thought to be 'uttered by Homer 
himself', gK rO ib6iov 7rpoacTrov or d0' eavrob, such as the comments introduced 

by vr7rtlo, or the weighty judgement on Patroclus' being called out by Achilles 
at xi. 604, KaKOV 6' dpa ol Tr'\ev a&pxr.9 Similes are another emotional device, 
and we shall find that some of the motifs to be discussed here can recur as 
similes. That fact has its implications, and a complete treatment of Homeric 

pathos would involve discussion of all this; but here we shall be concerned with 
Homer's 'obituaries', the short notices which heroes are given at their death. 
They are an important class of passages for the whole ethos of the poem, and 
they can be sufficiently clearly defined for treatment. We shall see that motifs 
important for the production of pathos meet us also as expressive, in other 
places, of other emotions, but that they play their central role in conveying the 
central fact of the Iliad, the significance of death. 

Of the practice in general, the ancient scholars say (EBT in xiii. 171): xapiev 
TO e' eKdaTrco r.Cv mola) v rIvW 6tw7 frytlv KarT rTa avatpeare EKte Epew * TO i.ev 

7ap 7rpoeKO0eaOat repl eKaarov iaKpoiv, Tr6e e v roie avgurroupaalt rape j y1777a- 
aaOat rLOav6ov, 'it would be tedious to narrate the story of each of the heroes in 
advance, but we are convinced of its truth by its being incidentally narrated along 
with what happens to them'. Let us proceed from examples which seem dis- 
passionate in manner to those which are more frankly emotional. 

(1) xi. 262, Agamemnon has killed two sons of Agenor.10 The episode has 
been a highly pathetic one; it is summarized: 

vO' 'ArTvopo? vie? bir' 'AT' rpeiSr g3aoatX\t 
roTLuov avaTrX\rlaavre '8vv 6d6iov "A'io0 ebuw. 

Such a passage, free from emotional words, is easily underrated. The IT 
observes, 7reputra0?c ad7Triyetker: the modern reader wonders whether there is 

'really' any such colouring to the passage. Are we not in danger of reading into 
the text emotions not 'really' there?11 For, like Presocratic philosophers, we are 
looking always, in Homer, for the origin of things: what qualities can be compa- 

7 In HSPb. 76 (1972), 9 ff. Rb. Mus. 106 (1963), 289 ff. He does not 
8 Die aestbetiscben Anscbauungen consider the increase in pathos produced 

der Iliasscholien, Diss. Zurich 1943, pp. by having two brothers slain at once, as 
34 ff. so often happens. 

9 Cf. G.E. Duckworth, AJP 52 (1931), " " [The 'obituaries' in the Iliad] 
320 ff. werden nie gefuhlvoll im Ausdruck, aber 

10 Some historical reflections on the ihre Wirkung tun sie doch": H. Frankel, 
motif and its origins: C.A. Trypanis, Dicbtung und Philosophie, p.41. 
'Brothers fighting together in the Iliad,' 
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tible with all things being made of formulae?'2 I hope to meet this objection by 
showing that an unbroken chain connects such a passage with unambiguously 
emotional ones. 

(2) v. 559, twin sons of Diodes: their parentage; growing up, they sailed to 

Troy; there Aeneas slew them, as men slay a pair of lions: 

Troci Tco Xeipeawv iWr' Aiveiao auev're 
KarTreoert7v, eXdrativ eoutcrec b7Xrlpat. 

Again, no word of explicit pathos; but the IB observes: neotraOcx? rd ';kdrnatv 
bvrXoatvw', 6ta re rT KLaXXoc Kai rTiv Oiyrv. The simile has, implicitly, brought out 
the pathos a little more (once fallen, they lie low), as did the treatment of their 
childhood and growing up. 

(3) xi. 99, Agamemnon kills Bianor and Oileus: 

Kai rovC pgev Xirev aviOt aivat dvSpcwv 'Ayapaeliwv 
arnTOeot rapuiaivovra,, iTre' rTepUvaoe XtrcvaC. 

The unusual phrase aro7Oecrt irag aivovra? means (see Leaf ad loc.) that their 
bared chests gleamed in the sun; in antiquity Nicanor said (ap. 2T) that the 
words 'showed their youth'. Here then another phrase, apparently unemotional, 
gives a colouring to the whole. 

(4) We come closer to explicitness with xvi. 775, one of the most unforgetta- 
ble passages in Homer. Over the body of Cebriones the battle raged: 

O 6' av arpoapdXtyyt Kovir7 
K eirT pLeya peyaXcoari, XeXaoajivo it'roavvdcawv. 

The 2T say: Kai i76ecoc e1reavr7ao Kai lreptraO&wo, and some modern scholars 
have found the lines too splendid to have been invented for so minor a character 
as Cebriones.13 Again, no single word is explicitly emotional. But the contrast 
(see below pp. 182 f.) is effective, and it would be an imperfect reader of the 
poem who detected no Tcrdio here. 

(5) iv. 536, a leader from each side is killed: 

rT j' YV e KOVir)ot 7nap' aXXX'otat LrerTado0 v, 
fiTro 6 lAIV ()pIrKcv, b 6' 'ETretcij XaXKOXtrTCvC3 
iyel6ve? * 7TroXXoti & 7repi KTreiovro Kai iXot. 

G. Strasburger 
4 

suggests that here the heroic death of the two leaders repre- 
sents the general melee, which could not be well depicted in epic. There is, I 
think, truth in this; but the particular way in which their deaths are summed up 
seems also to be meant to bring out the tragic fact that both fought and died 
far from home. Enemies, they lie side by side in death, and the audience 'sees' 
them in the perspective in which the gods see them, as equal in vulnerability, in 
mortality, in death. 

12 The provenance of material is the rich, Verwundung und Tod in der Ilias 
subject of C.R. Beye, 'Homeric Battle (1956), p.106; contra, cf. A. Dihle, Homer- 
Narrative and Catalogues', HSPh. 68 Probleme (1970), p.23. 
(1964), 345 ff. 14 G. Strasburger, Die kleinen 

13 Thus even a purely aesthetic per- Kdmpfer der Ilias, Diss. Frankfurt/Main 
ception becomes at once an implement of 1954, p. 45; cf. W. Marg, die Antike 18 
enquiry into Origins; see Wilamowitz, Die (1942), 168. 
Ilias und Homer (1920), p.142; W. Fried- 
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The motif 'far from home', here implicit only, is developed in a series of 
passages. First, its use as a reproach, xvi. 538, Glaucus to Hector: 

(6) 'EKTOP, vIv ' Trd'yxv XeXauagevoq e TC T7tKoVpL v 
oi oaeev eiveKa T7?Xe oiXco Kat 7rarpi oq aLrjC 
Ovuo6V drTroTOiWOovUt. 

As a taunt, different in character, at i. 29, Agamemnon to Chryses: 
(7) I will not give you back your daughter: 

lrpiv lav Kat 7yrpac eiretaw 
Ti~eTrpa? evi o'cco, ev "ApeLi, r7Xr60t 7rdrTprc, 
ioarv 7roLotXolnVv Kai ep6v XeXoc dv'rt6ocav. 

On this I say shrewdly: KaT' 6Xiyo avcv r Td 7rsi 7 ioardaew Xvwrei rov ypovra,5l 
(sc. in line 30): the separation from home emphasized to cause the father the 
greatest possible pain. We do not forget here that Chryses is a highly pathetic 
character: what immediately follows brings this out with great subtlety: 

33 wc E0ar', `5etuev c ' 6d y epov Kati lreiOero pivOc 
3i 5' dKicov napd Oiva 7roXvu0Xoa3oto OaXdaa7rc.16 

(8) Another way of using the motif to cause pain is seen at xx. 389, Achilles 

exulting over the corpse of Iphition, son of Otryntes: 

Keioat, 'Orpvv'rdS7T, rdavrcv eK1rayXdoar' a'vSppCv 
evOade rot OdvaroC, yeverz7 5 rot ear' ert XiWv7V 
Fv/yai7, 0ot TE 'EPlevoC 'rarTpC'dv corw. 

Achilles says this ebXdoPevo : it is of course not simply a geographical or biogra- 
phical excursus, but brings out the bitterness of death far away from home, which 
is worse than mere death itself. 

(9) It is easy to reverse this and convert an insult into a lament. xi. 814, 
Patroclus is moved to pity by seeing the Achaean leaders wounded: 

rdv 6' iCvw vjKretpe Mevotriov tiXKlOL vkk, 
Kai p' 6Xo0uvpdo6evo erea rTepoevra 7rpoo7arva' 
d eltXoi, Aavacwv yrirope? rie I1epovTrec, 
W tip' eX\Xere rT7Xe t&XcWV Kati rarpiocq dabq 
aiVoe ev Tpoi raxea' Kvlvat a&pyert 5r1cia. 

Here the emotion is made quite explicit, and the same motif ('far from home') 
is used to bring out the pathos felt by the speaker as in the superficially 'dis- 
passionate' passages, nos. (5), (10), (12). In the light of (9), there can be no 

great doubt as to the tone of the following passage: 
(10) xvii. 300, Hippothous killed by Ajax over Patroclus' body: 

6 5' ayx' avbToo rTeare rpplvrl' 61rT veKpc, 
TriX' &ar6 Aapiariq epqc.XaKoq, 

for the poet goes on to add 

15 Well discussed by J. Th. Kakridis, irrtgaaugevov Kai (poftovjevov 'yepovra' 
Homer Revisited (1971), p.131. KaXei Kal ox 'cepea, 7rkxov OLKTLOp.EVO0. 

16 ZT in i.33: OLKewccq 6e r6v 
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- o&e ro7eK ecu 
6pbrrpa Ot&Xo 7r 6e'C&oKe, gwvvvod*Su & ol aW 
e7rXeG' bir' Aliarroq .eya06iov 6ovp 6av1p'.aT. 

Here the poet has added two more of his most pathetic motifs: 'short life' 
and 'bereaved parents'. These two, in their fully expanded form, dominate the 
architecture of the whole poem, from the Achilles and Chryses scenes in Iliad i 
to the encounter of Achilles and Priam in xxiv. On (10) the IT say, &jKrioraro 
rrepL TiV r y'nyw L iKavc3q, but it is not by means of explicitly emotional words 
that this effect is achieved.1 

Two more examples. One is in direct speech, one in a narration by the poet. 
( 1) v. 684, Sarpedon, wounded, begs Hector to rescue his body: 

Hp1ptq6,q, Ii7 & ge gXcp zavaoiawv ecd? 
KeEtuOat, adXX' e'7cTaIvvov E 7TetTa lie KaU X&rot aWw'v 
~' iTXeL V/ICEeP77, bTe' O'VK "p' "iEXXOv &y&Ye 
vo,rt?uaq otKol6e OiXr-v e' irarp&5ayalav 
ex/pav'eewv Xo)O'v -re OtiXv Kat vw4iuov vt6-v. 

On this moving appeal Eustathius, 594.13, makes the obvious comment: OLK TOP 
TnoXvv exet6 X yoC,6p4av.dvw Opcd.wv 7rau65o K rcaTrdov b7r' dXXoWamnT. 18 It is 

unreal, I think, not to accept that the same sort of pathos is present in such a 
passage as the second, xv. 705: 

(12) Hector sets fire to the ship of Protesilaus, 

7i Hpco'reut'Xaoov 'VcLKEV 
eq Tpo&')q, ovW6' abrq a'rTvyaye 7raTpi&a yacav. 

On this, Y says 7replraOfpq7 7 4 7poava0c3vr??at. The poet need not have added the 
little expansion upon the doom of Protesilaus, which had been developed in a 
highly emotional way at ii. 700 ff. (= (63) below); the motive for its appearance 
here must be pathos, and that, again, in a 'factual' style. Its dispassionate air is 
parallel, for example, to (48) below. 

It is of course not possible to separate neatly the different motifs. Already 
passages have been mentioned which combine several. But before passing on to 
others, we can observe some special developments of the motif "far away". 

(13) At xxii. 445 Andromache has made her usual household preparations for 
Hector's return, and heated water for his bath: 

vprqrt77, o 6' '6rnuepv 6 iW ctv a'Xa r?Xe Xoerpc2w 
xepu' 'AXtXXijoq &iliaae yXavKc7rtqc 'AO8v'. 

On this the IT (in 443) say: ai)et To' 7iraLoq rouo63roV 'cap air7xet Trob EvoELv rt 
T&jV UVp03ej3'K6T&wv, CjC Kcu Xovrpci 7apaaKevdiEtv , AovovovX' 6pc3aa av'ro'v ? I1Q 

Kat e7Te0Wrvuev 6 7ToT771' UVTCLMraOc3q r'd 'vr?77ir, ozi6'e'voJ7?aev,' CX.aiTep &Ae2w 
Ti7V dyv'otav a'T3ri. Here the poet has with great skill made use of the motif of 
'far away from home' for Hector, who was killed in his own homeland: he is 

17 Reflection on this may suggest 'most important terms of value' that 
doubts about a highly lexicographical emotions and judgements are conveyed. 
approach to the study of ancient (or Cf. the Appendix below on dying for 
modern) poetry and ideas. It is not only, one's country. 
perhaps it is not chiefly, by use of the 18 Cf. (37) below. 
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'far' from the comforts prepared by his loving wife.19 As the Z point out, the 
e7rcqto <atL by the poet of the word vrtir7 and what follows gives here a more 

explicitly pathetic tone. Such passages may be seen as standing between the 

expressive manner of the reported speeches, and the dispassionate manner of 
the narration.20 The quality of Homer's treatment can be felt when one com- 

pares it with a celebrated passage in Thackeray, presumably derivative from it,21 
directly or indirectly. At the end of the 32nd chapter of Vanity Fair, the heroine 
waits for her husband to come back from the field of Waterloo: 'Darkness came 
down on the field and city: and Amelia was praying for her George, who was 

lying on his face, dead, with a bullet through his heart.' A reader of Homer may 
feel, perhaps, that this effect seems by contrast rather crude; partly because of 
the abrupt rhythm, and partly because it is introduced as a surprise, unprepared.22 
Both features are un-epic. 

Two particular developments in the Odyssey, where so much continued 

emphasis is laid upon Odysseus' remoteness: 
(14) first, i. 57: 

abrcp 'Obvoaaev 
UejvO( KaKaaT KaLTdvol aroOpcoKorrTa vorrat 

7i yai77?, Oavrew i#eiperat (cf. Od. vii. 224), 
a wish, touching because so modest, to glimpse his own country, even at the 

price of death. 
(15) Second, xvii. 312, Eumaeus speaks of the dog Argus: Kait Xir1v &vipos 

7e KVCOV 66e rTXe Oavdvro?. This passage combines irony (it is to Odysseus 
himself that Eumaeus says this) with a certain sentimentality. The suffering 
of devoted dogs is beneath the notice of the Iliad. These two passages, chosen 
not quite at random from the lesser epic, seem to me to stand in the same 
relation to those from the Iliad as the one poem itself stands to the other. On 
the one hand, a simple pathos of heroic life and death; on the other, greater 
complexity and a nearer approach to sentimentality.23 

In the Iliad another special development of the motif produces a striking and 

19 Schadewaldt, in discussing this 
scene, Von Homers Welt und Werk4 (1965), 
p. 328, speaks of Homer's 'great and simple 
art of contrasts'. 

20 On the distinction of the two see H. 
Frankel, Dichtung und Philosophie2 p. 43. 

21 The motif of innocent preparations 
is parodied by Juvenal, 3.264, of a man 
squashed in a road accident-surprisingly, 
neither Friedlander nor Mayor records the 
point. Thackeray records (The Letters and 
Private Papers of W.M. Thackeray, ed. G.N. 
Ray (1945), i.207' that on 10 June 1832 he 
made 'a vow to read some Homer every 
day'. 

22 The motif of 'ignorance of friend's 
fate' is used again to great effect at xvii. 
401, Achilles does not know of the death 
of Patroclus: ET ad loc. says, elw0e 
avlnadOetav -yelpevw Std ro6rVT, erav ol 
Trd lEyLaTra 6VUTVXroWTvre V &yvoi1 T7CV 
KaKcoiv wcal Kat 

I 

LqtauvOpwTrrorTpwcv 

XTrl>Swv epcWvraL, aS 'Av6poJducxX (at 
xxii.437). Nothing of this in Leaf; the 
analysts tended to reject the passage in 
xvii, Ameis-Hentze pointing out that 'its 
content is purely negative.' Not without 
provocation did Adolph Roemer refer to 
'das kleine Geschlecht der grossen 
Analytiker' (Hom. Aufsatze (1914), p.66). 

23 On the different ethos of the two 
poems, see F. Jacoby, 'Die geistige Physiog- 
nomie der Odyssee', die Antike 9 (1933), 
159-94 = Kleine philologische Schriften 
(1961), i. 107-39; W. Burkert, 'Das Lied 
von Ares und Aphrodite: Zum Verhaltnis 
von Odyssee und Ilias,' Rb. Mus. 103 
(1960), 130-44; W. Marg, 'Zur Eigenart 
der Odyssee,' Antike und Abendland 18 
(1973), 1-14. The Tranenseligkeit of the 
Odyssey is brought out, e.g., by G. Beck, 
'Beobachtungen zur Kirke-Episode', 
Philol. 109 (1965), 1-30. 
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memorable passage at iii. 243. Here Helen tells Priam that she cannot see the 
Dioscuri, her brothers, among the Achaean leaders; perhaps they keep out of 

sight because of the disgrace she has brought upon them; 

(16) d3 cdiro, roTv 6' iri6r KdarXev XCvoiooq ala 
ev AaKeSailovt avOt, catX? ev irarpiS yair?. 

The lamented Adam Parry 24 has given this passage one of the best evaluations 
in the modern literature of the subject. I add only that from our present point 
of view we have here a case where again 'dead far away' is used of those who 
are dead in their own country (compare, and contrast, (13) above). The combi- 
nation of this with the motif of 'ignorance of friends' suffering' places Helen 
in an especially touching light. 

Another sort of reversal is also possible. It is terrible to die and lie buried in 
a foreign land;25 it is also terrible to see one's own country ravaged, and to be 
slain amidst its friendly scenes. The poem does not fail to include this motif. 

(17) In xxii the Trojans must watch from their wall the pursuit and death of 
Hector - as Zeus says, xxii. 172: 

Ovr avrer e 6tos 'AXt(XXet) 
darv 7repi ITHptidpLo 7rouiv raXeeooat Wtocet, 

a passage whose effectiveness comes from the close juxtaposition of 'the city of 
Priam' with Achilles' pursuit of Priam's son. 

(18) As Hector runs, xxii. 153, he passes the 7rXvvoi, the washing-places, where 
the Trojan women used to wash clothes, d irpilv 6Tr' eiprvrC, 7rpi v 6OElv vUac 
'Axatcjv. It is hard to imagine this detail being preserved in an heroic tradition, 
except for emotional use in just this way: doubtless S.E. Bassett26 was right to 
see in it an invention 'for tragic contrast'. The juxtaposition of women at their 
household work (we think of the opening of Odyssey vi), and the Trojan hero 
hunted to death, is another supreme example of Homeric use of contrasts with 
emotional significance.27 We shall have to say something (on 37 below) of 

'intrinsically symbolic' figures; this contrast, too, might claim to be one. 
From the motif 'far from home' we have come to that of 'near to home', 

and it is a natural step to that of 'near to friends'. A series of Homeric warriors 
are slain close to friends, who cannot help them. This of course is on a 
'rational' level a natural result of the way in which fighting is presented in the 
Iliad, as duels amid a general melee, but it is turned to great effect for pathos. 

(19) First, a light and 'dispassionate' example: iv. 522 = xiii. 548, a warrior 
falls: 

6 6' UIrTToS ev KoviPo 
KairTreXev, o XEeOJ PE lp L totl erapotoL 7rerdOUac. 

(20) The motif is developed with similes: thus xiii. 653, Harpalion is brought 
down by a spear through the pelvis: 

24 YCS 20 (1966), 197 ff. (1930), 138. 
25 

eXOpd 6 
' 
Xovra? eKpviev, Aesch. 27 In the Odyssey the analogy, cha- 

Ag. 454. racteristically less tragic and more ironic, 
26 'The Pursuit of Hector', TAPA 61 is the abuse of Odysseus 'in his own house'. 
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eo'uAevo Se' Kar' avOt t'Xcav ev Xepaov eratipwv 
Ovp6v drtorveiov, wo re o aKcXl brtya 7a17 
KETro raOee * they remove his body, aXvvPiLevot 

his father goes with them (658), 
daKpva Xeipcv, 

TroIv? 6' oi rt TraM6d eCyiYVero TeOvrcTO?.ro 

Friends are powerless to help Harpalion, and also to avenge him. The treatment 
of the whole passage, especially the figure of the father, is an accumulation of 
devices of pathos, made explicit in the 'grief' of the comrades and the 'tears' of 
the father. The ancient commentators make no comment on all this, because 

unfortunately the father here is the notorious Pylaemenes, who was dead in v and 
is alive in xiii; as usual in Homeric scholarship, a 3inrTrJa of fact, however in- 

significant, at once banishes any aesthetic comment. 
In the light of this, I think it would be wrong to read as really impassive the 

less explicit (19) above, or indeed xi. 120:28 
(21) here Agamemnon kills two sons of Priam29 and strips them of their 

armour (line 110), ywcjOKcov: story, how he knew them; simile, lion killing 
fawns: 

w dapa rolq oiV rt 6varo Xpatouoaat kXeOpov 
Tpchcov, aXXd Kai atroi vrr' 'Apyeiotat 0p53ov^o. 

The detail of Agamemnon 'recognizing' them30 is adapted no doubt from the 

Lycaon-episode of xxi.31 As that is one of the most pathetic episodes in the 
whole poem, the intention here, too, is surely to produce pathos; and the 
simile, of a lion crunching up the vrfta reKva of a deer, has the same 

tendency; finally, they die in the sight of their terrified and helpless companions. 
(22) So too xv. 650, Hector kills Periphetes: 

iXoAi 66' t1 eTyyv77 raipwv 
KTreiv'. o ' OVK ev6vavro Kat adXvvevoi rrep eraipov 
XpatoCpev aviroi 'ydp ptdXa 6eioaav "EKropa 6iov. 

Here the word aXvviCevot brings out the implicit pathos. 
(23) The motif can appear as a taunt. xvi. 837, Hector to dying Patroclus, 

with ironical sympathy: 

a 6eiX', ov6b rot aOeX6 ecwv Xpaiarla?oev 'AxtXXe?c. 

28 The scene is discussed by Schade- 
waldt, Iliasstudien (1938), pp. 47 ff. 

29 Scholars have often been struck by 
the number of kinsmen of Priam who are 
killed in the course of the Iliad. Many have 
said simply that Trojans whose death at the 
hands of Achaean heroes is to be worth 
recording must be in some way significant, 
and the easiest way to confer significance 
upon the insignificant is to make them sons 
of Priam. G. Strasburger, Die kleinen 
Kimpfer, p. 24, suggests that, in contrast 
to the Achaeans, the Trojans are presented 
as forming a unity, embodied in the house- 

hold of Priam. Aesthetically, I think the 
principal point is that Priam is the old man 
and father whom we see suffer in the poem 
(apart from the death of Hector, cf. also 
xxii. 44 ff., Priam on the deaths of his sons), 
and the accumulation of disasters upon him 
can be made visible and tangible in terms 
of pathos. We know Priam: other pathetic 
fathers are, by contrast, bloodless. And the 
Iliad is greatly interested in bereaved fathers 
(cf. p. 174). 

30 'An extremely prosy addition,' 
Platt: quoted with approval by Leaf. 

31 So Schadewaldt. 
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(24) It can be applied to a patron deity. v. 49:32 

l2Kacd6puov, a"iova O74prjc, 
'A,rpeiI77, MeveXaoq 'X' &`yXet 6`voievn', 
tuOXWv 77p7r/i7pa &6 a~e "cip "AprepLu a..... 
&,XX' oiV ol rore ye XPaiUi& "AprpCtq loXealpa, 
OW6E tK77J3oXiaL, 7fLW TO 7'PLV 7 EKEKaUTO. 32 

(25) It can be used to deride a fool, as at ii. 872, of the Trojan Amphimachus: 

Sc Kat Xpvudv exwv iro 0Xcj'6 itev ?7VTE K01P17, 
V7rnToo, oz&P' 1 ri ot6 ry' e7TpK v,ue Xvypd'v b6eOpov, 
&.XX' d6ci/77) irvTo XepUL 7 To&)Keoq Aivcw5ao. 

K(4wpy6ELrat, says EB correctly. The 'gold' motif can however also be used 

pathetically, see (68) below. 
The inability of friends to help leads to the motif 'lack of care (after death)'. 3 

Like all of those considered here, it can appear with very different emotional 
colourings. 

(26) First, as a warning: so xviii. 270, Polydamas warns the Trojans not to 

spend the night out of the city and be caught by Achilles; otherwise: 

&a7raai,cq ya&p eqitiera l Xtov Lpi?v 
VIM,KE y,iroXXo')q &' K'vVEC Ka yb7req ~6ovrat 

TpcA'cov. 

The scholia comment: 6K/xo3e, tva 60.wvratr r7v avpgovX74v. 
(27) More usually, it is a threat; either to slackers on one's own side, as at 

ii. 393, Agamemnon: any Achaean who shirks battle: 

ov ot eTemra 
QpKLOP 
W 

EUUCTl (frCCU KIVPC 776 OLOVOV(C. 

So too Hector, xv. 348. 
(28) It can be a threat to the enemy; thus, Hector to Ajax, xiii. 831: 

TpcLcov KOpeeLt KvPvaU 176 oiovot)q 
6r5pc Kim l dpK euct, iTEacUL eli P77vUaU 'AXatcov. 

(29) The threat can be expanded by the contrast with the better treatment 
in store for one's own dead; so Achilles to Hector, xxii. 335: You thought you 
would get away with killing Patroclus, but I was there to avenge him: 

ae ,u&' ,l5KCcv 746 5 oiCwvoi 
XKr7uaovu' aitKW,~, TO' 6' KTeptoUbPv 'AXaco'. 

A further development, and one which uses to great effect a device of pathos, is 
(36) below. 

32 The contrast with the Cycle is great. immortal, it seems, in the Telegony (Proclus). 
In the Iliad not only divine favourites like The Odyssey does not stoop to this, but 
Scamandrius and Hector, but even a son of flinches from the austerity of the Iliadic 
Zeus like Sarpedon can be killed; in the conception (Od.iv.561, Menelaus to be 
Cycle, &Oavaula was distributed with lavish immortal). 
hand. Thus Artemis gave immortality to 33 The material is collected by C. 
Iphigeneia, Eos and Thetis to their sons Segal, 'The Theme of Mutilation of the 
Memnon and Achilles, and Zeus to the Corpse', Mnemosyne, Suppl. 17 (1971). 
Dioscuri; while Circe made all the survivors 
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The motif can appear in the expression of real pathos by a speaker, as in (9) 
above: 

ci 6etXoi Aavaac2 3 y 'ropeq 74& gp6Vopreq, 
w, 4' ap wpXXere TXe OiXWcv Kcai 7TaTpi5oq a'i'?W 
arew etv Tpo' Traxeaa K Vvaq &pyc 67577p1G3.) 

It can be combined with ironical pathos to form a bitter taunt, as in (23) above: 

ue' 6' r' tvOd6e 'yb7req 6Sorat. 
a 6eiX', oWU rot eaIxXde '' &v xpaiogr??uez 'AxtXXe6q. 

(30) It can also be combined with real pathos into a passionate warning; so 
xxii. 86, Hecuba to Hector: 

ei ircp ydp UC KaaraKcdrcw'q ovi a' ae' eycoye 
KXav'uo/aL 'v XeXe'euat, ('Xov OaiXoz, TEKovaKOP a' 7lj... 
(but) 
'Ap-yeico' irtapa rn?vat KVVetq TaXeeC KaTE6ovmta. 

(31) The bitter taunt of (23) above can be further developed, as in the words 
of Achilles to Lycaon's corpse, as he throws it into the river, xxi. 122: 

&TaV6ot PUP K EUO MUO -E XOV'LV , OC" a' c,7ELX? 
aig' diroXX177aoProTa aKK76ce o'i)6 crc g re r p 

XeXe,eovtX~~o lyorjooerat, 

but fishes will feed on the shining fat of Lycaon. Here the special circumstances 
of the 7raparTorduo ' iicL ai have led to the introduction of the fishes instead of the 
more usual dogs and birds, and the poet has succeeded in making Achilles' 
taunt at least as horrific, and as memorable, as the normal form. Eustathius 
1227.17 observes: 6 'AXtXXct)q UK wcOIrTet jieai iap67r-roq. 

(32) Later in the same book, the death of Asteropaeus is followed by the same 

motif in the 'dispassionate' style of narrative, xxi. 201: 

T-OP & Kar' awYr6Gt Xeirv, ,ire't qiXov ?'?op airn?pa, 
KEipepop ev ika,oftct, &iawc & JI)w je'Xaa i56cop. 
ToV pep p' E' YK6XVe" 7TE K aL xO6eq a/M/e7rePvoPTo, 

6rni6A OP e'eIrreVO L 71irWtP'6tv KeOPOVoTeq... 

P. Von der Miihllm attributes this scene to his poet B and finds it unsatisfactory; 
in a note he points out that eels don't really behave like this. But from our point 
of view the 'eels and fishes' form a counterpart to the 'dogs and birds', and the 

passage takes its place as a member, almost as an expected member, of a long 
series. 

(33) Another powerful passage is the passionate outburst of Priam to Hector, 
reminding him of all the horrors which will accompany the sack of Troy, xxii. 66: 

w7r6ov 6' aiv 7rz5par-6v Me Kv'vePC( l7rp'7flout 65P?77 
&.jar)oai rpajovauw ... 
oiq rp&/ov e' gv eyapotut Tpa7re~iaq Ovpaopoz3q, 

3 Kritisches Hypomnema zur Ilias Cf. Kakridis, Homer Revisited, p.96. Some 
(1952), p.317: 'Noch hasslicher ist, was of the ancients, too, thought Homer was 

folgt.. .nach Otto Kojrner, Die bomeriscbe infallible on every art and science; see, e.g., 
Tierwelt (1930), 80, geht dies, was die F. Buffiere, Les Mythes d'Homere et la 
Aale betrifft, gegen die Naturgeschichte.' pense'e grecque (1956) pp. 10 ff. 

170 JASPER GRIFFIN 



HOMERIC PATHOS AND OBJECTIVITY 

oi K' fLi6v aipa mdv rec dXaivaovTec repi Ovp 
KeiOCv eV 7epoiw pott ... 

The T scholia say: Kai r6 '7rvnJarov' oiKTrpo, oiov eiSo6vTa rTa ri rTopOeaew? 
6e'a; and go on, oiKTpOTdrr7 7l ierd Odvarov aiKca. Ever since Payne Knight the 

passage has been suspect (see Von der Mihll ad loc). It seems clear that the lines 
which follow are related to Tyrtaeus 10 West, and that the epic is dependent on 
the elegist, not the reverse; but the motif of the dogs defiling the body does not 
come from Tyrtaeus, who is urging his men to fight, not to refrain from fighting, 
and who therefore could not use this idea without absurdity. The nightmare 
vision of Priam is a development, like so many others, of our familiar epic motif, 
with the variant that the 'dogs' this time are no longer unspecified pariahs, but 
Priam's own. Of course, those who dislike it can say it is late; Homeric scholars 
share with the poet himself the idea that earlier poets, like earlier men, were 
'better' than later.35 

(34) These passages have mostly been in direct speech. A very important one 
which is not is i. 1-5: 

puivw Sdete Oed Ilr7X77iCtaco 'AxtXioc 
oViXopievrv, l pupi' 'AXatoi a&Xe' Ei'7Ke, 
iroXXadc 6' 6ilO4ovV? ivvxdq "Ait irpoiaevp 
5pcdoxw, abro&i &e eXcopta reOxe Kv'eaaot 
oicvooai re 5aira.36 

What is the tone of this prologue? The question seems to have had little interest 
for recent workers;37 and yet it must be important for the whole poem. The A 
and T scholia say that the poet 'has devised a tragic prologue for his tragedies', 
Tpaycj6iatz rpaytK6v e~ebpe 7rpooiltov, and the BT scholia say, on the word 
ov Xopli7vv: ?c eirt 5iot 6e a dXycv 3Xaaouqiet avrnv (sc. riT' pvtvw), and of line 3: 
Kv7oraw ov) T7V TVXOvoav EXet rTO rpooil.tov, ei jiXXet &i7ye??Orat Oavdrov' 7ro\Xcv 
4O4icowv i7pcov, which seems to mean, 'The proem has extraordinary emotional 
effect,38 as it shows that the poem is to narrate the deaths of many mighty 
heroes'. Here it seems to me that the ancients are vindicated, and the silence of 
the moderns is to be condemned. The !iavtq is ov)XOiErVI, accursed: its result was 
that mighty heroes became food for scavenging dogs and birds. We have looked 
at the way in which Homer has used this motif, and we have found that it is 
used in a whole range of emotional utterances. Can it be dispassionately used? 

In the prologue to Book i, the poet is attracting the attention of his audience, 
and showing them what the poem will be about, what it will be like. Its subject 
is a disastrous !.7avt?, which leads to great Achaean losses and nearly to an 
Achaean defeat. It is not, and can never have been, a theme for the mere 

ktXoOedpcov, who 'likes to be amused' - though such a taste might have 
enjoyed the Odyssey. The audience must have accepted it, those who did accept 

3s 'Here too B has attached an unseemly 37 It is not discussed in M.M.Willcock, 
passage,' von der Miihll, p.333.'The gratui- A Commentary on Homer's Iliad,I-VI 
tous exaggeration of horror combines with (1970), nor by B.A. van Groningen, The 
other considerations. . .to stamp these lines proems of the Iliad and Odyssey, Meded. 
too as not original,' Leaf, p.428, who at der kon. Ned. Ak. 9.8 (1946), nor W. Kull- 
once adds that 'all these suspicions rest on mann, 'Ein vorhomerisches Motif im 
somewhat general grounds', and that 'the Iliasproomium', Philol. 99 (1955) 167-192. 
additions.. .are skilfully made.' 38 For such a sense of Kivnraio (not in 

36 sa'ra Zenodotus: 7rdat codd. Cf. LSJ) cf. 2BT in i.446 ... AAX' ob6e 
R. Pfeiffer, History of Classical Scholarship Tooaavnv Kivr1atv EXet Tad i6a yXeyo'.eva 
i (1968), 111. bnroarnv rd Xvrri7pd. 
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it, as a tragic work. And the prologue announces it as such: an accursed, a hateful 
pILvL, and great warriors lying unburied; that was the will of Zeus. It does not 

present the subject as 'ding-dong battles, hair-breadth 'scapes in th' imminent 

deadly breach, and a culminating victory over Hector, after which Troy is 
doomed'. The audience reacts to the mention of the unburied dead with 
emotion; there are things which cannot be said without that, as we shall see 

again in connection with (37) below. In conclusion, then: an example of 
emotional writing in the dispassionate style.39 

(35) Another instance of some interest, again easy to overlook, comes from 
xxiv. 520. Here Achilles says to Priam, 'How could you bring yourself to come 
to the Achaean ships alone: 

avSpo6 e doOaXjiov o' rot roXeac re KaiU eaXov)c 
viea? eewdp~ta; atr77petov vwT rot 77TP. 

It is not easy in English to express 'many brave sons of yours' without slipping 
out of the high style altogether. Most English translators resort to saying 'so 

many': thus Chapman ('How durst thy person thus alone / venture in his sight 
that hath slain so many a worthy son, /And so dear to thee?'), Rieu ('How 
could you dare to come by yourself to the Achaean ships intQ the presence of 
a man who has killed so many of your gallant sons?') and Lattimore ('I am one 
who has killed in such numbers / such brave sons of yours'). The introduction of 
'so' makes the passage more evidently emotional ('I am so sorry!'), and the slight 
change helps to bring out the quality of the original: an apparently unemotional 
word, which succeeds in conveying emotional force. And fortunately in this 

place such a judgement on the tone cannot be dismissed as subjective, as the 

poet has at the beginning of Achilles' utterance made his purpose explicit, 
saying that Achilles stood up (516) olKTrpPV, and began his speech a etXe. . . 

Another pair of passages shows us the double motif 'unburied, far from 
loved ones' developed in each of the two styles. 

(36) At xi. 391 Diomede boasts, taunting Paris: Your arrows have no force 
to wound, but as for the man whom I hit: 

rob 8e yvval6O Kd ev r' a?iiSopvOoit eat 7rapetai, 
iraie& 6' 06pavtKoi 6 o6 8 0' anart atav epev0Ocov 
m0Oerat, oitCooi &U 7Tepi trXee ite yvvailKeq. 

(37) Here a horrific piece of gloating, it reappears in narrative at xi. 159, 
where Agamemnon is pursuing the routed Trojans, constantly slaying, like a 
destructive forest fire: 

nroXXot 6' eptaiXevee 'briro 
KE v' oxea KporaXitor ava trroXhl toO yeovpac, 
rVt6XovC 7ro0eovre? a&uluLoVa?.40 ol 6' eri yaih 

Ketaro, yvireoaaV 7roXt) 0XArepot 7 a&X6Xotav. 

Why this allusion to the wives of the dead warriors? The figure of the widowed 
wife is used in a simile for the most uncontrollable grief at Od. viii. 523 (Odysseus 

39 In a modern literature one might The affective juxtaposition of 'Helen's 

compare (but there are so many examples), eye' and 'dust' is the same effect as 'mighty 
Thomas Nashe: heroes.. .the prey of dogs and birds'. 

Brightness falls from the air; 40 For a development of this idea as 
Queens have died young and fair; fuller and more explicit pathos, see (64) 
Dust hath closed Helen's eye . . . below. 

172 JASPER GRIFFIN 



HOMERIC PATHOS AND OBJECTIVITY 

weeps, like a widow over the body of her husband, slain defending his city and 
his children:41 the simile is given a long development); in the Iliad it is embodied 
in Andromache. It is common in highly emotional contexts (e.g. (38)-(43) 
below); and I think it is an idea which, even when expressed without elaborate 

pathos, cannot help but be emotive. Schadewaldt42 applies the expression 
'unwillkurliche Symbole' to certain things in the Iliad, such as the head-dress 
which falls from Andromache's head as she sees Hector dead (xxii. 468), 'which 

golden Aphrodite had given her on the day when she was married from her 
father's house to Hector of the bright helmet'. One might perhaps translate 
this as 'intrinsically symbolic'; such a passage, like that in which Andromache 

says she will burn Hector's clothes (xxii. 510), enables us to see directly into 
the significance of what has happened; the meaning of Hector's death is brought 
out in Andromache's loss of her wedding head-dress, and in the destruction of 
the clothes, the embodiment of her wifely care of him, now over and useless. 

The figure of the bereaved wife of the warrior is in an analogous way 
'intrinsically emotional'; it needs only to be named to produce an emotional 

response. One can reflect that there are many other statements of fact which, 
even in their simplest form, cannot be uttered without such an effect; for 

example, 'Mrs X has been left a widow with a young child', or 'My brother 
died as an undergraduate', or 'There is a dead body outside in the road'.43 
It was a regular effect of new plays in the 1960s to have such utterances 
received by the other characters on the stage in an inappropriately calm or 
flippant or irrelevant manner; that this produced a frisson in the audience was 
because of the breach of normal expectations. As far as poetry goes, it appears 
to be the case that simplicity and brevity in such expressions heighten their 
effect, conveying a sort of understatement, a noble restraint which allows the 
event to speak for itself.44 And also we see why the material of these motifs so 
lends itself to treatment in different emotional modes; it is because it is itself 
so highly charged with potential emotion. The one way in which it is not 
possible to use it is in a really dispassionate utterance. 

(38) The idea of the 'widowed wife and orphaned child' ( (36) above) forms 
a passionate plea to the warrior not to risk his life - vi. 431, Andromache to 
Hector: 

aLXX' dye vwv e?Xeatpe Kai avrobv tiiv' ermi 7rupTy, 
!ia 7rai5' 6pqavtK6Ov 0?q X??prlv Te TyvvalKa. 

(11) above used it for a different sort of plea, equally pathetic: 'since I can't go 
home to my wife and child, at least. . .' But it can also be used to reinforce the 
opposite plea from (38): 

(39) xv. 495, Hector to the Trojans, 'Fight bravely; if a man is to die today, 
let him die - but his wife and children will be safe': 

41 See the Appendix for a discussion of She's gone for ever. 
this line and the idea of heroic death. I know when one is dead and when one lives; 

42 Von Homers Welt und Werk4, p.331. She's dead as earth. (Shakespeare, King Lear 
43 Saint-Simon, Memoires ii.48 (Bibl. V.3) 

de la Pleiade): 'II est des verites dont la Half-owre, half-owre to Aberdour, 
simplicite sous art jette un eclat qui efface 'Tis fifty fathoms deep; 
tout le travail d'une eloquence qui grossit And there lies gude Sir Patrick Spens 
ou qui pallie. . .' Wi' the Scots lords at his feet. 

44 Two more examples: (Ballad of Sir Patrick Spens) 
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TreOdrco ov Ot aelKer aa Uvvoielvw n7epti rcrparT 
reovdiaev' aXX' dioxod re ao67 Kal rrai6e' 6dioaco.45 

(40) Conversely, the attackers are encouraged with the hope of making widows 
and orphans; iv. 237, Agamemnon to his men: 

rcTv [sc. TcOv TpccWv] 'jrot aviTrv repev Xpa xpoa zire 6ovrat, 
Lpeie avor' aX6dovu re 0?Xac Kati rima TK va 

aQopev ev vimeoaw, 7rrfv 7rroX&eOpov fXpcoiev. 
The laments of Andromache in xxii and xxiv develop the material at length, 

from the point of view of pathos; and the bereaved wife is the subject of a 

gloating outburst of passionate hate from Achilles, xviii. 121: 

(41) vbv &6 KX\oq ea6Xdv dpoiurnv, 
Kai tnva Tpcwi'tcov Kai AapSavi&wv 3aOvKo67rcov 
d,/tUorTEp7aLt xepao 7rapetcv anrawXd&v 
5dKpv' 6iaopeagivr 6v abiv arovaXi oat eoqeirv. 

The BT Scholia comment: iffSr vbr' 6ivw Xap3dvet rd aKoXovOraoovra rotC rroXePitOtl 
5ewd, dcoTrep e'TrqurrXdipevo 1 r rcCv 7rroXei&Ov rLwptac a &tc rnic eXrtio?. 

An even more frequent motif than the orphaned children of the slain warrior 
is that of his bereaved parents; 

46 it is as if the warrior were thought of, at his 
death, as being younger than we seem to find him elsewhere47 (or than ten 

years of campaign at Troy would realistically have made him). The bereaved 
father is a dominant figure in the plot, from Chryses to Priam, who appeals to 
Achilles in the name of another tragic father, Peleus; it seems natural to compare 
Achilles' grief for Patroclus (xxiii. 222) with that of a father mourning for his 
son. 

(42) The motif of 'bereaved parents' appears in the taunt of a killer, xiv. 
501, Peneleos over the body of Ilioneus: 

erlepuevat ,iot, Tpc?ec, dyavob 'IXtovioC 
irarpi ?iX? Kao ia'r TpI 'yoie aevat & geydpotow . .. 

(43) We find it assuming two different colours on the lips of two opposing 
heroes. xvii. 24 ff., Menelaus to Euphorbus, is a taunt: I have killed your brother 

Hyperenor; 
ov6e e 7LtC iro6eaati ye oiot Kt6ra 

ebvp7lvat aoXo6v re Ottr7v7 KE6voV) T OKroaC. 
Sc Orva Kai aov eTycb Xvaoco plCVO. .. 

(44) In Euphorbus' reply, a threat arises from the pathos of loss, xvii. 34: 

vbv lePV 6r7, MeveXae &torpe0c?, 71 ulaXa reioet? 
yvcojTOrv e6v, TOV e1re`/veC, e7revXouevo 5b' ayopevet?, 
X7pcoa?a 6e yvvaiKa pvxc OaaXkdloto veoto, 
dp?rTov b6 roKebVt y6ov Kai rrevOo? 'r]?Ka?. 

45 See the Appendix on this passage. early epigrams. Croesus is made by Hero- 
46 A very exaggerated statement of this dotus to say to Cyrus (1.87.4): 'Nobody is 

in C.R. Beye, The Iliad, the Odyssey, and the mad enough to choose war rather than peace; 
Epic Tradition (1968), p.94: 'Only the very for in peace sons bury their fathers, but in 
old (and Andromache) seem to have any war fathers bury their sons.' There is a pro- 
concern for children ...' verbial ring to this yvcbrL17. 

47 Cf. p. 185 below for the same fact in 
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I shall console them if I slay you.' Eustathius, 1093.34, comments: nrepcrraOe 
Kat OLKTOV 'Xpv. We observe that the wife is in her 'new' house: that is, she is a 
young bride, for the obvious reason that her bereavement is thus more touching. 

(45) In (10) above we had an example of an 'obituary' in the dispassionate 
style, which followed the motif of 'death far from home' with that of 'short 
life and bereaved parents'. The combination is developed more fully and pathe- 
tically at v. 152 ff., the two sons of Phaenops slain by Diomede: 

fi 65e uerd advOov ore Eocovd re, d?aivonroq vie, 
adlt?co rTXry\VyeT' 6 e Teipero y7 pai Xv'yp , 
viOv 6' oV reKer' aXXov eTrri Kredreoaat Xtreaat. 
'O6' 6 ye ro)C evdpt~e, ?tAov 6' eaivvro OvpoBv 
dLUforpco(' 7rarept 6e y6ov Ka KKrSea Xvtypd 
XeTr', ernei obv woovre aidXrlq K voaUraavTe49 
SeaTro X7Tpcoarai 6 6&d KrTaLw 5areov-ro. 

Eustathius 533.28: Kat earT 7nepLTrraOLq 6 Xdyocz. We observe here that the sons 
barely exist at all, and that the epithets applied to them (4aivoUroT vie, apc)co 
TrrtX'yr6 49) relate entirely to their relationship with their father. His feelings 
(Y6oc Kai K K76ea Xvypd) are the real subject of interest, and every device is used 
to increase their bitterness. As with Harpalion's father, (20) above - 

.Cerdc 6K aot rarrp KIe 5dKpva XetoipV, 
irowlt 6' O 7 r 6ratd eyiTve cro reOvqC'oC - 

pathos is the explanation of the development. 
(46) If a father can be bereaved, then we wonder how he tried to take care of 

his son. He can be prophetic, and foresee their doom; xi. 328, Diomede and 
Odysseus slay the two sons of Merops: 

veO' eXerrv . . 
vie 56co Mepo7ro? IlepKCOoiov, o 1Trepi 'rdvrwv 
06ee paavroavva', oveS oiv rraiSa? C`aaKe 
areixew ec rOdXeIov cOtlarvopa' rcb 6 ol oV rt 
7rel0eaorlV- Kinpe 7dp 'aov peXawvo Oavdroto. 

Here the force of the motif is that his foresight was vain, destiny doomed his 
sons; again the focus of interest is upon the absent and suffering father. 

(47) Or a father may doom his son through his own reckless wrongdoing, 
v.59: M7pt6vrrl 56e )eJpeKXov ePvpLaro, TEKrovoc vlOv 

'ApuioviSeco, ok Xepaiv erdiraro aibaXa irdvra 
Trevxew ... 
6? Kai 'AXeSdvpwc reTKr7vParTo vfia? eitaa 
apxeKaKovU, atC rdat KaKOV Tpcjeaaot yvovrT 
ot r' autrx, 'irei oiv rt Oec3w K 60Ceaara S6rl. 

48 
PadXnt eK voarqaavra is used four saga, beyond what he says in this passage, 

times; revealingly, always of failure to return which could be reconstructed by us by 
from battle. All the other three passages refer conjecture. I suppose the usage has arisen 
to Hector (xvii.207; xxii.444; xxiv.705). from the desire to combine two pathetic 

49 This use of r7Xir'yero of more than motifs: 'the only child' and 'two sons lost 
one son is peculiar; 'perhaps twins', says at one blow'. The poet is not innocent of 
LSJ, as if the poet had in mind a real family exaggeration. Cf. (59) below. 
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Again the father predominates; again the impression is of human folly and help- 
lessness in the face of destiny. 

(48) A father may fail to be prophetic when he should be; v.149, the two 
sons of Eurydamas the interpreter of dreams are slain by Diomede: 

vteaw Ev)pv4idavzroa, bvetpoir6JXow yepoVroq 
ro 01)1o 'pXoge'votq 6 yP'wV eKpivar ' 6veipov', 
dXXa ukoeaq KparepoC AtohIpMIq8 ~evdptie. 

Again, we learn nothing of these men but the pathetic ignorance of their father, 
who should have known their fate. 

(49) A father may be careful of his son, but of course in vain; xx. 408, 
Achilles kills Polydorus, Priam's son: 

T6V 68' O'v rt narrlp eYaUKE IaciXeaat, 
OWfEKa Ot /IETa i ratt vecoraro'z CaKE 'YovoW, 
Kat oi 00XtaIrog LUKe 7r68ea0cSe 7&iraivraq tvKa, 
8i) r6"re mnntr&,qut iro5~v 6tpeTiWv dvaaivawv 
GUve 8cai 7rpoga'Xcov, 'oq 4C'Xov &.Xeue Gvg6'v. 

The rare noun ni.rte'?? replaces the commoner vItoLOC 'ic, always said by the poet 
with emotion, whether of pity or derision; Priam is an important character, 
whose function is to lose his sons and lament over them (xxiv. 255, 

c,jiot cyco 7ravacnoWTlo0, Tiv i 'TeKOV Vt'aq LPLt'0`To 

Tpo'7 'v C6pe?, ,rcC 8' oivrwrd tval7t XeXeLoOaL.) 

Polydorus exists only for this effect of his death on Priam and on Hector. 

(50) Less obvious is the allusion at xvii. 194. Hector puts on the armour of 
Achilles: 

Oeo' BEo oljpap'~iu aot Oe tOpWLCve' 

na7pi w e' 7ropov ? ' i a '~ 7ra$ liSao 7ra'rpi Xc a70OV8pac.O7Ta(raUUe 

IAXX' oC'k vi6q tpz bvrecrt irwpa j &ytrpa. 
Of this passage, the ancient scholars say (IAT), ?ii& Ka't rEptlraOEc T6 

EVptWUKErOaL vuarvXearEpov Tov 7TaTpoq rov v&ov. Von der Mudhll,So on the other 

hand, finds it 'sentimental and in poor taste,' and supposes that 'the poet imi- 
tates the tragic tone of Homer'. Tastes vary, and I find this passage a touching 
and effective one. As for 'sentimentality', (12) above seems to me exactly com- 

parable (the ship which brought Protesilaus, but did not take him home) on 
which Von der Miihll says (p. 236) 'dies wird hier alt sein'. 

The more sentimental manner of the Odyssey, which likes to look back with 
a nostalgic tenderness on the heroic sufferings of the past, is well exemplified by 
Nestor's words at iii. 108, of Troy: 

e"6a 8 ' `ELrtra KaTEKTaOEPv 6u'aoot apptrotL- 
EvOa pep Ait'd Ketrcat ap77'w vGa 8' 'AXtXXev' 
&vOa &6 HldTPOKXO', 0E6qw 

J 
ur CW p &deaXavroc, 

evOa 8' CjI6P oihXo' vui6e ... 

The lapidary style of the Iliad is softened: 'all the best of us' were killed there 

(cf. the lament of Menelaus, Od. iv. 95 ff), and the speaker dwells lovingly on 
their names, ending with 'my dear son'. ireptTaOc4 Xicav, observe the Scholia - 
a different pathos from that of the greater epic. 

50 Kritisches Hypomnema zur Ilias, p. 258. 
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So much for the bereaved fathers in the background of the poem; the Iliad 
is composed of small units which have the same nature as the large ones, it 
seems, when we reflect on the unhappy father in the foreground of the plot. 
That is confirmed by the use of another motif, not capable of being sharply 
distinguished from the last: that of 'short life'. Sometimes the emphasis is rather 
on the short life of the hero than on the grief of his family; above all, with 
Achilles. His early doom is, of course, another subject which cannot be 
mentioned without emotion. 

(52) Thus at its first appearance, i. 352, Achilles, weeping and alone, gazing 
out over the sea, calls: 

PTrep, reiTt 'L, ereKeC 76e IpvvCOdi&v irep o6vra ... 

(53) and his mother replies, i. 413: 

Kard dKpv Xeovaa' 
6) 0iOt rTKVOV 'gt6v, ri VV o' a peqov aivd reKovaa; 
a'i' ofqeXe? irapd vrlva)v abdaKpUraQ Kal daTr7Llc) 
rioaat, eire i rot alaa puivvvOd 7rep, oi rt adiXa 57'v. 
wyv 8' dua r' K Vguopov Kai L 6'vp6o irept 7rdvTrov 
eTrXeo. 

And it is important for the last Book, too, that Achilles is near his death; xxiv. 
540, Peleus, too, is unlucky: 

(54) eva irai5a rTKev ravacpLtov . . . 

There is no need to expand on the destiny of Achilles, but others too are 

presented in the same light. 
(55) At xv. 610 Zeus aids Hector: 

abr6o 7yip oi dr' aiOrpoc ilev dlapvrcp 
Ze6v, 6O AIVw nre6veaoc lJaer' dvSpdot lgoovov 6vTra 
riLua Kal KvSalve. wawvv6d3'too ydp caeXxev 
eaaeaO' 52qI yrap oi nor6pvve plopaotov ifiap 
HIaXXdc 'AOqrvaira bvrrT6 ri7Xeiao lir(jw. 51 

This is a statement of fact: Zeus is helping Hector, and his death is near. But the 
effect is to make us see Hector as a doomed man, to see him as he appears in the 

perspective of Zeus. The BT scholia say part of this: T 7rpot77Xrt 6e acr Xla 
7rnotr'ucTd. npoaeKTluOv Tr ravra ro7 dKpoarav Kal areptraOearepov adrepydaovrat. 
We feel the pathos of Hector's delusive triumphs, as we feel that of Achilles' 

early death; and Schadewaldt52 is right to emphasize that Zeus 'loves' Hector 
because his death is near. 

(56) From our present point of view it is interesting that Zeus himself ex- 
presses the very thought here cast in the narrative form; xvii. 200, seeing Hector 
put on the armour of Achilles, Zeus: 

Kvtvoaa pda Kap7? 71pori ov uvOraaro OvlioV' 
'a 6eiX', ob8e ri rot Odvaro? KaraOvaJtOc oartv, 

51 Most editors have followed the 52 Iliasstudien, pp. 107 ff. The reason 
Alexandrians in rejecting these lines (see for giving concrete honour to his corpse is 
Leaf ad loc.). As with (33) above, there are his sacrifices (xxiv.67 ff), but the account 
real difficulties, but the emotional effect of his death shows him lifted up and divine- 
is, I think, in accord with the others ly favoured to contrast most tellingly with 
discussed here. his end. 
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ok 677 rot Xe660'v eiat - 6 ' '43Opora reViJea &vetq 
aw6po6' ptaripioq, r6' rE rpogOvat Ka' dXXot 
rob 6i1 'raipov E`rEq5vec tvrna re KpLrmepov re, 
,reixea 60 ob Kara. KaOCLo' u '7ro Kpard' re Ka' &j/JWJ) 
L'XEV athraCp rot vv ye pc'ya KparOq eyyvaXtco, 

r) 71Totv)v 0 rot o01) 7-T IICLX7aW EK PO0T07U7L)T 
680e,ra 'Av6poaidXrn KXvraL rcvJXea HTIXet,CJPoq'. 53 

This impressive speech (it, too, is for von der Miihll 'sentimental and in poor 
taste'),'makes even a pro-Achaean audience pity Hector', say the E; it com- 
bines the motifs of 'short life', 'pathetic ignorance', and 'no return home'. It 

represents in fact what might be called the austere pathos of heaven; in contrast, 
the passionate pathos of earth is exemplified by Andromache's lament over 
Hector's body, xxiv. 723: " 

(57) 7ri-w 6' 'Av6pou.LLXTI XEVK C)XEXP0 I1PXE y6oto 
"EKTopoq aw6POqOdoPto KaP?p? lETai XEpu'tV Exovaa 
'apep, aiT atcd3vo' vcoz coXeo, Ka5 & iPC X'orw 
Xeirfet,q v ley/cdpotLPolU irca 6' TL rntV77oq a 6r,cVT 
O-v IrEK0/oLl crV 7r C'ycb re 6vaatppopot... 

These three passages, (5 5-7), form an ascending scale of pathos. First, the 

objective manner in which the poet in his own narration conveys his sense of 

tragedy, then the perspective of Zeus, in which human suffering is touching 
but not shattering, and finally the view of the human victim whose life is 

destroyed. 
There are other important passages in which the divine perspective is con- 

veyed in a 'dispassionate' tone, and they are important for the poem. 
(58) At xv. 361 Apollo clears the way for the triumphant Trojans into the 

Achaean camp, kicking down for them the wall erected so laboriously in 
Book viii: 

epet7e &e reiXoq 'AXatc3v 
ecia iiaX, o Or,E reC dijaOov rad' (cryxt GaXd'auai, 
ij r' re7 o1v 7iro cr, &O6ppara vi?rteuw 
h1t/ abirtc uvPQXVC 7TOULv Kat XEPUw dGi5pcov, 
6iq ga or6, +E 71eoq3e, roXvvP Ka/iiaTOP Kai t 601 
Uv'yXea' 'ApyeticWv, abroWt & q6 Tav 7lkpUa'. 

The ancie!nt commentators did not miss the moving quality of the passage; 
.=BT, iurt 64~ 1reptna1Lq7 a vak&JL41ULe Kat E aPTLI r VV/ec rob Oeiov. 
I point particularly to the phrase 7roXvbv Kcatlaroz Kai 61i6v 'Apyeicov: much toil 
and sweat of the Argives, destroyed by Apollo easily, as a child destroys a sand- 
castle. The juxtaposition is an eloquent one, and conveys the poet's sense of 

53 B. Fenik, Typical Battle Scenes in also Zeus' speech about Hector, xxii. 
the Iliad = Her?mes Einzelscbriften 21 168-73. It is in xvi and xvii that Sarpedon 
(1968), 170, comments that 'the sympathe- and Patroclus are killed, and that Hector 
tic, pondering tone is special to Books xvi seals his doom; that is no doubt largely why 
and xvii,' comparing xvi.431, 644, and such passages are commonest in those two 
xvii.441. Comparison with (54) above, books. 
showing that the two passages form a pair "' Well discussed by K. Deichgriber, 
like a number of other pairs, may suggest Das letzte Gesang der Ilias, SB Mainz 
the distinction is less than complete; see 1972, pp. 118 ff. 
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the pathos of vain human effort, and also the divine scale, on which nothing 
achieved or endured by men can be really serious.55 

(59) A second similar passage is the opening of xiii. At the end of xii, Hector 
has smashed his way into the Achaean camp, his eyes flashing fire, 

6i_Ia6oc 6' &Xiaura'T oqtXr'Oi 
Zetq 6' bii'7rE ov'v Tpc3CaP rE Kat "EKTropa vr?voi 7reXaaae, 
To7 qI ' &a irapdi Matvo T' 7r Eo7 V KaX 6i'v 
vjo.teXe'co, av'yrok 6U 7rciXv rpe7rev 0aae Oaetvcj, 
v6oaq5v E5' trr'roTrroXXwv Op,lKc3. KaOop&j/ezvoc acap.... 
&q Tpot'7v 6' oz) 7rcipircav C"n rp&irev 6oe Oatwv5. 

Here again the same contrast: the unperturbed superiority of the gods 'who 
live at ease', in contrast with the suffering of earth. Zeus 'turns away his shining 
eyes', and leaves the men to their unending labour and pain.56 And the phrase 
rrVoV r' CX/ei-' Kat 6dt)iv vwpeX'co admirably exemplifies the emotive use of 
factual words. 

The ascending scale of pathos can be found again with the motif 'the young 
husband slain'. We have observed that the Homeric warrior is characteristically 
seen as young, and that the widowed wife is a natural figure of Homeric pathos. 
A pathos still more intense is produced by combining the two ideas (cf. (44), 
(57) above). 

(60) First, the idea of 'bridegroom' used as a bitter taunt, xiii. 381. 
Othryoneus had offered to drive the Achaeans from Troy, in exchange for the 
hand of a daughter of Priam free of bride-price. He is slain by Idomeneus, who 
exults over his body: 

&XX' 6rc', 6qp' i?pi rnvai avvc 'ye6a 7iro VoldpoLuw 
&gqei gYc4w.y (dragging away his corpse). 

(61) Next a passage whose pathos is implicit only; xiii. 428, the slaying of 
Alcathous: 

7yap4pdk 6' ' 'AWyXiaao, 
lrpeU3vra77v 6' Cwrte Gv-yarpc2v, 'Imro6dpewav, 
Tr P Irepi K p t OA7r0aE 7rar'?p Kcai 7r rz'ta L 

The addition of the last line (she was the favourite daughter) brings out 
the grief which will be felt at her husband's death; just as in (45) above both 
sons were nrXvY6rc, to increase the father's suffering. 

(62) A little more explicit is xiii. 171, the death of Imbrius: 

zaie 6b Hi76aov 7rpiv tXOeip vita 'AXaLc2w, 
KOQ77V 6Pfl & ptaLoto v6Oriv 

" 6 MI76euLK VP exV a 
adrdp 'ire' Aavac2wv v'c "Xvov oi'LqteXauaL, 
64' eis "IXuo v XOE, pe7r#7rpe7re 8& TpCbeuat, 
v'ai & 7rap Hpt4'iico 6 & /1 riev taa TEKEUUL. 

See H. Frankel, Dichtung und approval the 'recognition by earlier scho- 
Philosophie', p.60; W.F. Otto, The lars' that it is 'an all too transparently 
Homeric Gods (English translation), pp. invented device,' with no other point 
241 ff. than to leave freedom of manoeuvre to 

56 Those scholars who notice the Poseidon. Ameis-Hentze (Anbang, p.10) 
passage are not much impressed by it. go so far as to say that 'the poet's lack of 
C. Michel, Erlauterungen zum N der Ilias skill could not betray itself more clearly 
(1971), p.30, is content to quote with than in this inept invention....' 

179 



Slain by Ajax, he falls like an ash tree, felled upon a mountain, which 

XaXKc3 rTapfvoper77 repeva xOovi fviXXa lreXdaa?o . 

Eustathius 926.54, quoting lost older writers, says: ireptnraOcs &e 7rapa3oX?r 
EXet, Kai otov ovvaXO6pevop pq pd'et 6 irotr7'? Kard roL) 7TaXatovC. The whole 
account of Imbrius' death is so constructed as to place the emphasis first on 
his family relationships (almost a son to Priam), and secondly on his fall, like 
a tree whose 'tender leaves' are brought to the ground.57 

(63) The next stage is represented by the mention of Protesilaus in the 

Catalogue, ii. 698 ff.; as for the men from Phylace: 
rco av IpcowreaOXao dprtfoo 77yeJo6veve 

'coo ewv - rOre 6' f&67 'eXev Kara yama gcXawa. 
700 rob 65 Kal apiQt5pv0?l diXoXo?c 4vXaKd eXXeXeiTro 

KaC, SOgLoc ijLreX '? - r6v 5' eKrave AdpSavoq avr?p 
o '6 droOpojoKovra nroXv 7rpcrlarov 'Axatcvw 

olv) ,iev 0)6' o't aapXot eaav, nrdOeov ye uev dpXdv ... 
708 ... o6U rt Xaoi 

56eovO' yeOtjidvoC, iroo0eov ye lev a6OX6v o6vra. 

His house was unfinished, therefore he was newly married; he was the first to 

leap ashore, therefore a true hero. His wife tore her cheeks in mourning for 
him, and his men missed him, under the command of another. This last point 
is repeated. For the ancient commentators this was beautiful and pathetic 
(IB: rT 6S e'lraiva)X et oiKrporepov rTo rd7oc tiroirloev: Eustathius 327.27, 
oiKrov Kara rovq TaXaitoiq 7roX)v iLetaV); for the analysts it is a blemish 
('nichts anderes als ein Notbehelf,' Jachmann;58 '708-9 look like a gloss... 
filled up from previous lines so as to make two hexameters,' Leaf) and 

suggests un-Homeric authorship. The neatness with which the passage fits in 
with our others is striking,59 and some will continue to find it moving, more 

antiquo. Especially noteworthy is the prevalence, in so fully amplified a passage, 
of implicit over explicit pathos. 

(64) The series is concluded by Iphidamas. At xi. 221 ff. we are given an 
account of his upbringing and marriage; at xi. 241 he is slain by Agamemnon: 

wx o l6 e aviOt 7rCeaCv KotAfo7aro daXKeov ivrvov 
oitTrpOd, TAr6 pi0VorC &d6Xov, aoroliw aprtjyv, 
KOVpLt6i7S, T7'7 oV rT XadpwV e, iroXXCd I' ei&Ke. .. 

The particular interest of this passage is the explicit epithet otiKrpo (ovirtaOcJ7 
07atv, ET in 243); the poet himself gives utterance to the pity he feels for the 

unlucky young husband. 
As we look back over the last series, (61-4), can we find a point where 

dispassionate objectivity gives place to the expression of sympathy and pathos? 
Does it not rather appear that even in the first of them, the account of 
Alcathous' death, is so presented as to have a pathetic colouring? 

(65) Perhaps this is confirmed by xxiii. 222; Achilles at the funeral of 

57 Cf. M.-L. von Franz, Die aesthetis- 59 The phrase AdpSavo? avhp for the 
chen Anschauungen der Iliasscholien, p.34. slayer of Protesilaus is certainly odd; heroes 

58 G. Jachmann, Der homerische are not normally slain by nameless persons. 
Schiffskatalog und die Ilias (1958), pp. Perhaps it was the peculiar bitterness of 
118 ff. He will not allow that the passage Protesilaus' fate, foretold by an oracle, to 
is the work of 'a poet' at all. be killed by an unknown hand? 
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Patroclus: 

cW &6 iTariip ov) 7ra&56 666pcTa 6ure'a Ka(cAc, 
-'wv/4oV 'O' TE OavcW'Gp SetXov, KdXfle roKriaq, 

,A 

'AXlXe6q trCipow 6&5pcro 6area Katc'V. 

This simile, which exists to convey the emotion of passionate grief, singles out 
the newly married son as the most heart-breaking of all deaths; to present the 
slaying of warriors in that light is to present it in its most pitiful aspect. 

A last series completes this argument. It is a little more complex but of the 
same character. The motif is 'beauty brought low'.60 

(66) First, an example in the 'dispassionate' manner; xiii. 578, Helenus slays 
Deipyrus, whose helmet rolls in the dust: 

p I'v &7rorTXayX'Oeiua Xapa.c ce'ge, KdLrLT 'AXalt&w 
liapvagecove hErd rrouG KVXW50opIVll Vkoipo/ae 
rOV & KarT' 6OOaXp&v tpef3ewi i V'Oq EKdXvI~'. 

This is not far removed from grim passages where a head (xiii. 202) or a limbless 
trunk (xi. 145) is sent rolling through the battle, and though it is perceptibly 
'emotional' it is not so clear what the emotion is. 

(67) This is clearer with xv. 537, where Meges lops off the plume from the 
helmet of Dolops: 

j5te 5 ' apii'rrrewv X6qov aOTrov i 7rdq &6 Xapi.e 
KCI 7T7eUe1v Ev KOVi? (Ya VEOv OWK (Kt o(aewod . 
7?oq 6 r3 rOmXeitU e pIvoV, E"n 5 ' Xrero v'K,?V 

(but Menelaus slew him from behind). That the detail of the plume, resplendent 
with new colour and fallen to the earth, is indeed pathetic, is strongly suggested 
by the next lines; 'he still fought hopefully on,' but at once was slain. The pathos 
is, however, coloured with irony at Dolops' expense. 

(68) More emphatic is-xvii. 51, the death of Euphorbus: 
a4iari ol 5e6oVTo KJ aLt Xapr'eauw 6joicat 
7rrXoyioi 0, En XJJVU3 Tr Ken Ka pVpyv.) pyeUQ?KWVTO. 

As a cherished olive plant, protected and in flower, is uprooted by a storm and 
lies stretched on the ground: so did Euphorbus fall and lie. The simile is a 
developed and pathetic one, related to that which Thetis applies to her own 
cherished son (xviii. 56); the flowers on the sapling recall Euphorbus' hair, and 
the care lavished on the plant reminds the reader of what he had been told 
(xvii. 36 ff. = (44) above) of Euphorbus' mourning parents. Eustathius rightly 
observes, 1094. 38: OtKrELPEt XaI.Lat KCtJLIVOE, for the whole account of the 
death is strongly pathetic in colour. 

(69) Related is the description of Achilles' horses mourning the death of 
Patroclus; xvii. 437;61 they stood motionless, like images on a grave: 

OV 6L 6VOLUKiIEaVTE Kap 'ara . ai'Kpva & ct/ 
Ocp/.td Kard d3Xe5d'pwv Xa,pd&t p5de .wpogivocuw 
r4Vc6xow 7r60yW 61 aXcp i 5 ' eptaivero XaGT?? 
2Evriy E EpLvyOVUv irctpct uy6'qor pco0ev. 
tvpogiv&, 5' adpa rwC ye i5C, v WX'ue Kpoviwkv, 

60 It is of course to this motif that (4) 
above owes part of its force, and so too do 

(36) and (3 7). 
61 Cf. (37) above. 
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KLV77aac Se Kap?? nrpov 6i' ivGUpv aro Ovg'v. 

The grief of the immortal horses, which moves the pity of Zeus, finds expression 
in the soiling of their manes. The lines which follow the motif have been quoted 
because they make explicit the pathos which is to be felt in the passage as a 
whole. 

(70) That fine passage is excelled by the next, xvi. 793. Apollo strikes 
Patroclus with the flat of his hand,62 and his armour falls from him: 

rob 6 c LTO /1eV KparCO KVE77v 3CiXe FO43oo 'A7T6XXcOiv 
&7 66 KVXw6O1e,vi7 KavaXq'v xe"X 7rroaUV bo' 7r7rCAJv 

795 au)Xc3,irtq rpvdciXeta, paiwv'av v & 86etpat 
aitara Kat Kovd?iaL arcpo' ye liei ob t 7lEV 
7r7rrKogov jrro77XKa puaiveuOat KOVL77OW, 

e&XX' 56p6k Oewtow Kadp77 xapcev rE perCoirov 
pVeTr' 'AXLXXiOa r6-re & ZeiXq "EKropt &CKEv 

800 I? Ke4aX7 bopECw aXe800EL & oLi?ev 67Xepo7 . 
This is great poetry, and it combines a number of our motifs. The fall of the 
helmet in the dust is made almost more moving than Patroclus' death itself; 
the T Scholia on 796 says, 'praOc23 rc-3 OeiCo 06rXwo UVvaXOeTcLa. The contrast of 
now and then, the helmet on the head of the splendid hero and its degradation 
in the dirt, is completed by the statement that Hector, too, did he but know it, 
is also doomed. In his human ignorance of destiny he embraces his doom.63 

This series will be completed by xxii. 401 (73) below; but first two other 

passages call for comment, which present the motif in the developed form, 
'unrecognizable in death and mutilation'. 

(71) At xvi. 638 battle rages over the body of Sarpedon: 

ob6' &v ErL OpapW v iTep eW7vp 2apino'bova &o1 
eyv&o, TWE f3eXe'eacrt Kat adit/tart v.ai KOVmpatv 
eK Ke4aXh q ei3Xvro 5tagirepkC eq 7rr6aq awpovu. 

We feel the horror of this description, especially of so attractive a character as 

Sarpidon: if we need re-assurance of the correctness of our perception, it is 

provided by the importance given to the preservation of Hector's corpse in 
xxiv. 

(72) In vii. 421 ff., the dead are collected and burned.64 In the early morning 
both sides set about the grim task: 

ol 6' wVTrEOV t&XXiXotaw. 
wvOa 5tayvcovac XaXe7rc3q 77v 1)wvpa /zaourov 
aXX' i56art vi'ovreq a7rro pod'rov alparoevra, 
&aiKpva Oepgd Xov&vcrte a&cta&. 7radetpav, 
oWS' e'ia KcXaLe)w Hpitqaoc C'yaq... 

This is another passage which fared better at the hands of ancient than modern 
criticism: Eustathius says, 688. 65: rreptra0es r6' 6pci/a. The pathos is that of 

62 Cf. (57) above for the contrast of 'ein Zusatz von B' (von der Miihll ad loc.). 
the effortless action of the god and the 64 A 'late insertion,' according, e.g., 
catastrophe it produces for man. to wilamowitz, Glaube der Hellenen2 

63 Analysis can find no better words i.299. 
for the passage than 'tYberdichtung,' and 
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the lesser warriors, of those whose bodies are not rescued by heroic companions 
but allowed to lie all night disregarded (viii.491 = x. 199), driven over by chariot 
wheels (xi.537; xx.502), and eaten by scavengers (i.init. = (34) above). 

These last two examples bring out the truth of the dictum of W. Marg,65 
that the Iliad is a poem of death rather than of fighting. The subject of the 
poem is life and death, contrasted with the greatest possible sharpness. Alive, a 
hero: dead, a mindless ghost and a corpse not even recognizable, unless the gods 
will miraculously intervene. 

(73) This scale of pathos is concluded by xxii. 401. Hector's body is dragged 
behind Achilles' chariot: 

rob 6' wv eXKOpCVOtO KOVtaaXoC, &poti 6e xalrat 
Kvadeat 7rTrvavro, Kap?7 6' diTrav v KoviLt' 
KelTo irdpo? xapiev' r6re &e Ze? vavopeveeaut 
6cdKev aLetKuaaOaL e4 ev 7rarpiS 7pyal. 

Homeric pathos can go no further than this. Zeus, who 'loved' Hector and 

glorified him in his triumphs, has now brought him down as far as man can fall. 
The motif 'beauty brought low' is combined with that of 'suffering in one's own 
country' (cf. (16) and (17) above). The bitterness of the ill treatment of Hector's 
head, 'which before was comely,' is increased by his enemy having power to 
inflict it in his own fatherland, before the eyes of his own people. It is a triumph 
of the Homeric style and its control that all this weight of feeling can be con- 
tained in four lines; and lines which still admit, at one level, of being described 
as 'objective'. 

The investigation has, I hope, shown that the ancient scholars were right to 
regard pathos as one of the most important elements in the Iliad. It opens with 
Chryses, and ends with a book devoted to lamentation; erM rTXe6torTC 6 XeCo 
KaraoTpeOet rilv 'IudSa, says IT on xxiv. 746. The tragedy of human life is 
brought out by the treatment of every age-group. Heroes are killed; women 
and children are made widows and orphans; old men weep helplessly, with no 
other consolation than to be told that the gods allot suffering to every man, 
av)rot e r' aK7r]6eT eoKiv.66 The 'obituaries' serve to show us parents, wives, 
and children who could otherwise not be brought on to the battle-field and 
shown to us in their suffering and pain. 

Some accounts given of these passages and their purpose seem, in this light, 
inadequate. Bowra says,67 

The poet holds his audience by the reality and solidity of his narrative, and to maintain 
this he resorts to a constant, lively invention, especially of small touches which do not 
much affect the main story. . .Their task is to enliven a tale so crowded with persons that 
they may easily become faint or tedious. This is especially the case in the battle scenes, 
where many are killed or wounded and must be given momentary attention. This is 
secured by some small touch of information... 

The defect of this account, which resembles that in some passages in the scholia 
singling out 'variation'68 or 'credibility' as the point, is that it takes no serious 

65 Antike und Abendland 18 (1973), rO bvnoKeievov; and EBT in xvii.575: 
10. E7TOan,juatveraL trdavra, n6Xwtv ovoga evo 

66 xxiv.525 ff., Achilles to Priam, ?iXiav, &ws &vtXvevaac Trv &Xr6elav. See 
67 Homer (1972), p.56. R. Griesinger, Die aestbetischen Anscbauun- 

e.g. 2BT in xi.104: e0' eKdarwo o6v gen der alten Homererklarer, Diss. Tubin- 
6r 'yEvo? 6 axijlua nTrrctaroc 6rticZv norLKltXX gen 1967, p.33. 
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account of the content and the tone of the passages. They are thus reduced to 
mere ornaments, empty of emotional significance, as if we could just as well 
have been told the deceased's size in shoes, or his favourite colour, or his taste 
in tooth-paste. But in fact they include some of the most striking lines in the 

poem, and cumulatively they 'affect the main story' very much, for they are 
one of the devices which make us interpret it in a certain way and not in 
other ways. 

Schadewaldt69 says: 'When a man falls in battle, Homer lingers for a 
moment on his person and his fate, and so brings out the significance of the 
death; and this gives a warm, human ring (einen warmen, menschlichen Klang).' 
With this we come closer to the point, but 'a warm, human ring' seems less than 

adequate as a description of the effect of these accounts of death, and of human 
lives seen as interesting only in the immediate shadow of death. Kirk70 writes 
that one of the two 'main devices that bring reality and life to the scenes of 
warfare.. .used with almost unlimited richness and variety.. .is the lapidary 
sketch of the minor victims - for it was a difficulty that most of the victims 
had to be insignificant figures, almost unknown to the rest of the poem... 
Hundreds of otherwise obscure Trojan and Achaean warriors are brilliantly 
illuminated at the moment of their death.' Again the vital thing seems to be 
omitted: the way in which these deaths affect our perception of the nature of 
heroism and of the world in which the hero struggles and dies. They are 
'illuminated' with a very particular light; and nothing is less in the Homeric 
manner than to dilate upon rd iwntKad for their own sake.71 The austere Muse 
of the Iliad has no interest in them except to illustrate the actions, the thoughts, 
and the death of the hero.72 

Reinhardt73 remarks of (8) above (= II. xx.391) that it is 'almost reminiscent 
of the form of the later epigrams for the tomb'; the same comparison is perhaps 
implicit in Kirk's epithet 'lapidary', and a similar perception is occasionally 
expressed in the Scholia.74 For we do find in some archaic epigrams the same 
reticent power which has proved so striking in these Homeric passages. Thus in 
Peek no.862,75 a sixth-century epigram from Eretria: 

'HXetarita. 
Srndpra pev 7rarpi eaorw, ev e?pvx6potat 6e 'A0cdiat? 

eOpdc0Oe, Oavdro 6e evOdae pioip' 'txe. 
This poem exploits the motif of 'far from home', and feels no need to make 
explicit the pathos of Pleistias' distant death. Equally reticent is no.73 Peek, 
sixth century, from Corcyra: 

oaupa rT6e 'ApvtdSa . xaporo? TrO6' &cXeaer "Apes 
j3apvdapevov 7rapa vavaw er' 'Apd00oto phoFaont, 
7roXX6v &ptarevovra Karad rovoeacav dFvrdv. 

69 Von Homers Welt und Werk4, p.326. by being given a psychological point. 
70 The Songs of Homer, p.342. 73 Die Ilias und ibr Dicbter (1961), 
71 

e.g. ST in i.366: tueyaXoc4v&3: 6e p.430: 'erinnernd fast an eine Form des 
avv-reLvet rd 7repaaod rcv kdwycov gca- TrOv spateren Grabepigramms'. 
[aroptczv. 74 2BT on vi.460: L7rTypajugartKov 

72 M.P. Nilsson, die Antike 14 (1938), gXet Tvrrov. Eustathius 461.35 on iv.178: 
31, points out that mythological 'digres- TOvTro 6e otov rr&ypapgu.d rt 7rotei6 r TOV 

sions,' too, are never included merely for &6eXo0 rd Tdow rep7tra6OUc. 
their own sake (he excepts II. xvi.173-92, s Griechische Vers-Inscbriften I: 
Od.xv.223-56), but always are transformed Grabepigramme, ed. W. Peek (1955). 

184 JASPER GRIFFIN 



HOMERIC PATHOS AND OBJECTIVITY 

Richard Heinze pointed out in 1915 that 'in the overwhelming majority of 
cases, where the erector of a metrical inscription of the early period is identi- 
fiable, it is a father who pays this tender honour to a dead son'.76 That 
observation chimes with a striking aspect of the pathos of the Iliad (above, 
p. 174); and moreover, as Heinze saw, the epitaphs must really be created to 
satisfy a deep emotion of loss and disappointment. The austere form in which 
this emotion clothes itself (influenced of course by the epic) thus confirms the 
view that the similar style in Homer is also the vehicle of deep pathos. 

A last epigram: the famous epitaph of Phrasiclea (68 Peek), Attic, sixth 
century: 

ao/a (IpaoK Xtelac KOpE KCeKteaOa at aei, 
avri yddo irapd Oeov Troro XaX6a' 'cvoLaa. 

No words of lamentation were felt necessary in this simple and perfect state- 
ment. The death of an unmarried girl is one of the 'intrinsically emotional' 

things. It has often been pointed out that the epic avoids the violent gestures 
and wild cries of passionate woe which are admitted in Attic tragedy: the 
6&roTroroTroTO and aiai aiai of Aeschylus appear in Homer only as COq eiaro 
Kkaiova', 7rt 6e arelvdxovro 7VPaLKeq. No doubt in the real world such 
shrieks were to be heard at funerals77 but banished from the epigrams, as the 
frightful powers of the malignant dead were banished, the necromancers78 
and the Erinyes.79 The effort of stylization can be seen to be closely related in 
the two genres. 

But though the grave epigram was not effusive, it is clear that it was expected 
to produce an emotion in the wayside reader, and that the emotion was pity. In 
Peek nos. 1223 and following, are collected those epigrams which make this 
explicit. ar,iOr Kai O'Knpov is a repeated phrase. No. 1223 (Attic, c. 550 B.C.): 

iram66 daro4OeOvowo KXeoiro r6 Meveaaiaxo 
piVl'u ' eaop6v ocKrtp', Oc KaXdo' 'v eOave. 

O!KTtp , U( KaX6O v OC Oave: the words seem made to apply to passages such as 
(2) or (4) above. Here again a further comparison suggests itself with the epic. 
H. Frankel80 has well shown that within the epics, narrators of stories say they 
relate 'sufferings,' K76ea, dayea. We have observed that the Iliad has as its subject 
suffering and death, and must have been listened to from an interest in that 
subject. Suffering is what produces song, says Helen;81 if the song of Athene's 
anger and the suffering of the Achaeans is bitter to hear, says Telemachus to 
Penelope, Od.i. 353, 

aol 6' emrLoXoadrCa Kpa6S7 Kai Ovu6 a&KoOdetv 
- others, too, have suffered. That is to say: by listening to tragic song and 
reflecting on it, understand what the world is like, and what is the position of 
man within it.82 

76 Von altgriechiscben Kriegergrabern, p.36. 
NJbb. 18 (1915), 8 = Das Epigramm, ed. 79 H. Lloyd-Jones, The Justice of 
G. Pfohl (1969), p.47. Zeus (1971), p.75. 

77 Cf. Nilsson, Geschichte der griecbis- 80 Dicbtung und Philosophie2, pp. 
chen Religion i2. 714, for the funerals of 15 ff. 
the archaic period and the attempts of 81 Iliad vi.357. 
legislators to curb them. 82 Strikingly argued by W. Marg, 

78 W. Burkert in Rh. Mus. 105 (1962), Homer iiber die Dicbtung (1957), p.14. 
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This tragic and consistent view of human life is what makes the epic so 
great. The 'obituaries' and the other passages of austere pathos are vitally 
important for it. The Iliad is a poem of death; as G. Strasburger points out,83 
actual duels in it are short, and the greater hero shows his greater aperi? by 
killing his opponent, who for his part is usually killed with ease, sometimes 
without resistance. A contrast with the duels, for instance, in Malory's Morte 
Darthur, where knights hew and hack at each other for hours with periods of 
rest, brings this out clearly. Fate, not fighting technique, is what interests the 
Iliad; the hero, splendid and vital, going down into death. A long poem con- 

sisting of such encounters could easily become gruesome, or boring, or un- 
bearable; what prevents this is the light in which the warriors are seen. The 
device, like the conception it serves, is not an obvious or universal one. Neither 
the Niebelungenlied nor the Song of Roland, for example, is concerned so to 
illuminate minor characters who exist only to die; there the contrast is rather 
that of the great hero on the one hand, and countless insignificant dead on the 
other, who exist merely to make a mighty number for the hero to slay. But in 
the Iliad the lesser heroes are shown in all the pathos of their death, the change 
from the brightness of life to a dark and meaningless existence, the grief of 
their friends and families; but the style preserves the poem from sentimentality 
on the one hand and sadism on the other. Stripped of the sort of passages here 
discussed, it would lose not merely an ornament, but a vital part of its nature. 

APPENDIX: ON DYING FOR ONE'S COUNTRY 

It is argued by Professor Adkins84 that dying for one's country, 'where even if 
one's army succeeds one had oneself failed, posed a problem for traditional 
Greek dper7l at all times ... [in Homer] it is not yet KaXov to die for one's 
country; that had to wait for Tyrtaeus.' This assertion seems vulnerable from 
several points of view. 

(i) Some parts of the Homeric text we have are later than Tyrtaeus. This 
seems certainly true of Iliad xxii. 71 ff. ('Nirgends ist der Einfluss der Elegie 
auf den jungeren Homer so deutlich wie hier,' von der Muhll); and so most 
scholars. 

(ii) The Iliad makes it clear in other ways than the use of the words KaxLOV 
and aloXpov85 that death in such a battle was admired. e.g. (a) Hector, 
challenging an Achaean champion, offers to allow the return of his body for 
burial and the building of a monument, vii. 87: 

83 Die kleinen Kampfer, p.50. ii.119, 298;xxi.437). This fact alone 
84 Homeric Values and Homeric suggests that there were other means of 

Society,'JHS 91 (1971), 7, n.37, in oppo- conveying praise and blame. Professor 
sition to A.A. Long, 'Morals and Values in Dover remarks on the moral and evaluative 
Homer', JHS 90 (1970), 130, n.53, who use of 'Do you call that a hat?' and similar 
had called Hector's death 'glorious'. Cf. utterances (Greek Popular Morality in the 
also Adkins, Merit and Responsibility, Time of Plato and Aristotle (1975), pp. 
p.66, n.13. 46 ff.). We cannot expect that a poet will 

85 Adkins, p.9: 'aiaxpo6v is the only say 'and that was KaXov,' to resolve our 
word powerful enough. . .' In fact, aLaXp6' doubts by the lexicographical method. 
is a rare word in Homer, being used of Cf. note 17 above, and H. Lloyd-Jones, 
courses of action only three times (II. Justice of Zeus, pp. 2 ff. 
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Kai irore rtC eir?oa Kal 6tJ6vcov avOpcnrrcv, 
vrtl rroXvK XriSt 7rX&eowv be oilvora vr6vrov. 
'dovSp6o gev r6be ariia radXat Karare0c3iroc, 
ov rnor' aptarevovra KareKTave 0aiBotoc ' EKTop'. 

The chief glory is to be Hector's but (since he is here offering an inducement) 
some must attach to the man slain aptarevowv; and this word is used in just the 
same way as in Peek no. 73 (p. 184 above). Is it credible that it has 'become 
KaXov' between the two? 

(b) Od. viii. 523, a simile: as a woman weeps over the body of her husband, 
O6 re t7? rrpoaOev lr7rXto Xaclv re rreeaoawv, 
'aarei' Kai teKeeoa dai vv vv rXe&? rijap... 

This can have only one implication: that such a death was laudable. 
(c) So indeed does II.xxiv. 500, Priam to Achilles: 

6O 6? piot oioc 6rlv, eipv ro e daorv Kat arrooc, 

rov av) rporv KrelvaW apdvvo/Ievov rrepi 7rdrpr7l, 
EKTopa. .. 

In cases (b) and (c) the question is: why else is this detail mentioned? 
(d) And still more clearly, II. xv. 494: 

&XXad udxeaC' eMrri v?oav daoXXe) ? ' o 6 Kev VPc(v 

3X'reiLvo'c i7 rreTeiC Odvarov Kat irorp.Ov eiraro , 
reOvdrc' ov oti aetKeC , tDlvvoevCw repi 7drapr77 
TreOvdi,ev. aXx1' atXox6 re aor7 Kai TraiSe orFioaaW. 

This passage contains the answer to the idea that Greek morals were so orienta- 
ted to individual success that any 'failure' was necessarily a disgrace. Even death 
can be a success, for the community. That brings us shamefacedly to 

(iii) the argument from common sense. First, could a society have survived 
if its men had to fight, but to be killed in its defence was a shameful failure? 
And second, could an epic whose central characters were Achilles and Hector 
be heroic, if their deaths were 'not yet KaXo6'? 
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