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. Frinkel.?

‘[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.?

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."

For the ancient commentators, é\eog, 0ik 705, and mdfog are among the
commonest of terms. An idea of their frequency can be got from the work of
J. Baar,® under the entries: é\eewds, ENeos, 0iKTOS, OIKTPOS, TEpLTadns,
mepimafws, ovunalng, ovumadws, ovurdoxw. These entries, like others in
the book, are not exhaustive,® and some lemmata have been omitted which
should have been included (e.g. Yoepds, xix. 282: oikTi{opat i. 505, xv. 56,

xvii. 300, xxiv. 500): but there are certainly well over 100 passages where

* Iam indebted for help and encou- p.7.
ragement to Professor Hugh Lloyd-Jones. * Homerische Untersuchungen (1884),
! Table Talk for 12 May 1830. p-123: ‘Die antike Asthetik, wie immer
*  Dichtung und Philosopbie® (1962), fiir die eigene Litteratur unendlich ver-
p- 41: ‘Einem weiteren Kennzeichen des stindiger als die neuere. . .’
homerischen Stils, der verhaltenen  Index zu den Ilias-Scholien (1962).
Sachlichkeit und vornehmen Distanz.’ ¢  See the review by W. Biihler in

3 Mimesis (Eng. trans. by W. Trask), Byz. Zeitschrift 55 (1962), 79.
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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 Parry” 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.® Another is the type of passage, often a pre-
diction of the future, which the ancients thought to be ‘uttered by Homer
himself’, ék 70U (5iov mpoawymov or ap’ éavTod, such as the comments introduced
by vimos, or the weighty judgement on Patroclus’ being called out by Achilles
at xi. 604, kakov &’ dpa ot méNev apxn.° 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 (ZBT in xiii. 171): xapc'ev
70 €¢’ éKAOTW TWV emonuwv TIW Suynow katd TdS avalpécels EKPépew - 7O Uév
Yap Tpoexféabar mept EKATTOV UaKpGOy, TO 6€ €V TOIS CUUTTWMAOL napebnyno-
aofar mbavov, ‘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-
passmnate in manner to those which are more frankly emotlonal

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

&0’ *Avrnvopos vies b’ "ATpeidn ﬁaod\m
ToTUOY Aram\ioavTes &uvv Sduov " Aidos elow.

Such a passage, free from emotional words, is easily underrated. The ZT
observes, meptmafws amyyew\ev: 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?'! For, like Presocratic philosophers, we are
looking always, in Homer, for the origin of things: what qualities can be compa-

7 In HSPh. 76 (1972), 9 ff. Rb. Mus. 106 (1963), 289 ff. He does not
8  Die aesthetischen Anschauungen consider the increase in pathos produced
der Iliasscholien, Diss. Ziirich 1943, pp. by having two brothers slain at once, as
34 ff. so often happens.
9 Cf. G.E. Duckworth, AJP 52 (1931), 11 «“[The ‘obituaries’ in the Illiad]
320 ff. werden nie gefiihlvoll im Ausdruck, aber
19 Some historical reflections on the ihre Wirkung tun sie doch”: H. Frinkel,
motif and its origins: C.A. Trypanis, Dichtung und Philosopbie, p.41.

‘Brothers fighting together in the Iliad,’
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tible with all things being made of formulae?*? 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 Diocles: their parentage; growing up, they sailed to
Troy; there Aeneas slew them, as men slay a pair of lions:

TOlw TW Xelpeaow b’ Awelao Sauévre
Kanmegerny, ENATNOW éodTes LYNANOL.

Again, no word of explicit pathos; but the ZB observes: meomafdwe 70 "é\dTnow
bYnfow’, ud Te 70 kAANOS Kai TTw #ifnw. 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 ToUS pev Aimev abbu dva dvdpwv *Ayauéuvwy
orhleo maupavovras, Emel mEPIBUOE XLTWVAS.

The unusual phrase oTn0eat maupaivovtas means (see Leaf ad loc.) that their
bared chests gleamed in the sun; in antiquity Nicanor said (ap. ZT) 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:

08’ év atpopdAvyytL Koving
KELTO Uéyas MEYaAwOT(, NeAATUEVOS LTTOGUVAWY.

The ZT say: kai hbéws émepudovnae kai mepimabius, and some modern scholars
have found the lines too splendid to have been invented for so minor a character
as Cebriones.'® 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 mdfos here.

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

s 1w v’ év kovinoL map’ ANAAoLoL TETAOONY,
71T0L 0 uev Bpnkwr, 0 8° "Emewdv xahkoxirwywy
TYEUOVES - TOANOL 8€ mepl K TEovTo Kai dANoL.

G. Strasburger'* suggests that here the heroic death of the two leaders repre-
sents the general mélée, 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.

2 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’, HSPbh. 68 Probleme (1970), p.23.

(1964), 345 ff. 4 G. Strasburger, Die kleinen

!* Thus even a purely aesthetic per- Kampfer 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.

Illias 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) "EkT0p, viv 81 mdyxv NeAAOUEVOS €iS EmKovpwY
ol 0éfev elveka THAe pAwY kal maTpidos aing
Buuov dropbwuvbovat.

As a taunt, different in character, at i. 29, Agamemnon to Chryses:
(7) 1 will not give you back your daughter:

TPW MW Kai ynpas émelow
hueTépw évi olkw, év "' Apyei, TNAGOL mdTpns,
{oTOV EmouXOMEVNY Kal éuov Néxos dyTidwoay.
On this Z say shrewdly: kar’ ONéyov abiwv Td TR 8toTdoews \vmel Tov yépovra,'s
(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 w¢ épar’, édewgev §' 0 yépwv kai émelero uvbew -
B & dkéwv mapd Biva molvghoiofowo Bakdoons.S

(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:

ketoat, ‘OTpuvTddn, mdvTwy éknayhorar’ avdpwv -
évfdde oL Bavaros, yeven §€ Tol éot’ éml Niuvy
Tvyain, 86u ToL Téuevos matpwiov éoTw.

Achilles says this ebxduevos : 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:

OV 8€ (8L CxTEWe Mevouriov dAK y10s vids,

kal p ' Ohogupduevos Emea TTEPOEVTA TPOONUSA. -
d Se\oi, Aavawy NynTopes NdE uédovres,

e dp’ EuENNeTe THAE dAAWY Kal maTp(os ams
doew év Tpoin Taxéas KVvas apyért Snuew.

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:

0 8’ ayx’ abroio méae mpMYNS émi vEKPwW,
TN’ amo Aapions épBuwrakos,
for the poet goes on to add

15 Well discussed by J. Th. Kakridis, NTuLaouévov Kai pofovuevov “yépovrd
Homer Revisited (1971), p.131. kalel kal odx ‘lepéa’, mAéov olkTLEdueros.
16 ST ini.33: oikelws 8¢é Tév
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— 0b6€ ToK evat
Opéntpa p\ows amédwk e, uwvvbddios 8¢ oi aiwy
Em\ef’ Um’ Alavros ueyafuuov Sovpi dauévre.

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 ZT say, Wk Tioaro
mePL THY Suynow kavws, but it is not by means of explicitly emotional words
that this effect is achieved.!”
Two more examples. One is in direct speech, one in a narration by the poet.
(11) v. 684, Sarpedon, wounded, begs Hector to rescue his body:

Mpiauidn, un 61 pe Ewp Aavaoiow édons
keiobat, AAN’ émduvvoy - émerd pe Kat Nmot aiwy
€v TONeL UUETEPN, EMEL OUK dp’ Euehhov éywye
voaTNoas oikovde PpiAny és marpida yaiav

edppavéew dNoxov Te ANV Kai vImoY Vidv.

On this moving appeal Eustathius, 594.13, makes the obvious comment: olkTov
8¢ moAw ExeLo6 Adyos,dppaviay dppdfwy mados kal Tdpov ém’ dANodanis. 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,

7 llpwreoihaov évewev
éc Tpoiny, 008" adric anrryaye matpida yaiav.

On this, T says mepumadng 1 mpoavapwwrnos. 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:

vnmin, 008’ évonaey 6 uw udha THAE NOETP WY
Xepow "AxiAN0S Sduace YAavk s "Abnvn.

On this the ZT (in 443) say: atfet 70 mdfos - Too0UTOV Ydp AMéXEL TOD EVVOED TL
TV GUUBERNKOTWY, (S Kai NouTpd mapaoK evdiew, Hovovovyi 6pwoa avTov - 810
Kai émepwrnoer 6 monTns ouumadus 70 ‘vnmin, 0Ud’ évdnaer,” Homep ENeWV
TOw &yvouar avtns. 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

7 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.!® As the T point out, the
émpwrnais by the poet of the word vnmin 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.”® The quality of Homer’s treatment can be felt when one com-
pares it with a celebrated passage in Thackeray, presumably derivative from it,!
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.??
Both features are un-epic.

Two particular developments in the Odyssey, where so much continued

emphasis is laid upon Odysseus’ remoteness:

(14) first, 1. 57:

abrap 'Odvoaevs

lépevos kal Kamvov amofpwokovta vonoat
7S yains, avéew peiperar (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: kai A\inv avbpds
ve KVwv 88€ TH\e BavovTos. 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.?

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

19 Schadewaldt, in discussing this
scene, Von Homers Welt und Werk* (1965),
p- 328, speaks of Homer’s ‘great and simple
art of contrasts’.

2% On the distinction of the two see H.
Frinkel, Dichtung und Philosophie® p. 43.

2! The motif of innocent preparations
is parodied by Juvenal, 3.264, of a man
squashed in a road accident—surprisingly,
neither Friedlinder nor Mayor records the
point. Thackeray records (The Letters and
Private Papers of W.M. Thackeray, ed. G.N.
Ray (1945),1.207’ that on 10 June 1832 he
made ‘a vow to read some Homer every
day’.

2 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: ZT ad loc. says, eiwoe
ovundOelav éyelpew Siud TovTWY, émav ol
Td uéylora SuaTvxodvTes év dyvolg TWY
KakWp Dot kal éml puhavdp wmotépwy

Eamiswy PépwrTat, s 'Avspoudxn (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. Aufsitze (1914), p.66).

33 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,” Rh. Mus. 103
(1960), 130-44; W. Marg, ‘Zur Eigenart
der Odyssee,’ Antike und Abendland 18
(1973), 1-14. The Trinenseligkeit 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) ¢ ¢dro, Tovs 8’ 1187 kdTexey duaifoos aia
év Aakedaipovt avdu, pikn év matpidt yain.

The lamented Adam Parry 2* 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;?* 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:

Vv alré € 8ios "AxuA\evs
dotv mept [pwdpow mooiv Taxéeaot Suoket,
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 m\vvoi, the washing-places, where
the Trojan women used to wash clothes, 70 mpiv én” etotvns, mpw ENGew vias
"Axatwv. It is hard to imagine this detail being preserved in an heroic tradition,
except for emotional use in just this way: doubtless S.E. Bassett?® 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.?” 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 mélée, but it is turned to great effect for pathos.

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

068’ bmrios év kovinot
Kdmmeoey, dupw Xelpe pi\ows érdpolot meTdooas.

(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 ¢x0pd &’ Exovrac Expvyev, 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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étouevos 8¢ kar’ avl pihwy év Xepow éTaipwy
Buuov dmomveiwv, COS Te OKWANE émt yain
keito Tafeis - they remove his body, axviuevor

his father goes with them (658),

ddk pva NeBwv,

mown 8’ ol TS Tados Eylyvero TEAIMWTOS.

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 {nTnua 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. 12

0:%

(21) here Agamemnon kills two sons of Priam?® and strips them of their
armour (line 110), ywwokwv: story, how he knew them; simile, lion killing

fawns:

&s dpa Tois ol Tis Suvaro xpalounoat Ohebpov
T pwwy, GANA Kai avTol U’ "Apyeioal p€fovTo.

The detail of Agamemnon ‘recognizing’ them® is adapted no doubt from the

Lycaon-episode of xxi.3' 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 v9ma 7ékva 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 Kkills Periphetes:

d\wY 8¢ uw €yyus éraipwy
KTEW' - 0L 8’ oUK &SUvavTo Kai dxvuuevol mep éraipov
-~ F \ \ ’ 17 o -~
XPALOMEW - avTol Ydp pndAa Seldoav “ ExTopa Siov.

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

with ironical sympathy:

a 8el\’, 0US€ ToL EGONGS éwv xpalounoey "AXIANEVS.

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

2% 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
Kampfer, 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).

3% ‘An extremely prosy addition,’
Platt: quoted with approval by Leaf.

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

Zkaudavs pwov, aipova 0hpng,
"ATpeidne Mevélaos éN’ éyxei dEvdevTt,
¢0BNov Onpnripa- Sidake ydp ' ApTews advT. . .
aN\’ ol ol TéTe ye xpaion’ " ApTeus ioxéarpa,
ovd¢ éknpoliat, ﬁow TO TPpW v’ éxkéxkaoro. 32

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

Y 3

06 Kal xpvaov éxwy TONEUVS’ lev HiTe Kovpn,

vimios, 008é Ti oL 70 v’ émnpkeae Nrypov BheBpov,

AN\’ &8aun vmo xepot modwkeos Alaxidao.
kwuwdelTal, says ZB 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)’.®
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:

aonaoiws yap apiterar Thov ipnw
0 ke ¢Uyn, moANoUs 8€ kvves kai yomes Eovral
Tpwwv.

The scholia comment: ék@ofel, iva 8éEwvrar Ty ovuBovnv.
(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:
ob ol émetra
dpKwv éooeiTal puyéew kvvas N6’ olwvous.
So too Hector, xv. 348.
(28) It can be a threat to the enemy; thus, Hector to Ajax, xiii. 831:

Tpwwv Kopéels kivas N8’ 0lwvovs
SNuw Kal odpKeoat, TEOWY €t vMUaY "Axalww.

(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:

0€ uév KUves 18 olwvol
ENKNOOVO” ALK WS, TOV 8€ KTEpobow "Axatol.

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 lliad 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, &6avacia 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:

d dewhol Aavawv NyNTopes 18€ LESOVTES,
W dp’ éuéNere THAE dAwY Kai TaTpdos ains
doew év T poin Taxéas Kvvas apyér dSnuw.

It can be combined with ironical pathos to form a bitter taunt, as in (23) above:
i o€ 8¢ T’ évhdde yomes Eovrat.
a Sel\’, ob5é Tou €aONOs Ewv xpaiounoey 'AXANEVS.
(30) It can also be combined with real pathos into a passionate warning; so
xxii. 86, Hecuba to Hector:

€l mep ydp o€ kaTakTdyn, ob o’ €T’ éywye
K\avoouat év Nexéeoot, pihov Bdlos, Ov Tékov avTn . . .
(but)
"Apyelwy Tapd vnuoi KUveS Tax€ées kaTédovrat.

(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:

évravlol viv ketoo uet’ ixfvow, ol o’ dTel\y
aiy’ amo\uxunoovral Gkndées: ovdé ae unTnp
&vbeuévn Nexéeaol yonoerat,

but fishes will feed on the shining fat of Lycaon. Here the special circumstances
of the mapamordutos udxn 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 "AXIAN€EVS OKWOTTEL META PapuTnTOS.

(32) Later in the same book, the death of Asteropaeus is followed by the same
motif in the ‘dispassionate’ style of narrative, xxi. 201:

TOV 8¢ Kat’ avTdfL Nelmev, énel pihov firop amnupa,
Keluevoy év Yaudboiot, Slawe 8¢ uw pélav Hdwp.
TOV ev dp’ éyK éNvés Te Kal txBves aupemévovro,
Snuov épemTOUEVOL ETWIPOIBIOV K ELPOVTES . . .

P. Von der Muhll** 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:

avTov 8’ dv miuaTov ue kvves mpwrnot fipnow
dunoTai épvovow . . .
ods Tpédov év ueydpoiot Tpamesias Bupawpous,

34 Kritisches Hypomnema zur Ilias Cf. Kakridis, Homer Revisited, p.96. Some
(1952), p.317: ‘Noch hisslicher ist, was of the ancients, too, thought Homer was
folgt. . .nach Otto Korner, Die homerische infallible on every art and science; see, e.g.,
Tierwelt (1930), 80, geht dies, was die F. Buffiére, Les Mythes d’Homeére et la

Aale betrifft, gegen die Naturgeschichte.’ pensée grecque (1956) pp. 10 ff.
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0L K’ oV aiua movTes dANVOOOVTES TEPL Buud

keloovt év mpobupoiot . . .
The T scholia say: kai 70 ‘Topatoy’ ok Tp0v, olov émbovra Td THS MOPONTEWS
Sewd; and go on, 0k TpoTdT) M peETd Gdvartov aikia. Ever since Payne Knight the
passage has been suspect (see Von der Muhll 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.>*

(34) These passages have mostly been in direct speech. A very important one

which is not is i. 1-5:

unvw dede Bed Iinkniadéw AxiAnos

ovlouévny, N uvpl "Axatois d\ye’ &nke,

ToANdS & idBiovs Yuxds ' Aibt mpoia ey

NPWwWY, aToUS 6€ ENWPLA TEVXE KUVEGOW

olwvoiot 7€ Saira.>®
What is the tone of this prologue? The question seems to have had little interest
for recent workers;>” 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’,
Tpaywdiats Tpaywkov ék€dpe mpooiuov, and the BT scholia say, on the word
ovopévny: o émi iblois 8¢ aNywv Braognuel adThv (sc. Ty unvw), and of line 3:
Know ob THw TuxoDoav ExeL TO mpooiutov, €L UENNEL Suyeiofat BavdTous mONNCY
i9fincr npwwv, which seems to mean, ‘The proem has extraordinary emotional
effect,®® 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 unw(s is oVAouén, 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 unwis, 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
duhofeducor, who ‘likes to be amused’ — though such a taste might have
enjoyed the Odyssey. The audience must have accepted it, those who did accept

35 ‘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 Illiad,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 Illiad 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 skilfu]ly made.’ 3% For such a sense of k{vnots (not in

36 saira Zenodotus: mdot codd. Cf. LS)) cf. ZBT in i.446 . . . &AN’ o06é

R. Pfeiffer, History of Classical Scholarship TooavTNY klvnow &xeL Td N8éa Aeydueva
i(1968), 111. éméany Td Avmnpd.
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it, as a tragic work. And the prologue announces it as such: an accursed, a hateful
unvis, 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.

(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:

avbpos és dpfaluovs & ToL ToNéas Te kai ETONOVS
viéas éEevdpiia; oidNpeLdY VU ToL ATop.

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) otk Tipwv, and began his speech d Sewké. . .
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:

T0D 8¢ Yuvaikos uév 1’ audidpvdol eloL mapewal,
naides &’ oppavikol - 0 8¢ 0’ aluart yaiav épevwy
mifeTat, olwvol 8¢ mepl TAEES E YVVAIKES.

(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:

TOANOL 8 €épLavxeves mmou
KeWw'’ bxea kpoTaM$ov ava mTONENOLO YEPUPAs,
ndxovs mobéovres auvuovas.*® ol 8 éniyain
KkelaTo, YOmeoow moND GNTEPOL T} ANGXOLOW .

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

3% 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; 4% 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.
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weeps, like a widow over the body of her husband, slain defending his city and
his children:*' 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. Schadewaldt*? applies the expression
‘unwillkurliche Symbole’ to certain things in the I/iad, 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’.*?
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.** 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:

aAX’ dye viv éNéatpe Kal auTod uiup’ émi mipyw,
un maid’ dppavikov Brms xnmpmw e yuvaika.

(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 GSee 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;
*2 YVon Homers Welt und Werk*, p.331.  She’s dead as earth. (Shakespeare, King Lear
43 Saint-Simon, Mémoires ii.48 (Bibl. v.3)

de l1a Pléiade): ‘Il est des vérités dont la Half-owre, half-owre to Aberdour,

simplicité sous art jette un éclat qui efface "Tis fifty fathoms deep;

tout le travail d’une éloquence qui grossit And there lies gude Sir Patrick Spens

ou qui pallie. . .’ Wi’ the Scots lords at his feet.

* Two more examples: (Ballad of Sir Patrick Spens)



174 JASPER GRIFFIN

TEGVATW - 0D OL AEK EC QUVVOEVW TEPL TATPTS
Tefvduey - AN d\oxds Te 00n Kat naides omioow.*

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

Twv [sc. 7w Tpwwv] firot abrwv Tépeva xpda yimes &ovrad,
NUELS abT’ aAGxous T€ pihas kal vhma Tékva
dfouev év vijeoow, EmN TTONEBPOY ENUED.

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) vov 8€ KA€os €ofNov dpoiuny,
kal Twa Tpwiddwy kat Aapdavidwy Babuk OAmTwy
auPOTEPNOW XEPOL TAPELAWY ATANAWY
Sakpv’ duopEauévny adwov oTovaxnoal Epeiny.

The BT Scholia comment: 71 Un’ 8y w AaufBdvet 7d dxol\ovBroovTa Tois TONEMIOLS
Sewd, COOmEP EUTUTAAUEVOS TNS TWY TONEMLWY TIMwWPLAs dud THS EAmdos.

An even more frequent motif than the orphaned children of the slain warrior
is that of his bereaved parents; * it is as if the warrior were thought of, at his
death, as being younger than we seem to find him elsewhere*’ (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:

ein€uevai pot, T pwes, dyavod "Thwovios
naTpl $iAw Kal unTpi Yonuevar év ueydpoLow . . .

(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;

0V8¢é € gmuL modeoal ye olot KovTa
ebppnvar d\oxov Te piAnY KeSVOUS T€ TOKNAS.
@6 Oy kat 00V Eyw NUOwW UEVOS. . .

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

vov uév 81, Mevéhae Sworpepéc, n uda Teloes
YVWTOV €U0V, TOV ETEPres, EMEVXOLEVOS 8 AYOPEVEL,
xnpwoags 8€é yvvaika uuxw fakduolo véow,’

dpnTov 8¢ ToK ebaL yoov kai mévhos énkas.

45 See the Appendix on this passage. early epigrams. Croesus is made by Hero-

4 A very exaggerated statement of this  dotus to say to Cyrus (1.87.4): ‘Nobody is
in C.R. Beye, The lliad, 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 yprun.

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: meptmafdés

Kkai oikTov &xov. 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:

B0 6€ uerd gavbov Te Odwvd Te, Dalvomos vie,
dupw TNAVYETW - 6 8€ TelpeTo YNPaAL NYP W,
viov §° o0 TékeT’ dANNov émi kTedTeool Nuréobdar-
a0’ ye Tovs évdpie, pihov 8’ Esalvuro Guuoy
augorépw - marépt 8¢ yéov Kai kndea A\vypd
Aein’, émel ob {wovTe udxns €k vooTnoavTe*®
8€ékato - ynpworal 8¢ dud kTRow daréovro.

Eustathius 533.28: kai éoTt mepumadns 6 Adyos. We observe here that the sons
barely exist at all, and that the epithets applied to them (Paivomos vie, dupw
TNWYETW*) relate entirely to their relationship with their father. His feelings
(760¢ kal knidea Avypd) are the real subject of interest, and every device is used
to increase their bitterness. As with Harpalion’s father, (20) above —

uerd 8¢ oL matnp Kie ddkpva AelBwv,
mown & 00 IS Tados éyiyvero TeBrnWTOS —

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:

a0’ ENér . . .

vie 8w Mépomos Tepkwaiov, b Tepl mavTwy
hbee pavroovvas, ovde obs maidas €aoke
oTelxew ég moNeuov Ppionvopa - 7w 8€ ol oD Tt
newéalny - knpes ydp &yov uélavos Bavdroto.

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: Mnpwdvns 8¢ Pépekhov éviparo, TékTovos VIOV
‘Apuovisew, 0s xepow énlorTaro daidala Tdvra
TEUXEW . . .
0¢ katl 'ANe§dvSpw TekTvaTo viiag Eloas
apxekdkovs, ai maot kakov T pwreaat yévovro
ol 7" avTw, émel ob TL e €k Béapara fHon.

8 udxne éx voorhoavra 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
4 This use of TnA¥yeros 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

LS], 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:

viéas Evpvdduavros, dvepoméowo yépovros -
TOIS OUK €PXOMEVOLS O YépwV ékpar * OVeEpOUS,
dX\d ogeas kparepos Awoundns ékevdpite.

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:

760 8 0D TL TP €laoke udayeodat,
olvekd oL METd TaLOL veWTaTOS é0KE YOVOLO,
Kal ol pi\raros €oke Todeoa 8¢ mdvras évika
81 ToT€ yMméNoL MOSWY GpeTNY dvadawwy
B0ve Siud mpoudywy, NoS i\ov ONeoe Guuov.

The rare noun vnmén replaces the commoner vimos &, 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,

oL éyw TavdmoToS, EMEL TEKOV vias aploTovs
T potn &v evpein, Twv 8’ od Twd ¢nue Aeheigbad.)

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:

d ot Beol obpaviwves

matpl pAw émopov - 0 &’ dpa & Taidi dnacoe

Yneds - dAN’ oUy vios év évTeat maTpos éynpa.
Of this passage, the ancient scholars say (ZAT), 76V kat meptmadés 70
evplokeobar SvoTvxéorepov TOD TaTPds TOY VIdv. Von der Miihll,*® 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 Muhll 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:

&ba §' éneira katékTabey boool dpLoToL:

&0a uév Alas keirar apnws, &ba §° "AxA\evs,

&0a 5¢ IldTpok \os, Bedpw unoTwp ardhavros,

&la &' &uos GIAos VIS . . .
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’. meptmafwe Aiav, observe the Scholia —
a different pathos from that of the greater epic.

0 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:

LT ]

UATED, émel 1’ ETeKES Ye uwuvbddiov mep éovta . . .
(53) and his mother replies, i. 413:

kard 8dkpv xéovoa
O oL Tékvov Eudy, T V0 0’ érpedov awd Tekoboa;
atlf’ dpeles mapd ynuoiy A8AK PUTAS Kai ATHLWY
fofai, émel vV oL ailoa uvuvdd mep, o 1L udha S -
vov 8 dua T WKUMO0poS Kal 0ifupos TepL mavTwy
émheo.

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

(54) éva maida TéKeEV mavawpwv . . .

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:
abros ydp oL am’ aifépos Hev GuivTwp
Zevg, 6¢ uw mhedveoot uer’ avdpdot povvov éévra
Tia kal KVdawe. uwovdddios ydp éueANey
éooeal’ - Hidy ydp oL émépvve udp ooy Huap

Iad\ds 'Afnvain bmo [In\eidao finpw. 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: ) mpoAnyis 6€ oxnua
TOMTIKOV. TPOOEKTIKOV T€ TaDTA TOV AKpoaTnv Kai mepumaléoTepor amepydiovrad.
We feel the pathos of Hector’s delusive triumphs, as we feel that of Achilles’
early death; and Schadewaldt®? 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:

Kwnoag pa kdpn wpoti ov pvbnoaro Guudy -
‘a 8el\’, oU8€é 7L ToL Bdvaros KaTafvuss EoTw,

! Most editors have followed the 52 [liasstudien, 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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oc 81 ToL oxedov eiot - oV &’ duBpora Tevxea Suvels
avdpos apLoTROS, TOV T€ TPOMEOVOL Kal dANOL -

T0D 87) ETalpov EMEPreS évnéa TE KPATEPOY TE,
TevXea 8’ ol Kard KOOMOV Am0 Kparos T€ Kai COUwY
€lNeV - ATdp TOL VDV YE UEYA KPATOS €YYVaNEwW,
TV mownw 6 ToL ob TL udxnS €k vooTHhoavTL

8éterar "AvSpoudxn k\rd Tevxea Minketwvos”. 5

This impressive speech (it, too, is for von der Muhll ‘sentimental and in poor
taste’), ‘makes even a pro-Achaean audience pity Hector’, say the Z; 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) Thow 8 *AvSpoudxn NeuK oNevos fpxe Y000
ExT0p0os av8podorolo kdpn UETA XEPTY EXovoa -
‘dvep, am’ atwvos véos CONEo, kS 8€ e xnpny
\elmes év ueydpotot - mdic & €t vnmos alrws
Ov Téxouer oV T’ €y Te Svoduuopot . . .

These three passages, (55-7), 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:

épeumre 8¢ Telxos Axawy
peta udX’, ¢ 8te TS Yduabov ndic dyxt faldoons,
8¢ 7’ émet odw mownon afvpuara vnmeEnow
4y avTis guvéxeve Toow Kal Xepow dfvpwv,
&S pa ov, hie Poife, moNUY kduarov kai Oifvr
ovyxeas 'Apyeiwv, abtoiol 8¢ ¢uiav évwpoas.

The ancient commentators did not miss the moving quality of the passage;
BT, éo1t 8¢ mepumalne 1 avapuovmows kai éupavrikn THS Suvduews Tod elov.
I point particularly to the phrase moAUY kduarov Kai 6i§vv "Apyeiwr: 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 = Hermes Einzelschriften 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 llias, 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.>*
(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,
buados 6’ aniaoros érvxbn -

Zevs &’ emel obv Tpwds Te kat 'ExTopa vmuot néhaooe,

TOUS eV éa Tapd THOL TGOy T’ EXEUEY Kal OigvY

VWHENEWS, avTos &€ md\w Tpémey dooe paeww,

V00Pw €@’ LTTOTON WY Opnr v kabopwuevos alav. . .

éc Tpoinw &' o0 mdumav ér Tpémev B00€ Ppaewd.

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.*® And the phrase
mvov 7' Exépey kai Oi§VY vwueNéwS 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:

G\’ éme’, 0¢p’ €pi vnuol ovvdueda movTomipolow
augl yduw (dragging away his corpse).
(61) Next a passage whose pathos is implicit only; xiii. 428, the slaying of
Alcathous:

yauBpos 8’ 7w "Ayxioao,
npeofurdTny &' Conue Quyarpww, Inmodduewa,
TNV TEPL KNPL pIANGE TaTHp Kal méTvia unTnp.

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 TNAVY€ETW, to increase the father’s suffering.

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

vaie 8¢ Indawv mpw éNbetv vias "Axaiv,
kovpnw 8¢ [puduowo vébny &xe Mndeowdorny -
abrdp émei Aavawv vées fHAvbov audéliooat,
dy eic "'I\wov fNbe, uerémpeme 8¢ Tpweaot,
vaie 6¢ mdp lpiduw - 6 8¢ puw tiev ioa Tékeoo.

% 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

% Those scholars who notice the Poseidon. Ameis-Hentze (Anbang, p.10)
passage are not much impressed by it. g0 so far as to say that ‘the poet’s lack of
C. Michel, Erliuterungen zum N der Ilias skill could not betray itself more clearly

(1971), p.30, is content to quote with than in this inept invention. . . .’
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Slain by Ajax, he falls like an ash tree, felled upon a mountain, which
XaAK @ Tauvouévn Tépeva xOovi puANa meNdaon.

Eustathius 926.54, quoting lost older writers, says: Teptmadcs 8¢ 1 mapaBoln
éxeL, kail olov ovvaxfouevos gpageL 0 momTns Kard Tovs malawvs. 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.®’

(63) The next stage is represented by the mention of Protesilaus in the
Catalogue, ii. 698 ff.; as for the men from Phylace:

T av [lpwreoihaos dpnios 1yeuoveve

$wos &wv - T0TE &' 11bn Exev kdTa yala pélawa.
700 70D 8¢ Kal aupdpugnc doxos Puldkn ENéNeurTo

Kat 60uos HUTENNS - Tov &’ EkTave Adpdavos avnp

¥noS amofpwoKovTa TOND TpwTLoTOY "AXaiwy -

oU6¢€ uév ovd’ ol dvapxol éoav, TOOedy Ye UEV dPXOV . . .
708 .. .008€ TL \aot

Sevovl’ 1 yeuovos, modedv ye pév E0ONOV édvTa.

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
(2B: 1) 8¢ émavanyet oikTpoTePOV TO mdbos émoinoev: Eustathius 327.27,
OlkTOV KaTd TOUS mahatous moAvv Slewow); 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,*® 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:

WS 0 uév abfL meowy KownoaTo xakeov bvov
OLKTPGS, ATO LYNOTNS AAOXOV, AOTOLOW GPTrYWY,

s

Kovptding, THS oD 1L Xdpw b€, TOANA &' ESwKE. . .

The particular interest of this passage is the explicit epithet 0ik7p0¢ (oupuTadds
¢now, ZT 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- % The phrase AdpSavoc avfip for the
chen Anschauungen der Iliasscholien, p.34. slayer of Protesilaus is certainly odd; heroes

%8 G. Jachmann, Der bomerische 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:

we 8¢ marnp ob Tawdos 68vpeTat 60Téa Kaiwy,
vudlov 6¢ Te Bavww Sethovs akdxnoe ToKNag,
¢S "Axt\evs érdpowo 66UpeTo d0TéQ Kalwv.

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’.*°
(66) First, an example in the ‘dispassionate’ manner; xiii. 578, Helenus slays

Deipyrus, whose helmet rolls in the dust:

7 uév anomhayxbetoa xauat méoe, kaiTic "Axawwy
Mapvapévwy HeTd Toool KUNWSOUEVNY EKOLLOOE *
TOV 8€ KaT' 0PBaluwy &pelevvn vOE EKANVYED.

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:

phEe & dp’ inmewov N\opov adrod - mas 8¢ xaudse
KATTETEY €V KOVINGL VEOY POWIKL PaewOS.
70¢ 0 T TONESE Hévwy, €Tt &’ ENmeTo viknw

(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:

aipar( ot Sevovto Kduar Xapiresow ouoial

mAoxuoL §°, ol xpvow Te Kal apyUpw éognrwrTo.
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: oixTelpel xauai keluevov, 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;%! they stood motionless, like images on a grave:

obdeL évolok (uyavte Kapnarta - Sdkpva 8¢ ot
Oepud katd BAepdpwr xauddis pée uvpouévolaw
nudxow mobw - ' Bakepn 8 éuaivero xairn
$evyAne ékepumodoa mapad vyov audoTépwier.
uvpouévw 8’ doa T ye S éNénae Kpoviwy,

% It is of course to this motif that (4) (36) and (37).
above owes part of its force, and so too do 1 Cf. (37) above.
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kwnoas 8¢ kdpn mpori Ov uvbnoarto Guudy-

‘d bedd ..
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,%? and his armour falls from him:

TOD 8" amo uév kpatos Kuvény Pdale Potfos "AmdAhwy -
1 6& Kuhwdouévn KavaxTp &xe mooow V¢’ inmwy
795 abAWDTS TPVvpdNEwa, udvinoav 8¢ ébelpar
aiuart kat Kovinot: Tdpos ye uév ob Géus nev
immok opov TANKa paveodar kovinow,
AAN" avdpos Beiowo kdpn Xapley T€ UETWTOV
pUeT’ "AxANT0S - ToTE 8¢ Zevs 'EkTopt Sk ey
800 7 kepaln popéew - axedofev 8¢ ol Tiev Bhebpos.

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, éumafws 7w feiww bmAw ovvdxdeTar. 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.®?
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:

008" & ETi ppdduwy Tep avnp Zapmndova diov
éyvw, émel feNéedot kal aluartt kai kovinow
€K KeParns eilvTo Staumepes €S modas dxk pous.

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.®* In the early morning
both sides set about the grim task:

oL 8’ fwTeor AANIAOLOW.
&la Suayvwovar xakemws fw @dpa éaotov-
AN’ b8ar vitovTes dmo BpdTov aiuatdevra,
8dkpva Oepud xéovtes auatdwy éndewav,
ovd’ ela khalew Mplapos uéyas . . .

This is another passage which fared better at the hands of ancient than modern
criticism: Eustathius says, 688. 65: mepimaféc 70 Spdua. The pathos is that of

62 Cf. (57) above for the contrast of ‘ein Zusatz von B’ (von der Miuihll ad loc.).
the effortless action of the god and the 4 A ‘late insertion,’ according, e.g.,
catastrophe it produces for man. to Wilamowitz, Glaube der Hellenen®

63 Analysis can find no better words i.299.

for the passage than ‘Uberdichtung,’ 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,®®
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:
70D 8 Ay éNKouévow Kovioalos, audl 8¢ xattat
Kvdveat miTvavro, Kdpn 8 dmav év kovinot
KELTO TdPOS Xaplev - TOTe 8¢ ZeVs Suauevéeaot
Swkev aewigoaobar €n év maTpib yain.

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 //iad. It opens with
Chryses, and ends with a book devoted to lamentation; émt TA€(0Tw 8€ éNéw
kataoTpépel v "T\udda, says ZT 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,
avrol 8¢ 7’ akndées eiloiv.® 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, 5’

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’®® or ‘credibility’ as the point, is that it takes no serious
8% Antike und Abendland 18 (1973), 70 Umokeluevor; and TBT in xvii.575:
10. emonualveral mdvra, mOAw dvoua yévos
6 xxiv.525 ff., Achilles to Priam, duhiav, (e avixvevoas Thy dAnbelav. See
7 Homer (1972), p.56. R. Griesinger, Die aesthetischen Anschauun-
%% e.g. ZBT in xi.104: é¢’ ékdoTw oy gen der alten Homererklirer, Diss. Tiibin-

A vévos A oxfipa mTdparos SNAGY mowkiAet 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.

Schadewaldt® 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. Kirk™ 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
bad 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 7d fuw7ikd for their own sake.”" The austere Muse
of the Iliad has no interest in them except to illustrate the actions, the thoughts,
and the death of the hero.”

Reinhardt™ remarks of (8) above (= I 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.™ For we do find in some archaic epigrams the same
reticent power which has proved so striking in these Homeric passages. Thus in
Peek n0.862,™ a sixth-century epigram from Eretria:

‘TI\etorias.
ZrdpTa uév matpic éoTw, év evpuxdpoial 8¢ ‘Afdvars

(Y]

€0pdgle, avdro ¢ évhdde uoip’ éxuxe.

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:

oaua T68e "ApvidSa - xapomos Tovs’ oheoev ' Apes

Bapvduevov mapa vavow &’ 'Apddfoo phoFaiot,

TOANOY ApLOTEVOVTA KaTd 0TOVeEdoay dFuTdy.

%% Von Homers Welt und Werk*, p.326. by being given a psychological point.

7% The Songs of Homer, p.342. " Die Ilias und ibr Dichter (1961),
™ e.g ZIT ini.366: peyalopvis 6¢ p-430: ‘erinnernd fast an eine Form des
ovvTéuvel Td TEPLOOA TWY Adywy Kl TV spateren Grabepigramms’.
laTopLOY. 74 BT on vi.460: émypauuarikov
72 M.P. Nilsson, die Antike 14 (1938), &xeL TOmov. Eustathius 461.35 on iv.178:
31, points out that mythological ‘digres- TobT0 8¢ olov émlypauud i moLEl TW TOD
sions,’ too, are never included merely for aseApod ‘rdq‘;cy mepLmadws.
their own sake (he excepts Il. xvi.173-92, 7S Griechische Vers-Inschriften I:

0Od.xv.223-56), but always are transformed Grabepigramme, ed. W. Peek (1955).
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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’.™ 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 Peck), Attic, sixth
century:

oéua Dpaoikhelas - KOPE KekNéoouat atei,
avti yduo wapd Gedév TooTo Aaxéo’ toua.

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
orotororororol and aial aial of Aeschylus appear in Homer only as (s éparo
kAalova', émi 8¢ aTevdxovTo yuvaikes. No doubt in the real world such

shrieks were to be heard at funerals”’ but banished from the epigrams, as the
frightful powers of the malignant dead were banished, the necromancers

and the Erinyes.”™ 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. 0770t kal olkTipov is a repeated phrase. No. 1223 (Attic, ¢. 550 B.C.):

mabos droplyiévowo Kheolto 76 Meveoaiyuo
MVEU’ €00pOV OIKTLP', OC KANOS bv éQave.

0iKTLP , LS Kalds v &ave: 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. Frinkel® has well shown that within the epics, narrators of stories say they
relate ‘sufferings,” k16ea, d\yea. 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;®' if the song of Athene’s
anger and the suffering of the Achaeans is bitter to hear, says Telemachus to
Penelope, 04.1.353,

oot 8’ émrToNudTw Kpadin kal Buuds axovew

— 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.%?

¢ Von altgriechischen Kriegergribern, p-36.

NJbb. 18 (1915), 8 = Das Epigramm, ed. 7 H. Lloyd-Jones, The Justice of
G. Pfohl (1969), p.47. Zeus (1971), p.75.

77 Cf. Nilsson, Geschichte der griechis- 80 Dichtung und Philosophie®, pp.
chen Religion i*. 714, for the funerals of 15 ff.
the archaic period and the attempts of 8 Iliad vi.357.
legislators to curb them. 82 Strikingly argued by W. Marg,

78 W. Burkert in Rb. Mus. 105 (1962), Homer iiber die Dichtung (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,®
actual duels in it are short, and the greater hero shows his greater apern 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
Dartbur, 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 1liad 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 Adkins® that dying for one’s country, ‘where even if
one’s army succeeds one had oneself failed, posed a problem for traditional
Greek dpern at all times . . . [in Homer] it is not yet kaAov 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 jiingeren Homer so deutlich wie hier,” von der Miihil); and so most
scholars.

(ii) The Iliad makes it clear in other ways than the use of the words ka\ov
and aioxpov® 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 Kimpfer, p.50. ii.119, 298; xxi.437). This fact alone

84 Homeric Values and Homeric
Society,” JHS 91 (1971), 7, n.37, in oppo-
sition to A.A. Long, ‘Morals and Values in
Homer’, JHS 90 (1970), 130, n.53, who
had called Hector’s death ‘glorious’. Cf.
also Adkins, Merit and Responsibility,

p.66, n.13.
8  Adkins, p.9: ‘aloxpdv is the only
word powerful enough. . ." In fact, aioxpdv

is a rare word in Homer, being used of
courses of action only three times (II.

suggests that there were other means of
conveying praise and blame. Professor
Dover remarks on the moral and evaluative
use of ‘Do you call that a hat?’ and similar
utterances (Greek Popular Movality in the
Time of Plato and Aristotle (1975), pp.
46 ff.). We cannot expect that a poet will
say ‘and that was kaAdv,’ to resolve our
doubts by the lexicographical method.

Cf. note 17 above, and H. Lloyd-Jones,
Justice of Zeus, pp. 2 ff.
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Kkai moTé TS €lmnot kal Y ryovwy avfpuwmwy,

vni TONVK ANiSL Théwv Emt olvoma movTOY -

‘avdpos uév T68€ onua mdal KararefvnwTos,

O mor’ apioTedovra karékTave paidyios ' Extwp’.

The chief glory is to be Hector’s but (since he is here offering an inducement)
some must attach to the man slain @ptoTevwv; 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
kaAdy’ between the two?

(b) Od.viii. 523, a simile: as a woman weeps over the body of her husband,

¢ Te énc mpdaber moAwos hawy Te méonow,
doTei Kal Tekéeaow dubvwY YnAEES Auap. . .

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

o

Oc 8¢ uot olos énp, elpv To 8¢ doTv Kal avrous,
TOV OV TPWNY KTELVAS GUUYOUEVOY TepL TATPTNS,
‘Ekropa. . .

In cases (b) and (c) the question is: why else is this detail mentioned?
(d) And still more clearly, Il. xv. 494:
al\d udxeal’ émt vnuo GOANEES - 66 §€ K ey Uuéwy
BA\uevos 1é Tumeis Odvarov kai moTuov émiom,
TevdTw - 0D oL detkés auvvouévw mepL TATENS
T€Ovduer - AN dAoXOS T€ aon Kal maiSes omioow.

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 ka\év’?

Balliol College, Oxford JASPER GRIFFIN
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